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SUMMARY

In spite of a general recognition of an afrinity between Racine
and Vale/ry, it seemed that the precise nature of his debt to Racine had
never been thouroughly explored. This thesis attempts to establish
Racine as the main source of the new poetic techniques of which one is
conscious in lLa Jeune Parque and Charmes, and it explores the relevance
of Racine to Vale/ry' c own emotional life énd intellectual development.
A study of both published and unpublished work shows Vale';j" S obsession
with Racine, and especially Ph\edre, to be particularly strong during

periods of intense personal stress such as World Wars 1 and 1l.

In this thesis a study of Racine'!s use of symbolism, imagery,

linguistic style and vocabulary and its influence on the composition of
Lae Jeune Parque and Charmes is made in chapters entitled:

Le vrai monde individuel,

\ &
Une femme a la Hacine,

Le fonctionnement de 1tetre Humain )

Le serpent ... dééoratif,

Une sorte de symbolisme,

Une forme de qu.alite";

Le vral écrivain ;

Les figures du style,

L'essence des vers.

, can be _
The author concludes that a strong case Lmade for the impact of Racine upon
Va.le/r.‘f' s mature poetic manner, However, Racine is not the only poet listed
o

o IMoN & Valery'!s sources, Only after the work of these other poets has been

compared 1in detail with Vale’ry' s will it be possible to evaluate fully

jaléry's debt to Racine at its true worth.




TABLE OF CONTENTS

Introduction 1
Chapter 1 Le Vrai Monde Individuel 6
Chapter 11 Une Femme a la Racine 44
Chapter III Le Fonctionnement de 1'Btre Humain 94
Chapter IV Le Serpent ... Decoratif 130
Chapter V Une Sorte de Symbolisme 170
Chapter VI Une Forme de Qualite 244
Chapter VII Le Vrai HEcrivain 278
Chapter VIII Les Figures du Style 321
Chapter IX L'Essence des Vers 268
Conclusion 420

427




ABEREVIATIONS

For references other than to Valéry or Racine, See under name of

author in the Bibliography.

4. Dictionnaire de 1l'Academie Fran aise, 1694 (see
under Cayrous

Au P Au Platane

B B Precis de orammaire historique de 1la langue
francaise (see under Brunot et Bruneau

B U Le Bon Usage (see under Gréviese)

C Cahiers (facsimile edition, Centre National de la
Recherche Scientifique, Paris, 1957-1961)

Cant. Cantiques Spirituels

Cayrou Le francais classique (see under Cayrou)

CGYV Correspondance Gide(Valégz (see under Mallet)

CM Le Cimetiere Marin

CVFE CorresEondance'Valégz(Fburment (see under Nadal)

D L Dictionnaire de lalla oue francaise classique

see under Dubois et Lagane

Eb d'un © Ebauche d'un Serpent

F Furetiere, Dictionnaire Universel, 1690 (see under
Cayrou)

I du N Fragments d'un Narcisse

Guiraud Langage et versification dans 1l'oeuvre de Paul Vale

gee under Guiraud

H Hymnes traduites du Breviaire romain
HJ L e, jeudi, laudes

HL L Hymne, lundi, laudes

HL V Hymne, lundi, vépres

HML Hymne, mardi, laudes

H mer. V Hymne, mercredi, vépres




Abbreviations (cont. )

1 P

K
L

Notes

Diverses

N S

N V

C R

=

Racine
Notes

R R

Introduction biographique (see under Rouart-Valery,
Agathes

Idylle sur la Paix

Catherine Piozzi

La Jeune Parque

La Pythie

Le Rameur

Lettres a Guelques-Uns
Memoires d'un poeme

Mise—en-scene de Phedre (see under Barrault, J.-L.)

Unpublished notes on composition of La Jeune Parque

Ode de la Nymphe de la Seine a la Reine

Ode sur la naissance d'un enfant de Nicolas Vitat

Qeuvres Comglétes de Racine, Bibliothéque de la
Pleiade

Oeuvres Comgletes de'Valegz Blbllotheque de la
Pleiade

Le‘P.s.;e ou les Promenades de Port-Royal-des-Champs
Odes

Richelet, Dictionnaire francaise, 1680 (see under
Cayrou)

Unpublished notes for Valery's speech on Racine's
tercentenary.

Racine's Rhetoric (see under France, P.)




INTRODUCTION




Introduction

This thesis makes an attempt to establish Racine as the only
source of the new poetic technique of which we are conscious in
La Jeune Parque and Charmes. The later the poet in time, the more
finely attuned his ear, the greater will be the number of
resonances we can detect in his works. Indeed, Valery himself has
given us a list of his sources for La Jeune Parque, which includes
an impressive number of poets, from Virgil and Buripides to Hugo,
Baudelaire and Mallarme. It seemed to us, however, that although
Valéry's debt to Mallarme and the symbolist poets had been
sufficiently emphasised, the precise nature of his debt to Racine
had never been thoroughly explored, in spite of a general recognition
of an affinity between Racine and Valery. Almost all of the critical
studies rely on quotations from Valery's published works, and later

the Cahiers, for their convictions; all are emphatic that it is

Racine's technique which is important, and that the impact of this
technique is visible from La Jeune Parque onwards (although Walzer,
in his Poesie de Paul Valérz, sees it as having only an intermittent
effect in La Jeune Pargue). Bremond, in his Racine et Valé;gg, and
Guiraud, in his Langage et Poésie de Paul Valery, emphasise the
continuity Valery achieves by the use of Racine's technique of
apposition; Guiraud in addition has some valuable tables of
comparison. Nadal, in his La Jeune Parque : etude critique, and
Laurenti, in her Paul Valé;z et le theitre, both see the theatre as
the link between Racine and Valéry, but whereas Nadal connects
Racine'!s hidden monologue with the monologue of La Jeune Parque,

Laurenti considers the recitatives of Wagner to be the chief factor;
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moreover, she ignores the possibilities of La Jeune Parque as a
play, devoting her attention to the works Valér'y designed for the
theatre (i.e. otratonice, Amphion, etc. ), and to the connection of
Racine with Valery's sxstéme.

There seems a place, therefore, for an attempt to assess more
fully the debt Valery owed to Racine. Can we, with any certainty,
establish what the influence of Racine upon Valery was, and how far
it extended?

A close examination of Valery's published work, of the Cahiers
(both in the C.N.R.S. edition and in the Pleiade edition), and of
some of the unpublished work provides several promising areas of
investigation. It reveals an interest in Racine, continued up to
the time of Valery's death — an interest not only in the work of
Racine, but also in his personality, together with a mounting
admiration, and what can finally only be regarded as an identification
with Racine.

We propose therefore to concentrate our enquiry upon the areas
suggested by the frequency, dates, and content of Valery's references
to Racine (taken chiefly from the Cahiers). We begin with the
relevance of Racine to Valery's own emotional life, and hence to the
whole of his intellectual development; for, as Valéry was to observe,
in his unpublished notes for a lecture on Racine, what better way to
gauge the importance of Racine: "quoi de plus vrai que le vrai rodle
que tient un auteur dans notre propre vie? Son oeuvre prend place

1

alors dans les facteurs de notre existence."

The second area concerns the importance of Phedre. This play

ig first mentioned as early as 1906: "Racine vivant indefiniment,

2

écrivant mille Phedres aussi belles"® remains for Valery the supreme
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example of Racine's perfections. He is still analysing it in 1943%:

"Comment traduire 1l'amour vrai [. o .} en langage des Dieux? 11

,

[Racine + &8 fait ce qu'il a pu, et merveilleusement, sans doute. Le
mot 'proie' est (-';-:r.celil.en‘l;.."3 We examine, therefore, the relationship
of this play to La Jeune Parque, written to escape from the stresses
of love and war, and the first of Valery's poems to show the signs

of a new manner. The choice of themes and imagery, which come next

under review, stems naturally from the study of Phédre, for its two

main characters, Hippolyte and Phédre, embody orgueil and the
monstrous, although the pattern of reactions they display is common
to all Racine's plays. The study of his nature imagery too, so
important to a symbolist poet, begins with the two elements which

dominate in Phédre, the sun and the sea, but broadens out to include

the elements of air and earth, and other plays and the poems, as we
seek to define what Valery called Racine's symbolisme infiniment
ha.b:’i‘.le4 and the use he may have made of it.

After such general consideration we examine the actual
components of Racine's poetic language, the core of the matter for
Va.léry: "Quel est 1l'element efficace (pour nous, aujourd'hui) de
Racine? La mélodie, ce distique inoubliable, la langue précise et
pourtant fluz'i'.cile.."5 However, before we study these we must consider
the conditions under which Racine wrote. These were important to
Valery, as providing the sort of constraint which Valery imposed upon
himself, but which was necessary to him. This leads us into the
domain of 17th century preciosity, for the poetic language of the
time obeyed its precepts: "Style noble. Espece d'esoterisme,
langage de clan et de caste. ROle immense de la phobie de la

16

grossiéreté "ees | Regles compliquees, barrieres de l'etiquette |...
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We turn next to Racine's chosen vocabulary, passed through this
filter, and to the rhetoric of his time, which Valery considers so
important to poetry: "L'ancienne rhetorique (qui existe encore)
regardait comme des ornements et des artifices — ces figures [ ]
que les raffinements successifs de la poésie ont fait enfin

connaltre comme 1'essentiel de son objet."7

Finally we discuss Racine's syntax and his prosody, which Valery

sees as a unity: "la combinaison qui peut se produire, et qui 1le

doit, entre l'égalité (grossiére) des nombres des syllabes 12 = 12 = 12,

et d'autre part les membres syntaxiques d'un discours su.ivi...}"8

While some of these questions belong to the broader, and hence

more speculative domains of literary criticism, they are nevertheless

based upon considerations of technique — that is, upon the function

of Racine's structure and language in the achievement of certain poetic

aims outlined by Valery. But both in these areas and in those devoted

to the constituents of Racine's language we try to emphasise that

however great Racine's contribution, and however unmistakable its

colouring, one of its greatest assets was the way in which it could be
combined with the contributions of other poets to enrich Valery's own

melody — "orchestrated" was Valery's own term:

On peut considerer les types de notre poésie, Racine,
Hugo, Baudelaire etc, comme les instruments chacun plus
approprie a de tels [illegible word| effets et plus
gdapté par sa langue choisie, ses rhythmes, ses images
a telles et telles necessites. Il n'est pas impossible

de conjuguer ces violons, ces '"cuivres et ces bois", pour
posseder un orchestre. Habilete qu'il y faut.

‘Pour demontrer cette proposition, ou plutdt pour
illuminer ce point de vue, il suffit de rappeler que
chacun de ces poetes est dans la langue, que leurs effets
sont distincts, incomparables, non contradictoires, dans
la suite. 1l faut, naturellement, savoir orchestrer.?

The following chapters, then, represent an attempt to clear the way

to determining Racine's contribution to such an orchestration.




CHAPTER 1

LE VRAI MONDE INDIVIDUEL
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Le Vrai Monde Individuel

.ss Deux faits capitaux dans ce monde que Je pourrais

appeler le vrai monde individuel — Ce sont le desir et

1'acuité de 1'amour et 1'idée de la mort.l

It is not in itself surprising that similar situations should
produce similar reactions in the man who comes up against them. Nor
is it unusual that a poet should react more violently than others to
a common experience. What is remarkable is the way in which Racine —
and, moreover, certain plays of Racine - appear to be linked both to
the recurrence of important situations in Valery's life, and with the
violence of his reaction to them.

By far the greatest number of references to Racine in the
Cahiers, and in Valery's published work, occur during those periods
vhen he was deeply affected by the two world wars, and by two of his
more important love affairs — the one with Catherine Pozzi, and the
one which ended shortly before his death. There are, of course,
references to other poets and writers during these periods — notably
to Mallarmé, whose effect upon Valéry the man, as well as upon Valery
the poet, cannot be over-estimated. Hugo is frequently mentioned, and
references to Poe, Rimbaud and Baudelaire also appear. The effect of
all these writers upon Valéry's poetic development was considerable;
but the tone and content of the references to Racine seem to have an
intensity and significance second only to those of his references to
Mallarme, and on this, and other counts, to be of far-reaching
importance.

Now love, war and death (which war brings into immediate and

overwhelming prominence) can all be seen as aspects of violence.

They threaten the sovereignty of the mind and can totally destroy




.._7...

the body. They bring disorder to man's laboriously constructed
private universe, and their shocks, to a mind like Valery's, so
fiercely jealous of its autonomy, are felt as lése—majesté,
intolerable insults. His was a mind, moreover, not only naturally
acutely sensitive, but one made still more vulnerable by the poet's
early concentration on developing its sensibility and its perceptions,
so that the shock of any one of these intrusions of reality was
likely to be profound. When the effects of love, war and death were
combined (as they were for Valery during the periods of the two world
wars) they were cataclysmic.

In examining the references to Racine which appear over these
periods, in their connection with Valéry's reactions, we may begin
with the more obvious aspects of violence offered by war and death,
though Valery himself placed love first in the quotation cited at
the beginning of this chapter.

There is ample evidence of Valery's state of mind during both

world wars. He describes it in the Cahiers and in letters. Of 1914

he writes to Duhamel:

ee.! Je perdis ma liberte interieure — l'angoisse, les

previsions inutiles, le sentiment de l'impuissance me
devorait sans fruit [. 5 .2

and in 1938, when war was imminent, he speaks of the same state of

anxiety — ... l'angoisse du j'ouJ:'3 — & state of anxiety which in
1940 becomes one of absolute despair:

La France expie le crime d'etre ce qu'elle est. Je voudrais
n'avoir pas vecu jusqu' a ce Jour.4

His reaction to this state of mind, in both wars, was to take
refuge in creation; during World War I, La Jeune Parque and her

offspring, the Merveilleuses Parques which are Charmes; during the

second world war, the Cantate du Narcisse (a development of the most
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Racinian poem in Charmes) and Mon Faust. Of La Jeune Parque, Valery
states that the poem was written during, and because of, the 1914-
1918 war sub signo Martis.5 Similarly, in 1940, he writes of

Mon Faust:

L.

e . J'ai enormement travaille comme derlva’clg — 8ans
quoil Je serais mort de rage et de desespo:.r.

The connection of certain of his own poetic works with Racine
is confirmed many times by Valery; the best-known reference is the

entry in the Cahiers of 1917,,7 giving the sources of the poem, and in

which the Songe d'Athalie and a quotation from Phedre are prominent.

In 1938 Valéry thrice links the Cantate du Narcisse with Racine and

with the anxiety inseparable from war; once in Sur Phedre Ii‘enmne,8

where, after seeing a beautifully printed page of Racine's Phédre, he
9

has the impression of looking at a version of his own work;” again, in

the Cahiers, where he writes of the same occasion:

Je 1lis cela — (je suis, d'autre part, en train de faire

le Cantate du Narcisse [...]| Je me sens  ...| en etat
d'auteur de ce morceau de Phedre sous mes yeux.
L'amusement cessel-d— et je reviens a l'angoisse du

jour - guerre Ou non.

Finally, the link between Racine and La Jeune Parque, the
connection of Racine with Mon Faust and the war of 1940, and the

influence of the war in both cases, are attested by a passage in the

Cahiers of 1940, too long to quote in full, but of which these are

the salient points:

Honneur et justice au thedtre classique! Pendant la

guerre 14-18 — faisant |[...]| La Jeune Pargue [ees] J° ai
compris ou cru comprendre ce Racine que j'ignorais [...

Aujourd'hui — 1940 — ayant commence le IITme Faust
.. sous le poids de la defaite honteuse [... et lisant
" j ce Faust I et II — je remarque surtout la quantlte

L.'.

de poesie expresse [eso , dont l'TEsence dans le thedtre

classique est si frappante Leoe

Was Valery so fascinated by Racine during these periods merely
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because of the perfection of his technique? Certainly, Phedre and

Athalie are supreme examples of his perfection. In my opinion,
however, it was even more the themes and contents of these plays
which account for the way in which Valery appears to be obsessed by
them during the two wars. Valéry recognised early the recurrence of
certain states of mind in himself: "Souvent j'ai observe les modes
de sentir [ ] toutes choses se succeder comme des saisons internes",12
he remarks in 1910, and the most striking element in his anguish

during the two world wars is not so much the personal anxiety of any
man for his family and friends, or the anxiety of a Frenchman for his
country (elemen’cs which are predictable), as the consciousness of

being helpless in the face of disorder. Both wars threatened not

only life, and the autonomy of France, but the autonomy of the mind.

13

"Jtavais perdu ma liberte d'esprit," he writes to Mockel in 19177 and
in 1940 he refers not only to the violent cross-currents of feeling,
contradiction totale [qui| s'empare de 1l'etre, but to the feelings of
disarray, lmpression de desordre vivant, Boigant.lﬁ' The physical
effect of war was simply the culmination of the disintegrating effect
of the cold inhumanity of science, its attack upon the human

15 and upon the whole of BEuropean culture. Of that attack

personality
upon the total integrity of mind and body, Valery felt himself, T
believe, to be the target. The researches of science had finally
produced mortal fruit, the Grenades of the trenches and the splintering
of human personality revealed by the Freudian doctrine. Now Athalie
and Phedre both contain vivid descriptions of physical destruction

and the dissolution of the body — the Songe d'Athalie (to which

Valery so often returns) and the Recit de Theramene (to which Valery

refers in 1918),...]'6 In both instances, flesh and blood are mingled
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with the earth, as in the trenches, and both Songe and _@_éc_:ijc_ are the
translation into physical terms of the mental degradation inflicted
by forces outside our control — the rape of the mind. They
reflect that loss of the mind's freedom which we find in the other

great plays of Racine, but which is most perfectly demonstrated in

Phedre.
If, as Valery states in 1915, there is a process of transference

of content and form from one creator to another,

s+« Toute lecture prolongee d'un auteur dispose le_ lecteur
a emettre des pensees ou des formes [...! homogenes a celle

de l'auteur ...
it seems unlikely that La Jeune Parque and Charmes would have emerged
so unmistakably Racinian in content as well as in form, but for

Valery's recognition of his own states of mind, reflected back at him

-

from the lines of Racine — "ce Racine que j'ai cru |

pendant la guerre 14--181...."18 — to whom he returned during the second

.+« | comprendre

world war, when he wrote of being personally concerned with the
Racine of whom he is writing. 19
This reflection of the essentially Racinian quality of his own
states of mind can also be traced in Valery's reaction to the death
of the individual. The daily background to his thoughts, in World
War I, was the death of thousands; but the death of one person,
Mallarmé, had already violated Valéry's personal universe. This
personal grief, as Madame de Lussy has demonstrated, found its

expression through La Jeune Parque. In her valuable exegesis,

La Genese de La Jeune Parque de Paul Valég, she shows that two

lines20 of a poem written shortly after Mallarme's death are to be

found at the heart of La Jeune Parque, but were at first intended

to be the conclusion; moreover, the sentence "Senti monter les
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larmes de 1l'esprit", appears beside the poem, and Madame de Lussy

concludes:

[. o j le theme de }a larme sur une trame sonore de bruits

Elarins, qui est a l'origine de la Jeune Parque, semble
etre venu se cristalliser sur le souvenir de la mort de
Stephane Mallarme M...721

L

When I myself saw the manuscript of another source-poem of
La Jeune Parque, Héléne, at the 1976 exhibition of Valérya.na at the
Bdinburgh Colloque, I noted with particular interest the fragmentary
lines "ourdir de bruits marins" and "Melange de la lame en ruine,
et de rame ...", themes of grief and disorder, which to me immediately
recalled Racine and Lesbos, ravaged by Achilles:

Troie en a vu la flamme, et jl}sque dans ses ports,

Les flots en ont pousse les debris et les morts,
Que dis-je? Les Troyens pleurent une autre Helene ...

(Iphigenie, I, 2, 11.235-237)
Once more we note the aspect of impotence in the face of violation
and disorder.
The intensity of Valery's helpless grief at Mallarme's death
finds expression also in a letter to Fourment.
J'ai ete heureux en amis = Seulement — il y a déjé
longtemps. Aujourd'hui le fond du coeur de mon esprit

est tres desert [...] A la mort de Mallarme, ce coeur-la
a eté bien atteint ...

The appearance of Hippolyte's fond de mon coeur here is to me very
striking, given Valéry' s underlining here, and the prominence of

this line in Valery's own description of the sources of La Jeune Pa.:r:gue,:z3
and it becomes even more so if we remember that Malla.rmé, for Valéry,

took the place of a father, as well as that of a friend, and if we

remember how much of Phedre is an exposition of the relations between

Hippolyte and Thesee — the latter's desertion of his son, his

supposed death and Hippolyte's passionate desire to emulate his
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father — even the death-blow dealt by Thesee to his son, to which

all of the father's actions throughout the play have led. Valery,

in fact, refers to the deadly effect of Mallarme's work upon all

other poetry, and thus necessarily upon Valéry's own work -—

"Cletait un etrange poison que versait a toute autre poesie celle

24

de Mallarme, dans mon esprit"

..+ Quel funeste poison
L'amour a repandu dans toute sa maison ...

(Phedre, IV, 6, 11.991-992)

(and we remember that it is Thesee who, as agent of Venus, creates

the situations favouring the release of the poison of love in

Phédre.)25

1 can trace no reference by Valéry himself to his own father's
death, and this strange absence of all comment was confirmed by

Judith Robinson in the course of a conversation at the Collogque in

Edinburgh. One of Fourment's letters, however, describes him, "les

yeux rouges de larmes [...] afflige [ ... ] abattu, w26 and it seems more
than possible that the memory of the grief described by Fourment,
revived by Mallarme's death, was also expressed through La Jeune Parque

via the mediation of Racine; the more so, as the psychological effect

of the death of a parent is to rouse feelings of guilt, and of being
deserted, in the child; the death is felt as a deliberate rejection.

It seems to me, therefore, that Phedre here, too, offered a

mirror to Valéry, and a pattern through which, in La Jeune Parque,

he could find expression not only of his despair at the shock of
Mallarme's death, but also of the despair induced by his poetry,
"]e desespoir de l'esprit decourage par les perfections des poesies

singﬂiéres de Mallarme", perfectibns which were also a shock

"brusquement revelees. w2
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Mallarme was, as I have emphasised, both father and friend for
Valery. While his feelings for Mallarme were therefore on an
infinitely deeper plane than his affection for Degas, the latter was
nevertheless a friend of long standing. Degas' favourite misquotation

from Ip_hiénie can be found in a passage from the Cahiers:

oo Bt que me fait a moi cette Troie ... ?28

(Et que m'a fait a moi cette Troie, ou je cours?)

(Iphigenie, IV, 6, 1.1372)
and Valery, in the almost illegible notes in which he jotted down
what first came to his mind about Degas, on hearing of his friend's
death, remembers Voltaire's verdict on Athalie, ''ce chef-d'oeuvre de

l'esprit humain", and goes on to head a list of Degas' most admired

29

writers and painters with the name of Racine. He obviously drew

on these notes for his reminiscences of the painter in the later

Degas, Danse, DessinBO where again he returns to Degas' knowledge

of Racine, "nourri de Racine ..."

Even from this summary appraisal of the recurrence of Racine in

Valery's Cahiers, it is evident that Racinian tragedy was a constant

background to Valery's experience of the tragic of life and its
disruptive effects - the tragic of the idea of death, with the
connotation of destiny which he gave it, in a passage written a year

after Mallarme's death:

Le gott amer et ferme de la fatalite - tout par rapport a

la mort - c'est comme 1'infini ou zero paraissant dans les
calculs, )l

The living can only experience death at second hand — through

the death of others, or by contemplating the inevitability of their
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own. The experience of love, however, consists not only of the
generalised longing for love — le desir — but also of the physical
reality — l'acuite. The shock of the reality of love upon the living
Valery was as devastating — if not more so — than the shocks delivered
by war and death. He reacted against love's physical invasion of the
senses and its invasion of the mind with the terror of a man possessed
-— cet incube, he calls his first obsession, in a letter to

52

Pierre Louys. A study of the Cahiers and of Racine's plays, above
all of Phédre, may well convince us that in Racine's picture, Valery
recognised an image of love which corresponded to his own experience
in a frightening and consoling degree — frightening, because it was
so exact, and consoling, because it was that experience transformed
into a creation of the mind, and therefore, both distanced and
controlled. In 1921, Valery wrote of French classical poetry:

E.. ] de toutes, celle dans laquelle la distance entre la

'pensee! initiale et 'l'expression! finale est la plus
grande possible [...] Il y a tout un travail immense

entre 1l'emotion recue et l'achevement de la machine qui
la restituera ...~

We are led to this conclusion not only by the number of
references to Racine during the periods of Valery's love affairs, but
by their content, which is particularly relevant during the periods
of three of his affairs, and especially significant during the fourth
and final period, when he, as it were, sums up his experience of

love and life:

J'ai la sensation de me resumer. Des souvenirs me 2
reviennent, des etats d'esprit de 1883 se restituent ...

Valery's references in the Cahiers to his love affairs, which
he himself calls crises, are extremely discreet, even hermetic,
although the candour of his self-analysis, as each affair progresses,

will be no less remarkable, — an analysis like a laser beam which
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operates on every aspect of his own mental and physical processes,
leaving those of the beloved, for the most part, in the shadow. In
general, Valery avoids names and dates, but a few are available in

the Cahiers, largely in the form of marginalia, in which he uses

initials, anagrams, pseudonyms, or mysterious mathematical formulaze —
anything but a name which might be recognisable to others — in order
to denote the woman who is obsessing him at the time — as obsessed

he certainly could be. Alternatively, he may leave clues as to the
dates and times of various crises in the form of sums; for instance,
with regard to Valery's first and most famous love affair, his

passion for Madame de Rovira, evidence is available from letters

which he wrote to Andre Gide, to Gustave Fourment or to Pierre Lou¥s:
while a few details are given on the faith of anecdotes or conversations
cited by Henri Mondor in his Precocite de Valé_x_',z.

Among Valery's affairs with women, four stand out as being
particularly important. Evidence as to the dates and durations of
three of them comes from a calculation Valéry hags jotted down along-
side a passage of 19351 describing love,.35 beginning with the words
Etats aigus ... The calculation is as follows:

91, 2

20-28

31
142+68

59
11

(Valéry has crossed out his incorrect addition.) We are indebted to

Judith Robinson for an elucidation of these figures. ©She relates them

to three important love affairs:
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.+ s trois grandes crises sentimentales que'Valery avait
vécues jusqu'a l'époque ou se situe ce cahier that is, up
to 1931] ¢ celle de 1891 1892, celle des annees 1920 et
celle qui a commence en.1931 Le chiffre 39 represente le
nombre d'annees qui a separe la fin de la premiere crise du
debut de la tr0181eme : le chiffre 11 indique la periode

qui a separe le debut de la deuxieme du debut de la

troisieme | ...

Both Valery and Judith Robinson refer to crises — a term which

emphasises culmination rather than duration. However, the woman

bound up with the second of Valery's crises, Catherine Pozzi, was

already influencing him in 1910, when, according to Judith Robinson's
list of the original Cahiers, the first of the ammotations "d'une main

5T

étrangére" appears” and all the annotations so qualified were, in
fact, made by K, Catherine Pozzi, as a close study of the notes will
suggest (and which Judith Robinson confirmed to me later). I consider,
therefore, that the second period may be extended accordingly. With

this in mind, and following the subtle calculations of Judith Robinson,

Valery's love affairs fall into three important periods, 1891-1892,

1910-19%50 and the year 1931 (but Valéry's dates for this crisis vary :
in 1937 he refers to his affairs of 91 - 20 - 5238). It seems to us

also that there is evidence for a fourth period, 1941-1945. We can

deduce this from another cryptic calculation, appearing below an

entry made, probably, in March or April 1945,39

which is immediately
followed by a passage analysing love. The entry consists of the word
Fin in large letters, surrounded by flourishes, and preceded by the
figures 445/991. The first of the preliminary set of figures; the
445, is difficult to read, and could be either 1945 or 445, but the
gsecond is clearly 991. This is a cipher which, together with the

773 which Va.léry first used to designate her, is a cryptogramme for

Valery's final passion, "la femme qui a inspire a Valery son dernier

n40

grand amour ... Below this first set of figures we find the



unfinished sum:

and below this, another sum,

52
9

41
By analogy with the earlier sum in the Cahiers for 1931, this is
apparently another calculation of Valery's personal cycle. If this
is acceptable, we can posit that in the above sum, the figure 9
represents the lapse between his love affair of 1931-2 and the
beginning of what was to be his last obsession, which dates from 1941

(here represented by the figure 41). This supposition is supported

by a reference to the same woman in 1941, under the heading Eros:

On serait comme des dieux, des ha.rmonigues intelligentes
en correspondance di:r:ecte, des vies sensitives dont l'accord

sonnerait comme pensee, idee. Sommet de la poesie qui est,
apres tout, communion .. Va4l

Valéry's ostrich-like discretion in the Cahiers has, as 1 said
above, led him to provide pseudonyms for the women he loved. These,
however, are just as valuable, if not more so, for our purpose,
for they reveal his attitude towards their bearers, and they will be
used in what follows. The years, then, between 1891 and 1892 belong
to La Meduse, the decades 1910 and 1920 are dominated by K; Neere is
prominent between 1931 and 1935; while the woman designated by the
figures 773 or 991 rules the years between 1940 and 1945.

La Meduse was, of course, Mme de Rovira. In the Cahiers,

Valéry refers to her variously as Mme de R., la R. and la Rov. In

a letter to Gide, however, he calls her lLa Méduse,42 and a note to

45

theee letters’” states that Meduse was a name given by Gide and Valery




- 18 -

to Valery's first love, and subsequently to any other such woman.
Considering her almost supernatural influence on Valery, it seemed
appropriate to use this pseudonym throughout for Mme de Rovira.
Although personal descriptions of her are scanty, part of the secret
of her fascination is suggested by Mondor's description of her,
"femme de dix ans plus agée que lui f; .. catalane," and again,

nwld

"langueur, coquetterie, aisance troublante. There is no doubt

that her total personality had a shattering effect upon the young man
of twenty from his very first encounter with her in the streets of
Montpellier. There were to be other encounters, equally disturbing:
"Je viens de faire une rencontre qui me demolit," Valery writes of
one such chance meeting to Pierre Louys in 1891*...45 He wrote to her,

46

he tells Gide, but never sent the letters. She came between him

and the sacrament, if indeed she was not identified with it:
I1 y a eu une ou deux scenes de Messe [+oo avec a

1'Elevation une concentration de volonte sur telle
chevelure ...47

Finally at some charitable féte, the poet received a glass of
champagne from her, "et ce fut tout, m'a-t-il dit," if we are to
48

believe Henri Mondor - an anodyne account which contrasts strongly

with Valéry's own account of the affair in 1940, when he lays down
Stendhal's Racine et Shakespeare in fury, remembering La Meduse:
Je me suis rendu fou et horriblement mal}geureux pour des

annees par 1'imagination de cette femme a qui Jje n'ai
jamais méme parle!4?

In its disastrous effect, we here recognise a form of love
which is unmistakably Racinian. Just how Racinian it was, in every
detail, is attested by Valéry's own description, in 1931, of his
crises, Btats aigus — a chart of the symptoms of love. He

recognises and describes them with clinical accuracy; and that they



- 19 -

are valid, not only for the context in which they appear — the affair
of 1931 — but also for Valery's state of mind in 1891-92 and in the
twenties, is shown by Valéry's own annotation, the mathematical
calculation of his periodicity in love which accompanies them. When,
in 1945 — the year in which Valéry had the feeling of again passing
through his former states of mind, and when he seeks again to define

love, l'amour vrai ...

cette composition de TOUS ingredlents de la vie sensible -
sensitive, selon une sensibilisation pa:ctlcullere, donnant

une valeur "infinie" a un &tre et a la capture de cet
tre [...]°0

— he turns to the tirades of Phedre as examples of the transformation
undergone by the individual activated by passion — "les tirades
passionnees de Phedre ne sont en verite que des programme ."51 They
provide a poetic description of the sensations he recognised in
himself, and had done so before, and which he had characterised as
Etats aigus; and an analysis of the passage under that heading, in
connection with what it is possible to trace of the effect of
La Meduse on Valéry's life, as she set the pattern for his responses
to all the women he was to love, will show the startling applicability
of the tirades of Phedre to the functioning of Valéry the lover.
Here, then, is the passage in full:
Etats aigus — auto~-suggestion. Ikn somme maladie
a decrire. Sensation — organique.
Tenerezza qui tourne, flocule. (Choc — Chute.
Jusqu' a dolor capitis — au sommet du cra.ne.
Ca:ractere cependant feint. Comedie du systeme"
Douleur = reve des nerfs sensitifs?
Chose remarquable — en ces etats, on sent la douleur

instante sous l'etat plus calme; et la liberte sous 1'etat

de douleur. Bt aussi —— Sentlment umiliant de donner a
1'ennemi des forces qu'il n'a pas.

Here the most important points seem to be the maladie a decrire

and the Comedie du Bxstéme. The maladie a decrire vividly recalls
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both Phedre's mal and Valé:r:'y's own description of the affaire Rovira
as ""ma grande maladie mentale de 91--92"‘..55 The auto-suggestion,
the caractere feint, underline the mental aspect of the illness,

Phedre's madness — "Ou laissais-je egarer mes voeux et mon esprit? "

(Phedre, I, 3, 1.180) — and her continued insistence upon her aberration.

Valery's later remark, "Je me suis rendu fou et horriblement

malheureuwx ... par l'imagination de cette femme [ o .]"54 could not be

better confirmed than by the letter to Pierre Louys, written in 1892,

after Valéry thought he saw La Meduse at a concert:

g.. ..] Je crois voir mon demon de ces mois morts [TI

'ai couru, fou, a la sortie, la revoir (cet incube) un

instant, puis j'ai fui dans un fiacre; la folie reelle ...’
o s : , . - 55 L s

51 j'ai mal vu, je suis un hallucine [ oo ]

Tout retrace a mes yeux les charmes que j'evite ...
(Phedre, II, 2, 1.545)

There is another aspect of auto-suggestion — the process of
56

turning another human being into a divinity. Valery's Sur Phedre Femme

shows that he considered Phedre's adoration of Hippolyte to come into

this category:

Les actes essentiels de l'existence | that is, procreation
| ” . A .

ont trouve leur maltre, qui est un fantOme, un soucil...]

les plus folles creations se produisent .. T

and these fantastic creations can apply to Phedre's idolisation of

her god:

J'adorais Hippolyte; et le voyant sans cesse,
Méme au pied des autels que je faisais fumer,
J'offrais tout a ce dieu que je n'osais nommer ...

(Phedre, I, 3, 11.286-288)

and to Valery's adoration of his goddess, "Je venerais de loin celle

dont la rencontre hasardeuse certains jours me troubla. n2C

Valery's illness, however, like that of Phedre, has physical

symptoms, chiefly distressing.

In the Cahiers, Valery joins the
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words Etats aigus and the word douleur, which appears lower down the

59

passage. Here we have Phedre's tourments inevitables’’ and Valery's

60

own sufferings, "tourments si souvent racontes," As for the

sensation organique, what else is it but Phedre's disarray:

Je le vis, Je _rougis, je palls a sa vue;
Un trouble s'eleva dans mon Ame eperdue, e o

(Phedre, I, 3, 11.273-274)

Phedre's troubles and Valery's bétise physique of 1891: "Je suis tres

capable d'avoir une syncope ou bétise physique, detail qul manqua

61

d'arriver plusieurs fois ..." For the tenerezza we may again link

Phedre's distress and her earlier tears:

Je te laisse trop voir mes honteuses douleurs;
Et mes yeux, malgre moi, se remplissent de pleurs ...

(Phedre, I, 3, 11.183-184)

with Valery's demand, in 1891, "Ai-je méconnu une seule possibilite
62

de detresse ou de tendresse?"

The choc is perhaps self-explanatory. It is Phedre's shock at

the sight of Hippolyte, her ame éperdue, Valery's "1l'autre ame est
quasi morte" — the self, that is, that he had constructed and which
63

the shock of love had almost destroyed; and it is, of course, the

hackneyed but immortal coup de foudre. Here it is worth noting that

Valery connects the word foudre with La Meduse, when he recognises

the relationship between his first and his second great loves:

J'ai lance la foudre sur ce que j'etais en 92. 28 ans 64
apres, elle est tombee sur moi, de tes [K's] 1evres ...

The chute is physical weakness, certainly, but something more.

The physical weakness will recall Phedre's state. She is several

times on the point of fainting, both at the sight of Hippolyte

(Mes yeux ne voyaient Blus,) and also when we first see her:

Et mes genoux tremblants se derobent sous moi ...
(Phedre, I, 3, 1.156)
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while Valéry, as we already know, feared nothing more than fainting

at the sight of La Meduse. He refers, too, to jambes abolies;65

but there is more here, perhaps, than the merely physical. In 1943,
Valery says of himself, "Depuis 50 ans je tombe vers ce moi-meéme,
mon poids vers mon plus haut‘.."66 The analogy, it seems to us, is
with a planet which is drawn inwards towards its own centre of
gravity, and also, paradoxically, with the earth, which, drawn by
the attraction of the sun, falls inwards constantly towards its
highest point. Love, for Valery, seems always to have been a means
of reaching himself through the other; in 1891 as in 1944: '"ce que

je chercherais dans l'amour? C'est moi! ..."67 and again:

L'amour, dans la perfection de son acte, est le drame de
1'accomplissement de la connaissance '...] de se fuir en
soi-méme, figure par un autre . . .68

— a perfect description of Phéd:r:e, which is indeed a play in which

all the characters arrive at the recognition of themselves through
the medium of the other. They do not, of course, find the heroic
self to which they aspire, and the fear and horror with which they
regard the goddess of love is perhaps an instinctive recognition that
this will be the case. We find that Valery also feared what he might

discover — as early as 1905 he wrote,

Dans [les! phases [de passion et d'emotlonJ (eeo] des
individus differents se ressemblent le plus a ce moment -
ce qui explique [...] ma repugna.nce - ma peur de troyver
mon semblable, mon ennemi, mon inférieur - moi-méme.®?

After his choc, his chute, Valery continues his list of

symptoms in veiled terms, some medical, as befits the description of
an illness. He ciltes dolor capitis — au sommet du crane. Racine
was here too:

Que ces vains ornements, que ces voiles me pesent! ...
Tout m'afflige et me nuit ...

(Phedre, I, 3, 11.158, 162)
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Valery then seems to be asking himself if this present anguish is
unreal, simply a memory of his previous suffering in the presence of
a similar object of desire (for the whole passage was written when

he realised that he was once again in love): "Douleur = réve des

nerfs sensitifs?" Or, as Phedre puts it:

J'ai revu l'ennemi que j'avais elm.gne :
Ma blessure trop vive aussitdt a saigne .. .y

(Phedre, I, 3, 11.303-304)
reminding us that in 1891 Valery compares himself with a recently

wounded man:

Je voudrais te raconter tout ce que j'ai senti [...] si
resonger aux jours passes n'etait aussi douloureux pour
moi que le geste d'un blesse curieux qui effleure les

linges sensibles et coagules . ..]70
a comparison he returns to in a later letter to Pierre Louys:
"Je viens de faireune rencontre qui me démolit. Ecrivez-moi vite,

T+

j'ai besoin de pansement | ... and which persists into 1942 —
when, in Sur Phedre Femme, he speaks of Phedre's immobility:

arret de l'esprit semblable a 1'immobilite du blesse,
qui attend une immense douleur du moindre mouvement ...

72
Valéry tells Gide of attempts at suicide — "J'ai, tres
raisonnablement, failli me detruire deux ou trois fois [ . | pour des

nl 2

motifs simples - of which one is his folly in loving like other

mortals, and here we remember Hippolyte's fury at being reduced by
love to the same state, as was his father:

Et moi-meme, a mon tour, Jje me verrais lie!
(M9 I, 1, 1.195)

or, indeed, as Theramene is careful to point out, to the state of

so many others:

Et, vous mettant au rang du reste des mortels,
[VenusW Vous a-t-elle force d'encenser ses autels? ...

(Ibid., 11.63-64)
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Valery concludes his list with the heading Sentiment humiliant

de donner a l'ennemi des forces gqu'il n's pas. This takes us back
to the Comedie du gzstéme. The arms which he has given are the

value lent to another: la valeur infiniequi s'est attacheea un etre,

g A

a la promesse qu'il parut etre.74 They are the imaginary qualities

with which the 1lover endows the beloved. Phedre's vision of
Hippolyte,

Tel qu'on dépeint nos dieux, ou tel que Jje vous voil ...
(Phedre, II, 5, 1.640)

her self-delusions,

Il instruira mon fils dans l'art de commander;
Peut-8tre il voudra bien lui tenir lieu de pere ...

(Ibid., III, 1, 11.804-805)

are all part of this Comédie, and it was one which Valéry had

enacted for himself in 1891, "Tout le drame etait mien," he writes

"7 5

to Gide, "[. .. | je me suis donne le spectacle de 1l'amour ...

76

He idolised La Meduse, as he was later to recognise, and

curiously, he continues the parallel with Phedre ("[. .. | et maintenant
je m'interesse vraiment a son enfant [...]"), as he thinks of La Meduse,
absent on holiday with her child, adding, "[. . .] Nous aurons ete
bien heuzl:'eux!"77

All this, for Phedre as for Valery, or for any lover, is totally

unnecessary for procreation, of whose nature Valery speaks 1n

Sur Phedre Femme: "Sa fin n'est point l'exaltation de l'union le plus
"78

intime possible de l'Unique avec l'Unique ... Hence the

artificiality, the caractere cependant feint, the Comedie; but nature

is nevertheless inescapable, whether, like Racine's Phédre, we call

her Vénus — "C'est la region de l'Hyster qu'elle appelle Vénus."79 —

or whether she takes the form, as she did for Valery, of La Meduse.
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She, first of all his loves, set her mark upon him: la signe et le

sceau de ces variations,eo and the pattern she imposed was to endure

to the end of his life., The coils of her hair, cheveux marins

d' ngssee,el were to re-appear in the Parque's tresses aml, more

terribly, in the coiled snakes, ornements vipérins, of La Pythie
(1.117), with whom, indeed, we can directly connect her. In 1918

Va.léry sent Pierre Louys a copy of the poem and wrote on the text,
"Je reviens a ton Pythie. Je commence par te rappeler que toute ma
vie intellectuelle est dominee par 1l'evenement 10 novembre 1892..."'82

The event was, of course, the "apparition" of La Meduse at the
concert Colonne, 26 years previously; yet the description of Valery's
feelings in the letter which he wrote to Louys at the time of the
occurrence is unmistakably apparent in the text of the poem. The
letter mentions various sensations: "[...] mouvement d'horreur, des
effrois, des triomphes trop loin, de chutes et toutes les temperatures
cruelles, des ongles aux vertebres ee .]"83 A full comparison would
be otiose, but the last element, the ongles, is particularly striking
in relation to lines 195 - 197 of La Pythie:

Le long de ma llgne frileuse

Le doigt mouille de la fileuse

Trace une atroce volonte ...

This apparition of the monstre (démon, incube)84 can be compared

with an earlier "apparition" of La Meduse, described in letters
written (one of which was never sent,85) to Fourment; she appeared
" a veille exactede mon depart" from Montpellier to Paris. Here we
have another event which left Valery, like Hippolyte, horror-struck:
..., stupide, aveugle a la _grace, a la beaute du charme -
et seulement affole de l'etonnement [... | La structure
e R
de 1'evenement g.n.nulalt meme l'etre et le mien qui le
-—————8
faisions .

Valery may well have had this extraordinary experience in mind when
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his sensibilities were again so deeply aroused in 1943 and he

writes of the monstrous in Phedre. The letter refers to the sign of

87

some design, or plot, une combinaison, to a connection, rapport

voulu; the passage, to the moment when the revelation of the monstrous

must appear, which can only be with the shock,

au moment ou il put apparaltre - a la lueur du choc de
1'evenement. Et, en ce point, sur le falte, entre les
versantis de la sensibilite, illumine cette ruine, Phedre.

88

The dominating idea of destruction already linked with La Meduse
("rencontre qui me demolit") is conveyed by the annulait of the

letter, the ruine of the passage, and is inherent in the shock of

the apparition, l'événement, in both letter and passage. Here,

surely, we have the Parque and the Pythie together — la lueur de
89

la douleur (La Jeune Parque,

1.41), 1! égouva.n'l:able eclair
(La Pythie,”” 1.151), ornement de ruine (LJP, 1.454). The poems

are connected, as Lawler points out in his marvellous analysis,

Lecture de Charmes, "La Pythie, non seulement par les circonstances

- l .
de sa genese mais par son affabulation méme, se relie etroitement

] "91

a La Jeune Parque [ coe The feelings of outrage, violation

("Victime d'un viol secret," is how Lawler describes La Pythie) and

terror at the possible loss of reason before the incomprehensible,

92

the vertigo, horreur du vide, of which Valéry writes” and which

resulted from his first experience of love, so vividly expressed in

La Pythie,

Qu'ai-je donc fait qui me condamnme
Pur, a ces rites odieux? ...

(11.121-122)
led to reactions of paranoiac intensity. Again he felt himself to

be the target, the victim of a conspiracy (combinaison, rapport voulu):
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Le dolgt mouille de la fileuse
Trace une atroce volonte ...

(La P, 11.196-197)

His reactions led to the well-known attempt to divorce thought and

sensibility, to reduce his reactions to an object of observation,

nd3

"phenomenaliser tout le psychisme. His efforts to regain control

over his own mind were Racinian, both in method:

Pour bannir l'ennemi dont j'etais idolitre ...
Je pressai son exil ...

(Phédre, I, 3, 1-295)

and in intensity:

Contre vous, contre moi, vainement je m' éprouve coe
(Phedre, II, 2, 1.541)

and might indeed have eventually led to a state not far removed
from schizophrenia -— he himself writes of his schizophrérfie

intellectuelle,94 but for Racine, and the release he achieved through

the form he owed to Racine. In the content of the plays, and of
Phedre in particular, he found his own experiences; through the

form of the plays, he was able to transcribe those experiences. The
importance of Racine for Valéry's first experience of love, the
relevance of Racine to the whole of Va,léry's personal life, does not
merely lie in Va.léry's recognition of the essentially Racinian nature
of his own reactions to love, but in the fact that the whole of his
intellectual development was directed by that first experience of
love, was an attempt to exorcise his devil, "mon demon de ces mois
morts‘.."s;5 When he acknowledges that La Jeune Parque — a poem
instinct with Racinian thought and feeling, owing so much to Racinian
form — is bound up with his own life, is in a sense a.utobiographical,96

we must inevitably think of his other statement to Pierre Louys,

"toute ma vie intellectuelle est dominee par 1'evenement 10 novembre
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1892 ... ,"97 and recognise the importance of Racine as companion and

exorcist in the personal experience of passion which energised the

whole structure of Valéry's life,

Valery's second experience of passion was to renew and develop
the pattern set by La Meduse. The woman who revived his feelings was

Catherine Bourdet-Pozzi, the K of the Cahiers (where she is also
)70

referred to as Karin, CK, Eurydice, Beatrice and Bice). He brought

to this second experience all the intensity of feeling roused by

La Meduse — a fact he acknowledges, when K had produced a similar
crisis:

Si _Je me regarde historiquement je trouve deux
evenements formidables dans ma vie secrete. Un coup

d'etat en 92 et quelque chose d'immense, d'illimitee,
d! :anommensura.ble en 1920.

J'ai 1ance la foudre sur ce que j 'etais en 92.
28 ans apres, elle est tombee sur moi - de tes levres.

99

I1f the presence of K's annotations in the Cahiers is accepted
as evidence that her influence over Valery can be extended as far
back as 1910, she too, as well as La Meduse, may have had her part
in La Jeune Parque and Charmes — may perhaps be the Ismene of a
passage which appears in the Cahiers of 1918, beginning -

Ismene semblait vivre par son propre gout et parce qu'il

lui plaisait. ©Son visage et son corps semblaient a son
choix ...100

(Ismene is, of course, the double ensoleille of Aricie in Phedre. )101
Even more interestingly, K may have been connected in Valery's mind
with the femme a la Racine of whom he writes in 1915,102 especially
as we later find a passage on critics of Racine marked with her
initial — a passage which introduces Phedre: "C'est ainsi que

parlait la vraie Phedre et non d'apres un plan .. ."105

Certain pseudonyans other than K which Catherine Pozzi was given

in the Cahiers, in particular Béatrice, suggest that she was for long
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the ideal mistress; the process of divinisation was in action. At
the peak of this period of exaltation there is a passage which

suggests the consummation rather than the beginning of passion, pace

Judith Robinson: 104

5-11.%0 - 26 Sunday. P. le Serpent. —

"Et maintenant allez! Ite nunc missa est! A present
que vous vous €tes fait ... le plus grand bien, il ne vous
reste plus qu'a vous efforcer de vous causer le moindre

mal", dit la Sagesse la plus profonde, ... de l'aube et du
corps apaise.

— Separez-vous, COrps curieux,

Some pages after this passage, Valery takes his love to Racine's

105

tribunal, as it is pictured in Phédre, and presents it to Phedre's

judge, Minos:

Puis je me faisais de graves reproches
(Contraint d'avouer tant de forfaits divers ...)

[One hesitates to bring conventional morality into this situation,
but both Valery and K were married, and K's first annotation in the

Cahiers is a Greek sentence whose translation is Personne ne peche

106

volontairement”,” | The passage continues:

J'ecoutais Minos dans l'absolu de la nuit et la limpidite
du silence ...

(. .o fuyons dans la nuit infernale ...
Minos juge aux enfers tous les pales humains ...)

and, in a moment of exaltation, triumphs over the judgments of

reason (or perhaps it would be more accurate to say, over the

dictates of experience):

Je lui répongis par une analyse effrayante de rigueur.
Je montrais a ce juge infernal que sa balance n'etait ni

sens:.?(l)%, ni juste. Je lui enseignai l'usage de decimales
(ve]

[...]Je cassais ses arrets. Je renversais ses jugements.

(Je crois voir de sa main tomber 1l'urne fatale ...)

Unfortunately, Minos was to be proved right. It would be a hard

task for any woman to coincide with her image in a poet's mind. The
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woman who is so loved, as Valery already knew, is unreal, the

creation of her lover — "Je t'aime, donc je te ne sais pas, —

Donc je te batis — je te fais, tu te défa.is‘...":l'o8 — was what he

wrote in 1915, He was to see K as just such a chimaera, in another
passage demonstrating the persistence of his pattern, when the claws

of La Méduse, ongles aux vertébres, reappear as the eagles! talons

below:

La femme qu'on a:Lme est un monstre - et on ne peut aimer
qu'un monstre. Neoessalrement +++, On ne peut aimer que
l'on n 'assemble a 1'@tre aime une qua.ntlte de proprietes
ou qua.lltes - qui Justifient cette passion - comme on

dommait au griffon des puissances d'aigle et de lion.
(Memento K!)109

"Delivre l'univers," cries Phedre, "d'un monstre qui t'irrite!"

(Phédre, II, 5, 1.701). KX, like the Meduse, was to be a powerful

obsession, the Racinian mistress, l'objet, in the language of
préciosité (a term which Racine and Valéry use frequently); and love
was again to be the Racinian mal, the irresistible force. Once desired,

1'8tre aime joue desormais dans la_machine profonde de

celui qui 1'aime, le r8le d'une piece essentielle ...
«..] Cet objet sur lequel je ne puis rien, dont les lois

me semblent caprices, correspond donc aussi a 1'idee

que l'on se fait des divinites - 110

Ctest Venus toute entiere ...

Again we have the passage from love to hate, the transformation
of goddess into Fury, the Parque into the Pythie, the degradation:

XX Alteration profonde, ruineuse, due a une attente
a notre "orgueil" ou a notre conception de notre

puissance naturelle ou esperee ... 11

a change for the worse which Valery later summed up in Sur Phedre Femme,

"]le masque se difforme et devient celle d'une Furie .. ."112 under the

shock of an unbearable insult:

Et d'un refus cruel l'insupportable injure, ...
(Phedre, IV, 6, 1.1229)
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It is the classic reaction of the Racinian hero, and reminds us
not only of a Phedre but of a Hermione, of a Roxane; and we even find

in the Cahiers the alternate tu and vous so characteristic of Racine's

transcription of an outburst of passion rejected by its object —

Tu as casse quelque chose en moi - tu m'as fait si mal
que je ne pense plus qu'a moi'...]
Vous me dites que ce sera mon dernier amour. Je 1l 'espere

bien ... 113

in the same speech, as it were, as with Hermione's tu:

Ingrat, je doute encor si je te n'aime pas ...

(Andromague, IV, 5, 1.1368)

succeeded by her vous:

Achevez votre hymen, j'y consens ...
(Ibid., 1.1371)

Hermione is here chosen as an example of unrequited desire because

she too, we remember, became a fury for Oreste:

Dieux! quels affreux regards elle jette sur moi!
Quels demons, quels serpents tralne-t-elle apres SOi7 e

(Ibid., V, 5, 11.1635-1636)

and Valery too shows the almost triumphant despair of an Oreste:

Il y a dans 1'amour ,.. un element de desespo:Lr presque

infini, a l'etat pur, comme satisfait [... et je 114

reconnais a ce sentiment les amours les plus profondes r. oo

Gréce aux dieux, mon malheur passe mon esperance!

.

Je te loue, 0 ciel, de ta perseverance’

(Andromaque, V, 5, 11.1613-1614)

Nothing is lacking of Racinian love, down to the sentiment

d'humiliation of the passage ktats algus. Va.léry apostrophises

himself thus:

Tu t'es avili. Tu t'es laisse [...  enchalner de

regards [... ] puis obeir, puis contralnd_re, subir, souffrir,
toucher a l'extreéme de douleur, tralner a terre, et enfin

bafouer [... 1115

Oreste, Hippolyte, Phedre spring to mind. Again we leave the word
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O toi qui vois la honte ou je suis descendue,
Implacable Venus, suis-je assez confondue'! ...

(Phedre, III, 2, 11.813%-814)
Moreover, it is after the transformation of the beloved from
goddess to Fury has taken place that Valery, considering love,
rejects the Stendhalien image of love as crystallisation in favour
of the Racinian image of poisoning: intoxication. Valery sees the
poison as injected by the contaminating weapon, the aiguillon

envenime du sexe, in a passage which goes on,

Tralter amour comme poison.

Idee des poisons par voie sensitive.

L'intoxication image plus feconde que la crlstﬁllsatlon.
Ces poisons se diffusent, se generalisent ...

Hippolyte, we are told in the recit de Théraméne, that description
117

of the effects of passion, was destroyed by a god and it is
Hippolyte whose speech describes the diffusion of passion:

Dieux! que dira le roi! Quel funeste poison
L'amour a repandu dans toute sa maison!

(Phedre, IV, 6, 11.991-992)

even before Phedre's image of the chemin plus lent (Ibid., V, 7, 1.1636).

Let us also cite finally this passage on love from the Cahiers,
written at a time when Valéry's passion for K was obsessive, and
appreciate the echoes of Racinian language, the Racinian images, the
Racinian passion:

Les agitations insensees de 1'amour, ces flammes qui

soufflent et se tordent, eclairent fantastiquement suivant

la direction du grand vent la nuit la plus noire! 118
It is a passage in which we see Valery experiencing the reality of
the agonies suffered by a Phédre, possessed by the flamme si noire,

the accuracy of the description,

J'ai langui, j'ai seche dans les feux ...,
(Phedre, II, 5, 1.690)
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and the power of the vision which obsessed Hippolyte:

La lumiere du jour, les ombres de la nuit ...
Tout retrace a mes yeux les charmes que j evn.te*
Tout vous livre a l'envi 1le rebelle Hippolyte ...

(Ibid., II, 2, 11.544-546)

So far, we have cited examples of Valery's expression of his
experience of love which seem to us to echo the images and
conceptions of love which he had met in Racine. The resemblance
seemed too great to be accidental, although we have to wait until
the period of Valery's third passion to find him comparing himself
implicitly with Racine, and recognising the kinship between his own
experience of love and Racine's portrayals. In an entry which begins
ags literary criticism, he dismisses Racine's imagination as very
ordinary, but, and this he again underlines, this imagination was
drawn from personal experience, "bien alimentee par _son e_:_ggérience
intime affective." Then, after briefly dismissing Corneille, Valery
continues with one of his more revealing personal admissions: "[....
Je connais par moi-méme que 1'ecrivain ose plus ou moins user de ce
qu'il est. [...]"119

That is, we repeat, Valery recognises Racine's portrayals of
love as relevant to his own experiences. He could only have recognised
emotional truth, as distinct from dramatic expediency or adherence
to a conventional picture, by comparing Racine's concept of love with
his own emotional experiences (and not for the first time). This
recognition is further borne out by his verdict on Corneille in the
same passage, where he states that the latter's work is not, like
Racine's, fed by his own experiences: '"Ce qui n'est pas dans
120

Corneille, qui voit gros, fort, et devant temoins."

This admission, which it took Valery so long to make, was to be
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repeated in the unpublished notes of his speech for the Racine

Tercentenary, which sum up for us all his thoughts on Racine. In
the notes he again writes of the part Racine played in his own
intimate life, '"qui parle d'un auteur parle de Boi-m‘éme,"121 and again,

"quoi de plus vrai que le vrai r6le que tient un auteur dans sa

propre vie?"122 Indeed there are other signs which point to Racine's

involvement with Valery's emotional life — the use of arithmetical
calculations, especially those which appear on the same page as
deals with Racine's Ph“édre:L23 — and a lapse into Italian on page 17,
always a sign of deep feeling on Valery's part.124

The personal affinity between himself and Racine which Valery
in 1931 had begun to acknowledge and which he proudly admits in 1938
continues to be apparent in his third and fourth experiences of love.

His third grande passion was that for the woman who appears most often

in the Cahiers as NR, nr, but also as Neere. This pseudonym,

¥ 4

Judith Robinson tells us, is an anagram of Renee,125 but combining

the elements of the sea and its mythology, it must also remind us of

Valery's first goddess, with her cheveux marins d'Odyssee. The
feeling of repetition, of recognition, as Valery's description of an

encounter with Neere shows, were at this time very strong:

[«..] Te revoici, coincidence — Exquisite torsion et

tension de 1'étre. Etranges jalousie, ivresse, energie,
idol&trie, tendresse et volonte [...]

~— g vocabulary reminiscent at once of his passion for la Meduse and

of Phedre's state of mind in Act I, scene 3 — and it is, of course,

at this period that we find the passage Etats aigus, Valery's own
chart of his recurring symptoms, with the dates of his 'attacks’'.
If no more Racinian conception of the nature of love can be

found than the above-mentioned Etats aigus, this resemblance was,
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once more, to be borne out by the more tragic aspects of the affair.
In 1933 we find the despairing analysis:
La sensation d'impuissance sur un etre, - enveloppant
et masquant 1l'impuissance ou l'on est d'agir sur soi.
1l y a alors un triple theme de destruction: tuer

le desn:', tuer le desu'a.nt tuer le desire. Et ceci
fournit un cycle psychique .. et

- the theme of the Racinian hero in all its variations from a

Hermione or an Oreste to a Phédre, and one which Valéry later

comments on in his Sur Phedre PFemme:

[... mt si la possessmn de quelqu'un s'impose a la vie

profonde de quelque etre comme sa condition indispensable
(ce qui est la loi méme de 1'amour absolu) cette affection
devenue vitale fal't bon marche de toute vie quand le
desespo:.r la dechire eee]

Phedre, quand elle desespere, tue. Ayant tué, elle
se tue, 28

1f Valéry recognised and commented upon the recurrence of
familiar states of mind, familiar sufferings, during this affair -

Quelle étra.ngeté ~ que de souffrir les memes tourments

ou presque les mémes - pour des objets toujours le:t[*:29

mémes, et reconnaissant les mémes phénomenes [...]
he observes — we find that when we turn from this period to the
final years of his life and consider his terminal attack of the
malady of love, the cycle is complete. While Valery was absorbed by
his last great love, the woman referred to in the Cahiers as 7735 and
991,13 0 it is not too much to say that Racine's translation of love
in Phedre and the play itself — even, dare I say, the character of
Phedre herself — were a constant background against which Valéry was
re-living his past experiences and a referent for their validity.
The obsessive power characteristic of his passion, when "1'0bjet n'est

131

pas de ceux dont l'esprit peut avoir raison" — a remark from a

passage connected with both K and 733 — is underlined by another

passage for the same year:
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Divines sont toutes les choses [...! qui sont telles XX
que 1'on ne peut vivre sans elles une fois qu'on a vu
qu'elles existaient. Elles prennent alors une necessite

redoutable. 152

Je reconnus Venus et ses feux redoutables ...
(Phedre, I, 3, 1.277)

He dwells on Racine's most famous heroine at length in his preface

Sur Phedre Femme, written for a special edition of Phedre printed in

1942, This essay, 1 was assured by Judith Robinson, is linked with
his passion for 733, and it contains, among much else, the horrifying
description of the moment when love changes to hate; and in this year,
too, Valéry plays on Racine's word monstre when recognising the state
of intoxication which sees the beloved as a creature of fable, '"lLa
femme que l'on aime est un monstre et l'on ne peut aimer qu'un

133

monstre."

We have already underlined the reappearance of earlier states
of mind in the Valery of these final years — the man who was again
under the double stress of love and war. We shall conclude by noting
that at the end of his life the Va,léry who at 20 had described his
passion for La Meduse as "un triomphe d'indomptable g'ueuse,"l34
found at 72 that Racine was right to use the word proie to describe
the victims of love, l'amour vrai, as he himself had experienced it.
Everything that has been deduced with reference to the first and

second periods of Valery's important love affairs is thus confirmed

in periods three and four, when Valéry shows us how he has known that

the passion which has struck him down is that described by Racine,
and how his whole lifetime's experience only served to convince him
of the accuracy and justesse of Racine's depiction of love as applied
to himself, down to Racine's very choice of images. The best-known

of 211 Racine's lines,
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C'est Venus toute entiere a sa proie attachee
(m’ I, 3, 1-506)

is renewed in all its force for the septuagenarian whose poetry
had, as we shall see, borne the imprint of Racine, but whose life

also was inseparable from his experience of that work.



1.

- 38 -

Le Vrali Monde Individuel

Notes

Cahier 6, Centre National de la Recherche Scientifique

(hereafter C 6), p.820 (1918).

2. Lettres a Quelques—uns (hereafter L Q), p.179.

D
4.

10.

11.
12.
13,
14.
15.
16.
17.
18.
19.

20.

21.

C 22, 24 (1938),

Agathe Rouart-Valery, Introduction Biographique (hereafter

(T B),'Valéry, Oeuvres Completes Tome I, la Pleiade, p.65.

Valéry, Qeuvres Coglétes, TOome I, la Pléiade (hereafter O C v, 1),
Notes, p.l637.

Letter to Pasteur Valery-Radot, I B, p.65.
C 6, 508-509 (1917).

0 C V: I, p-499-

"Jteus 1'impression d'etre devant mon ebauche'" Sur Phedre Femme
(hereafter S P F), 0 C V, I, p.508,

C 22, 24. See also unpublished notes for a speech for the
Recine tercentenary celebrations (hereafter Racine notes)

(Appendix A), p.l2.

C_23, 73%6-73T.

C 4, 361 (1909-1910).
p.l23.

p.65.

570 (1915).

162,

150.

C 23, 736 (1940).
C 26, 119. See also Racine notes (Appendix A, pp.7, 8, 12, 14).

Terge'mélée a 1'herbe et rose, porte-moi
Porte doucement moi, 0 trouble et bienheureuse ...

Op. cit., p.26.



22,

23,
24.
25.

26.

28.

29

50.

58
59.
40.
41.
42.
45.
44.
45.

47

_39_

Correspondance de Paul Valery et de Gustave Fourment (hereafter
CVF), p.169,

See note 7.
C 23, 411 (1940).
See Chapter I1I.

CVF, p.5.

C 22, 842,
C 4, 439 (1910).
C 6, 747 (1917).

Valery, Oeuvres Completes, TOme II, la Pleiade (hereafter
0CV, IT), p.1163.

C 1, 689.

C VP, Preface, p.28.

C 8, 268.

C 27, 687.

C 15, 358.
Cahiers, la Pleiade, TOme II (hereafter C P, I1I), Notes, p.1602.

Cahiers, la Pleiade, TOome I (hereafter C P, I), Appendice,
section 46, p.1384.

C 20, 383 (1937).

C 29, 296.

C P, II, Notes, p.l605.
C 24, 836.

Correspondance Gide-Valery (hereafter C G V), p.159.
Ibid., p.204.

Henri Mondor, Precocite de'Valégx, P.5T

Unpublished letter to Pierre Louys, 21 November 1891,
communicated to me by Dr C. G. Millan.

c GV, pp.122, 127,

Ibid., p.l1l47.

SRR



48,
49.
50.
51.
52.
53,
54.
55.
56.
o7 «
58.

59.
60.

61.

Precocite de Valery, p.37.

C 23, 89-90.
C 27, 457.

Ibid.

C 15, 558.
C 23, 589-590 (1940).
Ibid.

C VF, Preface, p.28.

0CV, I, p.449.
Ibid., p.506.

Cc GV, p.122,

Phedre, I, 3, 1.278.

C GV, p.l40,

Ibid. 9 p. 160.

Ibid., p.127.

Ibid., p.l107.

C 8, 762. (My italics)

CVDF p.127.

C 27, 416-417.

C GV, p.115%.

€ 29, 575.
C 3, 553.

CGV, p.110.

See note 45.

Op. cit., p.506.
¢ GV, p.l60.

spF¥r, OCV, I, p.499.

cGV, p.110.

~ 40 -



76. Ibid., p.l22.

77. Ibid., p.159.

8. S P F, p.502.

9. L 2l, 457.

g80. CV F, p.125.

8l. C GV, p.159.

82. Unpublished note, no.189 of Vente Chateau d'Ecrouves, written

in 1918. (Communicated to me by Dr C. G. Millan)

8%, C V F, Preface, pP.28.

84. 1bid.

85. This was the letter describing his sensations, toutes ces

demolitions, aroused by the vision (or imaginations of
La Meduse. (C V F, p.127)

86, C VP, p.125. (My italics)

87. 1bid.

88. C 24, 40l.

89, Hereafter L J P,

90. Hereafter La P.

91. Op. cit., p.l34.
92, C V P, letters 31 and 32.

93. C 20, 383 (1937).
94. C 16, 459 (1933).

95. C V F, Preface, p.28.

9. C G V, p.448.

97. See note 82.

98. C P, II, Notes, p.1597.

99. See note 64.

1001 C 6, 864'

101. Barrault, Mise-en-Scene de Phedre (hereafter M S P), p.99.

102. C 5, 570 (1915).



- 42 -

103. C 6, 460 (1918).

104. C 7, 632, There is a marginal addition to this entry giving
the date, 22.9.20. Valery's dates are rare indeed and
usually alert us to the importance of an occasion.

Judith Robinson's note on p.1597 of her edition of the Cahiers
describes this passage as referring to the birth of Valery's
love for K,

105. C 7, 644 (1920). All the bracketed quotations from Phedre
which follow, in parallel with quotations from this passage
in the Cahiers, come from Act IV, Scene 6, 11.1275 et seq.

106, C P, I, p.1384,

107. It seems possible that Valery may here be thinking of a
passage in a letter to Gice, written at the time of his love
for la Meduse. In it he speaks of spider-web scales, "les
balances de toiles d'araignee ou j'ai pese quelques larmes"
(C GV, p.110). In this case the '"Minos" in the passage from
the Cahiers stands for the mind (toiles d'araiggée) which can
judge the value of passion — his own mind, and Racine's.

One would certainly need a delicate balance to judge the
weight of a tear!

108. C 5, 91 (1913).

109. C 26, 211,

110. C 7, 867.

111. C 7, 427-428.

112. Op. cit., 0 C V, I, p.507.
113. C 7, 664.

114. C 7, 691. (My italics)
115. C 8, 439.

116. C 9, 640.

117. "On dit qu'on a vu meme, en ce desordre affreux
Un dieu qui d'aiguillons pressaient leur flanc poudreux ...
(Phedre, V, 6, 11.15%9-1540).
The idea of divine intervention is clearly there, though
Racine, in accordance with the dramatic conventions of his time,
is careful merely to suggest (on dit) the god who goads
Hippolyte's steeds on to their destruction.

1180 C 8, 585'

119, C 15, 334 (1931). See also the earlier passage C 9, 301 (1925),
and Racine notes (Appendix A, p.12).




120,
121,
122,

125%.

124.

125.
126.
127.
128.
129.
130.
131.
132.
133,
134.

_43_

Ibid.

Racine notes (Appendix A, p.12).

Racine notes (Appendix A), p.7T.

Ibid., pp.7/, 153. The figures on p.l3, in conjunction with
the content of the page on which they appear, cannot but
remind us of the ciphers designating Valery's mistresses.

See passages relating to his mother's death (I B, p.51), and
to K's death (C 7, 694).

C P, II, Notes, p.1602.

C 15, p.31.
C 16, 475.

Op. cit., p.504.
C_16, 498.

C P, II, Notes, pp.l1605-1607.

Cc 27, 507.

C 27, 708. (My italics)
¢ 26, 211.

C GV, p.109.




CHAPTER 1II

UNE FPEMME A LA RACINE
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Une Femme A& la Racine

In 1915, Valéry's heartfelt conviction of the superiority of
17th century literature over all others findsexpression in the
following vivid passage, where he looks at 1t in general and
contrasts it with the literature of other ages:

La littérature du XVIItme paraitra [...] un jour 1le
dernier mot de toute la littérature humaine -~ avant
la"Science" - avant le temps ou les habitudes, les
froides violences, ~ les visées anti-humanistes de la science ont
pénétré méme les lettres. TUne femme A la Racine, un
bourgeois de Molitre deviennent des personnages
impossibles [ . ] L'écrivain s'est r 5 .fguindé jusqutau
voyant - 1l'écrivain, isaie! l'écrivain, Napoléon,
1'écrivain, homme d'Etat [... ]

Quant au musicien, c'est Dieu - clest la création par
1'orchestre, l'ordre et le chaos en mi.b. majeur. |

No-one, reading this statement, can doubt the cardinal importance
of Racine to Valéry the writer. It becomes even more significant
when we discover its relationship to other references to Racine

throughout the Cahiers. It was written in 1915, that is, when

Valéry was engaged on lLa Jeune Pargue and on some of the poems of
Charmes. 1t is the first of four references to Racine which appear

in that year.2 This increase in number is sudden, for until 1915

5

we find only single, sporadic references to Racine in the Cahiers.

A

This interest is further developed in 1916, with nine references,
and although the number drops to five in 1917, we must remember that
that year saw the completion of La Jeune Parque, and indeed, one of
5

the references is the vital list of referents” under the heading

"Comme j'ai fait la J | eune[ PI argue]. Here, in the marginal addendum,

Racine is specifically mentioned by name as one of the authors whose
work has contributed to the composition of La Jeune Parque (the others

being Virgil, Chénier, Baudelaire, Euripides, Petrarch, Mallarmé and
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Rimbaud). PFurthermore, two of the great plays are mentioned by
name (or, at least, by easily identifiable initials), Esther in the

addendum, under the citation P[riére] d'E[sther], and Athalie in the

main body of the entry

A l'inverse de Lulli au Th[éé,tre] Francais j'al mis des
notes sur le S[onge] d'A[thalie] [... ]

while an extremely prominent position is given to a quotation from

Phtdre, Hippolyte's line from Act IV, scene 5:

Le jour n'est pas plus pur que le fond de mon coeur ...

which occupiles a whole line to itself below the time-~table detailing

the years devoted to the composition, from 1912 to 1917.

Then in 1918 there are ten references to Racine, fairly close

together,6 suggesting that Valéry was dwelling on those qualities of

Racine which had aided him in his long struggle, especially as one
of the references consists of a lyrical description of Hippolyte's

tragic and hubristic claim, quoted above, which Valéry hails as

v

"Ce vers le plus beau des vers,"
8

and another is an analysis of part
of the Pri®tre d'Esther.
After this plethora, the references drop to one in 1919 (C 7, 451)

and although there are some six 1in 1920,9 the number of references

gradually drops to only one or two a year, three in ‘l922,‘|0 two in

1923..1‘I One of these, however, is the capital Préface-Dédicace, which

merits a full quotation here:

Préface-Dédicace

Comme autrefois les dieux ou les anges ou non moins
[illegible word, possibly aisément | les démons et les
mauvais esprid$s [Valéry's cancellation] prenaient la
figure de - (ou de quelque - |Valéry's lacunael afin de
parler aux hommes, ou de les épouser ou bien de se méler
de leurs affaires, et de connaltre leur condition par
eux-mémes, de partager leurs plaisirs (et méme dans le

cas le plus illustre, de subir la torture et la mort).
Ainsi 1'esprit que j'ai/qui est en moi [Valéry's
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alternatives] glegt-peuntesreeohan—que [Valégx' S
cancellations] peut-étre, quelquefois, a pris le visage
de Racine ou de Jean de la Fontaine ou de Malherbe ou
de tel autre pour dire dans leur langage ce qui

[passage unfinished]??

Such sporadic references continue at this lower rate, averaging one

to three per year, with one in ‘1924,1IB two in 1926,14 and four in
1927 - the year in which, if we are to believe Valéry, he first saw
a performance of one of Racine's plays. He dates the entry, a rare
occurrence with Valéry, but one which marks moments of particular

significance. It is headed Bajazet (Petite Sc®ne) and continues:

Cing actes sans arréet
Premitre fois que Jje vois et entends Racine!

15

There are again only sporadic entries from 1928 to 1937.16 With the

approach of the second world war, and Valéry's renewed preoccupation
with composition, and a return to memories of the composition of

La Jeune Parque during the first world war, there is a marked rise
17

in the number, as in the importance, of references to Racine.

The last of these is of cardinal importance,referring back to 1914

and La Jeune Parque:

Honneur et justice au thédtre classique! Pendant la
guerre 14-18 - faisant laborieusement La J [eune | P[arque ]
avec le sentiment intime d'accomplir une oeuvre
parfaitement inutile et déliée du temps, hommage a une
tradition littéraire expirante, me comparant & quelque
moine du IVieme ou Vidme sidcle, etc. -

j'ai compris ou cru comprendre ce Racine que
jtignorais, puisqu'il m'avait été imposé 25 ou 30 ans
par le college - donc ennemi - etc. Je lui donnali alors
une valeur mienne, une importance réelle, - parce que
je voyais, ¢a et 1la, dans son travail, des solutions &
des probltmes qui étaient analogues & certains des miens,
(dont le principal était la continuité de la forme - et 18
les sacrifices qu'elle exige si on la place devant tout [ . o

19

This renewed interest in Racine continues with six entries in 1941,

and seven entries 1n 19:112‘.,20 Then we witness a gradual decrease 1in

the last years of Valéry's life, with three entries in 1943,2‘| one in
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194422 and three in 1945...23 Thus the interest aroused by his study
of Racine in the period of World War I never left Valéry completely,
reaching its height during the periods of the two world wars - that
1s to say, we repeat, during the period of Valéry's first great

period of poetic creation, and of the composition of La Jeune Parque
in particular, and during th/e period when he returned in spirit to
that achievement. This pattern of increased numbers of references

to Racine from 1915 onwards, in particular these passages which we
have quoted at length, must surely invite us to consider the work of
Racine in relation to La Jeune Parque, especially when we bear in mind
Valéry's comment that the greater part of the poem was completed in
1915 and 1916.°%

Now, interesting as such references are, what is far more
important is their content. This makes it imperative to consider,
not just the plays of Racine in general; but one play in particular,
Phedre. We might well have begun to suspect its supremacy from
Valéry's list of sources for La Jeune Parque, where a quotation from
the play is so prominently displayed, and from the way in which
Valéry subsequently dwells upon the same quotation, analysing 1t 1n
detail, and praising it in the highest terms.2’ This supremacy,

however, is confirmed beyond doubt, when we find that throughout the

Cahiers references to Phtdre, to its technique and the perfection of

its poetry, and to the character of Phedre herself, predominate over
references to any other work of Racine's. Out of almost one hundred
references to Racine in the Cahiers, some 26 (that is, over one

quarter) have to do with Phedre, as against half that number for

Athalie, four for Bérénice (one of these is a quotation from the

prefa,ce), three for Esther, two for Iphigénie (again, one is from the
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preface), one for Bajazet and one each for Britannicus and

Andromague. Again, the range of reference for Pheddre is very wide,

extending from language to love, education, criticism, character
analysis (in spite of Valéry's contention elsewhere26 that this 1is
superfluous in evaluating a tragedy). Remarks on Athalie are almost

totally confined to the field of language. Those on Bérénice, to

language and sensibility, on Esther to language (the Pritre in

particular) and stage technique. The single reference to Bajazet

is valuable, for it confirms Valéry's attitude towards Racine's
treatment of the psychology of his characters, but nowhere, save in
references to Phddre, is there that concentration on all the
qualities of a Racinian tragedy. This is equally true of Valéry's
references to Racine, and to Phddre, other than in the Cahiers.

Among the published essays there is nothing, with regard to Racine's
great plays, to compare in intensity with Sur Phtdre Femme, written
during the second world war. Its blend of repulsion and attraction
may have other roots besides Valéry's recollections of La Jeune Parque
(see section I, p.31), but it confirms the hold which Racine's
greatest play had upon Valéry. A final piece of evidence which has
only recently become accessible 1s the unpublished notes for Valéry!'s

proposed speech for the Racine celebrations. These again confirm the

importance of Phtdre. In them, Valéry enlarges on his experience
27

in front of a copy of Phtdre on the quals, mentions Racine's preface

to Phddrey (p.18), and quotes Phddre as an example of Racine's
heroines (p.11). He does include Agrippine and Athalie in these also,
but if they were, as he notes, among Racine's choir of tragic singers,
we suspect that the principal singer, the prima donna assoluta, was

Phxdre.
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Such confirmation of the importance of Racine, and of Phedre
in particular, is of great value. Enriching and supporting the
evidence of the Cahiers, it Justifies our study of Pheédre in relation

to La Jeune Parque. In the following pages, therefore, we shall

examine certain aspects of Phddre which may have provided Valéry

with some of the answers to his problems. Some aspects of Racine's
work certainly did - Valéry says so specifically in the passage

already quoted in full on p.46, part of which is repeated here for

convenlience:

Je lui [Racine] donnai alors une valeur mienne, une
importance réelle, parceque Jje voyais ¢a et 1i dans

son travalil, des solutions 3 des probltmes qui étaient
analogues & certains des miens ...

(C 23, 736-737)

some of Valéry's problems had been Racine's own. Our first
concern, therefore, is to determine what, exactly, were Valéry's

problems. 1t is useful to enumerate them here.

They were, above all, problems of form. His poem was to be a
sort of funeral oration to the beauty of the French language:

un petit monument peut-étre funéraire, fait des mots les
plus purs et de ses formes les plus nobles, - un petit

tombeau sans dagg - sur les bords menagants de 1'0Océan
du Charabia ...

and to its music, by using all the resources of its prosody:

... Uutiliser tout ce qu'il y avait de cha.nta.nt dans la
poésie francaise - entre Racine et Mallarmé ... 22

The passage just quoted above gives us a clue to a third

problem, the problem of content. It later continues:

... i1 y a eu dans le désir ou le dessin de cette

fabrication de La Jeune Parque l'intention absurde r. . ] de
faire chanter une Idée de 1'8tre vivant-pensant?[...] de

supposer & ce chant, aussi uni et continu que possible,
une substance de ...>0
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Here the passage breaks off, but not before it has provided us

with the valuable word "Idee" . Light is thus thrown on Valéry's

famous and vital definition of the heroine herself:

[...] c'est une réverie dont le personnage en méme temps
que 1'objet est la conscience consciente K ..]31

With this clue, Idée, to guide us, we can better understand

Valéry's difficulty in reconciling content and form in his projected
elegy. What was to be its final subject-matter (substance) had in
fact long occupied Valery, and insisted on obtruding on his attempts
to banish speculation through poetic composition:

J'etais las d'agiter depuis bien longtemps des questions
assez difficiles. Mon esprit, occupe de certains

sujets qu'il stetait donnés, et dont il n'etait pas

aise de se defaire en les epuisant, se trouvait s'@tre
construit des cercles infernaux [...: Mais comme je me
remettais a la poésie, cet esprit, toutefois, ne me
quittait point, et je ne tardais pas a reconnaltre, sous
les premieres fleurs de ma nouvelle saison, bien des

problemes et enigmes de l'ordre abstrait ...
(Lg, pp.122-125)

Two quotations from the Cahiers, separated by a three-year interval,

will best explain what abstractions Valery was seeking to embody

through his Idee:

Trouver les modulations bonnes pour unir dans le méme
ouvrage les differentes activites - styles - moments d'un

and

Je cherche ce qui me permettrait d'imaginer le sommeil
& e A ’ 9 >
comme le raisonnement [ .. | et suivre meme legitimement

jusque chez l'enfant, Jjusque chez l'animal, chez
1'ivrogne, chez le malade, le fol et 1'idiot, - le mot
a mot de leur 8tre tout entier.’?

The second passage, in particular, develops what is involved in

Valery's ‘'consciousness', "une Idee de 1'€tre viva:ﬂt-pensa.n’c..."35

He wishes to reproduce the total human entity. This necessarily
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implies a portrayal of the physical situation of such a being, for
its surroundings impinge upon any consciousness in its quality of
point of interaction between microcosm and macrocosm, man and his
universe. It implies too, some account of the nature of the
stimulus which activates consciousness, the forces which drive 1t;
the impact of reality upon the interdependent systems of mind and
body.

To sum up, we now have some conception of the magnitude of the
problems confronting Valéry, as a poet searching for a particular
form. He needed nothing less than a framework vast enough to include
the physical world, a patterm generalised enough to contain the

revolutions of the physical universe together with the revolutions

of the successive phases of a consciousness, his Idée, as it passed

from one state to the next. These successive phases must portray
not only all the possible moods of a mind in possession of its
senses, but also show the same mind in its non-reasoning states of
dream, folly, or madness. They must include too the passage from
waking to sleep, from life to death - that complete eclipse of
consciousness, but without an account of which no reproduction of
its activities would be complete. Moreover, such a pattern must
accommodate the description of a stimulus which could embody those
forces acting upon the consciousness to arouse it, to initiate the
series of moods, its successive states, or bring about its eclipse,
either through madness, sleep or death.

Such were the formidable outlines of the problem of presenting
the mental processes and situation in the world of Valéry's complete
human being. When we remember that, in addition, the presentation

of this complicated pattern was to be couched in a language soO
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severe and pure, yet so musical and rich ("tout ce qu'il y avait de

., 3

chantant") as to resemble an aria by Gluc and the whole was to

embody a lament - a lament for the language, perhaps too for the
minds which had brought that language to its perfection, we marvel,

Let us now, therefore, examine in detail the various ways in
which Racine's greatest achievement, Ph®dre, may have helped

Valéry solve his problems,

As we know 1t today, La Jeune Parque is not the enclosed and
tragic circle of Valéry's first intention. That the tragic was,
indeed, his intention is shown first, by the emphasis upon the
funereal in his description of the poem, as a "monument funéraire',
"tombeau sans date", in his letter to Albert Mockel quoted earlier.

Secondly, there are the earlier states of the poem, which appear

in Octave Nadal's study of La Jeune Pa.rgue...5 ) - These show that the

Parque contemplated suicide in two forms: firstly by adding her

own efforts to the attempt of her slayer:

Oui, si d'un fer fortuit, Jj'eusse trouvé la pointe,
A la pressante main, ma main se serait Jjointe,

Forte de la conduire et de substituer 36
Ma violence au dieu qui ne sait pas tuer.

secondly, as a sacrificial victim:

Que boive le soleil ce flot qulelle dédaigme,

Que le jour en ruine orne ce flanc qui saligne

Et que baissant leur gloire aux grandeurs de ces ¥eux,
Stagssombrisse le sable et stefface les cieux .. .

Furthermore, as Nadal notes, she was finally to achieve it, 1in yet

a third form:

Sur un feuillet qui précdde immédiatement la transcription
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de la fin du potme, on voit stamorcer cette solution du
suicide [...] Le dernier acte est bien en effet celui d'une

tragédie [... La note fundbre est elle-méme recherchée;
elle ne sera trouvée que dans l'admirable séquence de
"l'invisible rocher glissant d'algues" ... ]

and he gives drafts for the final act, one of which will suffice

to confirm our contention with regard to the intended suicide:

L'invisible rocher glissant d'algues, propice

A ne vouloir qu'un rien distrait
A ne vouloir pas méme éviter le trépas
disparaitre victime d'un seul pas

A ne laisser de soi qutun souvenir de cri
que l'alarme d'un cri

38

It is noteworthy too that the idea of the tragic circle was
very much 1n Valéry's mind at this time, as is proved by his own
annotation of one of the pages of the fourth state of the poem:
"Pinal. Je reviens 2 1l'état initial. Je ferme mon cercle. J'efface
mes pa,s."5 7

Nadal himself does not show how Racine is relevant here, but when

we remember Valéry's preoccupation with Racine and with Phetdre,

during the composition of his poem, we can see that the 'blueprint!
of Phddre (if we may borrow Valéry's description of another Racinian
tragedy40) is a perfect example of the closed universe common to all

tragedy, as Jean-Louls Barrault has pointed 01.11:1..':jr1

Indeed, the outstanding characteristic of the structure of

scenes in Phddre, and hence of the play as a whole, is the return to

the point of inception. Barrault illustrates this with reference to

Hippolyte and Phetdre in the opening scene of the play:

Il [Hippolyte] termine la boucle de la sctne (qui se ferme

comme une circonférence parfaite) .. 7gzll est revenu &
son idée fixe, chercher son pere ...

and

A la fin du  monologue (I, 3, 11.266-316) nous
retrouvons la Phedre mourante qui avait fait son entrée
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au début de la scdne ... la cirﬁgnférence a encore une
fois é€té parfaitement dessinée.

To these comments of Barrault's, we may add that as the

circumference of the total circle closes in Phedre, the characters

have returned to the situation that was theirs when the play began.
Hippolyte, Ph®dre and Aricie are still on the shores of Trézdne, as
at th- start of the actual play. At the very end of the play, there
1s a return to the situation as it was in the remote past, at the
real beginning of the tragic cycle, for Thésée is left alone with
Ariane/Aricie, with the monster slain in the background. This
applies'no less to the two main divisions within the play, as they
are defined by the presence or absence of Thésée (Acts I-III, 2
covering his absence, Act III, 2-7, his presence), for at the end
of the first half Hippolyte was still resolved on flight (II, 6,
11.773-774) and Phddre had attempted to kill herself (II, 5, 11.710-

711), while at the beginning of the second half of the play, Phtdre

(or Oenone acting for her) was attempting to banish Hippolyte (III,
3, 11.899-900) and to efface herself, as she had done in the past
(I, 3, 11.295-296, and 11.3%09-310). Hippolyte too, repeats his
effort to flee from Trézene (III, 5, 11.925-926). But Hippolyte
cannot escape, except by death. Thésée brought him there and Thésee
keeps him there, dead, and thus for ever. Hippolyte's "escape", his
death, which Théram®ne must describe, completes his cycle. Phedre's
actual suicide, coupled with Oenone's, completes hers.

Now this construction of a system of cycles, as described by
Barrault, corresponds very well with Valéry's conception of

consciousness itself:

Si 1'on pouvait voir la suite vraie des pensées et
sentiments on trouverait une certaine périodicité
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(compliquée) qui serait humiliante. Ce qu'on croyait
une création perpetuelle apparaltrait cyclique.44

Or, as he puts it earlier and more picturesquely, describing his own

mental processes:

Comme un animal intellectual - son esprit circule -
broie - dans un cercle.4>

In Phedre, then, the first great circle enclosing the tragic
universe of the play, with its system of scenes as inner circles,
can be seen as representing the total cycle of consciousness/life,
whose end iz in death, the extinction of consciousness.

Again, continuing the parallel with Valéry's system of
successive cycles of consciousness, we find a similar possibility
of a new potential in the series of immer cycles, and even in the
apparent_finality of Phedre's suicide and Hippolyte's death. In the
inner circles, we see how, at the end of the first half of the play,
a new potential has been created for Oenone, as she seizes the
initiative from Phédre,z"6 for Hippolyte, as he moves towards Thésée

41 Even the close of the great outer

in order to confess his love.
circle holds the promise of a new potential, a new life for Thésée
and Aricie, a re~birth of Hippolyte's innocence and a promise of
undying fame.

It thus seems reasonable to claim that the great outer and
lesser inner circles of Phetdre may well have offered Valéry a pattern
for his blueprint of consciousness, which he saw as following a
similar pattern.

It is equally possible that part of the inner divisions of
Racine's play may have served as the pattern for another aspect of

the consciousness which Valéry wished to portray, namely the total

entity, - what he calls the "&tre vivant-pensant" - that is, sleep:
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Je cherclzle ce qui me p§rmettrait l_de aggarder ou imaginer

le sommeil comme le ralsonnement ...

In Pheddre, the presence or absence of Thésée, which defines the
bounds of the two inner circles, as indicated above, can be seen as
bringing about the differences between the sleeping and the waking
mind. During Thésée's absence from Trézdne, the remaining
characters abandon themselves to the fantasies of desire, unhindered
by the restraints of the waking world of reason, the barriers that

Thésée's existence and his rule impose on them. With his return,
all the characters a.ré brought together and the barriers of the
waking mind are re-imposed. The characters see themselves, and each
other, in the light of Thésée!s judgement.49 This activity, be it
noted, 1s not confined to Thésée's entourage. He too, recognises
himself in the mirror held up to him by the events in the second
half of the play, and passes judgement on himself':

O mon fils! cher espoir que je me suls ravi! .. .50 '
for the supposed actions of Hippolyte, as Oenone presents them,
(in IV, 1) reflect the rape and adultery of which Thésée himself has
so often been guilty in the past, and Hippolyte's real crime (if crime
it be; Racine allows us to be in two minds about this), namely the
attempt to abduct Aricie, repeats Thésée's own abduction of Ariadne.
It is Phetdre who, in reinstating the son, restores a long-lost
innocence to the father, and thus reflects the earliest events of
Thésée's own past (II, 5, 11.638-644).

Now, whether we think of sleep as the normal or bodily
abnegation of the conscious reasoning faculty, or as the reverie of

the dreamer, both entail a withdrawal of the personality from

everyday life, and wakening brings the reintegration of the divided
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personality. In 1906 Valéry wrote:

L'homme quli s'évelille se donne des sensations pour se
retrouver lui. Il retrouve quoi? Sa mémoire en
relation avec ses sensations actuelles. Le présent lu%1
restitue son passé - et quel qu'il soit, s'y enchailne.

The man who awakens looks at himself, as in a mirror, until he has

re-assembled his fragmented identity:

(¢..) On se retrouve, RE - On se fait Je. Comme celui

qui voit quelqu'un dans un miroir et s'y reconnait -
puls se fond, et de 2 fait 1,22

Having re-assembled and recognised all the dispersed elements of his
personality, the awakened dreamer differentiates dream and reality,
judges the elements presented to him and acts upon the judgement:

Veille est 1l'état dans lequel la faculté d'agir JUGE
tout ce qui advient, le classe - et donne suite ou non...,53

The passage which we have already quoted (p.®) and which refers

to Valéry's desire to find a logical substratum for a portrait of

the mind in sleep or awake, continues:
Je cherche ce qui me permettrait de suivre méme
légitimement, Jjusque chez l'enfant, chez l'animal,

chez 1l'ivrogne, chez le malade, le fol, et l'idiot, -
le mot & mot de leur étre tout entier.

(C_3, 23) (1903)

Now, in Phddre, not only is there no character who does not
experience Goya's sleep of reason which engenders monsters, but the
play itself exhibits a series of states of mind which are the logical
result - "légitimement" - of the effects of shock upon body and mind.
The scenes of Phddre trace these effects, from the physiological
effects upon the body (I, 3, 11.273-276), through the varying degrees
of folly, intoxication, delirium and madness caused by love, which

has all the effects of a disease, which reduces its victims

phySically,
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J'al langui, j'ai séché, dans les feux, dans les larmes.
I1 suffit de tes yeux pour t'en persuader ...

(Phtdre, II, 5, 11,690-691)

and in the end, kills them. These states are shown affecting the
mind of each character - but always in an oscillation between the
poles of attraction and repulsion, and always arousing the defences

of pride and self-deception.

From the above analysis of the cyclical structure of Ph¥dre,

we can see that the play offers a form which can be adapted to
Valéry's description of the cycles of the mind. Now, if we look at

the structure of La Jeune Parque in broad outline, we find striking

parallels with the structure of Phtdre as we have described it. The

totality of the poem can be seen as enclosed in the great outer circle
which contains the whole of the Parque's existence and which was, in
fact, to have been closed by death. We have, too, the pattern of
inner circles - the two parts of the poem corresponding to the double
structure of Phtdre, the Parque's night of abandon and her day of
reason with its reflection on the events of her night, and her final
judgement. We have, in addition, a series of inner cycles, that
succession of states of mind aroused by the stimulus of passion,
desire, pride, fury, despair, hope. The Parque too, as she passes
from one mood to the next, oscillates between desire and repulsion
and the stimulus of desire arouses the same defences of pride and

self-deception as are common to all the characters of Phedre.

These considerations warrant a more detailed examination of

La Jeune Parque, but before we embark on this, there is yet another

aspect of the structure of Phedre which merits consideration, for
it relates to the first of Valéry's problems as we indicated them

above, particularly the problem of form.
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The need to find a means of portraying the cycles of the mind
had, as it were, obtruded itself upon the first of his preoccupations

with regard to La Jeune Parque - the need to find a musical and
poetic language for his elegy, a voice for his lament. Valéry's
early drafts betray this need. "Vox, retrouve le vox"; we find
this remark, emphasised by the red pencil he used, in one such note.
This preoccupation may be seen, perhaps, as an underlying thread
linking the changing states of mind he describes (and we remember
that it is his own mind, the poet's mind, that is in question).
Here, too, 1t may be that Phtdre contributed to the emergence of the
Parque's final voice, in the inner logic of the play.

The reference here is to the definition by Hubert of such logic
as that which gives a true structure to a play:

Celle qui consiste 3 maintenir une sorte de cohérence

intérieure, une logique profonde, et qui donne & 1la

pitce sa véritable structure [...]24

This inner logic in Pheédre, leads inexorably towards the

exteriorisation of speech. Speech 1s a phenomenon which provokes
further speech, the voice from the sea, the rumours in the first half
of the play (I, 4, 11.323-324 and II, 1, 11.3%80-388), Thésée's own
voice in the second (IV, 4, 1,1168), in a logical progression. Not only
Phedret's final conféssion to Thésée, but all the other confessions -
Phddre's to Oenone (I, 3), Hippolyte's to Aricie (II, 2), Phedre's
to Hippolyte (II, 5) and Hippolyte's to Thésée (IV, 2), proceed
inexorably from the first confession, that of Phtdre to Oenone.
Furthermore, speech reveals the characters to themselves and to
each other, in a continuous process of gradually increasing perception,
until the final stage of complete recognition. One may even say that

such an effect 1s achieved by what is virtually the same argument
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between the same antagonists, whoever is speaking, for the inner
logic of the play reduces the multiple voices of the characters to
two warring factions. There is on the one hand the voice which
argues for physical desire, urging Phddre towards Hippolyte,
Hippolyte twoards Aricie, and on the other, the voice which is
absolute for gloire, and therefore for silence and extinction of the
body. The comparison with La Jeune Parque and its central dialectic,
is, we submit, inescapable, and we shall see this in detail later in
the chapter.

Not long after the appearance of La Jeune Parque, and while
Valéry was still analysing Racine's work and dwelling on the uses
to which it could be a.pplied.,55 we find the following significant

statement:

Racine a trouvé [... une forme de qualité. On peut alors
tirer de cette forme des applications, un fonctionnement[...]

(¢ 7, 567) (1920)
Can we identify some of these "applications"? Phtdre offers a
wonderful example of construction, a whole series of patterns. Are
there signs (in La Jeune Pargue) that Valéry made use of them? Or,
1f he has, has the palimpsest of superimposition, the result of
Valéry'!s desire to achieve simultaneity together with continuity, and

56

produce something like a poetic version of the surfaces of Riemann,
obscured all trace of such patterns?

Well, of some, at least, it is possible to say that they have
left signs. Firstly, there is evidence, for instance, of the
circular design Barrault ascribes to Phe&dre, which we have already
discussed. For, in La Jeune Pargque (as in Phddre), we find the
principal characters, namely the Parque and the Sun, in the same

position at the end as at the real beginning of the events of the poemn.
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The Parque is still on the rock, her Trezene, Sur ce roc (1.505).
She is still facing the sea, as she was at the outset (11.104-106
bring the sea on to the scene). The poem in its final form shows a
return here to the earliest moment of the Parque's memory, as she
remembers the entry of the sun upon the scene:

Quel eclat sur mes cils aveuglement doree ...
(1.110)

She is again in the presence of the sea at the end of the poem,

Recevant au visgge un appel de la mer, ...
(1.500)

and coming to meet her is the Sun, her lover, "ce jeune soleil" (1.467).

There is evidence too of a new potential, similar to the one we

observed in Phedre:

Doux et puissant retour du delice de naltre ...

(1.510)

Within this framework or outer circle, the complete return of
the circumference upon itself, the first of the secondary system of
circles, - the two main sections into which the poem is divided, and
which are defined by the absence of the sun and its return - displays
the same return to the original situation., The first half begins
with a movement towards the rock. The Parque has risen (ga.nt guitté
ma couche, 11.24-25), and moved to her position at the sea's edge
(et sur 1'ecueil mordu par la merveille, 1.25), hearing the sea's
volices,

La houle murmure une ombre de reproche ...

(1.9)
borne on the wind (vent simple, 1.1).

The close of the first half repeats this situation of the Parque,

a movement towards the rock and towards the sea and its voice borne



- 62 —

on the wind:

Ou va~t-il, sans repondre a sa propre ignorance
Ce corps dans la nuit noire ...

(11.302-303)

Non loin parmi ces pas, réve mon precipice ...
L'insensible rocher, ...

Et le vent semble a travers un linceul
Ourdlr de bruits marins une confuse trame,
Mela.nge de la lame en ruine ...

(11.313-314, 316-318)
These lines effectively suggest the close of a cycle (linceul), and
would, in fact, have closed a complete cycle of existence in the
poem as originally c:cmcc-:oivet:l..57

As we now have the poem, there is the close of a cycle, as at

the end of Phédre, but also the initiation of a new one (again, as

in PhEdre, where the suggestion of a future for Aricie begins a new
cycle (Act V, scene 7, 1.1654)). In Valéry's poem, the Parque's
movement away from the sand with its footprints (1.322) and the
dangerous sea, back towards the earth, initiate the new potential:

Terre trouble, et mélee de l'algue, porte-moi! ...

(1.324)
Again a similar return is discernible in the second of the two

great inner circles of La Jeune Parque. The Parque is still on her

sea-washed rock (affleurement d'ecueil, 1.336; l'onde basse, lave,

1.337), facing the sun (Un miroir de la mer / Se léve, 11.327-328),

and the paling stars, l'effacement des signes (1.329). This

situation is echoed in the finale, where we again find her on her
rock, facing the sea, watching the stars disappear,

Quoi! mes yeux froidement que tant d'azur egare
Regardent la perir l'etoile fine et rare ...

(11.485-486)
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and in the presence of the sun:

O, sur toute la mer, sur mes pieds, qu'il est beau! ...

(1.492)

A cycle is closing. We have a suggestion of this in the very line

which implies rebirth, if we can forgive Valéry his pun, the n'etre

hidden under the delire de naltre (1.510).

The parallel with the smaller circles of Phédre, although less

clear-cut, can also be detected. The series of sensations and moods
through which the Parque passes, find her always returning to her
basic situation, the border-line between life and death,

Je pense, sur le bord dore de l'univers, ...

(1.164)

enclosed within her variously described bounds, confins sans espoir
(1.68), plages de soie (1.174), pierre et paleur (of her body) (1.211),
bords sinueux (her body, again) (1.261). The shores of the

devouring sea (1l'oubli vorace, 1.321) echo perhaps the shores of

Trézéne, bords dangereux (Phédre, I, 3, 1.268), for the Parque?

They are the shores to which she inevitably returns from each mental
evasion of her circumstances — or rather, as for Phedre and Hippolyte,
limits from which she has never really escaped. ©She is continually
brought back to a consciousness of their barriers, and she recognises
this when she sums up the situation in the second half of the poem:

Mon COrpS desespere tendait le torse nu
Ou 1'@me, ivre de soi, de silence et de gloire ...

Ecoute, avec espoir, frapper au mur pieux
Ce aoeur, qui se ruine a coups mysterieux ...

(11.372-373, 375-376)

This recognition does not occur until the second half of the

poem after the return of the light — just as recognition, in Phedre,

comes with Thesee.
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Let us now come to another major preoccupation of Valéry -
namely, with sleep. In the contrast between the first and second

acts of La Jeune Parque we may see Valéry's contrast between the
mind asleep and the mind awake. In the second half, the Parque
reunites her fragmented self, and recognises the whole.

Mystérieuse Moi, pourtant, tu vis encore!
Tu vas te reconnaitre au lever de l'aurore
Amtrement la méme! ...

(11.325-327)

This process of recognition has here begun with the return of the

light, as again, it has begun in Ph®dre with the return of Thésée:

Regarde: un bras tres pur est vu, qui se dénude ...

(1.333)

and the Parque reunites her past and her present,

Je te revois, mon bras ... Tu portes l'aube ...

(1.334)

for she sees her past mirrored in the light of the returning day,
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