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INTRODUCTION

"Dans son pourpoint de satin rose,

Qu'un gout hardi coloria,

Il semble chercher une pose

Pour Boulanger ou Devéria.™ (Le Cgﬁ&egu du
ouvenir, p 109, v 40)

"A rose=coloured doublet," - unforgettably the
words are linked with the night of February 25th
1830, when the young revolutionaries of the Romantic
movement arrived in force to support the first
staging of Viector Hugo's play, Hernmani, and to do
battle with the traditionalists . Prominent among
the revolutionaries was Théophile Gautier, wearing
the famous garment, which was to become known as
the "gilet rouge", a fitting symbol for a man who
was above all a visual poet - a poet of colour.

Years later, in describing his career as a
Romantic writer, he remarked, "J'étais le peintre
de la bande! 1. It is the purpose of this thesis
to explore how and to what extent Gautier used
colour as a means of expression in his poems, with
particular reference to what is probably his finest
and most mature work - the collection entitled
B am’; .

Some notes on the poet's background are worth

1. Matoré, Le Vocabulaire et la Société p 203.
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including because they help explain why he became the
visual poet," 1l'homme pour qui le monde visuel existe". 1.
Gautier was born in Tarbes in the Pyrenees in 1811 and
at the age of three he shifted to Paris with his
family. Although he was never again to have his home
away from the capital, he remained at heart a
Southerner, "Quoique j'ai pasaglma vie a Paris," he
remarked, "j'ai gardé un fond méridional." 3. The
fact is significant in that a brilliant memory of
the south lingered on in a form of nostalgia, which can
be seen in many of his poems, for blue skies, warm
weather and warm colours. At the age of fifteen
Thébphile began taking drawing and painting lessons
from the artist Rioult, and from these lessons he
developed an intense awareness of the artistic
possibilities of the visual world, and a strong sense
of form, line and colour, which he was able to
transfer to his writing. Although he gave up
painting to become a writer, as an art-critic and
art-lover, he continued to serve in the cause of the
plastic arts as much as of literature.

"En effet," Adolphe Boschot writes of Gautier's
earliest collection of poems (1830 - 32), "Theo
est un artiste. Il sera (et il est déja) @n artiste
du verbe: prodiguisement doué comme iﬁrivain. il voit

1. Revue des deux Mondes 1911 p 327.

2. Esquisse biographique p III
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les choses, il coqgoit, il sent il aime en artiste....
C'est déjﬁ, comme il le fera plus tard, une “ransposition®
d'un art dans un autre." 1.

"Trois choses me plaisent; l1l'or le marbre et la
pourpre: eclat, solidité, couleur," says one of
Gautier's characters, d'Albert, in the novel,
Mademoiselle de Maupin 2. It might have been the
author speaking for himself. This emphasis on the
visual and tangible in art springs from a profound belief
that in a world where everything is doomed to perish,
art alone can impose order on the flux of time and can
preserve things that are beautiful,

"Tout passe - L'art robuste

Seul a 1'éterniteé

Le buste

Survit a la cité€." (L'art p 132, v 11)
The artist's role is to perceive and order the world
of experience. Art is sacred; for Gautier it has no
moral except beauty, and beauty must make up for the
essential hollowness of things. In his worship of
art as the consolation for life (L'art est ce qui console
le mieux de vivre, 1.") Gautier is a pagan longing for
the return of the pagan cult of beauty,

"Reviens, reviens, bel art antique,
De ton paros étincelant

1. Esquisse biographique p XVIII

2. p 134
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Couvrir ce squelette gothigues;

Dévore - le, bicher brulant!" (Buchers et tombeaux
p 77, v 25).

Frequently, Gautier reminds us in his poems,
the exterior of things is beautiful ana the interior
is hideous. For instence, in Portail 1. there is a
description of tombs,

"Ce ne sont que festons, dentelles et couronnes,

Trefles et pendentifs et groupes de colounes

Ou rit la fantaisies en toute liberté." (p 189,
v 18).

"Toujours vous trouveriez, sous cette architecture,

Au milieu de la fange et de la pourriture

Dans le suaire usé le cadavre tout droit,”
ibid. v 21).

Not only is there a kind of despeir at the
perishing nature of things, but there is frequently
disillusionment about pleasure and about relationships,
for example,

"Dans ma pensée, ami, je trouve qu'une femme

Qui sous de beaux semblants cache une vilaine

ame,

Pour ceux que sa beaute decevante a sedults

Pareille au feu follet, ... 2." (A mon aami,
Auguste M. p 45, lls 15-18). Similarly, hopes are
doomed to failure,

1. La Comédie de la Mort.
2. Poésies complétes vol 1.
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"Beaux reves avortéb, ambitions dffues,
Souterrains ardeurs, passions sans issues,

Tout ce gque l'existence a d'intime et d'amer.

L'Océan tous les jours me dévore un navire;

Un chir, préa du bord, de sa pointe déchire

Leurs flancs doublés de cuivre et leur quille

de fer." (Portail p 191, v 5, 1lls 29-30).

Two major themes result from Gautier's love of
beauty and inward disillusionment. One is a
preoccupation with death, a fascinated horror of
ugliness, and an emphasis on deception = which
frequently takes the form of a siren. The other is a
desire to observe and record the beautiful in the
exterior of things. There is a great delight in the
sensuous and sensual pl-asures, a feeling that
beauty is its own morality and requires no other.
Consequently, outward beauty is all that Gautier
requires. Its creation and proaerv;tion in art is the
highest form of human activity. This is important
in that it gives Gautier the aim to deseribe physical
beauty. There are flights of fantasy in his poems,
but little attempt to explore spiritual levels, or to
find deeper significance. A woman's looks, for
instance, have often far more importance than her
moral qualities. Gautier's writing tends to be

concrete and clear-cut and to lack vague trains of

thought that lead into the irrational consciousness.
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This affects his choice of colours and images;
both are usually very precisely-defined, and Gautier
conveys an exact impression by a few carefully-chosen
details. Each poem is a small picture - a landscape,
gilhouette or portrait, perhaps, brought to life
by an economy of line, colour and image.

"Ce sont d'abord de petits intérieurs d'un
effet doux et calme, de petits paysages a la maniecre
des Flamands, d'une touche tranquille, d'une couleur
un peu étouffée, ni grandes montagnes, ni
perspectives a perte de vue, ni torrents, ni
cataractes. Des plaines unies avec des lointains
de cobalt, d'humbles coteaux rayés ou serpente un
chemin, une chaumiere qui fume, un ruisseau qui
gazouille sous les nénuphars, un buisson avec ses
baies rouges, une marguerite qui tremble sous la rosée.
Un nuage qui passe jetant son ombre sur les blés,
une cigogne qui s'abat sur un donjon gothique...1."
Thus Gautier describes his "transposition" of one
art into another, setting the concrete limits to his
subject-matter "ni grandes montagnes ni perspectives a
perte de vue," and defining his own position within the
French Romantic movement. Hugo before him, had in
Les Orientales shown how brilliant colours could be
used in ﬁoctny, but Hugo, like de Vigny and Lamartine,
was primarily a musiclan of language. It was Gautier

1. Eesquisse biographique p XIX
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who applied the artist's terminology to poetry, in
creating visual poems. At the same time, in his
worship of beauty and form, he brought order and
clarity to his writing, checking the Romantic
excesses of feeling and it was this precision which
the Parnassians were later to develop in their
creation of an impersonal poetry, in which form and a
strong sense of objective reality were to be of major

importance.



1.
POEMS OF NATURE

Nine poems from Emaux et Camees may be classed
a® poems of nature, having as major themes, the seasons
(Bantaisies 4'hiver, Lied, Ce gue disent les hirondelles,
La Fleur qui fait le printemps, Le Merle, Premier sourire
du printemps) or other natural subjects (La Sourcge,
Pumée, Camelia et Paguerette). One may add that La Rose-
the and Symphonie en blanc majeur draw their prineipal
images from nature.

Most of these pooms of nature are seasonal, and the
colours in them form a pattern, in that certain colours
are associated with each season. DBesides the simple
colour adjectives, certain words witu colour-associations
and certain colour images are coumon to various poems
in the group.

The connection between colours and seasons and
also certain aspectis of life may be seen in a short poen,
Lied which describes the annual eycle of the earth by
the image of a woman undergoing similar phases.

"Au mois d'awril la terre est rose

Comme la jeunesse et 1'amour,

Pugelle encore, a peine elle ose

Payer le Printeamps de retour.” (p 67 v 1).

The traditional colours of spring are pink and
green; green the colour of new foliage, pink the colour

of youth "rose comme la jtunesse et l1l'amour", but Gautier

occasionally uses "vermeil" as the most intense form of



"rose", for example in t du Gril 1.
"La nature en joie

Se pare et deploie

Son manteau vermeil," (p 300, Pt II, v2, 1lls 1=3)
and in Qﬁggig 1. he speaks of the "beau printemps
vermeil” (p 274, v 5, 1 6). |

The image of the earth in April as a young
woman who is "rose" belongs to the common comparison
of springtime and youth. PFor instance Gautier calls
spring "la jeune saison," (Le Merle p 121, v 5, 1 4),
and in Le Vingt - sept mal 2. he speaks of "mai rose
et parm:." ( 303, v 1, 1 2).

These examples will suffice for the moment
to link spring and youth with the colour "rose" or
"vermeil". It is interesting to note that the eartin's
courtship image reappears in Le Triomphe de Petrargque 3.

"Le printeaps partulf, beau comme un jeune

amant,

Avec ses bras de lis environnant la terre,"
(p 206, v 16, 1ls 1=2)

"La nature avait mis son plus riche manteau,"
(ibid. v 17, 1 2).

1. Poésies completes vol 1. 2. Poésies Diverses
3. Choix de Poésies.
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Suamer

The earth in summer is described as a woman
slightly faded after the first flush of youth,

"Au moi de juin, déja plus péle

Et le coeur de désir trouble

Avec 1'Ete tout brun de kEle

Elle se cache dans le ble (Lied v 2)
Fading and ageing are associated; for example in
Dernier voeu the poet's decline in years is depicted
by a fading sun:

"Mon soleil p2li qui déecline

Va disparaitre 3 1'horizon" (p 125, v3, lls 1=2)
By contrast the ripening wheatfields are seen as "LYEtE
tout brun de HWale," but weathering and ageing are part
of the same process, for example in Vieux de la vieille:

"Sur leur front par vingt cieux bronzé

La eicatrice continue

Le sillon que 1l'dge a creusé." (p 48, v 17, lls 2-4).

The personnification of summer in Lied is echoed
by a similar image in A Irois peysagistes 1.

"Fauve et le teint MAle comme Céres la blonde,

La campagne de Rome, embrasée et feconde,

En sillons rutilants jusqu'a 1'horizom

Roule 1l'océan d'or de sa riche moisson”.
(p 63, v 8 118 1~4).

1. Po‘;io- oolpfﬁtoa vol 2.
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Autumg
The earth in sutumn is a bacchante,

"Au mois d'aolit, bacchante enivrée

Elle offre a 1l'Automne son sein,

Et roulant sur la peau tigrée,

Fait jaillir le sang du raisin". (Lied V 3)

The colour suggested by the word "sang" is red
and it is illumining to read Gautier's deseription of
a picture by Riesener, Jla Bgcchante in which red is
the dominant colour,

"La Bscchante, qui se présente en raccourci, se
roule sur sa peau de tigre avec¢ une fureur orgiaque
admirablement rendue: la pourpre du vin enflamme ses
joues; ses yeux pimés §tincellent dans une vapeur
humide; sur ses levres rouges entr'ouvertes comme une
grenade crevée voltige le vague sourire de l'ivresse.” 1.

The richness of colour, suggested also by the
word "tigré€e," depicts a season of wealth and
extravagance. An echo of this is found in the erotic
debauchery described in Lagenaire:

"Les débauches dans les capr‘;l

Des tripots et des lupanars

De vin et de sang diaprées

Comme 1'ennui des vieux Césars!” (p 14, v7)

1. Emsux et Camées eédition Minard p 110
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The echo is not simply one of extravagant
colour and eroticism, it also underlines the age
and dissolution which are part of Autumn., In Ce
que disent les hirondelles (Chanson d'sutomne) the
colour of the woods is described by the word rust
"rouille" (p 97, v 14, 1 4) which also suggests age
and decay. The same poem evokes the ambivalence
of autumn -« its wealth and dissolution, by the
choice of and conirast of colour words in the first
two verses,

"Deja plus d'une feuille seéche

Parseme les gazons jaunis."™ (p 95, v 1,1ls 1-2)

"On voit s'ouvrir les fleurs que garde

Le jardin, pour dernier tresor:

Le dahlia met sa cocarde

Et le soucli sa toque d'or.” (ibid. v 2).

The pattern of dry leaves on withered grass has
the variegated richness of the word 'tigr;;,' while
both leaves and grass are dead. Gautier often describes
- decay by the word "jaune" or "jauni." On the other
hand the related adjective "d'or"™ as in "le souci sa
toque d'or," suggests wealth and splendour. This
is also the case in La Fleur qui fait le printemps
where autumn brings a rich harvest of crimson and gold
chestnuts,
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"Je connais vos riches livrées

Quand octobre, ouvrant son essor

Vous met des tuniques pourpréi-

Vous pose des couronnes d'or.” (p 123, v 10)

The rust image for autumn is one which occurs in
poems by Gautier, for exaumple

"Dans la foret chauve et rouillée

Il ne reste plus au rameau

Qu'une pauvre feuille oubliée," (La Dermisre feuille

"Un vent de nord sifflait; quelques feuilles
rouillees

Quittaient en frissonant les cimes dé}ouillézl

Des ormes rabougris; " (Le Vie dans ls mort,

99.71. 11!4-5) 2.

1. Choix de Puesies 2. Poésies compldtes vol 2.
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iinter

"En decembre, petite vieille,

Par les frimas poudre a blane,

Dans ses reves elle reveille

L'Hiver aupres d'elle ronflant. (Lied v 4)

The image of the earth ageing with the passage
of the seasons comes to its completion in the final
phase - winter. At the same time, the process of
paling ends in whiteness. The whiteness - age - wiater
association forms a balance to the pink - youth =
spring one, for instance in Dermier voeu, an old man
compares himself with a young girl,

"Vous etes rose, je suis hI:me;

J'ai les hivers, vous les printemps, (p 125, v 1,
lle 3~4), and in Vieux de la vieille age, white hair
and snow are linked,

"Et les neiges de la Russie

Poudrent encor leurs cheveux blancs."

The image of snow-powdered hair reappears in Fantaisies
d'hiver, where winter is likened to a musiecian,

"Lt comme Haendel, dont la perruque

Perdait sa farine en tremblant

Il fait envoler de sa nuque

La neige qui la poudre & blanc". (p 68, v3).
Similarly March comes in to powder the almond trees in
Eremier sourire du printemps,
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"Dans le verger et dans la vigne
Il s'en va, furtif perruguier

ivec une houppe de cygne
Poudrer a frimas 1'amandier.” (p 28, v 3).
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The poems whicn have winter as their major theme
are Le lerle and Fantaisies d'hiver. Both of these
have a significant colour scheme which does much to create

the sense of the poen.

Le lerle is composed as a picture framed by the
salon windows of a house in Geneva. The stark
simplicity of the winter landscape is conveyed in four
eolours. There is the basic contrast of black and
white, relieved by touches of yellow and blue. There
is the background - grass white with hoar-frost,
mountains like white-furred magisirates and the
suggestion of white in the words, "neige, brouillard
et pluie” (p 121, v 5, 1 3). Against this, attention
is focused on the black bird with yellow feet. This
sharp juxtaposition of colour is not matched by the
second pair of colours, deseribing the Arve and Rhone
rivers. Here the blue is shown fading intoc the yellow,
which is not a sharply - defined adjective but a softer
verb "jaunit" (p 120, v 3, 1 2). These vague colours
are part of the imprecise, wintry background, where
the whiteness is not the brilliant colour Gautier
frequently ealls silver, for instance in Symplionie en
blane majeur (p 22, v 9, 1 3). It tends rather to
dullness "neige, brouillard et pluie.”

In contrast the blackbird is neatly dressed "en
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bottes jaunes, en frac noir," (p 120, v1, 1 4) and
even shines up his coat (lustrant son aile qu'il
essuie” (p 121, v 5, 1 1). Instead of the dull scene,
he imagines the colours of light "soleil," "aube",
"jour” (p 120, v 2, 1 3, p 129, v 6, 1 1, v 7, 1 1),
The effeet created in the second to last verse
is almost that of a photographic negative. The
white scene which focuses on a black bird in verse 1
becomes a dark scene with the believer's hope - a
vision of God and light in the centre. The effect
of this is to intensify the glcom of the winter
landscape and to make more significant the blackbird's
cheerfulness.
The image of the bird in black frock-coat and
yellow boots and that of the white-robed mountains
belong to a series of dress-images found in the

nature poems., For example in Ce que disent les
hirondelles the flowers wear cockades and hats,

chestouts in La Fleur qui feit le printemps wear
"riches liveées (p 123, v 10, 1 1). There are other
such images outside ]..n;_;j_ﬁa.!ii.mrqr example,

"Des orangers touffus s'éleveant - grand nombre,

Chargés de fruits riants dont la tunique d'or

Ne livre que poussiére & la dent qui. les mord: 1.

(A mon ami Auguste M. p 45, 1lls 12-14).
1. Poésies completes Vol 1.
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Le Merle is a carefully - observed and
precisely - recorded scene, but the central subject,
the blackbird, belongs to tue group of bird images,
in this case, it is the image for hope. Similerly
the colours are at first part of the realistic descrip-
tion, but they acquire a symbolic value. Yellow and
black in verse 1 are realistic only. "Jaune" in every
other place in this collection has connotations of
decay, age, dirt and unpleasant emotions: "Womifiée
et toute jaune" describes the asssassin's hand in
Lacenaire (p 113, v 3, 1 1), "les gazons jaunis"
describes the autumn landscape in Sg gue disent lesg
kirondelles, (p 95, v 1, 1 2) and there are other
examples, "déroule son linceul jauni" (Qb€lisgue de

Iuxor p 43, v 2, 1 4)

"Sa rose jaunie et fanée" (Iuss de las Sierras
p 53 v9,13)

"posez moi sans Jjaune immortelle,

Sans coussin de larmes brode,

Sur mon oreiller de dentelle” (Coguetterie
posthume p 25, v 5, 118 1 = 3)

"Avec ses dents jaunes de tartre" (Vieux de la
yieille p 47, v 7, 1 1)

"Aux vitres jaunes du salon" (Le ChSteau du

Souvenir p 105, v 18 1 2)
"Frottant de leurs mouchoirs jaunis,” (ibid p 109,

V“.lZ)
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"Satins et fleurs ont le dessous

Et, sans demander leurs revanches,

Jaunissent comme des jaloux." (Symphonie en
blanc majeur v 6, lls 2-4).

And in verse 3 of Le Merle "jaunit" describes
a river swollen with silt, that is, part of a dying
landscape. At the same time blue giving place to
yellow marks the fading of suunmer, against which
the bird's faith in summer is all the more remarkable.

If black is used descriptively in this poem,
white has the association with age and death, mentioned
in connection with Lied; the values change in the
penultimate verse, where as in traditional religious
symbolism, darkness symbolises doubt, ignorance and
the limits of earthly life while light signifies
spiritual illumination and transcendent belief,

"Il voit le jour derrisére 1'ombre;

Tel un croyant, dans le saint lieu,

L'autel desert, sous la nef sombre,

Avee sa foi voit toujours Dieu." (p 121, v 7)
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Fantaisies d'Hivir resembles Symphonie en
blang majeur in several ways, the most obvious
of which is the dominance of the colour, white.
The impression of winter. is built up in a series
of pictures: pale-faced Winter, flour, snow, the
swan, silver-filigree, white webs, hoar-frost flowers,
ermine and marble statues. The adjective "White" is
repeated three times. White objects, depicted in
Bantaisies d'hiver become imagery in Symphonie en
blanc majeur,

"Dans le bassin des Tuileries,

Le eygne s'est pris en nageant," (Fantaisies
d'hiver p 69, Pt II, v 1, 1lls 1=2)

"On voit dans les contes du Nord,

Sur le vieux Rhin, des feumes - cygnes

Nager en chantant prés du bord (Symphonie en
blanc majeur p 21, vi,1lls 2-4)

"Les vases ont des fleurs de givre,

Sous la charmille aux blancs ré;eaux,'
(Fantaisies d'Hiver p 69 Pt II, v 2, 1lls 1-2)

"Le vif -« argent aux fleurs fantasgues

Dont les vitraux sont remagés

Les blanches dentelles des vasques,

Pleurs de 1l'ondine en 1'air figés." (Symphonie

en blang majeur p 23, v 13).
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"Les femmes passent sous les arbres

En mertre, heraine et menu-veir," (Zantaisles
4'Uiver Pt Iil, vi, lls 1=2,.

"L'Hermine vierge de souililure

wul, pour sbriter leurs frissons

Vuate de sa blanohe Fomx Ewr® fourrure

Les o/p-.ulu et les blasons." (Symphonie en
blene majeux p 23, v 12).

"Et les d;uuo. Frileux marbres

Ont pris su-si 1'habit d'hiver.” (fagtaisies
4d'hiver Pt III, v 1, lls 3=4).

"Le marbre blane, chair froid et p:lo

Ou vivent les divinites" (iymphonie en blang
aajeur p 22, v 10).

“Et sur la nelge on voit se suivre

Les pes etollés des oisesux.” (Pantaisies d'biver
Pt II, v 2, 118 3=4).

“De quel mica de neige vierge

A=t=on fait le blanc de sa peau?" (Symphonie en
klane majeur v 7)

"Sur la mode parisiecune

Le Sord pose ses manteaux lourds,” (Feateisies

A'bivex p 70, Pt Iv, vi).

"Sur les blancheurs de son epaule

Paros au grain éblouissant,

Couse dane une muit du pble

Un givre iavieible descend.” (Jymphonie en blang
majeur p 22, v 7).
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Both poems end with a contrasting touch of pink,

"Ou de froid la joue encor rose,

A 1'Amour s'enlace Psyché." (Pantaisies d'hiver
Pt V, v 3)

"Oh! qui pourra fondre ce coeur!

Oh! qui pourra mettre un ton rose

Dans cette implacable blancheur!" (Symphonie en
blanc majeur, p 23, v 18, lls 2-4).

In both poems "rose" suggests love, for in the
Symphonie it signifies a warm responsiveness to the
poet's passion and in Fgntaisieg it is associated with
1'Amour and Payong. That "rose™ is the colour of love
ie made explicit in Lied v1, 1lls 1-2, p 67,

"Au mois d'avril, la terre est rose

Coume la jeunesse et l'amour."”

In Fantgigies d'hiver the snow-bound Tuileries
garden becomes the setting for the elegance and charm
of the eighteenth century when Winter takes his place
as the white-bewigged Handel "dans le quatuor des saisons"
(p 68, v1, 1 1) while around him pose a bevy of goddesses
and shepherdesses "de Coysevox et de Coustou,” (p 70,

Pt III, v3, 12).

Contrasting touches of colour are mostly in shades
of red. Winter has a pale face and red nose, while the
women are wearing furs "martre” (brown or black) "hermine"
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(white) and "menu-vair" (grey) in Part III, v1, 12.
Venus wears reddish furs against her white body (Pt IV,
v 3, 1lle 3-4).

Ancther poem with a similar description of winter
is Frisson 1. For instance, compare

"Le nez rouge, la face bleme,

Sur un pupitre de glagons

L'hiver exécute son theme"(Fantaisies d'hiver
Pt I, p 68, v1, 1lls 1-3)
with, "Et le soleil s'fface

Pale comue la face

D'une vieille sauns fard."(Frisson p 98, v 1, 1ls 2-6)

Hoar-frost is also described in Frisson,

"Les fleurs de la gelée

Sur la vitre &toilée

Courent en rameaux blanes,” (p 99, v 4 1lls 1-3).

Another poem, which is similar to Fantaisies
d'hiver, is Lg Neige 2. The snow-fur and wig images
reappear in i%,

"La neige, fourrure blanche,

Ourle le rebord des toits;

Elle poudre chaque branche

De la perruque des bois." (p 205, v 2)
Whiteness is euphasized,

"Sur la vitre des mensardes

Elle étale ses paleurs

Et fait aux lunes bl&fardes
1. Poésies completes vol 1, 2. Posies complStes vol 2.
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Un teint de plles couleurs." (p 206, v 5)
Snow dresses the statues, "La neige tisse aux statues
un voile de chasteté" (ibid. v 6, 1is 3=4) and the
countryside,

"Elle coiffe la montagne

D'un cimier fol et Changeant,

Et jetie sur la campague

Son manteau de vif-argent," (p 206, v 8).
The latter image resembles some in other poems also,

"fant de monts bleus coiffés d'argent." (La Fleur
gui falt le printempe p 122, vi, 1 4).

"Les monts sur 1'&paule ont 1'hermine,

Comme des magistrate siégeant;

Leur blanc tribunal examine

Un cas d'hiver se prolongeant." (Le lerle v 4)

"Car 1'hiver pSle assitge
TLes pies étincelants,
Tout argentés de neige,

Comme des vieillards blancs" 2. (Lg Petit fleur

p 109, v 5).

2. Poésies compldtes vol 2.
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SPRING

The poews of spring (la Fleur gui fait le
brintenps, Premier gourire du printemps) bhave a
greater variety of colours than those of winter.

Ho ome colour dominates. Greeun is present as the
traditional spring colour and one can see this
assceiation in other poems, for example,

"Au soleil d'or, au printemps vert!i"

(Ce_que disent les hirongelles p 97, v 16, 14).

“L'amour a'é%eint, car c'est 1l'hiver.

Petit oisesu, viens sur ma tombe

Chauter, quand l'arbre sera vert!" 1. (lLa
derniére feuille p 222, v 3, 1 4)

The basic colour-scheme in La Fleur qui fait
le printemps is blue and white. Blue mountains
contrast with silver peaks in verse 1, 1 4 (p 122).
Blue is repeated in "ciel bleu® (p 123, v 7, 13) and
"eciel d'azur" (p 124, v 15, 1 1) and it is suggested
by the names of two flowers "véronique" (p 123, v5, 1 1)
and "Violette" (p 124, v 15, 1 4). One must note that
"Violette"” is understcod to refer to the blue-eyed
Carlotta Grisi, a dancer much admired by Gautier. 2.

"Argent" suggests a brilliant whiteness and the
chestnut flowers are as dazzling as the peaks,

1. Choix de Poésies 2. See Adolphe Bosehot's mote 27

P 334 Emaux et Canées
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"garroniers, presses-vous d'¢élore

et d'dblouir mes yeux ravis” (p 123, v 6, 1 3)

"Gardez vos bouquets dtlatants (p 124, v 13, 1 2).

"Vos feux d'artifice de fleurs" (p 123, v 8, 14).
The same delight in a dawvziing purity of whiteness occurs
in Symohonle en Rlane seleur,

", .. dos rgale de chelir nacrde

4 des dfbauches de blancheur!” (p 21, v 4, 1l 3=4).

"Paros au grain oblouissant” (p 22, v 7, 1 2).

And the pleasure continues in descoribing the chestaut
boughs in winter,

Je vous ai vus, blanches rame€s,

Parelle aux deceins que le froid

Aux vitres d'argent Mt

Trace, la nuit, avec son doigt." (p 123, v 11 .
ia Fleur gul fedt le priatecsps)

Deslides blue and white there is a rich series
of eolours and colour contrasts either in adjectives
or in the names of flowere. The dull word "bruame®
oscurs (p 124, v 15, 1 1), outoumbered by the light
words, "luit®, "éblouir,” "feux d'artifice®, "splendeurs®,
"eulatante”, alec "soleil", and "aube®, (v 7, 1 3, v 6,
14, v8, 14, v9, 12, vi212 v 311, va4l3e.

The green leaf, first sign of spring, pink peach-
tree, blue speedwell and yellow buttercups form a contrest
tc the white flowers in the poet's aind. The brilliant
alxture of flowers cen be found in various poems by



Gautier, for exaunple, in this poem,

"La véionique s8'aventure

Prés des boutons d'or dans les prés;" (p 123, v 5,
11s 1-2), 2nd in Pgnsé&g d'Automne 1.

"Et surtout des bleuets et des coquelicots,

Points de pourpre et d'azur dans l'or des b1€s

Egaux." (p 42, 11ls 24-25).

Another pattern of contrasts is created by the
seasons of the chnestnut trees - the "splendeurs a'étén,
npiches livrées d'automne”, with crimson and gold
forming a colour balance to the blue and silver of
verse 1, and the white of winter. (p 123, v 9, 1 2,

v 10, 1 1, v 11).

Gold is the brilliant symbol for yellow, just
as silver is one for white. It belongs to the
idealized picture of spring as the golden wheat-image
in Le Triomphe de Pétrargque 2. belongs to that of
sumuer,

"Comme un pavot qui brille & travers l'or des
gerbes" (p 209, v 30, 12).

The flowers have a feminine character which is
linked with eclour. The pink of the peach-trece
suggests the blush of modesty and desire, while the
white of the apple~tree is associated with purity and

1. Poésies complétes vol 1. 2. Choix de poésies
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guilessness, "candeur" (p 122, v 4). Similar feminine

imagery can be seen in Camflia et Pscuerette (p 112 = 113).
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In Premier sourire du priantemps only two simple
colour adjectives are mentioned "vert" and "vermeil"
(p 28, v 4, 1 4, p29, v 7, 1 2) but a series of fresh,
vernal colours is contained in the names of flowers and
plants. White, the commonest colour, is suggested by
"colerettes" (v 2, 1 3) by frost-dusted almond=-trees,
by snow-drops, and lilies of the valley. (v 3, v 5, 1 3,
v 6, 11s 3=-4). Yellow appears in the daisys' gold
buttons (v 2, 1 4), blue in the name of the violet
(v 5, 1 4) and green in the watercress (v 6, 1 1) and
in the fresh leaves and grass (v 7, 1 3, 1 1), pink
in the "bouton de rose" (v 4, 1 3). As usual Gautier
calls an attractive shade of yellow, gold, but he
extends the image by showing March as a goldsmith
(v 2, 1 4). Similarly, March becomes a musician,
ringing the silver bells of the lily of the valley
(v 6, 11s 3=4). The word "silver" conveys not only
a brilliant white colour, but imagined musical tone.
There is the image of dressing nature,

"Lui, descend au jardin desert

Et lace les boutons de rose

Dans leur corset de velours vert", (p 28, v 4,
lls 2-4) which is similar to

"La feuille, hier emcor pliée

Dans son corset d'hiver,

Met sur la branche delite

Les premieres touches de vert." (Le Fleur qui
fait le printemps v 2),
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A gay, idealized picture of spring is given
in a visual pattern of colours with a series of
contrasts, white/gold, pink/green, white/blue,
green/white and vermillion/green.

Other poems with similar pictures of spring
are, A Trois Paysagistes, 1.

"Et des pr;; de velours, gu'avril é%oile encor

De paillettes d'argent et d'étincelles da'or"
(p 60, 11s 15-16),
and Albertus 2. "Mal dans le gazon vert faisait rougir

la fraise," (p 163, L 11, 1 1).

The latter poem makes "la fraise" a symbol of love
in springtime as does Premier sourire du printemps
where the poet adaresses a lady,

"Sous l'herbe, pour que tu la cueilles,

Il met la fraise au teint vermeil," (p 29
v 8, 11s 1-2). Love and springiime are celebrated
with the white 1lily of the valley in Villonelle
rhythaique, 3.

"Tous les deux nous irons, ma belle,

Pour cueillir le muguet au bois;

Sous nos pleds égrenant les perles

Que 1l'on voit au matin trembler," (p 345, lls 3-6)

It is worth comparing the picture of spring in

Premier sourire du printeups with that in Le Sentetr 4.
1. Poésies completes vol 2. 2. Albertus ou 1l'dme et le peche.

3, Poesies completes vol 1. 4. Premiéres poésies,
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"LYaubépine fleurit; les freles paquerettes,

Pour féter le printemps, ont mis leurs colereties.
La pale violette, en son réduit obscur,

Timide, essaie au jour son doux regard d'azur,

Et le gai bouton d'or, lumineuse parcelle,

Pique le gazon vert de sa jaune étincelle.

Le muguet, tout joyeux, agite ses grelots,

Et les sureaux sont blancs de bouquets

frais éclos;" (p 140, 112 5 = 12).
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OTHER POEMS OF NATURE
Ce que disent les hirondelles belongs only in

part to the seasonal poems and its autumn imagery has
already been discussed. The major part of the poem
(despite the sub-title "Chanson d'automne") describes
the Mediterranean lands and belongs therefore to the
section on oriental imagery.

13.5& is a little picture of a broken-down hovel.
The smoke from it is the sign of life and faith, in
contrast to the surrounding squalor,

"Un tire-bouchon de fumée

Tournant son mince filet bleu

De L'Ame en ce bouge enfermee

Porte des nouvelles & Dieu.” (p 63, v 3)
Blue is traditionally the colour of faith as in Camélis
gj_gggggggﬁgg where the daisy is described,

"S'é}anouissant au ciel bleu,

Et versant son parfum modeste

Pour la solitude et pour Dieu." (p 113, v 7, lls 2-4)

The deserted landscape in Le Chiateau du souvenir
is all the more desolate for its absence of smoke,

"Sur le comble aucune fumee

Rayant le ciel d'un bleu sillon;" (p 104, v 9,
1ls 1=2).

La Source is also a small impression from nature.
It is a picturesque description of a stream and the

landscape it might pass through. Black, blue, green,
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white and grey are the colours of the stream. The
spring expresses disgust at the eartih's darkness and
delight in the colours outside

"Elle murmure : Oh! gquelle joie!

Sous la terre il faisait si noir!

Maintenant ma rive verdoie

Le ciel se mire & mon miroir." (p 72, v 2).
She notes the blue forget-me-nots and dreams of foaming
against bridges and gquays:

"Je broderai de mon ecume

Ponts de pierre, quais de granit,” (p 73, v 5,
11ls 1-2)



The poems, Rondalla, Inés de las Sierras, Le CH3temu
du souvenir (verses 28 - 31) and Carmen are examples of
Spanish exoticism. The latter three describe Spanish
or Spanisa-type women as pictured by Gautier.

Two themes influence the colour imagery of these
poems - the theme of beautiful ghosts and that of live
Spanish beauties. The colours of death dominate

Inés de les Sierras, those of life describe Carmen and

Eugénie Fort 1. (Le ChSteau du sowvenir). Red, tradition-
ally the colour of passion, suffering, violence and life,

because of its association with fire and blood, appears
in all four poems, and describing both death and life.

InSs de las Sierras (subtitled "2 la Petra Camara")
distills the essence of the ghostly dance in Charles
Nodier's story of the same name, and the colours Gautier
euploys are part of the romantic paraphanalia for
depicting an apropriately sinister atmosphere. loonlight
and shadow form a mysterious pattern in the corridor
where Ines dances,

"D'un long corridor en d‘&onbrel.

Par la lune bizarrement

Entrecoupé de clairs et d'ombres (p 58, v 5, lls 1-3).
The black-white contrast is repeated, heightening the
semi-reality of the dance,

1. For note on Bugénie Fort see Emaux et Canées (Minard)
P. 157.
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"Dans les bandes noires et blauches
Apparaissant, disparaissant." (v 6, 1lls 3-4)
The ghost herself, is pale except for her dark hair and
eyelashes,
". .. ses noirs cheveux" (v 9, 1 4)
"sur sa gorge d'un ton blafard" (v 10, 1 4)
"Et ses mains pales et fluettes," (v 11, 1 1)
"Ses cils palpitent sur ses joues
Comme des ailes d'oiseau noir,” (p 59, v 13, 1lls 1=2)
"Sa jambe, sous le bas de soie
Prend des lueurs de marbre blanc,” (v 14, 1 4)
A pale light glimmers around her,
"Sa robe ...
Fait luire d'un rayon frapps;
Quelques paillons sur ses lambeaux." (p 58, v 9)
"Est-ce un fantome? est-ce une femme?
Un reve, une realite,"
Qui scintille comme une flaume
Dans un tourbillon de beaute?" (p 59, v 16).
The one brilliant contrasting touch is the red
dagger-wound, testimony of a violent death,
"Une cicatrice, pareille
A celle d'un coup de poignard,
Forme une couture vermeille
Sur sa gorge d'un ton blafard.” (p 58, v 10)
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The dancer, Petra Camara, inspired this picture
of a Spanish past, which is passionate, beautiful and
violent.

The rose "jaunie et fanée" (v 9, 1 3) falling to
pieces in Ines’s hair belongs to Gautier's obsession
with dead beauties. The title of the poem, Pgstel 1.
signifies the fading portraits in the poet's memory,
and the decaying rose has the same symbolic value in
this poen,

"Portraits jaunis des belles du vieux temps,

Tenant en main des roses un peu pales" (p 202,

v 1, 1lls 2=3). Another death-portrait with the rose
symbol and pastel-drawing image appears in Le Chateau
du souvenir, where the poet's dead love, La Cidalise,
appears as one of the, "Pastels blafards, sombres
paintures" (p 106, v 22, 1 3) and as a "Fleur de pastel,
gentille morte," (p 107, v 27, 1 3). Like Inés, she

has the pale, cold colours of death, the wintry image
of,

"un sein neigeux d'azur veine" (p 106, v 24, 1 4)
and,

"Ses yeux ont de moites paillettes

Comme aux feuilles que le froid mord," (v 25, 112 1-2)

The colours of the portrait of Inés are those used
to describe death in La lort,

1. Choix de Poésies
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"Pour guide nous avons une vierge au teint pale
Qui jamais ne rogpt le balser d'or du hale
Des levres du soleil" 1.
"Sous leur sourcil d'ébene et leur longue paupiﬁrc
Luisent scs deux grands yeux,
Couse 1l'eau du L‘th; qui va muette et noire,
Ses cheveux d€bordes baignent sa choir d'ivoire
i flots silencieux.” (p 192, v 1, ils 1=3, v 3
lls 2=6).
by coatrast, the living iugiaic "getie autre
Petra Camara™ (p 107, v 29, 1 4), iec described in wara,
glowing colours.
"De chaudes teinles o:angé:;
Dorent sa joue au fard vermelil
Ses paupieres de jals frangees
Filtrent des rayons" (p 107, v 31).
Summer, fruit snd rick light are associated with her,
"intre ees levres d'i;arlato
Jeintille un ecleir argente
Et sa beaute eclate
Coume une grenade en ‘;o:; (p 107, v 32).
There are similor descriptions of Spanish ladies in other
poeas, for instance of Hartirio,
"Et ta bouche d'muillet epancuie & peine® 2.

(p 277, v 2, 1 6 jes Ircis Gréces de Grenade)

1. La Comedie de 1a Mort. 2. Eepaba
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and of Gracia,

"Tes tempes couleur d'or, de cheveux

noirs plaquégs,

Ta bouche de grenade ou luit le feu vermeil

Que dans le sang du More alluma le soleil?
(ibid. p 278, v 4, 1lls 6-8).
and in Serment 1.

"Par tes levres, fraiche eglantine,

Grenade en fleur, riant corail

D'ou sort une voix argentine

A travers la necre et 1'6&&11;“ (p 17, v 3).

It is interesting to compare Eugéhiei portrait
with Carmen. DBoth women have Spanish colouring and the
erdent temperament Gautier associates with it; but
Carmen is also cruel. The imagery to depict the
similar colouring is accordingly different.
Eyes and hair are portrayed thus,

"Ses paupi?&el de Jjais frangé;t

Filtrent des rayons de soleil" (Eug;iio p 107,
v 30, 118 3=4).

" == un trait de bistre

Cerne son Qcil.da gitana

Ses cheveux sont d'un noir sinistre”

"Et de ses jeux la lueur chaude

Rend la flamme aux satietes" (p 93, v 1, 118 1.3,
p 94, v 5, 1ls 3-4 Carmen).

1. Poésies completes vol 1.
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Both have dark skin,

"De chaudes teintes orangéén

Dorent sa joue au fard vermeil," (Eugénie p 107,
v 30, 1lls 1-2)

"Sa peau, le diable la tanna"

"..e Sa nugue d'ambre fauve," (Carmen v 3, 1 1).
Both have brilliant smiles, described by the verb
"eclater" and mouths like Spanish fruit, Eugeénies like
the pomegranite,

"Entre ses levres d'ecarlate

Seintille un eclair argente

Et sa beaute splendide eclate

Comme une grenade en été" (p 107, v 31)
Carmen's like the pimento,

"EY parmi sa péieur dglate

Une bouche aux rires vaingueurs

Piment rouge, fleur ecarlate

Qui prend sa pourpre au sang des coeurs" ( 93, v 4).

Carmen has a parallel in la Soubrette of Le
Capitaine Fracasse,

"La Soubrette meritait em plein 1'épithete de
"morena™ que les Eapngnoia donnent aux brunes. Sa
peau se colorait de toms dord; et fauves, comme celle
d'une gitana. GSes cheveux drus et crespellés etaient
d'un noir d'enfer, et ses prunelles d'un brun jaune
p:tillaient d'une malice diabolique. Sa bouche grande
et d'un rouge vif, laissait luire par 6glairn blancs, une
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denture qui eut fait honneur % un jeune loup.

Du reste elle était maigre et comue consumee
d'ardeur et d'esprit .... C'était une de ces fewues
que leurs compagnes trouvent laides, mais qui sont,
irrésistibles pour les hommes et semblent pelries avec
du sel, du piment et des cantharides." (p 26)

A similar Spanish girl appears also in
En passant & Vergara 1.

"Des sourcils de velours avee de grands

yeux noirs

Renvoyant des éclairs comme un piege &

mircirs;

Un rire éalouisaant, é%anoui, sonore

Belle fleur de gaftg qu 'un seul mot fait 5Elore;

Des dents de jeune loup, pures comme du lait,

Dont 1'émail insolent sans tréve étincelait;"”

(p 266, 1lls 7-12).

The theme of cruel, beautiful women is by no means
limited to Spanish ladies. Gautier gives several types
these characteristics. In Le Chateau du Souvenir there
is a portrait of Victorine 2. whose mouth "semble rouge
du sang des cozurs" (p 108, v 35, 1 2) and who is, like
Carmen, a "Vénus méchante." (v 36, 1 3).

In Rondalla there is a mixture of gentleness and
violence and there are the two colours which symbolise
these, white and red. The lover calls his mistress,

1. Espala. 2. See note 22, p 332 Lmaux et 0.:6;..



34.

"Enfant aux airs d'impéiatrico

Colombe aux regards de fauecon". (p 37, v 1, 1lls 1=2)
"Colombe" suggests both whiteness and gentleness, and
in verse 9 the lover speaks of her "pieds blancs" (1 2).
At the same time he suggests that she is cruel with her
"regards de faucon," He is both passionate and violent
and he wishes to kill his rivals to see their red blood

"Allons, qui veut de 1l'incarnat?

A son jJabot qui veut du rouge

Pour faire un bouton de grenat?" (p 38, v 5, lls 2-4).
There is also a black/white contrast, suggesting that it
is dark in the street and light where there is love,

"La, je veux ...

Faire luire a ton carreau morme

Ta lampe et ton front a la fois." (p 37, v 2)
The darkness in the street is menacing for it is the time for
fighting,

"Le temps est noir, gare la pluie!

Poltrons, hatez-vous de rentrer." (p 38, v 6, lls 3-4)

The warm colours, reds, oranges, pinks and tawny
shades are, in these poems, associated with the living
beauty of Spanish women. In Affinités seeretes, the
white skin of the beautiful woman is described in terms
of marble from Ancient Greece; the red of her mouth

"La fleur sur la bouche vermeille,” (p 6, v 13, 13)
suggests the image of Spanish roses from the Generalife
garden (p 4, v 3).
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ATALY

Gautier's Venice is gay, colourful and amorous,
except in L'Aveugle where the perpetual darkness of the
Venetian dungeons is the image for blindness.

In Affinités secrétes the "ramiers blancs aux
pieds roses" (p 4, v 4, 1 3) make love on golden domes
in the city "les domes aux boules d'or" (p 6, v 12, 1 2).

In Variat 2 Carng 2 part II
a pink and white Venus rises from the blue canals, and

the very domes reflected in the water,

"S'enflent comme des gorges rondes

Que souléve un soupir d'amour,” (p 17, v 4, v 5).
Pink and white are repeated in the fagade and in the
marble of a steircase (v 6). Gautier uses similar love
imagery to describe a town in Turkey 1.

"Par-dessus la muraille 1l'on voit des coupoles
s'arrondir et se gonfler comme des seins de marbre, des
minarets se lancer dans la serénite de 1'air et le ciel
bleu seintiller & travers le feuillage vert fonde
des caroubiers et des cypres; de blanches bourfées
de colombes traversent l'espace.”

The skies of Italy are always blue, for instance,
in Le Triomphe de Pétrarque 2.

"Sous leurs robes d'azur aux lignes ondoyantes,

Le ciel et 1l'horizon dans un baiser charmant

Fondaient avec amour leurs levres souriantes"(p 205,v15)

1. :;. Caf€ Turque"™ La Presse 27 Mars 1939. See Emaux et
Camées (Minard) p 144. 2. Choix de Poésies.
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Again the imagery is erotic:
"Et le splendide azur du ciel italien

N'a laissé nul reflet dans ta peinture atroce." 1.
(Ribeira p. 271, v 2, 1lls 3-4).

"Les beaux palais de marbre aux blanches

colonnades,
Les feumes au teint brun, les molles
sérénades,

Et tout 1'azur venitien!"2{Albertus p 152, III
1ls 10-12).

"Et le ciel est si ec¢lair, si cristallin, si pur,

Que 1'0on voit 1'infini derriere son azur." 3.
(A _trois paysagistes p 63, v 8, 1l1s 7-8).
In the latter poem, Italy is given a feminine image,
"La blonde Italie, adieu! ..." (p 64, v 10, 1 8).

Part III of Le Carnaval de Venise extends the
gaiety of Part II to a deseription of a masked ball,
where all colours are present, the sparkle of "paillettes"
(p 18, v 1, 1 2), Harlequin, "Négre par son masque,

Serpent par ses mille couleurs” (v 2, lls 1-2)
"le blane Pierrot" (v 3, 1 3) and other pantomime
characters. The rose of love and youth is present,

"Et j'ai reconnu, rose et fraiche

Sous l'affreux profil de carton

Sa lévre au fin duvet de peche," (p 19, lls 1-3).

1. Espana. 2. Albertus. 3. Poesies complétes vol 2.
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The rich colours of gaiety fade away in
Part IV as the music turns sentimental. As in
Le CQA teau du souvenir the nostalgia is pale and
misty, "Coume au clair de lune un jet d'eau"(p 19,
v 1, 14).
But the love imagery ceases 10 be specifically
Italian and will be dealt with in the love poem section.



GREECE AND ROM:

More than a third of the poems in Emaux et
gg,&?/g_g refer to the architecture, mythology, works
of art or people of Greek and Roman classical times.
There are certain major themes in these references,
especially love, art, and ideal beauty. These three
themes are closely linked. Beautiful women are like
works of art, which in turn, are the concrete form of the
artist's vision.

Certain recurrent images and colours are used to
describe the ideal in art, love and beauty. White is
the dominant colour. It is the colour of feminine
beauty. Rose appesrs as the colour of love. These are
set against an intensely blue sky. I[larble, pearl,
mother-of-pearl and snow are the most usual images for
white. Pearls are also translucent and used to deseribe
drops of water. Venus rising from the waves, is the
ideal expression of love and beauty.

In Le Chateau du souvenir (verses 33 = 37)

Gautier describes a woman he once adaired,

"Aux bras forts cerclés d'aunneaux lourds,

Sertit le marbre de son buste

Dans les perles et le velours." (p 108, v 33, lls 2-4)
She is the vampire~type of beauty, her mouth "red from
the blood of hearts," (v 35, 1ls 1-2) and she is a ecruel
Venus,

~
"On dirait la V‘hus mechante

Y
Qui preside sux amours haineux" (v 3, 1lls 3-4)
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Carmen, another red-mouthed Vampire-type, is called,

"L'§ere Vénus du gouffre anér." (p 94, v 6, 1 4)

The pink and white Venus of idezl love appears
in Lg Nue. The cloud-form, likened to the Greek
Aphrodite, is seen rising from a clear lake 'sculpfant
sa forme dans l'azur" (p 118, v 1, 1 2). She rides
a pearl-shell and the dawn sprinkles roses on her
shoulder. She is made up of "écume" (v 2, 1 4) and
her colour is like marble and like snow melting with
love,

"Ses blancheurs de marbre et de neige

Se fondent amoureusement

Comme, au clair-obscur du Correge

Le corps d'Antiope dormant." (v 4).

She is not only the dream of love and beauty; she is
like the classical inspiration, Antiope, for a work
of art.

Gautier describes a similar cloud but with less
emphasis on feminine beauty, in Igghii_nn_igg; 1.

"Le jour tombait, une pﬁie nuee

Du haut du eciel laissait nonchalaument,

Dans 1'eau du fleuve & peine remuée,

Tremper les plis de son blanc i:Enannt.' (p 234).
Leura, in Le Triomphe de Pétrarque 2. 1is like La Nue,
a vision of ideal beauty, and Gautier addresses Petrarch
as the visionary,

1. Poésies complétes vol 1. 2. Choix de Poésies.



"Tu regardes, couchf’uoua les grands lauriers
verts,

Des Alpes tout iﬁ-bas bleuir les hautes cimes;

Et penchant tes doux yeux sur la source
aux flots clairs

Oﬁ'rlotta un blanc reflet de la robe de Laure,"”
(p 208, v 37, 1l1ls 2-3, v 38, 1lls 1-2).

The lovely Mme Sabatier appears in A Une robe rose
as "Realité que 1l'art reva," (p 54, v 7, 12). She
inspires the thought of pagan and goddess-type beauty,

"Montrant tout nu ton bras paien!”™ (v 1, 1 4)

"Est-ce 2 la rougeur de 1l'aurore,

A la coguille de Vé;na,

P
Au bouton de sein prs d'eclore

Que sont pris ces tons inconnus?" (p 54, v 5).

Paganini® music inspires an amorous picture of Venice.
(p 17, v5) Venus materializes above the blue waves as
part of the picture,

"Le sein de perles ruisselant,

La Vénus de 1'Adriatique

Sort de 1'eau son corps rose et blanc.” (v 4)

Pink and white are the colours of love and beauty
in Affinités secretes, where the woman's colouring is
derived from, the marble of an antique temple set against
a blue, Attic sky,
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"Deux blocs de marbre ont, trois mille ans,

Sur le fond bleu du ciel attique

Juxtapoa; leurs reves blanes; (p 4, v 1, lls 2-4),
p'earils,

"Dans la meme nacre rig:;s

Larmes des flots pleurant Vénus," (v2, lls 1-2)
and from roses.

The goddess of love is frequently invoked in
Gautier's poetry, to give some examples,

"Parfois une V‘aus. de notre sol barbare

Fait jaillir son beau corpe de siecles raapact‘h,

Pur, comme s'il sortait, dans sa Jeune beaute

De vos Weines de neige, ° Paros, © Carrare!" 1.
(Sonnet p 208, v 1)

"Belle au regard d'azur, & la tresse dorée,

Que sur les blancs autels la Gréce eut adorée,

Pur marbre de Paros." 1. (A_la Princesse Bathilde
p 55, 1l1ls 13 = 15).

"Votre portrait prouve la chose

Per son air de divinité

César ymit la llj.lt‘;

Et Vénus le sourire rose."

"Des perles a 1'éclat tremblant

Ruissellent sur votre col blane

Coume des gouttes de lumiere.” 1. (Sonmet VIII p 265,
vav3) |
1. Poesies compldtes. vol 2.
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Aphrodite, marble, roses, shellis, white and rose
colours, all are invoked to deseribe a lovely girl in
"Elle semble, au milieu de ta blancheur
d'albftre,
Une fleur qui vivrait, une rose de chair,
Une coquille otée a l'éarin de la wmerx!
Co me en une marbre grec, elle est droite
et petite,
Et le moule en est pris sur celle d'Aphrodite.
Bienheureux le bijou qui de ses leures d'or
Baise son lobe rose, - et plus heurcux encor,
Celui qui peut verser, © faveur sans pareille!
Dans les contours nacres de sa conque vermeille,
Tremblant d'émotion, pflissant, eperdu
Un mot mvst‘}icux, d'elle seule entendul™ 1.
(p 57, 1ls 10-20.
The image of fine, white skin being like marble
and vice versa is one of the most coumon in Emaux et

-

Gances.
In Affinites seereétes, "Les marbres blancs en blanches
chairs,” (p 5, v 7, 1 2),
and, "Sur une peau de jeune fille,
Le marbre dau sent sa fraicheur,” (p 6, v 14, 1ls 3-4).
Other examples are,
"Sur les blancheurs de son i;anle,

Paros au grain éblouissant,” (Symphonie eg blane

1. Podsies complites vol 2.
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majeur p 22, v 7, 1lls 1-2).

"Se jambe, sous le bas de soie,

Prend des lueurs de marbre blanc." (Zﬁig_ﬂg_lgg
Sierras p 59, v 14, 11s 3-4).

Pearls, mother of pearl and occasionally ivory
are used to describe lovely women,

"Et les perles en dents se muulent

Pour 1';;r1n des rires charmants,"

"Dans la nacre ou le rire brille

Le perle revoit sa blancheur; (A‘:}g;j;l_gggiijgg
p5 v7T, 11s 3=4, p 6, v 14, 1lls 3-4).

"A des r:%aln de chair naor;;,' (Symphonie en
blanc majeur p 21, v 4, 1 3).

"Vidant sa naecre, llhnitro : perle

Constelle de son blane tr;;or.

Leur gorge ou le flot qui d;}erlo

s 7
Suspend d'autres perles encor," (lLes Nereides

p 8, v 6).

"En voyant les bustes d'ivoire

Par le bai.er des mers polis?" (ibid. v 9, 1lls 3=4).

'Potitt nncreo et vermeille

Un mot d'amour!l™ (L._ngnng_.g;;!g p 130, v 13, lls
3-4)+

Works of art whether antique or modermn, but of
antique inspiration, are often described in images of
dazzling whiteness. The l‘;iido.. in !h;;phile
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Kniatowski's painting, are pearl and ivory in colour.
White statues, "... les deesses, frileux marbres,"

(p 69, Pt 1II, v 1, 1 3) are part of a snow-picture

in Fantaisies d'Hiver. A white goddess appears in
sSonnet 1.

"Parfois, guand le feuillage & propos se separe,

Dans la source des bois luit un dos argent®

De sa blancheur subite une divinife

Droite et nue Sblouit le chasseur qui s'&gare.”
(p 208, v1 - 2).

In ImpSria (Etude de Maing I) the plaster hand
"D'Aspasie ou de Cleoghtre,” (p 11, v 1, 1 3) is
described,

"Sous le balser neigeux saisie

Comme un lis par l'aube argenia

Comme une blanche pdesie

S'€panouissait sa beaute." (v 2)

A similar image describes whiteness in Symphonie en
blanc majeur, "Le lis a la pulpe argentfe," (p 22,
v 9, 1 3) and there are white statues in the same poenm,

"Le marbre blane, chair froide et fale

Ou vivent les divinitds;" (v 10, 1lls 1=2).

Like the Symphonie end Fantsisies d'Hiver, and
the white deseriptions in Lg Fleur qui fait le printemps,
Imperia celebmtes whiteness with shining imagery and its
assoeciation with beauty,

1. Poésies completes vol 2.
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"Dans 1'&clat de sa paleur ma te

Elie €talait sur le velours

Son glsganoe alicate (v 2, 1ls 1=3).
BExcept for the possible contrast of red in the words,
"Escarboucles” (v 5, 1 3) and "vin du Rhin" (v 9, 1 2)
the poem is a white poem. There is a suggestion of
eruelty in pure and beautiful whiteness, untouched by rose
tones. This is apparent in Symphonie en blang majeur;
and red can suggest suffering through love, as well as
passion. This is significant, for the hand may well
be that of Cleopatra, whom Gautier portrays as a fatal
woman, irresistible and cruel in Une Nuit de Cl€opfitre 1.
This queen murders her lover after sleceping with him.
This is why love is frightened by this Impéria‘s pala,

"eeee livre blane

Ou Véhus a trace des signes

Que 1'amour ne lit qu en tremblant" (v 10, lls 2-4).

Iup&ria illustrates a theme which interested
Gautier - that of experiencing love for a statue or
woman from the past. This is alsoc the theme of
Ne touche pas aux marbres 2. which deseribes a white
statue of Veanus,

"Elle est 12, devant vous, de sa blancheur

vétue,
Et parfois on oublie, admirant sa beauté,

1. Le Roman de la Momie (3 Contes)
2. Pofsies complétes vol 2.



La neigeuse froideur de la divinit€
Qui de son regard blanc, trouble, fascine et
tue.” (p 259, v 2).
Etude de Uaing reveals Gautier's fascination
with beauty, cruelty and magnificence in the pagan
world. Impérids hand is portrayed in beautiful
imagery such as "...lys par l'aube argent‘i'
Lacenaire the other aspect of the pagan world describes
aristocratic debauchery and ugliness. The hideous
colours of the hand
"Cette chair froide au duvet roux" (p 13, v 2, 14)
'Homitiég et toute jaune
Comme la main d'un pharaon," (v3, 1lls 102) suggest
depravity,
"Un prurit d'or et de cheir vive” (v 4, 1 1)
"On y voit les Qeuvres mauvaises
Eerites en fauves sillons," (v 6, lls 1-2)
Lagenaire equals Impérids extravagance in his debauchery.
Etude de mainsg I describes
"Romans extravagants, posues
de haschisch et de vin du Rhin" (p 12, v 9, 1lls 1=2).
The second poem describes,
"Les débauches dans les Capries
Des tripots et des lupanars
De vin et de sang diaprées, (p 14, v 7, 1ls 1=3).
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The association in Gautier's mind between wine and
the colour red, is made evident in M 1.
"Wive le pur sang de la vigne
Qui sort des grappes gu'on tx%}igne!

Vive ce ruiis en liqueur!"”

"Nous autres pfgtras de la treille,

Du vin nous portons les couleurs.

Hotre fard est dans la bouteille

wui nous fait la trogne  vermeille

Et sur le ne:z nous met des fleurs.” (p 219, v 1,
ils 3=6, v 2).
In Lacenaire tae redness of wine and blood,

"Comue 1'ennui des vieux Césars!® (v 7, 1 4)
has also the significance of violent passions and
cruelty.

The contrast between the classical beauty
of Impérie and the depravity and cruelty in Lecenaire,
is similer to the imagery of Ribeira 2. particularly
verses 8 and 10 (p 273)

"Pour toi, pas d'Apollon, pas de V:aus pudigue

Tu n'admets pas un seul de ces beaux r‘?o.

blancs
Taillés dans le paros ou dens le pentélique.”

"Tu sonblca'cnivr:'pnr le vin des supplices,
Comme un C@sar romsin dans sa pourpre 1nsult;:“

1. Poésies aompf?tcs vol 2. 2. Espdﬁi
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Other poems which refer to Greek and Roman
times are Blchers et Tombeaux, Coniralto and Apollonie.

In Bﬁbhgrg et Tombeaux, Gautier reveals his
hatred for the medieval obsession with death, and
preference for pagan funeral pyres. The pagan death
is white; not the colour of the Gothic skeleton,
but the colour of ivory (p 75, v 11, 1 3)and of
marble urns "paros étincelant" (p 77, v 25, 1 2),
where

"Amours, aegipans et bacchantes

Dansaient autour du monument." (p 75, v 6, 1lls 3-4).

In Contralto the woman's deep, almost masculine
voice suggests the statue of Hermaphrodite, "sur un 1lit
de marbre sculpte,” (p 30, v 1). In the same poem
Tanor?&e, the crusading hero, is seen, as an image for
bravery,

"... avec sa cuirasse,

Son epée et son casque d'or. (p 32, v 17, 11ls 3-4).
The word "Apollonie", in the poem of the same name,
also conjures up a picture with gold in it.
There is ivory and brass, suggested by the name

"Sur la lyre au plectre d'ivoire,

Ce nom splendide et souveraine

Beau comme l'amour et la gloire

Prend des resonnances d'airain." (p 64, v 2).

and the priestess at Delphi,
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"Quand relevant sa robe antique

Elle s'assoit au tré%ied d'or,

Et dans sa pose fatidigue

Attend le Dieu qui tarde encor." (v 4)

Both Contralto and Apollonie are examples of sound-
imagery. The inspiration derives from hearing music
or a word, not from looking at a picture or a statue.
Apollonie is called "écho gree du sacre vallon."
(p 64, v 1, 1 2).
This is perhaps why the classical images in these
poems use metallic images such as gold and brass, which
suggest not merely colour but a quality of sound. 1In
the same way Paganini's music is depicted as gold in
Variations sur le Carnaval de Venise,

"Et brodant la gaze fanée

Que 1l'oripeau rougit encor,

Fait sur la phrase dédaigné;

Ceurir ses arabesques d'or". (p 16, Pt. I, v 8)
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THE ORIENT

Images are drawn from the Orient in Efgiacg
where Goethe is seen creating an oasis of art during
war-time. Gautier sees himself similarly isolated,
"Comue Goethe sur son divan
A Weimar s'isolait des choses
Et d'Hafiz effeuillait les roses,” (p 3, v 3).
The rose-image suggestis rich colour, as does the
"caftan d'escarboucles," worn by the sultan in
Imggi;g (p 12, v 5, 1 3) and the "rire de corail"
of the harem-girl in Le Poeme de la femse (p 8, v 11, 1 4).

In Digmant du c@eur a tear-drop shines with oriental
splendour,

"Et, pour moi, cette obscure tache

Reluit comme un ézrin d'Ophyr,

Et du véiin bleu se dggacho

Diamant égloa d'un saphir." (p 27, v 9).

Ce que disent les hirondelles draws a picture
of a blue and white Mediterranean-Orient, and Gautier
seem8 to transfer the dying autumn colours of yellow
and gold, also described in Egggézi d'Automne, 2.

"Bt 1a Je me souviens du soleil de septembre

Qui donnait & la grappe un jaune reflet

d'ambre (p 41, 1ls 17-18)
to the eastern world,
"Les Hadjis comptent leurs grains d'ambre
Sur le seuil, d'un rayon chauftét" (p 96, v 6, 1ls 3=4)

-~ -~
2. Poesies completes vol 1.
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"au soleil d'or, au printemps vert!"™ (p 97, v 16,
1 4). Light and dark touches are added by the
"blondes vapeurs de fumée" (p 96, v 6, 1 2)
and by the "noirs piliers" (v 8, 1 4).
The swallows represent a desire to escape to
the warm, blue world of the Mediterranean,
"e.. quand l'automne a raccourci les jours,
Pour les blancs minarets quittant les noires tours,
Vers 1'immuable azur d'ol jamais pleur ne tombe." 1.
(LiHirondelle p 308,v 2, lls 3-4)
Blue is a dominant colour in {e¢ que disent les
hirondellesg, the swallows are themselves blue in
colour and one of them speaks of the sea and sky,
"La cinqui?me: Je ferai halte,
Car 1'age m'alourdit un peu,
Aux blanches terrasses de Malte,
Entre l'eau bleue et le ciel bleu. " (p 96, v 10)
In another poem, Gautier speaks of being surrounded
by Mediterranean sea and sky,
"Cercl? d'un double azur par le ciel et la mer," 2.
(p 279 J'é%ais monté plus haut v 13)
There is a brilliant blue and white contrast in
"... blanches terrasses de Malte," and in "Plaines

brunes, pics blancs, mers bleues,
Brodent d'écume leur bassin!" (Ce que disent les
hirondelles p 97, v 13, 1 4)

1. Derniers Sonnets. 2. Ecpigh.
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A similer contrast of Mediterranean colour is described
in Dans un baiser, L'onde. 1.

"Ton dOme blanc, Sainte - Sophie,

Parle au ciel bleu," (p 72, v 2, 1ls 5=6).

The contrast between Paris and the Orient is
illustratedy Nostalgies g'OQEliagueg

The Obelisk of Paris, reflecting on his native
Egypt, sees his surroundings in drab wintry colours.
There is the same idea of rust. meaning decay in
Ce que disent les hirondelles (p 97, v 14, 1 4).

"Neige, givre, bruine et pluie

Glacent mon flanc dgja rouillé"; (p 40, v 1, 1 4).
On the other hand, Paris seems gaily-coloured to the
Obelisk of Luxor,

"Les fontaines Juxtaposigs

Sur la poudre de son granit

Jettent leurs brumes iriaézég" (p 45, v 17, 11s 1=3).

Two moods are dominant in the poem. In Part I
there are the “pﬂleura de nostalgie" (p 40, v 2, 13)
and in Part II there is "Spleen lumineux de l'orient"
(p 44, v 9, 1 4). The first mood has a typical
romantic association of nostalgia and pallor expressed
. in

"L'albadtre ol la mélancolie

Aime a retrouver ses paleurs;" ( p 23, Symphonie
en blane majeur v 15, 11s 3-4) and in Carnaval de Venise
Pazt IV |

& -~
1. Poesies comnletes wnl 2.
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"J' ai revu, pfle et triste encore,

Mon vieil amour de 1'an pass&." (p 20, v 3, 1lls 3-4).
An even greater depression linked with pallor occurs
in Tristesse en mer,

"Plus pfle que le ciel livide

Je vais au pays du charbon

De brouillard et du suicide;" (p 50, v 3, 1lls 103).
But the most intense form of depression "Spleen
lumineux de 1'Orient" is described in terms of brilliant
whiteness, "Produit des blancs reflets du sable,

Et du soleil toujours billant,"” (p 44, v 9, lls 1=2).
As in other poems, there is an intense awareness of
blue Mediterranean skies. Parisian skies are dreary
by comparison, "air qui n'est jaM®ais bleu," (p 40, v 2,
1 4) and Obelisk I yearns for the Egyptian sky

"Plongeant dans l'azur immuable

lMon pyramidion vermeil," (v 4, 1lls 1-2).
The colours, pink against a blue sky, also appear in
ferspective, 1.

"D'abord la Giralda, dont l1l'ange d'or scintille,

Rose dans le ciel bleu, darde son minaret;"
(p 289, v 2, 11s 1-2).

However the skies of Egypt are brilliant in
their intensity, in verse 2 there are "fournaises
d'un ciel de feu" (p 40, 12) and in Une Nuit de Cléopdtre 3.
Gautier describes the skies in the same way, but also

1. Espana.
3. Le Roman de la Momie (Trois Contes).
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whitening with heat,

"..sl'azur du ciel blanchissait de chaleur
comme un metal a la fournaise; (p 4). The furnace-
image is extended to include fiery colours, "une
brume ardente et rousse fumait & 1'hourizon incendie.”
(ibid). The same image of the sky's furnaces if
found in Tristesse en mer,

"Le Jjour tombe; une fine pluie

Eteint les fournaises du soir" (p 50, v 2, 1lls 1-2).
The intensity and monotony of the pure blue sky adds to
the boredom of the Obelisk of Luxor,

"Au-dessus de la terre nue,

Le ciel, autre dé;ert d'azur,

Ou jamais ne flotte une nue,

S'étale implacablement pur”. (p 43, v 3).
And the sinister figure of the wheeling hawk is
described as "Noire virgule du ciel eclair" (p 44,
v 6, 14). In a similar way, La Caravane 1. depicts
the world as a desert where,

"La seule ombre qu 'on ait, c¢'est l'ombre du

vautour,

Qui traverse le ciel cherchant sa proie immonde."
(p 229, v 2, 1lls 3-4).
1. Choix de Poésies.
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Obelisk I remembers an Egypt which is vividly
colourful. He compares the picture of the needle
reddened in the fiery sky and "vermeil" against
"l'azur immuable" with his present pallor against the
dull Parisian sky. He speaks of his brother "aux
teintes roses" (v 3, 1 3) of tracing the sun's
shadow on the sand (v 4, lls 3-4) of the brilliant
Egyptian birds, compared with the French sparrows,

"Les moineaux francs souillent ma tete,

Ou s'abattaient dans leur essor

L'ibis rose et le gypacete

Au blanc plumage, aux serres d'or" (p 41, v 8, lls
3-4).

The picture of the ibis and ithe gypaeie is idealistic.
Compare, for example, the "serres d'or" of the
gypaete with the "bottes jaunes" of the blackbird
in Le Merle (p 120, v 1, 1 4). There is an equally
rich description of the Pharoah's chariot "d'or
efoile”de nacre" (v 11, 11 ) and of the "embleRes
doref et peints;" (p 42, v 12, 1 4) carried by the
priests. The glory of Ancient Egypt is described
in colour, unmatched by the picture of Paris, which
is both hated and colourless, except for the comparison
of the Seine and the Nile, the former described as
"noir egfout des rues" (p 41, v 9, 11) in contrast to,
"Le Nil, ge@nt & barbe blanche
Coiffe’de lotus et de jones," (v 10, lls 1-2)
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suggesting age and grandeur.

The Cbelisk of Luxor also speaks of the red
colours of the granite, in the final verse,

"Des veines roses de szne

Coume moi cependant il sort," (1lls 1-2)
and assigns to the other Obelisk not the ”ﬁaleurs de
nostalgie" but the scarlet of ycuth, "Il est
vermeil, il rajeunit!" (p 45, v 17, 1 4).
But Egypt is described in dead colours, the Nile is
not here scen as a venerable giant, but as a dead river,

"Le Nil dont 1'eau morte s'gkame

D'une pellicule de plomb

Luit, ride par l'hippopotame

Sous un jour mat tombant d'aplomb.”™ (p 43, v 4)
There is a similar deseription in Une Nuit de Cleopatre,
"Le soleil du midi de’eochait ses rl:ehes de plomb;
les vases cendrézs des rives du fleuve langaient de flamboyantes
reverberalions ....

L'eau du Nil, terne et mat, semblaient s'endorflier

dans son cours et s'é%alor en nappes d'etain fondu."

(p 4).
The crocadiles in verse 5, part II Nostalgies
‘glgggi;ggg;. are seen baking "sur le sable en feu

des T1ots," which suggests the heat and flaming light

7
of the "flamboyantes reverberations,"” mentioned above.
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0f the birds, the rose-coclour of the ibis is
not menticned, but the hawk is described as "Noire
virgule du ciel clair.”"

There is a stress on whiteness, the colour of
death and eternity "blancs reflets du sable"
"Spleen lumineux" (p 44, v 9, 1lls 1 and 4) and
"les canges a voile blanche" (p 45, v 14, 13).

The basic colour-scheme of the poem then is
granite-red or rose, blue, white, grey, yellow or
gold and black. Red is desirable and youthful, it
is also the colour of fire; grey, white and yellow
may be beautiful, but they may also be the colours
of death. The Obelisk of Paris sees them as rich
and beautiful; Obelisk II sees them much duller.
or signifying a boring eternity. Elue skies are
desired in Paris, but hated in Egypt. Cleopatra
remarks,"cette Egypte m'aneantit et m'éhraae; ce
ciel avec son azur implacable, est plus triste que
la nuit profonde de 1'Erebe.” (p 10 Une Nuit de
Cléopdtre).
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—

LE POEME DE LA FEMME

Several aspects of eastern and Mediterranean
colour imagery, and also love-poetry, are summed
up in one poem - Le EQEme de la femme, in which the
different poses of the woman revealing her body,
are described in terms of white, classical beauty
and coloﬁrful, varied exoticism. She appears first
as a Spaniard,

"Ireéfnant avec des airs d'infante

Un flot de velours nacarat." (p 7, v 2, 1lls 3-4).
"Nacarat," meaning orange-red, frowm the Spanish
"Nacarado" belongs to the same ricu, warm colours
that deseribe Cermen end Eugénie Fort. The nearest
colour to Nacarat in Emaux et Camées "de chaudes
teintes orangées," refers to Eugéuie (p 107, v 30,
11 Le Chateau du souvenir).

The transition from Spain to antique art is
emphasized by wuiteness, or by words which suggest
this "nuage de batiste" (p 7, v 4, 1 3) "tourterelle
blanche® (p 8, v 5, 1 3) "pieds blanes"™ (ibid 1 4).
The turtle-dove belongs to the group of white dove
images which are common in the love poems (e.g. Plaintive
tourterelle).

"Ensuite, en sa verve d'artiste,

Laissant tomber l':;aia velours,

Dans un nuage de batiste
Elle :iauoha ses fiers contours.
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Glissant de 1'€paule’a la hanche,

La chemise aux plis nonchalants,

Comme une tourterelle blanche

Vint s'abattre sur ses pieds blancs"

The theme of the woman revealing her splendid white
body is recurrent in Gautier's work. One may compare
Le Podme de la femme with Mademoiselle de Maupin,
where Madeleine reveals herself to d'Albert, (p 365)

"...5a robe tomba sur ses pieds comme par
enchantement. Elle demeura tout debout comme une
blanche apparition .... La chemise .... roula
jusqu'aux hanches dont le contour ondoyant 1'arreta
a-demi ... Mais, comme la chemise n'Gtait pas de
marbre et que ses plis ne la soutenaient pas, elle
continua sa triomphale descente, s'affaisa tout
%a faire sur la robe, et se coucha en rond autour
des pieds de sa maitresse comme un grand lévrier blanc."

In the same way, the heroine of Le Roi Candaule
appears,

"(Nyssia) jeta a son tour la tunique et le
blane p&ime de son corps divin apparut tout 3 coup
dans sa splendeur."2{p 86).

Another girl, Gretchen, is also made to appear in
La Todison d'or 3.
"La chaste fille fit tomber ses vétements avee

une impudeur sublime et, relevant ses cheveux comme

2. Le Roman de la Momie-(Trois Contes)
3. See Emaux et Caifces (Minard) p 25
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Aphrodite sortant de la mer, elle se tint sous le
rayon luamineux". (p 24).

The woman in Le Poehe de la femme appears as
Venus Anadyoméhe, the subject for a classical
sculpture, with the usual accompaniment of pearls,
like water-drops,

"De grosses perles de Venise

Roulaient au lieu de gouttes d'eau,

Grains laiteux qu'un rayon irise." (p 8, v 7, 11ls 1-3).
Her skin is described as "frais satin" (v 4) and as
"narbre de chair.” (v 6, 1 2).
In the sawe way Gautier speaks of

".eo la vierge de Grece

Marbre vivant;" 1. (Sultan dahmoud p T5,v 5, lls 1-2)
The association between the Venus-image of woman, skin,
water and pearls (and usually the colour rose) is one
which Gautier frequently evoked in his poems, as has
been illustrated in the section on Greece and Roue;
it also occurs in his prose-writing, for instance, in
this description of = painting by Ingres,

"la Venus Anadyomehe d'Apelle est retrouvee
+..la gorge se gonfle, souleve® par un premier soupir;
la hanche se dessine, et les contours s'enrichissent
des rondeurs de la femme «... Ses bras, leveS au-dessus
de sa téle avec un mouvement de grace indicible, tordent
ses cheveux blonds d'ou ruissellent des perles, larmes

de regret de la mer desolée de porter ce beau corps au
1. Poésies completes vol 2.
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B
LS

rivage (L'Atelier de M Ingres en 1848, L'Evenement,
2 August 1848) 3. (p 25)

Whiteness and grace are combined in the image
of moonlignt on water in verse 9 Le Polme de la femue.

"Comae les flots baisant le sable

Sous la lune aux tremblants rayons,

Sa grace ¢%tait intarissable

En molles ondulations." ( p 8)

The contrast between classical beauty and the
oriental harem=-girls is marked by a vivid flash of
red, described as coral,

"Riant au miroir qui l'aamire

Avec un rire de corail;" (p 8, v 11, 1lls 3-4).
There is a similarity between the woman described here
and Vefonique in Albeitus 1.

"Sa peau plus brune encor sous la blancheur

des draps;

Avec ses grands cheveux aux naturelles boucles,

Ses yeux efincelants coune des escarboucles,

Son col blond et dore, sa bouche de corail,

Son pied de Cendrillon et sa jambe divine,

Et ce que 1'ombre cache et ce que l1l'on d&‘ine.

Seule elle valait un seFail," (p 176, eII, 1lls 6-12).

The rich gem-imagery of white pearls and red coral gives

place to diamonds in Le Poelle de la femme, describing

beauty at its height,

1. Albertus ou l'afle et le peéhcf 3. See Epaux et
Caueés (Minard)
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"Voiei le tablemau dans son jour

Le diament dans sa lumiere

Voici la beauté dans 1'amour!™ (p 9, v 14, 1lls 2-4)
and in verse 16 the eyes are described,

"Des paupieres battent des ailes

Sur leurs globes d'argent bruni,

Et 1'on voit monter ses prunelles

Dans la nacre de 1l'infini."

The love-death is desceribed in white-language
"linceul de point d'angleterre" (p 9, v 17, 11) and
"tombeau blanc" (p 10, v 19, 1 2) wahite being the
colour associated with deatin; and the pearls reappear
to symbolise mourning

"Chaque perle est une larme," (p 9, v 18, 1 3),
replaced by the richer blue of Parma violets (ibid 11),
suggesting the passionate death.
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WHITE IMAGER
Symphonie en blanc majeur contains the most

comprehensive series of white images in gggg;_gj_g;ggii,
or indeed anywhere in Gautier's peotry. The adjective

"blanc" or "blanche" occurs fifteen times; +the noun
"blanc" or "blancheur" is used four times. The
vocabulary of words suggesting whiteness: gem or
mineral words (nacre®, marbre, mica, argent, laiteux
opale, ivoire, alb@tre, stalactite), landscape words
(clair de lune, glaciers, givre, eGume, avalanche,
glace), birds, plante, animals (aub€pine, papillons,
moelle de roseau, lis, hermine, colombe, cam€lia
blanc), swan-women. There are also adjectives such
as "lacté€e," "laiteux," "&blouissant," "€toile," and the
word symbolically associated with whiteness, "vierge."
There are other white nouns as well (cierge, hostie,
satin blanc, blanches dentelles).

The white imagery begins with the northern-
exotic and fairy-tale figures of swan-women,

"De leur col blanc courbant les lignes

On voit dans les contes du Noxd,

Sur le vieux Rhin, des femmes-cygnes

Fager en chantant pres du bord," (p 21, v 1).
The swan-neck image also appears in Ballade 1. where
a woman is described,

"Col de cygne qui se penche,

Flexible comme la branche
1. Poésies completes vol 1.
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Qu’ au soir caresse un vent frais," (p 79, v 3)
and the whiteness of the swan's-neck describes a
girl's arm in Nonchaloir 1.

"... son bras rond plus blanc qu'un col de

cygne," (p 83, 1 13).

One swan-woman in the Symphonie is described in
terms suggested by her northern origin,

"blanche comme le clair de lune

Sur les glaciers dans les cieux froids;" (p 21,
v 3,11s 3-4).

"... boréale frafcheur," (v 4, 1 2)

"Coume dans une nuit du pale

Un givre invisible descend" (p 22, v 7, lls 3-4)
There are images which belong more to Mediterranean
and classical descriptions,

"... chair nacrée"(v 4, 13)

"Paros au grain éblouissant” {p 22, v 7, X 2)s
There is a blending of images such as

"de quel mica de neige vierge," (v 8, 11)

"... la goutte lactée

Téchant 1'azur du ciel d'hiver,

Le 1is a la pulpe argentée," (v 9, 1lls 1-3),

"Le vif-argent aux fleurs fantasques

Dont les vitraux sont ramagés

Les blanches dentelles des vasques

Pleurs de l1l'ondine en l'air iigéi;' (p 23, v 13).

1. Poésies complétes vol 1.
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The complexity of this imagery suggests that
it is not the whiteness of the woman which is the major
theme, but variations on the theme of whiteness itself.
One image evokes others and there are degrees of whiteness,
the swan-womgn reveal their bodies (p 21, v 2),

"Faire luire leur peau plus blanche

Que la neige de leur duvet." (lls 3-4),

"Dans ces grandes batailles blanches

Satins et fleurs ont le dessous

Et, sans demander leurs revanches,

Jaunissent comme des jaloux.™ (p 22, v 6).
There is also variety in the whiteness,

"L'argent mat, la laiteux opale

Qu'irisent de vagues clarte®;" (v 10, 1lls 304)

"Paros au grain eblouissant,” (v 6, 1 2)
and there are contrasting colours,

"A-t-on pris la goutte lacte®

Talhant 1'azur du ciel d'hiver," (v 9, lls 1-2)

"Larme blanche de 1l'antre noir" (p 23, v 15, 1 4)

"Oh! qui pourra mettre un ton rose

Dans cette implacable blancheur!" (p 23, v 18,
1ls 3-4).

Comparative white imagery also occurs in other
poems by Gautier, for instance,

"La blanche porcelaine est d'un blanc moins pur

Que son col transparent et ses tempes d'agate" 1.

(Sonnet p 241, v 1, 1ls 374).

1. Chaiv da PacBiea.
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"eee uUn r‘ieau de guipure,

Comme un filet d'argent, sur un marbre jete;

De votre sein, voilant a demi la beaute,

Montrait, sous sa blancheur, une blancheur

plus pure.” 1. (B ose, baiger bleu

p 310, v 1, lls 3-4)

Abstract and semi-abstiract nouns are described
as white images,

", .. débauches de blancheur"” (p 21, v 4, 1 4)

"... batailles blanches" (p 22, v 6, 1 1)

"... de blancs se crets gelc/"' (p 23, v 19, 1 4).

Cther examples of this occur in Emaux et Came€s. In
Impéria, "... unc blanche poesie," (p 11, Etude de
Mains, v 2, 1 3)

"Dans un tourbillon de blancheur,” (p 61 Odeleite
anacreontigue v 4, 1 4).

The white imagery in Symphonie en blang majeur
suggests great beauty and extreme coldness, which relate
to the woman who is the poem's subject. The warmth
which is lacking the "ton rose" in the final verse, is
her lack of feeling, as is the "implacable blancheur"
in the final line (p 23). The pale, supernatural
ereatures - swan-women, nymph, "ondine" (p 23, v 13, 1 4)
"Madone des neiges” (v 16, 1 3) and "sphinx” (v 16, 1 4,
v 17) are images of Gautier's eternally cruel women,
who have a fatal attraction for men, and who seem

scarcely to be made out of flesh and blood. This
1. Derniers sonnets.
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This particular type - the cold, white woman also
appears in lMademoiselle de Maupin,

"Vois - tu ce beau cygne méiancolique qui
deploie son cou si harmonieusement ... c'est la
modestie ﬁgme, tout ce qu'it ya de plus chaste et
de plus virginal au monde; c'est un front de neige,
un coeur de glace, des regards de madone, un sourire
d'agnes, elle a une robe blanche et 1Yaue pareille;
elle ne met dans ses cheveux que des fleurs d'oranger
ou des feuilles de nénufar, et ne tient & la terre
que par un fil." (p 74).

The images of white satin and camelias (p 22,
v 5) and of ivory piano-keys (v 11) are taken from
the Parisian drawing-room setting where lMadame
Kalergis, the subject of the poem, played the piano.
She was a Ioreigner, whom Gautier admired, but who
did not respond to his admiration. ©She was also a
pupil of Chopin. 1.

"Papillons blancs™ in verse 11 belongs to the
white butterfly imagery which is common in Gautiers
love poems, or love themes, for exaaple,

"Le papillon, blanche 6%1ncelle.

Qu'en ses dd‘fours et ses ebats

Poursuit un papillon fidéle," (p 32 (Contralto
v 13, 1ll1ls 1=2).

"On dirait une rose blanche

Qu'aurait fait rougir de pudeur
1. See note 11 p 325 Emaux et Camées
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En la lutinant sur la branche

Un papillon trop plein d'ardeur." (p 32
La Rose-the v 13, lls 1-2).

In another collection of poems there is a love-poem
called Les Papillons, beginning with this verse,

"Les papillons couleur de neige

Volent par essaims sur la mer;

Beaux papillons blanes, quand pourrai-je

Prendre le bleu chemin de 1'air?" 1. (p 199).
Similarly the dove-image (verse 14) is common in
Gautier's love-poetry.

In verse 13 the "Pleurs de 1l'ondine en 1l'air
rigeﬁ;" (p 23, 1 4) which echoes "Larmes des flots
pleurant Venus (p 4, v 2, 12) in Affinites secretes,
suggests sorrow; and the stalachite similarly is
called "Larme blanche de l'antre noir" (v 15, 1 4).
Melancholy is linked with alabaster and pallor (v 14).
This is the romantic association of pallor, melancholy

and passion. In Mademoigelle de Maupin there is

"Vois - tu ce beau cygne melancolique..." and in the
same passage, "Cette virginale eréature ... d_d;J;
nuppufz dans sa tete ce que les promesses de ta pgleur
et de tes yeux noirs pouvaient tenir d'amour et de
passion;™ ( 74 - 75). Gautier links alabaster with
death and with tombs, for instance, in his description
of death 1.

"Le Bouton de sa gorge est blanc comme 1'albatre

1. Choix de poé;ie.. 1. La Comedie de la lort.
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Au lieu d'gtre vermeil," (La Mort p 192, v 1,
11s 5-6),
and describing tombs in Portail, 1.
"L'albgtre s'attendrit et fond en blanches
larmes;" (p 189, v 16, 1 2).

The final symbol of the woman's mystery,
coldness and beauty is the sphinx, image drawn from
the Orient and transferred to a northern setting,
which is white and cold

"Un sphinx blane que l'hiver sculpta,"

"Sphinx enterre par l'avalanche

Gardien des glaciers etoilés" (p 23, v 16, 14,
v 17, 1lls 1=2).

In Symphonie en blanc majeur the imagery to
describe a Parisian setting is drawn from a mixture
of northern, classical and oriental allusions. In
Fantaigsies d'hiver snow, in the Tuileries garden,
is seen imposing a northern mantle on classical goddesses,
again a mixture of images,

"Sur la mode parisienne

Le Nord pose ses manteaux lourds,

Comme sur une Athiaionne

Un Scythe ‘;ondruit sa peau d'ours (pt IV , p 70,
v 1),

Some white images which occur in other poems
and which may be compared with those in the Symphonie
1. La Comedie de la Mort.
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are : the ermine image,

"Douce comme un duvet d4'hermine,

Sa gorge mon royal tresor; " 1. (Absence p 231
v 7, 11s 3-4)
alabaster,

"Voyez ces belles chairs, plus pur que l'albgkre,

Ou dans la blancheur mate, une veine bleuatre

Circule en transparents reseaux." 1. (Le Thermadon
Pt II, p 245, v 2, 11ls 4-6)
opal (to describe the breast of Vé;onique, another
cruel vampire-type), 2.

"... on dirait une boule d'opale

L~
Coupee en ceux, a voir sa forme et sa blancheur".

(Albertus p 157, xx, 1lls 8-9)

1. Choix de Poesies 2. Albertus ou 1'ame et le péeche.
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THE ILOVE PO

About half the poems in Emaux et Camces may
be classed as love-poems, because they are concerned
with beautiful women and erotie passion. Some of
these poems have already been dealt with in the
category of classical or exotic imagery. The
remainder may be grouped according to the main images
or colours. These are death, rose (flower and colour)

dove and sea. Diamant du coeur and Les accroche-
coeurs do not fall into these groups. Nor do La Fellah

P
and Le Monde est mechant.

DEATH

Gautier describes many lovely, dead ladies
(Ines, Cidalise and Imperia for example). Love and
death are treated together in Le PEgme de la femme
(verse 15 = 19), in which the woman dies in ecstacy,
and in ette t » wWhere love and beauty
are to be preserved indeath. Similar ideas occur in
both poems.

"Pas de suaire en tolle fine

Mais drapegz-mol dans les plis blancs

De ma robe de mousseline," (Cogquetterie postihume
p 24, v 3, 118 1=3)

"D'un linceul de point d'Angleterre

Que l'on recouvre sa beauté" (Poeme de la femme
P9, v 17, 118 1=2).
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"Posez-mol sans jaune immortelle

Sans coussin de larmes brode

Sur mor oreiller de dentelle," (Coquetterie
Rosthume p 25, v 5, 1lls 1-3)

"Que les violettes de Parme

au lieu des tristes fleurs des morts

Ou chague perle est une larme

Pleurent en bouquets sur son corps."”

"Et que mollement on le pose

Sur son 1lit, tombeau blanc et doux." (Le Pocme
de la femme p 9-10, v 18, v 19, 1lls 1-2)

The choice of violets, as the flower, for
mourning, is interesting. Violet was the colour
for French court mourning and Parma violets were
in vogue when Gautier was writing. He associates
the flower with love and passion, or with death,
or, as in Le PgEms de la femme, Death is depicted
as a pale virgin in La Mort 1. wearing hemlock and
violets around her heead,

"Des feuilles de cigue aveec des violettes

Se nglonz sur son front aux blanches bandelettes
(p 193, v 4, 118 1=2).

Dernier vgeu, which concerns love and age and
death, has a contrast of rose for youth and love,

pallor for age and death, which has already been

i
1. La Comedie de la Mort.
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remarked upon in the section on poems of nature.
What remains to be noted is the flower symbolism of
white lilac for death in the second verse,

"Des lilas blancs de cimetiere
Prés de mes tempes ont fleuri;
J'aurai bientot la touffe entiire

Pour ombrager mon front flétri." (p 125).
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ROSE

Like violets, roses are sometimes associated
with love and death 1. Both the flower and the
colour, rose, are important in Gautier's love-
imagery. For instance, the word "rose" either as
an adjective, noun, or the name of the flower, appears
twentyeight times in connection with love, in Emasux et
gaméégﬁ Rose" appears twice in the same connection,
as does "rosier". Of the six times when the adjective
is used non-erotically, twice there are erotiec
associations or images. In Carnaval de Venise the
"facade rose" follows a description of domes "coune
des gorges ronaes.

Que souléve un soupir d'amour." (pp 16 - 17,
v6,13 v5, 11s 3-4). In La Bonne soirée the
"papier rose a dgzoupurol' resembles "un sein blane
sous des guipures" (p 128, v 3, 1lls 1-2).

A une robe rose and nggggg:jg; both have
numbrous variations in rose shades, but the
best example of this is to be found in another poem,
"Le Rose 2., where the poet invokes the whole range
of pink and red to describe a blush,

"Je connais tous les tons de la gamme

du rose,

Laque, pourpre, carmin, cinabre et vermillon,"

1. See section on Spanish Exoticism - descriptions of Ines
and Cidalise.

2. Derniers sonnets.
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(p 307, v 1, 11s 1-2). He then procecds to create
a series of rose images,
"Je sais ton incarnat, aile du papillon,
Et les teintes que prend la pudeur
de la rose.
J'ai, sur le Mulhacen lame de blanc paillon,
Vu la neige rosir sous le dernier rayon
Que l'astre, en se couchant, comme un baiser y pose"
(ibid. 1lls 3-4, v 2, 1lls 2-4).
Compare the butterfly and rose of the first stanza
with the second stanza of Lg Rose-the,
"On dirait une rose blanche
Qu' aurait fait rougir de pudeur,
En la lutinant sur lea branche
Un papillon trop plein d'ardeur." (p 91)
Butterxflies as a love symbol in Eggg;_gﬁ_gggigg
have already been commented on, in the section on
white imagery. Richly-coloured butterflies,
symbolising love and disillusionment, are to be
found in Thébalde 1.
"J'ai mis sur un plateau de toile d'araigné;
L'amour qu ' en mon chemin j'ai regue
et donnﬁ;;u
Puis sur l'autre plateau deux grains de vermillon
Iaupalpable, qui teint l'aile du papillon,

Et j'ai trouvé 1'amour léger dans la balance."
1. Choix de Poésies.
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(p 201, 1l1s 27-31), and in Albertus 1.

"L'amour sen est allé, Dieu sait ou; - ma princesse,

Comume un beau papillon qui s'enfuit et ne laisse

"qu'une poussiere rouge et bleue au bout des

doigte,” (p 165, 1lls 4-6).

In his poems Gautier frequently assoclates
the newly -~ awakened emotional responses of the
young woman with the colour of blushing by the image
of "la pudeur de la rose" or "rose de pudeur," for
-x#mpl-. in 4 une robe rose,

"Ou bien l'étoffe est -elle teinte

Dans les roses de la pudeur?" (p 54, v 6, 1ls 1-2).
There are also "ciel rose de la pudeur,” (Odelette
anaogeontique p 61, v 1, 1 4) and the tree in La Fleur
ul t € ’

"Pourtant le péEhsr est tout rose

Comue un desir de la pudeur,” (p 122, v 4, 118 1-2),
and also another example,

"Et 1'enfant €tait femue, et dgji le bouton

frahissait en s'ouvrant les pudeurs de la rose." 2.
(A une jeune amie p 306, v 3, lls 3-4).

Compare the Venus~image in verse 3 of Le Eoge
with the fifth verse of A une robe rose,

"Est - ce 2 la rougeur de l'aurore,

A la coguille de Venus

Au bouton de sein pres é'éclore

Que sont pris ces tons inconnus?™ (4 une robe rose
p 54, v 5)0

1. n1§grtua ou l'ame et le Pi&hil
9, Poesies diverses.
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and, "Jetant le voile gui te pese
Realite que 1'art reva," (ibid. v 7, 1ls 1-2).
"J'ai vu l'aurore metireun doux reflet pourpre
Aux Végus soulevant le voile qui leur sze,“

(Le_Rose p 307, v 3, 1lls 1-2).

The final stanga of le Rogse contains the image
of nature's palette,
"iiais le rose qui monte a votre front nacre
Au moindre madrigal qu;on vous force d'entendre
De la fraiche palette est le ton le plus tendre.”
The same image occurs in La Rglg-ghg (p 92, v 6, 1 2).
The word "rose" occurs six times in the seven
stanzas of lLa Rgg!-jﬁi and the words "carmin", "rougir,"
"incarnat", "vermeil" occur in the same poem, with
the words which suggest similar colours "chair," and
"sang." Comparative colour is introduced in verses
4 - 5.
"Comme un teint aristocratique
Noirecit les fronts bruns de soleil,
De ses saeurs elle rend rustique

Les coloris chaud et vermeil." (p 91, v 4).

A similar effect occurs in Les Trois Graces de
Grenade 1.

"Prafche a faire jaunir les roses de l'aurore

~
Dans ton ialat, vermeil, dans ta fleur de beaute."

(p 277, v 2, 118 2-3).
-
1. Espana.
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"Rose" appears five times in the eight stanzas
of A une robe rose where "vermeille," "rougeur" and
"chair", also appear. There is a similarity in the
rose (flower) imagery to that of La Rose-thé. The
tea-rose appears in it (p 53, v 2, 1 2) and the bud
"bouton de sein pres d'éalore." (p 54, v 5, 1 3).
The girl in Lz Rose = jgé is described as a rose-bud,
"son bouton aux feuilles mi-closes

De carmin a peine est teinte.” (p 91, v 1, 1lls 3-4)

"Son tissu rose et diaphane

De la chair a le veloute;" (ibid. v 3, 1lls 1-2)

"Son tissu, caresse vermeille

Voltige autour de ta beauté,” (A une robe rose p 93
v 2, 11s 3=-4). The rose-coloured gown in the latter
poem is described very precisely with "frissons argentes,"
(p 53, v 3, 1 2) and reflected light,

"Et 1'étoffe 2 la chair renvoif

Ses eclairs roses refletés” (ibid, lls 3-4).
It is the image for desire,

"Et ces plis roses sont les l;;rta

De mes dégira inapaia‘Q

Mettant au corps dont tu les sévres

Une tunique de baisers.”™ (p 54, v 8).
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OTHER LOVE POEMS

The eyes of thne mysterious woman in Lg Fellab
shine like stars, "d' un feu pur et subtil® (p 114,
v 3,11s 3=4), and they are "un poeme de langueur et
de vo.lupt‘ " (v4 1s 1=2)3 tvuose of the woman in
Les Acoroghe-goeurg are also noted for their languor
"langueurs mon/oi', (p 90, v 1, 1 1).

The eyes in Digment du coeur are "un ciel
d'azur" (p 27, v 8, 1 2) and the tear which falls
fro them is a jewel "Joyau sans prix perle diesoute,
Dans la coupe de mon amour!" (lls 3-4), "Diamant
96108 d'un saphir". (v 91 4). A tear in Le lMonde est
B{Qm& ia described as a "perle de rosee,"”

"Pourtent une larme irisce

Tremble & tes cils, mouvent rideau,

Comme une perle ae rosée

Qui n'est pas prise su verre d'eau". (p 55, v4)
The association between pearls, mother-of-pearl and
love has already been noted 1.

In Dlemgot du coeur there is also the iaage of
the Jaye-wing "une boucle que moire, Un reflet bleu
d'eile de geai,"” (p 26, v 2, 18 3=4), the "cou blane
qui ploie,” (v3, 1 1), echoing the necks of the swane
women in Symphonie en blane majdur, “"de leur col blane
courbant les lignes" (p 21, v1, 1 1), and the description

1. See seotion on Greece and lm..
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of hair, "Retors et fin comme la soie
Que 1'on dévide du cocon". (p. 26, v3, 113 3=-4)
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DOVES

The title of Odelette gggcréantigue suggests

classical Greece and Rome, as does the statue of

"Herues", mentioned in verse 3 (p.61, 1 1).

The poem also has the colours Gautier associates
with love and classicism - pink and white. Except
for "Ciel rose de la pudeur" (v 1,1 4) and the
whiteness of "marbre” in "Hermes de marbre, these are
suggested by a sustained metaphor of a dove, symbol
of Greek mythology, in which it was associated with
Aphrodite whom, as with Venus, Gautier linked pink
and white. The dove descends "Dans un tourbillon de
blancheur"” (v4, 1 4) and kisses with "son bec a

pointe rosee. (p.62, v 5, 1 3).

The dove-image reappears in Plaintive tourterelle,
in which the poet addresses a turtledove,

"Comme toi, pauvre amante,

Bien loin de mon ramier

Je pleure et me lamente" (p. 126, v21lls 1=3).
The colours of this poem are also pink and white,

"Vole et que ton pied rose

Sur l'arbre ou sur la tour

Jamais ne se repose,” (ve3 118 1-3)
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'ﬁvite, ° ma colombe,

La halte des palmiers

Et tous les toits ou tombe

La neige des ramiers." (v 4)
The latter quote echoes the image in Symphonie
en blane majuir, "Le duvet blanc de la colombe

Neigeant sur les toits du manoir" (v 15 lls 1-2).
The dove mourning a lover appears in Lamento 1.

"Sur 1'if, une pale colombe,

Triste et seule, au soleil couchant

Chante son chant." (p. 236, v 1, 1ls 3=6)
The sad feeling of an old love in Carnaval de Venise
appears as a dove, "Un regret, ramier quon éiourfe,'
(p 19, Pt IV, v 2, 1 3). The poet's sadness and
dreans are depicted as doves in Absence 1 and
Les Colombes 1.

"Pour moi, mon ame va tout droit

Coume une colombe ble.l“

S'abattre au rebord de ton toit". (Absence
P 231, vV 6)

"Mon ame est l'arbre ou tous les soirs,

comme elles,

De blancs essaims de folles visions

Tombent des cieux, en palpitant des ailes,"

(Les Colombes p 198, v 3, 1ls 1=3).

1. Choix de Po‘;iot.
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The dove images 13,41:131155_§gg£§13! and
_Rondalla have been remarkad upon. 1.

In Albertug 2. a woman's breasts are
described,

"Ses beaux seins effardﬁ,. au tic-tac

de son coeur,

Tremblaient et palpitaient comme deux tourterelles

Surprises dans le nid" (p 163 L 111 11 9-11),
and the types of the dove and swallow are cuntrasted
to depict the poet's character,

"Je suis une hirondelle et non une colombe,

Le nid ou les ramiers S'abritent les amours

S'ily fallait couver, serait bientot ma tombe.
(L'Hirondelle  p 308 11s 1, 3-4). 3.

Doves are the image which describes sonnets,
poems of love and fantasy in Portail,

"Vous, oiseaux de l'amour et de la fantaisie,

Sonnets, © blanes ramiers du ciel de poizio,

Posez votre pied rose au toit de mon clocher.”
(p 191, v 37).

Finally, the association between doves, love,
the woman and pink and white imagery can be seen very

clearly in Sonnet X. 5.
1. Greece and Rome, Spain. 2. Albertus ou 1'ame et

le piah.f 3. Derniers sonnets. 4. La Comfdie de la mort
5e Po‘iicl colplztoc Vol 2.
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"Mais votre €paule €tait d'un trait rouge
effleurég,

Tel le ramier blanc saigne aux serres de l'autour,

Telle rosit la neige aux premiers feux du jour,

Le carmin s'y mélait a la paleur nacree.

Quelle audace a rays'oc marbre de Paros?"

(p. 267, v2, v3, 1 1).
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THE SEA
Cagrulei oculi and Iristesse en mer were originally

written as one long poem entitled Marine; Flots verts,
yeux verts, in which the colours formed a significant
pattern as Madeleine Cottin has noted, "Traitée a la
tason de ces volets de diptyques anciens dont une
-

face presente de brillantes couleurs alors que le
revers apparait en grisaille, cette "marine" fait
Jjouer en sa prnmi;ro partie toutes les nuances des
bleus et des verts, tandis que la seconde harmonise
ses péi.s reflets avec la tristesse d'un coeur
duole/." 1. (p 63)

The siren's eyes, speaking eternally of love
and disillusionment, reflect the colours of sea and
sky in Caerulei oculi "Azur" appears twice, “glauque"”
(sea-colour) "bleue", "vert", “verdﬁ%rn'. "blancheur
blcue" and “cerul:;n' all appear once. There are also
"nacre" and "perle" and light-words "pailletite",
"gtincelle", "lumiere", "reflet clair". The illusory
quality of the siren is suggested by the vagueness of
the colours. Some colour adjectives are qualified
"azur amer", "azur 1nd:i1n1', "blancheur bleue".
Glauque" and 'ver‘:tr. are themselves imprecise and
the light is dampened and softened, "humide paillette",
"La lumiere s'attendrit” (p 34, v 3, 1 4).

1. Emaux et Galé;l. ‘iition Minard
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Cautier was probably ianspired tc¢ describe in
this poeam, the eyes of Ernesta (risi, sister of
Carlotta. An earlier deseription, taken from a voyage
in 1843, bears striking similarities to Cgerulei oguli,

"Ce sont de beaux yeux d'une teinte Gzrango,
ni noirs ni bleus, ni gris ni fauves, mais d'un vert
d'algue marine, des yeux orageluXeese.

Dans ces prunelles transparentes et profondes, je
reconnais les couleurs de l'odz;n. Il ne faut pas
trop s'y mirer; 1le vertige pourrait vous prendre.
don coeur se trouble ... Que disais - je done?

Qu 'Aphrodite, nee du ciel et de l'é;umn de la mer,
avalt des prunelles de ceilte teinte, ;L 1l'azur des
flots et 1'or du soleil se fondent égalonnnt. et
rappellent ainei sa double origine.” 1. (p. 64).

Other poeams by Gautier have deseriptions of
eyes which echo that in Cgeruled ogcull

"Ses yeux, ou le ciel se r:}l;to,

u‘itnt‘i leur azur aamer,

Qu' etoile une humide paillette”, (p 34, v 211s 1=3)

"Ses yeux d'azur ou le ciel se mire,"
(Scnnet p. 302, v2, 1 2) 2.
"Votre prunelle, ou brille une humide paillette".

{A deux beaux yeux, p. 242, v 1, 1 3) 3.
"La satiéte dort eu fond de vos grands yeux;

1. Emaux et c-éi-. iaiticn. dinard. 2. ro‘;io- Diverses
3. Choix de Poésies
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Ils ont bu la lumiere, ils ont tari la vie

Comme une mer profonde ou s'absorbent les cieux".
(L'Impassible p 240 v 1) 4.

The bird-wing eye-lash image belongs to the group
of bird imagery in Gautier®s poetry. This one, in
keeping with the sea-theme, is the gull,

"Et leurs cils, comme des mouettes

Qui rasent le flot aplani,

Palpitent, ailes inquietes,

Sur leur azur 1nd;}1n1”. (Caerulei oculi p 34 v 4)
A similar image appears in,;éig_jg_lgg_ggg;xg..

"Ses cils palpitent sur ses joues

Comme des ailes d'oiseau noir," (p 59, v 131ls 1=2)
and in 4_deux beaux yeux,

"Et vos grands e¢ils ‘;un, de leur aile 1nqu£;to

Ne voilent qu/ a demi leur vif rayonnement.”

(p. 242, v 2,118 3=4).3 The latter pocem also contains
the idea of a chalice or treasure, seen through the
transparency of the eye,

"Ils sont si transparents qu'ils laissent voir

votre':-u.

Comme une fleur celeste au calice ideal,

Que L'on apercevrait a travers un cristal". (v 4)

"On y decouvre a travers l'onde

La coupe du roi de Thulé.

3. Choix de Poesies. 4. Possies Completes Vol 2.
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Sous leur transparence verdatre
Brille, parmi le go;iun
L' autre perle de Cléopatre
Pres de L'anneau de Salomon" (Qaerulei
oculi p. 35, v 5, s 3-4, v 6).
The siren is described in verse 10 with
colourful contrasts,
"Montrant son sein, cachant sa queue,
La sirene amoureusement
Fait ondoyer sa blancheur bleue
Sous 1'émail vert du flot dorment®. This is
the image which Gautier gives with less colour, to
frustrated hope in pjgggj. 1.
"Je connais quels replis terminent ces beaux
corps,
Et la sirene peut n' etaler ses tr;;oraz
A travers sa beaute je vois, sous les eaux noires,
Pr‘iiller vaguement sa queue et ses nageoires”,
(p 258, v 4, 1 35) and the horror of disillusionment
is described thus,
"Plongeur, nas - tu pas vu sous l'eau du laec
d'agur,
Les reptiles grouiller dans le limon impur?"®
(ibid. ls 25 = 26).

1. E.p&o
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Apart from the Latin title, the images in

Caerulei oculi suggest a siren of Northern mythology,
like the Swan-women in Symphonie en blanc majeur, for

instance,

"Comme au sein des eaux la sirene

Attirait Harald Harfagar". (p 35 v 8 lls 3-4);
but the references to Solomon's ring and Cleopatra's
pearl indicate a timeless and universal type.

The mermaids in Les Néreides are treated much
more light-heartedly. They are "coquettes fees" of
Greek mythology (p. 87, Vv 4, 1 3). HNevertheless,
beneath their charming surface, they are heartless.
Verse 12 suggests that they belong to the Venug-type
imagery,

"Mais le steam-boat avec ses roues

Commne Vulcain battant Vé;us,

Souffleterait leurs belles joues

Et meurtrirait leurs membres aus". (p 89),
and it is perhaps 'L'zbre Venus du goulfre amer"
“Carmen p. 94, v.6,14), because, they are "fleurs du
gouffre amer"” (p 87, v 2, 1 4).

They are like the siren in Cgerulei oculi,
half-fish,

"Plus bas, leur blancheur sous l'eau bleue

Se glace d'un visqueux frisson,

Et le torse finit en queue,

Moitie femme, moitie poisson". (p. 88, v 7).
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The whiteness of their breasts and the pearls,
which are usually part of the Venus image 1. are
supplied, appropriately, by the sea,

"Vidant sa nacre, 1'huitre ; perle

Constelle de son blane tréﬁor

Leur gorge, ou le flot qui deferle

Suspend d' autres perles encor" (v 8).

In their inhuman beauty the mermaids resemble
the whi te-breasted sphinx, 2.

"Elle pousse en avant deux mamelles pointues,

Dont le marbre vein; semble gonflgfde lait".
(Le Sphinx p. 226,v 1, 11s 1-2). Both sphinx and
mermaids are deceptive and hard,

"Mais qui regarde la nageoire

Et les reins aux squameaux replis,

En voyant les bustes d'ivoire

o

Par le baiser des mer polis?" (Les Nereides
p 88, v8),

"C'est ainsi qu' il en est de toutes nos
chin;}.cl
La face en est charmant et le revers bien
laid". (Le Sphinx, v 4, Ils 1-2)
The mermald-theme is one which occurs elsewhere in
Gautier's poetry, for instance, in 1L'Ondine et le

niihgn: 3« where the colours white, blue and green,
also dominate,

1. See section on classical i-agorf. 2. Choix de poi;i.l
3. Poesies completes Vol 2.
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"Car sous l'onde i1l a vu glisser des formes
blanches, - "
"Un oeil bleu s'ouvre et brille au coeur
des né;uphnra:
Un poisson se transforme et prend un corps
de femme,
Et des bras amoureux et de charmants regards".
» 'Pergant sous l'esu dormante,
Des joncs la verte mante,
Aupr;h de ton amante
Plonge sans t'effrayer:' "
" 'De ma bouche bleuatre,
Viens, je veux t'eumbrasser,
Et de mes bras d'albatre
I'enlacer
Te bercer
Te presser! ! " (pp 80-81, v.1, 13,
ve2 115 2=~4, v4, v 8).
Qui sera roi? 1. describes
"Le triton fabuleux, la -1£§no aux chants clairs,
Sur le flane d'un rocher peignant ses cheveux
_ verts
Et montrant sa blanche poitrine; (p 323, Pt III,
Ve3, s 4=6).
The colour voeabulary of Les Néreides resembles
that of Cgerulei oculi, "Blancheur," "azur", "glauque",

1. Poésies oonpikto- vol 1.
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"bleue” and "vert" reappear in it, with "blanc,"
"blanche", perles", "lys", "argent", "or", "blondes",
"nacre” and "ivoire". Note that "perles", "argent"
"nacre", "ivoire" and "or" belong to gem-and precious
mineral-imagery as do "perle", "email vert" and "nacre"
in Cgerulei oculi.

Iristesse en mer contains the theme of ship-
wrecked hopes and disillusicnment. The absence of hope
- is marked by a corresponding absence of bright colour,
until the sudden vivid note in verse 13, when a young
woman smiles at the poet, "Salut yeux bleus! bonsoir,
flots verts!™ (p. 52, 1 4).

The mood of despair is set in a darkening sea-
scape with pale sky and white-capped waves, described
as "les blanes coursiers de la mer" (p. 50, v 1, L 2).
Tne atmosphere is created dramatically with fading
lights and black smoke,

"Le jour tombe; une fine pluie

Eteint les fournaises du soir

Et le steam~boat crachant la suie

Rabat son long panache noir." (v 2).

There is a conflict between the poet's deathly pallor
"Plus pale que le ciel livide" (v 3, 1 1) and the
black landmass, described as "pays du charbon, Du
brouillard et du suicide,"” (ls 2-3). Gautier proceceds
to make pallor the colour of his internal sorrows,

verse 8,
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"Regrets aux mortelles pglaurl

Dans un coeur rouge ayant sept glaives

Comne la Mere des douleurs". (p 51).

Red, here has the traditional religious association
with suffering. A similar use of nostalgic pallor
and red meaning grief can be found in Carnaval de Venise,

"J'ai revu, pgle et triste encore,

Mon vieil amour de 1'an passe " (Pt IV p. 20,
v3 13).

"Et que mon coeur, ...

Laisse tomber goutte par goutte

Ses larmes rouges dans mon sein". (v.7).

The blue-green sea=-colours are present, but until
verse 13, 14, only in the muted form "bleﬁ:tre"
deseribing a drowned man (p 51, v 11, 1 1).

Gautier uses the same 1mnge‘of drowned hope in
Portail 1. where green takes on the traditional
connotations of death and deecay,

"Le flot a tout couvert de son linceul vard:tro

Et les rougeurs de rose et les p;ionxu d'albatre,

Et 1'étoile, et la fleur ¢close a chaque fronk".
(190, v 33).

"lies f:roa nnufrlé:n sont goan:; et tout

verts;" (p. 191 v. 34).

Another poem, Jettatura, 2. contains many
1. La Comédie de la Mort. 2. Poésies compldtes vol 2.



94.

features simlilar to those of Iristesse en mer, for
example, "... le couchant allumant ses fournaises"
(p. 283, v 1, 1 1) with its emphasis on red,

"Par un brouillard sanglant le soleil 6iargi

Plonge dans un amas de nuages egianges

Qui font trainer sur l'eau la pourpre de

leurs franges" (I1s 4-6).
Whi te horses also appear,

"Le vent souffle; la mer, contre 1'53ueil

qui fume,
Pousse le blane troupeau de ses coursiers
d'é;une.

Ils montent a l'assaut, pgle-m:le nageant,

Se dressant, secouant leur criniere d'argent,”
(ve 2,118 1=4).

Other similarities worth mentioning are,

" « ('est un steamer et d;J; 1'on peut voir,

Comme au cimier d'un casque un long panache noir,"
(p 284, v 4, 11s 1-2).

"Quoiqu'il soit nuit, la mer d'une lueur blafarde

Rayonne eesee

"Leurs lits seront fait d'algue, .tlﬁ‘;ulc

leurs draps. _
Sous un glauque suaire, au bruit sourd des
tempetes” (p 285, v 8, Ls 1=2, 11=12)
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THE GOTHIC ASPECT

Gautier appears to be haunted by a morbid vision
of the Gothic past. In Buchers et tombeaux the
glorified concept of pagan burial is contrasted with the
medieval emphasis on physical decay and death. The
pagan world is seen in terms of light, "flamme,"
"flambeau” (p 75, v 5, 1 3, v 7, 1 2), of cheerful
art, even in death, "amours, aegipans et bacchantes"
(v6, 1 3), and of bright marbles, "eciel marmoreen, " "paros
etincelant” (p 76, v 12, 1 3, v 25, 1 2).

The Christian era immediately introduces an
awareness of darkness, and focuses on death,
visualized as a white skeleton against a black background,

"Une voix dit : Pan est morte! - L'ombre

S' étend - comme un drap noir,

Sur la tristesse immense et sombre

Le blane squelette se fait voir;" (p 76, v 13)

The image is intensified in verse 21 where the

medieval danse macabre is depicted by Holbein,

"sur fond noir, en couleur blanche," (p 77) and this
image pursues European art through successive centuries.
Gautier notes the pallor of the bride's reaction to
death,

'Hé&e inattendu, sous le bane

Vole a la pclo nar{:c

Sa jarretiere de ruban." (ibid, v 19,11s 1-4).
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The colours "blanc", "noir", "sombre", “pﬁie"
are very muci part of Gautier's imagery of death 1.

In L'Horloge, 2. the nours marking the passing of
life are likened tc the horsemen of the Apocalypse,

"La Mort, rude jouteur qui suffit pour defendre

L'ei;rnité de Dieu, qu'on voudrait bien lui

prendre. |

Sur le grand ohaval-pale, entrevu par saint Jean,

Les Heures, sans repos, parcourent le cadran;

Comme des inconnus des chants du moyen age

Leurs casques sont ferné; sur leur sombre visage,

Et leurs armes d'acier deviennent tour a tour

Noires comme la nuit, blanches comme le jour".

(p 262, v 2,11s 12-19).

Knights and death come together in the sombrely
humorous fantasy of Le Souper des armures. An
appropriate atmosphere of gloom is built up,

"Dans 1'ombre, un rayon fauve indique

Un momstre, guivre, aigle & deux cous," (p 81, vi2
lls 1-2). There are the death-colours, pallor and
darkness,

"Seulement deux flammes livides

Y luisent d'étrange fagon." (p 81, v 14, s 3-4)

"Et, sur le mur, l'ombre indecise

Donne a chaque Hote un page noir". (v 15, 1is 3=4).

1. See notes on Spanish Exoticism. 2. Eupuﬁ‘
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There is the colour of armour and of light reflecting
on it momentarily,

"Parfois un corselet miroite

Un morion brille un moment;" (v 17,118 1=2).

The other main colour is red, a sinister red
suggestive of blood,

"Les liqueurs aux feux des bougies

Ont des pourpres d'un ton suspect;

Les mets dans leurs sauces rougies

Prennent un singulier aspect." (v 16).
There is someihing of the Roman orgies described
in Lacenaire," Des tripots et des lupamars,

De vin et de sang diaprézi," (p 14, vT7,

s 2=3).

The blue light of dawn brings a complete contrast
and change of atmosphere in verse 32

"ese par le vitrail suisse,

L'aube jette son bleu regard." (p 85,1ls 3-4).
N

Le Chateau du souyenif creates an old castle
setting for Gautier's memories. The vagueness of the past

is suggested by the imprecision of colours, 'gri-:tro'.
"blanche et diaphane”, 'vort~do-griui;s", "glauque "

(p 103, v 1, 13, v 3, 1 1, p 104, v 10, 1 3, 1 4).
Meggira is personnified, "blanche et diaphane", in

the same way that death appears as a pale virgin in



La Mort 1. and Somnolence appears in Thébaide 2.

"Vierg® aux pales couleurs, blanche soeur de la
Mort," (p 201, 1 33), and also, Esp;rance appears

in L'Esclave 3. "Douce et pale consolatrice,"

(p 77, v 2, 11). The setting is dreary, described

in dead colours, "verdi", "blanc", "jaune" (p 105,

v 15, 12, v 16, 13, v 18, 12). The scene is moonlit,
creating the same Gothic atmosphere as in Ines de las
Slexrras.

Gautier notes the fading colours,

"Et la pluie a paal; l'éaonge

Sur les couleurs de mon blason." (v 12 11s 3-4).

The impression is of a Sleeping Beauty's castle
which the poet awakens to life by his presence.
Cidalise comes alive in verse 25,

"Sa pourpre monte a ses pommettes,” (p 106 13)
and Gautier's early portrait "Dans son cadre, que
1'ombre moire," (p 108, v 38, 11) leaves its mirror,

"Il sort du fond du miroir trouble

Et des ténebres du pasiz,' (v 39, 11s 3-4),
in order to take up the "pourpoint de satin rose,"

(p 109, v 40 11). The unknown future, personnified
as a dark scene-shifter, gives place to flaming
light,

"+es La nuit tombe et met avec 1l'cmbre

Ses terreurs aux recoins dormants,

1. La Comedie de la Mort. 2. Choix de Poesies.
3. Poésies complétes vol 2.
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L'inconnu, machiniste sombre,

Mionte ses é;ouvantenents.

Des explosions de bougies

Crevent soudain sur les flambeaux!

Leurs auréoles elargies

Semblent des lampes de tombeaux," (p 109,
v 46 = 47) and the ghostly company "D'hotes ﬁ:les
qu un souffle apporte” (v 46, 13) glows in the
freshly-~l1it fires,

"D'un reflet rouge 111umin;;

La bande se chauffe les doigts

Et feit cercle a la chemid;;

O; tout a coup flambe le bois". (p 110, v 47)
The return of life continues in terams of pallor
becoming red, verse 48 repeats the image of verse
25-26 "La chaude pourpre de la vie

Remonte aux veines du paad:,' (Us 3-4)
and in verse 49, "Les masques blafards se colorent" (1 1).
The red beard even, of one of the company, is noted,
"L'un étale sa barbe rousse" (v 51, 1 1). With the
return of daylight the colours fade and the ghosts
vanish with the smoke from the dying fire,

"Mais le jour luit & la fenetre

Et les spectres, moins arr‘%iz

Laissent les objets transparaitre

Dans leurs diaphan‘it;;

Les cires fondent consumées

~
Sous les cendres s' |
© LWR:Wr eteint le feu,"(p 111, v Sﬁ-ﬂldei

MASSEY UNIVERSITY
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EMS IN CAME

ARIS AN Ok

Nearly all the poems in Eggg;_gj_gggégg are
intensely personal, but the ones which deal directly
with his life are (besides Le Chateau du souvenir)
La Montre, Le Bonne Soirée and Apres le feuilleton.
Gem-and mineral-imagery occur in La Montre, in the
words "timbre d'argent," "trou de rubis”", "clef d'or"
and "papillon d'acier" (p 85, v2, 13, p 86, v5, 14,
v6 14). The latter image, signifying the inevitable
rhytha of time, is a harsh contrast to the white and
scarlet butterflies associated with love in other
poems 1. Gautier's escape "au pays du Bleu" has the
same motivation as the swallows desire for blue skies
in Ce gque digent les Lirondelles, and it is echoed in
Sounet 2. "Mon petit lit rougo‘; colonues torses

Ce soir-la se change en bleu paradis; "
(p 302, v3,11s 1-2).

The same desire for escape occurs in Apres le feuilleton,
but here the suffering of hil life is compared witu
wine and blood, both associated with the colour red,

"Le vin de ma propre pcns‘;

Vierge de toute autre liqueur

Et que, par la vie 63:.-62.

R‘band la grappe de mon ceeur!” (p 102, v6)

1. See sectiocns on White Imagery and Love poems.

Ve
2. Poesies Diverses.
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in M there is also a desire for
escape, this time {rom the wintry world outside, where
in the rain and snow, "lLes cochers, transis sur leur
siége, (nt le nez Weu." (p 128, v1, ils 2-3) and froa
the suvcial world where love, characterized by tae
love=golours "nacr{o et vermeille” (p 130, v 10, 13)
is guarded from tue poet. By contrast, the wara room
is inviting. 1Its pink and white colours create for
Gautier an amorous atmosphere.
"Un papler rose a do/ooupurn
Comme un sein blane sous des guipures,
voj.lo\i denmi,
le globe leiteux de la lampe
Dont le reflet uu plafond raupe,
Tout endormi.” (p 128, v3).
Other things in the room also seem alive, first,
the cloex in verse 4§, reainding us of the wateh in
La dontre, "Un n'eantend rien dans le silence
Que le pendule qui balance
Son disque d'or,” (p 129, v4, 1ils 1=3).
Then the evening suit has a life of its own,
“Mon habit noir est sur la chaise,
Les bras ballants;
Mon gilet baille et ma chealse
Semble dresser, pour etre mise,
Ses poignets blanes,” (p 129, v5, 1lls 2-6)

and the light reflected on his patent-leather shoes’,
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"Les brodequins a pointe ‘%ruite
dontrent leur vernis qui airoite,” (v 6, 1ls 1-2).
A description of contemporary scciety follows
and Gautier emphasizee the colour of skin,
"Les dos ou fleurit la pustule,
Couvrant leur peau rouge d'un tulle
Aérien;
Les dandys et les dipiomates,
Sur leurs faces & teintes mates
ke montrant rien". (p 130, v9)
The "peau rouge" and "teintes mates" contrast
ironieally with thc'hacra et veraeille” ear of the
young girl. Peraas violets reappear as the fashionable
love=gymbol in verse 10,
"lDans son bouguet au bout de lettre,
A 1'0p'3n...
Par les viclettes de Parme,

La mauveise humeur se desarme.” (lls 2-5).

Yieux de la vieille, La Manserde, L Aveugle

and the firet section of Yarietions sur le Carnaval de
Yenisg contain some of Gautier's obeervations of life

in Paris, especia.ly of the lower clasees.

L'Aveugle otresees Gautier's personal feeling
for the importance of vision, light and colour, by
desceribing the plight of a blind wan, who becomes an
objeet of horror and compassion, condemned in the
poet's view to a kind of living death or internaent,
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"les jours sur lul passent sans luire;

Joubre, il entend le monde obscur

Et la vie invisible bruire

Comme un torrent derriére un mur.

Uieu sait gueiles chimeres noires

Hantent cet opaque cerveaul” (p 65, v3, vé, lls 1=2).
However, in deat: he may have an advantage in his blindness,

"Quand la mort souffle le flambeau,

L'ane habituée aux ténebres

Y verra clair dens le tombeaul” (p 66, v6)

Three old war-veterans, ieft over froa the
Napoleonic caupaigne, appecsr in Vieux de la viellle.
They belong to a world of ghusts, of dead colours and moonlit
atmosphere.

"Pourtant ¢'est la nuit que les ombres,

Par un clair de lune allemand

Dans les vieilles tours en d.gouhrcl.

Reviennent ordinsirement;® (p 46, v3).
They appear in full daylight, but on a day sarked by
"Pluie et brouillard,” "bruine" "fange" (v 1, 14, v 2,
13) and the colours of deeay heng about them, "Echappés
du sombre sejour,” *Des speetres mouilles et crottes!®
"Aves see donts jeunss, ¢ tartze, Som e7ens ¢ BOusse
verdi®” (p 46, v2, 12, p 47, v6, 14, v 7, ils 1=2).
Age and hardship have destroyed the colours of youth,
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bringing about the contrasting death-colours, light
and dark,

"Sur leur front par vingt cieux bronz‘;
La cicatrice continue

Le sillon que Igge @ crtuo‘.

Leur peau bizarrement noircie,

Dit 1'Egy te aux scleils thlﬂntll

Et les neiges de la Russie

Poudrent encor leurs cheveux blanes,” (p 48, v 17),
lls 2-4, v 18). The glory of tue old svldiers, however
is recalled in brilliant colours, red, blue and gold:

"Lancier rouge et grenadier bleu", (p 49, v 22,
12).

"kt L'algle de la grande arné‘

Dans le ciel qu'emplit son easor,

Du fond d'une gloire enflanmée

Etend sur eux ses ailes d'or!” (v 25).

La lMgnsarde expresses the poet's disiliusionaent
with bohemign life. Bleck-eyed Rigolette end Margot
watering her garden give place to the reality of the
garret - the decaying rafter and grimy window,

"Et la vitre y fait voir sa taie,

Sous 1'ais verdi d'un vieux chevron." (p 116,

v 6, 1lls 3«4).

A short pocn.,!éil draws a starkly simple

nativity scene in black and white,
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"lLe clel eat noir, la terre est bLlanche,"
(p 98, v1, 11). ©"hite 1s emphasiszed in the ploture
of snow and angels,

"La nelge au chaume coud des franges,

Haie sur le toit s'ouvre le oiel

Et, tuutl en blaneg, le chOsur des anges

Chante aux bergerss MNoell Hoell"
The pale-yeilow of siraw 1 also part of the sceune
in verse 3,

"Il treable sur la paille sraiche" (1 1)

The finsl poem in Emeux et Cascis sussarizes
Cautier's attitude to art. He advises the artist
or poet to chuose difficult and permeanent materials
to work 1u,

"Oul, 1'oesuvre sort plus belle

D'une forae au travail

Rebelle,

Vers, marbre, onyx, émail." (L'AFXs p 131, v1)
beslides the hard, clear oclours laplied by "marbre,
onyx, ésail," "bronze” (p 132, vé, 12) and "agate”
(v 7, 13), there are the "sirenes bleues, Tordsat de
gent facons leurs queues" (p 132, vy, lie 2«4) and
these proceed from the "four de l'émailleur.” (v 8, 14).



CONCLU

Georges Matoré remarked of Gautier, "Beaucoup
plus qu' a la ligne et qu a la lumiaka, Gautier
est sensible a la couleur ....auwun ecrivain

7
n'avait encore employe un vocabulaire de peintre

106.

7
aussli abondant ni aussi precis que l'auteur d'Albertus

et Fortunio" 1.

Gautier's choice of colours is governed to a
large extent by a liking for clear shades rather
than mixed ones, vivid colours, not washed out tones.
"Il y a une sorte de gris (c'est le mot) dans l'art
frangais qu il peut estimer, mais qui n'enflaume
guere. Il lui faut plus de soleil ou de ncige, la
clart; tropicale ou borialo eee" 2. In his 0ld age,
Gautier was to remark of uils writing, "J'ai mis
sur la palette du style tous les tons de l'aurore et
toutes les nuances du couchant; Je vous ai rendu
le rouge deshonoré par les politiquiers; Jj'ali fait
des pd;uon en blanc majeur." One can see by these
remarks how far he was obsessed by colour. Indeed
colour is not limited to visual surfaces; there are
colours which desoribe feelings, dreams end ideals,
for instance, "vermeil" is frequently associated with
physical pleasure in his poems, and to give a few

examples,

1. Le Vocabulaire et la Société p 203.
2. ibid p 204.
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"Les buveurs en ga?t:

Dans leurs chansons vermeilles

Célebrent sous les treilles

Le vin et la beauté." 1. (Iristesse p 319, v 2,
1ls 1=3).

"On n'avait pas encor aupprim‘ le soleil

Ni d‘%ouillc le vin de son manteau vermeil" 1.
(Le Premier rayon de mai p 312, 1ls 31-32)

"L'iris arrondissant son arche diapri;

Pri;age heureux d'un jour plus pur et

plus vermeil." 1. (Imitation de Byron
p 77, v 3, 11ls 3-4).

Blue in skies describe the delight of spring,
sumser, warn climates and youth, for example,

"Je lui dirais § Je veux un ciel riant et pur

Ré}l;chi par un lac liampide,

Je veux un beau soleil qui luise dans l'azur,"1.
(Les Souhaits, p 18, v 3, 1lls 1=3).

"C'est 1l'aube de la vie, et votre jour

comamence;

Le oiel est bleu, le soleil luit" 1. (Renste de
miguit p 260, v 23, lles 2-3).

The combination of white and rose for Gautier
almost always suggests happiness, particularly in love
and poems which are dominated by these two colours are
about erotic passion, for example in Iristesse 1.

1. Poésies compldtes vol 1.



108.

where, besides tue words "vermeilles," "blancs" and
"pale," there are words which suggest the colours
"rose” and "blane" - ("roses", "vin", "lune" and
argente") the theme is the poet's frustration in
his desire to love. (p 319 - 320). "Noir" and
'pﬁie' are used to describe depressed states of mind
and sorrow as in Sonnet II 1.

"Moi, mes traits soucieux sont couverts de palaur,

Car, des mes premiers ans souffrant et

solitaire,
Dans mon coeur Jje nourris une penl;; ault:ie,'

(p 34, v 3). "Noires chimeres" 2. are apt to disturb

the poet's mind (Jettatura p 285, v 6, 1 7) and in
le Triomphe de E‘i;nrgug 3. he uses "nuit" in the

sense of blackness to indicate a state of amind,
"Il faisait nuit dans moi, nuit sans lune,
nuit sombre;™ (p 204, v 1, 1 1).

Just as colours suggest and describe subjective
feelings as much as visual objects, they tend to
symbolise certain things, for imstance, "la pourpre” in
2;]91]‘ 4. signifies young blood and by extension, youth,

"Je suis jeune; la pourpre en mes veines

abonde;” (p 297, v 1, 11).

In the same way, colours becowme linked to
certain concepts in Gautier's mind, so that, although
1. Poésies completes vol 1. 2. ibid vol 2.

3. Choix de Poizios. e Poizion diverses.
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his descriptions tend towards realism, the colours
do much to reveal his personal feeling about an
object, place, person ete. This is especially
important in regard to hie attitudes towards
exoticism and antiquity.
Gautier does not, for instance, attempt to
describe a reslistic Italy, but rather an idea
or dream of Itsly, largely created through works of
art. Thus, in Variations sur le Carnaval de Venise,
the picture of Venise, conjured up by Paganini's
music is "La ville de Canalettol" (p 17, Pt 1I, v 8,
l 4). Gautier's Italy then, is described in selected
details, blue skies andfgay colours - a land .f love
and pleasure. OSpain, on the other hand, is seen as a
land of tragic darkness, of passion, ceruelty and death.
The colours are red, black and pale.
Classical Greece, offers the best exauple of
tie poet's attitudes affecting his choice of colour.
Gautier regarded Greek sculpture as the highest expression
of art. The whiteness of marble, "Paros 611nolllnt,'
dominated his vision of the world of Greek antiquity.
For example, he speaks of "... la belle Huse antique
Droite sous les longs plis de sa blance -
tunique” 1. (Sur up Album p 54, lls 23-24).
His intense admiration for sculpture affected
his style to the extent that his poems often seem
to be carved out of rock, and finished with the meticulous care

1. Poesies complites vol 26
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of a craftsman. This is especially true of the
collection, Emaux et Camées, which is, as the title
suggests, & series of delicate pictures, finely worked
within a restrictive medium, in this case, the
octosyllabic line, as much exaunples of jewel-carving
as of sculpting. GSymphonie en blanc majeur, for
instance, is a cameo, a Jewel-like portrait of a woman,
where the subject is of minor importance; the

major theme being the artistic medium, word-carving

in the marble of white imagery.

The dominance of one or more colours in a poem,
plays an important role in the internal harmony of
subjeet and form. Baudelaire has this to say about
the creation of atmosphere by the use of colour=-
harmony, "Il y a 6;1damlent un ton particulier
attribue a une partie quelconque de tableau qui devient
clef et qui gouverne les autres .... Toutes les
autres couleurs scront affecteis logiquement dans
une quantité proportionnele par l'atmosphere
dominante."2. It is significant that three of
the poems of S@aux et Camdes - Symphonie en blanc
mejeur, Caerulel ocull and A une robe rose, should
have a colour-adjective in the title, indicating the
dominance of a certain colour in the poem.

Of the poems themselves, Gautier uses the
technical vocabulary of a painter to describe colours.

/
2Matore Le vocabulaire et la société p 205.
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The exact shades are indicated by a wide range of
names, "vermeil", "é%arlate.“ "incarnat,"

"outremer" and "indigo", to name & few. The

colours are precise - few end in Qtre. for instance,
and there are not a grezt many subjective moral
tones such as "livide" and "sombre". Rather, he
uses terms such as "un ciel laiteux" (for "un ciel
obscur"). There are very concrete terms for colours,
"couleur de neige" and "bleu de ciel" for example.
Matoré also lists such fanciful terms as "ventre de
biche", "gris de souris effarounhé;" and "cuisse

de nymphe" 1.

Because of their brilliance and clarity,
gemstones in particuler are used to define colours.
"Vert éanil.' "eouleur d'ambre" and "nacre" are some
of the most common expressions. There are other
minerals such as gold and marble which areequally
important.

The geu-imagery is one of the major groups
of images which recur throughout Gautier's poems.
Some further examples of these, indicating rich colour are,

"Et la lune, vaisseau d'agate," 2. (Promenade
mocturme v 3, 1 1),

"Comme sur un balecon, une riche tenture

Pendait du haut du ciel, un beau ton d'outremer

Plus vif que nul sephir dans 1"3r1n de nature"3.

1. Le vocabuleire et la 800iété p 206. 2. Poésies completes
5. Choix de Poesies. vol 1.
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(Le Triomphe de Petrargue (p 210, v 11),

"Le marbre grec dor;-par 1'ambre italien," 2.
(Lg _Diva p 228 1 82), and finally,
"On trouve dans les monts des lacs de
quelques toises,
Pur comme des cristaux, bleus conme des
turquoises,
Joyaux tombés du doigt de l'ange Ithuriel,” 4.
(Les Yeux bleus de la montagne p 108, v 1, lls 1-3)
Other images fall into main groups, of which
the natural-image group is one of the most importaant.
Flowers, for instance, are often used to describe
youth and age. In Méditation 1. the brevity of youth

is depicted thus,
"... 1'anémone erle, au vent froid exposég.

Avant le soir n'a plus ses brillantes couleurs."
(p 137, v 2, 1lle 3=4).

"La rose vit une heure et le cypres cent ans".
(ivid v 4, 1 4). The fading flower is one of the
commonest expressions for the passing of youth,

"Et mon froat avant 1"&9 a perdu cette fleur,

Qui s'entr ouvre vermeille au printeaps

de la vie" 2. (Scgnet II p 34, v 4, 1lls 1-2)

Flowers are also an important image for love, for instance,

"Reviens, reviens, ma bien- ain‘;

Comme une fleur loin du soleil,

La fleur de ma vie est fermée

Loin de ton sourire vermeil." 3. (Absence p 230, v1)

1. Premieres poésies 2. Poes
5+« Choix de Pp:ﬁiu 4. go:;::'f: compl3tes vol 1.
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"Aux prék. pousse une fleur, qu'en son naif déiire,

L'inquibte amourcuse avec ses doigts ﬁ&lia.
Questionne, comptant les péiales cueillis,
Lt suspendant son ame au dernier qu'elle tire."2.
A M rite, sounnet II p 239, v 2)
Ine wost usual flowers are roses { 11 appear in
gggg;_g}_ﬁgmﬁéi) lilies and violets. The names of
flowers evoke colours which e significant because

they often describe the complexions and, in the case

of the violet, the eyes of beautiful women. The flower

~
is a feminine symbol as in Le Iriomphe de Petrarque, 1.
"Sur le devant du char les filles les

mieux faites,
Les plus charmantes fleurs du jardin de beau te
Pont de leurs doigts de lis pleuvoir les
violettes." (p 207, v 33).

Another example of natural imagery though much
less common than flowers, is fruit. They tco are
frequently love-images, for ianstance,

"L'amour n'est plus qu un spasae et la

gloire un wmot vide

Comme un c¢itron presse le coeur devieat aride,

Don Juan arrive apres Werther (Albertug p 168,
Lxx, lls 10-12). The fruit, in Gautier's poems,
is often red and an image for a woman's ceolouring,

1. Choix de Poésies

2. Poisien oompi;too vol 2.
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"Sa bouche a des rougeurs de pgaho ou de framboise"
Sonnet p 241, v 3, 1 3) 1.

" -= Toute honteuse, et rouge

Couwne une fraise en mali, sur sa gorge qui bouge,

klle penche la téte et croise les deux bras”.
(p 176, cII, 1lls 103) 2.

Birde form a large group within the natural
imagery, and this includes, among others, swallows -
assoclated with blue skies and summer and with escape
to the blue dMediterraneen in autumn,

"... mais vienne le printemps

Avec son solell d'or aux rayons 6§latantn.

Qui d'un regard bleuit 1"&311 du ciel limpide,

Remene d'outre-mer 1'hirondelle rapide,”

(L'Oiseau captif p 38, 1lls 7-10). 3.

Swans are examples of white beauty (as in
Symphonie en blanc majeur) and of rare stateliness,
while doves are the sign of love,

"Beau cygne italien, roi des amours fidklos,

Pocte aux rime d'or, dont le chant triste et doux

Semble un roucoulement de blanches tourterelles;" 1.
{Le Triomphe de Petraraue p 206, v 21).

. Another main group of images is determined by
the poet's obsession with love and with beautiful
women. His erotic visions frequently take the form
of "chimeres," lovely women, whose existence is illusory
1. Ghoix de Poésies. 2. Albe:tus on 1'4me et le péche

3. Poi;io- oonplzioo vol 1.
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and therefore who both please and frustrate the lover.
An extension of the "chimere" is the woman who arouses the
lover's passion but fails to satisfy it - the siren or
mermwaid, Love and beauty are fregquently expressed in
thue imagery of wuite marble statues, or as classical
goddesses, especially Venus, who is most typlecally
portrayed in this way,

"Tels les pieds de Véaus au rebord de sa
econque,
Une dcume de plis caressait leur contour,
Et semblait muraurer: le vrai beau, cest
1'amour!® 1. (la vreie estnétiaue
p 261, v 4).

To return for a moment to mineral imagery,
metals may indicate rich or shining colour as in
Une hme,

"Esquif 1nfortuné’que d'un baiser vermeil

Dans sa cgourse jamais n'a doré le soleil," 2.
(p 64, 1ls 11=12), or they may suggest the colour
of sound, for instance,

"Des soupirs argentins de la cloche, et

des umbres

Quand l'aube de la nuit perce les voiles sombres"2.

(Souvenir p 65, 1ls 9-10)

1. Choix de Poésies
2. Poésies oonplﬁtan vol 1.
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The lattier image reveals how much Gautier's perception,
even that of sound, was dominated by colour. Indeed
colours, whether they are part of a consciovus imagery or
merely used in siample descriptions, form patierns and
associations which are themselves lmages. They are

the residue of experience, tne tools of the craftsman,
selected to express what adeleine Cottin speaks

of as "les facettes du monde extérieur" and "1'intimite
des souvenirs personnels" 1. which are the basic

inspiration of his poetry.

1. Emaux et Camées (Minard) p 9.
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APPERDIX
The colours mentioned in gggg;_gg_gggéég and

the number uf times they appear (either as noun or

adjective) are listed here:

blanc : 4 ruse 22
ﬁale 16 rouge 15
laiteux or lacte 4 vermeil 10
blafard 2 pourpre 5
blond 2 incernat

livide 2 écarlate 2
noir 25 roux 3
fauve 14 bleu 26
sombre 4 asur 9
brun 3 vert 17
jaune 10 claucue 2

Bistre, obscur, grisatre, bléme, carmin, nacarat,
orangébs. blancheur bleue, cerulSEn and vert—de-griige all
appesr once.

I bave also listed below the gems and precious
minerals which oceur, (either as noun or adjective):

marbre (parcs or carrare included) 23

perles 18
nacre 10
or 21
argent 12
ivoire 4

email 2
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aiamant 2
opale 2
ambre 2

Albdtre, jais, rubis, saphir, escerboucles, onyx,

corail and cristal all occur once.
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