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PREFACE 

In recent years the name of Gustave Guiches has begun 

to appear more frequently in the pages of works dedicated 

to the great writers of the last quarter of the Nineteenth 

Century. It seems, therefore, appropriate that the work of 

this gifted and versatile writer who enjoyed considerable 

success and esteem in his life-time, should be made better 

known. 

In undertaking this task I have been greatly helped by 

those who were close to Guiches. In particular my enduring 

gratitude is due to General Pierre Keller, the lifelong friend 

of . Gustave Guiches, whom I met in Camy, in the Lot, in 

August 1972, and in August 1975, and without whose help I 

might never have met Mlle. Marguerite Guiches, M. et Mme. 

Jean Pages and Mme. Henri Bourboulon, whose help and co

operation were so vital. 

Through the kindness of Mademoiselle Guiches (who died 

early in 1976, at the age of 93) I was able to examine a 

number of manuscripts and documents which had lain undisturbed 

since Madame Guiches' death in 1960. This was made possible 

for me through the kind intervention and enthusiastic 

support of M. Jean Pages, the nephew of Gustave Guiches, 

who gave generously of his time and energy in spite of 

his having, as he put it, reached the age of twenty for the 

fourth time. My thanks are also due in abundance to Mme. 

Pages who patiently and generously endured my disturbing 

influence at Easter 1973. My debt to Mme. Henri Bourboulon, 

niece of Gustave Guiches, is also incalculable, since she 

introduced me to M. Jean Pages in the beginning, and late r, 



after the death of Mlle. Guiches, gave me free access to 

the books and papers her father had left behind. Without 

the unstinting support and encouragement of these kind 

people my task would have been difficult .indeed. 

Not least lowe the completion of this thesis to my 
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wife who throughout has shown the most incredible forbearance, 

given much needed encouragement, and devoted much time and 

energy to reading and typing my scripts. 

My thanks are due also to the help and guidance of my 

first tutor, Mr. John Christie, who introduced me to the 

subject of Gustave Guiches and to whom lowe the immense 

pleasure and interest that my researches have brought me. 

Finally, I am grateful also to Dr. Russell King whose 

support and expertise have guided me through the final 

stages. 

E.L. 



PART I 

HIS LIFE 
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CHAPTER I 

His Early Life 1860-81 

Alexis Antoine Paul Gustave Guiches was the only son of 

Joseph Guiches, tax inspector in the commune of Albas in Quercy. 

He was born on the 18 June, 1860, the youngest of three children. 

Of his two sisters, Marthe, and Marie, the younger one, Marie was 

to die three years later at the age of eleven. 

The comparative comfort of his parental background and the 

settled life of family and friends are undoubtedly a key to the 

even temperament which was to be both a help and a hindrance to 

him in his career as a writer. His father, apart from his official 

appointment, owned vineyards which brought him a steady revenue 

and was a respected member of the community. He was for a number 

of years mayor of Albas. Joseph Guiches wanted his son to become 

a lawyer and sent him to study law in Paris. Nevertheless, young 

Gustavealways felt that his father had too little faith in him and 

When, having failed his law exams, he declared his intention of 

becoming a writer, his father strongly disapproved. Joseph Guiches 

was a practical man. To him, a career in letters was frivolous 

and unsound. Law, on the other hand, was honourable and lucrative. 

If he inherited from his father qualities of steady respec

tability and traditional morality, he acquired from his mother 

more sense of adventure and ambition. Joseph originated from 

Creysse in the valley of the Dordogne in Haut-Quercy. The girl 

he married was the great-granddaughter of Jean-Baptiste Pages 

de Labouyssette, born in the commune of Albas in 1721 and 

gUillotined on 27 August, 1794 at Bordeaux at the age of 73, 
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for having defended his friend the Comte de Fumel before the 

Bordeaux Revolutionary Tribunal. Fumel was guillotined after him 

and Labouysette's property was confiscated. He left twenty 

children, eighteen of them girls. 

One of these daughters married Alexis Salinie of Albas. 

Their daughter Aglae married Jean-Jacques-Pierre Alexis de Bercegol, 

who was born in the Ch~teau de Floiras, near Albas, and fought in 

Napoleon's army during its retreat from Moscow. He left the army 

while still young, a captain and holder of the cross of 'chevalier' 

of the Legion of Honour. It was Bercegol's daughter, Marie-Therese 

Zelie whom Joseph Guiches married. He was fifteen years older than 

his wife, a fact that caused Gustave to remark many years later 

that he was more like his grandfather than his father. Joseph 

Guiches died in 1894 and his wife in 1899. 

On Joseph's side also there was evidence of at least one 

spirited member of the family. Baptiste Guiches,l Joseph's brother, 

had embarked on a career in the world of letters before Gustave 

was born, a fact which left Joseph totally unimpressed, since 

Baptiste was a clear example of a writer who found it very difficult 

to make a living. 

When Gustave was twelve years old he went to the school of 

Les Petits Carmes at Cahors. He was a good, hardworking and 

obedient pupil whose marks in Latin in particular were excellent. 

But he already felt the urge to write, and his diary, which he 

wrote at the age of thirteen, already betrays not only a determina

tion to write but also a gift for observation, and a maturity of 

outlook. On his life at school he wrote: 

Ce jour-1A, je me levais la tristesse au coeur. 
J'allais etre pensionnaire pendant quelques jours. 
De suite apres mon dejeuner, j'allais chercher une 
consolation aupres d'un de mes camarades auquel je 
communiquais toutes mes peines. J'etais depuis 



quelques instants avec lui, lorsque, tout a coup, 
du fond du corridor obscur, je vis apparattre la 
figure illurninee et petillante du linger. II me 
fit signe de venir a lui: II Guiches, me dit Ie 
petit homme d'un ton sec et legerement trouble, 
faites vos paquets. Vous partez aujourd·hui •••• "

2 

And on the occasion of the marriage of his sister in 1873 he 

wrote in his diary: 
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On alIa prendre Ie cafe au kiosque au milieu des 
lanternes venitiennes et des feux de bengale, que 
nous allurnions dans chaque bouquet d·arbre. Du 
haut de la terrasse d 'Alphonse , nous lan9ames une 
fusee volante qui alIa retomber au pied des dames. 
On revint au salon ou l'on dansa beaucoup. Les 
jeunes gens d'Albas allurnerent deux chandelles 
romaines. Nous parttmes de suite apres pour la 
mairie. La, arrives au milieu de la place pUblique. 
M.D. tomba dans un aqueduc qui n'avait pas ete 
bouche et entratna dans sa chute la dame qu'il 
conduisait. Cela ne fit qu'exciter nos rires, car 
il n'y avait pas de mal. II eQt ete vraiment 
f~cheux qu'une noce qui promettait d'etr~ si belle 
commen9at par un accident. 3 

Guiches obtained his baccalaureat without any setbacks and 

then went to Paris to study law which was his father's wish, 

working, at the same time, at the Ministere de l'lnterieur. In 

1879, after a year's study, he failed his examination and 

returned to Albas. Guiches did not enjoy his studies. He wrote 

to Francis Maratuech in 1879: "Dans ce moment je prepare mon 

premier examen de Droit: cette occupation jointe au travail du 

ministere refroidit un peu mes joyeux souvenirs de l'hiver." 4 

Another year's study, this time at the Faculte of Toulouse, also 

led to failure in 1880. Gustave was not really interested in 

becoming a lawyer, a magistrate, or a doctor but he was a dutiful 

son. Now that he had failed to qualify for the role his father 

had chosen for him, his desire to go to Paris and be a writer 

became stronger. He told his father: "Je veux faire de la 

litterature". But his father was against this ,considering that 
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literature was not a promising career and that Gustave had not 

the "volontE~1I to make a success of it. Gustave had always been 

much more docile than his sister, as he tells us in Au Banguet 

de la Vie (1925): 

Je connais mes dejauts. Je suis lent au 
travail, fougueux au plaisir, orgueilleux, 
timide, mais je me sens capable de me 
passionner pour une idee et d'en poursuivre, 
d'un effort indecourageable, la realisation. 
Je l'ai cette idee. Il y a aussi plus de 5 
deux ans qu'elle et moi nous chamaillons. (p.2) 

So he protested to his father that he who had a love f or the 

scriptures and other great writers should oppose his own sonls 

ambitions to write: "Pourquoi l'ecrivain qu / veut vivre de sa )< 

plume est-il selon vous un fou, quand l'avocat pretendant a 
vivre de sa parole est tenu pour un sage? Pourquoi un metier 

de creve-la-faim, quand la librairie est un commerce classe 

florissant?" (p.4) Nonetheless Gustave1s father would only allow 

him to go to Paris if he had a job to ensure at least half his 

livelihood, as, for every writer who was a success, there were 

many "pauvres diables" who were not. 

And so, without telling his family, Guiches wrote to hi s 

brother-in-law, Alphonse Pages, who was 'chef du conte ntie ux ' 

at the Compagnie Parisienne du Gaz, to ask him to find him a 

job. 

Meantime he had been writing poetry and prose. His p o e t ry 

was typical of many a writer of his years, unoriginal but 

agreeable: 

Nous avions tous les deux passe notre soiree 
Loin des jeux, a l'ecart et la main dans l a main. 
Tu n'avais que seize ans, moi j'etais collegie n, 
Je sentais majeune ~e a tes regards brulee ••• 6 
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By May 1882 Guiches had a trilogy of some seventy poems ready 

for pUblication. He called it Mes B~tes, Choses, et Gens and 

wrote to Maratuech to ask h im how much it would cost to publish 

the collection in a Mazeyrie edition. 7 Despite "une lettre 

charmante" from Mazeyrie, Guiches did not pursue the idea of 

private publication, presumably on account of the cost. By 

September of the same year he wrote to Maratuech that he was 

putting the finishing touches to a collection of two hundred 

poems "d'essence neurotique", indicating the strong influence 

of Rollinat. Rollinat had dedicated several poems to Guiches 

in his Nevroses (1883).8 However, in June 1883 Guiches wrote to 

say that he was delaying publication of his poems to eliminate 

the influence of Rollinat first and that he was having difficulty 

in replacing some of them. 9 

While studying law in Paris in 1879, at the age of nineteen, 

Guiches wrote some articles for Le Limousin, in which he commented 

on events taking place in Paris. As he was working for the 

Ministere de l'Interieur and his articles were sometimes con-

troversial he wrote under different pen-names. One article 

was signed 'Aristophane' and several others 'Jean du Quartier~10 

Later he also contributed to minor revues such as the Feu Follet, 

founded by his friend Francis Maratuech in 1880. Guiches wrote 

from Cahors to Maratuech in May 1880 offering him advice which 

betrays a high degree of youthful confidence and enthusiasm: 

liLa prose meme ne se fait lire quia la condition d'etre soutenue 

par une action interessante et moderne. Vous devez savoir aussi 
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bien que moi qu10n ne lit plus les descriptions et que les 

r&veries ont Ie doux privilege d'exciter l'hilarite des 

lecteurs./lll He also recommended that the revue should contain 

little poetry if it was to be successful. In fact the revue was 

not a great success and had but a short life, from 1880 to 1889 

and again from 1899 to 1902. 

Guiches never felt very close to his father. He was an 

obedient son and there was no open rift but he tells us quite 

clearly in Au Banquet de la Vie of the gap between them. There 

was an age difference of fifty-two years, so that when Gustave 

left to start his life in Paris at the age of twenty-one his 

father was already seventy-three ~ The age difference was all the 
:\ 

more marked because Gustave1s mother was fifteen years younger than 

her husband. She therefore seemed young to Gustave in comparison 

with his father. He also felt strongly that his father lacked 

confidence in him. When his father accompanied him to the 

station for his journey to start his job with the Compagnie du 

Gaz and his career as a writer, Guiches tells us: 

Outre Ie desir qu ' il a de rester avec moi 
Ie plus longtemps possible, il ne me croit 
pas capable d'accomplir, seul, les formali
tes du guichet et de l'enregistrement. 

Je Ie regarde. Jamais la distance que 
l'age a etablie entre nous ne m1a paru si 
infranchissable. J'ai vingt et un ans. 
II en a soixante-douze, sous ses cheveux -~ 
blancs qui bouclent sur la nuque, son visage 
rase offrant au regard ses beaux traits d ' 
intelligence et de droiture m'apparaft comme 
un visage d'aIeul. II est plus que mon pere, 
et je m'explique pourquoi mon affection 
venere en lui, un grand-pere, comme la 
sienne, en son enfant, ch~rit un petit-fils, 
pourquoi il me juge selon son epoque et 
pourquoi je Ie confronte, moi, avec mon temps. (p.ll) 
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Like all young generations he felt his father was unsympathetic 

and unwilling to recognise his independence. This remoteness 

continued to affect their relations and troubled Guiches even 

after many years in Paris. His account to Huysmans of the 

differences between him and his father led Huy smans to believe 

that Guiches had no affection for him and when Huysmans failed 

to send his condolences on his father's death in 1894 Guiches 

was deeply offended. Huysmans explained: "J'ai cru que Ie 

desaccord dont vous m'aviez parle, entre votre famille et vous, 

, t b I' t t ff t' d t t 1112 A d G ' h ava1en a 0 1 ou e a ec 10n, e vo re par •••• n U1C es 

felt, when kneeling beside his dead father, that he had not 

behaved as he should have towards his father and had misunderstood 

lila tendre bonte de son badinage et Ie zele si affectu eux de ses 

conseils." 

The need for his parents ' approval was keenly felt by him 

and on the publication of his first novel Celeste Prudhomat 

(1886) he wrote: "Je veux que mon premier livre soit charge 

d 'apporter aux miens, la-bas, une ardente part du sentiment qui, 

en cet instant m~e, m'agite, et c'est, me semble-t-il, Ie dipl$me 

de mon veritable baccalaureat-es-lettres, qu 'avec un bonheur 

reflechi, reparateur et profond, je leur envoie." (Au Banguet 

de la Vie , p.183) 

Guiches' mother occupied less of his concern. When he 

left for Paris: "elle dissimule son emotion sous des paroles 

grondeuses." She told him to travel second class and not to 

wait for a month before writing. In fact he did write to his 

mother rather than to his father and kept her informed of his 

progress and his plans. 



And so Guiches, having written to his brother-in-law 

in Paris in 1881, waited patiently for nearly two months 

before he received a reply: 

C1est aujourd'hui Ie 23 octobre, et deja, 
dans les courants d'air qui jouent aux 
quatre coins autour des piliers de l'eglise 
en bousculant des odeurs d'encen$, d'ail et 
de basilic, je sens Ie petit frisson avant
coureur de la Toussaint, et j1en ai froid 
dans Ie dose Encore un hiver? Oh! Non! 
Non! Pas 9a! (p. 5) 
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Then Guiches received a telegram from Alphonse Pages informing 

him that he had found him a job with the Compagnie du Gaz. His 

joy at the news was swiftly followed by feelings of reluctance 

to leave the home and surroundings of which he had become so 

disdainful. But he fought against this: "Oh! que cette 

sentimentalite va me gener et me faire souffrir! II faut que 

je mien affranchisse. Sans quoi, elle ferait de moi, au lieu 

du serviteur de mon cerveau qui est sain, llesclave de mon coeur, 

ce fou." (p.l0) Within little more than twenty-four hours of 

receiving the telegram Guiches was on his way. 

Accompanied and organised by his father until the train 

departed from Luzech station, Guiches, left on his own in the 

train compartment, suddenly felt apprehensive and afraid. 

"Toute rna vie je ne serai qu'un pauvre petit employe de rien 

du tout qui ne connattra pas une miette de ce qu'il a reve. 

Un pessimisme affreux m'ecrase. Je m1epouvante. Comme rna 

... A 
mere me connalt bien!" (p.14) To give himself greater 

confidence, at Libos, while waiting for the express, like the 

hero of La Tueuse (1921), he paid the supplement for a first

class ticket and looked forward to lila rumeur de la vill e , 

Ie CO.u:)oiement de la rue, les serres chaudes des bureaux de 

r 'd t' '-" 11
13 e ac lon, des salons, des theatres. 
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Notes to Chapter 1 

1. II Y a plus d'un ~ne a la Foire - Vaudeville en 
un acte, par MM. Paul de Kock et Guiches. Librairie 
Th~fttrale. Paris, 1851. See also Au Banquet de la 
Vie, Editions Spes, Paris, 1925, Chapter 1, p.4. 

2. Quoted by General Pierre Keller in Gustave Guiches 
et Ie Quercy, lecture given in Cahors on 3 November 
1957, published in Le Bulletin de la Societe des 
Etudes du Lot, 1958 , p.263. See Appendix A(i) for 
a letter written by Guiches while he was at les 
Petits Carmes. 

3. Extract from Guiches' diary for 1873, quoted by 
Henri Austruy in Gustave Guiches, sa vie, ses 
reuvres, ses amiti~s, published in La Nouvelle Revue, 
Quatrieme S~rie, Paris, 1936. See also Appendix 
D(v) for an extract from pages on the death of his 
sister, written at the age of 20 years. 

4. Lettres a Francis Maratuech, La Nouvelle Revue, 4e 

S~rie, Vol. 143, Mai-Juin 1936, p.l04, letter 
dated 3 July 1879. 

Francis Maratuech was born at Ferrieres in the 
commune of Serignac, Puy~Leveque in Quercy on 29 
January, 1853. In 1880 he founded Le Feu Follet 
which ceased publication in 1889, began again in 
1899 and finally ceased in 1902. Maratuech wrote 
a number of 'nouvelles'. His work included 
Rocailles, Paris, Lemerre, 1882, a collection of 
poems, articles and short stories, one of which, 
Le Cerisier, was dedicated to Guiches, Les Kadurques, 
1905, Conte Celtigue (La Nouvelle Revue, 15 July 1893) 
Un Ami (La Nouvelle Revue, 1 October 1894), Le Mal 
de la Terre (La Nouvelle Revue, 1 Mai 1897). More 
than five hundred of his 'Nouvelles' were published 
in Le Feu Follet. In 1900 he founded Le Quercinois 
in Cahors, which he directed until 1904. In 1904 
he became editor of Le Roussillon. He died in May 
1908. 

5. Au Banguet de la Vie, Paris: Editions Spes, 1925. 
(All page references following quotations in the 
text are to this work, unless otherwise stated.) 

6. Quoted by Pierre Keller, op.cit., p.264. See 
Appendix D(iv) for the full text of this poem, 
Reminiscence, as it was written down for me by 
the daughter of M. Jean Pages, Madame Denise 
Lambert, who had learned it as a child. 

7. Letter to Francis Maratuech, 30 May 1882, quoted 
by Henri Austruy, Vol. 143, p.282. 



8. Letter to Francis Maratuech, 20 September 1882, 
quoted by Henri Austruy, Vol.143, p.289. 

9. Letter to Francis Maratuech, 27 June 1883, Vol.144, 
p.39. 

10. Letter to Francis Maratuech, 3 July 1879, Vol.143, 
p.104. 
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11. Letter to Francis Maratuech, quoted by Henri Austruy, 
p.l06. 

12. Le Banguet, Paris, Editions Spes, 1926, p.275. 

13. Guiches based four of his novels on the theme of 
the hero who leaves his home in the provinces to 
make a new life in Paris, L'Imprevu (1890), 
Un Creur Discret (1892), La Tueuse (1921), and the 
unpublished Pile (1935). His first impressions of 
Paris are reflected in L'Imprevu, Chapter III. 



CHAPTER 2 

Literary Apprenticeship in Paris 
1881-85 

Guiches arrived in Paris full of enthusiasm "Ab! comme 
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je vais aimer Paris, comme je vais m'y enthousiasmer, y lutter 

et y souffrir, y vaincre peut-@tre? En tout cas, jamais plus 

je ne Ie quitterai." (Au Banquet de la Vie, p.17) 

His employment at the Compagnie du Gaz gave him little to 

do. It was not a good job he well knew, although he described 

it in a letter to Francis Marateuch as " une situation aussi 

h bl ' °b' II 1 onora e que retr1 uee He made use of his wit and gift for 

observing and recording his impressions of people in order to 

give us in his memoirs a picture of his colleagues and superiors 

in the office, from M. Faradol, the chef de bureau, who was 

continually dancing about as he talked, to Magnol 'have et 

toussotant' who ate horsemeat so that his wife and son could 

eat beef, and, against the office regulations, ate his lunch 

in the office lila t~te baissee, dans son tiroir ouvert." (p .25) 

When the public arrived the clerks had their reward - the 

satisfying feeling of being officials, which, says Guiches, 

a l lowed the company to get away with paying very little in 

wages. 

From three o'clock till five Guiches was freed from any 

duties and able to take things easy. He read and thought. As 

yet he had no ideas and did not know what to write. He visited 

newspaper offices offering to write "des chroniques", but was 

turned down everywhere. He therefore spent his time reading: 



Je lis. Je m'enthousiasme pour Ie mouvement 
naturaliste. Jl y trouve des elements esse ntiels 
a rna formation d'ecrivain. Mais l'observation 
de la vie est encore, en moi, si rudimentaire! 
J'ai tant besoin de cette fl~nerie initiale qui 
est, pour l'ecrivain, son approvisionnement et 
son apprentissage ••• 11 (p.28) 
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Guiches ' wit, distinction and friendliness quickly won him 

~any friends and opened many doors. He went out a good deal. 

IIJe vais avec eux aux courses, au tripot, au skating de la 

rue Blanche, dans les cafes de nuit et dans les cafes-concerts.1I 

(p.33) He was introduced to many people including Toulouse-

Lautrec, lIun deja grand monsieur, ce petit homme a tete de 

bossu aux yeux radieux et feroces, aux joues sernees de boquet-

eaux noirs.1I (p.32) 

But this idle round of pleasure did not satisfy Guiches. 

IIJe suis rompu et ecoeure ll
• He decided he must do something 

worthwhile. He said to a friend, but the words were really 

meant for himself: IITu es absurde idiot!1I lui dis-je, IITu 

vas rentrer chez toi. Apres cette existence imbecile, tu vas 

claquemurer dans la solitude, ta sensibilite, ton coeur, ton 

esprit, ton talent quand tu as la chance de pouvoir faire une 

oeuvre qui durera par la force vitale que donnent, seules, la 

douleur et l'amour!1I (p.35) 

But during this period he tasted the frivolous distractions 

of Paris life, the noise and gaiety of the cafes and became 

familiar with the personalities of the variety halls and 

operettas. The names of performers such as Judic, Jose Dupuis, 

Baron, Lassouche, Leonce, Cooper, Jeanne Granier, Landrol all 

filled him with enthusiasm for the stage which was to return 



later when he felt disappointed and disillusioned by his 

progress as a novelist. Although he did not seem to be 

achieving very much, he, for a time, enjoyed himself amidst 

the boisterous vulgarity of the capital: 

Paulus m'etourdit et Ther~sa m'emeut. Les poings 
sur les hanches, Ie buste renverse, les yeux 
flamboyants, un enorme trou beant dans la 
bouffissure des joues, ce qu'elle hurle ne 
vient pas d 'elle. C'est une voix de la nature, 
de la patrie, du peuple en revolte, du vaga
bondage, de la crapule, de l'amour. C'est 
magnifiquement horrible et abominablement 
beau! (p.33) 
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Guiches resolved to tear himself away from these d istractions: 

"J'ai resolu d 'agir. J'en ai pris vis-a-vis de moi-m~me, 

I 'engagement . Le tiendrai-je?" (p .36) As a first step he went 

to see Albert Delpit, author of Fils de Coralie, with a 

recommendation from his aunt and Charles Buet, author of 

Le Pr~tre and a friend of Francis Maratuech. Guiches was un-

impressed by the former but took to Buet in whose house he met 

famous people like Barbey d'Aurevilly, who was then eighty 

years old, Fran90is Coppee, Leon Cladel, Maurice Rollinat 

("le plus extraordinaire poete qui soit au monde" p.45) Leon 

Bloy, Emile Goudeau, Laurent Tailade, Josephin Peladan and Jean 

Lorrain . 

Guiches provides, in Au Banguet de la Vie, many pen-

portraits of the famous men he met. Barbey d'Aurevilly was 

at that time treated like a king by the society o f writers, 

actors and critics in which he moved. Barbey's extravagant 

appearance, he tells us, may have been "carnavalesque " but 

"Ie front qui est la fac;ade d'un palais du genie, Ie port de 

la t~te et l'autorite du regard enclouent, sur les levres 

des plus gouailleurs, Ie sourire naissant. (p. 48 ) Guiches, 



as the honest portrayer of reality, described what he saw, 

as he did when he met Leon Bloy: 

II grogne, mugit, ricane, et rit tour 
a tour comme Satan ou un enfant de choeur. 
Zoologiquement il a une t@te de lamproie 
sur Ie corps onduleux que lIon attribue au 
serpent de mer, m~me au serpent d'eglise, car 
sa silhouette est celIe d'un ophicleide debout. 
Humainement, il a de beaux gros yeux clairs 
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ou passent des regards d'assassin, des 
eblouissements de visionnaire, des larmes de martyr 
et des rires de bebe, car il y a, en lui, un 
etre qui souffre, un Titan d'orgueil, un Cain 
de haine, un demoniaque et un premier communiant. 
II est suave comme l'hostie et grossier comme Ie 
pain d'orge. Avec la meme ecume de rage, il 
prie Dieu et l'engueule. (p.52) 

Returning from his evening with these great men he 

wrote: "Je rentre, la tete brulante, l'esprit bouleverse. 

Decidement mon imbecile vie d'hier me semble morte." (p.55) 

At Buetls Guiches saw and heard Rollinat sing and recite 

his own poetry and was deeply moved~2 and Josephin peladan3 

whose work drew on the occult and the Old Testament, and the 

naturalist poet Jean Lorrain - "Il brasse l'humanite parisienne 

au jour le jour de ses chroniques et l'autre humanite, dans 

ses poemes, avec des doigts impertinents, nerveux et volontaires 

qui en extraient des essences de beaute et en font jaillir des 

gaz de pourriture." (p.64) 

Guiches listened to poets and writers reciting their work, 

from Rollinat singing of his native Berry, which was likely to 

remind Guiches of his own Quercy and point to this as an 

obvious source of inspiration for him, to Bloy bewailing the 

injustice of the public, ranting cynically against successful 

writers like Renan, Zola, Flaubert and Maupassant, and cursing 

God for his own suffering. At this time, in 1882, Guiches met 

and became a firm friend of Henri Lavedan
4 

son of Philippe de 

Grandlieu of Le Figaro. He also met Sarah Bernhardt and her 
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son Maurice. At Sarah Bernhardt's house he met Catulle Mendes, 

Fran~ois Coppee, Jean Richepin, Fernand Harancourt, and he 

witnessed the triumph of Rollinat singing his own songs at 

the piano. ilLes yeux s'hallucinent au spectacle de cette 

t~te qui,tranchee au col, posee sur une table rase, apparaft 

comme Ie chef livide, chevelu, et bouche ouverte d'un Sant Jean-

Baptiste de la folie humaine." (p.94) 

Guiches' interest in poetry had been rekindled by his 

enthusiastic reaction to meeting and listening to Rollinat. 

Before this experience, in February 1882 he had written to 

Maratuech: "J'ai renonce A la poesie fugitive pour Ie grand 

5 
roman de moeurs." Despite his great admiration for Rollinat , 

however, Guiches denied that he was at all influenced by him: 

"Il n'a pas ete pour moi un maftre dirigeant rna pensee et 

contribuant A rna formation d'ecrivain comme Barbey d'Aurevilly, 

Flaubert, Zola, Goncourt, Daudet, Maupassant, Huysmans, mais 

il a ete Ie premier enthousiasme qui ait fait tressaillir rna 

sensibilite par la parole et Ie chant." (p.104) 

Like other writersof his own and earlier generations, 

Guiches was fascinated by dreams and by the occult. He wrote 

to Maratuech in May, 1882, telling him of a short story he had 

written on lila vie r~vee" and expecting that Maratuech would 

find it rather bizarre. He had also, he said, begun what h e 

A. 
called "l'histoire realiste des reves". Later, when Maratuech 

wrote describing Guiches' story as "une vision apocalyptiq ue", 

Guiches replied that he had been obsessed by these ma cabre ideas 

for the past year and that he was pouring them out onto paper. 

This interest in the bizarre is reflected in La Pudeur de Sodome 
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and, especially, in Philippe Destal, where the nature of 

hallucination and obsession is explored at length. Although 

Guiches did not persist in exploiting his macabre interest in 

his later works he maintained a private interest in spiritualism 

which was also shared by his wife and daughter. 6 

In the company of Buet, Guiches made the round of poets 

and artists' garrets, where young men either played at being 

poor artists and enjoyed their destitution or genuinely saw 

their talents suffer in sickness and misery. The scenes 

Guiches described remind us forcibly of the dens 0f intellectual 

and other lIoutsiders ll of the 1970's: ilLes Hirsutes, rue de 

Rennes se reunissent dans une tannerie si enfumee que la mort 

les y surprendra si la menace de l'asphyxie ne les en chasse 

a temps [ •••• ] Une horrible cuisson vaincue, les yeux 

distinguent , dans Ie brouillard, des rangees de chaises 

demantibulees, de tables boiteuses ••• 11 (p.l06) He describes 

also the opening in 1882 in Montmartre of Le Chat Noir, a new 

cafe as a meeting place for writer and artists. 

During this time Guiches contributed articles to Le Gallois, 

Gil BIas and to Feu Follet, a literary magazine founded by his 

frien d from Quercy , Francis Maratuech, in 1880. Guiches wrote to 

Maratuech in 1882: 

Mon article ch8me toujours au Gallois. Meyer 
est un inf~e prometteur avec lequel Buet s'est 
brouille, et je vais probablement transporter 
mon oeuvre des cartons oubliettes de cette 
estimable redaction pour la presenter au Gil 
BIas ou l'accueil est generalement assez 
cordial. 7 

Guiches sent mainly Parisian portraits and short stories for 

publication in Feu Follet. When writing to Maratuech that he 

had written a novel on dreams, he quickly reassured him: 



II Rassurez-vous, je n'enverrai a Feu Follet que du realisme de 

bon aloi dont il n I aura point a s I effaroucher. I! 8 

Guiches, who had seen the great French politician Leon 

Gambetta only three years earlier inaugurating a war memorial 

in Cahors, witnessed his national funeral in 1882 from a 

vantage point in the Boulevard de Sebastopol in Paris. This 

compatriot of his was later to provide the inspiration for 

Guiches' novel about the destructive power of politics, 
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La Tueuse (1921)0 Always impatient of ignorance and sensitive 

to impropriety and injustice, Guiches wrote critically of the 

behaviour of the crowd which had stoned Gambetta's carriage 

ten years earlier in Cahors and of that of the crowd at his 

funeral in Paris whose enthusiasm turned the occasion into a 

celebration. 

Guiches met at the Chat Noir a young poet, Maurice 

Donnay, 9 who was to be his close friend for the rest of his 

life. At the same time, in 1882, Charles Buet, who had been 

Guiches' guide in the writer's world of Paris, departed for the 

provinces, reintroducing Guiches, however, before his departure , 

to Barbey d'Aurevilly, whose conversation excited and enthralled 

him. Writing to Maratuech in 1882, Guiches said that he had 

intended to send him lila chronique Barbey", but as the subject 

was so overdone in Paris, he had decided not to. "Il souffle 

ici un terrible vent a la d'Aurevilly, et Ie sujet devient trop 

rebattu." 10 It is possible that the portrait was eventually 

published in Feu Follet as in September 1882 Guiches promised 

that he would send it to Maratuech. 11 This portrait is 

. . 11 d' G' h' . 12 undoubtedly the one wh1ch f1na y appeare 1n U1C es mem01rs. 
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"II parle et la pauvrete, deja, s'est enfuie de la chambre~ 

il parle et jette les images, les anecdotes, les portraits, 

les descriptions, les ripostes, l'eloquence et l'esprit cornrne 

si ce pauvre magnifique lan~ait des poignees d 'or aux 

adrnirateurs que, tout a l'heure, navrait sa pauvrete. " 



Notes to Chapter 2 

1. Letter to Francis Maratuech, quoted by Henri 
Austruy, op.cit., Vol. 143, p.l06. 

2. Maurice Rollinat impressed Guiches particularly 
as a poet who wrote about his native Berry. In 
Au Banquet de la Vie Guiches wrote~ "Clest la 
terre natale qui, avec lui, chante et s'eplore. 
Clest elle qui reclame son poete, son enfant 
prodigue et prodige." {Chapter II, p.60} See 
Appendix A{ii} for a letter to Guiches from 
Buet, in which he refers to Rollinat, Le Chat 
Noir and Barbey d'Aurevilly. 

3. Josephin Peladin {1859-1918} did not impress 
Guiches favourably. In Au Banquet de la Vie, 
Chapter II, p.63, Guiches wrote, "11 est, lui
m@me, son unique boisson. II se deguste, il 
se sirote. 

4. Henri Lavedan {1859-1940}, collaborated with 
Guiches to write two short plays which made up 
Les Quarts d'Heure, performed by Antoine at the 
Theatre Libre in 1888, after the publication of 
the Manifeste des Cinq and forming part of a 
programme of plays by the signatories to the 
Manifeste. Bonnetain and Descaves together 
wrote La Pelote and Paul Margueritte wrote a 
pantomime entitled Pierrot. In Mes Souvenirs 
sur Ie Theatre Libre, Paris, A. Fayard, 1921, 
Antoine wrote, Les Quarts dlheure"{ •••• } sont 
pleins d'une cruelle et incisive ironie qui a 
beaucoup porte." {Entry for 28 March 1888} 

Lavedan and Guiches were also to collaborate 
in the writing of Le Cafe Concert, in 1896, a 
witty survey of the 'cafconce ' in an expensive 
limited edition with illustrations by J.L. 
Forain. The project was under-subscribed, 
however, and the work was therefore never 
written. See also Note 12. 

5. Letter to Francis Maratuech, 28 February 1882, 
op.cit., p.219. 

6. Guiches ' daughter believed in clairvoyance and 
automatic writing. General Pierre Keller told 
me that Guiches had told him of an occasion 
when he was having difficulty with a scene for 
one of his plays, Marguerite had called up 
Alexandre Dumas Fils, who had then solved his 
problem. 

7. Lettres a Francis Maratuech, op.cit., Vol. 143, 
p.280, letter dated 1882. 
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8. Lettres a Francis Maratuech, op.cit., Vol. 143, 
p.282, letter dated 30 May 1882. In a letter 
dated 10 June 1882, to Maratuech, Guiches sent 
him Nadine, probably a short story for the next 
issue of Feu Follet. (Lettres a F.M., p.282) 
In a letter dated 27 June 1883, he sent Maratuech 
a chronique on Le Chat Noir. (Lettres a F.M. 4 
serie 144-145 la N.R. 1936 Juillet-Octobre.) 

9. Maurice Donnay (1859-1945), who became an 
Academician in 1907, was Guiches' advocate in 
the Academie Franyaise when he was awarded the 
Prix Toirac for his play, Vouloir in 1913. See 
Appendix A(vii). 

10. Lettres " F .M. , op.ci t. , p.279, letter dated 1882. a 

11. Lettres " F.M. , op.ci t. , p.287, letter dated 20 a 
September 1882. 

12. Au Banquet de la vie, 1925. Ed. Spes, pp.46-56. 
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CHAPTER 3 

Beginnings of Success. 1886 

The fruit of Guiches'experiences, perhaps, most of all, 

the result of the profound experience of meeting once again 

the inspiring personality o f Barbey d ' Aurevilly , was the germ 

of the idea for his first novel. 

Ce que j'ai tant souhaite, l'idee a laquelle , 
comme les autres, je tenterai de donner la vie, 
est venue a moi. L ' ange ou Ie demon que tous 
nous p ortons en nous a presente a mon imagina
tion une brune et p~le jeune fille de mon pays ••• 
J'ai commence, et maintenant, ce n'est plus par 
un travail que je suis pris, mais par une 
passion , un amour. Je ne vois guere plus 
personne. Quelquefois je lis un chapitre a 
Henri Lavedan qui veut bien m'encourager ••• (p.129) 

The original inspiration for the novel seems open to conjecture. 

The name Emma Bovary was to be mentioned frequently for the 

similarity of subject, but it is unlikely that Celeste 

Prudhomat owes more than a superficial debt to Flaubert's 

novel. Reference has also been made to the timing of the 

appearance of Guiches' novel, which coincided with the passing 

of new educational legislation, a fact which gave the novel the 

air of an anti-establishment treatise, supporting the govern-

mentis critics. The basis for Guiches' heroine may well be 

traceable to an incident in his own family. An uncle in the 

' Folmont branch of the Bercegol family had seduced his children's 

governess. The family , not unnaturally, wished to draw a veil 

of secrecy over the matter and when Celeste Prudhomat appeared 

they were outraged that he should have revealed the matter to 

the whole world. The family quarrelled with Guiches and would 

have nothing more to do with him. His novel was banned from 

the house. On the other hand, Guiches was totally unaware 
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that his novel would be likely to give offence at Folmont. 

If he knew the story of his uncle's liaison, and since he 

seldom visited Quercy at that time it is possible that he did 

not know, he certainly did not expect Celeste's story to be 

linked with it. He wrote to Maratuech on 17th September, 1886 

that although he did not want him to lend his copy of Celeste 

Prudhomat to anyone else, since he wanted people to buy it, 

he did not mind Maratuech giving a selected reading of it at 

Folmont, as they had always been kind to him there. 1 

At all events, Guiches' method was clearly to follow the 

example of the Goncourts. He wrote to Maratuech on 27 June, 

1883: 

Je travaille seri~usement a mon roman. J'ai 
l'ambition de fixer sur le papier une etude 
conscientieuse des moeurs locales en 1880, 
et, comme cette oeuvre quelque peu ecrasante 
comporte une observation ultra-meticuleuse je 
n'avance que peniblement et avec d'infinis 
efforts. Le titre me sourit. Je vous le livre. 
J'appelle mon oeuvre Mademoiselle Prudhomat. 
C'est "simple" et " de bon goQt", et il me semble 
que ce derivatif feminise de Prudhomme exprime 
suffisamment le type essentiellement scolaire 
de mon institutrice. 2 

On the pUblication of the novel three years later, in 1886, 

Guiches wrote to Maratuech that he was expecting the novel to 

unleash "une temp~te bourgeoise", which would not upset him in 

the least: "et je ne vous cacherai pas que cette indignation 

dont ici lion rira fortement sera pour moi la consecration et 

la recompense de mes efforts. Donc je l'attends avec une 

allegresse anticipee." 

The "temp~te bourgeoise" he expected would be in the 

provinces and particularly perhaps in Quercy. "Ici", that is 

in Paris, it would not cause indignation, he believed. So 
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Guiches did not expect the educational, but rather the social 

implications of his novel to be the controversial ones. He 

did not foresee any political reaction, but he did enjoy the 

prospect of the provincial bourgeoise being discomfited. 

There appears to be notlought in his mind o f family scandals. 

Meanwhile Guiches accepted the invitation of a friend t o 

collaborate on Le Limousin, a bi-weekly jounal, for a disa-

ppointing 100 francs a month, which soon led to complications 

for him at the Compagnie du Gaz. Guiches was told that 

political reactions to his writing could bring about his 

dismissal . He therefore decided not to write any more for the 

newspaper. 

Returning home to Albas for a holiday Guiches enjoyed the 

warmth and affectionate regard of his parents and great prestige 

among his acquaintances: 

Obeissant a son orgueil paternel et aussi a 
la passion d ' embellir qui sevit en tout 
meridional, mon pere a du, non par des paroles 
precises, car il repugne au mensonge, mais par 
des sous-entendus, par des haussements de 
sourcils et des hochements de t~te qui en 
disent long, fortifier cette opinion a laquelle 
je dois les plus flatteurs egards, car on me 
parle avec une sourqe admiration de mes hautes 
et delicates fonctions, de rna responsabilite, 
du role que je dois jouer dans les graves 
conflits del'Administration avec la ville ••• (p.l39) 

(A reference to the legal battle between the Gas 
Company and the town of Paris) 

To his astonishment his family even asked him to read some 

of his novel: "Par quel miracle de tendresse ont-ils sacrifie 

leurs repugnances, et en sont-ils venus a m'exprimer ce 

desir , a me parler de mon roman, sans ajouter, sur la premiere 

voyelle, l'accent circonflexe de de gout sous lequel ils 

ecrasaient ce moti" (p.l40) 
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Guiches obviously expected his parents to be highly 

critical of his achievements and unimpressed by his novel. On 

the contrary his mother took a great liking to Celeste, thinking 

of her as the object of her son's affection rather than the 

product of his imagination. His father line voit pas dans mon 

roman une histoire d'amour, mais une passion qui punit la 

sottise d'une ambition sociale et une attaque puissamment menee 

contre l'ecole sans Dieu. Ce n'est certes ni rna pensee ni mon 

but~ mais que m'importe! II s'interesse a mon effort d 'ecrivain. 

Son affection mea sacrifie une resistance qui chagrinait nos 

rapports et qui maintenant a ramene nos coeurs a la simple 

intimite du temps de mon enfance." (p.l4l) 

He returned to Paris after a happy holiday, wondering 

whether he would see them again as they were ageing so much. 

On his return he discovered that he had lost his job. The 

Compagnie du Gaz had had to reduce its staff because of its 

legal action against the city of Paris. Faced by the alterna

tives of either going back home to seek security " dans la 

souffrance hurniliee" or remaining in Paris in "l' incertitude 

angoissee", he chose to remain in Paris. 

He abandoned his novel for a while and wrote a number of 

provincial tales which he then posted off to four newspapers 

and two magazines. To his great joy, Le Figaro Litteraire 

published his 'nouvelle ', Le Dernier exploit d 'un huissier. 

He was delighted to receive sixty-four francs for it and 

promptly wrote to the editor suggesting a series. He was 

invited to submit work occasionally but without any promise 

o f pUblication. 



Another 'nouvelle' was published in Paris Illustre, 

L 'Orage aux champs and for this he was paid 500 francs. 

The remaining four 'nouvelles' were not published. However , 

Guiches had now finished his novel and was concerned about 

how to have it published. His friend Henri Lavedan arrived 

opportunely and introduced him to the new publishing house 

of La Librairie de la Presse. 

Guiches was apprehensive in parting with his manuscript 

as he had no copy: 

C'est, un effet, un arrachement. J'en ai un 
cri interieur. Je ne suis plus l'amant de la 
passionnee de qui j'ai aime l'amour et de qui 
j'ai souffert la douleur. Je me sens un pere 
remettant son enfant au mari qui va meconnaftre 
son fume dans la h~te de saccager son corps. Et 
Ie voila qui, devant moi, la deshabille , la palpe, 
lui souleve la jupe en me disant des choses 
d 'une vulgarite blessante:-

'Croyez-vous que ~a fasse trois cents pages? 
Le titre est bon. II annonce une jeune fille ••• 
roman realiste ••• naturaliste ••• Ie public ne 
s'emb~tera pas ••• moeurs de province ••• Parfait ••• 
La province est a la mode ••• ' (p.162-3) 
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The novel was accepted. The co-director of La Librarie de 

la Presse, Gustave de Malherbe, told Guiches he was looking for 

new writers. Zola's great service to literature, he said, had 

been to make the public read, but now Naturalism was less 

fashionable and the only two talents i.t had since engendered 

were Maupassant and Huysmans. These two,"d'inspiration 

differente, de puissance egale '! were, according to Malherbe 

" deja mal a liaise et a l'~troit dans Ie document humain. II 

leur faut davantage. Et ce surplus c'est la troisieme 

, , t' I At . I' t genera lon, a vo re, qUl va nous appor ere Elle epurera Ie 

naturalisme. Elle substituera, au procede, des formules plus 

simples et plus vraies, a l'etude exclusive des pourritures 
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sociales, une observation plus large et plus impartiale, 

qui ne bannira ni la beaut~ ni l'~l~gance, et je crois qu'elle 
't'\ 

voudra donner un souffle animateur a l'imperso~lit~ vraiment 

trop vigoureuse du reportage actuel." (p.168) 

• While at La Libr~ie de la Presse, Guiches met other 

writers like L~on Cladel, from the Causse, who arrived looking 

like a Tolstoy peasant "ratatin~, fluet, nerveux, secouant une 

chevelure barbare - et une voix, ~norme, sauvage, une voix de 

D~mosthene de grands chemins dont 1 'accent broie tous les 

cailloux qu'il a mis dans sa bouche." (p.170) Cladel had 

brought his manuscript of Dux, which consisted of notes on the 

character of Charles B,audelaire whom he knew well. Octave 

Mirbeau, too, burst into the publisher's office one day when 

Guiches was there. Guiches calls him a champion of misjudged 

geniuses and crusher of exaggerated reputations. 

Guiches' novel was to be the first of a new series,La 

Librairie Moderne, and the publisher undertook to publish all 

his other works. The new series was to include also works 

brought by other writers whom Guiches met at the publishers' 

office: Henri Lavedan's Lydie, George Rodenbach's L'Art en Exil, 

Edouard Rod, Caran d'Ache, Grosclaude, and Bonnetain who 

brough l'Opium and L'Extr~me-Orient for publication. Guiche s 

was impatient to meet the writer of Axel, to be published by 

the Librairie, Villiers de l'Isle Adam, whose Contes cruels 

and L'Eve future had deeply impressed him. 

Celeste Prudhomat was published in 1886. Guiches was at 

once impatient to read the reviews. Francisque Sarcey, the 

stern critic of the Republique Francaise, devoted four columns 



to welcoming and praising the new novel, comparing it to a 

rich meal. Edmond See wrote to Guiches : " J 'aime a la 

passion cette petite soeur de Madame Bovary si lamentable et 

si finement excitante ." 3 On a visit to Sarcey to thank him 

f or his article Guiches told him "Je vais continuer rna serie 

de province", and Sarcey approved, " C 'est 9a.", and promised 

to be " un lecteur, un juge, un ami." (p.189) 
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Zola complimented Guiches on his novel. Believing it was 

documented after his own manner, he remarked, liOn voi t que 

vous etes du metier et que vous avez pu l'etudier sur place . 1I 4 

Guiches pointed out that he had no need of special documen

tation. 

At last Guiches met Villiers de l'Isle-Adam of whom he 

was to be a close friend until Villiers' death in 1889. II Toute 

personnali b~lI, wrote Guiches, "se nourri t de persornal.it.es, et 

l'originalite n'est qu 'une superiorite de l'assimilation.,,5 

Villiers was fifty years of age and Guiches only twenty-six. 

Guiches was an acute observer of the personalities o f his day 

and has left us a vivid and valuable description of many of 

them. His study o f Villiers de l'Isle-adam is recorded in his 

memoirs Au Banguet de la Vie and further , in La Nouvelle Revue 

of 1 May 1890, after Villiers ' death. He considered him to be 

"un ~tre irrempla<;able" but denied that he was influenced by 

him in any way in his writing. 

Guiches, who had been living at 25, rue de Provence, moved, 

in the middle of 1886, to 100, rue St Lazare. He wrote to 

Maratuech that he found it "un numero deplorable" but appro

priate to "mon temperament naturaliste".6 He thought this 

must be the noisiest street in Paris, but he found it quite 
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conducive to work. He was able to isolate himself from it 

" dans mes evocations champetres." After the success of 

Celeste Prudhomat, newspapers began to publish his chronicles 

of Parisian and literary life. Le Figaro, Gil BIas, and 

Le Grand Journal were the principal vehicles for his brilliant 

wit and powers of observation and he faithfully recorded the 

Paris scene in this way for twenty years. (See Appendix C 

(xi) and (xii» After the First World War, he was a regular 

contributor also to Com~dia. Jose Germain, in 1935, referred 

to Guiches as having been "le parfait journaliste". 

In the contemporary literary scene Guiches saw the division 

between the two camps of Naturalism and Symbolism. He was 

familiar with members of both camps. Stephane Mallarme, the 

leader of the Symbolists, expressed himself with "la plus 

limpide clarte" and Guiches defended him against accusations 

of "une recherche d'originalite". "La deconcertante construc

tion de sa phrase" wrote Guiches, "a, pour cause, la devotion 

a la syntaxe, poussee jusqu'au delire." (p.200) Henri de 

Regnier, "un lyrique d'inspiration imperieusement persom\:lle" . 

(p.202), and Jules Laforgue "libre et adorable genie" (p.202), 

were also much appreciated by Guiches. 

The Revue Independante published poems by the Symbolists 

and also works by the Naturalist prose writers, Gustave Geffroy, 

Jean Ajalbert, Paul Bonnetain, J.H. Rosny, Lucien Descaves, 

Paul Margueritte and Guiches himself. The other five wrote a 

short novel or short story, published by Dujardin. Guiches 

wrote his La Pudeur de Sodome (1888), which was illustrated 
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by the famous ' maltre gravier ' Felicien Rops,to Guiches ' 

great delight. " L ' amvre de Rops est d ' une colossale puissance, 

et tout ce qui surgit de symbole aut~ur de ce Moloch du 

pharisa"isme est d ' une incroyable grandeur . 11 (p. 208) 



Notes to Chapter 3 

1. Lettres a F.M., op.cit., Vol. 144-145, p.46. 
Madame Henri Bourboulon, a niece of Guiches, 
told me that she had been told by her mother 
that Celeste Prudhomat was the story of an 
uncle in the family at Folmont who had seduced 
the teacher of his children. Madame Bourboulon 
and Monsieur Jean Pages also told me that there 
was a family quarrel after the novel was 
pUblished. 

2. Lettres a F.M., op.cit., p.39. 

3. Quoted by Henri Austruy, op.cit., Vol. 141, p.265. 

4. Quoted by Paul-Adrien Schaye - Les Avant Premieres. 
Gustave Guiches et Vouloir - Comoodia 13 May 1913. 

5. Au Banquet de la Vie, Chapter VII, p.189. 

6. Lettres a F.M. - op.cit., p.48, letter dated 
July, 1886. 
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CHAPTER 4 

The Manifesto - Consequences ana Implications 
1887 
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In 1887 Le Figaro of 18 August published on its front page 

an open letter t o Emile Zola, headed La Terre. This letter , 

since known as Le Manifeste des Cing contre la Terre, was 

an attack by a group of young writers on Zo la ' s continued and 

growing preoccupation with ugliness and obscenity in those 

chapters of La Terre which had been published . The authors of 

this protest detailed their disapproval of Zol a 's g rowing 

tendency towards " l 'ordure". Speaking on behalf of all young 

writers they declared that Zola ' s contribution to literature 

in his vigorous battle to establish Naturalism had won their 

fervent support but that , since L ' Assommoir (1877), they had 

been increasingly disappointed and disillusioned , although none 

of them had dared to express his heresy publicly. The writers 

did not content themselves with literary criticism but 

attacked Zola personally , suggesting physical reasons for his 

preoccupations with sex . " Les uns attribuaient la chose a 
la maladie des bas organes de l ' ecrivain" and "Jeune , il fut 

tres pauvre , tres timide , et la femme qu ' il n ' a point connue, 

a l ' ~ge ou l eon doit la connaltre , Ie hante d ' une vision 

evidemment fausse. Puis, Ie trouble d ' equilibre qui resulte 

de sa maladie renale contribue sans doute a l ' inquieter outre 

mesure de certaines fonctions, Ie pousse a grossir leur 

importance. ,,1 They suggested that his obsession might be 

the result of anxiety about his own sexuality. The five 

signatures which appeared at the bottom of this letter, which 

occupied two full columns, were those of Paul Bonnetain, 
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J.H. Rosny, Lucien Descaves, Paul Ma rgueritte and Gustave 

Guiches. 

Guiches was far from being the prime mover in this protest. 

All five were part of a larger group which met at the Taverne 

Anglaise in the rue d ' Amsterdam , regularly forming ' Le D1 ner 

des Fortifs'. Others included Huysmans, Hennique, Raffaelli , 

Ajalbert, Ceard, Frantz-Jourdain, Gustave Geffroy and Abel 

Hermant . Five among them meeting freq uently, exchanging ideas, 

sharing a common passion for literature and being of approxi

mately the same age - none of them was as yet thirty li se sont 

trouves groupes sans avoir nullement concerte cette associa

tion." 2 

Bonnetain was the leader of the group by virtue of his 

being the eldest, but Rosny, too , had , according to Guiches, 

all the qualities of a leader. Paul Margueritte was more o f 

an introvert and modest. Lucien Descaves was the youngest 

and was characterized, Guiches wrote, by an eternal indign.tion 

against injustice and falsehood. "L'indignation est l'etat 

dans lequel Descaves a decide de vivre." (p.215) 

They were "camarades de lettres", according to Guiches, who 

gathered together when "un egal souci, peut-~tre excessif, 

en tout cas legitime, leur suggera l 'idee et la promulgation 

d'un manifeste.,,3 Their aim was to dissociate themselves 

from Naturalism "tel qu'il s'etale aujourd'hui. "Nous 

desirons abjurer une doctrine que nous avons aimee dans son 

integrite, mais que nous repudions dans son usage actuel." (p.216) 

Guiches defended their action in Au Banquet (1925). 



Although he had already written in a letter to Lucien 

Descaves published in L'Intransigeant of 22 June 1924, 

"Je garde un souvenir penaud et contrit de cette folIe 

incartade de jeunesse"; nonetheless, he considered their 

motives were good and reasonable. A disciple, he said, 

carries the torch for his master. Public opinion sees him 

as a torch-bearer and not as a writer in his own right. 

Therefore they could not let it pass . 

Guiches was clear that Paul Bonnetain was the one who 

first conceived the idea of the manifesto. Guiches says,in 

his memoirs, that Bonnetain was the editor~in-chief of the 

Figaro 'Supplement Litteraire' and all five were accepted 

by the director Perivier as collaborators on the paper. 

Recent research has shown, however, that on this point 

., . f 1 4-GUlches memory lS at au t. They met two or three times 

a week and it was Bonnetain's i dea t o organise the five as 

a reply to the "Cinq de Medan". Guiches claims in his 

memoirs that he opposed the idea as "hasardeuse", and as 
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"comique" since they were not acquainted with Zola individually 

and could, therefore , scarcely disown him . This, in fact , 

was the attitude taken by Zola himself after the publication. 

Bonnetain was irritated by Guiches' disapproval and did not 

discuss it with him again, but Guiches presumed that he must 

have done so with Descaves who was a closer friend. 

The next Guiches heard was from Paul Margueritte who 

said that Rosny had told him that events were "sur Ie point 

d 'eclater". Bonnetain had spoken to Magnard, the editor of 

Le Figaro, and Magnard wanted to publish it at once on the 
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front page of Le Figaro. They must, therefore, speed up the 

preparation of the Manifesto. Margueritte sent it to Guiches: 

liLa voici, Rosny demande que nous en prenions conscience. 

Bien entendu, il sera tenu compte d,e nos observations. Nous 

n lavons quia les mentionner, mais les circonstances exigent 

qu l apres les signatures de Bonnetain, de Rosny et de Descaves 

nous apposions les n<kres. II (p. 219) Margueri tte and Guiches 

together read the draft of the Manifesto and were disturbed 

by it. Guiches objected to the use of the word " dictamen". 

They signed it after expressing their view that it should be 

toned down and, Rosny having agreed to this, "1IOUS apposons 

nos signatures les sachant avec celles qui les precedent en 

la plus honorable et cordiale compagnie." (p.223) However, 

the text was published unaltered the very next day, bringing 

down upon their heads what Guiches called "un gigantesque 

ouragan de mitraille ." (p .224)(See Appendix D(i) for the full 

text. ) 

It is obvious from Guiches ' account that Bonnetain was the 

prime mover of the venture with Rosny the business manager. 

The others were there to add the support of their names. The 

suggestion that Goncourt was directly behind the whole thing 

is not proven,S but Bonnetain and Rosny had just been 

visiting Goncourt and Rosny wrote in Torches et Lumignons 

that their aim was to "faire plaisir a Goncourt, en qui 

Bonnetain voyait Ie roi des lettres".6 Indeed, Rosny was 

afterwards included in the Testament Goncourt instead of Henri 

Ceard, which suggests that it was a reward for services 

rendered. 
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At all events Margueritte and Guiches had no such 

allegiance and their intentions were clearly honourable and 

sincere. Descaves seems to have gone along with the idea 

under pressure from Bonnetain and Rosny but with undoubtedly 

an already strong sense of indignation against Zola for what 

he believed to be his excesses. 

The result of the Manifesto was " une explosion formidable ••• 

En quelques instants nous sommes honnis, conspues, insultes, 

fletris, bafoues, traines dans la boue en toutes les langues 

du monde, en anglais, en italien, en allemand, en russe, en 

scandinave, en espagnol, en portugais, meme en fran~ais et 

aussi par des Fran<;:ais qui n'ecrivent pas en fran<;:ais!" (p.224) 

The five authors were satirized in the press and in the cafes. 

Jules Jouy sang at Le Chat Noir: 

lIs ebient cinq petits enfants 
Qui chassaient les gros elephants (p.225) 

The storm eventually subsided. Anatole France proclaimed 

in an impassioned article on La Terre in La Vie Litteraire 

that the Manifesto was justified in its protest against Zola's 

debasement of human existence, but that it was inexcusable for 

its authors to attack Zola personally as they had done. None-

theless France agreed with their verdict on La Terre and 

wrote "Jamais homme n ' avait fait pareil effort pour avilir 

l'hurnanite, insulter a toutes les images de la beaute et de 

1 I amour, nier tout ce qui est bon et tout ce qu i est bien." 

(p.235) All the authors of the Manifesto, except Bonnetain, 

who died in 1899, later admitted their mistake, Margueritte 

in a letter to Zola in 1892 and the others made public disa-

vowels in the 1920s. Guiches' disavowal, as we have seen, 

was made in 1924 in a letter to Lucien Descaves in l'lntransigeant. 



The final result of the Manifesto, after the storm had 

died down, was as if it had never been. Zo la was apparently 

1\ unaffected by it, although his next work , Le Reve, was a 

break from his violent novels . " J ' en ai ete stupefie - Je 
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ne connais pas ces jeunes gens •.• La situation est originale , 

il faut en convenir. " 7 The pUblication of the instalments 

of La Terre continued. The Five ' s mistake was in blaming 

Zola for describing the realities o f a world whose injustices 

and awfulness even the Symbolists saw and were' anxious to 

escape from. Their own work was generally a portrayal of 

reality which lacked the vigour and vitality of Zola's. In 

1890 in Les Romanciers d ' Aujourd'hui, Charles Le Goffic 

declared that the authors of the Manifesto were not free from 

blame. " Seul s M. Guiches et M. Descaves pouvaient pretendre 

dans Ie groupe a une chastete relative. Encore le premier 

a-t-il c ommis quelques pages sur les maladies honteuses ou 

l.' l ' ~ ,, 8 ne faudrait p oint trop s arreter. 

On the 28 March , 1888 at the Theatre-Libre of Antoine, 

plays by four of the signatories of the Manifesto Paul 

Bonnetain , Lucien Descaves, Paul Margueritte and Guiches were 

performed. Guiches and Lavedan had each written a short play 

under the title of Les Quarts d ' Heure . Guiches wrote in 

Le Spectacle that the theatre was crowded. Daudet and his 

wife , and Goncourt sat on the right , Zola with Ceard , Alexis 

and friends sat on the left. Afterwards the protesters and 

their supporters celebrated their success with Antoine at 

Bonnetain 's house in the rue Ballu . 9 

Guiches and Lavedan had proposed their short plays to 

Antoine befo re the publication of the Manifesto . Antoine 

records this in Mes Souvenirs sur Ie Theatre-Libre in his 
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entry for 7 August, 1887. He also indicated that the evening 

was a success , that the authors had talent but that "visible-

ment le public litteraire n ' a pas approuve leur demonstration 

contre le ma1tre de Medan."lO According to Antoine, Zola 

found the evening interesting but he had expected innovations. 

"Cependant pour lui elle n ' a pas revele la nouvelle forme 

, /\ " ",,11 theatrale qu ' il attendait d ' eux apres leur recent eclat. 

Antoine also reports that the signatories of the Manifeste 

had not given up their attack on Zola and that they had 

drafted a new letter to the press , which Antoine, as an 

admirer of Zola , did not like : "car rien ne peut amoindrir 

mon admiration pour Zola , et j ' ai toujours peu goute un geste 

inutile et penible. 12 

Three years after the publication of the Manifeste des Cing 

and on the publication of Zola ' s La B@te Humaine (1890 ), 

Guiches still believed that the protest had been justified. 

He wrote in his notes ( See Appendix D ( iii » that the five 

protesters had not been a cohesive group : " Nullement soli

daires , nullement enregistres dans le naturalisme, differents 

les uns des autres, gardant chacun l ' independance absolue de 

sa pensee, unis seulement par une reciprocite d ' estime 

intellectuelle, les cinq s ' etaientre~ontres dans l ' expression 

d ' un m~me sentiment." This again seems to suggest that 

Guiches was unaware of any conspiracy. As far as he was 

concerned, the Manifeste was a genuine and sincere protest 

and he firmly believed his fellow signatories to be equally 

spontaneous and uncoerced. 

Though he admitted that perhaps some of the terms were 

excessively pompous, he claimed that its tone was no more 
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lyrical than that used by Zola himse l f when attacking the 

d ictatorship of Victor Hugo. rite rs who have become success-

ful, Guiches declared , should not expect t o be judged only by 

a special high court: "Mais Zola est un ecrivain democratique. 

11 s ' est declare lui-meme justiciable du suffrage universel 

et, par ce fait , a pleinement absous de temerite quiconque 

s ' aventurerait a formuler sur ses livres une conscientieuse 

opinion. " Guiches also maintained that if the protesters were 

indeed to be compared , as they had been, with pygmies rising 

up against a Titan , it was logical also to consider Zol a an 

invisible atom beside the giant of Les Miserables, L ' Hornme gui 

rit and Les Travailleurs de la Mer. Clearly Guiches was by 

no means penitent . In fact, this latest protest was an attack 

on Zola's La B~te Hurnaine, beside which Guiches found even 

La Terre acceptable: 

Dans ce livre cornme dans ceux qui l ' ont devance 
le milieu decrit manque d ' ~e . Seules ses 
dependances materielles sont creees au micro
scope, leurs proportions grandies jusqu l a 
l ' invraisemblable par un mattre decorateur. 

In other words, Guiches claimed , the predictions of the 

Manifeste had been fulfilled: " L ' article [the Manifeste] 

signalait une deviation prochaine , un nouvel aiguillage dans 

la vie litteraire et dans 1 'oeuvre de M. Zola. " 

Guiches criticised Zola ' s characters as soulless and based 

on superficial observation : 

Les chemins de fer sont bien indiques et l Ion 
n ' ignore pas que M. Zol a a parcouru de nom
breux kilometres sur la plate- forme d ' une 
locomotive de la Compagnie ffil 'Ouest.( ••• ) 

A , d ~ Les personnages ou plutot les heros e La Bete 
Hurnaine tuent parce que leurs anc~tres ont 
tu~. L ' explication est simple. Grace a 
cette importation d ' une loi pathologique 
promulguee par M. Lornboso , mais que lui d U 
moins etud ie, tout travail d ' analyse se 
trouve radicalement supprime. 



Guiches was by now less critical of the characters in 

La Terre: " Encore dans La Te rre, les personnages ~taient

ils mieux expliques. Ils se pr~sentaient d ' ailleurs d ans 

lasimplicit~ d ' etres de nature, denues de comp lication. " 

The phrase " denues de complication" had been an indictment 

of Zola ' s characters in the text of the Manifeste. Now 

Guiches uses it as a mark of approval . 
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It is no t difficult to understand why Guiches objected to 

the pseudo- scientific aspect of Zola ' s writing . This v iew , 

which accurately d iagnoses the g reat writer ' s p rincipal weak

ness , has been confirmed by p osterity. The added element of 

animosity which is apparent in Guiches ' attack suggests that 

he was still sensitive t o the criticism which had been 

levelled against the Five. But , despite his temporary addic

tion to the artificial devices of Naturalism with its innova

tions of style , he never allowed himself to impose a strait

jacket on his characters or his stories. The philosophy o f 

Positivism was ridiculed in L ' Imprevu and when he treated 

the theme of heredity in Phil. ippe Destal (1892 ), he was to 

illustrate the insidious forces involved in a much more 

sensitive way . 

On the occasion of Guiches ' funeral in 1935 , Joseph 

Germain of the Soci~te des Gens de Lettres , in a reference 

to the Manifeste des Cinq , made the point that Guiches had 

been bitterly disappointed by Zola ' s La Terre , especially 

since Guiches felt a particular affection for the land: 

" Guiches etait le poete du naturalisme. Il avait attendu , 

esp~re La Terre cornrne une synthese du realisme, cornrne une 

symphonie merveilleuse du sol auquel l ' atavisme nous rive 

par l ' arnour. Guiches ~tait l ' arnant de la terre. Il fut 

profondement de~u. ,, 13 
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After making allowance for the customary eulogising 

demanded by the occasion, it must be acknowledged that 

Germain was right. Although Guiches had been anxious and 

impatient to leave Albas for Paris when he was twenty-one, 

he had, by 1887, had time to see his native Quercy with 

different eyes. Even befo re he left, indeed, he had begun 

to realise, as he tells us in his memoirs, how much his p l ace 

of birth really meant to him. Mo reover , Guiches, desp ite h is 

momentary addictio n t o t h e artificial stylistic devices of 

Naturalism , never falsified the basic truth of his setting. 

After the Manifeste Le Goffic says that Bonnetain , Rosny 

and Margue r i tte broke away from the movement and became 

individualist but: 

M. Guiches et M. Descaves, dont une attitude 
presque decente legitimait les ~ruples, la 
declaration signee , n 1en conservaient pas moins 
dans leurs livres tous les vieux procedes de 
l ' ecole , s ' attardaient au moule suranne de la 
phrase naturaliste , aux descriptions , aux anti
theses , aux hyperboles , donnaie nt dans Ie trompe
l 'oeil de l'heredite et gardaient ineffa9ablement 
sur eux la dure et r u de empreinte du mattre 
qu ' ils venaient de renier . 14 

Nevertheless the Manifeste des Cing went into history as a 

momentary explosion o f protest by a group of young writers 

Who made the headlines because o f the stature o f the victim. 

It did not alter the course o f events but it marked the 

declining trend of the naturalist novel, apart perhaps from 

ZOla's, as the nineteenth century was drawing to a close and 

the Symbolists and the IIPsychologues ll like Paul Bourget , 

France and Barres were gradually taking over . During Jules 

BUret 's enquiry Engugte sur Ie Naturalisme - l' Evolution 

hitteraire publ ished in L'Echo de Paris in 1891, Paul Alexis 
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sent his famous telegram to Huret declaring "Naturalisme 

pas mort . Lettre suit ." From Huret ' s enquiry it was apparent 

that the vast influence of Naturalism was still breathing and 

that , as Pierre Cogny writes in Le Naturalisme : " il a creuse 
11~5 

un pro f ond sillon que les ans auront peine a combler . 

Guiches was one of the writers who responded to Huret ' s 

appeal f or his views. He agreed that " Ie naturalisme avait 

1 6 ete inhume par erreur et qu ' il etai t on ne pe.ut mieux portant . 

Nevertheless Guiches considered thatNaturalism " a subi 

toutefo is de fortes dislocations," and that no single school 

had taken over from it , since the Symbolists were divided 

amongst themselves. The fading fashion of literary schools 

was not regretted by Guiches who believed that the independence 

o f a writer would allow him to realise the maximum of his 

personality. 
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CHAPTER 5 

Friendships with Villiers , Bloy and Huysmans 
1 887- 1894 
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Guiches sti l l believed that his future strugg le to succeed 

as a writer would be a hard one. The literary world was over-

crowded and full o f rivalry and jealousy. " On travaille des 

dents. On s e montre les dents. On s ' invective. On s ' attaque . 

On se defend . Et tout cela sans pouvoir b ouger ! C ' est a 

devenir fou !" He still c onsider ed himself as an outsider 

struggling to IDcceed in a maelstrom of human activity , some 

of it admirable and some contemptible: 

Je vais @tre spectateur de b eaux efforts, de 
basses manoeuvres , m' aventurer dans des salons 
authentiques , dans des salonstruques, di scerner 
la passion vraie, l ' amour venal, l es vils 
negoces dans les desordonnes soubresauts de 
cette chaudiere paris i enne qui b out a gros 
bouillons . 

Mais ne pourrai-je donc plu s admirer? 
Faudra-t-il que je devienne , moi aussi le 
forcene lutteur , ne voyant en l ' homme poste 
devant moi , soit-il un homme de genie qu ' un 
do s me barrant la route et que je dois jeter 
a terre pour l ' enjamber et passer? •• 

Jamais je ne pourrai ! J~lais je n ' ai e u 
l ' impression d ' @tre si effroy ablement s eul 
dans une telle multitude... (p.8 ) 

Nevertheless , Guiches had a personal charm which won him access 

2 to a good many influential and important people. He became 

a close friend o f Henri Lavedan and Gustave Malherbe who were 

particularly useful to him in the publishing world, and also 

of great writers like Villiers del ' Isle Adam and J . K. Huysmans . 

With Henri Lavedan , Guiches was invited by the Maison 

Quantin to write a special study called Le Cafe-Concert, a 

short portrait of a place of enjoyment which was typical of 

the era , and one which was painted most effectively a t the 

same perio d by Toulouse-Lautrec. The b ook was to be a limited 

edition to be illustrated by J.L. Forain. In fact the project 

came to nothing, although some work was done on it and a 



publi sher ' s proof , which s urv ives in the Bibliotheque de 

3 1 ' Ar s enal in Paris , giv es us an idea o f what it would have 

been like . 

Le Manifeste des Cing was not t h e on l y letter o f protest 

whic h c a rried Gu iches ' s ignature . In a letter in Le Figaro 
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o f 24 Dec embe r 1 889 h e j oined many o ther wr i ters in protesting 

again s t the intended p rose c ution o f Lucien Descaves f o r his 

4 
nove l Sous-off s. Others wh o signed inc l uded Zola , Edmond 

de Goncour t , Paul Bourget , Bonnetain a n d Barres . The pro se-

cution t ook p lace , but the jury acquitted Descav e s o f a 

charg e of attack ing the Army in his novel . 

Guiches visited the o ffices of t h e Librai r ie Mo derne regu-

l arly as he wa s e ng aged t o rea d f o r the f i rm . On one o f these 

visits he met Villiers de l ' I sle- Adam again . He had felt a 

strong desire t o get t o know Villiers . It was " une obsession 

dont je me sens exalte , qui m~me , un peu, m' asservit ." (p.18 ) 

He g i ves an interesting account o f Villiers ' idio syncracies in 

Le Banguet . Villiers , who se full name was Ie Comte Mathias

Philippe- Auguste de Villiers de 1 ' Isle- Adam , was incapable of 

any lucrative work although his family devise was " La main a 

l ' ceuvre" . He was c oquettish about his appearance , a dual 

personality , " un fanatique r~veur" and " un railleur, qui 

pro tege son g rand frere idealiste contre les attaques et l es 

pro fanati ons de la realite ." (p.39 ) Guiches tells o f the 

occasion when Villiers heard that the throne of Greece was 

vacant and that France was the principal elector for a new 

King . Villiers dressed up, went to the Ministere des Affaires 

Etrangers , obtained an audience with the minister and asked 

f o r support f o r his candidature as a Knight of Malta . 



Guiches obtained Villiers' permission to rummage through 

his papers to enable him to write more accurately about him . 
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Amo ng them were stories, bizarre adventures, anecdotes, p oems 

and statements of his faith , some of which he quotes in 

Le Banquet . (pp . 44-51) 

At Villiers ' house Guiches met a number of artists and 

writers including Stephane Mallarme and Georges Rodenbach. 

Villiers , however , despite his fascination for Guiches, was 

not a kindred spirit nor of any use to him in his career . 

Il n ' a ni mes idees , ni mes goGts , ni rna passion 
de vivre , en qui je vois le genie se debattre 
plutBt q ue battre ses ailes et de qui , sciemment 
ou inconsciemment , imiter l ' art si rigoureusement 
personnel, serait pour moi, une sottise ou une 
infirmite ! Cet homme ne sera jamais mon ami , car 

a frequentation ne cree en ui que 1 ' habitude, 
mais jamais l ' amitie. (p . 57) 

Meantime Guiches took the manuscript of a new novel, 

La Bete , to Adrien Hebrard who had promised to publish one o f 

his novels in his newspaper Le Temps . Hebrard was dismayed 

5 t o hear that its subject was phylloxera , the pest which 

attacked vines with disastrous effect . Guiches explained that 

this pest symbolised " un dSrorant des c onsciences , et que mon 

roman est la tragedie qu I a dechatnee la 3 ete sur les 

traditions, les mreurs, l ' ~e entiere d ' une region dans laquelle, 

avec une rapidite affolante , elle substitue a la richesse qui 

maintient le moral, la misere qui le c ourbe et l e tue." (p . 31 ) 

Hebrardwas immediately interested . There was difficulty , 

h owever , about the title La B~te. CherbUiez had just 

finished a novel o f the same name which had appeared in the 

Revue des Deux Mondes . Hebrard suggested that Guiches should 

visit Cherbuliez t o ask him if he ob jected to Guiches using the 

same title. Cherbul iez was indignant at the idea and Guiches 

had t o choose a new title, L ' Ennemi. 



The novel wa s published in toe Librairie Moderne in 1887 

'6 
and was well received by the critics. Huysmans wrote to 

him praising it: 

C ' est un beau livre de pas a pas, ecrit d ' ob
servations accumulees, de seuils d ' &ne, par 
consequent un livre qui bourdonne dans Ie 
crane quand on Ie ferrne. Mais , ce qui sort 
de plus clair, de plus net de tout cela, c ' est 
une bonne et belle serie de trouvailles 
d ' artiste. Je suis vraiment tres content et 
tres requis par Ie style ferrnement pioche 
et pave de terebrantes expressions qui vous 
fripent la mrelle ! (p.121 ) 

Of the characters, Huysmans wrote: " C ' est la celebration 

artiste de la mitoyenne imbecilite et del 'ordinaire ordure 

1\ d ' ame des personnages . (p .1 22 ) Its style and its pessimism 
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appealed to Huysmans , but these characteristics which were part 

of the Goncourts' stock-in-trade were a short-lived fashion of 

the period and soon afterwards became tiresome and too obviously 

" artistic " to enjoy lasting acceptance . The novel ' s theme of 

human degradation appealed also to Leon Bloy, who wrote to 

Guiches praising the noteworthy style and remarking on the 

veracity of his unmasking of human souls. " C ' est l ' i dee 

profonde de votre livre d ' avoir donne l e s consciences a 
d ' , 1\ evorer a la bete. La pauvrete a ceci de cornrnun avec les 

paniques qu ' elle fait sortir des ~es , qu ' elle les fait 

apparaftre enfindanasquees, telles q u ' elles sont . II (p . 125) 

Be proclaimed the novel completely free from the literary influ-

ences visible in Celeste Prudhomat. Both Huysmans and Bloy 

commented on Guiches ' portrayal of the role o f money. Huysmans : 

" Un vrai son d ' argent ignoble sonne la-dedans cornme un glas ." 

(P .122) And Bloy : "VOUs avez, a ravir , la comprehension 

du r81 e de la monnaie dans ce joli monde ." (p .126 ) 
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Guiches had been to visit BJoy in his poor apartment with 

its dirty fl oors, walls and windows in 1882. Now , in 1887, 

Bloy had not changed . His rooms were still poor an dirty . 

He was still embittered about his lack of success. " Toujours 

Ie sourcil tempetueux sur les yeux noyes d ' extase attendrie, 

sombres ou fulminants . Toujours la t~te baisseesous Ie 

coup de p oing perpetue l que Ie ciel assEme sur sa nuque . (p.59) 

During their discussions about Barbey d ' Aurevilly , Rollinat 

and Charles Buet, they talked also about Celeste Prudh omat , 

about which Bloy told him: " Ce n ' est pas absolument mepri sable ••• 

Seulement vous ~tes encore asservi a Flaubert, de qui vous 

ne v ous affranchirez qu ' au prix d ' effo rts considerables. " (p . 60) 

Bloy ' s Desespere ,(1886 ) had just been published and Bloy 

was full of virulent bitterness at the critics who had completely 

igno red it. However , to Guiches ' surprise, Bloy remarked 

"Heureusement q \.E j ' ai Huysmans. " (p.62) Guiches wondered what 

Bloy, "ce perigourdien embrase" and Huysmans " ce naturaliste 

hOllandais et glacial " could have in common . Bloy called 

Huysmans " Ie plus prodigieux artiste que possede notre 

Ecriture, " (p.6 3) and said that Guiches should meet him ,as 

HUysmans would also like to meet Guiches. Guiches was unen

thusiastic. " Je n ' ai aucune sympathie envers Huysmans." (p.66) 

Nonetheless they met in a cafe and in spite o f Guiches ' 

antipathy they became friends. He gives a portrait o f Huys-

mans in Le Banguet. He was struck , on meeting him , by " Ie 

saisissant et bizarre combat que Ie scepticisme, Ie diabolisme 

et Ie realisme se livrent sur ses traits. " (p .70) Huysmans 

talked about his indifference to Hugo ' s poetry but Les 
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Miserables was " tout ce qu ' il y a de plus beau. " Musset was 

"un rinceur de cuvette", Lamartine "une infusion de fleur 

d ' oranger qui ferait mal au coeur. " " Zol a est un grand bon

homme, mais qui , maintenant, s ' attarde dans les latrines et 

n ' en sort que p our brosser des deco rs d 'Opera ." Guiches 

writes: "Goncourt est Ie seul qu ' il aime sans reserve". (p .72) 

Huysmans invited Bloy, Villiers de l ' Isle Adam and Guiches 

t o his house the following Sunday . Guiches was still tota lly 

unimpressed by any desire to know Huysmans . " Cet h omme - la 

est un veritable criminel", he told Bloy . "C ' est plus qu lun 

empoisonneur ! C'est Ie decourageur ! Je ne veux plus Ie v o ir !" 

(p .76) Guiches could not ignore the importance of Huysmans, 

however, nor the fascination of the man. And so he accepted 

Ruysmans ' invitation. Again in Le Banquet we fin d a description 

of the occasion. Huysmans had p ut a notice outside his door 

" Je n'y suis pas" to discourage other visitors , but rather 

disconcerting for the invited guests too. The dining-room 

was small and dark , the study light and decorated with 

paintings by Pis,prro, Cezanne, Degas, Forain, Albert Du r er and 

Breugel . Guiches comments : "Je sais deja que tout concourt 

ici a servir la triple passion du maftre de ce logis, la 

proprete, l 'ordre e t l ' intimite !" (p . 92) 

Guiches d iscovered part o f the reason f o r Huysmans ' 

pessimism. His mistress was a sick woman , suffering from 

mental disturbance which Huysmans did not explain even to h is 

friends. The result was a denial of Huysmans ' hopes fo r a 

happy home life. He remained faithful to her although she 

Was not his wife. From this, however, came his hatred of 
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women and his cynicism about love and marriage . Wi thout the 

happy home he had hoped for, his literary ambitions also 

suffered . He related t his good- humouredly , but Guiches says , 

" il souffre abominablement, furieusement de sa servitude 

administrat i ve , de sa pitoyable solitude, du grotesque 

desarroi de son l og is. II s ouffre dans son c~ur, dans s on 

orgueil, dans Ie s entiment de son talent humilie par ce destin 

qui lui impose l ' esclavage du f onctionnariat! ••• " (p . 92 ) 

Guiches was inspired by Huys mans t o revise his new novel 

L ' Ennemi f rom sta rt t o finish . " Des aspects m' apIEraissent 

qui m ' etaient j usqu ' a p resent masques . :Te comprends, de mieux 

e n mieux Ie ' rendement ' des mots, comment des faubourg s et 

des banlieues naissen t autour d ' un ad jectif et comment un verbe 

ou meme un simple adverbe savent s ' horizoner. Et c ' est pourquoi 

d ' un b out a l ' autre , je recris L ' Ennemi ." (p .92) It was as a 

result of these efforts that Huysmans found so much to praise 

in Guiches ' style . We shall see from a study of the manuscript 

what Guiches ' native qualitie s had ach i eved befo re he decided 

to revise it . He saw a good deal of Huysmans, who lived in 

the rue de sevres and worked as "sous- chef de b ureau a la 

1\ ", , ,. ' h surete generale du Ministere de l ' Interleur" where GU1C es 

had worked in 1878 while studying Law. After Villiers de 

l ' Isle- Adam ' s departure f rom Paris i n 1889, Guiches and Huysmans 

drew closer together . They saw each o ther t wo o r three times 

a week. Guiches met him regularly at the ministry in the 

afternoon when Huysmans was due to finish work. Huysmans 

enjoyed Guiches ' own stories o f " ces avatars administratifs" 

when he was at the Ministere . And Guiches was amused by 

BUysmans ' accounts of scandal behind the scenes. il Les vices, 



les trahisons et les clandestinesbarnboches sont revelees pas 

les rapports q ui passent sous ses yeux . 1I (p . lOS) Material 

here f or a novel Guiches was t o write in 1921 , La Tueuse
1 

about the intrigues and scandal s o f p olitical life. 

At this time Huysmans was d isillusioned with Zo la ' s 

circle7 and relations were strained between him and Leon Bloy . 

Huysmans did not approve o f the i dle life led by Blo y ,who had 

no wish t o earn his living but was content t o beg and live 

in near s qualor . Huysmans and Guiches would dine together 

regularly , on the Boulevard St . Germain if they were feeling 
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well-off, or in the Place St- Sulpice Il les soirs moins fortunes ll
• 

Guiches listened to Huysmans ' resolving not t o dine at Zola ' s 

house again , talking of his disillusionment with naturalism 

and of his search for a new direction. He told Guiches : 

Je n ' en veux plus de cette p orcherie de 
naturalisme ! Alors quoi? Qu ' y a - t -ft? 
Peut- etre l 'occultisme. Pas Ie spiritisme ! 
La filouterie ce simulateurs ! La pitrerie 
des medecins , et Ie gagatisme de s vieilles 
dames q ui f ont les tables . Non, l ' occultisme ! 
Pas l ' au- dessus mais ' au- dessous ou l ' a - c a te , 
ou l ' au- cEia de la reali te ! A oefau t Cle 
cette foi des primitifs et des premiers 
communiants que je voudrais avoir, il y a 
la un mystere qui me II requiert " et j ' y pense . 
J ' en suis m~me hante ••• (p . lll ) 

Huysmans was interested in Guiches ' f orthcoming novel. 

II Ce sera tre' s b' t ENNEMI len, vo re • vous avez Ie flair de I ' 

exception, du c o in nouveau , l ' ecriture artiste , et , surtout , le 

sens de l ' ignominie fonciere chez les honn~tes gens. vous 

p ouvez $tre tranquille . vous nous avez avec vous l es quelques

Uns que nous somme s e t que vous connaissez! " (p .ll2 ) Guiches 

Was encouraged by this but knew not to be too confident as 

Buysmans would have been less charitable . 
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The friendship o f Huysmans also brought Guiches at that 

time , 1887, into contact with Paul Verlaine. He, in fact, 

accompanied Huysmans to Verlaine ' s house on an errand of mercy, 

since Verlaine was practically destitute and in very poo r 

health. Leon Bloy turned up at Huysmans ' h ouse and accompanied 

them. Guiches gives a vivid impression of the house and the 

man in Le Banquet: liOn y v o it et on y respire Ie farouche 

desordre du vagabondage et les plus ecreurants relents de la 

prostitution. II And : " Je suis devant un vieil ange dechu, 

devant Ie poete foudroye , devant Ie genie qui a voulu monter 

jusqu ' au sommet del ' arbre de la science p our y cueillir Ie 

fruit defendu, et qui a ete jete a terre par Ie Grand Terras-

seur de l 'Orgueil , condamne a porter desormais , au fond de 

A , 
son arne , la Beaute , et sur son corps la Laideur. " (pp.116-117 ) 

For a long time Guiches had been spending an hour o r two 

nearly every day at the offices of Le Figaro . Thanks to Paul 

Bonnetain he was collaborating on Le Figaro Litteraire. In 

1889 Guiches told Francis Magnard , director of Le Figaro , of 

his ideas for a new novel . 

II s l agit d ' un jeun e h omrne qui se destine a 
la carriere des lettres . C ' est un esprit 
volontaire et rectiligne qui nie l ' inter
vention du destin dans l es evenements et 
affirme que l ion peut conduire sa vie 
exactement comme l ion veut la ou l ion 
est ••• Or naturellement Ie destin intervient, 
et , dejoue, l ' un apres l ' autre , chacun 
de ses calculs ••• (p . 144 ) 

Magnard gave Guiches permission to go ahead with his novel 

provided that the irony which was obviously basic to the story 
,/ 

should remain imp licit and never explicit, since Magnard 

declared, ti Le public ne comprend pas l ' ironie . IlIa pren d 

p our une injure et il en a horreur." (p .145 ) 
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At t h e s ame time , 1888 , Guiches was also commissioned by 

Le Fi garo t o write a series o f articles on women writers , one 

o f whom was M.a dame Al phonse Dau det , a nd ano ther , Gyp . 

Magnard read the fir s t few p ages of Guiches ' new nove l an d 

accep ted it. To wri te i t, Guiches wo rked _i n the apartment of 

Gustav e de Mal herbe overlooking the r ooftops of Paris and with 

a view o f the Opera and the Sacre Cffiur ~ a view which he 

describes in his novel : " J e sui s aux prises avec mon heros 

qui , lui- meme , engage avec la realite un incessant combat. " 

(p . 158 ) 

Guiches and Huysmans dined t ogether frequently in 1889 

at the Paris EX:1ibition . He describes in Le Banquet the 

colourful scene which excited him and also excited Huysmans, 

although the latter ' s impression of the colours was different -

" ces te i ntes d ' eczema . Ces violiitreries d ' ulceres ! Ces 

marbrures de decomp osition !" (p .162 ) The difference between 

their attitudes and personalities was clear . Huysmans ' moods 

left an unpleasant impression on Guiches. 

Guiches was dis tressed by the death, in 1889 , of Villiers 

de 1 ' Isle - Adam who had been ill for some time, Guiches, 

alherbe , and Huysmans together had organi sed a marriage 

between Villiers and his mistress, for the sake of their son, 

in Villiers ' room at the monastery of les Freres Saint-Jean-de

Dieu. After Villiers ' death~ Guiches and Malherbe decided 

to get away from Paris and spent a holiday in the Pyrenees. 

Here Guiches was horrified by the bull- fights and not t oo fo~ 

o f the sea, referring to li la stupidite gigantesque et mal-

faisante de ses c o leres ." (p.1 7 3 ) What d i d appeal to him was 

the villa wh ere Rene Goudinet kept a stable full of animals 

which would be allowed to die of old age so that man would 

discover their natural life span. 
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On his return to Paris Huysmans invited him to go with 

him t o see Goncourt. The Acaaemie Goncourt has alreacy been 

p anned and some of its designated memb rs like Banville , 

Louis Venillot and Paul de St Victor had ied . Present 

favourites , accord ing to Guiches , were Daudet , Zola , Huysmans , 

and Mirbeau. According t o Huysmans , as rep orted by Guiches, 

no one dare leave Goncourt 1s salon early as their work would 

be torn to shred s by the others . " Alors pour eviter d '~tre 

mange , o n tient b on et on reste. " (p . l81) Guiches was 

excited at meeting Goncourt who greeted him as " l ' auteur de 
» 

1 I Ennemi and questioned him about phylloxera, wanting a 

minute description o f it. But Goncourt di s appointed him in 

that he lacked the strength o f a leader. " II est bien trop 

lymphatique de corp s , d ' ~e et d ' esp rit et il laisse choir 

sa parole nonchalamment, comme il livre sa physionomie, a 

l 'ob servateur avec Ie plus insolent dedain de toute observa-

tion. " (p . 185 ) 

Other visitors to Goncourt on this occasion included 

Bonnetain, Ajalbert , Rosn y , Descaves , Henriques, Rodenbach , 

Paul Hervieu, and Alphonse Daudet. His visitors tried to 

please him with offerings o f authentic accounts of unusual 

events, " Cornrne on sait que Ie plus agreable encens p our 

Goncourt est l'odeur speciale q ue degage un document forte-

ment faisande, chacun deballe et offre celui qu ' il apporte en 

h ornrnage ." (p.191 ) Goncourt seemed aloof and bored by it . 

Alphonse Daudet made a greater impression on Guiches . 

"II entre du soleil, et celui qui degage cette rayonnante 

chaleur vitale est un petit homme incapable , si un bras ne 
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Ie secourt, de se tenir debout." (p.198) It was Daudet, 

Guiches tells us, who brought the meeting to life . 

On the occasion of the first stage performance o f Gon-

court's Germinie Lacerteux in 1888, Guiches, together with 

Alphonse Daudet, Leon Daudet, Zola, Clemenceau, Rodin, 

Hennique, Ceard, Alexis, Rosny, Bonnetain, Margueritte, 

Descaves, Mervieu, Abel Hermant and others, saw the battle 

between the hostile groups, which, with Rejane in the title 

role, culminated in the triumph of Goncourt - " un personnage 

qu 'il faut admirer sans reserve". (p .211) 

The interest of the celebrations which took place after 

the performance lies, for us, in the fact that all five 

signatories of the Manifeste des Cing came face to face with 

Zola for the first time since its appearance. Guiches 

expected "que nous ecOpOnS!" (p .21 6 ) In fact, he reports 

that Zola was charming to each of them and took an interest 

in what they were doing . Guiches was obviously already 

contrite .about his part in the affair and says in Le Banquet 

that Zola lien feignant d 'i gnorer Ie dictamen, Ie condamne 

au neant, c'est-a-dire Ie reduit a ses vraies proportions .•• " 

(p.21 7) 

In 1888 Guiches was invited to Daudet 's house to his 

Thursday evening salon in the rue Bellachasse , and it was 

there that he met Clemenceau. " Je Ie regarde , effare. Tant 
I 

e luttes , tant de plongees , tant de remontees tant de 

haines , tant de c o leres, tant e rancoeurs, tant de frenesies , 

d ' ambitions, de gloire , de vengeance, s'accumulent dans cette 

p oitrine, qui encore plastronne ! •.• " (p .227) More material 

here for La Tueuse , a study o f p olitical struggle and 

intrigue which Guiches wrote in 1921. He was fascinated 

by the power of the orator alternating with his other skills, 



subtle and deceptive. " Est- il jamais sincere? •• Tour a 

tour, il est l ' orateur eloquent et classique • .• un gentil

homme , un commandant , un p raticien b ourru ••• un revolution-

naire ••• un vieux parisien •.• " Guiches sees Clemenceau ' s 

conversion to literature as a temporary stratagem -

" l ' egorgeur de gouvernements remontera froidement a la 

tribune , son couteau a la main ." (p . 227 ) 
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Although Guiches found it impossible to like Goncourt 

very much , he took to Daudet and found t he occasions at 

Daudet ' s house a true delight . He found " generosite d ' esprit" 

in his anecdotes and wro te an article f or Le Figaro on 

Daudet ' s ' venue ' in the theatre , with his play l 'Obstacle. 

By contrast , Goncourt was obsessed with his own r o le and 

Guiches , who dined alone with him at Daudet ' s when the latter 

had to go off to the theatre , describes him as "Ie glo rieux 

ma~tre de qui je n ' aime pas l ' inconscient " egotisme" mais 

de q ui je revere si devotement l ' Art ." (p . 239 ) 

Goncourt did , however , write t o Guiches on the occasion 

o f the publicatio n o f L ' Imprevu in Le Figaro in 1890, that 

he f ound the novel to be " une etude tres hature' de la vie 

commune dans la reserve et la froideur de l ' amant , amenant 

la brutalite de la fin •• • de la belle , de la bonne , de 

l ' aiguisee psycho logie dans une excellente langue litteraire ." 

(p . 239 ) And so Guiches , who had played the role o f indulgent 

devo tee o n that occasion , at last had his reward . 

In 1889 , at the age o f twen ty eight , Guiches had been 

in Paris seven years and had had t o struggle, as had his 

friends , f o r recognition in the wo rld o f letters . He had 
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also married and had a daughter. He had married Jeanne Dumay 

in 1882. Her father was the owner of a fashionable men's 

outfitters near the Opera and Jeanne helped in the shop. 

Their daughter, Marguerite, was born on July 14th, l883.S 

As he was feeling rather depressed he decided to go b ack 

home to Albas . After being engrossed in his life in Paris 

he found his energies restored and invigorated by his native 

countryside. 

His attitude to his parents was one of pleasure at a 

joyful reunion, but he was very conscious that they were to 

blame for the separation: 

Je sens qu ails se reprochent c e s sept ans 
de vie dure imposee, en' croyant bien faire, 
a leur fils. Je sens qu ' ils s ' avouent cou
pablesde Ie revoir sous cette appa rence de 
fatigue et d 'affaiblissement. De rna part 
l'etreinte est faite de toute mon allegresse 
a les excuser ••• (p.245) 

Undoubtedly his continued sensitiveness on this score left 

a deep impression on him . It left its mark on Un Creur Discret, 

a novel published in 1892 about a father and son separated by 

a wide gap of age and sympathy. But after the death of his 

father in 1894, Guiches did not return to this sub j ect ag ain. 

Before returning home to Quercy, Guiches had seen the 

change in Huysmans brought ab out b y the worsening illness o f 

his mistress, Anna Meunier, who had to be taken to a me nta l 

hospital . The horror of her suffering and his g rief made 

Huysmans reject Naturalism and seek an i deal t o t ake i t s 

p lace . The church, with its pride and i t s preoccup ation wi t h 

outward pomp and monetary gain , still repelled him ,however 

much he longed to believe in the good~ess of an Almigh t y God 

and the miracle of prayer. Meantime , he had resolved t o 

study occultism and had asked Guiches to wri te t o a p riest 



59 

who could introduce him t o the Satanist, Jean-Baptiste 

Boullan, of Lyons . While Guiches was in Quercy , Huysmans 

went to see Boullan and returned to Paris, according t o 

Guiches , frightened but well pleased and well documented for 

his novel LA- Bas (1 891 ). 

Guiches was also involved in a strange sequel t o Huysmans ' 

visit . Boullan died soon afterwards and some suggested the 

h oodoo magic of his enemies was responSble . A probably inno-

cent remark by Huysmans on the subject of hoodoo involved him 

in a challenge to a duel by one of those being accused. The 

confrontation was avoided by an agreement between Guiches, 

representing Huysmans , and Maurice Barres representing 

Stanislas de Guaita. Barres was admired as a writer by 

Guiches but he disliked his o stentatiousness and his egoti sm. 

Huysmans ' longing for the soothing balm o f prayer and the 

peace of a holy life may well have combined with the i mpact 

of the intense mental suffering of Anna Meunier to guide 

Guiches ' thoughts in the conception o f his next novel Philippe 

Destal. This is an account of the i mpact of sexual passion 

on a mind and b o dy formed by a life of extreme mystic and 

ascetic dedication. It also emphasises the hypocrisy and 

treachery of late nineteenth century society. 

In 1892 Philippe Destal was published in serial form in 

Gil BIas. It was well received by the critics. Edmond de 

Goncourt wrote to him praising it - HElle est vra iment tres 

curieuse la conception mystico-satyrique de Philippe Destal 

et l ' exDosition de l ' amour de P et d ' A est tres charmante. 
~ 

Vous avez trouv~ des particularit~s d ' un joli raffinement 

P sychologiq ue dans les insomnies du jeune mari et vous avez 

tres bien peint le foudroiement d ' une mort impr~vue dans 



60 

un c reur qui aime." (p . 276 ) Fr an<;ois Coppee, Henri de Regnier, 

and J.H. Rosny also wro te letters o f praise . After this , 

Guiches became a regular contributor to Gil-BIas. 

Guiches was recognised by his fell ow writers as a p otential 

force in the world o f letters. In 1894 Tristan Bernard in 

an omnibus remarked to Pawlowski, later editor of Le Fiqaro , 

"Vous avez vu ce monsieur qui vient de descendre? C'est 

Gustave Guiches, l'auteur de Celeste Prudhomat . Retenez son 

nom. C ' est un tres grand bonhornrne.,, 10 

In 1894, at the age of thirty four, Guiches~s awarded the 

Croix de la Legion d ' Honneur, together with Catulle Mendes , 

Rollinat and Paul Margueritte. At the same time Gil-Bias 

made him literary director of a new daily paper Le Grand Journal. 

The new venture d i d not enjoy the confidence of writers , 

however, and Guiches had difficulty in procuring well-known 

names to contribute. (See Appendix C(x» Nothing came of it 

due to lack of capital. 
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Notes to Chapter 5 

1. 

2. 

3. 

4. 

5. 

6. 

Le Banguet, Paris, Editions Spes, 1926, p.7. 
Future page references, following quotations 
in the text of Part I of this thesis, will 
refer to this work. 

General Pierre Keller described him to me as 
"un causeur eblouissant, charmant, avec une grande 
distinction de sa per sonne et de sa pensee" See 
also M. Jean Pages I description of his uncle in 
Appendix E(i). 

The Bibliotheque de l'Arsenal in Paris has among 
its collection of Manuscripts a letter from 
Guiches congratulating Paul Hervieu on his 
election to the Academie Francaise, dated 16 February 
1900. (catalogue no. 13969) and a collection of 
29 letters from Maurice Donnay of the Academie 
Francaise to Guiches (catalogue no. 13041). 

The unique proof of Le Cafe Concert held by the 
Bibliotheque de l'Arsenal contains two monochrome 
proofs and one colour proof of illustrations 
by J.L. Forain together with a description of 
the project by the publishers, Maison Quantin. 

Descaves ' novel, like Abel Hermant1s Le Cavalier 
Miserey, 1887, and Paul Bonnetain's Le Nornrn~ 
Perreux, 1888, was critical of the bad conditions 
in the Army. See A.A. Greaves, op.cit., p.168. 

See Appendix E for references by Mademoiselle 
Marguerite Guiches and Monsiear Jean Pages to 
the vines of Joseph Guiches and the effect of 
phylloxera. 

F9r details of the phylloxera pest see A.J. 
Winkler, General viticulture, University of 
California Press, Berkeley and Los Angeles, 1962. 

Franlois Magnard, the director of Le Figaro, on 
meet1ng Guiches for the first time, asked him 
point-blank for his next novel for Le Figaro, 
Francisque Sarcey gave a number of lectures on 
L'Ennemi, and Edmond de Goncourt wrote to Guiches 
that it was "Un livre ~arfaitement construit 
con tenant une etude tres serieuse du sujet et 
tres hurnaine du vigneron." (From the biography 
of Gustave Guiches in L'Ennemi, La Renaissance du 
Livre, 1920.) 



7. "Je n'irai plus di'ner chez Zola. On sly emm ••. 
trop! On n'y parle que de tirages et d'argent! 
Alexis sly tient comme un Goujat! Et puis Ie 
bric-a-brac! Les Deux anges du quatorzieme qui 
gardent les 'goguenots' et Ie papillon de gaz 
dans Ie cierge pascal!!!! •• " Huysmans' remarks, 
quoted by Guiches in Le Banquet, p.110. 

8. Huysmans wrote to Mallarrne, on 5 July, 1889, a 
letter in which he refers to Guiches having seen 
Doctor Robin about Villiers' illness. II Guiches 
a vu Robin - et nous savons helas! de quel 
incurable et diabolique mal il est atteint." 
Joseph Bollery: Leon Blo : Essai de bio ra hie. 
1947-54, Vol. II, p.317. See Appendix A iii 
for a letter from Villiers to Guiches. 

9. See Appendix E(ii) for Mademoiselle Guiches' 
reminiscences about her parents: and Appendix 
A(iv) for letters from Guiches to his wife. 

10. G. de Pawlowski - Les Annales Politigues et 
Litteraires. 9 May 1920, p.502. 
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CHAPTER 6 

Guiches turns to the theatre.1897-1913 

In the last few years of the century Guiches tells us he 

felt that the literary world had lost its impetus "Les jours 

embrases du naturalisme se sont eteints. On se se bat plus . 

On travaille •••• Zola, Goncourt, Daudet pUblient inlassablement 

des reuvres q ui s ' ajoutent a leur.3bagages mais n ' ajoutent 

plus rien a leur prestige desormais revolu ••. l ' epoque actuelle 

semble fatiguee d ' avoir pro dui t Zola et Zola lm-~me n ' en 

peut plus d ' avoir ete Zola. " (p .298) 

He saw new writers who had no enthusiasm for the tradi-

tional p overty and misery they were expected to live in. 

Guiches was not happy about Paris being host to writers and 

artists of all nations as a pleasure centre . He criticised 

contemporary society: 

Societe de mensonge et d ' impuissance si 
incapable de faire quelque chose par elle
m~me qu ' elle est l ' esclave de tout ce qui 
se fait! Societe d ans laque Ie l'art est 
une copie, Ie vice une replique, l ' amour 
un plagiat et qui p our nommer la degradante 
folie d ' imi ter n ' a su trouver q u ' un mot 
etranger Ie snobisme ! (p.31 ) 

He felt a strong urge to pillory this society by writing 

for the theatre, f ollowing the example o f other novelists who 

had done so before him like Daudet , Gonc ourt, Prevost, 

Lavedan , and Donnay . One evening, at Zola ' ~ in the rue de 

Bruxelles, he asked Zola what he thought of the idea. Zola 

stormed indignantly "c~ntre cette ridicule, cette funeste 

manie, quand on est romancier , de vouloir, a toute force , 

faire du theatre, contre Ie theatre lui-meme." (p .313) At 

the same time , however, Zola was preparing to present 



L ' Assommoir on the stage, from which fact Guiches drew 

encouragement . 

In Le Spectacle (1932 ) Guiches says that while still 

young : 
lIi l s ' etait jure de n e travailler que pour 
Ie the~tre, mais que nous i gno r ons l a plu
part du temps ce qui s e passe en nous que 
durant des mois, des annees , parfo is a . 
notre insu, nou s recueillons des impressions , 
des faits, des i mages , des ob servations reve
latrices d '&mes ••. q ui c ommandent a n otre 
c e rveau, a notre p lume ••• et lui o rdonnent 
alo rs q u ' elle se croit sur Ie p o int d ' ecrire 
une p iece de the~tre, de commencer un roman. 1 

Guiches ' Snob was perfo rmed at the Renai ssance theatre in 

April 5 1897 an was an immediate success. 

Between 1897 and 1913, Guiches wrote a number o f plays 

64 

including Le Nuage (1902), Chacun sa Vie (1907) in collaborat i on 

with P.B. Gue usi, Ghyslaine (1908), Lauzun (1909) which was a 

failu re, and Vouloir (1 913 ). He showed considerable g ifts as 

a write r for the theatre . More than his novels , h owever , his 

plays were narrowly topical, related t o the contemporary 

situation in a way which makes them no longer of general 

interest. Nonetheless, at the time, Guiches was a success,and 

many of the g reatest actors a n d actresses, like Sorel a n d 

Fe raudy , acted in them. 

Undoubtedly, Guiches most important friend and ally in the 

theatre was Lucien Guitry. It was he who gave Guiches his 

first big chance as a dramatist when he undertook to perform 

Snob , whether or not Sarah Bernhardt accepted it for the 

TheStre de la Renaissance. In the event Sarah Bernhardt d i d 

want the play and it began on 5 April, 1897 at her theatre, 

with Lucien Guitry in the main role and Jeanne Granier opposite 

him. The play was a success and was well received by the 



critics. Unfortunately its run at the Renaissance was 

adversely affected by the panic effect of a fire at the 

Bazar de la Charite,which suddenly reduced attendances at 

the theatre after its thirtieth performance . 

Guitry was a regular visitor at the Guiches' house, 

encouraging him and listening to him reading the scenes of 
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his play. Together they discussed ideas in practical terms 

and from this close cooperation emerged an effective play and 

a close bond of friendship. Guiches was later to look back 

with nostalgia on these days of enthusiasm and youth. with 

Guitryhe climbed t o the roof of a large building in the rue 

Sairt- Martin so that Gui try could talk to a zinc-roofer and 

try his hand at the work in preparation for the role of 

Coupeau in the dramatisation of Zola 's L ' Assommoir. After 

working with Guitry, Guiches found the administrator o f the 

Comedie Fran~aise , Jules Claretie , very inaccessible and 

d iscouraging . Even after it was accepted , Guiches ' next 

important play, Ie Nugge ,was delayed b o th by the fire at the 

Comedie Fran~aise in 1900 and the complications o f the theatre 

schedule. In the meantime Menage Mo derne , which Guiches had 

written while waiting for Snob to be performed, had its first 

night at the Sarah Bernhardt theatre on March 24th 1901. 

This was a failure, due, Guiches believed , to an unsympathetic 

interpretation in too large a theatre . Le Nuage which was 

performed at the Comedie Fransaise o n 15 December 1901 

suffered from the bad reception given to Paul Hervieu ' s 

L ' Enigme with which it shared the billing . As comp ensation 

Guiches ' play was awarded the Prix Toirac,given by the 
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Academie Fran9aise in 1902 . There was no escaping the fact 

that the play was a failure however and Guiches was discouraged . 

His greatest success , however, was yet to corne . Chacun 

sa vie , performed at the Comedie Franyaise on Sep tember 10 

1907, was that success. This time Guiches had a collaborator , 

P.B. Gueusi , co-director of the Academie Nationale de usique. 

Guiches , instead of working all the time at horne in his study , 

which was what he liked best , found himself having , in the 

a fternoons , to work with Gueusi at the Opera. Unhappy at 

first with the idea of working in such a hive of industry , of 

singers and dancers preparing for their ro es , Guiches even

tually became attuned to it and their efforts were suitably 

rewarded . With aurice de Feraudy in the main role the play 

was a great success and Guiches was overjoyed . 

Feraudy repeated this success in Guiches ' Vouloir , per

formed at the Comedie Fran9 aise on 19 May , 1913. This time 

Guiches felt esp ecially pleased that he had written the p lay 

wi thout a c ollaborator. This was a welcome compensation for 

the failure o f Lauzun , performed at the theatre of the Porte 

Sabt- Martin on 16 April , 1909 . This had been a disaster, due 

to disagreements between the actor Abel Tarride and the 

director Henri Hertz. 2 

The death o f Jules Claretie on 23 December, 1913, rapidly 

foll owed by the outbreak of the First World War, put an end to 

Guiches ' career as a d ramatist. Guiches acknowledged in Le 

Spectacle that: "Jules Claretie a ouvert les portes de la 

Comedie- Francaise a tous ceux de rna generation qui debuterent 

au The~tre-Libre." 
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Guiches recognised that the French theatre of his genera-

tion had devoted itself almost exclusively to the dramas and 

comedies of social life. As Rene Dumesnil has remarked, 

Guiches' plays are a very precise reflection of the times in 

which they were written, a fact which, although having the 

di sadvantage that they fell from favour as fashions changed , 

makes them of interest and value to historians. Vouloir and 

Chacun sa vie went on being performed after the war, at the 

Comedie Fran~aise, who also broadcast the play on Radio Nice 

in 1936 on 3 August, the anniversary of Guiches' death. 

During this pre-war period Guiches wrote for La Nouvelle 

Revue in which many of his plays appeared, Le Figaro, Le Gaulois, 

L'Echo de Paris, La Revue Independante, Paris Illustre and 

others. 

Jules Renard, in his Journal, comments unfavourably on 

Snob although the play was a success: "Fait compliment a 
Guiches de Snob apres en avoir parle avec dedain a Granier. 

Pourquoi? Raconte pour la cinquantieme fois Ie succes du 

plaisir de rompre, en exagerant une fois de plus.,,3 Generally, 

however, the critics were favourable. Edmond See wrote, 

" Qu ' il s ' agisse d ' un article , d 'une nouvelle, d ' une comedie ou 

d 'un roman . l ' ecrivain auquel nous devons Celeste Prudhomat 

temoigne invinciblement de la delicatesse , de la distinction, 

souvent de la hardiesse e son esprit . Qui , Gustave Guiches 

ne peut pas ne pas se montrer un homme de lettres, un 

t ' t ,, 4 ar 1S e ..• 

In his novels after L ' Ennemi he had turned increasingly to 

psychologica studies of Parisian life and gradual y away 

from his portrait of provincial life. L'Imprevu (1890 ), 

Un Cmur Discret (1892 ) and Philippe Destal (1 892 ) were a 1 

psychological studies of characters under pressure from the 
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driving forces o f mo dern society , greec1 and ambi tion. Au Fil 

de la Vie (1895 ) is a collection of short stories , studies i n 

human behaviour , the injustices and absurdities of public 

attitudes and the illogicality o f domestic behaviour between 

man and wife . La Femme du Vo is,i n (1898 ) was another collection 

o f short stories on the theme o f marital infidelity. Un Mon-

sieur tres bie n (1910 ) is a study o f r omantic involvement and 

marital failure among members of the modern pleasure- seeking 

s ociety of Paris. 

Guiches ' personality remained unchanged by his success . 

He enjoyed entertaining his friends and did s o in some style 

when he returned t o relax in Quercy at the ch~teau de La 

, .. 5 
Grezette, near Mercues . 

In 19l3 , on December 1st , Celeste , his stage adaptation o f 

his n ovel Celeste Pr udhomat , was performed at the Opera 

Comique in Paris , with music comp o sed by Emile Trepard. This 

was t o be not only his last success befo re the outbreak o f the 

first \'Torld vvar , but also the end o f an era for him, as for 

many others. 



Notes to Chapter 6 

1. 

2. 

3. 

4. 

5. 

Le Spectacle, supra, p.17. 

Maurice Donnay, of the Academie Fran~aise, in 
a speech on the occasion of Guiches becoming an 
Officier de la Legion d'Honneur, on 15 March, 
1929, blamed the director for the brief success 
of Lauzun. "Tu m1as raconte l'histoire de Lauzun. 
Elle est lamentable, non pas pour Lauzun, ni 
pour toi, mais pour Ie directeur, que je ne 
nommerai pas, qui est mort et qui t'avait monte 
la piece sans te prevenir que par suite de 
traites formels, d'engagements anterieurs, ta 
piece n'aurait que trente representations! Ah! 
Combien cet homme etait distrait! Les temps 
etaient changes: c'etaient les rnreurs nouvelles, 
commencement de siecle a quoi par ta delicatesse, 
par un dedain distingue, tu t'adaptais difficile
ment." (Le Figaro 30 March 1929) 

Journal de Jules Renard, 1927. F. Bernouard. 
Entry for 13 April, 1897, p.489. 

Quoted by Pierre Keller, op.cit., p.272. 

Le Spectacle, p.212. 
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C PTER 7 

War y e ars and after 1914- 1935 

As he relates in h is diary o f the war years , published in 

192 . under the title En Vacances , Guiches went t o Carny in 

Quercy in July 1914 for a holiday . Guiches ' love f o r his 

native Quercy , far from diminishing over the years , had grown 

in strength . His parents ' house in Albas had been sold and 

now a school stood where it h ad been . He had adop ted Carny , 

between Albas and Luzech , as his second h ome and it was there 

that he returned whenever he was able during his years of 

success. From there across the valley he could see Albas : 

"Je v ois ses maisons alignees au ras de la falaise surplombant 

la riviere . II me semble que les ~tres simple s e t les figures 

aimees d ' autrefoi s se sont mises a ux fenetres . Mon clocher, 

lui aussi, se haussa par-dessus Ie coteau comme un p o rte- parole .• '~ 

He describes how news o f the war c arne t o Carny: 

Une cloche sonne la-bas vers Luzech. Ses 
premiers coups sont tombes dans l'air co~e des 
gouttes sonores q ui vont s'elargissant ••• 
Du vallon de St. Vincent monte un carillon de 
detresse, une volee d 'argent, cette volee 
blanche, angelique, sonnee aux enterrements 
d 'enfants ou bien de jeunes fi lles. Le 
clocher d'Albas vient d'envoyer Ie glas de 
son bourdon, que secoue Ie hoquet tintant 
d'une cloche a voix fr@le. Castelfranc rem- 2 
plit de sa lamentation les deux rives du Lot ••• 

In October 1914, Guiches returned t o Paris. As he says i n 

the closing lines of En Vacances h e felt he c ould best play 

his part for his country in Paris: 

J e veux participier aux peines, aux ango isses 
et aux rares b onheurs des ~tres qui m' e ntoure n t . 
Si ! je veux travailler, mais en prenant rna 
part de s g r a n des emotions creees pa r I e moment . 
J e veux c ommunier avec elles, et , p our cela , 3 
il est absolument u rgent de changer d ' atmosphere . 



Back in Paris, Guiches observed the war-time scene. He made 

detailed notes in his diary about the stark realities of war 

that reached the cap ital from the front line - n ames and 

descriptions of real incidents - documentation, it appears, 

for future use . But Guiches never , in fact, use any of 

this in his published work . 

This was not his only war-time work however . In 91 7 he 
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p ublished Les Deux Soldats , the story of a writer who remaine0 

behind when another young man went off to fight in the war , 

who took the soldier ' s p lace on the land , and , as time ~ent 

on, his place in a y oung woman ' s heart. There was a strong 

f oundation o f reality in this novel set in his beloved Quercy 

with his own personal experiences as the basis f o r its 

central theme . 

After the war when Guiches settle down again in Paris, the 

world he had known , the public he had written for, everything 

had changed . The accurate portraits of a superficial society, 

with which he had fed the public in his novels and plays o f 

pre-war days, were no longer relevant and n o longer wanted . 

Even the accurate but movingly sentimental account of the war 

years on the land were totally lacking appeal to the public 

and Les Deux Soldats , although praised by the critics and 

awarded the Prix Nee by the Academie Fransaise, did not se 1 

well . The mood of the day was for violent and brutal epics 

o f the war and "D'un coup, tous ces ecrivains f~tes, adules 

dans ce qu l on a, par derision, appele la belle epoque, 

sombraient dans l 'oubli.,,4 

As a result ,Guiches l previous wo rks , too, were now 



neglected b y the public . Les Deux Soldats was made into a 

film , but it was badly p roduced and was n o t a suc cess . 5 

Financially leaner years were now begi nning for Guiches. He 

continued to write , mostly minor novels, Le Tremplin (1919 ). 

L ' Homme q ui parle (1 920 ). and Le Remplaxant and Le Petit 

Lancrit (1921) . none o f which was successful. 

In 1921, however. he published a ma jor novel La Tueuse, 

a sequel to Le Tremplin and a p owerful story o f a young man 
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from the provinces who launches into p ol itics and by f o rce of 

ambition and ruthless tenacity of purpose becomes a p owerful 

figure . written with great skill and dramatic f orce La Tueuse 

was more successful. Louis Forest wrote to Guiches: 

Helas, nous en avons tant connu, nous en 
connaissons tant encore de Fraizal , et 
ailleurs que dans la p olitique ••. Le de
solant c'est que cela recommence s ous les 
yeux. Fraizal est Ie fruit m~me d 'un 
peuple admirable dont Ie seul vrai tort est 
d ' avo i r un besoin maladif d '~tre roule dans 
et par l'eloquence." 6 

In 1927 he was urged by his friends to present himself f or 

election to the Academie Fransaise. However, as his candida-

ture was in competition with that o f Abel Hermant, he withdrew 

his name to allow Hermant to be elected unopposed . Alphonse 

Daudet had once said of Guiches "II fera une carriere dans 

la modestie.,,7 Perhaps , had he been less modest. his career 

might have been different. 

Guiches, who had been a chevalier de la Legion d'Honneur 

since July 1895, had the consolation of being made an 

'officier' in February 1929. Two years earlier Raymond Poin-

care had used his influence on Guiches' behalf, but had been 

unsuccessful. 



He had begun work on his memoirs ) and in 1925 published 

Au Banquet de la Vie to be f o llowed in 1926 by Le Banquet 

and in 1932 by Le Spectacle. These remarkable records of 
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his life and career are also documents of literary h istory 

since in them are also recorded details o f important literary 

events and personalities . 

Guiches did not forget about the Academie . A letter from 

Henri Lavedan t o Guiches on 8 June , 1931, quoted by Henri 

Austruy, refers to a letter from Guiches to this effect. The 

occasion o f the publication o f Guiches ' memoirs clearly drew 

attention to the significant part he had played as an observer 

and as a partic i pant in the literary world o f the last f ifty 

years . Raphael Duclos wrote to Guiches on 26 November 1930, 

after rereading Au Banquet de la Vie , li Ce l ivre seul devrait 

vous ouvrir toutes grandes les p o rtes de l ' Academie Fran<;aise. " 

However, Guiches was not successful , and this, combined 

with ill- health , made him g ive up hope . In a letter t o Henri 

Austruy he refers to Aus truy ' s wish , expressed in his review 

of Le Spectacle in La Nouvelle Revue on 15 September 1932, 

that Guiches should be an Academicien and thanks him f o r his 

friendship, b ut p o ints out that further efforts on his behalf 

would be useless: II Mais je connais les amis qui s ont comrne 

tous les amis "reunis en .co.nseilll. lls adrnettent , volontiers , 

une suggestion. lls ne supporteraient ni l ' appel ni l ' indi

cation. C ' est pourquoi ~e demande a votre amitie de ne pas 

ajouter un mot. 1I Guiches h ad left it too l ate . He was not 

the man of the moment . 

His last p ublished novel , which came out in 1930, was 

La Vie Arnoureuse de Murat , the story of his illustrious 



74 

c ompatrio t o f Qu e rcy , a sto ry which Henri Aus truy believed 

wou d ave rna e a g oo f ilm. Guiches thought s o too , ut 

was unable to find t he n ecessa r y suppo rt. ( See Appen d i x A( i x ) ) 

But it d i n o t bring Guiches the succe ss h e sought . The 

r esult was t h a t h e f e 1 up o n har t imes . Ins t ea . o f enter 

taining his fri e n s in splendou r at the Ch~teau de l a 

Greze t te , when he visite u e rcy , he was n ow r e uce cl t o 

rece iving t hem in a humbl e cot t a ge in Carny , wh e r e p l a s ter 

dropped f rom the ceiling int o their foo d as they a te . Fr ien ds 

in Paris succ eeded i n havi ng him appo inted t o the p o st o f 

e d i t o r - in- ch i ef of the Bulletin Mun i cipal de la Ville de Pa ris . 

I t was a n o ffice wi th the l i ghtest o f du t ies , simply that 

o f p assing f o r publ ication proofs wh ich h e d i d n o t even have 

to r e a d . The app ointmen t g ave him pleasur e . " J e suis 

l ' a u teu r Ie plu s lu de Paris . " 8 h e said . 

Jean Aj a lbert, in hi s Memo ire s a Rebours 1 9 35- 1 878 , Vol . l , 

commen t ing on t he i n j u stice meted out to ageing writers says 

o f Guiche s: 

Apres de s i brilla n t s debuts , des s ucces 
r eperes dans Ie roman et au the~tre , une 
c a rriere si nombreuse q ue son contemp ora in 
arni ( e t compl ice dans I e Manifeste des Cinq ) , 
Lucien Desc aves , r e tra9a it jus t ement dans une de s 
pages litter aires du J ournal . L ' Aute ur de 
Celeste Prudh omat, a 7 5 ans n ' avait pas d e 
q uoi vivre - de q uoi mourir . De s arnis , 
finalement , lui avaient deni ch e un emplo i : 
gerant du ~ Bulletin d e l a Ville - ou l Ion 
n ' a p as dU manquer de cand i dats . Avec 
quelle ironie ce c auseur delicieux qui, a 
vingt ans, marquait sa place entre Forain 
et Lavedan, e J t commente ce destin comiq ue 
et deriso ire . 9 

To this Clement Vau tel replied in Paris- So ir tha t Guiches 

had n o t been aban doned , a n d that s ome writers had clubbe d 
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together to help him and his family : 

C'est ainsi que Gustave Guiches n'avait pas 
seulement des amis, qui, aux frais des con
tribuables, lui procure rent un emploi, 
d 'ailleurs bien chichement retribue: il 
avait aussi des confreres, qui, sans Ie 
connaftre p our la plupart , iui servaient , 
de leurs deniers, une rente viagere de 
500 francs par mois, c ' est-a-d ire beaucoup 
plus que les emoluments du gerant du 
Bulletin Municipal. M. Ajalbert ne savait 
pas cela quand il a ecrit son article. II 
apprendra encore que les ecrivains qui rem
plirent ainsi leur devoir de solidarite 
p rofessionnelle a l ' e gard de Gustave Guiches 
continuent la m~e rente a la veuve et a la 
fille de celui- ci , bien que pareille ' suite ' 
n e soit pas prevu par les statuts de leur 
association amicale . Mais p our les hommes 
de lettres la lettre passe apres l ' esprit. 9 

Pierre Keller assures us that Guiches was no t embittered by 

his reduced circumstances and his loss o f favour with the 

public but remained the interesting and ~arm-hearted raconteur 

he ha always been , even if his guests now sometimes ha to 

b ring along their own f ood . 

Guiches continued working unti l his death. is last 

projected novel, Pile , on which he was still wo rking, r emainer! . . --
unpubli shed owing t o the delicate nature o f its subject . 

Perh ps in an effort t o capture the interest o f the reading 

public he chose a theme which had some topical interest, that 

of homosexuality, based on the life o f a well- known public 

figure . Since this personality , a journalist , was eminently 

recognisable , those to whom Guiches read the chapters of 

his novel he had alrea y completed , advised against p ub ishing 

h . 1 ] 10 suc a c ontroverSla wor e. Whether Guiches woul d have 

heeded this advice had he lived wi 1 never be knO\'ffi . 

In 1932 Guiches said he was working on a f ourth volume of 

memoirs in which he was recalling the p olitical, literary, 



r t istic, scientific, even mili tary an r e lig iou s personal i

ties h e h a cnoVffi . Th is work never appeared a no it i s no t 

knoVffi whether i t ever go t f urt er t han j u st a n i e • 
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I n gus t 1934 , w ile stay ing i n Que r cy , Guiches was t h e 

victim of a car acc i ent . is n ephew , J ean Page s s riv ing 

bac k from c ahors t o Carny . T e i ncident caused a sti r in the 

loca l p r e s s a n d g ene ral indign a tion agains t t he " ass i l lant" . 

Guiche s was not outwar l y injur e d , u t as h is hea l th was no t 

good the agg r avation of the even t was probably a facto r i n 

h is subsequ e n t decline . At the time o f the ac c i ent he was 

a lready wo rking on what wa s t o be his last novel, Pile . He 

was certainly apprehensive ab out c a r travel fo r a while. A 

month later he declined an invitation from Sophie an Marc 

Stambart , l ocal autho rs , t o visit the Chateau de Casals i n 

Haut- Quercy by car. But Guiches was not a r e cluse. Apart 

from Jean Pages a n h is wife he ha visits from his n e i gh b ours 

who included Henriet te Ke ller and the Morenos , aeroplane 

acrob ats. In spite of the setback and the d istractions, 

however , Guiches managed to continue working and p romised 

that he woul d bring his comp leted nove l back to Paris at the 

end of the holid ay. 

He had suffered i I - health f o r a number of years , but his 

illness reached a critical stage early in 1935. He had a 

sudden attack o f fever whilst checking the last few p ages of 

Pile . Surgery was urgent and on 15 April he went into hosp ital . 

The operation was a technical success but c ould not cure him . 

He returned h ome on 30 April knowing that he was dying . His 

agony lasted until August . He wanted t o go to Carny , sure 

that the coun t r y air would c ure him , but the journ ey woul d 

have been t oo much f o r him . He died at his h orne , 104, rue 
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d ' Amsterdam, of cancer of the prostrate gland, at 3 p.m. 

3 A t h t f h · f ' d f' 11 on ugus , w en mos 0 lS rlen s were away rom Parls. 

The completed manuscript and typescript of Pile were f ound in 

the apartment o f Mademoiselle Guiches after her death, together 

with other documents. 12 An entry in Guiches' hand in the 

typescript o f the novel is date d 10 April, 1935, five days 

before he went into hospital. It seems right to assume that 

he was still of a mind to proceed with publication, despite 

any misgivings he or anyone else may have had. Nevertheless, 

his death intervened and the novel has never been published. 

At Guiches' funeral J ose Germain of the Societe des Gens 

de Lettres referred to li la ridicule injustice des h ommes ll 

which had left Guiches ' talent unrecognised and predicted that 

in the future his true worth woul d he acknowledged. 13 Fran~ois 

Porche referred to him a s p erhaps the last of a dying species , 

II le laborieux nonchalant ll
, who wro te to please himself and 

1 4 h is art. 

Among some pages of thoughts and memo ries written c1 mvTl y 

Guiches after 1930 was a line which ran: II Je fais de la 1ittera-

t ure p our vivre ! Je n ' en f is p lus p our survivre ••. 11 Fran-

~ois Porch~s descript ion of him as II le laborieux noncha]w:tn t ll 

referred to the Guiches of the middle years . Guiches ' own 

wo ros aop1y t o the later years when he was struggling to make 

e nds meet . In these circumstance s one mi ght expect his wo rk 

in the late 1920s and 1930s t o consist o f p opular literature , 

attempts to appeal to a publ ic whose r equi rements were diffi-

c ult t o determine, but f or whom the cinema and the mo t o r car 

, ere sure objects of interest . It is not surprising , ther efo re , 

t o find that Guiches ' two novels Tout s e Paye (1928) , and 

La Part d ' Amour (1930 ), c entred around thes e two public i dols. 



No t surprising , e i ther , to recognise that they are rather 

shallow and facile. After the careful ly documented effort 
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he put into La Tueuse (1921), which did no t r eceive the recep

tion i t deserve nor was the financial success i t deserved 

to be , Guiches undoubtedly came to t e conclusion that he hac 

to e more mo ern if he was to earn h is living . 

h i s memo irs , the r efo r e , is i terary production 

p rog ressively inferio r , b o rn out of necess i ty. 

.part from 

s , regrettably , 

I n spite o f this , t o his friend s he remained the same 

affable and charming host. He appeared as ' none alant ' as 

ever . I n personality he was unchange . . His sense o f umour 

¥a s unaffected . Genera Ke ler teo s the story o f uic es , 

visitec unexpecte y by young frienns in swimming attire , 

apo l ogising that he had not known they were c oming and haQ 

no t had time to undress . 

Guiches ' ear y years , as he tells us in his memo irs , were 

years o f strugg ing t o estab ish himse f in the b i tter y 

c ompetitive worl of etters . There was nothing " noncha. ant " 

a out the early Guiches . He f ought hard f or success and par

ticularly t o get work in journalism , which ~ as vital if he 

was to survive. His c onfidence and his determination are both 

in evidence in his letters t o his friend Maratuech a nd to 

n ewspaper editors , t o whom he expres s ed his ide as f o r the 

future. Behind the eternal struggle to survive , Guiche s ' 

personal life uncen¥ent a series of ch a nges. In his pursuit o f 

success he led an active social life during the ear y part 

o f is career in Paris . He wrote to the editor of the Revue 

Hebdomadaire (See Appendix (v» i n 1892 :" Je frequente a peu 

p res dans t ous les salons littera ires pari sens , chez Daudet , 

Goncourt , Mmes . Adam , Gyp , etc. Je s ui s donc en mesure de 
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donner les informations les plus diverses , les plus curieuses 
"'h... 

et les plus sensatiorwlles. " ut later Guiches went out very 

little, preferring to work in his room. 

He was a close ob s e rver of the Paris scene in the Paris 

press for twenty years , leading up to 1914. But at the same 

time , he was a writer , who , as the years advanced , was content 

increasingly to observe from the quietness of his own home. 

Despite the innate friendliness of the man , his successes , and 

his great friendship for men like Lucien Guitry , he took his 

failures hard. He was d isappointed when his efforts were not 

appreciated , so that when his youthful and exuberant ambitions 

were frustrated, he reverted to his innate modesty, and was often 

overlooked when credit and h onours were being sought and won by 

o thers less deserving . Guiches' letter t o Huret in 1891 spoke 

of the need of a writer t o be independant o f too r estrictive 

schools of literature. This was how h e saw things developing 

in the l890s~ a growing freedom for the individual writer . 

J o se Germain referred to Guiches ' own independence in his 

funeral speech o n Guiches ' death . Guiches, he asserted , wrote 

as his fancy took him , igno ring those who repro ached him for 

the many and varied aspects of his talent. His career led him 

through nearly all the different iterary genres . The First 

~"lorl d V'lar , which markecl the end of his career as a dramatist , 

marked also the occasion for publ ishing his first autobiog raphical 

work, En Vacances (1924). He also entered the fie d o f io-

g rapher in his account of Murat ' s romantic caree r, La Vie 

~~oureuse de Murat ( 930) . His novels ranged from the 

regional and Naturalist Celeste Prudhom t (1886 ) and L ' Ennemi 

(1887), to the bi lical a Pueur de Sodome (1888 ) , the psy-

cho10gica traumas of Phil i ppe estal (1892 ), the p o1it ' cal 

arena of La Tueuse ( 921), an the fashi onable demi- mon e 
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sagas o f Trop e Z~le ( 898) , Bonne Fortune (1 905 ), Tott se 

Paye (1928 ) ana a Part d ' P~our (1930 ) . His theatre moved 

from the fashionable society setting of Chacun Sa Vie (1907), 

to the historical theme of Lauzun (1909) , and the character 

d rama of Vouloir ( 1913). Only p oetry was e rly ano perman

ently abandoned y Guiches , who believed that thepu lic were 

less generous t owards p oets ana more intereste in the novel 

ano the theatre . 

Guiches was never inoifferent t o details of personal 

appearance . He wa.s always a careful observer of others , as 

is numerous pen- p o rtraits of contemporary figures show. I t is 

therefo re not surprising that he was perhaps even a little vain 

about his own appearance . Reference has been made e _sewhere 

to the beautiful coat he wore as a ' maitre ' receiving y ounger 

writers in his study. As a b oy boarder at Les Petits Carmes 

in Cahors in 1876 , at the age of 16 , he had written to his 

mother asking if he might have a fashionable hat. He ranted 

one from TotiLouse as tho se in Cahors were awful . " Le prix 

est ,e 15 francs . Ce n ' e st pas cher puisque nous les payons 

tous ainsi a Cahors. Papa ne peut pas me refuser cette 

fantaisie . " He was equally vain about his appearance on the 

day he went into hospital shortly before his death. On that 

occasion he pro tested t o his wife that his tie did not match 

his jacket . This attention to detail may be ascribed to 

simple vani ty . On trle o ther hand we may see in it the basic 

ob sessions o f Reali sm and Naturalism with visual effect . Aga.in, 

it may be , quite simply , that Guiches knew the imp ortance of 

external appearance as a key t o the psychological interior , which 

was what fascinated him i n tho se he described in the contem

p o rary world and in his b ooks . In reality o r in fiction , 

Guiches was , throughout his life , intrigued by human behaviour. 
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CH}\PTER 1 

Guiches , Novelist of Quercy 

( i) Celeste Prudhomat (1886 ) and its setting 

As a y oung man of twenty one , living at home with his 

parents and impatient to get away to Paris to live a life of 

his own , Guiches di no t give much thought to the beauty o f 

1 his native Quercy. His ambition to write was an instinctive 

one , which he had felt from b oyhood , and which had f ound 

2 3 expression in his early p o ems and the diary he kept . In 

these he showed notable p owers o f observation and a writer ' s 

interest in reco rding the activities o f his family and friends , 

as well as his own experiences, b u t there is not much evidence 

here of an appreciation o f Quercy. 

Je m'ennuie( •.• ) je sais que l'ennui est un 
aveu de paresse ou d 'incapacite. Je l,ai com
battu par Ie travail. Mais dix ans d'etude 
m'ont irremissiblement brouille avec l'agricul
ture ( .•• ) et je n'ai jamais pu me deaoer a 
f oudroyer l a cabriole d 'un lapin ni a voir , 
avec joie, fretiller au b out d 'un r o seau , 
l ' agonie d ' un p o isson ( • .. ) Je ne sais m'occuper 
inutilement d ' un vignoble mange aux vers par 
Ie phylloxera. (Au Banquet de la Vie (1925 ), p .l) 

He records in his memoirs h ow he did suddenly feel the beauty 

and attraction of his h ome and surroundings at the very moment 

when his passport to freedom had c ome , in the offer of employ-

ment in Paris . Only then c,oes he consider with affection 

his own room , the garden of his h ome : 

Je c ours dans Ie jardin boire la derniere 
go rgee au ruisseau galopant devant les 
arbustes alignes qui donnent a s on eau si 
fratche Ie goGt de l e urs noisettes. Je me 
recueille quelques minutes pres du puits , 
sous cette voGte de auriers que mon grand~ 
pere appelait Ie temple de la gloire et 
j ' embr sse Ie paulo~a qui abrita si souvent 
mon sommeil ' ses piecs , sur e gazon, parmi 
les muterelles . (p .19) 



All that he has d isdained he now feels an incur Ie 

a f fection for: 

Mon village blotti dans ce creux de v llon , 
l es col ines qui firent e g ros do s a mon 
enfance p our qu ' elle grimp~t dessus a 
quatre pattes , ces noires masures, au ras 
de cet escarpement , ebreches comme les 
~ents d ' une machoi re e v i e i Ie , ce o t 
s i accueillant , si c a l me et qui , tout a 
coup , mugit et ave p arce qu ' une cHgue 

' emp@che de passer. Rien n ' echappe a mon 
regard , qu i s ' approvisionne en souvenirs. (p .8) 
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He fears he may find i t h ard t o leave : " Le sol natal 

colle ames pieds . " (p.lO) But he regards his 1esitation as 

sentimen tality4 , t o e resisted if he is to make a s uccess o f 

his life. 

Guiches ' h ope that e woul be inspired by li la rumeur de 

la ville, Ie coudoiement de la rue , les serres chaudes des 

bureaux de reda c tion , des salons des the~tres " (p .l L! ) does not 

come to rapid fruition on his arriv 1 in Paris . Restle ssly 

enjoying the social amenities of Paris life , he spends many 

months searching in vain for a subject to write about. lVhen 

at last he g ains access to the worl of writers , through the 

help o f Charles Buet , he meets such peop le as Maurice Rollinat , 

who makes a deep impression on him as he recites his own 

p oetry about his native Berry. Guiches remarks in his memoirs: 

" C ' est la terre natale , qui, avec lui , chante 
et s ' eplore. C ' est e11e qui reclame son p o ete , 
son enfant pro d i gue et prodige ••. II devient 
Ie p~re au creux du vallon, Ie moissonneur de 
q ui la faucille d 'or rase la plaine ou Ie 
b ouvier qui pousse, a 1 ' horizon , ses boeufs ont 
les cornes allument des etoiles. J ' en suis, moi 
aussi , d ' une contree ou il y a de ces cho ses ! 
Et c ' est pourquoi, tandis q u ' il chante, j ' assiste , 
la mort dans l ' &ne , a sa "Mort des Fougeres ..• " 

(pp . 60- 61 ) 

1hen Rollinat, having taken Paris by storm, suddenly 

abandons everything and goes back to Berry, Guiches retains 

a special memory of him . li Ma meffioire cultivera son souvenir 

c omme une double fleur , l ' artificielle qui ne crott que dans 
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l 'ombre et la vraie qui ne vit qu ' au soleil ••• " (p . l03 ) 

Guiches could n o t but c ompare himself with Rollinat and 

wonde r whether his real ' flower ' required the suns hine o f his 

native Quercy to thrive , but he could not return h ome , except 

in triumph , to resume the life he had so scorned . 

Nevertheless the pointer was already becoming clear. I t 

was natural that he should make Quercy the sett i ng f o r his 

first novel , Celeste Prudhomat. 

The subject o f Celeste Prudhomat may have been suggesten 

y a true event. Many years later , in 1930, a woman from 

Cahors wro te t o Guiches : 

Quelque temps avant sa mort Me P.C., no taire 
a C. eut l ' amabilite de pr~ter a mon fi s un 
de vos ouvrages , Ce este Pru h omat , qui nous 
ravit~ et cela d ' autant plus q m' l nous as sura 
que v o tre herofne avait ete creee d ' a~res la 
vie vecue de Noemie C., institutrice a F ., 
pres c. , qui etait une de mes cousines . 5 

Be that as it may, the critic Edmon See dearly saw the 

inspiration f or the novel elsewhere at least in so far as 

6 
literary model is concerned . and Guiches ' own notebook 

suggests that the character of Celeste was based on t 0 young 

women he ha knmm . (See Appendix c (xv )) 

Flau ert was , inevitably , an important influence on him 

ano Guiches tel. s us so explicitly. Both 'lere writing abo t 

their o\m region . Through the work o f b o th novelists there 

runs a similar current o f censorship o f the behaviour and 

va ues of men an~ societ! ano of the way some are mani p 1 teo 

and il - useo , j st as o thers wield a p o er mich ' s as f oun ed 

on prejucice an incompetence as it is di s astrous and unjust 

in its effect . To ' llustrate the pl ' ght o f t e victims of 

the system both chose a yo ung woman emerging from the protected 
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life o f a convent education and with ambition to rise above 

her humble station t o live the romantic life she h as read 

and dreamed about. \~ereas Flaubert carefully and cynically 

paves the way for Emma ' s fondes t hopes to be shattered by 

introducing us first to the nature of the man who is to be 

her 'Prince Charming ', but who is the negation o f what she 

takes him t o be , and then to the early life an , the explosively 

r omantic nature of Emma herself , Guiches has no s ch idden 

mano euvering in min .. Guiches ' story begins \'d th the c imax 

o f Celeste ' s eoucation , her public examination f or her brevet 

d ' institutrice to be accepted as a teacher , t e culmination 

o f her father ' s h opes , anc. the beginning o f her life as an 

incependent individual in t e ' . .,rorl0.. 

The difference between the first chapters o f these two 

ooks is indic tive o f the differences between their autho rs. 

The structure o f the plot of Celeste Prudhomat does not depend 

on what Martin Turnell described , in an assessment o f Faubert , 

as the feats o f " a g reat lite r a ry engineer .,,7 It is the story , 

simply tol d , of a y oung schoolmistress in the t own o f ~azolles , 

which is in fact Al bas , who h opes to marry her lover, a member 

of the l ocal ari stoc racy. When he begins to coo l towards her 

she hopes to c ompel him t o do his duty as an honourable 

gentleman by deliberately becoming pregnant y another man. 

When he rejects her she kills herself . The sto ry is t o ld 

against the background o f the countryside Guiches knew well . 

The girl , Celeste , may , as has been suggested , have been based 

on a living person. At all events, as the daughter of a 

cafe owner and hairdresser she is a l ocal girl o f humble 

o rigins and a pro duct o f a developing educational system. he 
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is a representativ e o f a new better- educated generation 

struggling to find a f oothold in a society divided into lower 

and upper classes , to neither o f which she now belongs , her-

self rejecting the former and ultimately being r ejected by 

the latter. In this she is not exclusive ly representative of 

Quercy . 

Mo st o f all , h owever , just as Erckmann- Chatrian wrote 

about Alsace , Daudet and Paul Arene about their native Provence , 

Barbey d ' Aurevilly about the Co tentin peninsula and Flaubert 

and Maupassant about No rmandy , s o Guiches was writing about 

the people and life o f hi s own Quercy . Celeste ' s examination 

in Caho r s town hall is a part o f a wider setting . I n a way we 

a r e r emin ded inevitabl y o f Flaubert ' s Catherine Leroux when 

Prudhomat's daughter h e ars h er name called , b ut t h e simil arity 

is only fleeting: 

Une jeune fille, une p~le p ensionnaire, se 
d ressa sur son banc. Les yeux b aisses, l e s 
mains inoccup e e s e t flottantes, e lle s ' av an9 a 
vers la t able de l ' examin ateur ••• La r ugosite 
p op ulaire , effac ee p a r s ix annees de fro t t ement 
b ourgeois , n ' av ait pas laisse la tache de son 
h~le s ur Ie t eint mat . Seul , Ie front etait 
bien de la race , un front etro it et ent~te. 
Les yeux no irs aussi , agrandis par l ' effarement , 
exprimaient I ' inquietude , la s ouffrance d ' une 
timidite combattue , une mefiance naturelle , une 
vague sentimentalite . lIs avaient Ie regard 
remontant qui s ' essaie et quelquefoi s es lueurs 
vives , des fixites v o l ontaire s . La bouche , avec 
ses levres epaisses , etait la b ouche ~ baiser , 
rouge d ' un sang fievreux , de cette fievre d ' une 
jeunesse trop t 6 t ec atee , ains ' qu ' une venue 
malsaine de chair et d ' esprit. 8 

Guiches ' heroine has a vitality and a rebel ious determina-

tion which distinguish her from Flaubert ' s Emma Bovary . 

She is less the fru strated romantic than the ambitious , 

educated country g irl embittered y b o redom with the j ob to 
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which her ecucatio n has le0 her and by jea ousy and frus-

tration at her failure t o escaDe from i t into the upper class , 

with which her educatio n has brought her into c ontact . As h e 

cescribes the scene in Cahors on that h o t day in July , he 

refers to the other families who had come for the examinations 

and their young daughters : "vieillies dans leur a¢l.olescence 

par le precoce developpement de la sagacite p edagogique ." 

(Celeste Prudhomat (1886 ) p.9 ) The p ortrait of Celeste ' s 

father is briefly drawn , but is part of the key to the story: 

"Mecontent de son existence , il avait en quelque sorte ab ique 

en faveur de sa fille et desirait p our elle ce bel avenir 

qu ' il avait passe si long t emps a desirer p our lui. " 

celeste represented no t only her own ambition but t at of 

her father also. From him she inherited her pedantic way of 

talking which Tas to irritate Jacques Mauvalon . Guic es says 

o f her father: 

M~me dans le patois , il avait des recherches 
de dialecte qui le rendaient peu c omprehen
sible et pour ce fait lui conciliaient une 
respectueuse admiration . 11 affectait les 
v~tements amples et depuis l ' age de q uarante 
ans , il n ' avait plus vou u porter que des 
redingotes ongues et des r a glans en hiver. 
11 par issait ce qu ' il e u t souhaite d ' ~tre ~ 
il avait l ' a ir riche , i nstruit et au- dessus 
e u c ommun. (p . 6 ) 

Prudhomat an his family lived in Creysse: " Prudhomat etait 

surtout epicie r a Creysse, ans le Haut Quercy , une vieille 

b ourgade cachee c omme une nasse de p~cheur sur les b o rds chan-

tants et verts de l a Dordogne. " (p.6 ) 

He had wanted a s on to whom he could give the education he 

h i mself had lacked. He had , therefore, been disappointed to 

have a daughter, but he had got the idea of making Celeste 

a schoolmistress from his conversation with the local school-

master : " C ' etait p our la famille une elevation dans l 'ordre 

social et cette consideration lui suffit p our imposer a 
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celeste la vocation de l ' enseignement . " (p . 6 ) His favourite 

saying , from first to last , even wh e n faced in the end with 

his daughter ' s d isgrace and her lifeless b o dy, is " L ' instruction , 

c ' est tout." 

Guiches ' des cri ption of the scene in Cahors on the day o f 

the examination is a Flaubertian t ableau. ,,yi thout b e ' n g on 

the grand scale o f the " Comic .es Agricoles" in Ma ame Bovary 

there is clearly an attempt on Guiches ' part t o create here 

a scene in which various elements, like themes in a symphony , 

occupy our attention in turn. 

Prudhomat disguises his anxiety by drinking beer and 

reading L ' Informateur du Lo t at a cafe from which he can 

see his wife on the Town Hall balcony : " errant comme une ~e 

en peine . Tout a coup il bourra sa pipe et l'ayant aux l~vres 

son visage exprima la satisfaction qu ' il avait de cacher son 

inq uietude sous une apparence frivo le . 1I (p.6) 

celeste meanwhile is being questioned by the examiner: 

" ••• elle ••• partait dans une demonstration bredouillee , apprise 

par coeur , recitee d ' un seul trait jusqu ' a ce que, la respira-

tion raccourcie , 
1\ ;. 

elle s ' arretat avec un soup ir de soul age-

ment. " Parents, whispering or dozing , were sitting on chairs 

behind her and the village schoolmaster approving , laughing , o r 

gesticulating as they f o l ow e d the proceeding s. Above these 

sounds " la voix du juge c ominait, parfois avec dessonorites 

vibrante s, parfois inclinant au murmure , comme si l ' auto rite 

de son erudition flechissait s ous l ' accablement de la chaleur . " 

(p . 7) 

Finally , the e xamination over , the crowds emerge from the 

Town Hall , Mme Pruohomat~ong them , crying out the ne 7~Of 
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Celeste ' s success, to Prudhomat ' s g rea.t j oy . 

Guiches has not attempted to emulate the size of Flaubert ' s 

canvasses , but e makes use o f the occasio n t o introduce his 

characters , from the Prunhomat s and their like , to the 

daughters , victims of their parents ' ambition ~ from the village 

schoolmas ters , showing their knowl edge , the examiners a c opting 

a b o red and impersonal remoteness , the soldiers leav ' ng the 

barracks in the s treet s of the town ann children c oming out 

of school , to the drinkers at the Cafe de Bo rdeaux who are 

celebrating business dea ls o r shop assistants lazing away the 

h ot and oppressive hours of the day . 

Guiches drew on his personal experience in setting his story. 

Creysse was his own father ' s native village in the valley of 

the Dordogn~ and Prudhomat, as cafe proprietor, barber and 

grocer , reflects the nature o f the place and , as time goes on, 

the difficulties which beset the village , as a result o f the 

growth of t he disease o f phylloxera . This attacked the vine 

crops and brought ruin t o the farmers and hence the tradespeople 

like Prudhomat himself. This disease already occupie some o f 

Guiches ' attention , in passing . He refers t o Prudhomat having 

coll aborated with the l ocal schoolmaster in writing a brochure 

on vine- growin g in which they discussed phylloxera . In 

L ' Ennemi Guiches was to make this disease the 'villain ' of his 

novel . 

The setting for Celeste ' s examination , and for many more 

scenes in the novel , is Cahors . Just as one could follow the 

movements of Rastignac through the streets of Paris , so 

Guiches ' descriptions o f the streets and buildings of Cahors 

are accurate in their detail and in name. He refers t o the 

Prudhomat family ' s celebration d inner at the Cheval-Blanc 

where Celeste first sees Jacques Mauvalon . li En plein quartier 
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des Badernes, dans une rue noire, etroite, semblable a une 

rigole profonde, OU croupit une atmosphere moite, empuantie 

par les ruisseaux d'eau grasse et les relents de musc souffles 

par des persiennes a demi closes ••• " (p.7) 

Later in the novel Celeste, on a visit to Cahors, to be 

with Jacques Mauvalon, her lover, and, at the same time, 

exhibit some of her schoolwork in the Agricultural show, 

hurries angrily through the streets of the town after seeing 

Mauvalon with Germaine Mazurier. "Elle descendi t les Fosses, 

se disant a voix basse des mots incoherents, gagna Ie quai 

Champollion et entra, comme si elle sly refugiait dans la 

maison de MIne Anna ou les avait loges Bau drillet." (p . 61 ) 

From the win dow of this house she watches for Mauvalo n and his 

officer friend Baudrillet, with whom she is subsequently un-

faithful t o Mauvalon , to arrive : 

Devant elle, mure dans les talus a pic du quai 
Ie Lot roulait l ourdement fendu par les p iliers 
triangulaires du p ont Notr e - Dame .••• Les deux 
faubourgs Cabessut et Sant-Georges , comme p our 
se rej o incre , egrenaien t sur la r oute I e corde
l et p impant c e leurs maisons uniformes a jar
dinets rectilign es •.. En face , Ie mont a int- Cyr , 
I e do s enorme , herissant s on maigre p o il gris 
de bruyere s , l e s vestiges noircis d 'un e abb ' e 
dechiquetes a longs pans troues de l ongue s 

entaille s . (p . 6 2 ) 

Guiches intro ouces into h is Agricultural Show, a scen e o f 

triumphal e ntry involv ing Caho rs ' most famous son, Leon 

Gambetta, based on a factual scene witnessed by Guiches in 1880 

when Gambetta had gone back to Cahors to inaugurate a monu-

, ", . ,,9 ment to the "gardes mobiles du Lot tombes a 1 enneml. I n 

Guiches' novel the crowd clamouns f or Gambetta, who is not, 

however, referred to by that name, to appear on the balcony 

o f the H~tel des Ambas sadeurs: 



On l ' appelait "Leounn " tout court , " lou nostre 
drolle. " On entourait des revendeuses qui 
rappelaient ses p olissonneries oe collegien et 
que des vieillards affirmerent avoir calotte 
Ie gamin lors qu ' il apportai t de l ' epicerie 
paternelle , les pains de sucre ou l es assiettes 
qu ' il cassait , de j a ! ( p .60) 
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Not only Cahors however is accurately described by Guiches. 

The area of Quercy covered by Celeste Prudhomat included n o t 

only Cahors and Creysse but also Guiches ' native Albas , here 

thinly d isguised under the name of Mazolles , and also the 

village of Ferrieres , in the Causse, given the name of 

Marnieres by Guiches. 

The region of the Causse, through which the Prudhomats 

travel on their way home from Cah o rs after the examination, is 

described by Guiche s as : tI ••• l a region c onvulsee du Quercy 

druidique, ou les sepultures gauloises soulevent en tertres 

espaces leurs coupoles de gazon ." (p . 12 ) 

Marnieres is where Celeste obtains her first teaching p os t . 

Already impatient to rise on the social scale , ambitious in 

her new profession , and having had to wait several months f o r 

her appointment , Celeste is epressed by the d istrict: 

" ••• l ' institutrice considerait avec un regard attriste l'infini 

terne et crayeux du paysage, une succession de glaises rouges 

et bleues, de friches gris~tres, une desolation blafarde, une 

lande implarlable , sans Ie mouvement clair d 'une riviere ou la 

verdoyance d 'un cotea u." (p.15 ) 

Like Emma Bovary before her, Celeste is b ored a nd frustrated 

by her new position. Her lack o f interest in her work and the 

bleak prosp ect before her are a n omen of the way her hopes 

and ambitions are doomed to be thwarted. What had seemed a 

bright pathway to success, on the sunny July day of her 



examination and the journey home to Creysse , had become a 

sombre and rebellious classroom: 

Elle ne pouvait eternellement durer, cette 
claustration qui verrouillait sa jeunesse, 
cette existence qui la vouait pour des gages 
de domestique au defrichement de cerveaux 
plus inentamable que Ie Rocher de Sainte
Marie! Et ce desert qui l'environnait, cette 
etendue plate , carbonisee, rasee de vegeta
tion sur laquelle pesait, comme un broui llard 
de marecage , une inconsolable tristesse '. (p.20 ) 

But it is when Celeste , having become Jacques Mauvalon ' s 

mistress 7has obtained , by his influence and efforts , a 

transfer to a much s ought- after p ost at Mazo lles that Guiches 

describes with warmth and affection his own Albas : 

Ce n ' etait plus l ' etendue morne , la lande brou s 
sailleuse de Marnieres . On e~t dit une f or
teresse , un amas ce murs gri s sur piedestal 
en r ocs vifs , falaise abrupte herissee de 
f ougeres , ••• Au- dessous , a deux cents pieds , 
Ie Lot tend sa nappe , que creusent les batelets 
de sable ••. Mazolles couronne l ' escarpement. 
L ' eglise , efTlergeant des ruines , f o rtifiee Cle 
la legendaire t our du Soupadon , ecrase de son 
clocher trapu , a la p o inte duquel Ie coq evolue 
sur son percho ir vestigineux, Ie groupe sombre 
et vertigineux des t oits. (p . 42 ) 
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Ibas , apart from the church which has since een rebuil t , 

is distinctly recognisable . (See Appendix D (viii » It is 

not only the external features o f the to\¥n and the surrounding 

country that Guiches gives us in his novel , however. Its 

inhabitants too are presented as a lively p opulation, busily 

involved in the activities and rivalries of a thriving village : 

La grand 'route traverse la bourgade et de 
chaque c8te e cette voie spa cieuse deux fois 
par jour, ebranlee par la correspondance du 
chemin de fer , s 'ouvrent les boutiques , des 
b oucheries ou les moutons ecarteles saignent 
aux crochets des pendoirs, des epiceries en 
per petuelle concurrence qui soufflent des 
puanteurs de mo rue •.• Puis ce sont les cafes , 
o~ Ie s o ir l'on braille des choeurs p oliti
ques accompagnes a grands c oups de p oing sur 
les tables.... (p. 42 ) 
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Celeste on her round of courtesy calls is surprised to 

find the mayor, Turlan, busy on a Sunday: " surve illant les 

travaux de ses tonneliers ui , Ie tablier de cuir autour des 

reins, c e rclaient, f l ambaient et r oul a i ent de s barri ques qu ' ils 

entassaient s ous Ie hangar" (p . 4 3) She is surp ri sed t oo when 

the mayor begins a virulent attack on the anti- repub lican oppo-

sition in the distric~particularly the sisters o f the convent 

school . Celeste's reaction is a mixture o f bewilderment a n d 

amusement : " pr~te a rire des mots incomprehensibles, des l o cu-

tions patoises qu 'il francisait , tandis qu 'il allait, grise 

par ses paroles, grave dans sa barbe, sans inquietude e t s ans 

hesitation. II 

This indication of the division of the t own into two 

political factions fits the account of Albas politics giv en 

by General Pierre Keller: "Albas , comme tant d ' autres vill ages 

de France, etait dechire par la politique . La musique elle

m£me n'arrivait pas a calmer les esprits. II y avait l'Orpheon 

Republicain et l'Orpheon Monarchique."lO 

In Guiches' Mazolles it is not the rival musical societies 

which mark this antagonism between opposing fact ions but 

primarily the rival schools. Celeste, caught up in the feud, 

gradually loses a number of her pupils to the convent school, 

sees her position threatened by accusations of immoral behaviour 

by what the Inspecteur d'Academie called "Ie parti reaction-

naire", and is finally dismissed when Turlan has to yield to 

demands for her expulsion. The rivalry between the children 

mirrors that of their parents: 

Un autre groupe plus nornbreux passa sur la 
place, se rendant chez les Soeurs. Les 
fillettes se croiserent. L'institutrice 



remarqua Ie regard par- des sus l'epaule 
qu'elles echangerent et elle comprit 
l'antagonisme instinctif , irreconciliable 
qui separait ces enfants. (p .88 ) 
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Most of Guiches ' novel is set in Mazo lles. It is there that 

Celeste arrives full of h ope and j oy in her love f or Mauvalon 

and there too she dies by her own hand when all her hopes have 

crumbled. 

The second backcloth to the sto ry is Cahors, the setting 

f or the most important events in Celeste's life, the crisis in 

her relationship with Mauvalo n , when she makes a j ealous ano 

noisy s cene at the theatre , her planned s eduction by Baudrillet , 

who makes her p regnant and thereby brings o n disaster , and the 

SJurC 2 o f the medicament which Celeste uses t o bring o n h er 

miscarriage anCl her death. It is in Cahors that b oth Bau-

crillet and Mauvalon make l ove to Celeste in the same af t er-

noon, unbeknown to each o ther , and where Celest e , c onfident 

o f t he future , \'lalks with Mauvalon alongsi e the Lo t with its 

most famous landmark : II Dev a nt eux , Ie p ont Val e n tre gonflait 

s on echine (le pierre comme un enorme do s d ' elephant avec s es 

trois tours carrees a t o it p ointu . 1I (p . 69 ) 

Fo r Celeste , and f o r us , Marnieres and subsequently Mazolles 

are the reality of her empty and difficult life into which h er 

education has l ed her, b ut f or which it has not prepared h er . 

The schoolroom is a constant sour c e of bitterness and frus -

tration for her. She cannot control her pupil s and is unwi l ling 

to devote hersel f to a life o f self- s a crifice to them . The 

result is a deterioration in her relationship wifuhe r pupil s 

and failure on the ir part t o make progress. Her t i me a t 

Mazolles is taken up by these problems , by the hos t ility o f 

the l ocal inhabitants who d isapprove of her fli rtat ions , dress 
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and manner, and by constant planning to get away to see 

her lover and escape from the reality her e ducation had 

brought her. 

Celeste is not an exclusive pro duct of Quercy any more 

than Emma Bovary had to be born in Normandy. She is a 

country g irl, the daughter of an ambitious father, who could, 

a s Pierre Keller says, have been born anywhere: "On peut 

tres bien imaginer Ie cas Celeste dans une autre province. 

Le terroir est exterieur. II fournit Ie cadre, mais il Ie 

fournit bien."ll 

Celeste's ambition does not take her outside Guiches ' 

native region, merely away from her family and the peaceful 

existenc e that might have been hers : "Elle n ' avait que Ie 

1\ regret vague d 'une existence tranquille qu 'elle eut pu 

avoi r la-bas a Creysse , d 'une existence normale tourna n t 

ans sa sphere paisible , tandis qu ' e lle se sentait de s orie n-

tee comme un boulet p erdu a travers un vide cEsole ." (p .76 ) 

Guiches , o f course, knew what it was t o lea v e the peaceful 

atmo sphere of Albas for the vast and sometimes , no dou t, 

aunting face of Paris. Perhaps he himself felt d isorie n-

tated at times. 



(ii) Celeste Prucnomat and the Theme o f Education in a 
Rural Community 

h · . 12 . h h h ' f ' In lS memOlrs GUlC es re~orts t . t lS -at er s 

reaction t o Celeste Prudhomat had bee n to see in i · a pO\,Y'er-

ful attacJ o n Go ess education and the punishmen~ of f ool is 

social ambition. Guiches claims t at this was not his idea 

nor is intention. He calle _ it love tory , i~plling that 
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no educational o r social philos ophy had been in his minc'l. The 

novel , inceed , stands on its o~m merits as a love story , accurate 

in its psychology, convincing i n its detail . Nevertheless , 

the theme o f education is fundamental to the story of 

celeste Prudhomat, insofar as she herself seems to represent 

the new era in which , according to its advocates , cduc tion 

was to ensure the material and cultural improvement of its 

charges. I n this respect Gu i ches ' novel appears as a harsh 

commentary on these ide istic hopes , since her estiny is one 

of isappo inte ambition. Furthermore , Celeste ' s e ucation 

makes her a l onely figure , ashamed o f her o rigins , callous 

about the difficulties of her p r e nts , obsessed only with her 

own aspi r ations. Not only that , but she herself has no 

interest in the chil r en for whose education she is responsible . 

She cannot bear the chil ren of her first school at Marnieres , 

partly because of their unruly behaviour , but also because 

they are the children of the village people she scorns . 

Not surprisingly perhaps , some critics did see in the 

book a criticism of government p o licy . Jules Ferry, Prime 

Minister until 1885, had introduced legislation maJ ing lay 

education free and compulsory for children between the ages 

o f 6 and 13 years. It was alleged by s ome that Guiches' novel 
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was written as Cl comment on the value of public education . 

Guiches always den i e this, saying that h e was s i mply insp ired 

by the situation as he ffiW it. 13 There is no doubt that the 

c ontempo rary interest in e ducation is reflectec i n the nove l. 

Prudhomat's frequently repeated article of faith , "L' instruc-

tion, c'est tout," is one indic a tion of this, but not the only 

one. In the discussion between Prudhomat and the local school-

master, when celebrating Celeste's success in becoming a 

schoolmistress at the beginning of the story, we find a 

reference to the widespread growth of education ana a c ynical 

comment as to its value from Prudhomat's wife a s she finishes 

a sentence begun by the schoolmaster: "C'est un bonheur que 

" Ie gout de l'enseignement se propage , que Ie nombre des 

insti tuteurs augmente tous les jours. Si cela continue ••• II 

"II Y aura plus besoin d 'outils p our travailler Ie bien ••• " 

finit la vieille dame." (p.9) 

The principal vehicle by which betterment through educa

tion stands condemned, however, is Celeste herself. Only 

minutes after her examination success, when they are dining 

at their hotel, she feels ashamed of the vulgarity of her 

parents when a young man looks at her from a neighbouring 

table: 

Elle considera son pere, sa mere, 
ltinstituteur et une soudaine humiliation 
lui colora la figure d'une ardente rougeur. 
Sous la pesee de ce regard ( ••• ) elle 
eprouva le besoin d 'etablir sa superiorite 
d'education et, Ie savoir-vivre appris au 
couvent lui revenant a l'esprit, elle 
mange a d'apres les principes, decoupant 

, "I les morceaux, les coudes colles a a 
taille, et I 'index ostensiblement appuye 
sur Ie revers du couteau. (p .l0) 

The hostility of the Roman Catholic Church to lay education 



is also reflected in this novel. ~fuen Prudhomat announces 

proudly to the priest that his d aughter has passed her 

'" teacher ' s ex amination , his response is cool: II Le p retre fit 

une i nclina.tion glaciale et se couvrit .1I (p.12) 

Wh en her father takes her roune the houses of friends 

and neighbours to tell them o f h e r success , Celeste f eel s a 

strong distaste for these people among whom she is " une 

A 
etrangere avec des gouts b ourgeoisll (p .12) and ""hose houses 
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she fi n d s p oor an dingy , s melling o f cabbage soup and ranci0 

fat . She ,,,,ould enter on tiptoe, II raiche de tout I ' empois 

p edagogiq ue , les levres pincees , avec une expressio n 8e dego~t 

et d ' ennui. " (p .13) 

Celeste also adopts a s tyle of speaking rhich is intended 

t o remind peop le of her superio r education . She II repondait 

. d f . h "'t ' , , h h au pato ls ans un ran~als c a" l e , accentue par une rec erc e 

enervante de prononciation ." (p.13) It is this same accent 

which later irritates Mauvalon. It is an ind ication of the way 

her education not only separates her from her own people , but 

al so fails to g ive her access to the society she e nvies. 

Guiches ' own education had bee n happy enough . He h ad 

failed , however , in his law studies, which his f ather h aC' 

wanted him to follow instea of the literary c a ree r he himsel f 

longed for. He had perhaps , t herefore , a not too re spectful 

regar d for the ambitions of the f a ther , and t his portra i t of 

the disastrous conseq uences o f the fulfil "ment o f such a n 

ambi tion may not be entirely unconnected with his ov.,'11 experience . 

On the o ther hand, his account is ob jectively given and recog -

n izably true and undistorted . So f a r as is k nown he d i d not 

hold strong views on the education of g irls in particular , so 

that his descrip tion of Celeste and her sister candidates was 

not d ictated nor influenced by personal p rejudice . I t is 
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simply a reflection of a c o ntempo rary attitude , as vieVlec1 by 

society which foun d it novel a n d perhaps a little unna tural : 

n( •• • ) les j eunes f illes marcha.ient soucieuses , empesees e 

pedantisme n • (p . 6 ) 

Guiches ' p o rtrait of Prudhoma t is not unsympathetic. He 

is a man who , apart from his paternal solicitude , is dis

pleased with his own existence and wants s omething better for 

his daughter. Similarly , the local schoolmaster , Chassignon , 

is p o rtrayed with r ob ust freshness. Co- author of a p amphlet 

advocating action against the vine pest phylloxe r a , Chassignon 

has even greater faith in educa.tion than Prudhomat . To the 

latter he represents the Establishment , and when months go by 

and Celeste still has not received a teaching appointment , 

Chassignon begins to fear Prudhomat ' s wrath . \ihenever the 

cafe proprietor appears to be on his way to the school , the 

schoolmaster hurriedly makes his escape into the countryside 

with his walking stick until nightfall . He grows a beard 

rather than face Prudhomat, who is also the village barber. 

The episode is swiftly settled in a whispered exchange during 

mass , when Chassignon in a moment of ins p iration suggests that 

Prudhomat should get the help of the depute. 

As in Madame Bovary there are a number of welldrawn mino r 

characters whose role is to provide a broad and effective 

canvas for the action of the novel. In fact in Guiches' 

novel the canvas is somewhat similar in breadth to that o f 

i ts more i11ustrious~aunterpart, for the action is set in four 

different places. Guiches succeeds in distinguishing between 

Creysse, Marnieres, and Mazol1es where she end s her short 

career. Mazo11es and Cahors occupy pride of place . Guiches 
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describes them with affection, their peop le with humour and 

wit . There is already some thing of the Par isian p ok ing fun 

at the provincial, alongside his obviou s sympathy f or them in 

their troubles . Phyl l oxera , " la b~te " as it is already 

referred to here , casts its shadow over the Prudhomat h ome , 

as it will subsequently over the Chavasseur h ome in L ' Ennemi . 

The broken figures o f the Prudhomats on the final page , for 

all their foo lishness , are tragic and helpless victims o f 

b o th natural and man- m de di sasters . 

The irony of Prudhomat ' s final woros " Madame , l ' instructio n 

c ' e s t t out !" is that they are inspired by Celeste ' s letter o f 

dismissal from the Prefect ' s o ffice with its i mpressive pre

fect o ral insignia. I f Pru~homat had had the enefit o f the 

education he so exto lled he woule have been even mo re despe rately 

unhappy a t the ] nowlecge o f her :;:Jro fessional d isgrace . ~1e are 

left ith the unavo idable c onclusion that it is etter , ?t 

east s ome·ti es , to remain in ir;norance . Met me Pr chomat 

puts it mo re bluntly ,!hen she tells cr (laughter : " II faut 

rester ce qu 'on est , voila t out ." (p . l18 ) 

Celeste is punished _y a 1 • ...,retche o.eath f o r her am ition , 

f o r the iCleas her education had given her o f her m..,rn future 

prospects. An attractive young woman, she aspired to 

greater thing s than she was capable of: "Elle savai t la val e u r 

de son corps et e lle s ' exagerait celIe de s on esprit ." ( p . 27) 

Germaine , her convent school fri end , succeeds where Celeste 

h as faile. She it is who re jects Mauv alon , not h e h er , and 

she goes h appily back to the c onvent to become a nun because 

s _e wants to. Celest e envies h e r qualities because s e 

herself lacks them : " Elle se sentait une rage implacable 
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c ontre son anc i enne amie qui l ' ecra s a i t de t out son charme , 

de toute s a virg i n ite florissante , de toute sa radieuse 

...:J' • t' .. u lgnl e. The cont rast between the worldly, emancipated 

young woman and t he trad itional modest symbol of p urity still 

has relevance in the second half of the twentieth century. 

The theme o f education and of female emancipation ·make Cel este 

Prudhomat an interesting and credible noveleven t oday . More-

over, the element of romanticism of which the nine teenth 

century had made so much and then subsequently neglected , finds 

a place here too. The d isaster which befalls Celeste is the 

consequence of a combination of factors, not the least of 

which is her romantic obsession with a story-book marriage. 

Guiches skilfully develops this theme of romantic d reaming 

by means of the cafe painter and his song: 

Eh bien. Si l'amour est une souffrance 

Donnez-m'en, Mignon, dusse-je en mourir. 

Celeste is drawn to the itinerant painter in her hours of 

boredom in her first post at Marnieres, and she hears the song 

again at Mazolles an d then again in Cahors. The theme at 

first lures her with its prospects of romantic love and 

adventure. Then, when her affair with Mauvalon turns sour, it 

taunts her: "P~le voyageur, connais-tu l'amour? Ce refrain 

qui l'avait fait tressaillir la-bas, dans les steppes de 

Marnieres, et qui depuis, n'avait cesse de la p oursuivre , 

implacable, comme Ie sanglot de toute sa vie! Elle 

frissonna." (p .72) 

Just as Prudhomat's final expression of confidence in 

education ironically emphasises how misplaced it is against 

the background o f b oth her death and her d isgrace , so the 
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painter ' s song rings out once more in Celeste ' s ecrs as she 

lies dying , underJmng the treacherous unre lity o f its 

message: 

Si , pauvre migno n , tu c onnais 1 ' amour , 
F ' 1 ' ~ A ' ·alS- e - mOl connal tre en revant un Jour. 
Selon mo i , vois- tu , c ' est l ' indifference 
Qui blesse I e c o eur et Ie fait souffrir ~ (p . 122 ) 

The pitfalls o f romantic ambition combined with t e illusion of 

excellence gained throug e ducation pave the way for Celeste ' s 

disastrous cemise. She is outmanoe uvred by Mauv t:: lon and by 

her enemies in Mazolles , not merely on acco nt o f h e r inferio r 

social status , but because herggressive amb ' i on arouse e 

hostil ' ty with vhich she is u qualifiec to eal. Succes s :i.n 

society , Guiches seems to be s ying , is not simply a rna ter 

of e ducation nd ambition , but is a game of p olitics anc 

cunning which has t o be learned and in which the igher e chelons 

of society have i nborn advantages . 

One of the s ymbo ls o f education , letter- wri ting , plays a 

not insignificant r o le in the novel . Bo th Celeste and 

Mauvalo n mace unsc rupulous use o f letters . ie writes to her 

after their sc ndalous scene at the theatre in Caho rs with an 

air of sincerity , urging her to return to Mazolles at once to 

allow the breac1 to heal . The note i s , in fact , written 

callously an hastily in order to get rid of her an so avoid 

further scandal reaching the ears of the Mazurier family. 

Celeste reads i nto it , howeve r , great depths o f love and 

suffering and at once takes the tr in for Mazol es , trusting 

in his love for h e r. Later , when she receives a l e tter from 

her father asking for money , Celeste replies commiserating 

with them in their d ifficulties and informing them that she 

intends to spend her ho i day in Mazolles to save them e pense. 

In fact , she does not believe that her father needs the money_ 



She bel ieves he i s merely endeavouring t o recover t he mon e y 

hich he spent on h e r e ducation . She is a lso anxious to 

conceal from them the fact that she is pregnant. 
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Lett e rs , t herefo re , and , by implic tion , education , are 

used to deceive . Moreover C~leste uses Mauv a lon ' s l etters as 

a means of 0 taining money from him after his marri ge e This 

symbol of the end of al l her r omantic h opes is one more ind i 

cation of the s purious value of learning. 

Perhaps the most effective parable of t h e fut il ity of 

Celeste ' s hopes is representee b y the sto ry of Sans - Besoin , 

the beggar woman who carries messages between Celeste an 

Jacq ues Mauvalon . Sans- Besoin is regar ded with affection by 

Cele ste until the day when she reveals that she was l ong ago 

seduced by Jacques· father and then turned o ff the estate because 

she refu sed t o marry the farm- hand cho sen f o r her. The son 

she b o re hated her f o r what he was , left her and met a tragic 

death . Celeste turns Sans- Beso in ou t o f her h ouse f o r 

suggesting that Celeste would fare no bet ter with the son 

than she had with the fath er . I n fact , h owev er , despite 

Celeste ' s s uperio r e ducation and s ocial aspirations , the result 

i s much t h e same . 
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( iii) The Vineg rO\vers of i]uercy in L ' Ennemi (1887) 

The full ·t i tIe o f Guic es ' first no Jel , Cele ste Pr chomat -

rJfceurs oe Province , clearly incHcated is pur p o se . Followin<} 

the eXf"\,mple o f Be . Z2tC , he airnec to p ortray life in h is net ' ve 

Quercy. G iches ' next nove l L ' Enne . i ppeareC'? y c ar la e r, 

in 1887. He had promisee the cri t ic Francisque S?rcey " Je 

vais c ontinuer rna serie ce province" ano Sarcey h d indicated 

• I , 1 4-hlS approval: IC est <;a ••• " This time the novel centres o n 

the fictitious town of Marcayrac , which in reality was Luze ch , 

a close n e ighbour of Albas on the road to Cahors and standing 

also o n the river Lot . Luzech was vJell- knO\\'!l to Guiches , wi th 

i ts r ilway station from which he h ad set off to start his 

life in Paris a n d for its i mpo rtance as a vine- growing c e nl-.re . 

change of emphasis i s c lcar_y evi ent however in Guiches ' 

second novel . 1ilhereas i n Cel es t e Prudhomat he g ives us the 

s t o ry of y oung woman ' s struggl es t o etter herself a nd 

i mprove her social position , in L ' Ennemi ' 'Ie are p r esentea \',i 

t .e strw;;g le of a community ?g ins t a pest which not only 

destroys their livelihood , but a l s o brings about an insidious 

isintegr tion of the morality of i ts people , in which those 

who t oil on or live o ff the l and , workers a n d ovmers a like , 

are deceived , ruined or destroyec., n the rich and unscru -

p ulous prev ail. Romantic l ove , family unity an a daughter ' s 

loyalty t o her father are all lost in the upheaval. 

Guiches was quite clear about what wa s t.he hero of his 

n ovel and h e was d isapp ointed when , because of Cherbulliez 

already having use the title , he was unable to c a ll it La B~te . 

In his p re f ace to the novel , he insists that this title was 

" Le seul vocable q ui s ' a aptait en t o ute exactitude , tant a 
l ' e xpression d e l ' i dee qu ' au developpement de l ' action .", 
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a n d h e apolog ise s for t e i nade q uacy of t h e new titl e . Un-

doubtedly this l a cks the e f fectiveness of t h e orig i nal ti t l e 

f o r a novel in which Guic h e s h a s tried to p resent as reali s tic 

a portrait as he could of the provincial town torn apa rt b y 

the destructive effect of phyllox era . 

His main character is Chavasseur, mvner of imp ortant vine -

growing land and a leading and influential citiz en of the t o\vn . 

11hilst others are ruined in the early stages b y the pest, he , 

at first, is untouched by it a n c g ives the others confidence 

and hope in the common struggle for an effective antidote . 

Nowhere else in Guiches ' work is there such a portrait of the 

dedicated tiller of the soil 

Balzac writing his lyrical story of his native Touraine, 

Le Lys dans la Vallee, tells of Madame de Mortsauf' s efficient 

management of her husband's estates, giving details of altera-

tions she brought about to introduce the rotation of crops and 

overcome opposition from the peasants. She, however, was the 

wife of a former emigre aristocrat, not a farmer engaged in 

the eternal battle with the soil. Elsewhere in Balzac, particu-

larly in Les Paysans, we find an account of the behaviour of 

the French peasant , but nowhere, as Guy Robert points out in 

his work on La Terre, does Balzac portray peasants in the ir 

c onstant struggle to win their livelihood from the land . 

The eternal b attle against the earth is clearly ind icate 

i n a n early description .Chavasseur had : 

des mains calleuses qui ne se fermaient p lus ••• 
Ses cheveux se revo1taient c ontre un r e c ent 
effort u p eigne e t sous cette sedition e 
crins g risonnants , cab res p ar meches , la 
figure , c ampee sur ses ep ule s d e charroyeur , 
apparaiss a it cuite p ar Ie solei1 , passionnee , 
violente , ave c une expression d ' autorite 
qu'attenuait, ep anoui dans la barbe , un 
sourire d e bon vivant , c l une loyale e t joviale 
roncleur' 1 5 
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I n is ~et~ ile~ a n o.ly is o f Zola ' s La Terren~ i s 

s ou rces, La Terre c: I EmL e Zo l. ~ , rlT . Ro . ert . r e fers t .o Guic es 

2.J rno st b ourgl2o i : " . •. e n f i n a v i e 
1\ reste 

e u r es D~ctee/trop ~n~cv i ~e p ou r o.:u I iJ s :"mi s s e n _ a t~rner 01 1 

1 ~ +- ' 1 ,, 1 6 u n e veL. cur \ 0 _'fp c unlv crse ... . Unr"ou0tec .1.y t h e v i n e - c; ro ',e rs 

o f Perc i g oux are o t icentifia01e v'li tr. 20 1 0. ' S i. easan t s ano 

farme rs . I n deea Guich es f ound t he l a tter d istasteful and un-

realis t ic , sharing An ato e France ' s view t hat " I? g r o ssier e te 

I', 1 d t ] f 1 ,, 1 7 o.:u l _ eur onne s e n .e : u o u r g , n on a c ampagne . 

Chav s seu r is Gu i ches ' r epr esent tive o f t he t illers of 

t e s o il . " L terre e st ete r nellc , on ne l ' use pas ," (L ' Ennemi , 

p . 3 ) e says . Hi s hou se rn y b e t o e ou se o f a s u c c es s ful 

v i n egrower , unl i ke Zo l o. ' s mo re earthy cnc p r i meval grubhe r s of 

tee rth , ,ut i t is e l d e c t o the l anc~ nonethe l ess : " .• . au 

p i ed de l a Pi s toulc , ec rasec s ou s 1 0. g r n i t i que m. sse e .1. o. 

montagne ech ou e e ~ans l ' Il e . " (p . 3 ) La Pi s tou l e i s a n i :?o r -

t n t lancmar k i n Luz ech . 

Zo l a ' s c oncep tio n o f the l ane as 21. femal e f ert i l i zec. y 

tho s e who To rY:. i t , e . . acting an e ~tro. cting t e l imits o f 

s acrifice n d e ndurance f r om i t s c evo tees , has its p r l e I 

i n L ' Enn emi. Ch v a sseu r is ma rri e d t o . n ind ' ff eren_ wife : 

I I ava i ·t r epo r t e , c a n s sa pas sion p our I e 
vig nob l e , 10. f ougue ce c e tte ten dre s s e q u ' i l 
avai t i nutilement p rod i guee . C ' est s eul ement 
dans l as Per i go ux qu ' i l v i v a i t , que s on c e r 
veau s ' embrasa it , qu ' i l re t r o uva i t les e n t h ou 
s i smes de ses ving t ans , que son sang b ttai t 
d e m gn an i mes pul sations . Sa v ignc n ' etai t 
plus une cho s e p our lui , ma is u n e creature q u ' il 
ep ousai t . (p . 3 3 ) 

Gu i ches pres ents Chavasse ur a s a Go o- f eari n g v i n e - grower , 

re spec ted b y h is n e i gh b ouring farme r s , a l thou gh they d i no t 

sha r e his .)elie f s : " car il avai t de sa f o i ' affirmati on 
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rob uste. " (p .33) acu e ]. , t e sch oolmaster , ra s torme ntec by 

his disb elief \rlhich science a led him to . This undoubteClly 

echoes , hm-lever faintly , the g rowing disillusionment among 

contempora r y writers19 with the cult o f h arsh realism and a 

desire to escape from the depressing truths of science and 

societ y. 

Esther , Chavasseur ' s daughter , in some resp ects bears a 

strong resemblance to Celeste Pr dhomat . Educated at b o a r Cl ing 

school at Toulouse , she begins to appreciate " l ' aristocra tiq ue 

tenue au couvent". (p .14 ) As Celeste haC. grown away from h er 

parents , so Esther , her fa ther ' s favourite daughter, finally 

rejects hers in their h our of need . She is not acmittedly o f 

the same humble o rigin as Celeste, just as the vine- growers 

of L ' Ennemi are not the same savage tillers of the soil as the 

Fouan family in La Terre. She is a bourgeoise, daughter of 

a well-to-do farmer. Nevertheless she symb o l ises in her 

development the corrupting p ower o f the evil which is bringing 

d isaster to the land and the lives of the growers. Initially 

a victim herself of the growing power of the local shady 

financier, Hector Jayan, to whom her father has to turn for 

help and who, for his own ends, succeed s in alienating the 

affections o f Esther 's fiance Alfreo. Fonprat I she is later 

successfully wooed by Jayan and becomes his wife . Chavasseur 

woul d not have accepted him as a son- in- law as Jayan ' s f the r 

had been a crimina~ anCl he himself had , it was susp ected , 

ma d e his money dishonestly . I n the end , h owever , Ch vasseur 

needs ,Jaya.n ' s money . He therefo re abandons his principles 

and agrees to the ma rraige , only t o fin d that his (laught er 

is then in no min . t o let h i m have the mo ney her hu s a nd 

has promised . J yan , too , discove rs t h at Esthe r h as n o love 

for him , only fo r i s fortune , whic c r umb e s away in h e r 
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hands . The p. b e Mage rem9r ks : II . a b~te t out ~ evore , tou- , 

les vignes et es consciences . 1I (p .3 3J. ) 

Ch avasseur I S flecieat ion t o the lane GIl C the W?v the lane' 

ccstroys im are t IC ~2in theme of the lovel. 

I I se c ompl a.is9i t s ' acm ' rC" i on ervente 
r'l e s on CEuvre. 11 oubl ' c.i t t out . Sa:E mi1.. }.c I 

ses amis , ses preo ce p tions , t out C'ispa.raiss 2 i.t 
cans cet enc-h?ntemcnt. (lui I Ii c onfi <"r ai -I.: J;:> 
p c nse e a.ussite t qu ' il ~ntr? ' t cans Ie bien. 
~t i l m rcha i t ' un ~as ctif enj?~ ant l es 
rames , ' e~ . arra 2n t cans ces lien. au se 
tenfla~cnt vers lui et 0u ' il ec c rtai (1 1 1n 
dou ge s te comme S l ' 1 se d egageait des caresses 
d ' u n e nuee d ' enfants. (p.72) 

After the grape h a rvest Chavasse ur watches the harvesters 
who h aa now f i nishe t heir t a s k : 

c ette fami . Ie e pauvres r eprenant s on chemi n 
a travers l es _ r uptes montees de C usse , es 
p i e s ,es petits saigna.nt sur les c2illoux • •. 
et p ui s la faim , a mend icite , les aladies et 
1 t " , ' 1 . , 1 ' t a mo r- , sup reme (e 1vra ce rrU1 cs c ouc. .c r .1 
t ous , 1 I un pres ce 1 I ?.utre , .c ns cctte terre qui 
les aV2.i t ·tues ! Car ils mourr a i ent de 1 t e rre , 
de la terrc ~ui se retournait enfin contre es 
b ourreaux . (p .7 3 ) 

T e cruelty e nd violence o f the lane are e ff ective l y 

cemons t r ?te . y the suicifle o f one o f t 1e nei gh ouring f arme r !') , 

Ri gal , whose v i nes h c been r u ' nec. b phy .l oxera an h o h a c 

co e t o he p C avas seu r . Ri gal h o is s h i msel f up on t o the 

edge o f the great wine v t anc' li sa p o itrine s o u ev ee , siffle. 

un dhe c ' asphyxie . Ses jarnbes s ' agiterent en une c onto rsion 

ce c u l bute et i . ch vira ans la mare . our cuse , cou ant 2 

f o nd , I une ver t i cal e tornbee ce l o c . II (p . 76 ) 

Ri gal I s b o dy , when discove r ed a n pulled f r o tl e VC.t 

" sem.bl a it s l @tre gel e dans I e gran d a i r et s ' al longeait , l a 

f i g u re t mnefiee par l ' a s phyx i e , b l &ni e par e 'lin , mouchete e 

de g rains v i olets e c rases s u r ses joues ." (p .78) 
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His \vife is seize " c l une furieu se convoi tise , cl l une emen t e 

ind i gnation ... s e couee d ns ses h illons prune colere 

ep ileptique , el1e s I abattit, les ongles en avant , sur lao 

figure u mort, lui desorbitant les yeux et e l le 
, . 
era.Clna 

des chairs une p oignee e barbe ." (p .79) 

Undoubtedly, vhereas in Celeste PrucThomat Guiches ~,vrote 

with evocative feeling about his native Albas and ahout Cahors , 

in L IEnnemi e is more preoccupi eo b y the theme o f moral decay 

in his characters . Occasionally we find a gl impse o f the 

l o cal scene . The scene from Esther l s window : " Sur les b erge , 

~es lessiveuses accroupies battaient des linges qu l elles 

tordaient ensuite , a b out de bras , et , pres d l elles , un 

charretier faisait basculer les t ombereaux de sable qui 

d ressaient des pyramides brunes , pailletees de verres scin-

tillants." (p .201 ) 

It is the phylloxera insect, h owever, which occupies Guiches l 

attention and as it takes a hold on Cha v a sseurls vineyards he 

describes in detail the terrible devastation and deformation 

20 of plant l ife which takes place, ~he care with which 

Chavasseur undertakes h is own research on the insect , Hector 

Jayan ls lectur e on the menace t o the l ocal people and their 

anger which he b rings down on Chavasseur and his family in 

c onsequence . 

Guiches l novel is punctuatec again by scenes which r e ca 

the techniq ue o f Flaubert in Mad ame Bovary an su se~uently y 

Zol , the treatment o f a dUel theme , weaving n intricate 

t issue of language and response between the background a.n 

t e f o reground, forg ing a ink between apparently unrelated 
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themes . Hecto r J~yan ' s and Esther ' s visit t o a local Dlace 

of p i lgrimage is a case in p o int. G , ' chcs ~escri _ es the scene 

out ide the church , against (') 'backgro un,.:! of . anners anc 

crutc es , c r ow0s of ~evote~ ~i q rims , families p ic icking 

on newspaper in the open , anc' the mo nT: Ligouri t en stancinq 

o n a fa.rm cart a.s a platfo rm t o nre2ch to the crovvc . .s they 

watch the scene , Jaya tells Esther of the marriage ~e \'18'21:"' 

,7',]. frec , '\ Thom she .n0 h o..: er to marry h e rself I anr' ano ther ' '.ToP'.an . 

cTayan ' s p?rt 2.n t .his h2s heen T1l?chiave].lian froJTl ~he sta.rt 

since he har" taJ:en stel')s 1: 0 see that l\lfrerJ W0 u ' r cr '.f · n.\\,2:' 

f'::'om Bsther \" hiJ.e be \'lnS st lClyL 'J in Toul o 'se . 

. J fre r . i tterl y . T .e ",o r0s o f t .he :?riest are hearc s eemincr 0 

c om1"'lE':'nt. o n Esther ' oS probJem t oo: II Parconnez- no us n o s o ffens8s I 

r:O'T'me n ous :!/?rco nnons ~ ceu ~ 0 ui n ous ont o ffenses. 1I (p . 2lLl ) 

Thevo rds o f Jal' a n and the voice o f t he preache r alternate. 

For Esther , hear ing the pre cher : II La v oix seul e qui n?sonn .i t 

ans l es ~es suscitait ,e ch udes vi r ations , s ' a oucissc it 

en ces tendr esses c ornmiseratives . " 

Jay n asks ::or Esther ' s forgiveness . Then , am i guous .ly 

referring t o the voice and per ps to Esther as well : " ElJ,c 

semblait. e xtasiee , dans l ' irnmo ilite c l une f scination . " The 

p reacher repeats is prayer . The r ' e t departs and Esther 

remarks : II Je ne v ous en veux p S . II This , ga,in , is oth 2 

reply to Jayan and a reaction to t .e nrealistic mess ge of 

t e priest. 

One is inevitably reminnec1 here o f the scene o f t.he 

Cornice J.\gr ',c o les in Madame Bov r y. Unoo u te ly Guiches ' 

versio n lac, s t e stab ing irony o f the auctioneer ' ' Pumi ers ' 

in response t o Ro do lphe ' s attempts to seduce Emma Bovary. 



111 

Nevertheless this dual theme with a related thread is an 

effective device in L'Ennemi too. 

Guiches' portrait of the mysterious, unscrupulous Jayan 

is one of the main features of the novel, indicating the 

rise of the unprincipled in the wake of the disaster of 

phylloxera, buying up the land of ruined farmers and under-

mining the stern principles of morality and loyalty which 

had been the hallmark of the life of country people for 

generations. For all Jayan's cold and ruthless ambition, 

however, he feels a genuine love for Esther. He uses his 

cunning and his money to get both her and Chavasseur's blessing, 

but he mellows under her influence and it is she, in the end, 

who makes the running in steadily consuming his wealth. 

Jayan, who survives the holocaust, has much in common 

with other Guiches heroes in that his desires are selfish 

with a strong amoral vein. Jayan is a symptom of the general 

disintegration of life. People who returned to the area after 

a prolonged absence were amazed by the changes which had 

taken place: 

Ainsi que la terre, les caracteres, leur 
sernblait-il, s'etaient appauvris ••• une 
corruption germait, gagnant les consciences, 
dernolissant de vieilles honn~tetes reputees 
inebranlables et qui s'effondraient a grand 
bruit, faisaient des ecroulernents d'edifices 
ou, miserablement, se dissolvaient dans 
l'~prete de la lutte, dans les calculs avortes 
des bas expedients. (p.9S) 

There is a dual link between the gradual infecting of plant 

life and the vitiation of human morality. Alongside that of 

cause and effect, which is clearly the principal message of 

the novel, there runs the theme of the farmer's consanguinity 

with his land. Chavasseur tells Jayan: "Nous avons les 

qualites et les vices de notre terre ••• Le vin, c'est notre 

sang ••• une cause possible de cette gangrene qui nous envahit." 
(p.169) . .., 
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1. See Au Banquet de la vie, Chapter 1, II Je veux 
mien aller." 

2. See note 6 to Part .1, Chapter 1. 

3. See note 2 to Part .1, Chapter 1. 

4. Au Banquet de la Vie, 2.10: "0h! Que cette 
sentimentalite va me geher et me faire souffrir! 
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Les Belles Lettres, 1952, p.80. 

17. Au Banquet de la Vie, p.2l6 et seq. 



113 

18. L'Ennemi, Paris, Librairie Moderne, 1887. 

19. Guiches was a close friend of Bloy and Huysmans, 
both of whom were bitterly opposed to the doctrine 
of positivism. Bloy's novel Le Desespere, 1886, 
is a rejection of positivism and a declaration of 
religious faith. Huysmans' conversations with 
Guiches on the subject of disillusionment with 
contemporary trends are reported by Guiches in 
Le Banguet, p.ll1: liEn Rade vient d'~tre pour 
moi une grande passion. Je m'y suis abtme, avec 
enivrement, dans l'ordure des ames et Ie neant des 
choses, mais c'est fini! Je n'en veux plus de 
cette porcherie de natura1isme. 1I 

In 1892, Guiches says of Huysmans, whose mistress 
had had to go into an asylum with acute mental 
illness: IIL'atrocite de la realite lui fait 
maintenant rejeter avec horreur Ie naturalisme. 
II lui faut un ideal. 1I (Le Banguet, p.245) 

20. "La verdure semblait s'~tre ulceree." (L'Ennemi, 
1887, p.98) Guiches' choice of the vocabulary of 
human disease effectively conveys the virulence of 
the devastation: IIPustules", "abcesll , IIbourbillons", 
"fonticules purulentsll, IIfistules ll , IIsuppurationll. 



CHAPTER 2 

Guiches the Naturalist 

(i) Aspects of Naturalism in Celeste Prudhomat (1886) 
and L'Ennemi (1887) 

Guiches part in the publication of the Manifeste des 
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Cing was clearly a minor one. All recent commentators agree 

that its real authors were Bonnetain and Rosny (See Greaves1 , 

Beuchat2 and Dumesni1 3). The magic ~portance of the figure 

5 was undoubtedly the reason for the inclusion of the other 

signatories, to offset the Cing de Medan who had put themselves 

forward as the disciples of Zola. 

As Charles Beuchat points out, Guiches was "peu enthou-

siaste" as a signatory and indeed he raised explicit objections 

to certain parts of it, objections which were ignored by 

Rosny4. Nevertheless, Beuchat and Dumesnil agree that Guiches 

was in a better position than any of the others to make this 

gesture since he had never been guilty of audacious writing. 

Celeste Prudhomat notably lacked any expose of the cruder 

aspects of provincial life or of human misery, aspects which 

Zola would not have failed to emphasise. 5 

To what extent then was Guiches a true Naturalist? In his 

memoirs, Au Banquet de la Vie, he remarks at an early stage of 

his life in Paris "Je lis. Je m'enthousiasme pour Ie mouve-

ment naturaliste. Jl y trouve des elements essentiels a rna 

formation d'ecrivain.,,6 

Later in the same work he explicitly ranks himself with 

Bonnetain, Rosny, Descaves, and Margueritte among the 

Naturalists when he divides contemporary writers into the 

two camps of Symbolism and Naturalism.
7 
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Rene Dumesnil, in his centenary article in Le Bouguiniste 

Fran~ais, August 1960, tells us that the absence of scurrilous 

A passages in his writing line l'empeche pas de demeurer fide!le 

a la methode naturaliste et de suivre Ie reel a la trace. 

Mais il faisait la difference entre Ie reel et Ie vulgaire." 

This quality of moderation was the inspiration for Gustave 

de Malherbe's remarks to Guiches (see p.27) expressing the 

hope that the new generation of young writers would cleanse 

Naturalism of its excesses and would substitute "a I'etude 

exclusive de pourritures sociales une observation plus large 

et plus impartiale. 1I9 The inference was that these scandalous 

elements were not essential to Naturalism and were indeed a 

blemish which needed to be corrected, while remaining faithful 

to the other qualities of the Naturalist philosophy. 

Leon Deffoux, however, writing iu Mercure de France on 

the occasion of Guiches' death in 1935, comments: 

On ne sait pas pourquoi ce psychologue 
discret, cet ecrivain en demi-teintes, fit, 
un moment, figure de naturaliste. Aucun 
de ses livres, aucure de ses pieces, ne 
porte la marque de cette influence. Ses 
meilleurs ouvrages, 'Celeste Prudhomat', 

'L'Ennemi', 'Le Tremplin', disent non sans 
talent, mais aussi sans passion excessive 
et sans parti pris, les miseres des ruraux, 
la detresse des consciences aux premiers 

" d . symptomes e rU1ne. 10 

The question raised by these conflicting views on Gustave 

Guiches' work is first and foremost: What constitutes 

Naturalism? If the essence of the movement lay in exaggera-

tion, in the jaundiced and overdrawn portrayal of the crude 

and sordid side of life, then, clearly, Gustave Guiches was 

outside it. Charles Beuchat, however, maintains in his 

Histoire du Naturalisme that Naturalism is a wider philosophy: 

"11 est Ie gout de Ia realite, de la verite qui s'impose et 

qui s'exprime en face du r~ve et du regret.
11 

~'--. ~ 
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The words .. en face du d~ve et du regret II imply a rejection 

of escape from reality. In other words the harshness of 

reality must be faced and the writer, basing his work on the 

faithful observation and translation of reality, will often 

conclude, but not necessarily, that life is ugly and unhappiness 

inevitable. This does not mean that he will indulge e~clu

sively in ugliness and unhappiness, but that these aspects 

will receive the attention which is their due. 

If, then, preoccupation with prostitution, incest, abject 

misery and the sordid conditions of working people were not 

a necessary part of Naturalism, Guiches cannot be excluded 

from the movement on the grounds that he did not describe these 

subjects in his work. 

It must be said that Beuchat's treatise on Naturalism 

follows the movement from the earliest signs of this philosophy 

in Retif de la Bretonne and Choderlos de Laclos to the 

naturalism of the twentieth century as seen in the work of such 

writers as Sartre and Camus. This definition refers, therefore, 

to the essence of naturalism through the centuries. 

To discover whether Guiches should be bracketed with the 

French Naturalist novelists of the nineteenth century we need 

to consider whether he shared the methods and beliefs of other 

Naturalists whose claim to this title is not disputed. The 

core of Zola's support in the new Naturalist movement which 

he dominated, and in doing so aroused the animosity of the 

Goncourts and of Daudet, was the group of writers who gathered 

round him at Medan and with him produced Les Soirees de Medan, 

1880, as tangible evidence of their unanimity in proclaiming 

the new philosophy. What, then, is the common thread which 
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links together the six stories of the Soirees and the five 

writers, Maupassant, Huysmans, Ceard, Alexis and Hennique? 

Very briefly, they present, not by any means with uniform 

skill, an anti-heroic view of war and those who take part. 

They emphasise the stupidity of both officers and soldiers 

and the waste of human life. They destroy the fallacy that 

only the enemy is cruel and inhuman. They destroy the 

popular illusion that war is a noble crusade and show that 

it is started by trivial stupidities and drunken folly. 

History, they tell us, is the recora of the actions of absurd 

protagonists. The reality of war is not noble, but ignoble. 

The conclusion we must draw from this is that humanity 

and human behaviour should be seen for what they are, motiva

ted by selfishness, cruelty, stupidity, indifference, jealousy, 

greed. Naturalism is concerned, therefore, not just with 

social conditions, prostitution, poverty and the exploitation 

of the masses, but with a realistic analysis of human behaviour 

and a presentation of the true situation, which is that life 

is anti-romantic, that attitudes and relationships are governed 

by ambition, desire, jealousy, indifference, stupidity, pride, 

shame and simple personal self-interest. 

There was nothing very new in this. Balzac's portrayal of 

society and its individual members was scarcely an optimistic 

one. Flaubert had already given his view of the stupidity of 

the bourgeois~ Stendhal had already portrayed the cold exploi

tation exercised by society and the individual in Le Rouge 

et Ie Noir. What was new was the emergence of a group of 

writers dedicated to the study of the realities of ordinary 

existence. What held the Naturalist writers together was a 

devotion to the cause of debunking the myth that human 
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conduct ever had good or romantic motives and a proclamation 

of the truth that the good and the pure, wherever they were 

to be found, could only meet with exploitation, defilement, 

or, at best, indifference. 

celeste Prudhomat can, therefore, be accepted as a product 

of the new movement. Although lacking any particularly 

sordid episodes or scenes of degenera9y,it gives a very pessi

mistic account of human motives and indicates beyond ambiguity 

that selfishness, shame and unscrupulous ambition lie behind 

most human conduct. 

celeste's parents want to take her out of the dull environ-

ment which is theirs, away from Creysse with its hordes of 

mocking children and its petty rivalries. Their reward is to 

be scorned by Celeste who is ashamed of her origins, and 

finally to be rejected by her in their hour of need because 

Celeste is obsessed with her own fate. 

The story is told with a subtle blend of irony and involve-

12 mente In his memoirs Guiches writes: "Rien ni personne ne 

pourrait me detacher de l'amour qui me lie a rna petite heroine. 

Tous les instants de rna vie deviennent les moments de la 

sienne.,,13 Nevertheless Celeste is no harmless country girl. 

Although she is sacrificed on the altar of the class system, 

she is not an entirely innocent victim. Her behaviour is 

both vibrant and absurd. She belongs to the c .ynical human 

race just as much as does Jacques Mauvalon. Her dreaming, her 

sulky scheming, her sophisticated air~ in a small provincial 

town and her ruthless, unprincipled attempt to force Mauvalon 

to marry her are as absurd as are the petty squabblings and 

intrigues of the local mayor and his rivals to dismiss her 

from her post. 
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Celeste Prudhomat is no less guilty of contributing to 

her own destruction than F1aubert's Madame Bovary. There is 

something of Maupassant's cynical detachment in the portrait 

of this young woman who is blind to the truth of her situation, 

who leaves behind the mocking village children of Marnieres 

for a classroom of scarcely more respectful bourgeois chil

dren at Mazo11es, who expects Jacques Mauva10n to ignore the 

social barrier between them and yet treats the parents of her 

children and the village councillors with disdain, who embarks 

on a career of self-advancement, but who cannot endure or 

control the children she has to teach. 

Clearly. Celeste Prudhomat is more than the simple tale 

of a country girl who is abused by the local squire. It 

expresses in the tones of the true Naturalist both the injus

tices of society and the absurdity of the individual's efforts 

to make good in it. There is no doubt where the allegiance 

of t~e author of Celeste Prudhomat lay, sparing as he was with 

the more obvious signs of it. The contemporary social and 

educational aspects are fundamentally in the Naturalist 

tradition • . Furthermore, occasionally, despite at least one 

critic's view to the contrary, he even shocks with a moment 

of brutal realism or sexual aberration. Celeste, jealous 

and bitterly hostile to her former friend, Germaine, describes 

imaginQry physical deformities of hers to her lover, Mauva1on, 'I 
who, instead of being horrified, is excited by them: "( ••• > 

e11e en etait venue jusqu'a profaner 1e corps de 1a jeune fi11e, 

1e detanlant a Jacques, lui pr~tant des difformites 

imaginaires et ne songeant pas que ces descriptions qu'il 

encourageait, dont i1 soup~onnait 1a faussete rageuse, ne 
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faisait qu'enflammer le desir de son amant.,,14 

Later, when Celeste lies dead in her bed having miscarried 

her child, Madame Prudhomat holds out the dead baby to the 

assistant schoolmaster, thinking it is his. He pushes it 

away in horror: "( ••• ) et d'un geste brutal, comme s'il le 

souffletait, il~poussa le cadavre qui s'ecrasa sur le plancher. 

Madame Prudhomat resta stupefaite a considerer cette flaque 

de chair gelee qui faisait une grande tache visqueuse ( ••• ),,15 

These elements are rare. It must be said, however, that 

Guiches did not always deserve the mantle of restrained res-

pectability which has sometimes been ascribed to him. 

Guiches, in the Naturalist tradition, had to give his work 

authenticity. As we have seen, the inspiration for the 

setting of the novel was not far to seek.. His father's birth-

place, Creysse, gave him the Prudhomat's home village. His 

own home town of Albas and nearby Cahors gave him the basis 

for the documentation he needed. The streets of Cahors, the 

embankment of the river Lot and the buildings to which he 

refers in the novel were, and still are in many cases, 

authentic parts of the real town. Zola was impressed by the 

way Guiches had documented himself and told him so. Although 

Guiches pointed out to Zola that he had no need of documen-

tation, since he was writing about his native Quercy, the 

fact remains that he did work care'fully at the accuracy of 

his setting: 

J'ai l'ambition de fixer sur le papier une 
etude conscientieuse des mmurs locales en 
1880, et, comme cette ~uvre quelque peu 
ecrasante comporte une observation ultra
meticuleuse je n1avance que peniblement et 
avec d'infinis efforts. 16 

Guiches clearly shared the Naturalists' interest in 
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modern science and their belief in the need to introduce 

careful and precise descriptions of scientific and medical 

phenomena into literature, to give conviction and authenticity. 

Obvious examples of this are Celeste's pregnancy, miscarriage 

and suicide by poisoning in Celeste Prudhomat, and the des

criptions of the symptoms of phylloxera on vines and subse

quently of the insect itself in L'Ennemi. 

Guiches was alert to the impact of new developments in 

the modern world and was quick to exploit them in his work. 

While working on L'Ennemi he wrote to Maratuech: "Je tiens, 

je crois, des scenes inedites, entr'autres des projections 

de phYlloxera au moyen d'un microscope solaire sur les murs 

d'un prEitoire de c ,ampagne.,,17 

The role of science in the lives of the vinegrowers is 

a significant one. Their plight at the hands of the dreaded 

insect leads Chavasseur to study possible antidotes and Jayan 

gives a public lecture with lantern slides of the phylloxera 

aphid, so that the people can see what they are up against. 

The corollary of this acceptance of the role of science, 

that is the rejection of the church, is present On this 

occasion too. For the public lecture "on avait discute 

l'admission du clerge, mais les liberales opinions du 

richard avaient prevalu." (p.120) 

The abbe's reaction to the horrors of phylloxera was that 

it was predicted in the Bible, an indication of the church's 

unrealistic: and irrelevant attitude. In celeste Prudhomat 

we find the same alignment of the Church with the Establish

ment, standing aloof from the real anguish of the people. 

Church-going is the prerogative of the family of Celeste's 

rich school friend Germaine Mazurier. Celeste thinks of 
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herself as "une libre-penseuse" and does not take communion. 

She is pleased, when out visiting the dignitaries of Mazolles 

to pay her respects as a newcomer, to find that the cure has 

been detained at the church by confessions. Celeste, we are 

t ld I d ill ' I 't" bl' , ,,18 o , was g a, ne vou ant vo~r que a soce e repu ~ca~ne. 

T.he mayor of the town, too, was bitterly hostile to the sisters 

of the convent school. 19 

Nowhere in Guiches do we find a sympathetic consideration 

of the position of the church. Celeste's father, who had 

been a free-thinker all his life, went to confession after 

his vines were ruined by phylloxera. Her mother tells Celeste: 

"Maintenat il croit que c'est Ie bon Dieu qui a mis la bate 

dans les vignes parce qu'on 'reneguait' trop dans Ie pays.,,20 

As in L'Ennemi, the church is associated with disaster. 

Celeste's disastrous pregnancy and consequent despair lead her 

first to attempted suicide, then to going to confession. But 

the astounding result of attending church on Christmas morning 

with her mother and hearing Adeste Fideles sung by the con

gregation is that she has the idea of having an abortion. 

The ironic contrast between the birth of Christ and the pro-

jected death of her own child seems as damning an indictment 

of the church's power for good as can be found anywhere in 

contemporary literature: 

Confiante dans l'avenir, ayant decrete la 
mort de cet enfant qu'elle portait hon
teusement elle remercia Dieu de cette 
inspiration et, radieuse, elle aussi, chanta 
la gloire de l'enfantement divine 

"Natum videte 
Pannis involutum." (p.I07) 



The irony of her inspiration and her joy here is as far 

removed from the spirit of the Nativity as is the painter's 

song of romantic love from the reality of Celeste's own 

destiny. The strains of ~ theme recur throughout the 

novel and come to accompany her last moments. 

Si, pauvre mignon, tu connais l'amour 
Fais-Ie-rnoi connattre en r@vant un jour, 
Selon moi, vois-tu, c'est l'indifference 
Qui blesse Ie creur et Ie fait souffrir. (p.122) 

The reality of life and death is cold and relentless, 
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however, and ignores the hopes of the fervent believer or the 

romantic dreamer. Celeste, for all her efforts, dies an 

ugly death. 

Sur sa figure ou les os semblaient pr~ts 
a crever la peau, les yeux se detachaient 
plus noirs, charbonneux avec une fixite 
d'epouvante, regardant droit devant eux une 
chose terrifiante qu'eux seuls voyaient, et 
de ses mains bl~es, crispees, elle repoussait 
la couverture cornme si cette chosehideuse se 
rapprochait, lui marchait sur Ie corps. (p.122) 

Just as Chavasseur's reality is a bitter and disillusioned 

death from the failure of his land and of his race, ruined by 

phylloxera and abandoned by the selfish greed of his daughter, 

so the reward reaped by the Prudhomat family, for all their 

labours and hopes, is complete despair. 

As Mme Prudhomat heard the bells ring out for Celeste's 

funeral, she put her hands to her ears to keep out the sound: 

" ••• car ce branle desole lui disait la realite, 
la chose la plus horrible de son malheur, lui 
faisait voir cette chair sortie d'elle, embot-
tee dans Ie cercueil, emportee par des inconnus, 
enfouie sous la terre, rongee par les vers, 
pulverisee par Ie temps. Elle voyait aussi 
leur vieillesse, a Prudhomat et a elle, irre
missiblement assombrie, les ~ournees sans pain, 
les soirees sans feu, la misere sans Ie 
courage a la lutte, sans Ie repos de creur, 
sans cette consolation radieuse que leur 
donnait Celeste et dans laquelle ils abritaient 
leur pauvrete. (p.123) 



Even death, the brutal finality, is not to be imagined 

as indicating noble peace at last. celeste's unconfessed 

124 

young admirer throws himself upon her body with all the vtient 

frustration of unassuaged passion, threatening to take in 

death what had been denied him in life: 

il l'etreignit, nouant ses bras a son 
corps raidi quail ne pouvait soulever et, 
jetant ses levres sur cette bouche bl~e, 
il s'acharna dans un baiser furieux, bestial, 
ou grondait la rage d'amour que pendant une 
annee lui avait devore Ie coeur. Mme Prudhomat, 
eut un cri d'horreur et se jeta sur l'adjoint, 
se cramponnant a ses habits pour l'arracher a 
cet embrassement. (p.124) 

Clearly, the cold despairing pattern of reality is as 

dominant here as in any of the stories of Les Soirees de Medan. 

There are echoes, elsewhere too, of Les Soirees de Medan, the 

Naturalist anti-militarist manifesto. As Celeste lies dying 

a totally inglorious death, outside can be heard the sounds 

of the day of conscription and the words of the young men's 

song: 

II faut partir, camarades conscrits. 
II nous faut obeir 
Quand nous saurions delay perdre la vie. (p.12l) 

In contrast with Zola, Huysmans and the Goncourts, however, 

Guiches wrote consistently about people who were trying to 

escape from their misery rather than become perversely acquies-

cent victims. The emphasis in his novels is on the efforts 

of the individual and his or her family to survive the threat 

of disaster rather than on the depths of squalor or moral 

disintegration towards which they are sinking or have already 

sunk. Furthermore, his characters are mainly drawn from a 

different social background from those studied by the more 

popular Naturalistnovelists. 
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Guiches' farmer in L'Ennemi, Chavasseur, is an enthusias-

tic landowner like Zola's pere Fouan, but the similarity ends 

there. Chavasseur is primarily a figure of respectability, 

successful and pro§perous. Where Fouan is primeval in his 

grasping hunger for the mere possession of land, Chavasseur's 

obsession is with his own vineyard, which brings him not only 

a living but a basis for honesty and respectability. Only 

the destruction of his vines brings down the edifice of up-

rightness which is built on their foundation: 

Vous voyez d'ici mon but, une etude robuste 
de vigneron, une sorte d'ap6tre de la vigne, 
une notoriete de l'honn~tete, d'intelligence 
pratique, un amour fou de la propriete. 
L'honn~tete triomphante dans la prosperite, 
cela va de soi,decadente dans l'epreuve, 
demolie par la misere, arrivant aux der-. " . . 
n~eres comprom~ss~ons.21 

Zola's 'pere Fouan' is a totally different figure from 

that of Chavasseur. Both are a part of the land which gives 

them their livelihood and for which they sacrifice their 

independence. The Fouan family, however, are even more a 

product of the earth. Whereas Chavasseur sees the disease which 

is attacking the vines as "une cause possible de cette gang-

.. 0 hOt 22 rene qu~ nous enva ~ , Zola's farmers are by nature and 
. 

instinct~ not as a result of their contact with nature, as 

primitive and destructive as any other product of the soil: 

"Ces Fouan avaient pousse et grandi la depuis des siecles, 

conune une vegetation en~tee et vivace.,,23 

The 'gangrene', to which Chavasseur refers as having 

causedFiral, a local vine-grower, to burn down his house after 
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insuring it, was a permanent element of Zola's peasants, whose 

morality accepted any cunning, vice, or extortion to feed 

their unending hunger for land. 

Both L'Ennemi and La Terre were published in 1887, with 

Guiches' novel preceding that of Zola by some six months. 

There is no evidence to suggest that either of them was aware 

of the other's work. The two novels are radically different 

and give a contrasting view of provincial life. Instead of 

Zola's brutal portrait of the peasant, Guiches gives a more 

moderate one. His support for the Manifeste des Cinq indicates 

Guiches' reaction to Zola's representation of the farming 

community. 

Guy Robert in La Terre d'Emile Zola compares the two 

novels and considers that Guiches did not fully exploit the 

dramatic possibilities of the suggested link between the 

economic ruin of the vineyard owners and their moral disinte

gration. The characters, he points out, are almost bourgeois: 

"( ••• ) enfin la vie qui leur est pretee reste trop precaire 

pour qu'ils puissent assumer une valeur de type universel." 25 

This is undoubtedly an accurate assessment of the pretentions 

of the two novelists. Zola's peasants belonged not to the 

Loire Valley but to Zola's general concept of the bond between 

the peasant and the land. Guiches' farmers belonged to Quercy. 

They covered the fields and slopes of Guiches' native province 

with the noble vine, as his father had done, until phylloxera 

struck hard. Their children rode the hills of Quercy on 

horseback, exploring the beauties of the landscape that Guiches 

knew as a boy . Inevitably, the underlying 'message' of the 

novel is diluted by his interest in the background and 

individuality of his peasants. 
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Nevertheless, there are echoes of Zola's approach in the 

conflict between the peasants and 'la b~te'. Robert comments 

on the similarity between Chavasseur cursing heaven for the 

ravages of phylloxera, and La Grande cursing God for the 

ravages of the hailstorm. Of Chavasseur Guiches wrote: ilLes 

blasphemes s'accurnulaient sur ses levres. Les plus ordurieres 

imprecations tonnaient, inspirees par la pensee dominante de 

faire souffrir Dieu.,,26 But, Robert concludes, there is much 

less relief in Guiches t novel. 27 In fact, Chavasseurts bitter 

blasphemy is much more dramatically important than that of 

La Grand~ since he has so far clung to his faith in the face 

of the scepticism of those around him: "Pour lui toute 

discussion etait une injure aDieu et toute raillerie un 

blaspheme qutil ch~tiait aussit8t de toute la violence de 

sa reprobation.,,28 

In quoting examples of the still strong Naturalist tradition 

in 1887, Robert compares Guiches' attitude to reality with 

those of Rosny and Huysmans: "Guiches, en depit de ses 

recherches de styliste, essaie d'en donner une traduction 

plus if.idele qui reste assez p~le." 29 

Undoubtedly, by comparison with Zola, Guiches fails to 

exploit the latent sexual and violent aspects of his story. 

Where Zola would explore the intimate lives of the ordinary 

peasants, would see in the bent figures of the women washing 

their clothers the lascivious movements of their bodies, 

Guiches remains objective, simply describing what he sees. 30 

When Zola describes, in La Terre, the sleeping arrangements 
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of the casual harvesters in the barn31 it is an occasion for 

sexual opportunism. When Buteau and Francoise take time to 

rest in the fields at mid-day, he attempts to seduce her. 32 

When Guiches' grape pickers rest in the barn after lunch there, ,· 

is no suggestion of primitive desires being unleashed, only the 

wearied repose of workers in the heat of the day. While Rigal's 

wife and children sleep he goes off to drown himself in the 

great vat of grape-juice. The focus of our attention is once 

again on the desp 'erate reactions of the characters to their 

problem, and not on the primitive urges of the peasants. 

Guiches' excursions into the more sensational sexual rela

tbnships are limited to the unfulfilled ambitions of his hero 

Jayan in L'Ennemi. When out riding with Esther, he draws 

nearer to her "Ses yeux la devisagerent brutalement, se jeterent 

sur elle, arracherent son amazone, ses jupes, sa chemise, la 

camperent ainsi, dans une nUdite de nymphe, cambree sur les 

reins. Elle se sentit deshabillee." (p.260) But he ravishes 

her only with his eyes and she only senses that he is mentally 

stripping her of her clothes. 

Jayan is the only character in L'Ennemi who comes anywhere 

near to being sexually venturesome. He remembers wi.th horror 

how he had caught 'la lepre' after going with girls when a 

young man: "cet ecaillement de sa chair, cette exfoliation de 

ses tissues, cette pourriture suintant par tous les pores." (p.26n 

He buys products to rejuvenate his appearance and sees himself 

if not "dans la gr~ce de la jeunesse, au moins dans l'epanouisse

ment de la virilite." Esther arouses lascivious and perverted 

desires in him: "II passait de longs instants, silencieux, a 
supputer les emprises du premier deshabillement ••• projetait 

les initiations a de monstrueuses debauches ••• Son r~ve Ie plus 



129 

precieux etait de se depeindre Esther ravagee par l'horrible 

mal." (p.280) But the fears, or promise, that Esther will 

be in fact a shocked and savaged victim of Jayan's tortured 

desires remain unrequited. The cure tells Mme Chavasseur she 

must not allow Esther to go out with Jayan unaccompanied and 

shortly afterwards they are married. No further references 

are made to Jayan's sexual ambitions. 

Alfred, Esther's first love, is led into a sordid and 

dishonourable affair in Toulouse, a victim of Jayan's schemes 

to estrange him from Esther. The only explicit glimpseCf this 

sexual lapse however is when Esther tries ~o bring their rela-

tionship back to what it was before he left: "Elle chercha 

dans l'epaisseur blafarde de cette corpulence l'identite de 

son ~ve." (p.206) Her efforts to embrace him into submission 

fail. He is tempted by the warmth of her body but only for a 

moment. He unfastens her fingers from his neck and as he picks 

up his coat the photograph of a nude woman falls out. 

Anatole France, quoted by Guiches in his memoirs, accused 

Zola of distorting country life beyond recognition: 

Au dire de M. Zola, la terre est une femme ou 
une femelle. Pour lui c'est tout un. II nous 
montre les anciens m~les uses a l'engrosser. 
II nous decrit les paysans qui veulent "la 
penetrer, la feconder jusqu'au ventre" qui 
l'airnent "pendant cette intirnite chaude de 
chaque heure" et qui re'spirent "avec une 
jouissance de bon male l'odeur de sa 
f ' dt' .. econ a ~on .33 

By contrast, Guiches' concept of 'la terre' was that of 

a being worshipped and exploited by the farmer and the peasant, 

giving them food for their minds and their bodies, but 

finally taking from them their health and their lives. For 

Chavasseur it is the vine that he worships: "Clest seulement 
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dans les Perdigoux (Chavasseur's vineyard) qu'il vivait, que 

son ceryeau s'embrasait, qu'il retrouvait les enthousiasmes 

de ses vingt ans, que son sang battait de magnanimes pulsa

tions. Sa vigne n'etait plus une chose pour lui, mais une 

creature qu'il epousait. 1I (p.30) 

The female aspect of nature does not, however, indicate 

the same biological function as it does for Zola. For Chava-

sseur the vines provide him with a purpose, an object for the 

devotion his wife does not want. He regards the vine more 

as a noble and divine creation. He pulls off a vine leaf and 

declares: "qu'elle etait l'oeuvre par excellence, la creation 

privilegiee de Dieu ••• " Le Seigneur a dit, "Je suis la vigne." 

(p. 35) 

The vine absorbs his life just as the earth takes possession 

of the lives and the labours of the peasants~ "Il oubliait tout. 

Sa famille, ses amis, ses preoccupations, tout disparaissait 

dans cet enchartement qui lui confisquait la pensee, aussi

tSt qu'il entrait dans le bien." (p. 75) 

When the grape-pickers finish their task Chavasseur sees: 

"cette famille de pauvre reprenant son chemin 
a travers les abruptes montees du causse, les 
pieds des petites saignant sur les cailloux 
( ••• ) et puis la faim, la mendicite, les maladies 
et la mort, la supr~e delivrance qui les 
coucherait tous, l'un pres de l'autre dans cette 
terre qui les avait tues! Car ils mourraient de 
la terre, de la terre qui Be retournait enfin 
contre ses bourreaux. 

The word "bourreaux" comes as something of a shock here, 

and the meaning suddenly becomes clear. Man uses and abuses 

nature for his own ends. He fastens on to it for his own 

salvation. It is not a reciprocal bond, as Zola sees it, but 

a desparate exploitation which has ultimately to be paid for. 
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In Zola the peasant families are a phenomenon of nature, with 

the same instincts as animals, the same struggle for survival, 

the same rapacious greed and appetites, the same acceptance 

of the prevailing right of youth and strength over age and 

incapacity, hence the stripping of the possessions of the old 

by their young. 

France accused Zola of lack of good taste, in a reference 

to the name Jesus-Christi given to one of the more scandalous 

characters. The peasants' attitude to the church and the 

priest in La Terre is that of children of nature towards some-

thing irrelevant to their situation. In L'Ennerni Chavasseur 

is a fervent believer and he it is who stands as the central 

figure of the novel, although surrounded by unbelievers: 

"Cette foi, hereditaire dans sa famille ainsi que Ie culte de 

l'honn~tete, etait en lui a ce point despotique, qu'il l'arborait 

presque comrne un defi et recherchait les occasions de l'afficher." 

(p.31) But even the atheists around him had their doubts. 

Baduel, the schoolteacher, was tormented by his scientific dis-

belief and expressed the desire for proof so that he could 

believe. 

34 Hubert Juin in his notes to La Terre regards the novel 

as a valuable historical social document: "Aujourd'hui, La 

Terre apparatt comrne un tres utile document d'histoire sociale. 

II porte ternoignage sur les formes du labeur rustique et sur 

la mentalite paysanne au XIXe siecle ••• " Perhaps L'Ennemi has 

at least an equal right to be considered a useful historical 

document bearing witness to the ravages of phylloxera in the 

vineyards of South-Western France. 

The authenticity · of Guiches portrait of the life of a 
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small country town is undoubtedly all the more accurate for 

not being distorted by a particular and dominating interpre-

tation of its epic role. Not everything is dovetailed into 

the peasants' obsession with the earth. Jayan is the local 

financier and moneylender with a particular hold over the 

people, large numbers of whom have got into his debt and thus 

into his power. The importance of money in the lives of the 

farmer and peasant is constantly referred to. 

Madame Chavasseur came from a simil ar family of usurers: 

( ••• )fille unique des Valabert de Carnac, une 
race de souche sordide, si scrupuleusement 
debarbouillee par Ie temps et si magnifique
ment ernbourgeoisee par la solidite de ses 
capitaux, que Ie souvenir des originelles 
scories s'etait a peu pres abolie dans la 
memoire des survivants. (p.27) 

Her great-grandfather had been the founder of the Valabert 

fortune, "en qui l'implacabilite la plus insoluble s'alliait 

a une expression d'amere jovialite." He spent his time 

collecting debts, knocking on doors and accosting people in 

the streets. "Devant lui le paysan suppliait, se frappait 

les tempes, sanglotait: la femme s'abattait sur ses genoux, 

s'arrachait les cheveux a poignees, s'entourait de ses enfants, 

implorant gr~ce." (p.27) 

This link with the past, together with the character of 

Jayan gives the novel balance and depth. Although Madame 

Chavasseur long refused to receive Jayan in her house, he 

was the modern counterpart of her great-grandfather. Although 

a respectable banker, he nonetheless was held in awe by the 

pesants, and women in debt sometimes came to offer themselves 

or their daughters to him in satisfaction of their debts. 
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The inevitable influence of BaL~~c's great financiers 

is visible in the character of Jayan. Just as the power of 

ownership brings first confidence and enthusiasm, then 

misery and despair, so, rising up to take its place as the 

dominating force, the power of money, in the shape of the 

moneylender, steps in to exploit and to undermine. The 

ensuing battle between the land and capitalism results in the 

capsizal of the world of honest morality, sold out to the 

capitalist whose fortunes rise and pro~per from the wreckage. 

Not even the capitalist is to emerge unscathed, however. As 

in Celeste Prudhomat, in the end there is no hope, no victor. 

Chavasseur's daughter marries Jayan and ruins him. An ironic 

accident of fate for the man who thought he had won everything? 

Not so. Guiches conceived it as the deliberate revenge of 

Chavasseur for the loss of his land: 

C'est alors que desillusionnee frappee au 
c~ur, elle epousera Ie capitaliste, la mort 
dans l'~e et j'indiquerai que Ie vigneron en 
accordant sa fille resolue a ruiner Ie capi
taliste aura venge sa propriete. 

vous Ie voyez, ce sera la lutte sauv age entre 
ces deux forces Ie capital et la propriete. 

J'embraserai tout Ie pays ruine par Ie fleau, 
les grandes deb~cles, les prostitutions occultes 
d'abord, affichees ensuite, les types grotesques 
d'inventeur de remedes contre Ie phylloxera 
et une personnalite comique, Ie fils du vigneron 
qui passe sa vie a echouer au baccalaureat et 
qui se manifeste comme poete au risque de tuer 
son pere de desespoir. 21 

Jayan writesa despairing letter to Chavasseur indicating 

his impotence in Chavasseur's struggle to rescue his land from 

complete devastation. The vinegrower is hoist by his own 

petard, for not only does his daughter ruin the capitalist by 

her extravagance, she also refuses to let him help her father. 

In the end, both are ruined. 
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Guiches' characters demonstrate to the full the failure 

of society to solve its problems and the conflict of interests 

which lead to self-destruction. Chavasseur's devotion to his 

land and his vines is rewarded not by prosperity and a happy 

family life, but by the indifference of his wife and son and 

finally by the betrayal of the daughter who had 'carried his 

highest hopes. Even the all-powerful Jayan is defeated by the 

fatal flaw in his apparently all-conquering personality. His 

love for Chavasseur's daughter makes him welcome to his fold 

the only person who can ruin him. 

The added ingredient in this novel is the destructive 

pest, phylloxera, which provides the hand of destiny against 

which humanity is helpless. Not only do the victims destroy 

each other, but they are destined to fail, whatever their 

actions. On the whole Naturalism was more interested in man's 

inhumanity to man and did not invoke the presence of super

human forces except pain and death. Schopenhauer's philosophy 

of pessimism depicted a completely objective world from which 

man could obtain no salvation, there could be no escape from 

pain and, ultimately, death. Zola's characters suffered 

relentlessly and inescapably from their inherited diseases 

and disabilities, but they are objective and an everpresent 

element in their lives. Guiches' vine plague comes like the 

wrath of heaven, like the judgement on Sodom and Gomorrah to 

destroy the town of Macayrac. The analogy is not explicit. 

The disaster is seen as God's wrath by the representatives of 

the church in the novel, but this is denied by the vinegrowers. 

Nevertheless Chavasseur blasphemes against God when he sees 

the effects of the attack on his own vineyard and the slow 

but unremitting devastation of vineyards places almost as 
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much emphasis on the cruel hand :of fate behind the misery, 

as on the misery and self-destructiveness of the characters. 

The very method of scientific analysis and investigation 

used by the vinegrowers to find out more about the scourge 

adds to the atmosphere of fear, horror and impending doom as 

well as to the revelation of growing intrigue and recrimina

tion amongst the farmers. 

Guiches' personal knowledge and experience of the disaster 

of phylloxera were perhaps the reason why his intended 

objective portrait of the disintegration of family life and 

traditional ethics was somewhat muted and overshadowed by a 

preoccupation in the novel with the pest itself. The authen-

ticity and documented detail he brought to the study of the 

disease were in the best Naturalist traditions, but, in the 

event, the overall effect was to bring a not very Naturalist 

and rather biblical epic quality into his novel. Guiches 

was not, after all, a dispassionate observer of the scene. 

He was writing about his native Quercy and, although many 

miles away in Paris, he was conscious of the fact that his 

first novel Celeste Prudhomat owed its success to the 

authenticity of its setting. Now he was clearly hoping to 

repeat his success and combine with it a strongly Naturalist 

theme. Perhaps inevitably, the dual interest shows through. 

Leon Bloy and Huysmans were both to acknowledge in 

L'Ennemi the marks of a successful novel of the times. Bloy 

in particular noted the importance of the role of money in 

the novel. In this respect we see again Guiches' debt to 

Balzac. The social exploitation of celeste Prudhomat, in 

which money as such played no part at all, had now given 
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way to the widespread Realist-Naturalist notion of money as 

the vital factor in human misery and exploitation. The 

capitalist, Jayan, son of a criminal father and owner of a 

fortune made in suspicious circumstances and Madame Chava-

sseur's own ancestry, granddaughter of a money-lender who 

exploited his customers mercilessly, clearly fit in with the 

contemporary literary conceptions of money as a root of social 

evil. The financial dealings of Jayan, who bought Chavasseur's 

wine harvest to sell to Dutch merchants, the way he intimidated 

those who came to see him in his office, his manipulation of 

Alfred Fonprat's finances so that the latter finally forged 

Cecile Lodret's signature and put himself outside the law 

and into Jayan's hands, and Chavasseur's efforts to obtain 

funds for his grandiose scheme to flood the vineyards to 

destroy the vine plague, all these are in the best Balzacian 

tradition of monetary intrique. 

Despite Guiches' preoccupation with the vine growers of 

Quercy, as opposed to the general farming scene, his portrait 

of those whose lives are spent in an eternal struggle with 

the land has the same universal quality as Zola's in La Terre. 

He might have said after his first novel liMa pauvre Prudhomat 

sans doute souffre et pleure dans vingt villages de France 
~ a cette heure meme." And, later, he might have repeated with 

justification the same words a propos of Chavasseur. Those 

who had devoted their lives to the land and then lost them 

in the same cause are many in L'Ennemi. One farmer, driven 

to despair, sets fire to his barn. Another whose vineyard 

has been ruined by the vine plague drowns himself in a vat 

of winejuice. Chavasseur collapses when the final disaster 

strikes through his daughter Esther. 
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The novel follows the historical concept of the novel to 

which Flaubert, the Goncourts, Taine and Zola subscribed, 

presenting in fiction the underlying truths about humanity. 

Where it did not follow the trend of the eminent novelists of 

the day was in their pursuit of the degenerate and scabrous 

aspects of the social scene. Unlike theirs, his main 

characters belong to the class of successful farmers and 

landowners, professional and business men. Guiches' own 

background was that of a successful middle ;class horne with 

well-to-do family connections. He had no experience of the 

struggles of the poor, particularly in the industrial towns, 

where the models for so many contemporary literary characters 

were to be found. Furthermore, he made no attempt to make up 

for this lack of personal experience by documenting himself 

from the many sources available. Throughout his literary 

career Guiches was consistent in this respect. His characters 

were almost always to experience the problems of the middle 

classes, a vast field, explored by Balzac and Flaubert before 

him, but not, primarily by Zola and the Goncouns, the leading 

Naturalists. Celeste Prudhomat was of humble origin, but 

her ambition and her education quickly separated her from her 

beginnings. She was exploited by the class she was struggling 

to join but she had nothing but contempt for the local towns

people or even her own parents. The main focus of attention 

in Guiches' first novel was on the luring attractions of the 

life of wealth and ease represented by Celeste's friends the 

Mazuriers and her lover Jacques Mauvalon. Unlike many others 

who had portrayed the middle classes, Guiches was not un

sympathetic to them. Madame Mazurier, for example, early in 
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the novel, is genuine and unpretentious: 

Sa figure grasse et sans beaute respirait une 
bonte domestique, sans aprete bourgeoise, une 
bienveillance de femme econome et riche, adou
cissant son regard Pale, tratnant dans sa voix 
qui ne s'elevait que dans les discussions de 
cuisine, et restant fixee sur la bouche en 
expression affectueuse, toujours p~t a 
s l attendrir· 22 
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Later, the Mazuriers are shocked by Mauvalon's treatment of 

Celeste and his hopes of marrying Germaine are frustrated. 

On the other hand, Guiches did not hesitate to exploit 

the seamier side of human nature in the more sinister 

character of Jayan, a capitalist who had risen from humble 

and criminal origins to a position of wealth and power. 

Taine's doctrine of the essential value of vice and virtue as 

products of society,and therefore subjects to be treated 

in literature, finds its dutiful observance here. Just as 

vautrin was the evil genius whose machiavellian intrigues 

threatened the moral fabric of Rastignac's world, so Jayan's 

financial machinations in Toulouse and Macayrac brought finan-

cial and moral bankruptcy to Alfred Fonprat and death to his 

mother. But, unlike vautrin, Jayan is haunted by the dread 

of growing old, by an obsessive guilt complex relating to his 

youth and by dreams of sexual perversion involving the vir

tuous Esther, Alfred's betrothed and daughter of Chavasseur. 

The contemporary public preoccupation with science, which 

was so fundamentally a part of Naturalism, receives full 

attention in L'Ennemi. The pest phylloxera is not only des

cribed in great detail, but is examined under the microscope, 

projected on the screen and discussed at a public lecture. 
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The popularity of science in the press is also reflected. 

A reward is announced in the press for the discovery of an 

effective antidote to the epidemic. Chavasseur sets up his 

own laboratory so that he can study the insect scientifically. 

He starts with great confidence that science will provide the 

answer. When it does not, the resultant disillusionment is 

all the more devastating, bringing the moral degeneration of 

the people. The unrelieved picture of despair and hastening 

disaster for Chavasseur is a reflection of the mood of pessi

mism which prevailed alongside the popular vogue of science. 

Schopenhauer's analysis of pain and suffering as the only 

positive truths is effectively played out in these pages, 

but Schopenhauer's prescription of moral asceticism finds 

no place in the novel. The disintegration of moral standards, 

which conforms more closely to the pessimism of the Goncourts, 

continues to the bitter end. 



(ii) Documentation in Phili1p e Destal (1892) and La 
Pudeur de Sodome (1888 

When Zola complimented Guiches on the documentation in 
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Celeste Prudhomat he replied that he had not needed to do any 

special research as he had been writing about his native Quercy. 

It is clear, however, that Guiches, when writing his first 

novel, had followed the principles of topographical accuracy 

which are part of the structure of documentation and that there 

were aspects of the novel for which he must have done careful 

research. His accounts of the effects of suffocation from 

noxious fumes in Celeste's first attempt at suicide, and the 

symptoms of a miscarriage induced by the drinking of poison, 

are evidence that he did believe in the importance of accuracy 

and authenticity. There is more evidence of careful research 

and preparation for his subsequent novels. While writing 

L'Ennemi he wrote to Francis Maratuech: 

Je vous serais oblige de bien vouloir me 
donner la topographie de la presqu'tle de 
Luzech et de ses environs. Je tiens a 
avoir les noms des villages, des hameaux, 
des proprietes, les noms surtout des mon-
tagnes qui encadrent Ie pelerinage de l'Ile, les 
legendes, les surnomse35 

Maratuech was unable to comply with this request, but Guiches 

had another source: "Le docteur Pelissie m'a envoye huit pages 

" .. 'I II 36 documentaires qui ont ete tres ut1 es. 

The following year, Guiches asked again for Maratuech's 

help, this time to find information about the Ch~teau de 

Roussillon, for his novel Philippe Destal: liEn somme je voudrais 

(cdte actuel) l'etat present des lieux, la topographie exacte, 

un peu d'environs et si c'etait possible une photographie ou 

un dessin-fut-ce une ebauche informe~ - (c8te ancien) tout ce 

que les archeologues contemporains ou les chroniques anciennes 

" 37 du department disent sur ce chateau." This was only the 
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extensively among both medieval and modern authors for 

information on religious and natural mysticism. For the 

'odour of sanctity' his source was Gorres' Die Krist1iche 
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Mystik, 1836, for the philosophy of mysticism he made copious 

notes from Franck's La Philosophie mystique en France au 

XVl11° Siecle. He consulted Creuzer's La Symbo1iq ue for the 

use of symbols in religion. The role of science in the struggle 

between life and death sent him to the works of Bacon and 

Claude Bernard. For dreams of angels he consulted the 

writings of Dionysius the Areopagite. His research into 

sleepwalking brought him to consult an article in the Revue 

Philosophique of March, 1888, entitled Actes Inconscients dans 

Ie Sornnambulisme by P. Janet. For the recreation of the past 

and the psychology of the lover he read Heinrich Heine's 

Lutetia, 1854. For ideas on diabolic mysticism he read 

Gerard de Nerval's translation of Faust and his preface, 

together with La Traite de la Reintegration by Martinez de 

Pasqualitz. (See Appendix C - (iii) -(viii) 

Whether or not Guiches received his requested information 

on the chateau de Roussillon is not known. Certainly the 

Ch~teau de Moril1on in his novel, called the ChSteau de 

Roussillon in the first manuscript versions, differs in some 

respects from its model. Moreover the page headed Notes 

descriptives. Le chateau in Guiches' notebook is notably 

lacking in descriptive detail. On the other hand the documents 

relating to the ch~teau were available in the Bibliotheque 

Nationale, having been taken to Paris from Cahors during the 

French Revolution. The present owner of the castle, who is 
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engaged in an authentic reconstruction of the ruins, has, 

in the course of her research, put together a history of 

the castle which does not differ substantially from that 

given by Guiches in Philippe Destal. As for the topography 

and the appearance of the ch~teau, Guiches' account is at 

variance with the facts only in respect of the number of 

towers. He refers to six towers when in fact there were 

eight. This may well not have been apparent in 1890, however, 

since the building was in a very bad state and, as Guiches 

accurately relates in his novel, quantities of stonework, 

some of character and historic interest, had been carried 

away. Some of these are visible today in houses and villages 

in the area. As the excavation of Roman and medieval remains 

was an important phenomenon of the times, to which Guiches 

makes frequent reference in Philippe Destal and elsewhere, it 

seems probable that Maratuech or someone else was able to 

convey to Guiches the results of work done by local archeolo

gists on the Ch~teau de Roussillon. 

La Pudeur de Sodome (1888), was documented with equal 

care. (See Appendix C(ix» Guiches made notes in Latin on 

the Book of Genesis, the Book of Judas, Deuteronomy and the 

Books of Wisdom and Ezekiel. This was, of course, essential 

reading. But it was by no means the sum total of his research. 

Guiches' recreation of the story of the town of Sodom 

inevitably reminds one of Flaubert's recreation of an episode 

of Jewish and biblical history in Herodias (1877), and of his 

recreation of a period of Carthaginian history in Salammba (1862). 
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The detailed documentation in Guiches' notebooks leaves us 

in no doubt about his intentions. He, like Flaubert, set 

out to instil life into his story by making it authentic in 

as many ways as possible. This led him to seek the most 

precise information about the life of the region, natural 

and human, together with all-important evidence 'of culture 

and religion. He sought to revive the mood and atmosphere 

of primitive and ritualistic idolatry in conflict with the 

worship of the true God. He therefore had to establish the 

pattern of pagan practices and their influence on the lives 

of ordinary people. He had also to set these events realis

tically near to the Dead Sea among vegetation and animal life 

belonging to that place and time. He consulted Josephe's 

Histoire des Juifs for the background of the history of Sodom. 

He made further notes on L'Histoire d'Israel by E. Ledrain 

for the vegetation and animal life of Sodom together with 

other aspects of the town, its religion, its architecture, 

its surroundings and the river Jordan. His notes contain 

details of the priests' dress and of its symbolic meaning. 

For details of the festivals of the Phoonician religion he 

consulted Delessert's voyage des Villes Maudites and for the 

texture and colours of the landscape of the area of the 

Dead Sea he referred to de Sauley's voyage autour de la Mer 

Morte. 

That Guiches was no more successful than Flaubert in 

making a remote and lifeless past real and urgent was not 

due to lack of authentic detail. Even a skilful and well

documented account of the setting cannot take the place of 

careful characterisation. 



(iii) The Influ~nce of Huysmans on the writing of L'Ennemi 

On first meeting Huysmans Guiches was impressed by the 

conflict of scepticism, diabolism and realism in his face: 

"C'est Ie satanisme de Mephistofeles qui a si violemment 
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ecarte ces oreilles et retrousse, comme ceux d'un faune, ces 

sourcils moustachus ••• ,,38 As his hostility towards Huysmans 

changed to friendship, he was influenced by his friend's 

ideas and was inspired to rewrite his manuscript of La B~te 

"d'un bout a l'autre". In Le Banguet Guiches refers to his 

new awareness of the power of the adjective, adverb and verb, 

~ich he now put to more effective use. It seems clear, 

however, that more was changed in the new version than simply 

the style. The role of religious belief in Chavasseur's 

character remained fundamental but there were changes. The 

explicit statement of the vinegrower, "Le bon Dieu, II voit 

clair et II ne punit pas les innocents" 39 was omitted in 

the final version of L'Ennemi. On page ninety of the 1887 

edition, Chavasseur, analysing the previous threats of the 

livelihood of the vinegrower from insects and then the ele-

ments, remarks that "L'apparente fantaisie de ces forces 

etait Ie secret de Dieu." This sentence, not in the manu-

script, suggests again that the ways of God, even in the 

eyes of Chavasseur, the believer, were not easy to understand. 

Are these ideas a result of Guiches' friendship with Huysmans, 
e~101Mr 

whose domestic life was overshadowed by his /,wife' s distu·rbed 

mental condition and who reacted in a similar way to the idea 

of a merciful God?40 The pious acceptance of the apparent 

injustice of God's will was clearly less desirable, or at 

all events less tenable to Guiches after his friendship with 

Huysmans. The words of the manuscript which suggest such 

acceptance were omitted in 1887: "Ce sont de terribles 
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epreuves, mais Ie murmure serait un blaspheme car telle est 

la volonte de Dieu." (La B~te, p.48) Guiches no longer has 

Chavasseur expressing a view of optimism based on his faith 

in God: 

Clest une crise qui passera comme celIe 
del'o!dium, la vigne est une creation 
directe de Dieu. Clest lui-rn~me qui l'a 
creee et elle doit etre irnperissable. (La B~te, p.53) 

This passage was omitted from the published version. When 

he finally sees that Les Perdigoux have at last been attacked 

by the plague, Chavasseur curses God: 

Sa rage se soulageait a rouer, en coups de 
fouet de charretier, ce Tout-Puissant, quill 
avait naivement adore tant qu'il lui avait 
ete favorable. (L'Ennemi, p.100) 

Celeste Prudhornat had already given a cynical view of the 

irrelevance of God and the church to the plight of those 

who suffer in society. ~ Perhaps La Bete, as it was originally 

to be called, would have offered a less sophisticated peasants' 

and farmers' cry against the unjust excesses of weather and 

disease. In effect what emerges is a picture of a remote God 

who does not listen and does not apparently care: 

II rnurmura contre la volonte qui presidait 
a cette arbitraire distribution du mal1 car 
il ne meritait pas ce privilege de depossession. 
L'honn~tete des Sabadel etait contestable. 
lIs etaient de rniserables chretiens, et 
pourtant Ie fleau les epargnait. (L'Ennemi, p.IOI) 

None of this is in the surviving first manuscript of 

La ~te. It is perhaps not unreasonable to assume that the 

inspiration behind the undeniable change of emphasis was 

Huysmans'. What originally seems to have been conceived as 

a more precise evocation of the plight of the Quercy vine

growers, became a story of human struggle against hopeless 

odds in a world of unfathomable unreason and injustice. True, 

the elements of this broader canvas were already present and 



only a change of emphasis was needed to alter its message. 

It is this change of emphasis which seems to bear the 

hallmark of Huysmans. Guiches, no doubt, met many whose 

outlook on life was dark and full of pessimism. Leon 
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Bloy was one of these whom he knew well. But Guiches was able 

to escape Bloy's influence since no great sympathy existed 

between them. Huysmans was different. Apart from being 

Huysmans' constant companion at this period, Guiches was a 

sympathetic and, if one is to judge from his autobiography, 

uncritical friend. 

In his pursuit of the revised message of his novel, or 

perhaps with a Flaubertian determination to eliminate un-

essential material from his final version, he also drastically 

reduced the role of some secondary characters. The Chavasseur's 

son, Maurice, an indolent failure at school and a reluctant 

and incompetent pupil at home when his father strove to teach 

him the essentials of vinegrowing, was a less negative 

character in the manuscript. There, he was an enthusiastic 

and industrious woodworker, spending his days in his own 

workshop, disregarding his father's problems but producing 

skilled craftsmanship of his own: 

II travaillait seul, v~tu d'une blouse blanche 
qui lui battait les talons ainsi qu'un peignoir 
et fumait des pipes sur lesquelles il sculptait 
de bizarres motifs. Sa famille avait fini par 
s'habituer a sa distraction. II semblait un 
etranger fourvoye dans une famille inconnue. 
Si on s'adressait a lui il fallait l'appeler 
plusieurs fois pour eveiller son attention. (La Bete, 

p.49) 

Likewise, Alfred Fonprat, Esther's fiance, who had gone 

to Toulouse to study, receives less attention in the 1887 
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edition than he was given in the manuscript of La B~te. Here 

we are told more about Alfred's life in Toulouse and Hector 

Jayan's deliberate plan to alienate him from Esther: 

A Toulouse Oll il se rendait frequemment il 
avait arrache Alfred de sa charnbre d'etudiant 
et s'apitoyant sur la mediocrite de son 
existence il l'avait brutalement initie a la 
vie brillante, a la magnifique independance de 
1 'argent. Pendant ces sejours qu'il lui faisait 
il lui demandait d'~tre son compagnon. II Ie 
conduisait dans des cabarets a la mode, 
l'entourait de femmes qui se frottaient irreses
tiblement a sa jeunesse, l'enla~aient de leurs 
bras nus, lui jetaient au visage les parfurns de 
leurs corsages ouverts. (La B~te, p.69) 

In the published version Guiches refers more briefly to 

the episode in which, having given Alfred " une mattresse de 

choix" in Toulouse, he makes the financial arrangement which 

is to lead to Alfred's disgrace in the eyes of Esther and her 

father. This trimming away of the outer edges of the story 

serves to concentrate interest and narrative on the events of 

Marcayrac itself and on the chief protagonists, Chavasseur 

and Jayan, whose tragedy it is. There were not only ideas and 

episodes, however, that Guiches pruned out in his revision of 

the manuscript. He also added substantially to the parts that 

he saw now as being particularly important. Esther's rerninis-

cences of happier times with Alfred were sacrificed, but Jayan's 

relationship with his clients, particularly the women, was 

accentuated. Indeed, Guiches wrote the word 'Accentuer' in 

the margin alongside these references to Jayan in the 

manuscript. The 1887 edition has more detail of the readiness 

of clients' wives and daughters to prostitute themselves to 

win the financier's help for their husbands, whose affairs 

were in difficulties due to phylloxera. Moreover, lest we 

should fail to understand his meaning, he now gives it 



explicitly: 

( ••• ) dans ce deb~cle Oll les ressorts moraux 
se rompaient, une corruption germait, gagnant 
les consciences ,de.molissant de vieilles 
honn~tetes reputees inebranlables et qui 
s'effondraient A grand bruit, faisaient des 
ecroulements d'edifices, ou, miserablement, 
se dissolvaient dans l'~prete de la lutte, dans 
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les calculs avortes des bas expedients. (L'Ennemi, p.137) 

Here then was Guiches' second major novel being shaped not 

by the remote influence of Flaubert or Goncourt, but under the 

almost direct tutelage of a forceful personality with whom he 

was in almost daily contact. 41 In these circumstances we 

might pause to consider what the novel might have been had 

Guiches never met Huysmans. Every writer's work is the product 

of his own mind under the influence, conscious or unconscious, 

of other writers who have gone before him. Moreover, a work 

of art, once finished, must be accepted for what it is regard-

less of what it might have been. On the other hand, the 

heavy influence of Huysmans is sometimes so clearly discern.able 

in the style of L'Ennemi that, like the vinegrower who looks 

at his polluted vine, we can visualise what was there before 

the disfigurement came along. While Maupassant, under the 

tutelage of his master, Flaubert, was writing stories in the 

purest and simplest French so that it was difficult to analyse 

the source of his success, there were others who strove to win 

public approval through the medium of artistic writing. This 

was the moment that Guiches chose, as many had advised him 

to, to abandon the example of Flaubert and to follow Huysmans. 

It was possibly an error of judgement. What his novel gained 

by way of a more brutal and savage portrait of the cruelty of 

this period of vinegrowing history in Quercy, it lost in the 

obscurity of the language and the verbosity of many passages. 
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Artistic writing wrought havoc in some pages of Guiches' 

novel. As a 'tour de force', a brief 'party-piece', this 

extravagant nineteenth-century fashion, inherited from the 

Goncourts, could hope to win some admiration and applause. 

Applied to a serious novel it could spell disaster. Fortu

nately not every page of L'Ennemi is marred by it, but 

enough for Huysmans to acclaim it and others to condemn it. 

Guiches too, in later years, attempted to salvage his novel 

from what it had become. In 1920 the novel was republished, 

this time purified of much that Guiches had added for the 

1887 publication. But it was too late. After 43 years it 

was no longer the novel of the moment. 

It would be wrong to condemn L'Ennemi completely, however. 

What General Pierre Keller called Guiches' "goG't inne" saved 

the novel from being submerged. The novel was well received 

by the critics, but did not fulfil the promise of Celeste 

Prudhomat in its public success. 

In the rewriting, some of Guiches' Flaubertian qualities 

were lost. The balanced sentence: "Une couleuvre traversa 

Ie sentier, avec de frenetiques contorsions et se perdit 

dans les herbes."(La Bete, p.55), became: "Une couleuvre 

, ,. ." traversa Ie sentier, disloquee en d ag1les contors1ons. 

(L'Ennemi, p.97) Instead of the ternary phrase of the original, 

simple and pro'gressive, the new form is contrived and static. 

Again, as Chavasseur, with great apprehension, approaches 

his vineyard to see whether the dreaded phylloxera has yet 

reached it, the manuscript describes his reaction to the scene: 

Oh mon Dieu! II restait cloue sur place, 
paralyse par un sentiment de terreur religieuse, 
de poignante douleur et d'immense pitie. Puis 
il s'arrachait brusquement a sa contemplation 
baissa les yeux et regarda les Perdigoux. (La B~te, 

p.55) 
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This simple three-part structure in both these sentences 

carries the reader forward effectively. The revised version 

sacrifices the rhythm and the simplicity: 

Oh mon Dieu! Et les yeux cloues sur cette 
formidable eventration des montagnes il 
restait immobile devant l'epouvante qui 
venait droit a lui. Enfin, deviant par un 
lent effort de cette hallucinante contem
plation, ses regards s'allongerent sur 
les Perdigoux. (L'Ennemi, p.98) 

Guiches has here fully exploited the possibilities of verb, 

noun and adjective to obtain a special effect. The abstract 

noun, favoured by the Goncourts, abounds. Adjectives, striving 

to be evocative, make the passage heavy. The verb 's'allon

gerent', may have been effective without the other devices 

he has just used, but it is now only one more in a series of 

extravagances. 

Another casualty of the revised version was some of the 

technical, scientific description of the original. Chavasseur 

explains his findings to his fellow wine-growers at their 

'cercle': 

Le phylloxera presente deux familIes distinctes, 
Ie phylloxera abtere qui pond autour des racines 
tout Ie printemps et l'ete une trentaine d'wufs 
jaunes ovales a chaque ponte. II se feconde 
par lui-meme. L'wuf eclot dans huit jours 
apres leur naissance de sorte que chaque insecte 
fournit pendant les six mofs de sa vie active 
six a douze millions de sujets. (La B~te, p.lOS) 

Although Guiches was reflecting the great public interest 

in science and its influence on modern life, as a feature 

of his novel the matter-of-fact stylistic pattern of the 

laboratory report had little to commend it. Guiches, in 

his more natural moments, used language to convey beauty, 

movement or feeling. It was not in his nature to admit 
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static, lifeless language. It was also contrary to the creed 

of artistic writing, according to which negative language was 

a lost opportunity. Not surprisingly, therefore, this 

fairly lengthy report was omitted from the 1887 edition. 

We might, with more justification, regret the passing of 

some more striking passages where the refreshing directness 

of speech originally conveyed more effectively the personality 

of the character and the mood of the moment. Alfred and 

Esther, holding hands, talk of going out riding together and 

getting away from watching eyes. Esther says: "Mais moi je 

me moque de l'opinion." Alfred replies: "Que nous importe, 

disait-il, et puis cela ne regarde que nous deux, n'est-ce 

pas'?" (La B~te, p.105) Here, the 1887 edition simply says 

of Alfred - "il repetait,'ce sera charmant, charmant'" 

(L'Ennemi, p.43) 

The loss of some simple, unpretentious dialogue seems 

regrettable when it is replaced by more contrived language. 

This is not always the case. Often, in order to tighten up 

the text, Guiches obviously cut out unessential material, 

as Flaubert did. In the manuscript, Vergougnoux, later to 

be called Jayan in L'Ennemi, gazes out from the parapet of 

his house across to Chavasseur's: 

Devant la gendarmerie le feu de la Sant-Jean 
s'eteignait. Ce n'etait plus qu'un vaste 
brasier assoupi dans ces cendres, sur lesquelles 
passaient des souffles legers emportant des 
flammeches. Et sur les montagnes aussi, de 
grandes flambees, qui montaient en colonnes 
rutilantes, s'etaient affaissees ne dessinant 
plus qu'un point rouge ainsi que le falot 
d'un tilbury. 

Vergougnoux s'etait assis sur un tablernent 
du parapet luisant comrne une margelle de puits. 
II releva la t~te ainsi que s'il sentait passer 
un regard au-dessus de lui. Sur la fa~ade des 



Chalasseur une fen~tre decoupait un rectangle 
de lumiere. II tressaillit et ses yeux restaient 
attaches sur la flamme de la bougie qu'il voyait 
vaciller, balan9ant des ombres sur Ie plafond. 
Une t~te se dessina, celIe d'Esther. Elle etait 
penchee, cachant la lurniere et il vit la jeune 
fille, lisant des lettres, tournant les feuilles 
et les renfermant dans leur enveloppe. Puis 
elle etala devant elle un carton qui fit luire 
l.email d.unephotographie.et. les coudes sur 
la table, elle resta quelques instantsabsorbee 
dans sa contemplation. Ses cheveux defaits 
voletaient autour de ses tempe 5 , roulaient sur 
ses epaules, eclatant dans l'ombre qui les 
voilait. (La B~te, p.69) 

The 1887 edition omits the whole of the first part of this 

and begins: 

II releva la tete. Sur la fa9ade des Chavasseur 
une fen~tre eclaira son rectangle et Ie profil 
d'Esther apparut, nettement aessine. Elle 
etait penchee, lisant des lettres dont il 
l'apercevait tourner les feuillets et les ren
fermer dans leur enveloppe. Ensuite, elle 
etala devant elle sur un chevalet, fait avec 
des bfttonnets de palile, un cadre luisant, et, 
les coudes sur la table, elle s'absorba dans 
sa contemplation. Ses cheveux voletaient autour 
de ses tempes, roulaient vers les reins avec de 
miroitantes lueurs dans l'ombre qui les noyait. 

(L'Ennemi, p.130) 
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Those who might accuse Guiches of being entirely single-

minded in his revision of his manuscript will find little 

trace of Huysmans' influence on this page. It reveals the 

self-discipline and painstaking care so typical of Flaubert. 

We might regret the loss of local colour in the first 

paragraph, with its Midsummer Day bonfire, the image of the 

lights on the mountain side glowing like the retreating lamp 

of a street cab, and the second image of the parapet looking 

like the kerbstone of a well. But the variation in length 

and rhythm of the final version, without a hint of Huys-

mansism, make it infinitely superior. The last sentence has 



both the ternary rhythm and the falling cadence used widely 

by Flaubert. 

Guiches had been recommended by Bloy, among others, to 

rid his work of Flaubert's influence. 42 To follow this 

advice in order to adopt the style and method of the Gon-

courts or Huysmans would have meant losing the clarity and 

directness which were some of Guiches' strongest assets. 
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His own sense of style was generally his best defence against 

excesses. In L'Ennemi, probably more than any other of his 

novels, we can see how intent he was on sharpening and 

extending the tools of his craft. We do not have to look far 

for the influence of Huysmans and the Goncourts, but it is 

not all-powerful. We have seen the continuing salutary 

influence of Flaubert. But Guiches was not one to follow 

slavishly.. While retaining the basic method of the master 

he does not feel obliged to emulate all his devices. In 

the passage where he described Esther preparing for bed, 

the manuscript has: 

IlIa vit comprimer de ses deux mains s~ 
poitrine pour delacer son corset, puis, la 
chemise flottante, attachee par ses epa~
lettes roses, elle s'approcha de la fenetre, 
tendit les bras pour ramener les persiennes 
et la lumiere s'eteignit. (La Bete, p.69) 

The 1887 edition, however, has: 

Puis de ses deux mains elle comprima sa 
poi trine pour degrafer son corset et la 
chemise flottante, attachee par ses bretelles 
bouclees de n~uds roses, elle s'approcha de 
la fe~~re, tendit les bras pour ramener les 
volets. (L'Ennemi, p.130) 

The falling cadence at the end has gone. 

At other times Guiches combines the inherited with the 

new. Vergougnoux's relationship with Esther is indicated 

in the manuscript: "Une amitie s'etablit entre eux. Le 
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matin, lorsqu'elle ouvrait les volets, elle lui envoyait 

gentiment bonjour de la main et il s'inclinait." (La B~te, p.90) 

The Flaubertian ternary phrase is retained in the 1887 version, 

but is rebuilt to take account of the power of the adjective 

and adverb, which he had just discovered under Huysmans' 

tutelage: "Une franche amitie s'etablissait entre eux, une 

amitie terrible qui l'entrafnait loin des intimes effusions, 

qui donnait a leurs relations un caractere desesperement 

fraternel." (L'Ennemi, p.150) 

The power of the verb, the adjective and the adverb were, 

regrettably, to disfigure too many of his pages. On occasion 

their contribution was not obviously damaging, but the habit 

was a dangerous one for any writer, since it was tempting to 

add these ingredients to any passage in the belief that they 

always had a positive contribution to make. When no special 

effect was necessary or desirable the practice is obstructive 

to clear understanding. In the manuscript we read how 

Chalasseur, in his lessons on vinegrowing to his son, Maurice: 

"( ••• ) developpait ses theories. II les appuyait de dessins 

traces sur un tableau noir." (La B~te, p.45) In 1887 this 

had become: "( ••• ) et il demontrait ses theories, etablissant 

par des dessins traces sur un tableau noir la geometrique 

justesse de ses assertions." (L'Ennemi, p.88) Further on in 

the same passage: "Une poesie vigoureuse lui colorait la 

parole." became: "Une poesie tellurienne assaisonnait ses 

mots. " 

One of the most dramatic scenes in the novel tells of 

the death of Rigal, the vineyard owner who had lost every

thing in the vine plague. with his family, he helps gather 
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in Chavasseur's grape harvest but finds that he can no 

longer bear to carryon now that his own vines have been 

destroyed. He takes a last look at his wife and children, 

asleep with the other grapepickers in the barn, and then 

goes off to drown himself in a vast tank of fermenting grape 

juice. It is an episode which lends itself both to the 

simple narrative of a tragic event and to the careful evocation 

of the atmosphere both outside and inside the grape-store. 

Both the manuscript and the 1887 version give evidence of 

Guiches' awareness of the possibilities. The rewriting of 

the novel under Huysmans' influence was not responsible for 

every case of 'ecriture artiste'. The manuscript has: 

Les cuves ronflaient, vibraient toutes en
semble dans un grondement de chaussee qui 
branlait Ie sol de sourdes trepidations et 
l'atmosphere de la cave etait surchauffee 
par cette ebullition d'alcool alourdie par 
l'exhalaison de l'acide carbonique qui 
oppressait la respiration et troublait Ie 
cerveau. (La B~te, p.32) 

In the 1887 edition this became: 

Les cuves ronflaient, vibraient toutes en
semble dans un grondement de chaussee qui 
ebranlait Ie sol. La temperature etait 
surchauffee d'effluves suffocants, d'une 
exhalaison d'acide carbonique qui sautait 
a la gorge, criblait les narines de ses 
picotements d'ammoniaque, endolissait Ie 
cer'.veau dans une paralysante torpeur. (L'Ennemi, p.75) 

The devices are similar in both versions. The abstract nouns, 

the exploitation of the verb are present in both. In the 

second version, however, these are reinforced with yet more 

examples and supplemented by the further exploitation of the 

adjective. In other parts the opposite occurred. Guiches' 

innate sense of style prevented the complete domination of 



the novel by artistic writing. When describing the general 

scene, before Rigal enters the grape-store the manuscript 

has: "des masses grises floconneuses ouataient l'horizon". 
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The 1887 edition has: "De gris et floconneux ballotscernaient 

l'horizon". Here the adjectives are less obtrusive and the 

strident "ouataient" has been replaced by the more euphonious 

"cernaient". Altogether an improvement in the direction of 

inconspicuous language, contrary to contemporary fashion and 

at variance with the style of other pages of the novel. 

Emile Zola, while praising the simplicity and apparently 

unremarkable quality of Maupassant's prose which had been so 

astonishingly successful, made the comment that the success 

of simplicity did not invalidate more complicated writing 

h · h ld hI' t' f' t' 43 Th' h' h w ~c cou ave equa JUs ~ ~ca ~on. ~s comment ~g-

lights the contrast between the legacy of Flaubert and that 

of the Goncourts, between a disciplined purist style and a 

kind of stylistic self-indulgence, in which neologisms and 

intense expressiveness by skilful use of new or traditional 

words tended to go hand in hand with a highly subjective 

treatment of theme. Zola's comment suggests there is a 

place for artistic , writing. Guiches might be forgiven for 

taking the view that the tragedy of phylloxera and the 

resultant struggle for survival was an epic whose qualities 

could be enhanced by evocative vocabulary. It was only in 

later years, when the obsession with extravagant words had 

passed, that the permanent damage was revealed to those 

whose work had been affected by it. It was, perhaps, unfor

tunate for these writers that their productive years should 

have been those when such a devastating and scarring fashion 

was at its height. There have probably been few other such 
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times in the history of literature when a short-lived method-

ology has had such a far-reaching and ineradicable effect. 

Rigal's act of suicide was the occasion for Guiches to 

exploit the verbal possibilities to the full. The manuscript 

has: 

Sur un tonneau Rigal allurna une bougieet, 
montant sur la plateforme, ilIa tint un 
instant au-dessus de la nappe sombre qui se 
soulevait et moutonnait a grands flots. La 
flarnrne vacilla, comme au souffle d'un courant 
d'air, et s'eteignit. Alors il posa Ie chan
delier pres de lui et, enjarnbant l'echafaudage, 
s'assit sur Ie rebord, les jarnbes enfoncees 
dans Ie mout qui deferlait sous lui. II 
jaillissait jusqu'a ses genoux. La t~te 
dans les deux mains il balan~ait tout son 
corps. Puis, tout a coup, il decouvrit son 
visage. Un rale d'asphyxie lui gonfla la 
poitrine, lui fit perdre l'equilibre et il 
chavira, plongea ~ans cette lie ~urbeuse, 
coula lourdement a fond comme un bloco II y 
eut unmmous, un grouillement furieux qui 
sombra. Le bruit des vagues clapotantes 
s'affaiblit et sUbitement s'apaisa. Les cuves 
avaient repris leur ronflement de chaudieres 
en ebullition. (La B~te, p.32) 

The style is simple but active. The sentences are of varied 

length, appropriate to the steady progress of the narrative 

or to the suddenness of a new development. The rhythm, without 

being adventurous, is governed by the same advancing action. 

The verbs and adverbial phrases are carefully balanced in the , 

first sentence. The ternary rhythm of the second starts and 

finishes with a finite verb. with the short fifth sentence 

the rhythm changes. In the sixth the sequence of events 

accelerates with the rapid succession of main verbs. Finally, 

the three remaining sentences, of equal length, indicate the 

progressive return of the vat of grape-juice to its normal 

state. The passage may be considered to be already adequately 

provided with effective verbs, as they already dominate the 
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further: 

Rigal allurna la bougie et, montant sur la 
plateforme, ilIa tint un moment au-dessus 
de la nappe obscure qui moutonnait, se 
ridait d'ecurne et tournoyait en cercles turnul
tueux. La flamme vacilla, ainsi qulau souffle 
d'un courant d'air, et s'eteignit. 

Alors il l~cha Ie chandelier et dans un elan 
resolu, se hissa sur Ie bord, la t~te en avant. 
Sa poitrine, soulevee, siffla un rale d'asphyxie. 
Ses jambes s'agiterent en une contorsion de 
culbute et il chavira dans la mare bourbeuse, 
coulant a fond, d'une verticale tombee de bloc. 

Un grouillem~nt se fit, un mascaret de pour
pre a vaguesdechatnees qui s'apaiserent, 
s'abaisserent et s'aplanirent graduellement. 
Les cuves avaient repris leur ronflement de 
chaudieres en ebullition. 
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In the first paragraph Guiches had added two . verbs in the 

description of the v'at of fermenting grape-juice. They add 

conspicuously to the weight of visual and aural effect with 

the repetition of 'd's and Itls and to the sense of urgency 

by the use of expressive verbs, nouns and adjectives. Again 

he has chosen words conspicuous for their sound. The 

repetition of the lSi in 'sa poitrine, soulevee, siffla un 

rSle d'asphyxie" conveys the noise from the seething cauldron 

of grape-juice. The Ij' and 'g', the 't's and the 'c's of 

the following sentence create an impression of anguished and 

twisting limbs. The sounds are not in themselves objectionable. 

It is the recherche combinations of words producing islands 

of contrived artificiality which are a poor substitute for 

the effective natural style of the manuscript. One further 

change was the addition of 'dans un elan resolu" which makes 

it clear that Rigal's was a deliberate act of suicide. The 

manuscript, which tells us that Rigal lost his balance, 

leaves this unclear. 
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In rewriting L'Ennemi Guiches had in mind, as we have 

seen, the modification not only of his language but, more 

fundamentally, of the direction of his novel. The placing 

of all-important emphasis on the epic struggle between man 

and nature inevitably reduced the role of individual 

characters. This, in turn, affected their emotions and 

their language. In the manuscript, Chavasseur makes an 

impassioned plea to his wife, who has never shared his interest 

in viticulture, but who, in his moment of anguish covers him 

with recriminations: 

Mais je tlen supplie, dis-moi ce qu'il faut 
que je fasse. J'ai toute rna vie travaille 
pour vous. Les resultats ~ue j'obtenais m'en
courageaient et j'ai peut-etre trop aime la 
propriete. Je ne puis pourtant ~tre responsable 
du malheur 'lui nous ecrase! J I ai soixante-cinq 
ans. J'esperais une vieillesse plus tran~uille, 
j 'acceptais Ie plus miserable m.etier pour ne 
pas vous voir souffrir. Dis-moi ce qu'il faut 
que je fasse! Au nom de Dieu, entendons-
nous, unissons-nous, luttons tous ensemble 
pour nous sauver. Mais ne rn'accable pas de 
tes reproches qui finiront par me tuer! {La Bete, p.92} 

In the 1887 version this desperate, emotional outburst is toned 

down and becomes more rational and restrained: 

Je ne suis pourtant pas responable du mal
heur qui nous ecrase! Est-ce que l'on peut 
prevoir de pareilles calamites? Quel reproche 
peux-tu m'adresser? J'ai travaille toute rna 
vie sans repose J'avais double Ie vignoble 
que m'avait laisse mon pere ( •••• ) Reconnais 
donc ce qu'elles ont fait pour nous, nos 
malheureuses vignes! Laisse-moi travailler 
ales guerir. Dis-moi toi-rn~me ce qu'il faut 
que je fasse, si tu Ie sais! Au nom de Dieu, 
entendons-nous, unissons-nous, luttons tous 
ensemble, mais, je t'en supplie, ne m'accable 
pas cornme tu Ie fais! (L'Ennemi, p.154) 

The difference here is that Chavasseur's plea is no 

longer for himself, but for the vines. It is Dot only a 

personal conflict for Chavasseur, but a problem of man's 
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disillusionment with nature, the return for time and devotion 

given to it, a defence of an inborn loyalty to the soil and 

at the same time a sense of disorientation at the loss of 

long-held faith and hopes. In both versions Chavasseur's 

plea fal~on deaf ears, but the amendment, in the 1887 version, 

to the sentence describing Madame Chavasseur's reaction seems 

directly ascribable to Huysmans' influence. The manuscript 

has: "Elle sortit, jetant la porte derriere elle avec un 

fracas qui ebranla la maison." In 1887 this became: "Elle 

sortit, jetant la porte derriere elle avec un fracas qui 

repercutait l'explosion de sa col ere dans la sonorite des 

corridors." 

The influence of artistic writing in the novel varies 

from the slight to the wholly defacing. This affects at times 

all aspects of the story and its setting. In his account of 

the plight of the peasants, out of work due to phylloxera, 

Guiches refers to their misery: 

La misere ne les effrayait pas. lIs l'avaient 
fortement supporte pour embourgeoiser le fils 
aussi bien que pour nipper de cos sus atours 
la "drolle" destinee a raboter la race par sa 
feconde education. (L'Ennemi, p.142) 

This gratuitous use of the recherche adjective in particular 

occurs in a passage where no special effect is achieved or 

is desirable. Such artificiality detracts from the other 

achievements of dramatic action, effective character portrayal 

and the fundamental accuracy of the setting. It is clear from 

the manuscript that Guiches had no need to intensify either 

the resonance or the visual quality of his prose. In his 

description of the phylloxera pest, Guiches, by the Flaubertian 
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process of diligent pruning, cut out of his final version 

the laboratory report on the pest. But in the public lecture 

on the subject he retains and intensifies the picture of the 

pest thrown onto the screen in the lantern lecture. The 

manuscript has: 

La silhouette se precisait. Les antennes 
s'allongeaie~t, pareilles a des cornes 
de belier. Les h.uit replis du ventre 
alignaient systematiquement leurs rides 
mobiles. Les pattes crispaient leurs 
crochets et la b~te clouee au mur emplissait 
toute la toile de sa masse, poursuivait 
dans Ie vide sa lente gesticulation. (La B~te, p.63) 

The lifeless laboratory report style is abandoned. The 

sinister menace posed by the insect is already depicted by 

means of emotive verbs, "s'allongeaient", "crispaient", 
which 

"emplissait", "poursuivait",/are the kind of suggestive words 

valued by the Parnassian poets. The rhythm of Guiches' 

sentences, here as elsewhere, is moulded in the poetic pattern. 

The evenly balanced periods,growing in length progressively, 

terminating with the falling cadence of the last clause, 

successfully convey the menace and mobility of the insect. 

In the 1887 version, this rhythmic and lexical pattern 

is disrupted: 

La silhouette sa precisait. Les antennes se 
deployaient, pareilles a des cornes de belier. 
Les huit replis du ventre superposaient leurs 
rides mobiles. Les pattes crispaient leurs 
crochets et la b~te crucifiee au mur dans son 
grandissement apocalyptique, semblait pour-
suivre une harponnante gesticulation. (L'Ennemi,p.120) 

Here the verbs, then the adjectives and the abstract nouns, 

swell into a chorus of verbosity. To this is added biblical 

vocabulary whose relevance is obscure. Guiches clearly felt 

the need to intensify the impact of his novel in various 

ways. Not only did he make stylistic changes and streamline 
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the work by cutting away elements unnecessary to the prin-

cipal theme. He also wrote in new passages to reinforce this 

theme. Thus, although he rejected much of the material 

concerning Alfred Fonprat's moral decline and disgrace in 

Toulouse, he consolidated this side of his character in his 

behaviour in Marcayrac, the scene of the main action. In a 

passage which does not occur in the manuscript and which has 

a parallel later in the novel, when Jayan reacts in a similar 

way towards Esther, Alfred exhibits a strong physical and 

voyeurist desire for Esther, combined with a determination to 

corrupt her by lending her sensational books: 

Illes choisissait vibrants d'amour et satures 
de chair. Avec un judicieux discernement il 
les cueillait fratchement fardes sur Ie 
trottoir des librairies toulousaines ou, 
dissemines parmi les graves ecrits, ils se 
prelassaient, jupes retroussees, offrant aux 
flSneurs l'image d'une dame genereusement 
decolletee. (L'Ennemi, p.37) -

The account of Alfred's sexual ambitions regarding Esther is 

both an exercise in evocative psychology and a compromise 

with the Zolist doctrine that sexual matters make good 

literature. To achieve the vibrance that was so much appre-

ciated by Huysmans Guiches was moved to pay special attention 

to both form and content. The primitive desires of man 

should be revealed in uncompromising terms. At the same time 

Guiches, whose characters are built on an analytical psychology, 

avoids the stark brutality which frequently accompanies such 

passages: 

Sa pensee lui collait l'oreille a la porte 
de la chambre d'Esther. II ecoutait mental
ment Ie froissement des pages retournees, Ie 
silence devorant, haletant qui remplissait 



la piece. Son hallucination lui faisait 
percevoir des soupirs, des appels perdus, 
son nom repete comme une spasmodique invo
cation. Alors il entrait, toujours 
pousse par son ~ve, s'approchait a pas 
d'ombre, se glissant pres de ce corps 
embrase, et son imagination ne pouvait 
aller jusqu'a concevoir le delire des 
etreintes et l'extase des inevocables 
possessions. <,L'En!leroi, p.37) 

Here the style is borrowed, but the psychology is Guiches' 

own. The surviving manuscript is incomplete, ending as it 
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does with the pilgrimage of Jayan, Esther and Madame Chavasseur 

to Notre-Dame de l'Ile. We cannot say, therefore, whether 

Jayan's predatory thoughts about Esther were already included 

in the original version. If not, then both passages would 

seem to be added to underline the explicit portrayal in 

Alfred and Jayan of the forces of corruption which gather 

round Chavasseur and his family at the moment of disaster. 

If, as seems possible, Jayan was already envisaged as having 

corrupting designs ?n Esther, then this parallel episode about 

Alfred balances, strengthens and supports the portrayal of 

Chavasseur's impending encirclement by forces of destruction. 

It seems clear, therefore, that the essential theme of 

Guiches' novel was either modified or reinforced in the 

course of his rewriting it. The vital link between the natural 

disaster and the ensuing corruption of the vinegrowing 

community was probably forged at this stage. Not all the 

amendments made by Guiches were either disastrous or damaging. 

Much that he did brought improvements to the earlier version. 

just as Flaubert had done before him. On the other hand, the 

unhappy influence of artistic writing, for which Huysmans 

must bear a large share of responsibility was frequently 

both obvious and damaging to the text of a fine novel. 
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CHAPTER 3 

Novels 1888 - 1914 

(i) La Pudeur de Sodome (1888): An Excursion into the Past 

The novel which followed L'Ennemi was a special limited 

edition, with an engraving by Felicien Rops as frontispiece, 

of La Pudeur de Sodome, a Flaubertian reconstruction of the 

Biblical story of Abraham and Lot and the punishment of the 

citizens of Sodom for their crimes against God's law. Guiches' 

motives for choosing this particular story can only be guessed 

at, but apart from the obvious example of Flaubert's Herodias 

in Les Trois contes the theme of the wrath of God may have 

been suggested to him by Bloy's Le Desespere (1886), a violent 

novel of suffering and death accompanied by religious and 

mystical visions, which led Guiches to write in Le Banquet: 

"Que tous soient demeures insensibles devant l'explosion du 

plus formidable Dies irae qui ait souffle sur des ~es humaines, 

1 cela, je l'avoue, je ne peux Ie comprendre." A second 

inspiration may have been J.R. Huysmans who did not disguise 

his condemnation of humanity as a lost cause. Not only 

Huysrnans l stylistic influence is visible everywhere in 

Guiches l version of this biblical story but also the book is 

dedicated to him. 

Guiches' interpretation of the crime of the citizens of 

Sodom was that they were condemned not simply for their 

debauchery but for their hypocritical indignation at the 

indecency of the crimes of which God accused them: 

A tous les carrefours des chemins tu as 
affiche Ie signe de la prostitution et 
tu t'es prostituee comrne cela n'a jamais 
ete fait, comrne cela ne se fera jamais plus. 
Tu tees prostituee avec les fils des Egyp
tiens et tu ne tees pas rassasiee. Tu ties 
prostituee avec les fils des Assyriens et tu 
ne tees pas rassasiee. Dans la terre de 



Chanaan avec les Chaldeens, tu as 
mUltiplie tes fornications ••• (p.3)2 

When the people reply liTes chants nous ravissent, mais 
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tes paroles nous offensent, nosoreilles veulent etre respec-

tees. II (p.45) Zola might well have felt justified in pointing 

out in defense of La Terre that this was the attitude of his 

critics. But Guiches' · judgement of the 'pudeur' of Sodom was 

undoubtedly directed to some extent towards the city of Paris, 

whose role of a city of pleasure behind a facade of respecta-

bility he abhorred. 

Ostensibly, however, this is a recreation of the life of 

the city of Sodom, an attempt to bring to life the ancient 

activities of its citizens: 

Des artisans pheniciens, autour de brasiers, 
soufflaient des verres a l'extremite de longs 
tubes. ~res de ma~ons, g£chant du bitume, . 
des Egyptiens, accroupis au soleil, sculptaient 
des calcaires, radoubant des planches de sycomore, 
des menuisiers, avec des epines d'acacia, 
clouaient sur un momie Ie couvercle oblong illus
tre de symboliques legendes. (p.33) 

Unfortunately the influence of Goncourt and Huysmans over-

lays every page. This is how Guiches describes the scene 

before Abraham's journey into Sodom: 

Des configurations nuageuses imageaient l'eten
due, l'investissaient de symboles, la chimeri
saient en les expressives formes des lignes, 
en les attitudes des hauteurs, bosses de 
dromadaires, sphynx accroupis, obelisques de 
neige et d6mes de temples, et caravanes de 
collines, et aussi l'horizon des terres 
promises gardes par des campements de mon
tagnes, l'horizon predestine qui se prophe
tisait parmi les buissons ardents du soleil, 
les exodes et les bondissements des 'In exitu' 
de l'avenir. (p.3) 

And here the scene of debauchery in Sodom: 



Plus loin un bosquet impie barra Ie chemin. 
II etait plante d'ascheras. Les colonnes 
phalliques arborisaient l'etendue et 
symetrisaient, en steriles quinconces, leurs 
formes offensantes. La nuit haletait dans 
les arteres des futaies compactes, sans 
entrelacement de rameaux, simplifiees, 
oranchees, erigeant leurs verticales archi
tectures et poussant les ardentes fusees 
de leurs symboles a des celsitudes de 
vegetaux geants. (p.2l) 
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However heavy and laboured these descriptions may be it 

is difficult to avoid the conclusion that the portraya of the 

people of Sodom is inspired by anything other than an obser-

vat ion of the habits of Parisians: 

Tous reI event de l'immarcessible integrite, 
de l'implacable rectitude, et si bravement 
loyaux, et si splendidement irreprehensibles, 
et si scrupuleusement justes et si cordiale
ment genereux, ils apparaissent armes contre 
tout dissident, resolus aux supr~es rigueurs 
contre les eprouves de l'opinion. (p.4l) 

Remote as it may at first appear from the nineteenth-

century scene, Guiches' bible story is clearly a commentary on 

the contemporary scene as well as an exercise in the use of 

the 'new style' to recreate an episode of history. Guiches 

had therefore not turned his back on the social scene, which 

had hitherto occupied his attention as it did that of his 

contemporary writers. He had been impressed by Gustave de 

Malherbe's recommendation that the young generation of 

writers should substitute "a l'etude exclusive des pourritures 

sociales, une observation [ ••• ] qui ne bannira ni la beaute 

ni l'elegance" (Au Banquet de la Vie, p.168) and in the 

limited edition of La Pudeur de Sodome he attempted to 

combine a study of the IIpourritures sociales" without banishing 

"la beaute". The result is far from elegant, however, due 

mainly to his obsession with the artistic style of the 

Goncourts. Little attempt is made to give life to any of the 



characters of the story in this general panoramic view 

of crime and punishment of Sodom. 
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(ii) L'Imprevu (1890): The Power of the Mind 

All Guiches' novels so far had revealed a constant interest 

in and preoccupation with the human situation, both as regards 

the social and material environment, and also the behaviour 

pattern and inherited tendencies of his characters. Unlike 

Zola's pseudo-scientific approach to heredity, Guiches' 

interpretation of behaviour was limited to a moderate concept 

of heredity working in conjunction with environmental factors. 

Thus Celeste's ambition, anger, frustration and despair are 

provoked by her inherited ambition to escape from her back

ground and by her rejection at the hands of society. In 

L'Ennemi, Jayan's character of ruthless ambition and sensuality 

is, in the eyes of the people of Marcayrac, directly attribu

table to his father who died in prison for the crime of 

poisoning. Esther, born simple and honest, like Chavasseur 

her father, is corrupted by the disastrous effects of phylloxera 

so that she finally becomes selfish and insensitive, refuses 

to help her father and scorns even Jayan, whose wife she now 

is and whose money she squanders. 

Guiches' interest in human behaviour led him, as it did 

others, like Bourget for example, to consider the power of 

an individual to influence, by his own will and application, 

both his own destiny and that of others. This kind of pseudo

scientific study, of the effect of one personality upon another, 

was carried out by Paul Bourget in Le Disciple in 1889. 

Guiches' novel, on a similar theme, appeared in 1890 with 

the title of L'Imprevu. Where Bourget showed in his novel 

the dangers of attempting to direct another's behaviour 

scientifically, according to the philosophy of positivism, 

without moral principles, Guiches shows in L'Imprevu how 

attempts to control one's own destiny and that of others 
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by calculated determination and denial of moral responsibility 

can fail abysmally. 

L'Imprevu attacks also the motives which govern human 

behaviour and attitudes under the cloak of sympathy and 

friendship. The wealthy hero, Leon Dussol, is coolly scien

tific and calculating and makes no attempt to disguise the 

utter selfishness of his ambition, unlike those who had 

offered him help when he first started out on his own: 

Gr~ce a cet esprit de mefiance que je tiens 
de rna race, a cette perspicacite developpee 
chez les miens par Ie maniement des affaires 
comrnerciales, je decouvris, sans peine, les 
speculations qui se dissimulaient sous ces 
chaleureuses marques de sympathie ••• (pp.2-3)3 

Dussol's self-examination at the beginning of his career 

may well have been what Guiches felt about himself: 

••• l'etude des ~tres, l'analyse des actes 
humains, la recherche des causes qui les 
determinent, les conflits dont ils dramati
sent I 'existence, attiraient rna pensee, 
tandis que me laissait a peu pres insensible 
l'observation des aspects exterieurs. (p.5) 

Dussol chooses a career of letters and confidently predicts 

that success is merely a matter of deduction: "Le secret 

fondamental du succes est donc dans cette faculte de prevoir 

que je resolus de cultiver et de defendre contre toutes les 

influences qui pourraient l'amoindrir." (p.9) 

True to his self-avowed ambition he rejects the entreaties 

of Adeline, his childhood friend, to remain in Montmorillon, 

but pretends to give way, persuades her to stay the night and 

seduces her. He then makes his escape early next morning to 

Paris. In the course of Dussol's career in Paris, Adeline 

appears and proclaims herself pregnant by him. She refuses 
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to leave until her child has been born~ then she will go if 

he wishes, but she is convinced that the power of his own 

fatherhood will make him love her too., Her stay in Dussol's 

apartment is a time of increasing torment for Adeline. 

Dussol refuses to accept her as his wife or to take her 

anywhere with him. He treats her with growing contempt and 

inhumanity and scorns her suggestion that she has now become 

a Parisian whom he can take out and show off. His aim is 

to drive her out of his home. 

An American woman, whom he meets, helps him to make 

Adeline suffer through jealousy, although the exercise for 

the American, Mary, is a purely intellectual and disinterested 

one. As the time for the birth approaches, Adeline begs for 

his support and affection: 

IILeon!1I gemit-elle, lIepargnez-moi. Je vais 
souffrir beaucoup. Je veux vous voir, 
voir votre figure penchee sur moi. J'aurai 
besoin de serrer vorre main. Vous ne 
pourrez me la refuser. J'aurai plus de 
courage pour supporter Ie supplice qui 
v.:ent ••• II (p.148) 

But Dussol feels no sympathy, only hatred for the suffering 

she has caused him. He says he will send for a doctor and a 

nurse but he is going out. With cold brutality Dussol sees 

her merely as an obstacle in his path: 

Alors, d'un mouvement irresistible, affole 
de rage, et qui tendit ses deux bras ales 
rompre, je l'arrachai de la porte, ralant 
comrne si elle venait de dessouder sa chair. 
Elle s'abattit et dans sa chute, heurta du 
ventre l'angle d'une chaise qu'elle renversa, 
roulant avec elle sur Ie plancher. Un cri 
d'atroce souffrance, de surhumaine detresse, 
d'espoir vaincu jaillit de sa gorge, et sans 
se relever,[ ••• ] elle exhala des gemissements 
continus· 4 



This portrait of mental cruelty and the resulting 

physical violence is closely linked to Bourget's concept of 

the evils inherent in the cold exploitation of one mind by 

another. Taking, as it does, the for.m of a confession, the 

deliberate and cruel exploitation of Adeline by Dussol is 

even more strongly emphasised. Like Bourget's Le Disciple 

it is a first-person narrative. In fact, in earlier manu-

scripts of the novel, the novel was originally presented in 

the for.m of a letter entitled Ma Supr~me Confession sent 

posthumously by Leon Dussol to Flavien Logier, a writer he 

had once met and talked with: 

Sans faiblesse comrne sans cynisme je 
raconte mon c~ur. C'est, - je ne saurais 
en douter, - a cette terrible besogne, si 
temerairernent entreprise que je dois la 
fin dont me separent des instants comptes 
avec une cruelle parcimonie. Pardon, mon 
cher Flavien, pour les audaces, les emporte
ments de passion, les hautains mepris, les 
sanglots convulses, les rires stridents et 
les hurlantes imprecations qui desesperent 
ces pages. S 

In his confession he admits "Sa bassesse originelle, sa 

primitive abjection." Leon Dussol has the callous insensi-

tivity of many of Guiches' more convincing male characters, 
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like Jacques Mauvalon and Hector Jayan. In this early period 

of his career the cold calculating mind carne more easily from 

his pen than the gentle and generous spirit. The contemporary 

spirit of materialism and pessimism is well reflected in his 

heroes. 

What of the heroine then? Celeste Prudhomat was the victim 

of the social system which denied her the graceful aristo

cratic life she craved for, and the victim of a class system 

which regarded her as undeserving of respect and considera

tion when abandoned by the local squire who had made her his 
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mistress. On the other hand she was far from being a 

docile, ingenuous victim. She could be sullen and wilful 

with her lover, scheming and vengeful when her hopes were 

threatened, jealous and embittered towards her old school 

friend, selfish and ungrateful towards her parents, angry, 

impatient and scornful of those she considered her inferiors, 

like the old woman who brought messages from Mauvalon and the 

woman she begged to abort her. She was the instrument of her 

own downfall, deliberately becoming pregnant by Mauvalon's 

army friend in a vain attempt to pressurise Mauvalon into 

marrying her. She emerges, therefore, as a strong character 

exploding and smouldering in her disasters rather than as 

a pure and innocent victim abused and ruined through no fault 

of her own. 

Esther Chavasseur begins as the dutiful and favourite 

daughter of a successful and respected vinegrower. She, too, 

however, as a result of making friends with the daughters of 

the aristocracy at the convent school, becomes self-assured 

and, in the eyes of the country folk, arrogant. Subsequently 

she is the helpless victim of Hector Jayan's scheming and 

Alfred Fonprat's betrayals in Toulouse. Her conversion to 

selfish self-indulgence comes after the father's land is 

attacked by phylloxera. She then forgets Alfred, flirts with 

Jayan and finally agrees to marry him. At once, like Delphine 

Nucingen in Balzac's Le Pere Goriot, she is less than generous 

towards her fami l y, urging Jayan to moderate his generosity 

towards her brother Maurice. After their marriage she 
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becomes indifferent to her husband, she makes him end the 

payments he has been making to her father to help him in the 

fight against phylloxera and, in her hands, Jayan's fortune 

crumbles away. The shock of this betrayal by his daughter 

proves fatal to her father. Not as strongly drawn as Celeste, 

Esther nonetheless exhibits in the end an unfeminine indepen-

dence and ruthlessness which are perhaps not too far removed 

from Celeste Prudhomat. 

Adeline, apparently motivated exclusively by love for 

Leon Dussol, submits with incredible devotion to his cynical 

indifference. He suspects her of deliberately setting the 

scene for her own seduction in order to become pregnant and 

force him to marry her. But her loyal devotion, and the 

suffering it brings her at his hands, suggest there is no 

selfish motivation behind any of her actions. Her character 

is not totally negative however, Although a girl from the 

provinces, she had been brought up after her parents' death 

by the Marquis d'Aurilon and his wife and consequently had 

the good taste and the qualities necessary for graceful 

living: 

Ses doigts effleuraient les choses avec 
une dexterite supr~ement delicate, les 
fa90nnaient, les faisaient vivantes, 
revelaient, en tout, l'instinct du luxe 
et Ie sens du decor mondain. 

She became, with the passage of time, a Parisian "conune 

l'eclosion d'une fleur germee dans l'aristocratique intimite 

de sa race et qui s'epanouissait en trouvant son climat." 

(pp.88-89) 

Constantly active, playing the piano, reading, painting, 

attending concerts and exhibitions, she seems a woman of con-

trasts. After the birth of the child, which was stillborn, 
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she refuses to marry Dussol and is indifferent to him although 

he wishes to repair the harm he has done. She leaves him, 

disappears completely and after a long search, helped by the 

American woman, who had become his constant companion, Dussol 

finds her again, married to his best friend whom he had never 

allowed her to meet. Her character develops very little. 

For Dussol she is now totally inaccessible, in love with her 

husband. It is Dussol's reaction to the situation which 

occupies Guiches' attention. 

Dussol's rich American friend, Mary, is another of Guiches' 

women characters who dominate, or attempt to dominate, the 

men in their lives. For her, Dussol's predicament is, from 

the beginning, an intellectual exercise. Her avowed aim is 

to escape boredom. She schemes with Dussol to make Adeline 

jealous. He sees her as seeking a new experience: " un 

epuisement precoce des sensations normales, un prodigieux 

ennui de l'existence~dentaire, Ie besoin d'utiliser une 
r 

activite a laquelle trop de richesses acquises sans travail 

fermaient toutes les issues." (pp.134-35) She is not merely 

a representative of a class of society sated with self

indulgence, but has her origins in the Marquise de Merteuil 

in Choderlos de Laclos' Les Liaisons Dangereuses: "Rien, 

she tells Dussol, n'est plus divertissant que les intrigues 

dans lesquelles on n'est pas personnellement interesse. Nous 

connaissons tous les sports physiques. Je songe a lancer un 

sport sentimental qui serait attractif au moins autant que Ie 

tennis. II (p.3l9) 

Dussol sees her as his ideal companion: " ••• elle resurnait 
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pour moi l'ideal d'un amour de rencontre tenant dans un 

apres-midi de soleil" as he first sees her through his window. 

He believed that "Chaque creature ••• rencontre en un moment 

de sa vie, la creature dont l'etat d'~e correspond au sien, 

et qui est conduite vers lui par une irresistible loi 

d'attraction." (p.115) 

Hers, however, is a disinterested role, unlike Dussol's, 

who, finding himself rejected by Adeline, schemes to destroy 

her happiness with La.ysel: 

Je resolus de demasquer devant Adeline cette 
faiblesse d'~e qui mieux, peut-~tre, que Ie 
ridicule dont elle pouvait l'excuser, la 
detacherait pour toujours de Loysel et la 
ramenerait a moi triomphalement. Je recherchai 
l'occasion de ce spectacle, dont je reglai la 
mise en scene et calculai les effets. (p.283) 

Jealousy and frustration lead him to think of suicide to 

achieve his ends, such is his determination to undermine their 

relationship. His earlier indifference has given way to 

personal suffering, illustrating the emptiness of his earlier 

faith in the philosophy of self-determination. In the course 

of his attempts to vilify Loysel in Adeline's eyes, he attri-

butes to him motives and behaviour which are in fact in his 

own character and indicate what Guiches had in mind in 

writing his novel: 

II Y a dans tout homme l'instinct de sa 
domination primitive sur la femme. cette 
domination s'exerce par la violence chez 
les ~tres vulgaires, plus proches de la 
barbarie naturelle. Chez les civilises, 
elle se manifeste par une tyrannie plus 
savante, par une exploitation plus habile. 
Mais Ie resultat est Ie m~me et, chez les 
uns comme chez les autres, s'affirme sous 
des aspects differents, une identique ab
jection. (p.287) 
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Dussol's manipulation of Adeline and Loysel fails. His 

marriage in the end to Mary is the novelist's romantic compro

mise, the culmination of a strain of romanticism which runs 

through the novel countering the thread of cynical calculation 

which begins so strongly. Dussol acknowledges that his 

failure sterns from his mistaken belief that he could escape 

from the consequences of his first night with Adeline. 

Guiches' novel is a meeting place of influences. The new 

interests of the psychologists like Bourget in examining the 

role of reason without morality is present, but so too, and 

perhaps more so, is Stendhal's Julien Sorel who exploited 

others in a life of calculated ambition, although Guiches' 

Dussol is less shrewd and much less well-drawn than his 

Stendhalian counterpart. Moreover, behind the influence of 

these two writers lies that of Choderlos de Laclos whose 

Vicomte de Valmont and Marquise de Merteuil exploit their 

victims just as Leon Dussol and Mary attempt to exploit 

Adeline. 



(iii) Un Creur Discret (1892): The Individual - a Victim 
of Society 
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The strain of romanticism which blurs the edges of Guiches' 

more satirical vision of human behaviour, appears again in 

Un Creur Discret (1892). This is the story of the son of a 

M. Mazels, a former accountant in the town of Flottes6 in 

Quercy. The family is kind and hospitable to a new postmistress 

in the town, who comes from an old and wealthy Quercy family, 

ruined by swindlers. Her parents having died, she, sensitive 

but practical, takes up a career with the Post Office. But 

her path is far from easy and she feels excluded from ordinary 

society. Andre . Mazels falls in love with her and she with him. 

However, Andre has to go to Paris to continue his law studies. 

His letters become less frequent and, after repeatedly sending 

him money to help him with his political ambitions, the post-

mistress discovers that he has intended all along to marry 

someone else and now finds her an embarrassment. Fortunately, 

his closest friend and adviser, Bastid, who is wealthy but 

content to live in Flottes, helps her and marries her. 

This may be a story he had written or at least conceived 

earlier, as it appears to have more in common with celeste 

Prudhomat than with L'Imprevu (1890). Claire de Gizols, the 

postmistress, was not, however, of humble birth, as was 

Celeste. Her father had spent his fortune on industrial and 

agricultural eccentricities. He was persuaded to invest in 

experimental ventures which came to nothing and proved to be 

a swindle. This finally resulted in the mother's death 

and the father's suicide, all the property having been mort-

gaged. Claire was therefore left with neither parents nor 



181 

money. Her education, like Celeste's, in a religious 

boarding school and her subsequent career in the Post Office 

show how her sensitive, affectionate but practical nature is 

'repeatedly humiliated, first at the Dames du Saint Sacrement 

and then in her first appointment where she feels the 

hostility of the townspeople. Her mental suffering reaches 

such a pitch that she has to give up her post and retire into 

solitude. 

This theme of finding solitude to escape from the cruelty 

and treachery of society is one which is taken up more 

strongly in Philippe Destal (1892). Guiches was c l early 

interested in the plight of the sensitive individual in a 

society preoccupied with the importance of caste and wealth. 

Although, initially, Claire de Gizols had the advantages of 

both money and a good family, the loss of these things put 

her on the same footing as Celeste Prudhomat and left her at 

the mercy of a corrupt and selfish society. 

Guiches' description of the people of Flottes is as 

mockingly satirical in 'its way as Flaubert's portrayal of 

Yonville-I'Abbaye. Simbels, the chemist, was obsessed with 

pyrotechnics, producing firework displays for important 

baptisms and marriages. The priest, Abbe valadie~ hated 

music and had turned down the offer of a harmonium by a 

respected member of the community. Collonges, an old surgeon 

in his dotage was sought after in local society because of 

his rambling imagination. The local tax-inspector's wife 

was deaf but had a charming voice and liked to sing. Mazels, 
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himself, we are told " ••• possedait Ie don precieux d'exprimer 

avec eloquence des sentiments qu'il n'eprouvait pas, et que 

seulement il s'imaginait ressentir •• " (Chapter I)7 in addition 

to which he was avaricious, even towards his son. 

In the town of Mauroux, to which Claire had been appointed 

to her second past as postmistress, far from finding a staid 

respectability, she discovered that she was the object of 

amorous attentions from some of the most notable married 

dignitaries, receiving letters and declarations of love, under 

fictitious names, from, among others, the tax-inspector and a 

retired judge. These strictures on contemporary morality find 

further expression in Guiches' collections of short stories, 

Au fil de la Vie (1895), and La Femme du Voisin (1898), in 

which marital infidelity provides the opportunity for a good 

deal of penetrating wit at the expense of the accepted code 

of behaviour in both Parisian and provincial society. 

Un Creur Discret was the second of Guiches' novels in which 

he treated the theme of a young man leaving the provinces to 

make his fortune in Paris. The precedences for this subject 

in Balzac (Eugene Rastignac) and Flaubert (FrederiC Moreau) 

are perhaps more an indication of the continuing topicality 

of this theme than a precise influence on Guiches. The direct 

inspiration came from Guiches' own career, as did the circum-

stances surrounding the young manls departure for the 

capital. Andre Mazels was 20 and had just finished the first 

year of his law studies. His parents were reluctant to let 

him go to Paris to continue his studies as they were afraid 

of the effect of Paris life on him. Andre felt the same 

"ennui profond" that Guiches himself felt at exactly the 

same age. Moreover he was bitter about the effects of having 



old parents: 

II avait compris, de bonne heure, quels incon
venients cruels resuheraient de la distance 
d'~ge qui Ie separait de ses parents. Tout en 
ayant pour eux Ie plus fervent attachement,il 
abhorrait leurs idees, leurs habitudes, leurs 
goGts. (Chapter I) 
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Andre was kept away from his school friends. The only toys 

he had were given him by friends of the family. One day he 

was shocked to hear that his father was fifty-four, but Mazels 

replied that he was the same age as the Emperor. Mazels' 

avarice may not have been inspired by Guiches' father, but his 

age certainly was. Joseph Guiches was born in 1808, the year 

of the birth of Napoleon III. Gustave certainly felt a gap 

of ideas between them and certainly resented the same lack of 

confidence in him which delayed his departure to a new life 

in Paris. 

In the same vein Andre complained to Claire about his 

parents: 

J'ai ete eleve a douter de moi-m~me, et 
comrne j'avais, de naissance, de grandes 
dispositions a ce genre de modestie, vous 
pouvez vous figurer a quel degre il a ete 
developpe ce systeme d'education. (Chapter rv) 

The same disaffection which existed between Guiches and his 

father is also portrayed here: 

J'ai ete depuis l'enfance opprime par 
l'egoisme inconseient de mon pere. Je mets 
rna mere hors de cause, car elle n'a d'autre 
volonte que celle de son marie Mon pere a 
eteint, peu a peu, toute la jeunesse qu~ y 
avait en moi. II n'y a jamais eu entre 
nous cette franchise de relations qui existe 
entre des parents plus jeunes et leurs 
enfants. (Chapter IV) 

Harsh words of recrimination~ and Huysmans may be forgiven 



184 

for believing, in 1894, two years after the publication of 

Un Coour Discret, that Guiches would not feel unduly upset 

by the news of his father's death. 

Flottes, too, was undoubtedly Albas, where the Guiches' 

house, like the Mazels', overlooked the square, and from which 

Guiches, like Andre would have watched the cafe close at 10 

o'clock and the drunkards being turned out. The description of 

the scene during Andre's walk with Claire recaptures one which 

would be familiar to the young Gustave: 

Le soleil declinait vers Combes. Des maisons 
juchees sur les cimes des montagnes flambaient 
de toutes leurs vitres dans les vapeurs mauves 
du couchant. De la plaine, des vallons ••• 
s'entendaient Ie roulement cahote des charrettes 
et les sonnailles rhythmant Ie pas a pas des 
boeufs. Des nuees de papillons nocturnes volti
geaient a la surface de la riviere. (Chapter IV) 

Against this background of personal and social reality 

there runs a strain of romanticism which seems to hark back to 

Madame Bovary in its contrasting of reality with romantic hopes, 

but which again, as in L'Imprevu, fails to carry its pessimistic 

message through to the end. No doubt Guiches was tiring, as 

others were, of the unrelieved gloom and pessimism of the 

Naturalist novels. 

Claire's experience of receiving love letters from respec-

table married men, together with her reading of romantic 

novels, led her to believe that love lay behind everything: 

Meditees a chaque instant dans la solitude 
de sa chambre, surexcitees a la lecture des 
romans de passion que lui pr@tait la femme 
de l'ancien juge, Mme Audibert, ses convic
tions nouvelles s'exalterent et elle souffrit 
de se sentir mise hors la loi commune par 
une rigueur exceptionnelle du sort. (Chapter III) 

Her sensitivity to passion led her to sense which of the 



letters she handled in her job were love letters and it 

was through this obsession that she found her satisfaction 

until she met Andre. Her final rejection by him in favour 
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of a career in politics is a familiar theme in the novels of 

the nineteenth century where sentiment and devotion are 

eternally sacrificed on the altars of ambition and self

interest. Perhaps Guiches felt that it was equally realistic 

that a rich and dependable friend should sometimes be at hand 

to compensate for life's disasters and to fill the gap left 

by the unfaithful lover. 
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(iv) Philippe Destal (1892): The Plight of the Social Exile 

Jules Huret's inquiry into the state of Naturalism in 1891, 

Enqu~te sur l'Evolution Litteraire, reproduces a letter from 

Guiches together with some introductory remarks in which 

Huret indicates the direction that he believed Guiches' work 

was taking: 

Ses nouvelles ~uvres, L'Imprevu entr-e autres, 
Ie montrent preoccupe d'analyses psychologi
ques, et s'orientant dans l'art a la suite 
de mattres moins populaires et plus raffines, 
et particulierement de Villiers de l'Isle
Adam. (p. 254) 8 

Guiches denies in his autobiographical work, Le Banguet 

(1926), that Villiers ever influenced him, although he had 

great affection for him and deeply mourned his death in 1889. 

He calls him both "un fanatique r~eur" and "un railleur~ qui 

protege son grand frere idealiste contre les attaques et les 

- profanations de la realite." (p.39) Neither of these qualities 

had so far shown themselves in Guiches, whose work lacked both 

the idealism and the bizarre humour of Villiers. Nevertheless 

there was some affinity between them and it was true that 

Guiches was turning his attentions more and more to an examina-

tion and analysis of the desperate position of the sensitive 

individual and his prospects for survival or escape in a 

society in which ideal love had no place. 

Guiches' letter to Jules Huret points out the different 

directions being taken by the Naturalist writers and their 

contemporaries. He makes a plea for writers to be admired for 

themselves without any idea of their belonging to a school 

of literature: 

Cette idee d'ecole tend a disparaftre. Les 
groupes, en effet, ne cessant de se multiplier, 



un jour viendra sans doute ou chaque 
ecrivain formera son groupe a lui tout 
seul, realisant Ie maximum de la person
nalite. Ainsi serait accomplie non pas 
l'evolution litteraire, mais une revolu
tion complete dans les idees re~ues, ce 
qui, a mon tres humble avis, serait encore 
mieux. (p.257) 

The implication is clearly that he does not wish to be 

given a particular label himself, nor does he wish to be 

187 

excluded from any acknowledgement or recognition of qualities 

which such a label can bring. One does not have to be a 

trained psychologist to write a psychological novel: 

Chaque ecrivain est psychologue a un degre 
plus ou moins intense proportionne au 
developpement de ses facultes de penetration, 
mais de ce que beaucoup d'entre eux, soit 
par scepticisme, soit par systeme, soit encore 
par defaut d'esprit philosophique, ne trans
forment pas leurs observations en lois generales, 
il ne s'ensuit pas pour cela qu'ils ne soient 
psychologues au m~me titre que les psycholoques 
de profession. (p.256) 

In his next novel Philippe Destal (1892) Guiches takes 

his psychological analyses a stage further. This is a complex 

novel in three parts preceded by a prologue, and tells the 

strange story of an extraordinarily intellectual and solitary 

man in whom qualities of sensitivity, mysticism and idealism 

are so highly developed that he rejects the standards of the 

outside world and reveals a physical inability to withstand 

the psychological pressures which he imposes upon himself. 

Although reminiscent, in some respects, of Huysmans' A Rebours 

(1884), with its genealogy of Jean des Esseintes and his 

subsequent life of seclusion, Guiches does not take up the 

bizarre, sensual experimentation of Huysmans' hero. Philippe 

Destal is born a recluse and is a victim of the forces for 
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good and evil in society which he invites into his seclusion. 

The prologue explains the exceptional atavism of the main 

character and the mystical heredity which is perpetuated in 

him. It relates the story of his grandfather, a successful 

Cahors merchant, who bought an old feudal ch~teau in Quercy, 

in which to relive the sensual and frivolous life he had led 

in Paris in his youth. He married the daughter of his 

companion in debauchery. After his death, his son, Jean 

Destal, brought in a new era of idealism, turning the ch~teau 

into a mystical retreat, in which he, his religious wife and 

his brother, a priest, sought fulf~ent in an extraordinary 

life of prayer, meditation and self-discipline. Jean, like 

his father, had spent some years in Paris: "( ••• ) sejour 

tourrnente d'arnours fantasques, passionne d'etude, ravage 

par Ie despotisme de la femme, reconquis par Ie sentiment 

religieux.,,9 Jean Destal "etait d'une souveraine laideur. 

Le visage s'effilait en un ovale demesure. Les chairs 

etaient~olies et la peau faisait corps avec l'ivoire de 

l'ossature,lI(p.7) was torrne~d by sexual longing which found 

no response in his wife: ilLes sens restaient indociles et 

s'insurgeaient sous les lani~res dont il les flagellait. 1I 

(p.l0) Driven, by desire, to spying on his wife, Rose, and 

lying in wait for her, he rarely found any response in the 

angelic and indifferent figure he encountered. Philippe 

Destal was the fruit of one of the rare occasions when 

passion triumphed. Jean Destal, who clearly inherited some

thing of his father's sexual appetite, took a special delight 

in seducing his wife lila servante du Seigneur", whose body 

bore all the signs of extreme self-discipline: 



Une chair ( ••• ) laceree de penitences, 
glorifiant, a travers les sti~ates de son 
martyre, la douloureuse conquete de sa 
volonte. C'etait un enroulement de spirales. 
une geographie de torture Oll se distinguaient 
la radiation ecarlate des plaies recentes et 
les lignes cuivrees, les larges disques 
bleu~tres des blessures cicatrisantes.{ ••• } 
Rose ( ••• ) s'exhibait saintement avec un 
sourire qui disait, "Voici la servante du 
Seigneur." (p.14) 

Jean's reaction reminds us of Hector. Jayan' s desire to 

defile Esther Chavasseur: 

la seduction du sacrilege devenait si 
pressante que la pen see de derober a 
Dieu ce sanglant sacrifice d'humanite 
dominait tous ses ravissements. (p.14) 

Even then, however Rose mutters a Latin prayer which 

re-establishes the distance which separates them. And so 
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Philippe Destal's conception is attended by both self-denial 

and sexual aberration in a rite of religious sacrifice. 

"Ainsi fut cons:u Philippe Destal". {p.lS} 

The importance of this scene, as of the whole prologue, 

lies in the powerful and conflicting forces, the uncompro-

mising sense of purpose and destiny which is Philippe Destal's 

inheritance and the equally dominant adoration of the ideal 

woman. Two significant dicta are given in the prologue, both 

representing the credo of Jean Destal. The first is a quota-

tion from Saint Anselme: "Croyez d'abord, puis cherchez, 

si bas vous para!t, les raisons de votre croyance." (p.8) 

This is clearly a rejection of positivism and its 

believers: 

lIs manoeuvrent des phrases qui ont les 
apparences de l'idee, les juxtaposent, les 
rivent les unes aux autres, indissolublement, 
leur semble-t-il. Et puis, ils proclament 
que leur doctrine est etablie, qu'elle est 
la seule valable, qu'elle est la verite, 
l'unique verite! Or, voici qu'un importun 
survient, s'amuse a reveler les tares des 
ordures et, d'un tour de main, fait sauter 
les ecrous. {p.8} 
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The second dictum, displayed in the Destals' bedroom, is 

from Saint Jerome: liLa ville est rna prison, la solitude mon 

Paradis." (p.13) This is another rejection of the orthodox 

world outside, a rejection of compromise with life, a 

recommendation for seeking fulfilment in a life of solitude. 

Having portrayed the agony of the individual in eternal 

conflict with society in his previous novels Guiches now 

considers the position of the sensitive individual, who, 

having rejected the artifices of society, tries to find 

happiness in private. 

The novel then relates the life of Philippe Destal. His 

father died before he was born and his mother died giving 

birth to him. Thus Guiches ensures that his hero is alone in 

the world, developing into manhood in a cloistered environment, 

brought up by his uncle in the life of prayer and discipline 

that had existed when his parents were alive. The boy is 

extraordinarily frail and sensitive. He grows to hate his 

uncle and is horrified by pictures of his parents. His 

imagination develops to a high degree and he is affected by 

both religious emotion and an interest in the opposite sex: 

"Ie regard surexcite par les jambes nues des femmes occupees 

a savonner des linges au bord d'un etang." 

When the suggestion is made, at the age of fifteen, that 

he should be sent to Paris to complete his education, he 

collapses in a violent fit of anger and has to be strapped to 

the bed for a few days to avoid injury to himself. The 

intensity of this physical reaction is significant. It is 

clearly the result of inherited characteristics and also 

_ presages unusual sensitivity and reaction to events and the 

pressures of the world. His imagination is reinforced by 

random reading in the library of the chateau of a wide 
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range of books which include the Bible, philosophers of the 

eighteenth century, Manon Lescaut, Les Liaisons Dangereuses, 

Shakespeare, Plato, Scott and Dumas, and " ••• la pensee de 

la femme naissait." (p.27) 

Attempts to introduce Philippe into society in order that 

he may choose a wife have a predictable result. He is shy and 

awkward. None of the girls compared with one he had seen 

momentarily a short while before and who had become for him 

the girl of his dreams. He finds the girls' mothers scheming 

and ambitious. He also dislikes the attitude to life of the 

young men, which, according to him, consists of first dissi

pation, followed by marriage, then work and intrigue to 

further personal ambitions, followed by pleasure in old age. 

He finally finds pleasure, however, in his isolation because 

it allows him to observe people and to classify them: 

" ••• trouvant un plaisir dont il n'avait pas soup~onne l'inten

site a recueillir et a classifier ses observations ( ••• ) liLa 

contemplation," se disait-il, "est la vie m~me.1I (p.41) 

This leads to a return to solitude and isolation and a 

powerful concentration on the exercise of the intellect: "a 
ce degre qu'il pouvait faire naftre une sensation douloureuse 

sur une partie de sa personne en fixant sur ce point toutes 

les forces de son attention." (pp.42-43) The growing desire 

for love, as yet unrequited, is Destal's quest for what he 

sees as the formula for happiness: " une perpetuelle ivresse 

du creur, de l'esprit et de la chair dans cette entente complete 

de deux ~es qui etablit Ie silence des ravissements parfaits." 

(p.43) 

This harmony, as we know, his parents had been unable to 



achieve, but Philippe is more fortunate. He finds it in 

Adrienne, the daughter of an archeologist, who visits the 

chateau and becomes his ideal partner. 
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Th h t f d · . th f' . 1 10 e c arac er 0 A r1enne 1S ra er super 1C1a • She 

marries Philippe, against her father's wishes as he had been 

dependent on her. She also warns Philippe against her brother, 

who has designs on Philippe's fortune. Now she devotes herself 

entirely to Philippe and together they pursue their quest for 

ideal happiness. 

Before their wedding night Philippe's apprehension again 

betrays his inheritance: 

Ses yeux exprimaient, en m~me temps qu'une 
crainte religieuse, toute l'ardeur de son 
desire Son cerveau s'enfievra. II se 
representa des enivrements tels que, sans 
doute~ ils en inventeraient, mais se reprenant 
bientot, il voulut chasser ces pensees qui 
souillaient la p .,u rete de son amour. (p.81) 

The realisation of his hopes proves to be precarious, 

however. Adrienne skilfully and devotedly strives to keep 

him happy but the physical limitations of their desires make 

ultimate happiness impossible. 

At this point, after a year of marriage, Adrienne has a 

fatal collapse and dies of an aneurism, the first time Philippe 

and she are apart. Guiches intervenes at this point, as 

Balzac did on occasions in his novels, to point out how much 

harder unexpected misfortune is to bear, particularly for 

a few who are particularly susceptible: 

L'infiltration [de la douleur] se fait lentement. 
Elle gagne Ie cerveau, y incruste Ie souvenir, 
la ~ensee fixe qui absorbe toutes les autres, 
et a chaque heure, tout se corrode, tout 
s'emiette jusqu'a la dissolution finale dans 
la folie ou la mort. (p.103) 

Here Guiches prepares us for the ultimate disintegration of 

Philippe Destal,physically and mentally, due to the loss of 
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the unique happiness to which he had committed his life. 

Destal's determination never again to make himself dependent 

on a single human being leads him back to Paris and affords 

Guiches the opportunity to give an account of Parisian 

society in the 1890s. 

Guiches, a regular contributor to Le Gaulois, Le Figaro, 

Gil BIas and L'Echo de Paris, over a period of twenty years, 

from 1892 to 1913, was a shrewd and witty commentator on the 

Paris scene. In this novel he tells us that Philippe's ideas 

of a leisurely, idle Parisian society gleaned from reading 

Balzac and Stendhal, were out-of-date: 

Tout cela n'existait plus. Les hommes de loisir 
lui parurent immensement occupes. Les uns 
parcouraient l'ocean sur leurs yachts, les autres 
luttaient de vitesse, a cheval, entre Paris et 
Saint-Petersburg, quelques-uns exploraient Ie 
Thibet ••• La jeune societe se composait d'ath
letes, d'enrages sportsmen masculins et 
feminins. (p.llO) 

In his analysis of Parisian life, Guiches diagnoses an 

uneasy rebellion against materialism. There was 

un dechalnement de toutes les souffrances 
physiques, de toutes les miseres des pauvres. 
de toutes les convoitises humaines contre 
l'inexorable despotisme ~l'argent ••• Une 
mysterieuse inquietude se m~lait aux plaisirs. 
Tout se poussait a l'extr~e. Les vices 
s'accentuaient dans la recherche de l'horrible 
ou se quintessenciaient a des singuliers 
raffinements ••• Les imaginations desorien
tees se rejetaient vers le mysticisme, 

retrogradaient vers un catholicisme primitif, 
s'enfonyaient dans un materialisme scienti
fique ou s' affolaient dans la magie. Tout 
cela cornposait pour une intelligence curieuse 
un delectable ragoGt. (p.lll) 

Since Philippe Destal is seeking a purpose in life to 

which he can devote himself, Guiches is able to consider 

also the contemporary political scene. Here he sees the struggle 

between Labour and Capital as an insoluble one, in which, 
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however, he writes rather cynically of both, while predicting 

the end of bourgeois rule. Guiches refrains from 'taking 

sides' in the battle. He was not interested in politics and 

his objectivity leads to a similar but more extensive study 

of the industrial and political life of the country in his 

later novels Le Tremplin and La Tueuse, which are a follow-up 

of a belief expressed here. This is that a politician who 

hoped to solve the social problem needed special qualities: 

l'ambition d'une fortune ou un bel amour pour 
l'ouvrier, amour qu'il ne pouvait avoir, car 
il considerait celui-ci comme ayant en germe 
et devant exercer, apres sa victoire certaine, 
les m~mes "abominations" qu'il reprochait a 
ses ennemis actuels. (p.116) 

In this survey of national life Guiches also refers to 

the literary scene and, in similar terms to those used in 

his memoirs he comments on the cut-throat competition: 

"On sly disputait avec une animosite meurtriere l'avancement." 

More interestingly, he refers also to:"Les artifices litte-

raires en vogue, la grossierete des talents democratiques et 

la quincaillerie de mots creux chere aux 'professeurs 

. d'ecriture" ••• " While innocent of the "grossierete", "la 

quincaillerie de mots creux" had featured in more than one 

of Guiches' novels. 

The last part of the novel relates how Philippe Destal, 

in an effort to recapture his earlier happiness, marries Laure, 

who closely resembles Adrienne. Guiches' plan of the novel, 

originally to be entitled A Genoux12 briefly indicates the 

strange events of this attempt to "ressusciter l'~e de la 

morte dans sa second femme." He writes here of the failure 

of what he calls "cette transfusion" owing to the resistance 

of his second wife: 



II ne reussit pas a operer cette transfusion 
et ne peut obtenir qu'une similitude physique 
sans parvenir a detruire en cette seconde 
femme, epousee dans ce seul but, une person
nalite hostile et qui se revolte contre ces 
experiences d'evocation et cette persistance 
du souvenir. 13 
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The climax of this last part of the novel is reached when 

Fernand, the adventurer brother of his first wife, returns as 

a guest and Laure falls in love with him. The unexpected 

cUlmination of Philippe Destal's quest for happiness comes 

when he surprises his wife and brother-in-law in adultery 

and relives, through the cries of passion which escape the lips 

of his second wife, the joy he had known with his first wife. 

In order not to lose this new-found happiness he encourages 

their ~ultery and wanders through the corridors of the ch~teau 

at night, listening for these familiar echoes of the past from 

outside his wife's bedroom. 

Not for the first time in Guiches' work, this part of the 

story also reveals an affinity with Laclos' Les Liaisons 

Dangereuses. The calculated exploitation of an unsuspecting 

victim by the ruthless scheming of a man and a woman who are 

the products of nineteenth century society is as much a 

realistic portrayal of modern morality as was Laclos's over 

a century earlier. Rebelling finally against her husband's 

plea to be allowed to call her Adrienne, Laure sets. out to 

clestroy her husband by destroying his sanity. To this end 

she seeks to disturb his mind without respite, hoping to 

have him declared insane. The arrival of Fernand just as 

she is beginning to make Philippe lose control of himself 

brings her an ally of even greater ruthless cunning. The 

attraction they feel for one another is founded on hypocrisy 



and cunning. Guiches again interposes a direct comment on 

contemporary society: 

Clest la tristesse de notre epoque, cette 
oppression des sentiments par la crainte de 
la mediocrite dans I I existence materielle. 
Les folies d'amour d'autrefois nous sont inter
dites. Ceux qui naissent arnbitieux et sans 
fortune, - on natt beaucoup ainsi depuis long
temps - peuvent esperer toutes les jouissances, 
excepte celIe de creur. (p.218) 

Laurels infatuation with the arrogant and apparently 
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indifferent Fernand indicates the brittleness of contemporary 

values, the rejection of traditional standards of morality, 

the idolisation of immorality and selfishness: 

Car c'est ainsi qu'elle aimait. Fernand 
n'etait pas celui qu'elle eGt epouse, mais 
il etait I I amant, cet amant adore a cause 
m~me de sa bassesse et pour lequel sa plus 
delectable jouissance ne pouvait qu'$tre de 
ruiner a grands coups celui qui l'avait 
enrichie. Elle l'aimait jusqu'a s'enivrer 
de son avilissement. (pp.222-23) 

This is a curious reversal of her attitude to her husband 

whom she hates and despises and to whose suffering she is as 

indifferent as Fernand appears at first to be indifferent to 

her, an indifference which excites her passionate admiration. 

As elsewhere in contemporary literature, close relationships 

in the novels of Guiches are frustrated by the reluctance 

on the part of one partner to surrender or compromise indivi

duality or self-interest. Characteristically in Guiches' 

critical portrait ~f society, Laurels submission to Philippe 

Destal is a sacrifice made on the altar of cunning and 

exploitation. 

The irony of Philippe Destal's final word IfMerci!1f spoken 

before he dies to his wife and her lover, is an indication that 

the only element of value in their world, the strange happi-

ness that he has found again in their treachery, is something 

of which they are completely unaware. When they discover 
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that he has left all his property and money to Laure they 

do not trouble to try to understand the final word of the man 

whose life had been devoted to achieving the least material 

and the least accessible goal in the contemporary world, 

happiness of the soul 
12 . 

Guiches' synopsis of the novel outlines a different 

ending in which Philippe Destal has a vision of the future 

where souls meet up again. He, therefore, accepts meantime: 

"d'aimer cette femme qui symbolise l'existence moderne pour 

meriter plus surement la morte gui est l'existence ideale, 

Ie retour A l'eternite." These words were underlined by 

Guiches. In changing this ending, Guiches partially curbed his 

romantic tendency to end on a note of optimism for the future. 

Moreover, such a vision of life after death was alien to 

Guiches' central preoccupation, which was with man's role in 

society and with its practical consequences. 
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(v) Short Stories (1895-1910): The Contemporary Social Scene 

By 1895 Guiches was turning his ~houghts to the theatre, 

which affected his other writing in two ways. Firstly, the 

friendship and encouragement of Maurice Donnay (1859-1945) and 

Lucien Guitry (1860-1925) gave him every incentive to perse-

vere with his ambitions to write for the theatre. In November 

1895 Guitry promised that Snob would be performed at the 

Renaissance theatre with himself in the title role, although, 

as yet, only the outline of the plot was clear in Guiches' 

mind. The result was that Guiches gave up writing novels for 

a time. Secondly, contemporary marital problems and attitudes 

occupied his attention in both his theatre and the short 

stories and 'nouvelles'. 

Guiches had married Jeanne Durnay (1858-1949), the daughter 

of a Paris gentlemen's outfitter, in 1881 and their daughter 

Marguerite was born on July 14, 1883. By 1895, after fourteen 

years of marriage, his daughter was twelve. It was a happy 

horne. 14 Guiches relates in Le Spectacle , and Marguerite Guiches 

f · 15 h . . t d t b' h' h'ld L' con ~rms ow Luc~en Gu~ ry use 0 r~ng ~s c ~ ren eon 

and Sacha to play with Marguerite while he and Guiches talked 

about their plays. Guiches' stories and plays on the theme of 

marital conflict and infidelity were not, therefore, the 

result of his own experience, but of his shrewd and critical 

observation of the contemporary scene both as a novelist and 

as a regular contributor to Gil BIas, Le Gaulois, Le Figaro 

and L'Echo de Paris. 

Stories of wives caught in adultery abound in Au Fil de 

la Vie (1895), La femme du Voisin (1898), and Trop de Zele 
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(1898). Out of the fifteen stories in the first collection, 

nine tell of unfaithful wives, as a result either of wife-

neglect (Mesaventure d'un Mari) , of the fashionable disregard 

for the sanctity of marriage (Mesaventure d'un jeune homme, 

Exigences Intolerables) or from the timeless eccentricities 

and obsessions of human beings which divide man and wife 

(Ferocite d'un chien, Impatience d'un commissaire), or create 

a situation where the husband is a willing cuckold (Un homme 

de campagne, La serviabilite, Legerete d'une Jeune Femme, and 

Quoi de neuf). 

Trop de zele (1898), one of the longer stories, describes 

the parents' difficulties in finding a suitable husband for 

Enuneline Galessi t, daught,er of provincial nobility. Just as 

Philippe Destal had found it impossible to choose a wife in 

Paris, so Emmeline's father's quest for a son-in-law was in 

vain: 

Ce monde qu'il avait connu si peu accessible 
etait assez etrangement m~le! L'industriel y 
florissait, Ie juif y speculait, l'Arnericaine 
y epousait et les rastas eux-m~es, les noirs 
rastas des Republiques du Sud, y sevissaient. 
Les idees y etaient d'un modernisme terriblement 
avance. La mere s'alarma des allures ind~pen
dantes des jeunes filles et l'argot desjeunes 
cercleux revolta Galessit. II rentra navre, 
inquiet sur l'avenir d'une telle societe. 16 

Jacques de Grarnrnorin, whom she eventually marries, is a 

provincial nobleman, ignorant and coarse, urged upon her by 

her parents and totally unsuitable. She hates him: 

"Vous ~es degeneres au moral et deformes au 
physique," she says of the declining nobility, 
"et je ne connais pas un fils de bourgeois 
qui ne soit plus distingue que vous par l'intelli
gence, par Ie cceur et meme par les traits!"16 

As a result Jacques goes away for a time and in his absence 
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she is unfaithful to him, an experience which finally per

suades her that she was wrong to scorn her husband. 

Le But (1910), tells a similar story of marriage among 

provincial nobility and the wife's infidelity with a close 

friend of the husband's, while the latter, in financial diffi-

cUlties, goes away to make another fortune for her. Here again 

Marceline turns against her husband, Hubert, knowing nothing 

of his reasons for going. When he returns the friend is un-

masked and rejected by them both. 

Gradually the stories were, however, becoming less tight and 

less realistic in their attack on contemporary manners. Bonne 

Fortune (1905), is set in Quercy and tells the story of 

Philippe Dussol's love for a wild, unsophisticated country girl, 

for whom he rejects his sophisticated society mistress 

Henriette de Tour. The latter, however, does not accept 

defeat and attempts to establish her own authority in their 

house. This portrait of marital conflict and the machinations 

of the high society woman is here off-set by Guiches' romantic 

affection for the simple country girl: "C'est comme une plante 

sauvage, poussee on ne sait comment dans les ruines de ce 
. 

C'est unepetite personne brune et nerveuse, qui 

a un peu l'air d'une gitane l~chee sur la route par sa 

t 'b ,,17 rl. u. 

Un Monsieur tres bien (1910), set in Normandy and Paris, is 

a modern society affair, involving Parisian artists and 

writers and deals once again with a husband and wife whose 

marriage is a failure. Fran~ois Desclos is willing to 

divorce his wife Henriette, provided her lover, Jacques d'Argent, 

marries her. Desclos is himself in love with Pauline Clermain, 
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a sensitive and unsophisticated artist, but intelligent and 

independent. In this story Guiches, through the character 

of Desclos, gives what are possibly his own views on marriage: 

Chaque femme est nee la menagere d'un homme. 
Et il ne faut pas mepriser ce mot! Clest 
votre plus beau titre. II n'y a pas que Ie 
pot-au-feu materiel dans un menage! II y en 
a un autre qui nlest pas moins " a limentaire"! 
Clest la mise en commun des joies, des peines, 
des esperances! Et clest sur celui-Ia que 
veille la menagere, la femme qu'il faut admirer, 
celIe qu'il faut aimer ••• 18 

Desclos is here speaking as a man whose wife had betrayed 

him many times and who had long since forfeited any right to 

his affection, but Guiches himself seems here to be placing 

the main responsibility for a happy marriage on the wife and 

yet allocating to her a role which was soon to become out-of-

date in the twentieth century. This story was based on his 

highly successful play Chacun Sa Vie (1907) and illustrates 

the kind of theme which was very popular and considered to be 

rather daring in the theatre, as well as in the short story. 
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(vi) Guiches' Prose, 1886-1892 

The characteristics of Guiches' prose were fairly clearly 

defined by the time his fifth major novel, Philippe Destal, 

was published in 1892. Discounting the temporary fashion of 

artistic writing, Guiches had found a style which was to 

continue to distinguish his prose throughout his life. 

Unlike some writers whose temperament or employment kept 

them for much of their time away from the society of their 

literary peers, Guiches was one who lived in close and constant 

contact with the literary world. 19 He met many writers while 

at the Librairie de la Presse, at the cafes frequented by 

them and, inevitably, at the literary evenings which he 

attended at the Goncourts and elsewhere. He was a close friend 

of a number of writers, especially Maurice Donnay, Henri 

Lavedan, Villiers de l'Isle Adam, and J.R. Huysmans. 

It is quite natural therefore that his work should reflect 

the developing ideas of both contemporary literature and con

temporary society, at all events until the outbreak of war 

in 1914. 

From the first, he was attracted by writing as a challenge 

to record and recreate, through the power of the word, the 

essential truths of human beings as he saw them. His early 

days in Paris were, as for many writers before him, a time 

of searching for his literary soul. He found it, with 

Celeste Prudhomat, which set the basic pattern of the sub

jects and style of his writing for the next forty years and 

although it can be said that his later work did not fulfil 

the high hopes inspired by Celeste Prudhomat and L'Ennemi, his 

writing remained vigorous and vital throughout. 

Like many of his contemporaries, he made extensive use 

of Flaubert's stylistic innovations. The ternary period 
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occurs quite frequently but is not abused. Guiches' concern 

for the vigour of his prose protected him from too heavy a 

reliance on formal procedures and from devitalising devices 

like the falling cadence. Where the ternary rhythm is used 

it is usually well-cushioned by a varied rhythmic pattern 

in adjacent sentences. However, in the first few lines of 

Celeste Prudhomat we find two examples of the ternary period 

in consecutive sentences, almost as if to proclaim at the 

outset, his debt to the author of Madame Bovary: 

Aussitat une jeune fille, une pale pension
naire, se dressa sur son banc. Les yeux 
baisses, les mains inoccupes et flottantes, 20 
elle s'avan~a vers la table de l'examinateur.(p.5) 

Guiches~ here as elsewhere, reserves the device for occa-

sions of predictable routine or controlled reaction and as 

part of a varied sequence of rhythm: "II y avait chez lui plus 

que de la sollicitude paternelle. II y avait, aussi, et peut

~tre avant tout, Ie souci de son ambition." (p.6) Here, 

Celeste's father's ambition is revealed in the last part of 

a ternary period which is itself dependant on the preceding 

sentence. "A de larges intervalles, un vol de pigeons, 

s'abat lourdement, en tourbillon de neige." (p.42) conveys 

the regularity and uniform action of the diving pigeons. 

"L'institutrice Ie regardait, croyant A une plaisanterie, 

et elle se mit A rire par complaisance" (p.43) indicates 

Celeste's polite reaction to the political remarks of the 

mayor. 

The ternary phrase is much less frequent in L'Ennerni: 

Rigal, Chavasseur's neighbour, who had lost his vines through 

phylloxera, helps with Chavasseur's harvest: "Le courage 
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semblait lui revenir, tandis quail petrissait cette p~te 

rouge, mouteuse et boursouflee de bulles qui crevaient sous 

ses doigts." (p.71)21 

The influence of Flaubert had, by this time, 1887, been 

superseded by the influence of Huysmans and the Goncourts. 

The rhythm of his prose was beginning to reflect the vigour 

and eloquence of speech. Chavasseur's love for his wife 

finding no response: 

II avait reporte, dans sa passion pour Ie 
vignoble, la fougue de cette tendresse quail 
avait inutilement prodiguee. C'est seulement 
dans les Perdigoux qu'il vivait, que son 
cerveau s'embrasait, quail retrouvait les 
enthousiasmes de ses vingt ans, que son sang 
battait de magnanimes pulsations. Sa vigne 
n'etait plus une chose pour lui, mais une 
creature quail epousait. (p.30) 

A second feature of Flaubert's style of which, like Zola, 

Guiches made wide use throughout his literary career, was 

free indirect speech. There are many examples of this in 

works as far apart in time and subject as Celeste Prudhomat, 

Le Tremplin (1919) and Tout se Pave (1928). Although, 

occasionally, as in the following example from L'Ennemi, the 

reader is left in some doubt as to whether the thoughts are 

Guiches' or his character's, the device is an important one 

which allows the writer to explore more deeply the minds 

of his characters than mere dialogue would allow. Chavasseur 

sees the poor peasants who had helped with the harvest, 

making their way back horne, and thinks of their lives: 

••• et puis la faim, la mendicite, les maladies 
et la mort, la supr~e delivrance qui les 
coucherait tous, l'un pres de l'autre dans 
cette terre qui les avait tues! Car ils 
mourraient de la terre, de la terre qui se 
retournait enfin contre ses bourreaux. (p.73) 



Guiches, undoubtedly, has used the technique here to 

allow himself the opportunity to philosophise on the des-

tructive force of nature. Elsewhere, however, he uses it 

to carry the vitality of dialogue over into narrative text. 

Alors elle resolut de prevenir Jacques. II 
fallait qu'il fat instruit dans Ie plus bref 
delai. Mais ou etait-il? A Maisonvieille? 
En Italie? Une fievreuse impatience l'agitait. 

(Celeste Prudhomat, p.95) 
Le souvenir du peintre la reprit. Ou etait

il? Le reverrait-elle? Une chaleur de fievre 
l'emp~chait de dormir et elle se retournait 
agitee, cherchant les places fra~ches. (p.27) 

Elle eut peu de peine a calmer ses scrupules, 
mais toutefois une pensee la g~nait. La 
famille Mazurier irait au grand complet a 
la sahte-Table •••• Bah! elle dirait aces 
dames qu'elle les avait devancees, ayant fait 
ses devotions a Marnieres ( ••• ) (p.28) 

Elle se rappelait ,comment Jacques l'avait 
prise a Maisonvieille, la brisant de caresses, 
avec des mots si doux dont le souvenir la 
faisait palpiter. II y avait huit roois de 
cela! Et il n'avait pas oublie puisqu'il 
l'avait placee a Mazolles, tout pres de lui. 
Il ne pouvait epouser l'institutrice de 
Marnieres, -mais celIe de Mazolles! ••• Son r~e 
s'exaltait ainsi, s'echappait dans les pers
pectives d'un bonheur a deux, regulier. (p.46) 
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To describe to us progressively, the state of mind of his 

heroine, Guiches found free indirect speech indispensable. 

Philippe Destal's ecstatic reaction to hearing his wife's 

cries in adultery is also related in free indirect speech: 

II repondit a ce cri par un , irilmense tres
saillement de joie. II venait de Ie reconnattre, 
de le retrouver enfin! ••• C'~tait Ie cri 
d'Adrienne, ce cri de l'ivresse inexprimable, 
du debordement, de la plenitude, presque de 
la souffrance! (p.234)22 

Few writers escaped the powerful influence of the Goncourts, 

whose efforts to invigorate French prose to the limit of its 

expressive and impressionist capacity, left their mark on the 

style of large numbers of disciples and admirers. In Guiches' 
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case as we have already seen, the influence was sometimes 

strong and nearly always unfortunate. 

A striking example of Guiches' use of 'ecriture artiste', 

quoted perhaps unfairly against Guiches, by Guy Robert,23 

comes in a very early short story published in 1887, ~ 

Ombres Gardiennes is a very slight and improbable tale of a 

young couple who cannot forget the love they each pledged to 

the romantic figures of their past. The girl, in particular, 

deliriously persists in calling her husband by the name of 

her idyllic partner. (It is interesting to compare the way 

this idea is developed in Philippe Destal five years later, 

where the husband wants to address his second wife by the 

name of his first). The young couple escape the 'artistic' 

treatment but the parents and the setting are portrayed in the 

new creative style: 

Ces simples mots avaient imperativement chute 
l'enseignement des entretiens, et, devant la 
cheminee a massifs landiers, Ie vieillard, qui 
venait de prononcer cette invitation d'appariteur 
silenciaire, s'etablit pour discourir. 24 

Guy Robert refers to Celeste Prudhomat as revealing the 

indiscreet influence of Madame Bovary' in its general plan 

and that of the Goncourts in the artistic character of the 

style. 25 What Martin Turnell refers to as the Goncourts' 

impressionist style26 occurs in the pages of Guiches' writings 

as it did in the pages of Zola and most contemporary writers. 

The use of substantives in place of adjectives or verbs to 

suggest rather than give a precise description was a stylistic 

device characteristic of both contemporary art and contemporary 

literature. While Celeste is waiting apprehensively for her 

friend Germaine or her lover Jacques to come in: "Un fr8lement 
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de robe, un glissement presse de bottines se firent entendre 

tout pres dans la salle a manger. II (p.38) Shortly afterwards, 

prophetically, when Jacques puts forward his plan to move 

Celeste to Mazolles: 

Un rembrunissement du ciel effa~a Ie soleil 
( ••• ) la masse des nuees ballottees par la 
bourrasque s'affaissa en un ecroulement de 
tonnerre et de pluie qui noya Ie paysage dans 
les hachures tombantes du brouillard. (p.38) 

Robert is wrong to suggest, however, that these stylistic 

features obtrude in Celeste Prudhomat, where, in fact, Guiches' 

style was as direct, effective and discreet as in any of 

his other novels. 

Celeste Prudhomat is then only occasionally marred by the 

Goncourts' influence. L'Ennemi, written in its final version 

during the period of Guiches' friendship with Huysmans, shows 

the latter~ influence. In Le Banquet Guiches acknowledges 

his debt to Huysmans: 

Des aspects aussi m'apparaissent, qui 
m'etaient jusqu'a present masques. Je 
comprends, de mieux en mieux Ie IIrendement li 

des mots, comment des faubourgs et des 
banlieues naissent autour d'un adjectif 
et comment un verbe ou m~me un simple 
adverbe savent s'horizoner. Et c'est pour
quoi, d'un bout a l'autre, je recris 
1'Ennemi.27 

The novel is, therefore, rich in special effects, accumu-

lations of expressive words. The harvest is described as 

lI une eruption de vegetation impetueuse"~ the vines become 

entangled in each other "dans une fievre de fecondite". 

Rigal, plunging his hands into the grape-juice, "petrissait 

cette p~te rouge, moGteuse et boursouflee de bulles. 28 

The Goncourts' fondness for nouns, examined by Professor 



Ullmanb:9 finds its counterpart here too, sometimes in the 

form of the verbless sentence: 

Puis les chasselas dores cornrne des topazes, 
les musques, les rouges, les clairets, les 
muscats gris, les blancs tres rares, becquetes 
par les moineaux, vides et fletris par les 
gu~es, les muscats roses, plus petits que 
des prunelles de haie, les plants de fer, a 
l'enveloppe grise et tachetee. 30 
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in evidence here too, with its power to give the effect of 

extensive and impersonal activity: A "Tout cela poussait cote 

a cSte, dans cette fusion fraternelle des races vegetales et 

degageait un epanouissernent de vigueur dans l'affaissement de 

sa lourde gestation. II 30 Elsewhere, Guiches refers to the 

spread of phylloxera as "son horrifique avancement de 

putrefaction." 32 

Huysmans congratulated Guiches on his"style fermement 

pioche et pave de terebrantes expressions qui vous fripent 

la lTl(Elle.,,33 The effect of overworking adjectives and verbs, 

however, is often only to cloud the meaning without compen-

sation. The peasants' attitude to misery is described in 

these terms: "lIs l'avaient forternent supportee pour embour-

geoiser Ie fils aussi bien que pour nipper de cossus atours 

la "drolle" destinee a raboter la race par sa fecondante 

'd . ,,34 e ucat10n. 

Philippe Destal too was praised for its "style tres 

curieux et tres artistique",35 this time by Fran90is Coppee. 

The conscious exploitation of unusual combinations of words 

for effect is particularly evident in the first part of the 

novel. Guiches describes the ch~teau: 



Autour du ch~teau fourmillait une banlieue 
de bru¥eres bouquetees de busseroles accro
chant a leurs ramilles les grappes rouges 
des raisins d·ours.( •••• ) Aux solstices de 
canicule, des nuees de papillons s'associaient 
aux abeilles et tourbillonnaient au-dessus 
de ces steppes chardonneuses qui exasperaient 
d'urticaires l'embrasement des apres-midi. 36 
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Here again, we find the Goncourts' • action-noun' and the 

search for effect. The poor people near the ch~teau lived 

in "un croupissement de marecage", their children "guerroyaient 

dans les environs, maraudaient ou s'etiolaient sur place, 

rouges de scrofules dont les meres aggravaient, par des 

cultures ingenieuses, les repugnantes eclosions." 

La Pudeur de Sodome has already been referred to in these 

pages as containing further examples of 'ecriture artiste'. 

Fortunately, Guiches, although clearly enjoying this venture 

into creative writing, nonetheless had enough artistic aware-

ness not to make these excesses a permanent feature of his 

work. His other novels of the time, L'Imprevu, Un Creur Discret, 

and the novels which followed are spared these stylistic 

disfigurements. 

A further characteristic of Guiches' style, which must 

stand as an essential element stems from his origins in Quercy. 

As with the Goncourts and Zola, it is the dialogue of Guiches' 

novels that strikes home to the reader with strength and 

conviction. Here the effects of artistic style are forgotten 

in favour of the direct simplicity of colloquial speech. 

Take, for example, the peasant in Celeste Prudhomat who 

comes to Celeste asking for a note for his wife to reassure 

her that a correction of the word • amour' in his daughter's 

exercise book is not addressed to him: 



Ma femme sait lire, dit-il en le feuilletant, 
moi le sais tant seulement signer mon nom. 
Paral.t qu'il y a quelque chose d'amitie. La 
femme il est jalouse comme un demon et s'est 
foutu dans la t~te que c'etait pour moi, sauf 
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votre respect, que vous aviez mis ce mot d'ecrit.(p.53) 

The man's illiteracy is confirmed by his speech, but not 

to excess. Celeste's reply expresses all the embittered 

disillusionment she feels for her profession, all the self

centred ruthlessness of her ambition and her scornful dis-

respect for the uneducated village folk: "votre femme est une 

sotte, s'ecria-t-elle, et si elle n'est pas contente, qu'elle 

vienne me parler. Je n'ai pas a me disculper de pareilles 

accusations ••• " (p.53) 

Guiches' ventures into the dialect of Quercy are chosen 

with care. La Sans Besoin, the beggar-woman, bringing the 

first letter from Jacques Mauvalon for Celeste, tells her 

that the sender is "Lou moussu". (p.45) Sans Besoin, as a 

peasant woman who had been the mistress of Jacques' father 

and had been abandoned by him, is a symbol of the fate that 

awaits Celeste. Although separated by education and ambition, 

they are both hounded by their humble origins. Sans Besoin 

is reduced to appealing for "Un paou de caritad per l'amour 

de Diou". (p.45) Her role as a figure of destiny clearly 

warning Celeste of her fate is unequivocally revealed when 

Celeste, asking to be told her fortune, when her marriage to 

Jacques will be, receives the ominous reply: "Tsamai. Jamais." 

(p.45) Sans Besoin's previous words, "Conro la noco? ( ••• ) 

Ambe lou moussu" (p.45) are not translated into French, but the 

importance of the "Tsamai" is obviously too great to risk it 

not being understood by the reader. 

The dialect becomes associated with the genuine character 

of the ordinary people. We are told that Germaine, who 

belonged to the upper classes was nonetheless loved by the 
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peasants because she understood and spoke their dialect. The 

second occasion in the novel when dialect is introduced 

to any extent is when Celeste becomes aware that she is 

pregnant. She becomes interested in little children and 

hears a neighbour singing a local cradle song to her child. 

The contrast between Celeste's pregnancy and the motherhood 

of the local village woman is ironic. Although unperceived 

by Celeste, the simple life she has abandoned holds a joy 

in motherhood which she will now never experience. Her 

fate has already been pronounced by la Sans Besoin. 

In this, as in many other stylistic features, Guiches was 

making use, with more subtlety than Balzac or Zola, of 

practices which were being increasingly used by the novelists 

of the nineteenth century to enrich their prose. Guiches' 

peasants speak in the appropriate idiom, as do his soldiers, 

his intellectuals and his politicians. It is often important 

to the plot that they should do so. Celeste Prudhomat's 

feelings of shame for her humble origins are aroused by her 

father's loud comments in the restaurant on the successful 

culmination of her education at the convent: 

"Et vous gtes contente d'en ~tre sortie?" 
"Et bougrement sortie!"cria Prudhomat 
"Oh! papa," murmura Celeste. (p.8) 

Similarly, the Prudhomats' lack of education leads them 

to a mispronunciation of the phrase 'l'estruction, c'est 

tout', (p.16) the dual importance of which is emphasised by 

printing the word 'estruction' in italics. The contrast 

between the lofty idealism of the philosophy and the ignorance 

of its expounder is clearly indicated and points to the 

future collapse of Celeste's world which has been founded on 

such a philosophy. 



That Guiches was able to converse in the local patois 

we know from his autobiographical work En Vacances (1924), 

where, in his entry for Monday July 27, 1914, he tells how 

he and his wife asked the way of two peasants "Je les 

interroge en patois" and how the peasant woman eagerly took 

advantage of the chance to talk to someone. Nevertheless, 

he makes very sparing use of it in his novels. 

On the other hand, he does make an attempt to reproduce 

the regional accent of the President of the Republic in 

La Tueuse who offers Fraizal the Premiership: 

(Son accent ••• ) tenait Ie milieu entre Ie 
'bagasse' de la Province et Ie 'fouchtra' 
de 1 'Auvergle - "Vous j '~tes 1 'homme du 
jour. Je suis chur que vous j'~tes auchi 
chelui de demain et he cherai heureux si 
vous acceptiez d'~tre chelui de la 
chituation· 37 

Like most writers of his generation, Guiches suffered, 
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arid perhaps even enjoyed, the influence of the Goncourts. Words 

clearly had a fascination for him. Many of his novels are 

concerned with men who use words in their professions - writers, 

politicians, lawyers, actors. He was infected with enthusiasm 

for exponents of the spoken word as wide apart as Gambetta and 

Sarah Bernhardt. 

On the other hand, by 1892, he felt rather differently 

about the fashion for clever writing. In Philippe Destal, 

he wrote disparagingly of "les artific; .es litteraires en 

vogue ll ,38 and was already feeling discouraged and disillusioned 

with the writing of novels. 



NOTES TO CHAPTER 3 

1. Le Banquet, p.62. 

2. La Pudeur de Sodome, Paris. Maison Quantin, 1888. 
Evidence of Guiches' meticulous research into, the 
background of his story will be found in Appendix 
C (ix and (x). 
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3. L'Imprevu, Paris, Tresse et Stock, 1890, Chapter 1, 
pp.2-3. The novel was first published in Le Figaro 
in 1890. Gustave de Mal herbe lent Guiches his 
Paris apartment in which to write the novel and 
the work contains a description of the view of 
Paris from its window. Goncourt wrote to Guiches 
on the publication of L'Imprevu: '( ••• ) une etude 
tres nature de la vie commune dans la reserve et 
la froideur de 1 'amant, amenant la brutalite de 
la fin ( ••• ) de la belle, de la bonne, de l'aiguisee 
psychologie dans une excellente langue litteraire. 1I 

(Le Banguet, p.2l5) 

4. with the kind permission of Mademoiselle Marguerite 
Guiches, I was able to examine a number of manuscripts 
and other documents relating to the life and work of 
Gustave Guiches and to talk to her about her father. 
I also received a great deal of help and cooperation 
from Guiches' nephew, Monsieur Jean Pages. Trans
scripts of these taped conversations and photocopies 
of pages of the MSS. are to be found in the Appendices 
Band E at the end of this thesis. 

5. From the MS. of L'Imprevu, kindly loaned to me by 
M. Jean Pages. (See Appendix B(i» 

6. Probably Albas. The Mazels' house in the Square at 
Flottes occupies a similar position to that of the 
Guiches family, which was turned into a school after 
the deaths of Guiches' parents, in Albas. 

7. Un Creur Discret, Paris, E. PIon, Nourrit et Cie., 
1892, Chapter I. 

8. Jules Huret, Enqu~te sur l'Evolution Litteraire. 
Charpentier, 1891. 

9. Philippe Destal" Paris. Tresse et Stock, 1892. Chapter 
I p. 7 et seq. Sacrilegious sex was a frequent 
Decadent theme. Huysmans used it in La-bas, 1891, 
and Bonnetain also used it in his story Sreur Saint 
Clement, in Amours Nomades, 1888. See A.A. Greaves, 
op.cit., p.300. Guiches' study of the physical 
symptoms of extreme religious devotion and self
denial in this novel was a result of much pre
paratory documentation. See Appendix C (i)-(viii). 
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10. Adrienne was yet another of Guiches' heroines who 
was educated in a convent school and who indulged 
there in romantic ideas. In her case we are told 
that she and her friends had mentally chosen their 
future husbands from among the young men of Cler
mont. Her chosen one was called Paul. This is 
a curious re-enactment of a story Guiches wrote 
in 1887 and published in Poetes et prosateurs. 
Anthologie Contemporaine des Ecrivains Fran~ais 
et Belges. Bruxelles, Librairie Nouvelle, 1887, 
under the title of Les Ombres Gardiennes. The 
story is chiefly remarkable for its 'ecriture 
artiste' but it also tells of a young couple who 
had pledged themselves to romantic figures of 
their past, one of whom was called Paul. The girl strives 
deliriously to identify her romantic hero with her 
lover in the same way that Philippe Destal desires 
to reincarnate his first wife in his second. 

11. Philippe Destal was first published in serial form 
in Gil BIas in 1892 and Guiches then became a 
regular contributor. He describes the staff of 
Gil BIas in Le Banguet, p.276. 

12. The MS. of the synopsis of the novel is reproduced 
in Appendix B at the end of this thesis. 

13. An extract from the MS. of Philippe Destal. 

14. Le Spectacle, Paris, Editions Spes. 1932, pp.55-l49. 

15. See Appendix E. 

16. Trop de Zele, Paris, H. Simonis-Empis, 1898, Chapter II. 

17. Bonne Fortune, Paris, E. Fasquelle, 1905, p.3l. 
~ 

18. Un Monsieur Tres Bien, Paris, E. Fasquelle, 1910, 
Chapter III. 

19. His daughter told me that he travelled abroad only 
twice, once to Spain and once to Venice. 

20. Celeste Prudhomat, Paris Modern Bibliotheque, Artheme 
Fayard, 1905. 

21. L'Ennemi, Mreurs de Province, Paris, Librairie 
Moderne, 1887. 

22. Philippe Destal, Paris, Tresse et Stock, 1892. 

23. La Terre d'Emile Zola - Paris. Les Belles Lettres, 
1952, p.393. 
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24. Les Ombres Gardiennes, Bruxelles, Librairie Nouvelle, 
1887. Anthologie Contemporaine des Ecrivains 
Franyais et Belges. 

25. Op.cit., p.420. 

26. M. Turnell, The Art of French Fiction, Hamish 
Hamilton, 1959, pp.18-26. 

27. Le Banquet, Paris, Editions Spes, 1925, Chapter 
1, p.83. 

28. L'Ennemi, op.cit., pp. 59 and 71. 

29. 

30. 

S. Ullmann, 

L'Ennemi, p.60. 

pp.130-l37. ~~le ..:.. tl..t..-~J....NcN~l, 
~,U.P., IQ s7-

31. S. Ullmann, op.cit., pp.134-35. 

32. L'Ennemi, p.98. 

33. Le Banquet, pp.124-l27. 

34. L'Ennemi, p.142. 

35. Quoted by Henri Austruy, Gustave Guiches, Sa Vie, 
Ses Oeuvres, Ses Amities, Paris, La Nouvelle Revue, 
1936, Vol.14l-l43, p.86. 

36. Philippe Destal, p.4. 

37. La Tueuse, p.18l. 

38. Philippe Destal, p.116. 



CHAPTER 4 

Novels 1915-1935 

(i) Les Deux Soldats (1917), Le Tremplin (1919), La Tueuse 

(1921), Tout se pa¥e (1928), La Part d'amour (1930) 

and La Vie Amoureuse de Murat (1930) 

J'ai ete ingrat envers ma terre natale. J'en 
ai honte. Je l'ai reniee. Je lui ai repris 
une pensee que j'ai donnee a une pensee 
etrangere et j'ai eu, de cet amour, des enfants 
que vous-m~e n'avez pas reconnus comme miens, 
mes dernier.31ivres! Eh bien! elle s'est vengee 
notre terre! Elle a voulu me reprendre et pour 
cela, elle s'est offerte a moi comme une noble 
t~che, un beau devoir. Elle a mis dans ma main 
la pioche et la charrue. Elle a voulu que je 
la travaille, que je la rende feconde, que je 
l'aime et, quand j'ai eu fait tout cela, croyant 
agir pour Ie compte d'un autre de qui je m'etais 
nomme Ie rempla9ant, je me suis aper~u que je 
l'aimais pour mon compte comme jamais je ne 
l'avais aimee. 1 

216 

Guiches had had sixteen successful years in the theatre. 

He had turned away from his native Quercy and had drawn for 

his inspiration on the Paris around him. 2 When war broke 

out in 1914, his thoughts returned to Quercy. He had paid 

regular visits through the years to see his friends and often 

invited people of the Paris theatre world to join him there. 

Henri Lavedan, writing in L'Illustration in 1907, on the 

occasion of the great success of Chacun sa Vie, at the 

Comedie Fran~aise, had predicted that Guiches would one day 

return to his first love, QuercY.3 

In Les Deux Soldats (19l7) he tells the story of a success-

ful writer who, anxious to find again his true inspiration, 

returns to his native province. When war breaks out he takes 

the place of a young farmer, so that the latter can join up 

as a soldier with an easy mind knowing that his farm will 

be looked after. In the course of his work on the land a 

strong bond of affection grows up between the author,Julien 
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Farjol,and the young soldier's wife, Zelia. He resists the 

temptation to give way to his love and manages by way of a 

trick to cure Zelia of loving him before her husband returns. 

This novel, related in the first person, clearly has a 

strong autobiographical element. Julien Farjol speaks of 

the great start to his career with his novels La Villageoise, 

Le Creur Charnp~tre, Ce vieux ciel bleu and of one of his 

plays which have failed. This novelist turned playwright 

was Guiches himself, thinly disguised. He recognises that he 

has gone the way of all who move to the capital and become 

professionals, losing their true inspiration. 4 

The house taken by Farjol in the Cevennes is La Frarny, 

3 kilometres from Montech. Again, this is an easily recog-

nisable corruption of Carny, the village 3 kilometres from 

Luzech and also from Albas, where Guiches had his own house 

from which he could see the church at Albas. Guiches' house 

was clearly the model for La Frarny, which, Farjol tells us, 

is lila maison qui regarde", with windows which "flarnboyaient 

de soleil couchant et dont les regards noircissaient sur 

la paleur des jours. 1I5 

In his survey of Guiches' life and works Henri Austruy 

quotes from a letter from an admirer of Les Deux Soldats, 

Pierre Vallet, in which he indicates his appreciation of 

Guiches'portrait of provincial life at such a time: 

Vous avez su imaginer l'~e de la terre et 
vous m'avez appris qu'en dehors de la 
trepidante de Paris, il y a une autre vie, 
beaucoup plus rude, beaucoup plus ardue, 
mais autrement agreable et utile. vous avez 
bien su montrer comment sont les paysans, 
leurs labeurs ecrasants, leurs soucis et 
leurs joies. Votre petite zelia est une 
vraie paysanne avec toute sa naivete et , . 
toute sa poes~e.6 
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The moment, in some respects, was right for such an 

appeal to the sentimental and patriotic upsurge in the hearts 

of the French people. Pierre Vallet, a Paris lawyer, was 

perhaps typical of them. He was, on the other hand, not a 

reliable judge of provincial life. Not everyone would have 

agreed with his assessment of the girl in the country as being 

always naive and poetic. Nevertheless his reaction to the 

novel is a clear indication of its style and impact. 

Guiches was returning to the subject of Quercy after a 

prolonged absence. This, in itself, led him to an over-

sentimental reaction to it. Add to this the strong feeling 

of patriotism, which Guiches clearly felt and was equally 

anxious to convey, and the result is a powerful evocation of 

an idyllic countryside in which strong forces of loyalty, 

dedication and self-denial are uppermost. This is a long 

way from the atmosphere of insidious corruption in L'Ennemi 

or the portrait of harsh reality in Celeste Prudhomat. 

In its way it was nonetheless an effective story and 

the Academie Francaise awarded it the Prix Nee. To his 

portrait of the noble national patriotic effort Guiches 

brought all his rhetorical skill. The description of the 

threshing machine at work is a typical example of the quasi

religious evocation of patriotic toil: 

••• Dans la poussiere pailletee d'or, on ne 
pe:~oit que des silhouettes enjuponnees de 
nOlr ou le torse blanc ceinture de rouge, 
s'affairant autour de la machine sombre d~nt 
le mince tuyau lance precipitamment des 
bouffees de vapeur. Debout et faisant corps 
avec elle, un homme coiffe d'un chapeau de 
cure, portant des lunettes a verres noircis 
et une barbe de missionnaire, une barbe 
sauvage, a l'air de reciter des prieres en 
touchant a des choses qui s'animent sous ses 
doigts, des pistons qui vont et viennent, une 
courroie qui se deroule, une porte qui s'ouvre 
decouvrant un enfer flamboyant. C'est une 
messe a la fois mecanique et mystique. (Les Deux Soldats, 

p.l44) 
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Again, the exacting work of exploiting the land is given 

a poetic direction: 

C'est lent, c'est reflechi, c'est solennel, 
c'est poignant ce terrible coup de collier 
donne par cette troupe d'enfants, de femmes, 
de vieux, surtout de vieux, a qui la terre 
prit leur jeunesse, et de qui maintenant 
elle eut la vieillesse. On dirait une 
assemblee de debiles et d'informes s'excitant 
a la danse. (p.183) 

This strongly lyrical evocation of Quercy is accompanied 

here by a reaction against the difficult struggle he had had 

in Paris in the early part of his career. As for many others, 

1914 marked the end of an era for Guiches, more so than he 

realised. Les Deux Soldats is not only a work of popular 

patriotism, it is also a recapitulation of personal experience, 

of loves and hates, success and failure: "Le Paris dla- present 

on ne pourra jamais assez l'aimer ni l'ad.mirer." but this is 

not true of the past: "Ah! vous croyez qulon y recompensait 

Ie talent et qulon y couronnait Ie genie? 
1\, , 

Une melee epouvan-

table ou, si on voulait attraper a peine de quoi vivre, il 

fallait jouer non seulement des coudes mais des poings, des 

pieds et m~me du couteau!" (p.292) 

His affection for the contemporary Paris is confirmed in 

En Vacances (1924): in which he recounts the holiday he and 

his family spent in Quercy in 1914 from July to October. It 

is also relevant to note that after war broke out in August, 

he remained for only two months in Quercy, during which he 

tried to be of service in propaganda, to help the people to 

know what was happening and give them confidence. He quickly 

realised, however, that he would do better to stick to his 

own job as a writer and that he must return to Paris: 

Je veux participer aux peines, aux angoisses, 
et aux rares bonheurs des ~tres qui m'entourent. 
Si! Je veux travailler, mais prenant rna part 
des grandes emotions creees par Ie moment. Je 



veux communier avec elles, et pour cela, il 
est absolument urgent de change 'r d' atmosphere. 

(En Vacances, p.178) 
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The truth was, therefore, that his love of Quercy was a 

nostalgic love, which depended on his seeing it from afar 

with occasional brief visits. He needed Paris with its 

noise and its activity just as much in 1914 as he had when he 

started his career there in 1881: "Si je ne me m~le a la 

vie de Paris qu'au theaxre et chez quelques arnis je ne l'entends 

pas moins vibrer autour de moi ••• Si 9'ouvre rna fenetre je 

me laisse un moment avec delice assourdir par son fracas de 

bataille." (p.2) The Julien Farjol who put his hand to the 

spade and the plough in Les Deux Soldats to save the harvest 

was not Gustave Guiches, although he would perhaps have liked 

it to be. 

Maurice Donnay tells us8 how Guiches' life changed after 

the great pre-war successes in the theatre, how he worked 

again at the novel, striving to win back the interest of the 

public. Post-war France was a different world' J however. 

Donnay refers to "les l'1U!urs nouvelles" of the beginning of 

the century and of Guiches' difficulty in adapting himself 

to them "par la delicatesse , par un dedain distingue." This 

was much more true of the post-war Guiches in a society bru-

talized by war and in which the subtler aspects of human 

behaviour were forgotten. 

L'Homme qui Parle, published in 1920, was little different 

from Trop de Zele, written twenty-two years earlier. This 

time it relates the unsuccessful marriage of a romantic 

adventuress Therese Mauzel to a Spanish political adventurer 

Emilio d'Alvegar, and the infatuation for her of a Paris 

lawyer, Philippe Lardier, who has been engaged to secure the 

annulment of the marriage. The action, set against the 
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background of a Louis XIV f~te in seventeenth century costume, 

with Lully's music, and against the lawyer's apartment with 

its interesting history and its collection of miniatures, 

including plates by Felicien Rops, seems as remote from post-

war France as the old aristocracy and demi-monde were irrele-

vant to the new men and women of France. The pre-war era of 

dilettantism had been replaced by problems of more practical 

immediacy. Guiches' descriptive skill was not enough to save 

the novel. In the lawyer's apartment were: n ••• les boites a 
bouquins qui lui riaient au nez a pleines machoires, decouvrant 

leurs vieux livres noirs en rangees de chicots. n9 

From the legal, Guiches now turned to the political arena. 

The political ferment of the post-war era as well as the pre-

war years was a subject of interest to most. Similarly, the 

growing role of the working class and left-wing labour move

ment on the political scene was a feature of contemporary life 

which could not be ignored in the post-war years. Zola had 

written powerfully of the exploited mineworkers in Germinal 

in 1886, exploited by the bosses and victims of the capitalist 

system. Guiches' novel Le Tremplin (1919) and its sequel 

La Tueuse (1921)10 updated the story by depicting the exploi-

tation of the working class by its own leaders. 

Not for the first time in Guiches' novels the stage is 

dominated by a man with a great gift for the spoken word, a 

man who could hold and move other men to action or tears by 

the power of his oratory. Guiches himself was a widely 

appreciated raconteur and his novels and journalism testify 

to his skill in manipulating the written word. But the power 

of the spoken word had also always fascinated him~ lawyers 

who could plead a cause, politicians who could sway crowds, 

had featured in many of his novels. 



He writes in Le Banguet of meeting Georges Clernenceau 

in 1893 at the house of Alphonse Daudet in the rue Belle-

chasse: 

Je Ie regarde, effare. Tant de luttes~ 
tant de plongees, tant de remontees, tant 
de haines, tant de coleres, tant de ran
coours, tant de frenesies, d'arnbitions, de 
gloire, de vengeance, s'accumulent dans 
cette poitrine qui encore plastronne. 11 
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But the inspiration for these novels was undoubtedly the 

man who, before Guiches, had left Quercy to make his name in 

Paris, Leon Garnbetta (1832-1882). Garnbetta was a native of 

Cahors. Guiches had seen him in 1880 on the occasion of 

Garnbetta's visit to Cahors to inaugurate a monument to the 

'Gardes mobiles du Lot': 

II s'etait fait violence, car il lui repugnait 
de retourner dans la ville natale qui avait 
poursuiv:i a coup de pierres, sa voi ture de 
fugitif, dix ans auparavant ( •••• ) Ce fut 
d'abord comme Ie sourd farfouillernent d'une 
chaudiere qui bout. Puis soudain la parole 
s'affranchit, bondit au dehors cornrne si, en 
elle rugissait Ie clameur de tous ces heros 
morts dont il prenait les commissions de 
revanche ••• et sa parole, la seule au monde 
qui put affronter l'espace, s'y ruait cornrne 
l'ouragan, y lan9ait des eclairs, y roulait 
Ie tonnerre jusqu'~ ce que, finalement, ce 
miraculeux evocateur eut fait lever, a nos 
yeux, l'aurore du demain triomphant! ••• 12 

The hero of Guiches' novels, Alexandre Fraizal, like 

Garnbetta, is an advocate with the sense of vocation and 

eloquence of a leader. Guiches describes his humble origins, 

son of a workman and a servant girl, a badly behaved but 

outstanding pupil, a rebel with an acute sense of theatre, 

intolerant and arrogant, ruthless in using his enemies and 

his friends to achieve his aims. He helps his friend 

Fran~ois Carrnier in order to win the financial support of his 

wealthy father. Once he has reached a position of power in 

the government he shows scant respect for his loyal friends. 
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In the first of the two volumes Guiches reveals the 

idealist, already arrogant and ruthless but in the name of 

his ideals. His essay in a school examination indicates his 

philosophy: 

La conscience impose a l'homme au pouvoir Ie 
devoir de se rappeler qu'il n'est rien par soi
m~me, qu'il est l'elu du peuple, qu'il ne vit 
que par sa vOlonte, comme elle impose au 
peuple Ie devoir de s'elever, de monter, de 
toujours monter! Que Ie peuple conquiere, par 
1 'instruction, une force intellectuelle et 
scientifique, que se sachant l'intelligence 
comme il se sait Ie nombre, il ait la notion 
de sa toute-puissance!13 

By 1883, when, Guiches tells us, Fraizal was writing these 

words, Leon Gambetta had been dead for a year, but ten years 

later Georges Clemenceau was still forecasting for the 

future the realisation of representation for the vast masses 

of the people, "who, having force and legitimacy on their 

side, are therefore invincible.,,14 

Fraizal takes part in a strike at the factory of his 

political rival Paraire before the elections, a strike with 

its confrontation between strikers and troops and consequent 

bloodshed. Such scenes were famili a r to readers of Germinal, 

but in Le Tremplin they are softened by the theme of love 

between Fraizal and Berthe Paraire, his rival's wife. Le 

Tremplin tells the dual story of Fraizal's victory over 

Paraire in the election and in his private life, since Fraizal 

leaves for the Chambre . des Deputes in Paris together with 

Paraire's wife. 

Guiches himself, as we have seen, had previously shown 

no interest in politics. He had never before written about 

the ordinary people and their difficulties, nor did he ever 

indicate that he understood what was happening to the working-

class people of France. I f he had, he would probably have 
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written his story twenty years earlier when the facts were 

more contemporary and urgent. Nor had he much sympathy 

perhaps for people in the mass. More than once in his novels 

and memoirs · he wrote critically of the fickleness of public ' 

feeling. 15 But as a psychologist, interested in character 

and the effect of events upon character and personality, he 

was studying here the effect of politics on the lives of 

Fraizal and Berthe, among others, as he had studied the effect 

of phylloxera on Chavasseur and his family thirty-three years 

earlier. Where phylloxera was the enemy not only of the 

farmer, but also of his happiness, so politics is the killer 

of loyalty and truth between husband and wife and between 

friends. 

Huysmans and Guiches frequently regaled each other in the 

1890s with stories of the lapses of ministers and politicians, 

and of the hypocrisy of people in high places. 16 Guiches puts 

the knowledge of parliamentary intrigue and manoeuvring, 

which he had acquired over the years, to effective use in 

La Tueuse. The story of Fraizal's road to the betrayal of his 

belief in the sanctity of the will of the people is told in 

clear terms. Fraizal, travelling with Berthe to Paris, starts 

out in a 3rd class compartment, but at the first stop changes 

to 1st class: "Tu ne penses pas que nous allons voyager dans 

une boite infecte, en compagnie de paysans qui nous empes~ 

teraient avec leurs victuailles." (p.14)17 

The other deputies whom Fraizal gathers round him hoping 

to use them for his own ends, are the negation of all Berthe's 

fondest hopes for an honest 'salon politique'. She is dismayed 
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by the vile intrigue and scandalous conduct which fills their 

lives, by the corruption openly indulged in by them, by their 

unscrupulous greed for money and their attempts to ruin their 

adversaries. Guiches well knew that these were a feature of 

the deputy's life, when the centralisation of power in Paris 

led to therorruption of ministers and deputies by those in the 

provinces who sought advancement: 

II n'etait question que de scandales dont la 
revelation faisait pousser de petits cris de 
ioie, d'affaires de pots-de-vin qui allaient 
etre ebruites par des bookmakers,de tresoreries 
et de perceptions litteralement vendues, de 
cheques touches pour des concessions de mines, 
de gabegies, d'extorsions, de chapardages, d e 
pillages, d 'immondes histoires de mreurs, tous 
les pots aux roses qui etaient des pots 
d'ordure qu'on alla.it deballer. (p. 64) 

To Berthe's protest that these men are not the ones 

Fraizal should associate with, that those who succeed are 

not like that, Fraizal retorts, and Guiches seems to say with 

him: "lIs y ont tous passe! ( ••• ) II n'y a que les lames de 

fond qui portent au sommet." (p.66) Guiches wrote to his 

publisher: "La Tueuse c'est la politique d'inter~t personnel ••• 

II n'y a d'attaque dans mon livre que la politique d'egoisme 

et ceux qui la pratiquent avec Ie plus de cynisme seront les 

premiers a applaudir." (See Appendix A (viii» 

Predictably, Fraizal's marriage with Berthe is threatened 

as he takes one mistress after another and his moral credit 

with Berthe suffers on both private and political levels. 

The episode in which Berthe obtains letters written by Fraizal 

to the Princess d'Altenberg points clearly to Guiches' sources 

of information. In these: 

II critiquait, il bafouait, outrageait son 
propre pays, axtestant que, par moments il 
avait honte d'etre Fran~ais, reniant ses 
idees, insultant son parti, passant en 
revue Ie monde politique et salissant ses 



arnis comme ses ennemis par de si effroyables 
revelations et de si boueuses calornnies, que 
Paraire avait raison, quelques lignes seule
ment de cette correspondance etant publiees, 
toute la vie publique et toute la vie privee 
de Fraizal en seraient ignominieusement 
aneanties du coup. (p.193) 
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This is clearly inspired by letters referred to by Huys-

mans in the course of conversations with Guiches about the 

affairs of politicians which came to his attention during his 

work at the SQrete Generale of the Ministere de l'Interieur. 

Huysmans told Guiches that, while the whole of France was 

f~ting General Boulanger, he had copies of love letters 

in which lice vieux gosse d'imbecile ecrit a la femme qu'il 

aime et qui est peut-etre envoyee vers lui pour l'emp~cher 

de nuire!" 18 According to Huysmans, the general's private 

words were a denial of his public image and he quoted to 

Guiches an extract which Guiches recalls in his memoirs: 

liMa bien aimee, si tu savais a quel point ces imbeciles 

m'emb~tent et me torturent, et comme je les deteste d'emptcher 

que je sois tout Ie temps aupres de toi ••• 11 

Guiches' portrait of a successful politician, and man of 

destiny is a blend of arrogance and ambitious political 

fervour. At the height of his success, he engineers a strike 

in Montvalent, his home town, simply to afford himself the 

triumph of solving it and win back the admiration and devotion 

of his mistress. But his plan misfires and results in a riot 

with the deaths of two strikers, and his being driven from 

the chamber with cries of assassin. Only the character of 

Berthe supplies the genuine, life-size affection of ordinary 

humanity in this story. Everything else is larger than life, 
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appropriate to the world of politics, but perhaps, in the 

long run, a too-rich recipe of fervour and intrigue. The 

character of the German princess is a caricature of feutonic 

arrogance. The political atmosphere of the end of the nine-

teenth century and the beginning of the twentieth is faithfully 

reproduced. The original models for the political figures 

which appear in the novels could undoubtedly be pursued 

further, although probably none are exact replicas. 

Guiches allows himself a gibe at the pre-war politicians 

who allowed France to become such easy prey to aggression: 

Devant la menace etrangere, on comprenait 
enfin vers quel ab~e nous poussaient ces 
incapables et ces malfaiteurs qui regardaient, 
avec l'incr~dulite de leur criminelle sottise, 
notre premier appareil volant quittant pour 
la premiere fois Ie sol et condarnnaient 
l'inventeur a une vie miserable, qui votaient 
pour l'aviation des credits inferieurs de 
trois millions aux credits allemands ••• (p.222) 

This picture of internal French politics is thrown off-

balance by the climax of the story, the news of the murder of 

Archduke Franz Ferdinand of Austria, on June 28, 1914, which 

brings to an abrupt end the ambitions of the Princess in 

France and unexpectedly brings about the reconciliation of 

Berthe and Fraizal in a surge of patriotic emotion: 

••• ils plongerent dans Ie fleuve chantant 
ou ils furent aussitSt deux petits flots ' 
m~les aux flots qui roulaient les destins 
du pays vers Ie beau rivage aper~u la-bas ••• 
au loin ••• si loin ••• Ie rivage inconnu! ••• (p.254) 

Once more the note of optimism in the conclusion does 

not carry great conviction. The recipe of pessimism which 

had worked effectively in Celeste Prudhomat and L'Ennemi was 

perhaps unpopular in 1920. Nevertheless, since such is the 

message of the novel the optimistic conclusion seems 

inappropriate. 
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Guiches' romantic optimism took over again in his next 

two novels Tout se pave (1928) and La Part d'Amour (1930)20 

The first of these is set against the background of the 

popular sport of motor-racing and in particular rival firms 

of racing car designers and manufacturers. In it Guiches 

tells a good story of the ambitions and love of a young 

racing car designer, Henry Darrouax, thwarted by the treachery 

of his friend Leopold Forghues. For the first time, plot is 

more important than character. Darrouax and Forghues are 

thinly drawn, as are their fathers and Christine des Fairrieres, 

the heroine of the story. The unexpected arrival of a bene

factor who turns out to be Henry's brother by his mother's 

first marriage is an added indication that in this novel 

Guiches has left Naturalism far behind and is trying to judge 

and meet the demands of the new post-war generation. The 

novel, although very readable, has, however, no special 

qualities beyond being a good story. Its setting is Paris, 

but it is vague. The origin of the Darrouax and Des 

Fairrieres families is Quercy, but it has only the briefest 

mention. Guiches was already very interested in the new 

medium of the cinema. He may well have thought that his story 

was 'good cinema'. 

La Part d'Amour in fact tells the story of a film

producer Adrien Coursan, who is making a film called Lauzun 

(the title of a play by Guiches, which he apparently regarded 

as suitable for the cinema). The character of Coursan, that 

of a flamboyant and dedicated pioneer of the cinema, whose 

single-mindedness and rough manners alienate his young wife, 

is the most carefully drawn figure of the novel. His efforts 

to prove to his wife that beneath his boorish exterior and 

behind his enthusiasm for his work, he loves her deeply and 
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suffers from her indifference, combine with her plan to 

elope with the star of Lauzun to form the slim plot of the 

novel. The setting is Brittany and Paris. Again, it is a 

vague setting. Only the film-maker's world is clearly drawn: 

Mais c'est Ie studio qui, de cet organisme 
silencieusement puissant, est Ie cerveau et 
Ie chreur. Vaste et haut cornrne une enceinte 
de cirque ••• Des silhouettes carnavalesques 
vont et viennent, bourgeois et princesse a 
visages de peaux-rouges, prgtres outrageusement 
fardes, religieuses impudernrnent maquillees, 
soldats bachiquement peintudures afin que, 
photographiquement, ce truquage realise la 
physionomie normale des choses, la verite ne 
s'obtenant la qu'au moyen du mensonge. 

(La Part d'Amour, pp.ll0-ll) 

The prose style Guiches had made his own in his early 

novels, developed, through his writing for the theatre, into 

a generally more dramatic medium. Free indirect speech had 

already featured in Philippe Destal (1892). 

Twenty-seven years later, in Le Tremplin, the method is 

still the same. Hearing from an adjoining room that Berthe 

Paraire has persuaded her husband to put up some money to 

buy a newspaper, Fraizal is ecstatic: 

D'un bond, Fraizal revenait A lui. lIne 
s'etait donc pas trompe! La preuve! La 
preuve d'amour! Elle la lui donnait! Et 
cornrne 9a, tout de suite! La joie lui mettait 
des larmes dans les yeux, lui elargissait la 
bouche dans un rire de negre! II en aimait 
Paraire! (p.126)21 

Faced with a confrontation of strikers and militia Fraizal 

considers the situation: 

Maintenant, il n'y avait plus a parler. II 
fallait agir. Et que faire? Le triomphe de 
sa parole Ie conduisait la, pitoyablement, a 
la ridicule et tragique faillite de l'action, 
la, devant les yeux de son rival, car il 
stationnait contre Ie mur de I 'administration, 
en face du perron de 1 'hatel , sous les fen~tres 
m~mes de la salle ou la permanence du conseil 
presidee par Paraire devait deliberer! (p.276) 
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Here we have a blurring of the line between speech, 

thought and narrative, with the author almost involving him-

self in the emotions of his hero. For this is the danger. 

When the personality of a character seems to affect the 

style of the narrative, objectivity is lost and although the 

work acquires a new momentum, the consciousness of the 

liaison between narrator and hero detracts from the effective-

ness of the novel as a piece of objective observation. This 

almost complete domination of Le Tremplin by its main 

character, more than anything else, contributes to its failure 

as a valid and convincing document. La Tueuse, its sequel, 

continues in the same style. Everything, including the 

Chambre des D~pub~s, is seen directly or indirectly, through 

the very subjective eyes of Fraizal. Berthe disapproves of 

the way he is behaving with the Gennan Princess and incurs 

his hatred: 

( ••• ) d~sorrnais il serait interne dans une 
intimite atroce avec la femme qui Ie halssait, 
mais qui ne pouvait Ie halr autant qu'il la 
detestait lui-m~me, car la politique avait 
fait, des amants de naguere, deux ennemis 
irreconciliables, rives par elle, a un eternel 
et infernal t~te a t~te! Ah, l'odieuse 
creature qui s'etait instituee la surveillante, 
l'espionne, la contrSleuse de tous ses actes! 
La joie qu'elle devait eprouver! IlIa lui 
ferait payer cher cette joie hypocrite, plus 
exasperante, sous son masque serieux, que 
si, en s'epanouissant, elle osait Ie braver! 
Ah, il allait la lui faire sortir cette joie 
et la cingler, la cravacher, la faire hurler 
de douleur!22 

Although it might be said that Guiches was narrating the 

life of a powerful orator and an effective propagandist and 

that his novel admirably conveys the force of such a 

personality, the constant, unrelieved emphasis which results 

from this narrative technique is somewhat oppressive. 
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Further examples of a similar use of free indirect speech 

are to be found, less obtrusively, also in La Part d'Amour 

and Tout se payee Here too, they result in a heightening of 

drama and emotion, more akin to the Romantic than the 

Naturalist novel. Coursan is overjoyed at having the promise 

of his nephew and daughter to help him win back his wife's 

affection: 

Quel bien cela lui avait fait! Quelle 
puissance on acquerait ainsi! ••• Plus 
il s'avouait faible, plus il se sentait 
fort! Plus il se montrait ecrase, plus 
il dominait! La premiere fois que cela 
lui arrivait! Ah! s'il avait pu @tre 
ainsi avec Denise!23 

Professor Ullmann suggests that Free Indirect Speech 

enables the novelist to maintain stricter objectivity since 

24 his role as narrator is less apparent. In Guiches ' case, 

however, it becomes clear that it can lead to a less balanced, 

less objective representation. Where the hero is particularly 

forceful or emotional the effect is excessive. 

When he returned to novel writing after the First World 

War, the stylistic fashions of the old century were long since 

dead. Now the more basic features of Guiches ' style were 

visible. They were, for the most part, as we have seen, 

concerned with the faithful representation of reality. But, 

less controlled and inhibited now was his instinctive love 

for the rich flow of words which probably lay behind his 

enthusiasm for the Theatre and his decision to write his 

two political novels. In La Tueuse, Fraizal incurs the wrath 

of the Deputes: 

Trepignant et poings tendus, n'attendant que 
ce signal pour desobstruer les gorges etouffant 
de fureur, elle dechatna contre Fraizal un 
monstrueux et terrifiant charivari ou les 
grondements de la temp~te, les ululements du 
vent, les roulements, les claquements du 
tonnerre, les aboiements de chien, les jappe
ments des chacals, les rires d'hyenes, les 



fracas de choses qui s'ecroulent, tous les 
sons d'~tres et d'objets frenetiquement 
secoues ballottaient et poussaient la m6me 
clameur, la meme huee: - Assassin! Assassin!25 
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We must conclude that either Guiches was unable to throw 

off the Goncourts' mantle and continued to find effective 

the practice of using the substantive in place of the verb -

"les .9rondements, - les ululements", etc., or alternatively, 

that this rhetorical device was an expression of Guiches' own 

delight in the vibrant phrase and echoing apostrophe. His 

frequent choice of manipulators of the written and spoken 

word to be his heroes, his great admiration for Anatole 

France whose eloquent judgement on Zola and the Manifeste he 

t "A t d I " 26 h" t" h d quo es 1n u Banque e a V1e, 1S repu at10n as ost an 

raconteur, all point to a devotion to language and an 

enthusiasm for eloquence. 

In the post-war novel, which could not make up its mind 

between realism and prose-poetry, Guiches seemed to be 

turning back to the past rather than stimulated by the present. 

Where Gide was striving in Les Faux Monnayeurs to write for 

future generations and re-thinking the accepted structure of 

the novel, Guiches was preparing to publish his Souvenirs 

Litteraires. His attempts to be up-to-date with novels 

about the film industry and motor-racing were highly romantic 

idylls, remote in spirit from the basic issues of the post-

war years. His eloquent prose now seemed an irrelevance. 

La Vie Amoureuse de Murat (1930)~7 is the love story of 

Murat and Caroline, sister of Napoleon Bonaparte. Again 

Guiches was on home ground. Murat was born in La Bastide-

Fortaniere in the Causse de Gramat of Quercy stock. According 
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to Guiches, Murat's impetuous career was the result of his 

love for his wife Caroline and, again, his story of Murat's 

rapid rise in the army, his contacts with Napoleon Bonaparte, 

the limitless fire of his ambition, the rewards from Bona-

parte for services rendered and most of all the chequered 

path of his passion for Caroline, make this yet another novel 

full of movement and vigour which seemed destined for the 

cinema screen. This view was expressed in 1936 by Henri 

28 Austruy. 

General Pierre Keller called this work "un simple 

divertissement de lettre,,,29 but Guiches did in fact make 

every effort to turn it into a film, to no avail. 30 

Guiches eloquently conjures up the vitality in the 

personalities of both Murat and Caroline. Napoleon Bonaparte 

and the other figures of history stand in the wings of the 

story as part of the framework of manoeuvre and intrigue 

around the lives of these two headstrong people. The 

background of political scandal which at one time surrounded 

Caroline is reminiscent of the scandalous conduct which 

appears in La Tueuse: 

Mais ne sachant rien entreprendre sans Ie 
pousser a l'exces et stimulee par Ie succes 
qui adoptait, d'enthousiasme, ses plus risquees 
hardiesses, elle lan~a la cour a Fontainebleau 
d'un tel train, sur une telle folie d'amusements 
qu'elle la decha~na dans Ie devergondage. Des 
scandales eclaterent. Mme Junot surprit son 
mari en plein amour avec la jeune femme d'un 
officier de marine et, malgre sa liaison 
presque publique avec Metternich, peut-~re 
~our s'assurer une excuse, elle n'hesita pas 
a faire un attroupement et a pousser des cris 
qu'entendit l'Empereur. (La Vie Amoureuse de Murat, 

p.133) 
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Caroline Bonaparte is the last of the line of Guiches' 

heroines who exhibit a stubborn independence and determination. 

Murat is the last of Guiches' heroes, driven by a vital sense 

of destiny and the need to bask in their personal glory. 

When Murat exclaims: 

Qu'est-ce qu'ils diront de 9a a la Bastide? 
Le pere! La mere! TOus! Tout Ie village! 
surtout cette stupide Mion, qu'il avait honte, 
a present, d'avoir aimee et qui ne faisait 
pas de difference entre un garde-champetre 
et un chef d'escadrons! He be! qu'est-ce 
que vous dites de 9a, vous autres? De ce 
petit garnement de sabots qui pataugeait 
dans l'ecurie de I 'auberge, parti soldat de 
la Bastide, devenu general et epousant 1a 
sreur de Bonaparte! (p.52) 

We are reminded of so many of Guiches' characters but 

especially Guiches himself who had set off for Paris forty~ 

nine years earlier to make his name as a writer and had been 

very anxious to impress his parents with his success. 



(ii) An unpublished novel - ~ (1935)31 

Of all his contemporaries Guiches was the one who 

probably enjoyed the reputation of indulging least in the 

excesses of Naturalism. His vinegrowers in L'Ennemi, for 
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all their bitterness and stubbornness, never for a moment 

return to the rule of primordial urges which characterizes 

Zola's peasants in La Terre. The doctrine of the suitability 

of sexual licence in literature, propounded by Zola and 

adopted by so many of his disciples, seemed to leave Guiches 

relatively untouched. This is not to say that the pages of 

his novels and short stories are entirely free from such 

matters. Indeed, most of his work deals with the relations 

between men and women and, since the close study of the 

emotions of the individual in society are an essential part 

of Guiches' literary production, sexual passion and ambition 

have a necessary place. Occasionally, however, the sexual 

proclivities of his characters lean so perilously close to the 

original and extreme as to risk scandalising some of his 

readers. Jayan's memories of an earlier attack of venereal 

disease and his sensual vision of Esther ravaged by the 

same scourge shocked at least one critic of L'Ennerni.
32 

Philippe Destal, recapturing and savouring the memory of his 

late wife's love-making by listening outside his second wife's 

door to her making love with her lover, is another instance 

of unusual facets of sexual behaviour which came from Guiches' 

pen. These isolated examples are not, in fact, so divorced 

from the rest of Guiches' thinking. The sexual wiles of men 

and women are a fairly constant theme in his short stories, 

with their humorous satire on modern society's cynical attitude 

to marriage and fidelity. His first novel, moreover, had 

Celeste Prudhomat deliberately making herself pregnant by 



another man in order to force her lover to marry her and 

finally an unsuspected admirer attempts to ravish her dead 

body. 
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Frankness and boldness in the treatment of sexual matters 

was, therefore, never entirely absent from Guiches' work, 

but they did not play such a predominant and eXplicit role 

as in some writers' work. It is for this reason that Guiches 

had a reputation for moderation. It comes as something of 

a surprise, therefore, to find in his very last and unpublished 

novel, a frank and uncompromising study of homosexuality. 

~, in which the distinction is made between the "pilards" 

and thelJfa9ards", was finished in 1935, just before he died. 

Its controversial subject and the either intended or acci

dental resemblance of one of its main characters to a living 

person, pasuaded Guiches' advisers that its publication was 

undesirable. One of these was Jean Pages, his nephew, who 

told me himself that he read the typescript and that he 

considered it unsuitable for publication as a well-known 

newspaper proprietor might recognise himself. 

Undoubtedly, Guiches' closest friends and advisers were 

rather surprised and embarrassed by the subject. It may be 

that this was the reason for their disrecommendation. In the 

1970s, in a different moral and literary climate, the novel 

may be ' seen in a different light. Had he lived, Guiches may 

well have disregarded his advisers, anyway, as Gide' did over 

the publication of Corydon in 1924. He was certainly still 

working on his novel shortly before his death. If he had 

succeeded in having it published, he would undoubtedly have 

surprised his public, for it not only ran counter to the safe, 

uncontroversial pattern of his recent novels, it was also an 

unlikely break with tradition for a seventy-five year old 



"mattre". 

The novel is interesting from a number of viewpoints. 

To begin with, despite the controversial nature of its 

subject, there is a fundamental autobiographical element. 

The basic story is one that recurs in so many of Guiches' 

novels. In this case it concerns two young men who attend 
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a Catholic school in Flottes, a thinly disguised Cahors, and 

who, on gaining their baccalaureat, move to Paris to further 

their ambitions. On this straightforward and familiar back

cloth, Guiches superimposes two completely new elements. 

First, the more dynamic of the two young men is a compulsive 

homosexual. The novel relates his efforts, alternately 

patient and impetuous, to induce his heterosexual friend to 

respond physically to his affectionate devotion. Secondly, 

unlike the earlier autobiographical and literary precedents 

in Guiches' life and work, the two young heroes do not set 

off for the capital envisaging a long, hard, patient struggle. 

On the contrary, Reno, the leader, is already a millionaire 

and, during their train journey to Paris, where he plans to 

be the business manager of his writer friend and the architect 

of his success, he negotiates, according to plan, the purchase 

of an important interest in an influential newspaper, thanks 

to a chance encounter on the train with a newspaper director 

with similar homosexual proclivities. 

Herein lies the dual interest of the novel~ the develop

ment of the portrait and analysis of homosexuality, on the 

one hand, and the expose of the world of newspaper publishing 

on the other, both linked and united in the central character 

of Reno Dossun. His friend, Fran90is Logeur, the sensitive 



238 

writer and orthodox human being, is a colourless character 

by comparison. Guiches has invested all the vitality and 

potential menace in the character of Reno. He dominates the 

novel with his obsessions, his ambitions and his problems. 

He is portrayed as a charming and attractive young man, who 

wins all hearts, while underneath he is a slave to a vice 

which drives him to corrupt all the boys in school and outside, 

who attract him. He has the reputation of a generous youth 

who gives to organisations protecting the poor. In reality, 

it is a cover for his ceaseless search for young boys. He 

has been expelled from three schools and only his mothe~s 

powers of persuasion and her money have enabled her to find 

another school to take him. His love for her is the third 

dominating passion of his life, but she is horrified by her 

son's ways and sees his friendship for Fran90is Logeur as 

his only redeeming feature. 

Guiches, underneath this story of ambition and deviation, 

has portrayed the classical internal struggle of the hero 

against his fate. Reno is aware of the demon within him which 

he cannot control and which, he is afraid, may destroy him and 

others: 

Je porte en moi un mal qui s'est developpe. 
Un mal moral, une sorte de demon qui me 
harcelle, qui me torture, qui menace rna vie, 
la tienne aussi. (Manuscript of ~, p.7)" 

He seeks help from confession to a newly arrived priest. With 

the help of the priest, Guiches analyses the tortuous 

predicament that fate or heredity have wrought on Reno Dossun. 

After reviving echoes of Phedre pursued by her guilty love 

and doomed to destruction, Guiches now invokes a biblical 

parallel in his account of how Reno first became aware of his 



affliction at the age of eight, while clinging to a tree 

in the garden of his house. The parallel of the Garden of 

Eden is implicit in this, suggesting as it does that what 

happened here was a natural phenomen~,even though generally 

regarded as unnatural: 

II s'offrait a moi comme l'arbre de la 
science et il me revelait la volupte que 
je pouvais obtenir de mon corps! Un 
arbre! Et on dit que j'ai des goUts contre 
nature. (p.14) 

239 

We are told how Dossun's friend rejected his advances, but a 

year later others did not. Guiches pursues his analysis of 

the attraction: 

Et aussit8t je sentais que rna vie quittait 
mon cerveau, desertait mon coour et refluait 
toute palpitante et furieuse au centre de 
moi-m~me. (p.16) 

The initially hostile priest becomes syrnpathetic~ clearly an 

example we are intended to follow. As he encourages Dossun 

to tell his story, Guiches' intention to explore the predicament 

of the homosexual becomes increasingly apparent. His method 

is a combination of mythology and modern psychological 

analysis: 

L'arbre de la science m'avait donne 
la seve empoisonne ( ••• ) Le vice etait 
implante en moi et jamais plus il ne me 
quitterait. (p.14) 

This not very scientific explanation is followed by factual 

details of Dossun's early adventure with a precocious girl 

cousin, after the manner of a psychologist's case history. 

His unhappy experience with her confirms him in his first 

preferences. What soon begins to distress him, however, is 

that his "co-disciples" grow out of this stage of growing up 

as soon as they are fifteen years of age and begin to turn 

their attentions to the opposite sex. What is more, they 

are ashamed of what they have been doing. 
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Dossun's reaction is significant: "Je suis done un ~tre 

a part, un infd.rme, un fou? Peut-~tre!" (p.19) He asks his 

mother if it can be a vice he has inherited. She assures him 

it is not. Doctors, when consulted, smile and tell him that 

he will grow out of it. He is, therefore, left alone with the 

knowledge of his abnormality, which begins to horrify him. 

In an effort to force himself on to the right path, he compels 

himself to seek the company of women. However, as he has 

neither the inclination nor the patience to allow a normal 

relationship to develop with a woman, he seeks them out where 

they are most easily accessible: 

Alors les bas-fonds de la crapulerie et de 
l'obscenite. Je n'y trouvai que Ie vice 
bourgeois, plus ignoble que l'autre par son 
hypocrisie, Ie vice a collet releve qui se 
couple, la nuit dans les ruelles des chambres, 
la crasse des draps et la souillure des corps! 
Horreur! J'en ai vomi de degout! (p.20) 

By comparison with this, Dessun cannot believe that his love 

for his friend is blameworthy. For Guiches' lengthy examina-

tion of Dossun's homosexuality has two purposes. It investi-

gates, boldly and with a good deal of objective sympathy, 

the facet of society and morality which at that time was not 

much discussed or written about. It also presents to the 

reader the nature of Dossun's affection for his friend, 

Logeur, and the torment caused by the latter's failure to 

reciprocate. Guiches' sympathy for Dossun's agony, however, 

does not exten·d to condoning his practises. Through the 

priest, Achard, we are reminded, with Dossun, of the fate 

which awaits those of his persuasion: 

Imaginez donc 9a, la tapette de soixante 
ans, Ie vice en robe de chambre! La 



debauche en pantoufles. ( ••• ) Un ramassis de 
malheureux malades, quelques-uns congenitaux, 
d'autres contamines. Des detraques incurables, 
des maniaques exasperes, des rates de I 'amour, 
des debauches impenitents. (p.2I) 

Dossun, afterwards, mocks at Achard's advice that he 
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should turn his attention to women. There is no simple cure 

for him. But the immediate problem which arises is Fran90is 

Logt~'s love for a local girl. Dossun's plans are that he 

and Logeur shall go to Paris, to work together. His friend's 

love for Marcelle is an intolerable interference in his plans 

and an unthinkable rival for Logeur's affections. By skilful 

manipulation of some facts about Marcelle's mother and 

Fran~ois' father, of which Fran90is was unaware, Dossun manages 

to persuade him to break with Marcelle but not before Dossun's 

almost demented anger at Logeur's protestations of true love 

has revealed the dangerous tightrope on which they are 

walking: "Vous criez l'un apres l'autre comme des b~tes en 

chaleur. Saligauds que vous ~tes! ( ••• ) Tu n'es . qu'un salaud! 

Un miserable ingrat! ( ••• ) Ah! tiens! Tiens, je t'etranglerais! 

Si cette saloperie-Ia ne me cassait les reins et me foutait 

par terre sous Ie coup d'une douleur atroce, je t'etranglerais 

si les sanglots ne m'etranglaient moi-m~me." (p.46) 

Reno has won his first battle. Marcelle, whose mother, 

Franyois now knows, was the mistress of his late father, is 

now rejected. In order to consolidate his position, Reno 

realises he must give Fran~ois something to take Marcelle's 

place and keep him occupied until t~ey go to Paris together. 

His solution is to introduce Fran~ois to the town brothel. 

Reno's affection for his friend is deep and sincere, but it 

cannot be complete for him until it also satisfies his 

physical need. For this he is prepared to wait, estimating 



that his generosi t y and his plans to spend money launching 

Fran90is on a literary career will event ually bring their 

reward . The novel tells how nearly successful he is in his 

strategy and how, and with what predictable f e roci t y, he 

reacts when Marcelle reappears and wins Fran90is back f r om 

him at the last moment. 

'Ilhe novel contains two r emark able episodes. The f irst, 
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reminiscent of La Maison Tellier of Maupassant, is t .he brothel 

scene. This chapter, entitled La Petite Famille, describes 

the familiar scene of gaiety and pleasure under the capable 

and motherly eye of its "madame". Madame Amable i s a regul ar 

attender at mass and the house is portrayed as a happy human 

retreat from the cares of the world: 

C'est exclusivement au "17" que, chaque nuit, 
les clients citadins viennent se delasser du 
travail, des soucis de menage, de la monotonie 
de la vie conjugale. Se reposer de s'~tre 
une journee entiere, contrain~a se montrer 
corrects et vertueux. S'accorder enfin 
quelques bonnes heures d'agrement et de sin
cerite dans Ie commerce galant de femmes peu 
v~tues. (p.58) 

The atmosphere is joyful. Madame Amable has placed a bell 

by the door for the use of one of her customers who is anxious 

not to be seen. Unfortunately, he is short-sighted. He 

usually has to be shown where it is and the girls hang 

all sorts of kitchen utensils on the bell wire so that his 

attempts to be discreet are unsuccessful. The other r egulars, 

who arrive later, include a former mayor of the town, a 

nurseryman and a theologian who asserts that: "l'homme ne 

peche qu'avec la permission de Dieu." 

Fran~ois, whom Reno has taken there in a desperate effort 

to keep him away from Marcelle, finds both the girls and the 

atmosphere intoxicating. His enthusiasm does not please 



Reno but it is irr,epressible: 

Pelote par des mains farfouilleuses qui 
caressaient tout en faisant les poches, 
chapardant cigarettes, bonbons et meme la 
monnaie, il se debattait riant et e xcite 
par ces assauts de bras, de jambes qui 
l'etreignaient comme pour grimper a un 
m~t de cocagne. Fievreusement il palpait, 
evaluait, expertisait, et, tout a coup, 
son choix fait, il entourait la tail Ie 
de la preferee et l'entralnait hors du 
groupe. (p.76) 

Reno takes a carbine to the house to help Madame Amable 
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get rid of the rats. Unfortunately, to her great annoyance, 

they reappear in the cellar. As their baccalaureat examina

tion draws nearer, Reno and Franyois, study hard at Reno's 

house until the early hours and on their free days they 

continue their studies at the brothel. Reno practises his 

German with Freyda, a German girl, and Fran~ois his Spanish 

with Carmen. 

Guiches succeeds in conveying the effervescent happiness 

of this well-run "house" with its family atmosphere. However, 

Guiches' brothel is to witness different scenes from Mau-

passant's, and the episode ends on a jarring note for 

Fran~ois. Reno decides to hold an end of term celebration 

for all his friends at number "17". with the connivance of 

the girls and some of the boys, he plans to turn it into a 

revival of their "dormitory games", as an excuse to make 

physical advances to Fran9ois. In the event, Franyois 

reacts violently and with revulsion. It is a crisis in their 

relationship. Franyois' mother, believing that Reno has 

saved her son from involvement with the hated Marcelle, 

persuades him not to break with Reno. 

The second remarkable episode is a visit made by Fran~ois 

to the homosexual underworld, to find out what it is that 

has so conquered Reno and occupied his evenings and nights 



so regularly since their arrival in Paris. In the chapter 

entitled Ces Messieurs-Dames, Francois hears first about a 
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handsome young man who changed hands for four hundred thousand 

francs, together with his mother. At the party he attends, 

accompanied by a guide, a near-naked young man finishes his 

dance and then all uncommitted observers leave~ The remainder 

form couples. Fran90is is introduced to several of them, 

learning of their affairs and their problems. until that 

evening Francois believed that Reno and the newpaper director, 

Mauroux, were rare exceptions, but here he is being initiated 

into an abnormal world whose existence he has not suspected. 

There are hundreds at the party: 

Tous seduisants, devoues et traitres tour a 
tour, maniant la caresse, Ie couteau, Ie 
revolver ou Ie poison. lIs se sentent par 
Ie vice inavouable, tapis au fond dleux
m~mes, condamnes a une hypocrisie gr~ce a 
laquelle ils se faufilent dans toutes les 
carrieres, tous les pays du monde, Arts, 
Sciences, Lettres, Politique, Commerce. 
Dans les Litteratures qui slen amusent, 
les armees les tolerent, la justice qui les 
juge et la religion qui les absout! (pp.181-182) 

Fran90is finds himself intrigued by these vivacious people 

and by the way they talk~ he is particularly impressed by one 

young man who calls him "mattre". 

This elegant setting, the friendliness of those present 

and the way they seem to understand and admire his work 

make a deep impression on Fran~ois and he is in danger of 

coming under their hypnotic influence. Guiches seems to be 

suggesting that this corruption is so insidious as to easily 

ensnare the curious and unsuspecting bystander. On the 

other hand he describes so precisely the behaviour, appearance 

and dress of the participants that it would normally be 

quite impossible to identify oneself with theffi.o Fran~oisl 
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vulnerability arises from his utter dependance on Reno and 

his desire to please him. As soon as he finds Marcelle again 

this abnormal influence falls away. 

We, inevitably, ask ourselves the question: why did 

Guiches choose to write about this subject? The answer can 

only be that he saw evidence of its existence and that he 

found it to be a valid literary subject. It may well be that 

he encountered adherents of this persuasion in the course of 

his career, perhaps in the world of journalism, which he knew 

well. It is undoubtedly remarkable that, at the age of 

seventy-five, when his success and output were waning, he 

should have decided to brave the censorship of his friends 

and to be bolder and more outspoken than ever before. Perhaps 

he hoped in this way to attract the attention of the public 

which he had not succeeded in conquering convincingly for 

about twenty years. 

It is also relevant to consider whether the story might 

have been planned or indeed written earlier, although there is 

no reference to it in any of Guiches' notebooks, which span 

most of his career. 33 The story starts in 1894 and the 

atmosphere and the world it describes belong to that period. 

The men of literature revered by Reno and Fran~ois belong to 

that time also. It was, of course, a period that Guiches 

remembered well. His memoirs had dwelt affectionately on 

the events and the writer's world of those days. Furthermore, 

the subject of homosexuality among newspaper editors was 

better set in a comparatively remote period, to avoid possible 

identification with any practising journalist of 1935. But 

there is so much of Guiches' own experience in this novel 

that its setting is undoubtedly a very important factor. 
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In a multitude of ways the novel is something of an 

exercise in nostalgia. For the last time he relives his 

school days, the boarding school with the 'pions', the 

rowdiness of the boys, occasionally the rebellious reaction 

to authority. Perhaps his affection for his own mother is 

reflected in Fran~ois Logeur's devotion to Berthe Logeur. The 

fact that both the boys' mothers in the novel are widows may 

well be a confirmation of Guiches' enduring regard for his 

mother and, by omission, of his continuing absence of feeling 

for his late father. Like Guiches, Fran~ois has to return 

to Flottes for his mother's funeral. 

At each stage of the first train journey from Flottes 

to Par is, after a familiar leave-taking scene at the s tation 

Guiches seems to be lingering affectionately over the country-

side he himself had travelled through when he first left 

Albas for Paris, and many times since. While Reno discusses 

his ambitions with the ne\\"spaper director, Mauroux, Fran~ois 

looks out of the window, observing with a nostalgic eye more 

appropriate to Guiches perhaps than to his hero: 

les ch~taigniers du Limousin, un caroussel 
de vaches noires et blanches jouant aux 
dominos sur Ie tapis vert d'un herbage. 
Les gambades et les ruades d'un poulain, 
un ch~teau romantique a la pointe d'un 
roc, un village au fond d'un ravin, des 
bois qui fuyaient a l'horizon comme des 
troupeaux affoles7 au-dessus d 'une eglise 
une cloche qui se balance et que lion 
n'entend pas, les villas avec les jardinets 
de banlieue, et, tout a coup, vlan, en 
pleine figure, tout un amphithe~tre de 
vieilles maisons,escaladant un c~teau, au 
fond une riviere enjambee de pants, 
sillonnee de batelets, frangee de pecheurs 
a la ligne et la-haut une sombre cathedrale 
comme amoutee d'une tour, et qui leve vers 
ou contre Ie ciel son unique et rigide 
bras noir: Limoges. (p.122) 



Other familiar scenes along the railway route follow in 

succession, Argentan, Ch~teau~ux , Paris. Not only the 

scenery is remembered . Guiches echoes the me ssage o f his 
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memoirs of ten years earlier. Through the word s of Mauroux 

he refers to the agonies and ordeals of the ambit i ous 

writer in those early years: 

On ¥ tue, on s'y tue! On y meurt de 
misere et de faim, comme du temps de 
Villon, de MUrger et de G~rard de 
Nerval. (p.118) 

Guiches' more recent personal experiences are also reflected . 

In particular, Fran90is, listening to R~no's predictions of 

a brilliant future and looking at the Acad~ie Franfaise 

building, expresses these doubts which are an ironic reference 

to Guiches' own disappointed hopes: 

Quelque chose me dit que je ne serai jamais 
un officiel, ni Acad~micien ni Pr~sident 
de Societe Litteraire, membre de jurys et 
que je serai toujours un travailleur en 
chambre. (p.141) 

Reno vehemently rejects this prediction and attacks the fate 

which has, in fact, been that of Gustave Guiches himself: 

Pas de ~a! Pas de Tour o'Ivoire! La 
Tour d'Ivoire, c'est la tour des pendus! 
Pas de solitude!~ ••• L'Ecriture l'a dit: 
"Malheur A celui qui est seul! (p.14l) 

It is as if Guiches, in looking back on his life, was 

indulging for a moment in make-believe, remaking the past 

in a mould that might have been. Instead of his struggle 

to obtain recognition, instead of the often lone and withdrawn 

writer, who worked in isolation in his study, he now imagines 

a brilliant success story, thanks to a financial backing which 

does not falsify the writer's talent, but does give him the 

full and unfettered opportunity to fulfil himself, free from 
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the often disheartening necessity to sell himself. Further

more, Fran~ois, his counterpart, can look forward to enthu

siastic reviews from the critics, not only because of his 

talent, but because the wealth and influence of his patron 

ensures a favourable reception. 

What seems, in some respects, an idealistic picture of 

a writer's fortunes may be seen as a sardonic glimpse of the 

facile success of some modern writers due to money or 

influence rather than to talent. Guiches had already written 

on this theme in Le Petit Lancrit, 1921. In Pile, this cry 

from the author's heart is accompanied by an indictment, not 

particularly of the morals of newspaper directors, but of the 

way that writers are manipulated or discarded by them, 

frequently at the slightest provocation, and by an indication 

of the way that newspapers might develop their reporting and 

presentation to offer a better service to the public. Here 

again, Guiches was on familiar ground. Even as a young man 

in the world of journalism he had ideas of his own on what a 

34 good newspaper should offer. 

Other aspects of Guiches' life make an appearance in the 

novel. Mauroux's house is luxuriously decorated with items 

of a sensual nature, including works by artists who had 

illustrated some of Guiches' books, "de prodigieuses 

obscenites de Rops", and "les plus sanglantes parisienneries 

de Forain." Elsewhere, Guiches quotes from his late friend 

Villiers de l'Isle-Adam, and he lists among the writers 

whom Fran~ois Logeur meets, those whom he himself had met 

many years earlier. The action is chiefly centred in the 9
0 

arrondissement. Reno and Fran~ois set themselves up in a 

flat near the Place de Clichy. This is the part of Paris 
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where Guiches himself lived, in the rue d'Amsterdam. Like 

Guiches, Fran90is has a panoramic view over the rooftops of 

Paris. Marcelle, whom Fran~ois meets again unexpectedly in 

Paris, is working as a shopgirl in a "Maison de Grande 

Couture" in the Boulevard Haussman. Before they married, 

Guiches ' wife had worked in her father's outfitter's shop 

near the Opera. Marcelle and Fran~ois find themselves a 

flat in the rue de Mauberge, also in the 90 arrondissement. 

In spite of the number of autobiographical elements 

contained in it, however, the novel itself is far from being 

an autobiography. Guiches had no such benefactor as Reno, 

nor did he serve in the French army during the First World 

War. Fran90is returns from the war with a high reputation, 

earned as a writer in the front line. Although Reno had 

hoped to put an end to his literary career after he married 

Marcelle, the young couple and their child managed to survive 

on Marcelle's meagre earnings as a shopgirl. The last part 

of the novel is dominated by Reno's virulent hatred of 

Marcelle for taking Eranyois from him and by his determination 

not only to sever every connection with Fran~ois, but also 

to ensure that no one else will publish his work. When ~ 

Fran90is returns from the war a hero, Reno realises he has 

lost his battle to ruin him, a battle waged with the sole 

purpose of forcing Fran~ois to come back to him. Having 

lost him for good, Reno poisons himself. 

For all its controversiality and the distastefulness 

of its subject, Pile is an interesting novel. It recalls 

L'Imprevu to the extent that its theme is one manls attempt 
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to control and direct the life of another, an attempt which 

results, in both novels, in anguished disorientation for the 

would-be controller. In pile, however, the conclusion is less 

contrived and more satisfactory. Reno continues to pursue 

his life of intense debauchery while waiting for Fran90is 

to capitulate. When this does not happen, he gives him back 

his peace and freedom and ends his own life. 

There are many honourable precedents for the account of 

the friendship of two young men. In recent years Anouilh's 

Becket has explored the strong attachment between two men 

which can, when thwarted, have momentous consequences. 

Guiches' story, however, the relationship is different. 

In 

These 

are very young men, characterised principally by an enormous 

enthusiasm for life. The interest of the novel lies mainly 

in the dichotomy of society and the world of pleasure into 

two opposing camps, represented by Reno's love for Frangois 

and Fran~ois' love for Marcelle, then by the brothel, with 

its friendly gaiety, and the haunts of the homosexuals, 

with friendship and pleasure of a more engulfing kind. The 

novel would have shocked many of its readers, but Guiches 

would undoubtedly have argued that his story was moral, as it 

indicates unmistakably and repeatedly the dangers of homo

sexuality. 

In style, this last novel follows the direction taken by 

his writing in the later years of his life. Descriptive 

passages are few and fairly brief. Dialogue plays a larger 

role. From his days in the theatre his prose had become 

more dramatic. This had always been a feature to some extent, 

but Guiches now seemed to see the action and speech of his 

characters in terms of a stage performance. Hence the 



excited apostrophes of Mauroux and Reno in the scene after 

the latter's break with Fran9ois, just one example, among 

many, of the exclamatory style, expressing enthusiasm or 

horror: 

Tu es fou! protesta Mauroux, c'est abominable! 
je Ie sais, c'est une souffrance horrible! 
Souffre! mon vieux! Souffre ton saoul! 
Pleure! Sanglotte! Gueule! Mais pas de 
desespoir! Tu tees attaque a l'imprenable! 
II a horreur de ~a ce garcon, maintenant 
tu Ie sais! Fais-toi une raison! Reprends
toi! ••• 
- Jamais je ne pourrai, gemissait Reno, ne 
plus Ie voir! Ne plus l'entendre! Ne plus 
Ie savoir pres de moi! ne plus pouvoir 
echanger nos sentiments, nos amities, nos 
haines, nos admirations, nos souvenirs, 
m~me nos discussions, m~e nos disputes! 
II n'est plus la! C'est fini! Je suis tout 
seul! Je me fiche de tout! Alors que ce soit 
tant~t, ce soir ou cette nuit, c'est decide, 
je n'y couperai. · pas! ••• (p.258) 
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Guiches' skill with words, both visual and rhythmic, is still 

in evidence. ~scribing Fran~ois and Reno out riding on 

their days out of school, the jogging rhythm is unmistakable: 

lIs faisaient de longues promenades a 
cheval culottes de daim, bottes de cuir 
Luisant, Ie camelia DU l'reillet a la 
boutonniere, traversant la ville au pas 
ou au grand trot rythme par Ie carillon 
d'argent des mors et des gourmettes, 
salues par des regards d'envie ou des 
sourires flatteurs, ils passaient, graves, 
ayant la conscience de leur importance 
et la notion de leur chic. (p.28) 

If, i~ recent years, Guiches' language had become increa-

singly dramatic, there were other related aspects which were 

both a reminder of earlier work and an indication of a new 

stage of development. Reno's bitter outburst of blasphemy 

after his explosive scene with Fran~ois is strongly reminiscent 

of Chavasseur's similar outburst in L'Ennemi, approximately 

fifty years earlier: 



" , 1 ..::J 'f' La tete renversee, es yeux en ue 1, 
poings fermes et bras leves c~ntre l'ennemi 
invisible, il vomissait en colonnes d'ordures 
les plus ignobles blasphemes que sa haine et 
sa folie furieuse s'evertuaient a inventer. 
"Salop! Cochon! Miserable! Bourreau! Votre 
puissance n'est que la l~chete! ( ••• ) 
Moi~ insecte! Moi, rien du tout! Mechant 
des mechants! Canaille des canailles! 
Je vous crie rna haine! Mon execration! 
Je les crache a la face ••• (p.256) 
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The difference is in the less restrained language. The b old-

ness of the subject has brought with it an intensification of 

expression and a heightening of tension which replace the 

heavy creative writing of the early work. The character 

of Reno is portrayed through his language as wilful and 

dangerously unbalanced when his plans are frustrated. The 

combination of exclamatory style and violent language empha-

sises the almost demented state of his mind. After the break 

with Fran90is he decides on a night of debauchery: 

De la belle charogne! Que 9a pue! Que 9a 
grouille! Que ~a rutile! Qu'on fasse les 
cannibales et qu'on morde dans la bidoche 
d 'hornrne, tandis que ce foutriquet d 'amoureux 
se parnera sur des blancs de volaille... (p.264) 

This seems a long way from the gentle image Guiches had won 

for himself over the years and yet the declamatory style was 

personally his own and belonged much more to the literary 

period of his heyday than it did to the mid 1930s. This 

novel, indeed, in spite of the boldness of its subject, 

belongs, in mood as well as setting, to the very early years 

of the twentieth century. It would not be surprising to 

discover that he had conceived it then and had only found 

the courage to write it at a later date. In 1935, it was 

the most interesting and controversial novel he had written 

since La Tueuse which had won the Prix Toirac in 1921. 
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31. I am greatly indebted to Madame Henri. Bourboulon, 
cousin of the late Mademoiselle Guiches and niece 
of Gustave Guiches, for the loan of the unpublished 
manuscript and typescript of~. The typescript 
consists of two hundred and eighty-six quarto pages. 
After the death of Guiches' daughter, Marguerite 
Guiches, in 1975, I was invited by Madame Mimi 
Bourboulon, niece of Gustave Guiches, and Monsieur 
Jean Pages, his nephew, to examine the papers, 
documents and manuscripts which were in her apartment 
and which had belonged to her father. I had already, 
on an earlier occasion, at the invitation of Made
moiselle Guiches and Monsieur Pages, examined a 
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I was able to discover, among other things, the 
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33. In a letter to his goddaughter, Sophie, and her 
husband, Marc Stambart, dated 18 March, 1934, 
Guiches wrote with obvious awareness of the delicacy 
of his subject: "Quant a moi, m'etant remis a mon 
roman Pile, la plus elementaire prudence me 
recommande la reserve envers les messieurs. 
Alors je me borne a serrer, de toutes les forces 
de mon amitie les mains de Marc, apres avoir 
embrasse de toute mon affection les joues de rna 
filleule Sophie." On the other hand, an undated 
page of notes for Pile, in Guiches' hand and found 
among his papers, containing examples of the 
characteristics of homosexuals, could, judging by 
its comparative legibility, have been written much 
earlier. 

34. Guiches' papers contained an undated draft in his 
hand of a letter to the director of the Revue 
Hebdomadaire, in which Un Creur Discret appeared. 
Probably writing in 1891 or 1892 Guiches was 
returning the proofs of his novel and at the same 
time making a suggestion for a new development in 
the Revue: lila creation dans une rubrique permanente 
d'un courrier bibliographique fait en petites notes 
serrees, tel que celui de M. Brunetiere sur la 
couverture de la Revue des Deux Mondes." Guiches 
asked that, if his idea was accepted, he might be 
allowed to edit the feature. The date of the letter, 
although there is no indication as to whether or not 
it was sent, must have been 1891- 2. See Appendix 
A(v) • 



CHAPTER 5 

Guiches and the Theatre 

(i) Au Mois de Mai, (1888) and Snob (1897) 
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Guiches' professional interest in the theatre dates from 

his early days in Paris, when, together with a play by Henri 

Lavedan, his one-act play Au mois de mai was performed at 

the The~tre Libre on 28 March 1888, under the collective 

title of Les Quarts d'Heure. 

He claims in his memoirs1 that he was by nature a dramatist 

before he was a novelist. At the age of twelve at the 

College in Cahors he wrote a one-act play, La porte du Nord, 

which was performed before an invited audience at the house of 

one of the pupils. The play's success was marred by the 

tantrums of one of its young actors. He tells us also that 

he spent most of his evenings at the theatre in Paris between 

1882 and 1884. 

His first full-length play was written in 1887, at the 

age of twenty-seven, after the publication of Celeste Prudhomat, 

and was entitled Consciences. He ambitiously submitted the 

play, which was in four acts, to the Comedie Franyaise. It 

was rejected first by Edouard Cadol on behalf of the Comedie 

Franc;aise, and then, on appeal, by Jules Claretie, Adminis- .. 

trator General of the Comedie Franyaise. Guiches later 

defended his ambitions attempt to have the play accepted by 

the Comedie Franyaise by saying that in the contemporary 

climate nowhere else would his play even have been read, since 

theatre directors had, in 1887, decreed that novelists were 

incapable of writing for the theatre and should confine 

themselves to their own genre. FU±hermore, the established 

dramatists themselves jealously guarded their territory and 

made it difficult for newcomers to have their plays 



performed. 

Guiches' experience was far from unique. Many of his 

contemporary writers had found the same resistance. Even 

Flaubert , Zola and the Goncourts had no success with their 

plays. It was Antoine's The~tre LibrJwhich came to their 

rescue ana enabled the theatre to break new ground. This 

new venture, which gave its first programme of plays by 

established Naturalist novelists on 30 March 1887, arrived 

at exactly the right moment for Guiches. 

The subject of the first of his plays to be performed 
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Au mois de mai, was suggested by one of the chapters of his 

novel L'Ennemi 3 • An engaged couple Leon and Blanche are 

di scussing their plans for their honeymoon. Since his health 

is poor he thinks of the warm countries of the Mediterranean. 

She I beautiful and of robust heal ·th, rejects the i dea of the 

sun and the heat and presses the advantages of the Northern 

fjords and winter sports. He accepts, and the contrast 

between them and their differing appetites becomes more and 

more apparent. When her handsome and athletic young cousin 

arrives at the end to announce that the horses are ready f or 

them to go riding, without her fiance, the bitter prospect 

Kor the latter's hopes of an idyllic marriage are seen to 

be patently and cruelly doomed. 

In the characteristic Naturalist vein of pessimism, 

Guiches' play was eminently suited to Antoine's new theatre 

and was well received. The play was slight, however, and its 

characters thinly drawn. The main attraction of the evening 

was that the plays being performed were by the notorious 
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authors of the Manifeste des Cing~ La Pelote by Paul Bonne tain, 

Pierrot, Assassin de sa femme, by Paul Margueritte and Entre 

Freres by Henri Lavedan. All these plays emphasised the 

same inevitable disillusionment with life which was expected 

of them. None were substantial enough to enhance their 

reputations as Naturalists, or to establish for them a repu

tation as dramatists. 

Guiches was already thinking of another play, again based 

on his novel L' Ennemi... He read his play to Lucien Gui try 

on 7 November 1895, at Maurice Donnay's house in the 

Boulevard Pereire. The theme, the effect of phylloxera on 

people's consciences, quickly convinced Guitry that it was 

not suitable for his theatre, the Renaissance, and he urged 

Guiches to read it to Antoine. Guitry's advice was undoubtedly 

sincere. He was genuinely interested in helping Guiches to 

succeed as a dramatist, as he proved when he invited Guiches 

to submit a different play for him to produce at the 

Renaissance Theatre. 

This meeting with Lucien Guitry was a turning point in 

Guiches' career in the theatre. The two men were drawn to 

one another and their families became close friends. Guitry's 

son Sacha and Guiches' daughter Marguerite would play together 

while their fathers discussed Guiches' plays. Guitry took 

great pains to nurture Guiches' dramatic skills and to give 

him every encouragement • . His theatre was not like Antoine's, 

however. Guiches turned his back on the Naturalist theatre 

and joined the ranks of the writers of the psychological 

theatre. 

In fact, when Guiches read the first Act of Snob to 
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Guitry a few days later, he had not written a genuinely 

Naturalist novel for eight years. He had turned his atten

tion increasingly to the psychological study of character and 

social attitudes in his novels and short stories. These 

were to remain his chief concern throughout his literary 

career. It was perhaps to be expected that this preoccupation 

should manifest itself also in his plays. It had been the 

practice of the Naturalist novelists, however, to dramatise 

episodes of their novels and this is clearly how Guiches, 

too, had thought to break into the theatre. Then his meeting 

with Guitry and their subsequent friendship gave him the 

opportunity to pursue his study of society and human behaviour 

on the stage. Snob, his first success, provided both a 

social comment, of the sort he had been making in his stories, 

and a glimpse of the Parisian society of his day. 

Jacques Dangy is a successful novelist and playwright, 

f~ed and admired in Parisian society. Because it has given 

him his success he accepts the code of society which requires 

a constant indulgence in insincere flattery, destructive wit 

and idle dalliance. His wife, Helene, however, does not share 

his readiness to compromise with practices which clash with 

her natural principles of honesty and sincerity. She finds it 

difficult to take part in the backbiting and character 

annihilation which are a constant theme among the guests at 

her house, as elsewhere. She tries loyally to fit in and not 

to cause offence, but is clearly uncomfortable and is 

regarded as somewhat naive by the others. She springs to the 

defence of one of her guests who is mocked by them after he 

has left, saying she does not want to hear him vilified. She 



dislikes being expected to invite people who are in fashion 

just because it is what others are doing: "J'ai besoin 

d 'imprevu et je ne comprends qu10n se laisse guider dans ses 
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relations par d'autres considerations que l'amitie, l'agrement 

et l'utilite." (Snob, p.27) 

On the other hand she is modest by nature and does not 

intend to take a stand against the practices with which she 

disagrees: "Je suis anarchiste d'idees, mais sans aller jusqu'a 

la propagande par Ie fait." 

When Helene is asked to act a part in her husband's play 

she is reluctant to be anything other than her natural self: 

Mais qu10n me fasse donc telle que je suis ••• 
une bonne petite femme, pas compliquee, une 
Parisienne - fin de eiecle, si vous voulez, 
mais par naissance. Seulement, pas bien mon
daine, elegante juste ce qu'il faut, qu·i dit 
trop ce qu'elle pense, qui ne sait pas flirter, 
enfin celIe que vos grandes amies appellent, 
avec tant de bienveillance, la petite madame 
Dangy ou la petite Dangy tout court ••• (p.33) 

Nonetheless, Helene, the most convincing of the play's 

characters, is, in the true tradition of the Guiches heroine, 

a woman with a mind of her own. Her sincerity and alleged 

simplicity do not preclude her from an occasional indulgence 

in malicious gossip or, more importantly, from scheming to 

win back her husband from his involvement with another woman. 

Jacques Dangy is infatuated with the Duchesse de Malmont, 

who has a role in his next play and who enjoys keeping him 

dancing to her tune. He is flattered by his success in society 

and by the attentions of a member of the true aristocracy. His 

natural loyalty to his wife is eroded by his acceptance of the 

fashionable display of frivolity and flirtatiousness. We are 

shown that this is a dangerous code which can threaten the 



happiness of a genuine and unsophisticated marriage. For 

Helene sees society as a constricting \nd destructive force 

in their lives. She sees the friendship of her husband for 

the Duchessede Malmont and urges her husband to take her 
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away if only for a brief respite. He refuses, then submits, 

only to change his mind again when his mistress presses him to 

stay. 

The danger is twofold however. For Dangy also refutes 

his wife's fears over the insistent attentions being paid to 

her by the Duc de Malmont. He says that she must not reject 

a man of this standing whose support is so important to 

Dangy and against whom he has heard no whisper of improper 

conduct. "Malmont fait son devoir d'homme galant." (p.81) 

Malmont's intentions are, however, much more dishonourable 

than Dangy believes. Malmont invites Helene to his house and 

pronounces in clear terms, and in a balanced rhythmic prose 

characteristic of Guiche& the potential threat posed by the 

frivolous dalliance of the 'homme galant ' : 

Mais souvenez-vous de ceci! II y a dans 
la vie de toute femme, une heure, une 
minute ou Ie pr~sent l'ennuie ••• ou elle 
reve d'autre chose ••• Vous aurez cette 
minute. Je vous demande alors de penser 
a mo i . (p • lO 2 ) 

Helene protests to her husband that she has tried to 

help him and to be the sort of woman who is successful in 

society, but the result of her success has been to be treated 

like a prostitute by the most respected representative of 

the catholic party. None of this however convinces Dangy, who 

sees only that, if he is to be successful, he has to accept 

the vagaries of influential people in order to have their 

support. When he finally hears, however, that Helene has 

been unfaithful to him, he forgets his own misdemeanours 



and bitterly accuses her of destroying their marriage. 

Helene points out that he drove her to it: 

Cela vous enchantait, cela vous amusait, 
cela vous flattait ( ••• ) Moi, je mien 
etais humiliee, j'en souffrais ••• je voyais 
Ie danger ••• je vous ai prevenu n'est-ce pas? 
Je vous ai supplie de m'arracher de ce monde 
qui devait finir par nous prendre l'un et 
l'autre. (p.208) 

Dangy is finally persuaded of her innocence, however, and , 

with great relief, now his eyes have been opened , he takes 

Helene away from Paris. 

The interest of Snob hinges fund amentally on two themes 

which recur throughout Guiches' literary career in both 

theatre and novels. The firstcr these is his preoccupation 

with society, its follies and its excesses. The second is 

the effect of his art on the attitudes and behaviour of the 

writer. 
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Guiches has recorded in his memoirs his horror that Paris 

should be viewed by the world as the city of pleasure. We 

have seen in his novels how he portrayed Paris society as 

fickle and shallow, where no mother could hope to find an 

honest and honourable match for her daughter and where no 

sincere young man from the provinces could hope to find a 

sui table wife. Snob shows in detail hmV' the members o f 

society are victims of the cynical and shallow round o f 

gossip 3.nd idleness which thre aten to stifle any brea th o f 

genuine sincerity. Even Dangy, despite his wi l l i ngness t o 

compromise can s e e this: "Paris est un enfer, on vi t doub l e . 

On perd la notion du juste et de l 'injuste( ..• )"( p . 69 ) 

On others the effect of this stifling artificiality . like 

the effect of phylloxera on the p eople of Quercy in L'Ennemi 
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can be cisturbing and insidious. Heleme ' s natural kindness 

is threatened: 

Oh! les ~tres ennuyeux et inutileset nuls! 
Toute une apres-midi a entendre des riens et 
a en dire - car ils y obligent - Non, 9a 
finit par ~tre exasperant. Vous me connaisse z, 
mon petit Juillan, je ne suis pas mechante, 
n'est-ce pas? Eh bien , je l e s deteste . Vrai , 
je leur veux du mal , et ••• chaque lundi , j e 
demande au b on Dieu de leur faire ce q ue je 
ne voudrais pas qu 'on me ftt . (p .70) 

Helene yearns to rediscover the natural country surroun-

dings they once knew. This r omantic notion that happiness 

belongs to unspoiled nature and mi s ery to corrupt society 

places Helene among the ranks of Guiches' many heroines and 

heroes like Philippe Destal, Claire de Gizols and Berthe 

Fraizal, for whom society, both Parisian and , t o a lesser 

degree, provincial, p oses a permanent threat to genuine 

relationships. This naivete is derided by Dangy : 

( ••• ) nous ne retrouverions plus nous-m~es, 
( ••• ) tu ne reconnattrais plus r ien ••• les 
champs, les sites eux-m~mes, Ie bon site! ••• 
Et la bicyclette a tue les rosses qui 
figuraient dans nos cavalcades. (p.113) 

The happiness they knew is not a safe part of i ts natural 

setting. This has changed too. Their happiness depends on 

themselves not on the peace and beauty of nature . But 

Helene is concerned that there is no other way: 

C'est la que nous nous sommes laisses. Est-ce 
que nous nous retrouvons ici! Tout y est faux, 
b~te et mechant dans ce monde de cabots, de 
parvenus et de snobs! Vos gens chics, ils 
sont stupides, vicieux et grossiers. (p.114) 

Dangy is just beginning to feel a concern for his marriage 

and the need for tranquility when he learns of Helene's 

allegeo infidelity. He is becoming disquieted by "La folie 

subite du monde, une gaiete nerveuse, bruyante, aga~ante 

parfois." (p.189) 



Finally Dangy is delighted to break free o f Paris. The 

last act, which takes place eight years later, shows them 

living quietly and happily in the provinces near Evreux: 

"Ah! mon cher, si vous saviez ce que c'est bon l a t e rre! 

Ce que ~a debarrasse des vilaines choses, et des p erfide s 

et des trahisons!" (p.233) 
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This is not so much an eulogy of the quali t ies of nature, 

however, as a sharp and clear indictment of the falseness o f 

Parisian society which Guiches depicts in all its cynical 

emptiness. This he doest~ugh his idle aristocrats, the 

Duc and Duchesse de Malmont and the Baron Ie Meneur , the 

malicious envy of writers like Noizay, the sycophancy of old 

Begles, an eager pro-royalist, anxious to ingratiate himse lf 

with the Duc de Malmont, and the vanity of the Duchesse de 

Devonshire, who insists on singing for her guests, who ridicule 

her behind her back. 

Helene I s distaste for the behaviour of her guests is amply 

justified by Guiches ' portrait of them. As the play opens 

his guests are discussing others in their absence and making 

witty innuendoes about each other in their presence. When 

Helene gives them the news that her husband has been awarded 

the rosette of Officier de la Legion d'Honneur, Le Meneur 

calls it "Le plus joli des mille riens dans la toilette 

d'un honune." (p.45) 

Nonetheless, Guiches skilfully blends the portrait of 

insincerity and cynicism with a wit and vigour which give 

the play considerable impetus and avoid an over-heavy 

censuriousness. 

The Dangy's marriage is obviously in danger when the 

institution of marriage is regarded with such levity by the 

very idols of Parisian society. The Duchesse de Malmont 
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reveals Helene's infidelity and asks Dangy to persuade Helene 

to give her husband back to her, not because she loves him 

but because she is going to Florence and she hates travelling 

alone. 

The second basic theme which runs through the play 

concerns the role of the writer. When Juillen tells Dangy 

he is committing a folly in having an affair with the Duchesse 

de Malmont,Dangy replies that he must: "Parce que je suis 

artiste avant d'~tre epoux." (p.137) 

Guiches is clearly taking issue with the Goncourt's 

concept of the supreme importance of authentic experience and 

documentation. Dangy goes on to express this doctrine 

explicitly: "Je dois tout voir, tout entendre, connattre Ie 

plus possible. Et comment decrirais-je Ie monde si je 

nay frequentais?" 

Juillen tells him he has no right to deceive his wife 

in the name of psychology. He warns him of the complications 

and remorse in store for him. To which Dangy replies that he 

is writing something special "et j'ai besoin de tuyaux sur le 

remords. 1I 

This may perhaps be seen as a frivolous or petulant rep~y. 

But Dangy is referred to elsewhere as a disciple of documen

tation through personal experience. When Helene recollects 

the place they fell in love she also recalls his rescuing a 

girl who was drowning. Dangy tells her "Ah! oui! oui! C'etait 

pour avoir des documents." (p.118) 

The link between reality and literature is revealed to 

be curiously defective, however, when the writer in his 

own life ignores the lessons he has learned in his profession. 
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His writer's vision still leaves him blind to its implications 

for his own marriage. When Helene tells him of the Duc de 

Malmont's warning that there will come a moment in her life 

when she will be bored and will need him, Dangy says this is 

true, as he himself said this in one of his works. Its 

relevance to his own marriage makes no impact on him o ' Helene 

who feels her happiness threatened rebukes him bitterly: "A 

quoi ¥a te sert-il alors d'ecrire qu'il y a dans la vie de 

toute femme une heure d'ennui et de vertige? Tu parIes de 

raison, mais c'est toi qui me pousses A ce vertige." (p.155) 

Act IV of the play concentrates almost exclusively on the 

problem of the writer in translating reality into literature. 

In an unusual climax to the play, Dangy, now an Academician, 

comes face to face with Noizay, who, in a thinly disguised 

work of fiction, entitled 'Menage Moderne', had told the story 

of the crisis in Dangy's marriage. 

Rather improbably perhaps, Noizay comes to ask Dangy for 

his support in his candidature for the Academie Fran~aise. 

Dangy agrees to see him in spite of his anger and, instead of 

attacking Noizay's unscrupulous malice, which Noizay might 

reasonably have expected, he attacks his book on its litera~y 

value, and finds it wholly inadequate. 

The main ground on which he bases his criticism is that, 

despite Noizay's cry of "Je me suis documente!" (p.261) he 

has distorted reality through his lack of perception and 

moderation. Dangy is voicing here the same criticism which 

had been levelled against Zola by Guiches and the other 

signatories of the Manifeste, that all was black and debased, 

unrelieved by genuine feeling: 



Vos personnages sont bien les coquins les 
plus bas, les plus repugnants qu'on puisse 
imaginer. Oh! la! quelle collection! Tous 
dans Ie m@me sac, dans Ie m~e po~le! Une 
friture! (p.258) 

At the same time as he presses this attack on Noizay's 
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blunderings and, in so doing, on the inaccuracies and abuses 

of the doctrine of documentation, he is also analysing his 

own relationship with Helene now that he can see things 

clearly: 

Ah! moi, j'aurais fait Glagnay adorant sa 
femme et ••• la trompant quand meme - cela se 
voit tous les jours, n'est-ce pas? - dans 
une sorte de griserie du succes, dans un 
vertige. Et non seulement la trompant mais 
la poussant lui-m~e a la faute, par ••• 
inexperience, sansmvoir, sans voir Ie danger ( ••• ) 

(p.263) 

Guiches ends the play with Dangy rejecting the opinion of 

society. As a writer he observes and writes what he observes, 

but as a human being he has no concern for what is said or 

written about him: "Sais-tu ce que c'est?" - he tells Helene 

in reference to Noizay's book, "C'est un symbole. L'opinion 

du monde qui vient de me faire visite. Tu as vu comme je 

l'ai re9ue? •• " (p.269) 

Here we have the progressive view of the writer who has 

come through Naturalism into the era of psychology. The 

blunt instruments of Naturalism cannot convey the inner truths 

of the problems of society as Guiches sees them. He condemns 

the pursuit of documentation without psychological perception, 

whilst at the same time presenting a detailed and well-argued 

analysis of the conflict between private life and the demands 

of a brittle, pleasure-seeking society. 
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(ii) Menage Moderne (1901) 

Menage Moderne (1901),6 Guiches tells us in Le Spectacle, 

was written while he was waiting for his play La Nuage to be 

performed by the Comedie Francaise. Paul Clerget, actor and 

h '''' producer, offered to perform the play at the T eatre Sarah-

Bernhardt during the period from March to the ena of June, 1901. 

Guiches was apprehensive about the production, but on the 

principle that the important thing was to be performed 

whatever the problems, he remained silent. His fears were 

justified, however, when the play was a failure. In his memoirs 

he blames the inexperience of the young actress who played the 

female lead and the unsuitability of such a large theatre 

f I' . t l' .. . .. ,,7 or cette petlte e egere plece His description is apt. 

The play is a satire on contemporary society's lack of regard 

for the sanctity of marriage. It is amusing, frivolous and 

strikingly modern in its appeal. Its hero, Philippe Dussol, 

is in love with the daughter of an eccentric count who lives 

in the provinces and spends his time inventing things. Among 

his inventions are a musical burglar alarm and an automatic 

brake for a horse-drawn carriage. His house is full of 

clockwork devices. Dussol, however, has a mistress in Paris 

and is unwilling to give her up. He tells his friend that 

he can only marry a woman who will accept this fact: "qui 

comprenara que l'homme n'est pas fait pour vivre seul avec 

sa femme." (Act 1, Scene 2) 

The daughter, Germaine, appears to accept this condition. 

Dussol, detected in Germaine's room by the count's musical 

burglar alarm, which plays a different tune according to the 

room being burgled, offers to marry her if she agrees t o his 

keeping his mistress. The eccentric count is the one who 

extracts his daughter's acceptance, by omitting to explain 



the condition accurately. They marry and settle in Paris . 

Germaine believes that Henriette de Tour is her husband's 
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past mistress and is very friendly with her as she had 

promised. There is gossip about this unusual wife, and this 

situation' gives rise to some amusing scene s between Germaine 

and Henriette, who interferes more than a little in th e 

Dussol household. It is not until they q uarrel openly, 

however, that Germaine discover s from Henriette that she is 

not merely Dussol's past mistress but that the relationship 

has continued. ShockeCl and angry, she declares she i.S leaving 

Dussol. She agrees to stay, however, when J oncel, Dussol's 

doctor and friend, tells her of his plan to marry Henriet te 

off to her second lover, so that she will disappear from the 

scene. Now the tables are turned. Germaine persuades 

Henriette to marry d 'Erignan anc meantime locks her husband 

out of the bedroom. The discomfited husband is a recurrent 

figure in Guiches' work. It occurs in his novel, L'Imprevu 

(1890), in Snob (1897), and in Le Nuage (1901). 

Germaine says she is going to Nice to join some friends 

on their yacht. Then she changes her mind since Joncel and 

others have told her that what has happened is unimportant. 

However, she tells her husband they are to be just friends, 

no more: "Unis au dehors et separes chez nous: Ie menage 

bien parisien, Ie menage moderne." (Act 2, Scene 12) She 

does leave when he demands a separation. He determines to 

have an orgy, to have his revenge, but instead sets off in 

search of her. Not realising this, Germaine decides to 

give him his separation when he does not return. However, 

he then returns in a distressed condition, having been unable 

to find her in Nice. For the first time, he has learned 

what it is to suffer, having gone without food through 
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running out of money. She discovers a Philippe she had not 

known before and she forgives him. 

This light-hearted plot about the fragility of marriage 

in modern society is interspersed with the burlesque of 

Count Le Thibault's activities. These comprise running for 

the office of Depute andTlosing to his assistant, Dessombes, 

as well as the invention of non-inflammable fireworks. These 

anger the local people who do not appreciate his invisible 
, 

firework cH splay and throw tomatoes at him when he ventures 

on to the balcony of his ch~teau on election night. Guiches 
) 

was criticised for his disregard of the frontiers between 

drama, light comedy and burlesque, but in his letter to 

P.B. Gueusi, director of La Nouvelle Revue, in which the 

text of the play appeared, he commented: 

L'auteur dramatique ne presente-t-il pas 
au public quelques moments saisis dans la 
vie meme de ses personnages? Et ces 
quelques moments ne comportent-ils pas 
differents etats d'fune, de la ga!te, de 
la tristesse, du burlesque, de la douleur, 
de la passion, des larmes, du fou rire? 
Toute minute de l'existence est faite de 
tout cela { ••• )8 

Nevertheless, the play made but a brief appearance on the 

Paris stage. Guiches hoped for his revenge with Le Nuage. 
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(iii) Le Nuage, (1901) 

Guiches' next major play, originally to be called Les 

Deux Passes, but eventually appearing as Le Nuage, was first 

performed at the comedie Francaise on 15 December , 1901, 

together with Paul Hervieu's L'Enigrne. Although awarded the 

PriX Toirac by the Academie Francaise in 1902 for the most 

original play of 1901, Le Nuage was a failure. Despite its 

originality and despite its being only a two-act play, the 

long second act d id not maintain the wit and vitality of 

the first. It was unanimously attacked by th~ critics and 

Guiches, depressed, determined never to write another play. 

At first conceived as a three-act play Guiches was 

persuaded by Jules Claretie's comments to compress it into 

two. The result is a lively first act which was enthusias

tically acclaimed on the first night. The second act, more 

serious and yet lacking dramatic interest, is unable to sustain 

the play's impetus. Its carefully planned ingenuity unrelieved 

by the wit and brilliance of the first act, becomes tiresome. 

Continuing his examination of marriage in the contemporary 

social scene, Guiches takes as his subject the first weeks 

of a marriage between an apparently reformed dilettante and 

a young widow, neither of whom is aware of the other's past 

life. Guests at the wedding enliven the first scene with an 

account of the husband Andre de Vouzon, whose exploits point 

to a lack of serious intent: "Je trouve qu'il est republicain 

avec un trop beau titre de marquis, socialiste avec trop de 

fortune et homme de lettres avec trop de loisirs." (Le Nuage, 

p.S)9 Defining what he means by calling Vouzon a 'dilletante', 

Lesault d'Ahun proclaims: "C'est 1 'amateur, Madame, ce qui 

n'est pas tout a fait l'amoureux, et encore moins l'amant." 

D'Ahun, in this scene, provides both interesting informa-
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tion about the young couple and much fashionable cynical wit 

at their expense. Henriette de Vouzon, we are told, was 

married at the age of sixteen to a man much older than she 

and to whom she was once unfaithful while he was away. On 

hearing that this affair was short-lived, one of the guests 

gives an involuntary exclamation of disappointment, at which 

d'Ahun comments: IIOui, n'est-ce pas, c'est navrant? Vous 

eussiez prefere la jolie turpitude? Eh bien, il n'y eut pas 

turpitude. II (p.13) 

Henriette was an honourable wife who knew, moreover, that 

her husband would kill her if he found out about her infidelity. 

She therefore confessed her guilt and was forgiven. 

To complete the setting of the situation in the first 

scene we are told that the wedding sermon, to which Vouzon 

had not listened very attentively, had taken as its theme: 

IIQue la franchise sans reserve etait une condition indispen

sable a I 'union parfaite entre epoux. 1I (p.18) Vouzon, however, 

proclaims to the guests his firm belief in the unimportance of 

the past to a marriage: liLa franchise est comme la loi. Elle 

n'a pas d'effet retroactif.1I (p.18) 

with the situation skilfully and wittily introduced, the 

doubts and uncertainties well-defined, and attention clearly 

focussed on the problem, the play is already well poised. 

Guiches then at once in Scene II gives warning of the immediate 

dangers: the probability that the cast-off lover and mistress 

of the newly-weds may well make an appearance. For good 

measure, Henriette tells Andre that she cannot bear to be 

let down. If he should do so lIun vrai nuage ( .• ) vous 

cacherait ames yeux, dans lequel vous disparattriez pour 

toujours ••• comme on meurt ••• " (p.31) By the end of the 



first act Andre has already shattered their hopes of happi

ness by being discovered by Henriette with his arms round 

his ex-mistress. 
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This convincingly executed first act is followed by a sec-

ond in which attempts to reconcile the estranged couple are 

unsuccessful. The situation changes when Henriette's former 

lover returns. In a scene where he tries to seduce her into 

resuming their former relationship, she momentarily finds 

herself with his arms round her. Re~ising that Andre's 

explanations of his own compromising position were perfectly 

feasible, she forgives him and explains to him how she came 

to change her mind. Instead of welcoming her volte-face he 

is horrified that she should have betrayed him, and says she 

has made any reconciliation impossible. However, he recognises 

the need for tolerance and forgiveness. 

The moral as expounded by Vouzon is that both frankness 

and tolerance are necessary to a happy marriage: "( ••• ) si 

I I amour ne peut pas se passer de franchise, il se passe 

encore moins d'indulgence." (p.86) 

After a brisk start, therefore, the play founders in 

argument and inactivity. The characters are potentially 

interesting in their contrasting backgrounds, but both are 
o 

prisoners of unexpectedly narrow philo~hies whereas one 

might have looked for tolerance and understanding in people 

with such experience of the world. 

There is no doubt that Guiches had found a good idea 

but was unable to solve the problem of giving balance and 

variety to its development. If, as he teDs us in his memoirs, 

he compressed the original Acts I and .III into the definitive 

Act I, one might draw the conclusion that originally a 

wealth of moralising, philosophising and discussion followed 
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the final reconciliation at the end of the play. The 

original play was, in that case, certainly intolerably long 

ana ponderous. His definitive version is, therefore, a 

considerable improvement. Act II, similarly pruned and 

enlivened, would perhaps have brought the play more success. 

This difficulty in exploiting a sound idea all the way through 

to an effective conclusion is an aspect of Guiches that we 

have seen elsewhere. 

In a rather different way, Trop de Zele exhibits a simil a r 

reluctance to prune back non-essential and distracting 

material, a tendency to follow a line of thoughtinto an 

'impasse'. As Guiches admits in his memoirs, to go wrong in 

a novel is a much less daunting experience for an author than 

to have to endure the agony of sitting through an audience ' s 

disapproval of a bad play. ~~en Guiches next encountered 

difficulty in adapting his ideas to the practical theatre he 

called in outside help. 

Guiches' heroines had shown a prog r e ssive dev e lopment f r om 

the ear ly novels. From being inte lligent, indepen dent

minded , but n ever theless unwilling victims of the p rovincial 

social system, they had become emancipated members of Parisian 

society, able not only to assert their independence but t o 

turn the tabl e s on their menfolk who were now dependent on 

them. The situation was, of course , not fund amentally 

d ifferent. Esther, in L'Ennemi, after her marriage to Jayan 

was a domineering influence. She exploited her husband a nd 

turned her back on her own family. The vital element in 

the growth of f emal e emancipation s e ems therefore , to be 

marriage . After his second marriage Phil i pp e Destal was 
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exploited by his wife, who, together with her lover , harasser 

him to an early grave . Emrnelin in Trop de Zele drove her 

husbanCl away b y h er h a tred and intolerance and treated her 

lover with equal disdain. 

In the theatre, Snob had introduced a wi fe , who although 

loyal and devoted to her husband , ac ted independently and with 

determination to bring her husband to h i s sen ses , when their 

marriage was threatened . Le Nuage takes this feminine 

independence a stage further wi th the wife firmly in contrd, 

t otally rejecting any compromise. 

In both fields, theatre and novel, therefore, Guiches was 

concentrating on the phenomenon of the dominant wife as a 

feature of modern society. As a theme , and it was one which 

occurred in his short stories also , it was perhap s n o t an 

attractive one to e ither the read ing o r theatre- going public. 

Whatever the reason, Guiches made a noticeable change in the 

domestic situation of his next play. 
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(iv) Chacun sa Vie (1907) 

Chacun sa Vie marked a new departure for Guiches in more 

''lays than one. His lack o f success with I.e Nuage had 

depressed him so much that he had resolved t o give up writing 

f or the theatre. His resolution was short-lived however, for 

early in 1902, within a few weeks of the twelfth and final 

performance of Le Nuage, he had already become absorbed with 

the idea of gaining his revenge. What was more, he also had 

conceived the subject of his new play. Encouraged by 

Feraudy he submitted it to Jules Charetie. 

Claretie pronounced the play long and slow, the work of a 

novelist rather than a playwright, and recommended Guiches to 

IIroll up his sleeves" and get to work on adapting it. No 

doubt remembering his lack of success the last time he had 

undertaken the task of condensing and sharpening the edge of 

a play, Guiches had neither the courage to embark on it alone 

nor perhaps the confidence in his ability to succeed. He was 

ready with a solution, however. He sought the help of P .B. 

Gheusi, writer and man of the theatre. Reluctant at first 

to "collaborate" on a ready-made play, he agreed when he 

realised how much work was still to be done. It was not 

the first time that Gheusi had collaborated on a play, but 

on this occasion his role was quite clearly confined to the 

task of refashioning an existing play. 

Guiches continues, with Chacun sa Vie, his s eries of 

'pieces a these'. The theme, an enlightened and modern one, 

that marriage without children and without love was better 

terminated, was shocking to some, but also very relevant 

to the society of the new twentieth century. The argument, 
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as in Guiches' other 'comedies de mreurs', is clearly presented 

and supported. On this occasion the theme is strenthened by 

the added weight of a forceful and effective character. For 

the first time a play of Guiches had a strong male lead, an 

ideal vehicle for the most successful actor of the Comedie 

Fran9aise, Maurice de Feraudy. 

Fran9ois' Desclos, a highly successful and wealthy engineer, 

who had married Henriette, a beautiful pleasure-loving woman, 

because he wanted to help her, now finds that he no longer 

loves her and she does not love him. Furthermore, Henriette 

is having an affair, although not yet an adulterous one, with 

her husband's friend Jacques d'Arvent. The main action of the 

play centres around Fran~ois' generous gesture, Cornelian in 

its simple logic, offering to give Henriette a divorce so 

that she can marry the man she loves. 

The character of Desclos develops strongly from an early 

scene in which he shows sympathetic concern for his secretary, 

Pauline, when she finds her friendship discarded by Jacques 

d'Arvent. Here Desclos also reveals to her, with stoic 

composure, his own unhappy marriage and his wife's involvement 

with d'Arvent. Having now recovered from an earlier discovery 

of her infidelity he announces to Henriette that he knows 

of their liaison and is willing to give her a divorce. His 

unexpected and generous gesture leads to some equally unex

pected consequences. His forceful handling of these enables 

him to dominate the playas it accelerates through the last 

act to its conclusion. 

The obstacle which stands in the way of Henriette's 

acceptance of her husband's offer proves to be d'Arvent's 



abrupt rejection of it. Guiches had never been a supporter 

of the church in his work. From Celeste Prudhomat through 

to Philippe Destal, his novels had indicated the irrelevance 

of Church doctrine and religious practice to the problems of 

life. In the case of d'Arvent it was the religious belief 

held by him and his family, that divorce was unacceptable in 
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that it indicated a denial of the sanctity of marriage, which 

made it impossible for him to accept Desclos' offer. The 

climax of the play is not a scene between Desclos and his wife 

or Pauline, but between Desclos and d'Arvent, in which the 

powerful arguments of church morality and worldly reason are 

debated in an atmosphere which owes its vitality and effective-

ness to Guiches' energetic and well-balanced prose. 

Rejecting the idea of challenging d'Arvent to a duel 

Desclos points out that d'Arvent has betrayed not him but 

Henriette. Clearly, in modern society, the woman was regarded 

as independent of her husband. She did not need old-fashioned 

duelling to protect her honour. 

Quel tort m'avez-vous fait a moi? Aucun. 
Tandis quia elle, vous lui avez pris sa 
reputation et tout ce dont Ie divorce va 
la deposseder! C'est elle, l'offensee, 
je dirai m~me plus la victime. 10 

Nevertheless Desclos will protect his wife from d'Arvent's 

caprices. He will keep his wife: "Je ne veux pas qu'elle 

se perde, et je la sauverai." All Desclos' actions represent 

an honourable self-denial: 

Est-ce que vous croyez que, devant cette 
humiliation voulue, je n'ai pas senti en moi 
quelque chose qui se dechirait? •• Si je 
me suis domine m~me au risque de sembler 
ridicule, c'est que je n'ai songe quia ce 
que j'aime et a ce que j'ai aime! Et vous 
auriez d~ faire de m~e. 



From Scene VIII of Act II the character of Fran~ois 

Desclos dominates the play. The successful engineer and 

businessman is translated well into the human, sympathetic 
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but logical husband. He explains to Henriette how much he 

had suffered but that when he saw that she was in love with 

d'Arvent: "Alors j'ai fait appel a .toute rna volonte et je 

. .. , h' ,,11 me SU1S peu a peu detac e de vous. 

This Cornelian 'volont~' which is the vital factor on 

which the credibility of the play depends, was to be taken 

up as an even more important element in his next play Vouloir. 

By comparison, the female characters suffer from shallowness. 

Henriette, the spoiled frivolous wife who is amazed to find 

that her husband is willing to divorce her, makes her most 

characteristic appearance in Act II Scene III, where she is 

trying on the hats she has bought for her holiday with d'Arvent. 

Pauline is potentially more interesting as the efficient 

secretary who, having been rejected by d'Arvent, shows a 

fondness for Desclos which leads her to spy on Henriette and 

d'Arvent, and to report to Desclos the arrangements they 

have made for their holiday together. But Pauline's motives 

are unclear. In a scene between her and Henriette, Act II , 

Scene V, in which the latter protests about her spying 

activities, she matches Henriette's sarcasm well and admits 

only to valuing Desclos' advice and encouragement. Yet 

she does not respond to Desclos' proposal of marriage, saying 

she is happy as things are. Pauline's is a character which 

remains undeveloped and uncommitted. 

The witty dialogue of Guiches' earlier plays has a 

smaller place this time. The comedy arises partly out of 

Henriet~'s frivolousness with d'Arvent and her sarcasm with 

r 
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Pauline, but mainly out of references to the mixed fortunes 

of the other married couples in the play. In the first 

scene we have but one exemplary happily married pair, con-

trasting with another where the husband is happier on his 

own, and yet another husband who is not allowed to go hunting 

but has to accompany his wife on painting expeditions. 

Desclos' clerk, Simonelli, also has trouble with his wife and 

cannot do his work properly. Simonelli, who has a strong 

Italian accent, has a wife who tries her hand at everything 

and has just failed her coachdriving examination. 

Chacun sa Vie marks a change, however, away from the 

'comedie de mreurs' to the 'comedie de caractere', a change 

which will find its sequel in Vouloir. With it Guiches scored 

his greatest success so far, a success which can be attributed 

to the way in which an original idea was, for once! well-

developed and skilfully sustained. The two major scenes, 

Desclos' unexpected offer to Henriette and the final confron-

tation between Desclos and d'Arvent were strategi cally placed . 

The play was well-balanced and ended strongly. 

Chacun sa Vie opened the new season of plays at the 

Comedie Francaise on 10 September 1907. The rehearsals had 

gone well. Everyone involved had enthused about the play . 

Madeleine Roch, the tragedian, had insisted on having a part 

in it. But the main burden of r e s ponsibility for t h e success 

of the play fell on Maurice de Feraudy in the part o f 

Franyois Desclos. The critics were almost unanimou s in 

their praise. After its succe ssf ul r un at the Comedie 

Fran9ai se, Feraudy took the play abroad and, from Buenos~ 

Aj~s, where its success continued , he wrote t o Guiches 

suggesting that they should start on a n ew playas soon as 

p ossible . On his return to Paris Guiches was able to tell h ' m 

:----~ ___ of his idea fo r a new play , Vouloir . 
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(v) Ghysla i n e ,(1908 ) 

Gu i ches' excur sion into t h e fiel d of the h istorica l p l ay 

was an e n t ire ly new departure . He tells us in Le Spectacle 

that he had n ever d r e amed he would b e one day knocking o n 

the ~oor of the Theatr e de la Porte-Sai n t - Ma rti n . Mo reover , 

the setting of all his p revious work, wi t h t h e exception o f 

La Pudeur de Sodome , had been strictly contempo rary. Even 

La Pudeur de Sodome was un oubtedly inspi red by Gui ches' 

vision of contemp orary society. For him to turn his b nck 

on the present-day scene, therefore, was some thing h e had 

never done before. The core of interest in h i s novels, 

stories and plays had consistently lain in an ana lysis of 

human behaviour in the world around him. Observation, docu-

mentation, interpretation were the essence of his method , and 

every work he had produced t e lls us something of the motiv es 

foibles and inadequacies of human beings living in the harsh, 

materialistic and generally shallow society of late nine-

teenth century France. 

Guiches had long been critical of his contemporaries and , 

although a raconteur of some reputation, much of his life was 

spent working alone in his study, resenting even the intru-

sions of his family. In his early days he wrote with 

sympathy and feeling to his friend Francis Maratuech: 

Comme vous devez @tre seul, mon cher ami! 
Heureusement que vous vous accommodez de 
la solitude qui me terrifie bien que j'aie 
une affection moderee pour la masse qui 
mIen detourne. 12 

The idea .of forsaking "la masse" for a while might be 

expected, therefore, to have some appeal for him. To escape 

from the present might indeed by the only possible way for 

him to find a more optimistic mood . Moreover, there was 
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a current vogue for historical plays , thanks to the great 

success of Cyrano de Bergerac , in 1897. Guiches was 

naturally aware of what was popular and in the course of his 

long career he felt, reflected and was influenced by many of 

the literary movements and ideas of his time. Having been 

successful as a novelist and now as a dramatist, it was 

important to him to continue his run of success and to 

broaden the canvas of his theatre as he had done that of his 

novels. 

The first of Guiches' historical plays was not for the 

Theatre Porte Saint-Martin, but a musical drama for the 

TheStre National de l'Opera-comique. Ghyslaine, first per

formed on 26 February 1908, was written in collaboration with 

Marcel Frager, with music by Marcel Bertrand. A slight piece 

written in verse and in one act only, it tells a romantic 

story set in Gascony in 1135, the story of Edelbert, returning 

to his castle in Chantac after five years of fighting in the 

Crusades. He is hoping for permission from the Pope to 

divorce his wife, Christine, who has been unfaithful to him 

and whom he has banished from his domain. At the same time, 

Ghyslaine, an orphaned daughter of noble parents brought up 

in Edelbert's castle and in love with him, returns from the 

convent she had entered when he had married Christine. In 

a troubadour-style song she tells her story as she approaches 

the castle. She has heard of Christine's death. The convent 

now holds no attraction for her but she is afraid she is 

betraying God: "Je souffre avec delice et ris avec douleur.,,13 

but the Prior of Chantac tells her she need have no fear. 
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However, Christine, who is sti l l alive, arrives at Chantac, 

in the guise of a pilgrim, to claim her rightful place 

beside Edelbert. The Prior and Renaud, respDnsible for the 

castle in Edelbert's absence, refuse t o accept her authority, 

and hearing Ghyslaine's voice, she withdraws into the chapel 

which bears a plaque ded icating it as her tomb. 

Edelbert then arrives home from the Crusade, greeted by 

his servants, by Ghyslaine and by a crowd of dancers and 

singers. Left alone, Edelbert and Ghyslaine declare thei r 

love for each other. Ghyslaine prays before the chapel that 

the Pope will grant Edelbert his divorce. At that moment 

Christine's voice is heard from the chapel, cursing Ghyslaine. 

The figure of Christine then appears in a white costume, like 

a ghost. Ghyslaine calls Edelbert, who recognizes Christine. 

Ghyslaine thinks that all is lost and leaves. Christine 

almost succeeds in seducing Edelbert by stirring up memories 

of their physical passion, but Ghyslaine's voice from outside 

brings him back to reality. He rejects Christine and then 

receives word that the Pope has annulled his marriage to 

Christine. The latter snatches Edelbert's dagger and runs 

at Ghyslaine. When Edelbert seizes her arm to prevent her 

she turns the dagger upon herself. Her body is then placed 

in the tomb. 

The interest of this lyrical drama is slender. After 

Chacun sa Vie, which was such a great success, it was 

undoubtedly a piece of whimsical extravagance. 
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(vi) Lauzun (1909) 

It is perhaps not surprising that Guiches, like Edmond 

Rostand, should look to Gascony for a source of inspiration. 

Although not himself a Gascon, he was a close neighbour. 

Quercy, Perigord, Gascony, were all his part of France and 

he was to write, with enthusiasm, the story- of more than one 

14 of their famous sons. Guiches was clear about the importance 

of one's native soil: 

Le sol natal n'est pa~ un vain mot. En lui 
sont les produits speciaux dont l'absorption 
contribue chez Ie "natif" a la formation, non 
seulement de l'~tre physique, mais de l'~tre 
moral. lIs sont, pour lu~, d'un usage bien~ 
faisant, necessaire et meme personnel. Le 
vin tonifie l'homme de son terroir qui sait, 
d'instinct ce qu'il doit en prendre et ce 
qu'il doit en laisser, tandis qu'il enivre 
abominablement l'etranger qui en prend beau
coup plus qu'il n'en laisse. 15 

The subject of Lauzun~6 Guiches tells us in Le Spectacle, 

was suggested to him by Fran90is de Nion, who at the same time 

proposed that they should collaborate to write it. When the 

play was accepted by the Theatre de la Porte-Saint-Martin, the 

leading part was to be played by Coquelin Aine, whose greatest 

success had been as Cyrano de Bergerac at the same theatre in 

1897. The first setback came when Coquelin died of a heart 

attack in January, 1909. Then disagreement between his 

replacement, Abel Tarride, and the director, Henri Hertz, 

threatened the play's future. It opened on 16 April 1909. 

Although it had a favourable reception, the wrangling which 

accompanied the play's rehearsals and performance d id not 

help its prospects. Moreover, the producer had omitted to 

tell Guiches that it could only have thirty performances as 

the theatre was already booked for another play after that. 
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Guiches was once again bitterly di sappointed. 

Henri Austruy's review of the play in La Nouvelle Revue, 

1 May 1909, speaks of it as following worthily in the tradition 

of plays on Gascony like Cyrano de Bergerac. The play is a 

lively and witty account of an episode in the galant life of 

La.uzun, Marshal of France who lived from 1632 to 1723. Born 

in Gascony, he had a flamboyant career and married La Grande 

Mademoiselle, a German cousin of Louis XIV. The - epi sode 

related is the occasion of Lauzun's request to the king f or 

permission to marry La Grande Mademoiselle, the king ' s 

agreement, followed by his refusal, then Lauzun's defiance , 

d isgrace and final rehabilitation. The character of Lauzun, 

as portrayed by Guiches and de Nion, is an attractive one , 

presenting the irrepressible self-assured and resourceful 

courtier, caught up in the e ndeavours of Madame de Montespan 

to maintain her influence 'v',i th the king and to e nsure a n 

inheritance for her son. It is Lauzun whose audacity is at 

t h e centre of the dramatic action. The king has given his 

permission for the marriage , but wh e n Madame de Montespan 

threatens to g o into a conve nt i f it takes place , he withcraws 

it . Lauzun, angry at the king 's broken promise, d raws his 

sworo in the king's presence and breaks it , declining to 

s e rve a king who breaks his word . For this he is arresteo and 

held at the chateau de Pignerol. There , he successfully defies 

the efforts of his aggressive jailor to restrain him. He 

comes and goes, baffling his captor s, to purchase flowers 

and collect his correspondence, full of spirit and optimism . 

His optimism is rewarded by a visit from Mademoiselle. 

Mademoiselle , an unsuspecting victim of Madame de Montespan ' s 
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cunning, has all but a g reed to the lat ter 's offer to al l ow 

Lauzun to marry Mademoise lle if she c edes all her wealth to 

the Duc de Maine, Ma d ame de Montespan's e l des t son by the 

king. Lauzun, however, is more astute. Ma dame de Montespan, 

who also arrives at Pignerol, with the king's orde r fr e eing 

Lauzun, subject to this condition, quick ly finds h ers e l f 

outmanoeuvred by him. Lauzun takes possession of the orde r, 

locks both Madame de Montespan and the prison governor in hi s 

cell and escapes with Mademoise lle. Nothing is h e ard o f t hem 

for more than a month, when they finally arrive i n Paris. 

Lauzun is able to prove to the king that Madame de Monte s p an 

herself had added the condition to the order. 

Madame de Maintenon's influence at court is already 

noticeable. Courtiers who were enjoying an eventful court 

life at the b e ginni ng of the play are now complaining of 

b oredom. By contrast with the first performance of Moliere's 

Tartuffe, heard in the background in Act One, the sounds are 

now those of violins playing religious music. Ministers of 

the church and their apparatus are much in evidence. One of 

the courtiers remarks: "II n'y a que des prie-Dieu." Madame 

de Montespan is now in disgrace, but the king's intende d ac~ 

of gratitude to Lauzun is thwarted when the latter discloses 

that he and Mademoiselle have married in secret in the king's 

absence. The king's amused rather than angry reaction allows 

the play to end on a note of triumph for the enterprising 

Lauzun. 

The picture of court life presented by Guiches and his 

collaborator bears a close resemblance to the scenes of high 

society, for example in Snob (1897). The same malevolently 

witty remarks about friends, both absent and present, are a 
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feature of both. Here, Dangeau, complaining that many of 

them have been unable to obtain seats for the first perf or

mance of Tartuffe, remarks, in the presence of others who 

include the Abbe de Visconti and Monsieur de Montespan: 

"( ••• ) c'est vraiment une honte que lorsqu'on joue Tartuff e 

ou, paratt-il, on raille les devots, il n'y ait pas une place 

pour l'abbe de Visconti, et que lorsqu'on nous mont re un mari 

dont la femme est a dmiree, et mteme distinguee, on laisse 

Montespan se morfondre a la porte. 1I (Act I, Scene 1) 

Furthermore, the social background of the plot is given some 

importance. In seeking the support of his peers, Lauzun d raws 

their attention to the fact that if he succeeds in his ambition 

to marry Mademoiselle, it will be a triumph for the II petite 

noblesse ll and will give them hope for the future. 

Lauzun also refers to the role of the nobility at 

versailles: "Pourquoi vient-elle ici? Elle est si bien aux 

champs. Elle y vit mal, c'est vrai. Elle y est pauvre, mais 

la main a la charrue, elle est autrement belle que grattant 

au peigne a toutes les portes et mendiant des emplois." 

(Act I, Scene 6) 

The atmosphere of the seventeenth century is evoked with. 

wit and humour. The character of Lauzun in particular brings 

to the play an attractive audacity not very different from 

that of Cyrano de Bergerac, whose success Guiches no doubt 

sought to emulate. On the other hand, the character of 

Louis XIV differs from the traditional one of the all-powerful 

despot, flattered by all and disobeyed at one's peril. Here 

he seems much too genial and too easily manipulated. The 

atmosphere of intrigue and desperation which surrounded the 

battle for the king's favour is, however, effectively conveyed 
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by Guiches and de Nion. Mademoiselle is one of Guiches' 

rather rare unworldly heroines. There seems not a trace of 

guile or mistrust in her words or deeds, only a genuine affec-

tion for Lauzun and singleness of purpose in her desire to 

marry him. Madame de Mantenon's role is to mark the decline 

of Madame de Montespan's fortunes and to support Lauzun against 

-
her rival. The play is entertaining and,well constructed. Had 

conditions been more favourable, with Coquelinatne in the 

title role, it might well have enjoyed a greater success. 
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(vii) Vouloir (1913) 

Guiches did not seek the h e l p of a collaborator for his 

nex t play, Vouloir, first performed a.t the Comedie Francaise 

on 19 May 1913, based , in a remote way, on his novel Philippe 

Destal. Chacun sa Vie had marked the beginning of a bond of 

friendship between Guiches and Maurice de Feraudy. Vouloir 

was a second vehicle for their successful partnership. 

As the title suggests, the dominating theme of the new 

play is will-power, the exercise of the will to control a 

passionate desire and to bring about the opposite of what 

one really desires. This is not simply a Cornelian exercise 

of will, but the dramatisation of a deliberate conscious effort 

to discipline emotions and to order events by a skilful mani

pulation of the other characters. Guiches had shown in his 

novel L'Imprevu how the individual was at the mercy of the 

unforeseen, despite current ideas of the dangerous power 

of the human mind over others. In Vouloir the will is supreme, 

a 'tour de force' by the principal character, Dr. Richard 

Lemas, who, suppressing his own passion for Madame Laurence 

Dalbois, engineers her marriage to his friend Philippe Destal, 

who is in desperate need of help. 

The original powerful theme of the novel Philippe Destal 

is completely ignored in this play. Only the name and neurotic 

nature of the leading character are retained, together with 

the setting in the Ch~teau de Morillon, originally based on 

the mediaeval Ch~eau de Roussillon. The intense ascetic 

medieval atmosphere of the original novel now gives way, 

however, to the modern world of high society and self-indulgence. 

Philippe Destal is now something of a pawn, always unpredictable 
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and frequently rebellious, but nonetheless a pawn in the hands 

of the other characters who pursue their various ambitions in 

a web of intrigue, in which the central and dominant figure 

is Dr. Richard Lemas. 

As a famous neurologist, he is called in to help his 

brother-in-law, Destal, who has completely lost his zest for 

living after the death of his wife, Lemas' -sister. Lemas' 

visit coincides with that of a Dr. Didiaix whose nearby clinic 

for the neurotically disturbed is at that moment being 

visited in turn by a Madame Laurence Dalbois. Lemas has 

already confessed to Destal's personal physician an incident 

in his own life when he attended a lady with whom he fell in 

love, but who did not return his love. By now he has con

quered his unrequited love, but the lady has reappeared. 

Lemas does not explain that the lady in question is Laurence. 

Turning to Destal's problem, Lemas sees at once that Laurence 

is the woman Philippe needs. His first major exercise in will

power enables him to work to bring this about. Act I, which 

has sixteen scenes, culminates in the marriage. 

Act II sees Philippe Destal apparently restored to 

normality, compaigning with his new wife for a seat in the 

Chambre des Deputes, having resumed the political life he 

had previously abandoned. The situation is soon seen to be 

very unstable, however, when Dr. Didiaix, who had hoped himself 

to marry Laurence and thereby save his clinic from impending 

ruin with her wealth, returns to disturb the household. He 

accuses Lemas of excluding him from the house because he is 

still in love with Laurence and is afraid that Didiaix will 

take her from him. The strong-willed Lemas for once loses 



control and challenges Didiaix to a duel. That Lemas should 

fight a duel allegedly on Laurence's behalf brings out into 

the open Destal's already strong jealousy. To Laurence, who 
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defends Lemas, Destal replies with bitter words and finally, 

although he knows she will never forgive him for this, he 

compares her "hypocrisy" with the loyal devotion of his first 

wife - "dont vous ne serez jamais pour moi que la grimace." 

(Vouloir, p.28)17 

Laurence tells Lemas that these were the only words which 

could bring to an end her love for Destal. Circumstances 

force Lemas to confess his former love for her, a confession 

which she receives with both surprise, and an invitation to 

go away with her now. This revival of hope for his passion 

does not make him forget Destal, however, and in an ingenious 

final Act, Lemas finds that Destal takes his intention to 

leave with Laurence as an artificial device to bring Destal 

to his senses. Lemas cannot convince him otherwise, part i-

cularly as Destal is now anxious to be reconciled with 

Laurence. Unable to destroy a marriage that he himself had 

created, and realising that the rift between Philippe Destal 

and Laurence was temporary, Lemas draw. s on his r e source s > 

of will once more, and, using his manipulative skill, restores 

Laurence's elevotion to Philippe by arousing her jealousy, 

suggesting that Philippe, far from being upset, was already 

planning to marry his cousin. 

Lemas' definition of his role is given to Destal's family 

doctor: "Vouloir, Bagel, c'est vouloir ce q ue l'on n e veut 

pas!" But the e ffort of will and the professional skill o f 

the neurologist do not lessen the underlying sense of conflict 

and involvement within himself. In t he end when Philippe 

Destal comme nts admiringly : " II n'a e u qu 'a voulour!" Lemas 
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asks Bagel to take him to the stat ion, a cCl ing : " J e n' e n p eux 

plus! " (p.32) 

Laure nce , remi n iscent o f Guiches' other he r oine s. is a 

strong ano indepe n dent-minded persona lity, a sui t able b al ance 

b oth for Destal 's n eurosis anr Lema s ' s tactical s k ill . He r 

emotio n al att achment to Destal is l e ss convincing tha n h er 

ambitious desire for him to be a successful poli t ician , h er 

jealousy of h i s first wife and her taste fo r a ful l s ocial 

life . She b elongs to the balanced e x trovert 'vo r l d of Dr . 

Lemas as opposed to those wh o have fall e n victim t o the 

p ressures of modern society. 

The latter are we ll- r epresented . Not only Ph i lippe De stal , 

but the inmate s of Dr. Did iaix ' s clinic a lso p lay an active 

part in the play. Dr . Bage l allowed them the r un o f the 

c~teau as h e thought they might amuse De s tal . But the i r 

histr ionic behaviour h a s a triple function in t h e pl ay . I t 

provide s comedy in that the i r ' ailments ' a re rid i culous. 

Carratier , deputy for the Dr8me explains t o Lemas : "( ••• ) J ' ai 

eu la doule ur d ' echouer a la deputation" (p.62) Madame 

Leonard, a singer, t e lls him: " rna voix mea manq ue tout a 
coup en plein concert ." 

These are the causes of their str ange b ehavi our which h a s 

earned them the title of " les curiosites du pays". Destal ' s 

cousin Renee tells us : "TIs n 'ont pas la souffrance d iscr ete ! 

TIs se droguent , ils se piquent , ils rient, ils pleure nt, 

ils dansent ! TIs menent une melancolie d ' enfer !" (p . 51) 

They have also their function in the plo t . They help to 

arouse Destal's jealousy after his marriage by their strong 

allegiance to Lemas and by r e f e r ring, in a son g being 
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rehearsed for a r evue to be put on by the invalids, to 

Laurence as lila veuve joyeuse ll
• Thi s referenc e makes Philippe 

Destal jealous and angry and prepares his q u arrel with Lemas 

and Laurence. 

Finally the invalids enable Guiche s to i ndic ate a malaise 

of contemporary society. It is perhaps not without signifi -

cance that the theme of his play should be cent reo around 

doctors, four of whom playa part. Doctors and society 

appear not to have changed a great deal since Moliere 's day. 

Dr. Bagel is preparing to retire and allow his son Dr. Gardes 

to take over from him. He says people are developing a 

liking for operations and introduces his son as a clever 

young man II qu i se fera un plaisir de leur ouvrir la gorge, 

de leur couper un bras ou une jambe, bref qui a tout ce qu 'il 

faut pour leur plaire. 1I (p.32) 

Our concern in this play is with mental illness, however, 

Dr. Didiaix is making money out of the wave of psychological 

depression which is a by-product of modern society. Dr. 

Lemas comes along, recognizes among the 'invalids' people 

he had previously met in Paris society and berates t hem f o r 

giving way to their problems. He tells them of the epidemics 

of plague and cholera he has seen and ridicules their 

trivial troubles: 

Vous ~tes a blamer, car cette neurasthenie, qui 
n'etait d'abord qu'une mode, est devenue la 
justification de toutes les fautes, de tous 
les crimes. Si bien qu'a l'heure actuelle, 
la neurasthenie n'est m~me plus une maladie, 
c'est une excuse, l'excuse nationale. (p.70) 

Clearly Guiches disapproved of the way society was moving 

in 1913. The pre-1914 malaise which he indicates here 

was a weak-willed submission to the problems arising from 

the bustle of the twentieth century. 



Richard Lemas, trying to persuade Laurence to marry 

Destal, tells her: 

Vous avez peur du bonheur, car vous etes 
ainsi, maintenant, vous autres! Vous 
avez peur de tout, de I 'amour, du mariage, 
peur des enfants eux-m&mes! On n'aime plus! 
on ne se marie plus!" (p.14 ) 

Abel Hermant, reviewing the play in Le Journal pointed 

to the topicality of will-power at that time: 

La volonte paralt si belle que nous 
l'admirons sous toutes ses formes ( .•• ) 
M. Gustave Guiches, rien qu'en intitu
lant sa piece Vouloir, a deja su toucher 
Ie public au bon endroit. 18 
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Guiches had, for a long time, been critical of the supe r-

ficial pleasure-seeking image of Parisian society. He had 

always advocated a responsible attitude to marriage, the 

application of reason and sincerity to human relations. In 

the twentieth century, however, he took a more optimistic 

view than he had earlier. In the novel of 1892 Philippe Destal 

had seen self-exile as the only way to salvation in a world 

of superficial values. Twenty-one years later Guiches' hero, 

Richard Lemas, is master of the situation and, although he 

himself suffers personally from his activities, the pre

dominant note is one of optimism, brought about by effective 

application of the will to overcome adversity. 

Another evergreen in Guiches' repertoire, his interest 

in the magic art of public speaking, is aired once again 

in Vouloir. Laurence, on meeting Philippe Destal for the 

first time, recalls how she had heard him speak in the 

Chambre des Deputes and how exciting it was. Her description 

of the occasion revives Destal's interest in the power of 



the spoken word: 

Tenez, pendant que vous me parliez, il me 
semb1ait que rna parole endormie s'agitait 
en moi, se reveil1ait de ses quatre ans de 
silence! Ah! parler, parler, quand c'est 
pour faire triompher une idee, quand c'est 
pour Ie bien ou pour 1a beaute, persuader, 
convaincre, emouvoir, ah! quel1e jouissance, 

1 , Ah' . . 1" . , t' ce a. • ouJ., Je aJ. aJ.me, mon ar .19 
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(viii) Language and Style 

Undoubtedly part of the attraction of the theatre for 

Guiches was the opportunity to hear the words he wrote. He 

was, throughout his life, a fascinating craftsman in language. 

For a writer like Flaubert who painstakingly constructed 

great edifices of the written word the novel was an adequate 

medium. Guiches had something of Balzac's powerful emotional 

feeling for words which led him to think beyond the confines 

of the novel and the short story. The politician's role in 

the exploitation of words, touched upon in this quotation 

from Vouloir, was fully dealt with by Guiches after the war 

in his novels Le Tremplin (1919), and its sequel La Tueuse 

(1924). His reputation as a 'raconteur' clearly shows his 

skill and fascination as a talker. The theatre was,in a 

sense, Guiches' parliament or courtroom. Not that he sought 

to sway the opinions of his listeners or to indoctrinate 

them with his ideas. Rather was it an opportunity for him 

to exploit the power of language in a different medium. 

Of Vouloir Henri Austruy wrote in La Nouvelle Revue: 
'\ 

C'est un langage naturel que parlent les 
personnages. Si ceux-ci sont des lettres 
et des virtuoses du verbe, ce n'est pas 
a nous de nous en plaindre. 

Edmond see wrote of Guiches in Gil-BIas with reference 

to the same play: 

Sa presence se manifeste heureusement et 
sans cesse par une boutade, un trait d' 
observation, un mot exquis ••• ou cette 
simple phrase qui vous berce et vous 
caresse encore l'oreille et que seul un 
ecrivain de classe pouvait avoir ainsi 
rhythmee. 

We have already seen in these pages evidence of Guiches' 



effective language in Vouloir. Chacun sa Vie provides many 

more examples of this. The combinatiqn of a well-balanced 

sentence structure with an effective directness makes for 

good theatre. Desclos, pleading the case for a rational 

attitude to love, tells his listeners: 

Vous plaignez un homme a qui l'on vole sa 
fortune et vous riez de lui si on lui vole 
sa femme! vous blamez l'homme qui 'affiche 
une ma~tresse, parce qu'il est hors du 
mariage et vous la rejetez s'il epouse cette 
martresse! Que diable voulez-vous? Je suis 
un homme de chiffres, moi. J'adore Ie bon 
sens et la logique. Je vous parais un 
sauvage, c'est possible~ mais, s'il n'y 
avait pas de dames, je vous dirais bien de 
quoi vous avez l'air. (Chacun sa Vie, p.S) 

The ternary phrase, which occurs regularly in Guiches ' 

novels, not surprisingly turns up in his theatre too. Pro-

testing to her lover that she is not always thinking about 

her husband, Henriette Desclos tells him: 

Qu'est-ce que j'ai de commun avec cet homme 
qui s'ennuie partout ou je me plais, qui 
n1a dans la t~te que ses palmiers et ses 
chemins de fer, et que j'ai epouse je ne 
sais plus pourquoi ni comment? (p.10) 

The simple line is handled with equal skill. Fran90is 

Desclos puts Pauline wise about conscience: "Ah! rna pauvre 
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petite amie! la conscience! ••• Quand on lui parle gentiment, 

elle vous permet tout." 

Not unexpectedly, Guiches' more striking lines are usually 

spoken by the principal characters, seldom by the minor 

characters. He had the good fortune to have Feraudy in the 

lead parts of his two most important plays Chacun sa Vie 

and Vouloir, both of which, as character plays, were ideally 

suited to his acting. Nevertheless, minor characters, such 

as Lesault d'Ahun in Le Nuage, frequently have the wittiest 

lines, couched in a sharp, trenchant style. 
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Guiches, as in his novels, brings authenticity and humour 

to his plays, by bringing local colour into the language and 

accents of his characters. Simonelli, in Chacun sa vie, is a 

source of comedy: 

Que boulez-vous? Ze ne peux pas m'y fa i re ! 
••• Ze me disais qu'oune f ois re~oue cocere 
elle serait affreuse sous ce costumeet que 
ze m' e n degouterais! Z 'ai tous les ~zours 
pour d i x francs de voitoure et ze, ne peux 
pas m 'emp~ce de loui ecrire . (p.1 S ) 

Alongside the varied and striking aspects of Guiches' 

style we must acknowledge also the dialectic side of his 

writing. Particularly in his earlier plays, Guiches' 

characters frequently h old and express , sometimes at length , 

moral views which are important to the plo ts and theme s of the 

plays . Thus Vouzon, in Le Nuage , gives his views o n the q u es-

t ion of h onesty between man and wife : "La franchise est 

comme la l oi. Elle n'a pas c ' effet retroactif ." (Le Nuaqe, 

p.1S ) " La femme a droit au silence sur son passe, comme 

1 ' h omme , ni plus ni moins ." (p . 19 ) 

Similarly, Henriette, recognising the mistake she had 

made in accusing her husband o f having a mistre ss, analys e s 

her conclusions: 

Je ne m' excuse pas . Vos t o rts etaient impar
donnables, les miens ne le sont pas . Et 
p ourtant il faut que nous Ie reconnaissions , 
si nous nous etions tout dit , nous aurions 
ete proteges contre t oute surprise . .Mais on 
ne se punit pas d 'une erreur comme d 'un 
crime. Si nous avons manque de franchis e , 
c'etait p our nous epargner une souffrance. 
C'est donc que nous nous a imons toujours e t 
q ue rien ne peut nous separer . (p .S4 ) 

No doubt a contributory factor to t he failure o f Le Nuage 

was the inescapable impre ssion that the charac ters " raisonnent 

·trop" • They are, admittedly, unlike Corneille' s heroes and 
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heroines, strongly sway ed by emo t ions, but considerab l e time 

and space is g ive n to t h e propounding o f theorie s and analy s e s 

of the si t uation . Inte r e stingly, i n the mi d s t o f t h i s 

tlcourtroom apologia tl in which "counse l" a r gue f o r and against 

evidence and the o r y, Guiches, j ust as h e h ad f requen t l y 

c ommitted imp assionea speech to p ape r in h is novels , here 

ci t e s the \tJri tten word . Thu s Vouzon' s belief s in the 

confidenti a lity of the pas t are r e inforced by a letter from 

He nrie tte 's fo rme r lover i n which he wr ite s: "La f emme do it 

Ie silence a elle-m~me, a celui qu 'elle aime et a c e l ui 

q u'elle aima". (p.27) 

This written evidence in the case of honesty v ersus 

secrecy, which simultaneously int roduces the char acter who is 

to be essential to the d~nouement, ev ok es even more clearl y 

the analogy of the courtroom. But, c uriously, Vouzon also 

spells out his views to b e written down, for Mad ame d e Puy-

moreau to include in her feminist revue: 

Eh bien ••• Par ce qu'il serait cruel ou 
d angereux d 'attrister ou d 'aneantir d ans 
la plupart des cas, des illusions n~cessaires 
- point et virgule: ensuite parce que ce 
passe n'appartient ni a l'un a l'autre, 
qu'il est en quelque sorte une propriete 
sous sequestre, et que les amants, sont de 
tous les fonctionnaires, les moins dis
penses du secret professionnel. (p.19) 

It could be said of Guiches, particularly in the case of 

Le Nuage, that he was better at expounding his characters' 

i deas than he was in bringing them to life through d ramati c 

action. We have seen how his first c rafts of his plays we r e 

more than once described as novels, rather than plays, by 

Jules Claretie. Le Nuage is overburdened with a plethora 

of analysis and interpretation. The character of Henriette, 

like the others, is based on a fixed psychological premise 



which is projected before she has cause for any compl a int : 

( ••• ) Je ne vous pardonne rai pas Ie plus 
leger dementi ( ••• ). Cui. Ce serait, entre 
nous ••• Ie nuage. vous ne savez pas ce que 
c'est que mon nuage? C'est un phenomene 
qui m'est particulier. Je l'ai deja eprouve 
en amitie. Je ne supporte pas la deception. 
Si elle me venait de vous, eh bien, ce 
serait entre nous Ie nuage, un vrai nuage 
qui brouillerait, a I'instant m~me rna vision, 
qui vous cacherait ames yeux, da~s lequel 
vous disparattriez pour toujours •.• comme on 
meurt ••• (pp.30-31) 

300 

Guiches becomes engrossed in his problem, sometimes to the 

exclusion of dramatic interest. Success comes when he learns 

to balance "la piece a idees" with the needs of the theatre, 

as he does in Chacun sa Vie. Nevertheless, the cogent analys i s 

and expression of ideas continued to be a characteristic 

feature of Guiches' style. 



NOTES 

1. "On natt auteur dramatiq ue , on se fait romancier." 
Le Spectacle, p.9. 

2. Andre Antoine, 1858-1943, was born in Limoges. 
The story of the Theatre Libre was told by Antoine 
himself in Mes Souvenirs sur Ie Theatre Libre, 
Revue Hebdomadaire, Paris, 1921, and, among others , 
by Guiches in Le Spectacle, pp.28-44 , ana by Edmond 
See in Le Theatre francais contemporain, Librairie 
Armand Colin, Paris, 1941, chapter II. 
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3. Le Spectacle, p.27. The similarity, in fact, is not 
very marked. Guiches was undoubtedly thinking of 
Esther and Alfred, but the young man who takes Esther 
away from Alfred is not so young and, apart f r om 
his riding, not notably athletic. See Appendix A 
(xi) for a letter to Guiches from the Theatre Libre 
on the subject of Les Quarts d'Heure. Guiches made 
several attempts to have his play Consciences, based 
on the story of L'Ennemi, performed, but without success. 
See Appendix A (vi) for a letter from Guiches to 
Jules Claretie on the subject. 

4. See Appendix A (x) for a letter from Sacha Guitry 
to Guiches. 

5. Snob, P. Ollendorff, Paris, 1895. See Appendix C 
(xivi) for an extract from Guiches' notebooks in which 
he notes amendments to be made to the play, probably 
as a result of discussions with Lucien Guitry. 

6. First performed at the Theatre Sarah Bernhardt on 
29 March 1901, and published in La Nouvelle Revue, 
April-June 1901. Its story ~s retold in the novel 
Bonne Fortune, 1905. 

7. Le Spectacle, p.180. 

8. La Nouvelle Revue, 15 April 1901, p.482. 

9. Le Nuage, Comedie en Deux Actes, Paris, Librairie 
Charpentier et Fasquelle, Eugene Fasquelle ed. 1902, 
Act I, Scene I, p.5. 

10. Chacun sa Vie, published in L'Illustration Thegtrale, 
Paris, 1907, Act 3/ Scene 4, p.30. 

11. Chacun sa Vie, p.2l. 

12. Lettres a Francis Maratuech, La Nouvelle Revue, 40 

S~rie, Vol. 144, p.43. 

13. Ghyslaine. Drame lyrique en un Acte. Librairie 
Charpentier et Fasquelle. Eugene Fasquelle, Editeur, 
Paris, 1908/ p.l2. 



14. Apart from Lauzun, Guiches was to write La Vie 
Arnoureuse de Murat (1930), a biography of Murat, 
born in La Bastide-Murat, Lot, Le Tremplin (1919), 
and La Tueuse (1921), both of which were based on 
tbe life of Leon Garnbetta, born in Cabors. 

15. Le Pays de France, Volume III, No.XX, Perigord, 
Quercy, Hachette, 1924. Introduction by Gustave 
Guiches. 
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16. This play was never published as a book. It appeared 
in full, however, in Cornredia, 21 July 1913. 

17. La Petite Illustration, Paris, 1913. 

18. Quoted in La Petite Illustration, Paris, 1913, p.28. 

19. Ibid, p.13. 
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CHAPTER 6 

Conclusion 

Probably at no time before or since has the cauldron of 

the literary world been as active and seeth~ng as it was at 

the time of the Goncourts. In the battle for recognition, 

as Guiches well knew, he was competing to Qe heard in a 

packed arena. 

"II faudra jouer des coudes." was his phrase in Au Banquet 

d I . 1 e a Vle. The new era of public education, but more parti-

cularly the new cult of the novel which resulted from the 

success of Balzac, Flaubert and Stendhal, had multiplied the 

ranks of the novelists to such a degree that success and 

eternal glory was to be denied many whose writing deserved 

public recognition. 

Rene Dumesnil, writing in 1960, remarked on the silence 

which had settled round the name of Guiches and shared Andre 

Billy's surprise that despite "Ses romans pourtant pleins 

de merite ••• le succes de Celeste Prudhomat fut sans lendemain. 1I2 

There is no doubt of the high regard of eminent critics 

for the work of Gustave Guiches. Dumesnil shared this regard: 

••• Guiches, s'il fut vraiment poete, fut pour 
Ie Quercy, lorsqu'il en parla, ce que Maupassant 
fut pour Ie pays de Caux, et ce naturaliste est 
pareillement poete."3 

His novels were greeted with enthusiastic praise by notabl e 

writers and critics such as Bloy, See, Huysmans, Margueritte, 

coppee, Sarcey, Billy, Goncourt, Charpentier, Rachilde, Donnay, 

Rosny, and many others, whose encouraging remarks are available 

to us either reproduced in the pages of Guiches' memoirs or 

in the pages of Mercure de France and other journals. 
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In 1 929 he was made an Officier o f the Legion d ' Honneur 

on which occasion Maurice Donnay again referred to the 

glo rious success of Celeste Pruobomat which delighteo Donnay: 

par ton accent inimitable d ' enfant au Lot, 
avec quelque chose de flui e et de plus 
septentrional, un point d ' ail, dirai- je , 
par la courbe ~e tes gestes, elegants comme 
les boucles de rivier es flexibles ~e' ta 
region .. . .a 

Yet six years later Guiches died in poverty and oblivion . 

Jean Aj albert wro te in Memoires a Rebours about the circum-

s t ances of Guiches ' death : 

Encore fus-je frappe q uand Gus t ave Guic e s 
mouru t il y a quelques semaines, de la 
sechere sse cruelle de sa necrologie . i 
fleurs ni couronnes. I I. e tait donc tellement 
oublie. Apres de si brillants debuts , aes 
succes re~etes dans I e r oma n et au the~tre , 
une carriere si nombre use ( •. . ) l ' auteur de 
Celeste Prudhomat a 75 ans n ' avai t p as oe 
quoi vivre - de quoi mouri r . S 

Rarely perhaps has a writer inspi red such sympathe tic an0 

perplexed surpr ise at his failure to win a lasting place in 

the public esteem an~ the annals of lite rature . I t is pertinent 

to ask , some forty yea rs after the year of his death , what 

were the reasons for this failure. Ajalbert , whi l e not 

persevering in the search for an answer to the same q u e stion, 

puts forward some tentative suggestions : 

Mais laissons le cas de ce cadet de Quercy, 
qui devait se brGler les ailes aux flammes 
trattresses de Paris, et ne cherchons pas 
les raisons , sante fragile , nonchalance de 
caractere , insouciance de ses interets 
materiels , sans prevoyance de l ' avenir , qui 
l'emu@cherent ' assure r l a paix de ses vieux 
jours. 

Guiches was troubled by his health already in 1910 a n d 

finally succumbed, in 1935, to cancer of the prostrate glann. 

For 25 years he was in failing health and at the same time 

was finding it difficul t to adapt his work to the changing 
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social and literary climate . The charge of " nonchal ance 0e 

caractere" is not b o rne out by his earlier reminiscences in 

his Souven irs Litteraires in which he shows clear determination 

to succeed in the contemporary literary fray , but later on , 

after d isappointments in the theatre with Nu age (1901), 

Vouloi r (1913) and with his p ost war novels , he f ound it 

impossible to fight his way bac k into public favour and failed 

to meet the challe nge of the post-war age . 

Emile Laporte, writing in the Journal du Lot on 7 August 

193 5 , seems to agree on Guiches' lack o f aggress ive ambition: 

Si ce charmant ecrivain n'a pas eu son plein 
de gloire, si, dans l'invasion des temps nou
veaux par des affairistes brutaux, il n'avait 
pas garde la grande r e nornmee a laquelle il 
avait droit , ce n'est p as qu ' il fut inferie u r 
par Ie talent a tant d 'autres dont l e s reuvres 
se l i sent peu mais dont Ie nom reste prestigieux. 
c'est surtout qu ' il eta i t completement denue 
de cet esprit d 'intrique et de cet art publici
taire par lequel certains savent si bien 
suppleer a leur absence de talent. 

The charge of improvidence would be difficult to prove . 

Guiches certainly entertained lavishly in his heyday and used 

to hire the Ch~teau de la Grezette in which to receive his 

friends from Paris while visiting his native Quercy. On the 

other hand he had some big successes in the theatre with Snob 

and Chacun sa Vie and felt an obligation to the actors who 

had been instrumental in his success. The. dis~strous effect 

of the war on money values contributed to a reduction in 

Guiches' circumstances just as it did for many others who 

might otherwise have spent their retirement in comfort. 

Leaving aside the material circumstances of Guiches ' death, 

however. the question of his contribution to French Literature 

and his rightful place in the literary archives still remains 

to be answered. 
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We have already s e en t hat Guiches' close assoc i a tion 

with the writ i ng fratern i ty l ed to h i s conformity to ma ny o f 

t h e fashionable style p at t erns. It is, however, significant 

that those with whom he had his close s t f r i e n d s h i p s, Vi l lie rs 

and ~smans, cont ributed nothing or very litt l e to hi s soc i al 

o r p ersonal vision. Whereas they analysed and explo red the 

more extreme facets of human behaviour, Gui-che s' v i sion was 

ever tied to the struggles of the ord inary middl e -cl a ss 

individual against an unsymp athe tic nature or an unsymp a t h e tic 

socie ty, where not siniste r perversions but the simp l e pre-

occupations o f society with greed and egotism are at the r oot 

of all conflict. 

Martin Turnell remarks that "The ninete enth century 

novelist was not interested in the i n dividual, h e was 

interested in mass movements.,, 6 

Guiches was one of the exceptions to this generalisation. 

celeste Prudhomat, Claire de Gizols, Philippe Destal point 

to his growing interest in the conflict between the s ensi t ive 

individual and the materialist society in which he lives. He 

is strongly critical of society, its standards, its val u e s, 

the conduct and motives of mothers marr ying off their d aughters 

and the marital behaviour of the average citizen who puts 

personal ambition above fi delity and morality. He was a lways, 

however, equally interested in the individual's characte r and 

aspirations, (unlike Flaubert whose cynicism was almost uni 

versally applied) and increasingly it was the individual's 

p rospects of finding happiness which occupied Guiches' at t en-

tion. His analysis of the unworldly mind of Philipp e Destal 

was the logical consequence of his vision of man in society. 

It was an ultimate indication of the only true happiness 

which he saw as independent of the material need s of the body. 
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Guiches' psychology was often, as Turnell suggests of 

nineteenth century psychology in g e neral "grossly simpli f ied ." 

Leon Dussol's attemp ts to moul~ Adeline to his pattern and his 

r ather naive d isconcertment when the tables are turned a r e 

in the trad ition of the rigid determinist psychology o f Taine 

and Bourget and bear no resemblance to, say, the sensitive 

psycho-analysis of Proust. In the case of Philipp e De s t a l , 

however, the analysis is more complex and intriguing. Although 

·apparently based on the supposition that a hypersensit i v e mind 

must go hand-in-hand with a physical frailty and nervous 

unbalance, the hereditary and mystical elements in Destal's 

personality contribute a fascinating study of mental derangement 

and self-denial. Philippe Destal is not a decadent hero, 

although he bears many of the hallmarks of such a man. He is 

a solitary figure, d isillusioned with the world and suffering 

intolerably, both mentally and physically, from life. But he 

does not seek, as does des Esseintes, to revenge himself by 

a morbid obsession with the more extreme sensual aspects of the 

material world. No doubt there is some indication here of 

Huysmans' interest in the occult rubbing off onto Guiches, 

but Guiches makes use of it for his own purposes, to point 

not to an escape from reality into satanism, but to an 

exclusive concentration on the one element ~f reality in which 

his hero finds unspoiled happiness, the memory of his first 

wife. For this the ascetic self-discipline which is inherent 

in his personality is essential. 

As a study in the obstinate but frustrated aspirations of 

the ordinary individual, however, Guiches never repeated the 

incisive authenticity of Celeste Prudhomat. Successive 

critics4 referred to him as the novelist of Quercy. Perhaps, 

as Ajalbert suggested, he burned his wings in the treacherous 
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flames of Paris. Certainly the influence of the capital and 

the society of writers and artists led him away from his 

native province to a concentration on the superficial society 

of Paris and the large town. Had he devoted his efforts to 

the further exploitation of provincial life he might have won 

for himself lasting acclaim in a field where .his rivals were 

few. In Paris, however, the competition was immense and the 

influences detrimental to his style and unproductive in vital 

inspiration. His successes in the novel, and particularly 

in the theatre, were in tune with the public appetite for 

gazing upon a reflection of its own brittle and pleasure

seeking face. Unfortunately, this was not enough to secure 

lasting success. His work lacked the vital originality or 

sensationalising to lift it out of the morass of other writing. 

To be able to tell a good story well, a gift which makes his 

novels highly readable even in the 1970 ' s, was not quite 

enough. Only his novels about his native Quercy have the 

authenticity, originality and persuasive quality which might 

have earned him enduring fame. 

One of the interesting features of Guiches ' work is the 

part played by the women characters. Although victims, on 

the whole, of social and moral injustice they represented the 

new class of women, prepared by e ducation to playa respon

sible part in modern society. Celeste Prudhomat takes over 

her new job from a schoolmaster. Claire de Gizols, too, is a 

public servant, in the service of the post office. Alongside 

these pioneers of female emancipation we also find represented 

the society women, intellectual women frequently, like Adeline 

and Mary in L'Imprevu, and Laure in Philippe Destal, but 

whose activities form part of the artificial web of Parisian 

society. Only when Guiches is writing o f the people of h i s 

native Quercy do we find the unsophisticated and functional 
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role of the modern woman. \~1en he returns to the subject of 

Quercy in Les Deux Soldats (1917), after a long absence, we 

are at once refreshed by his portrait of the young wife Zelia 

,..,rorking the farm while her husbancl is away at t.he \..,rar. Not 

since 1892 in Un Cceur Discret had his p ortrai t of woman rung 

so fundamentally true. The subject of the scheming mistress, 
, 

the wronged wife and the broken marriage had filled the pages 

of his novels and short stories, and had occupiec1 t h e stage 

in his plays f o r 25 years. Although characterized by a 

passionate and patriotic l ove of his native land, and to this 

extent a largely romanticized account of Quercy in war- time, 

the authenticity of his p ortrait still comes through. 

Emile Laporte remarks on Guiches I worthy contrib ution in 

1 ..::1 f' l' 7 a go \jen age 0 _ Journa lsm: 

Nous tenons a ne pas oublier de noter que notre 
compatriote fut aussi un iournaliste de t out 
premier r ang, qu 'il ecrivait de ravissante s, et 
parfois , mord antes chroniques au Figaro, au 
Gil Blas, a l ' Echo ae Paris e n ce temps ou 
celui-ci etai t un beau j ournal li ttE~raire e t 
alo rs que, Cle L.au r ent T.ailhade jusqu I a Hen r i 
Bauer, la presse parisienne comptait un groupe 0 e 
chroniqueurs dont l'eclat n'a jamais ete egale . 

Others remember him as a raconteur of the first order. His 

personality and his wit, his humour and interest in his fellow 

men made him an entertaining host and a warm and sympathetic 

companion. Maurice Donnay suggests that he was so popular 

as a host and companion that many exploited this and took up 

too much of his time . 4 His friendship for some of the great 

men of literature testifies to the truth of this r eputation 

and his memoirs indicate quite clearly b oth his personal 

qualities and his extensive knowlecge and experience of the 

li terary world between 1887 a n d 1914 .• 
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General Keller remarks on the ephemeral nature of the 

" t ..:l ' ' 1 ' ''" 8 h ' h . concer u e oges Slnceres w 1C were V01ce on the occasion 

of Guiches ' death and suggests that some o f these colleagues 

must have felt remo rse at t he way Guiches had been negl ected 

by them and t he public . 

After a re-examination o f Guiches ' life ann wo rks mo re 

-
than forty years after his death , we can scarcely avoi 

e choing General Keller ' s comments made in 1957. Quo ting Lucien 

Descaves ' ''\Toros in 1935: " Ayant assiste aux derniers moments 

de son ma~tre Villiers de l ' Isle Adam , il devait se consoler 

en pensant qu ' un litterate ur qui meurt pauvre peut tout de 

meme laisser une fortune: son nom .,, 9 Ge neral Kelle r goes on 

to say how impossible it is to obtain Guiches ' work in his 

native Quercy . His name , which Descaves confidently proclaimec 

was his legacy for posterity , has died even for the people of 

Ib d h h t h . 1 0 h' h A as an Ca ors. T e statue 0 1S memory w 1C was 

ceremonially unveiled in 1936 , is all that remains accessible 

to the public even if they are well- enough informed to show 

an interest . His name has a place in the history of 

Naturalism , but most general historie s of French literature 

make no mention o f him. 11 This creative writer who in his 

lifetime was at the heart of the literary world and whose 

work reflects the movements o f his age and the deeper 

aspirations of humanity has faded from the scene . 
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1.. Au Banquet de la Vie t p .238 . 

2. Andre Billy. La Litterature Francaise Contemporaine . 
A. Col in , 1927/ p.91. 

3. Rene DUMlSnil, Gustave Guiches (1 860-1935) . Le 
, " -Bouguiniste Francais, 40e annee, aout- septembre , 

1960/ p.247. 

4 . Maurice Donnay a Gustave Guiches, Le Figaro, 
30 March 1929. 

5. Jean Ajalbert. Memoires a Rebours, Paris, Denoel 
et Steele, 1936 . Volume I, p.189. 

6 . Martin Turnell. The Art of French Fi c tion, Hamish 
Hamilton. 1959/ p.7. 

7. See extracts from Guiches' notebooks in Appendix C 
(xii) and (xii i) in which he indicated work planne(l 
and in preparation for various journals. 

8. Pierre Keller, op .cit., p.276. 

9. Quoted by Pierre Keller, op.cit.,pp.276-7. 

10. See Appendix D (x. ). 

11. My experiences in Cahors and Luzech, which had 
provided the setting for Celeste Prudhomat and 
L'Ennemi, in August 1972/ corroborate d General 
Pierre Keller's criticisms. The Syndicat ' d ' 
Initiative of both places had no knowledge of 
Gustave Guiches. 

General Keller tol d me that an attempt had been 
made, in the years following the Second World ~"7ar , 
to revive some of Guiches' work for television. 
Nothing materialised from these efforts. Some o f ' 
his work waSt however, broadcast between the wars, 
including his most successful play, Chacun s a Vie. 
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(i) 

APPENDIX A 

Unpublished Letters written between 
1869 and 1929 

Undated. Probably 1869, when Guiches was a pupil at the 

College des Carmes in Cahors. The spelling and punctuation 

in Guiches' letter are as he wrote them. 
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II ya longtemps que je ne t'ai pas ecris mais je vais reparer 

Ie temps perdu en t'ecrivant une longue lettre. Je t1annon-

cerai avec joie rna rentree aux carmes je travaille bien et 

j'aurai a Ia fin de cette semaine quatre cartes d'honneur. 

Je t'annoncerai aussi que j'ai ete premier en orthographe . Je 

vois Jacques et Georces Delbreil chaque jours. Nous sommes 

deja aIle en promenade au de Ia du pont st Georges. Je 

t'annoncerai aussi que Ie superieur general des Carmes est 

mort et une dame Blanche qui n'etait pas Ia ma~tresse de 

caroline. Maman l ' papa maman plaisir ton ton Ernest Caroline 

moi et •••. dont nous avons eu des nouvelles elles va tres-

bien. J'apprends Ie latin et je suis fort je serai en 

septieme si rna Grammaire Iatine etait Ia m~me chose. Je te 

d irai aussi qu'il est passe des comediens mais nous n1avons. 

pas pu aller a la comedie. J'entends la retraite chaque 

soirs et cela me fait bien du plaisir, nous ne s~mmes que 

quatre dans notre dortoir et nous dormons tres-bien, nous 

nous levons chaque matin a cinq heures et il n1est pas jour 

cela me fait beaucoup de peine. Adieu rna chere Celine je te 

quitte en t'embrassant de tout mon creur et en te souhaitant 

une bonne annee a toi et a ta mere ton devoue cousin 

Gustave Guiches 
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(ii) 
A letter from Charles Buet, 16 July 1883 
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.. 
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(iii) A letter from Villiers de L'Isle Adam, 18 October 1887 
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(iii) 

From Villers de l'Isle-Adam. 

Ie 18 Xbre, 1887. 

Mon cher Guiches, 

Vous m'aviez dit, je crois, que vous 

passeriez me prendre hier soir vers 6hl/2 pour dtner. 

- Je vous ai attendu •••• mais vainement, jeune 

oublieux. 

- J'ai passe ce matin, dans Ie numero du Gil BIas. 

La caisse est fermee Ie dimanche. Je suis tres a court. 

II s'agirait de finir la journee, rien de plus. Avez

vous cinq francs d'ici demain? 

votre 

Villiers. 
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(The first half of this letter was reproduced by Guiches in 

Le Banquet, Editions Spes, Paris, 1926, p.57) 

(iY) 

To his wife, 31 janvier, 1888, par voie pneumatique . 

Ma toute petite Nanot, Malherbe qui ce soir est tout en or, 

nous a invites a dtner chez Breban, Villiers et moi. Je ne 

peux pas refuser surement, rna toute petite Nanot. Je 

retournerai ae bonne heure. A bientot done et des millions 

de baisers de ton Gustave. 

To his wife. Undated. Par voie pneumatique. 

Ma toute petite Nanot, c'est ce soir que je dtne avec 

Huysmans et Leon Bloy. " Je rentrerai aussi tot que possible. 

Je te demanae, rna bonne petite Nanot d 'etre bien sage et de 

t'ennuyer un peu pour l'amour de moi. 

Gustave. 
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(v) 

The Draft of a letter to the director of the Revue Hebdomadaire , 

undated, probably 1891 o r 1892. 

papers.) 

Mon cher Directeur , 

( found among Guiches' 

J e vous remettrai, la f in des epreuves corriges 

(Un Creur Discret) apres oemain matin, lundi . Je oesire , e n 

m~e temps , causer avec vous d ' une idee Gont la realisation 

serait , je mien suis assure , par moi-m~me , oes plus interessants 

p our l es lecteurs de la Revu e . 

Ce serait, a cote oes articles de chronique 

litteraire, la creation, sous une rubrique permanente , o ' un 

courrier bibliographique fait en petites notes serrees, t e l 

que celui de M. Brunetiere s ur la couverture de la Revue des 

deu x Mondes . 

L ' idee n ' e st pas neuve , mais on peut innover oans 

la maniere e l'appliquer et je v ous certifi e que son 

execution serait accueillie avec Ie succes I e p lus vif. 

J ' ai t~te l 'op inion de pas mal de vos lecteurs . 

Tous ceux q ue j ' ai interroges ont ete unanimes a reconnattre 

l ' interet de vos publications tant repro dui tes qu ' i nedites , 

la composition hautement litteraire de la Revue , la directi9n 

tre s artistique qu ' elle re~oit , mais ils ont ete unanimes a 
signaler une lacune , l ' absence d ' une sorte de Bulle tin 

hebdomadaire qui t!n t exactement vos l ecteurs au courant au 

mouvement intellectuel . 

II va sans dire , je Ie repete, que ce courrier 

n ' excluerait pas les grands articles de critique. 

Je Ie comprends comme une serie de note s tres breves 

donn ant les aper9us des livre s parus , des indiscretions sur 

c eux a para'tre et qui doivent faire evenement (Daudet , Zola , 

Renan , Goncourt etc ••• ) les nouvelles artistiques, la petite 

I . 
i 



chronique des salons litt eraires etc •••• Mais il faut donner 

a ces n o tes un inter~t de lecture Ie plus vif p ossible et un 

moye n infail ible pour arriver a c e resultat , c ' est ne es 

fa i re les mieux informee s qui soient , habilement variee s , 

et , a l 'occasion a s sez malicieus e s assez p iquante s p our 

creer autour ' d ' elles un mouveme nt de curiosite . 

Bien entendu , mo n cher Directeur , j e v ou s demande , 

si vous a cceptez mon idee , l a redaction de c e courrier 

hebdomadaire . J'ai fait au Figaro, pendant trois mo is , une 

serie e silhouettes fem i nines (Femmes de Lettres ) qui eut 

ans la p ubl i c specia l auquel elle etait destinee un 

veritable retenti ssement . Les "S ilhouettes se rapprochaient 

par certains cStes des note s e n question. J e frequente a 
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peu p res dans tous les salons l itteraires parisien s chez 

Dauoet , Goncourt , Mmes Adam , Gyp , etc •••• J e suis en relations 

avec tous mes confreres , mes aines comme ceux de m,a generation. 

J e collabore au Figaro, au Gil BIas, au Temps, a l a 

Nouvelle Revue, a la Revue Bleue etc •••• Je suis donc e n 

mesure de oonner les inf ormations les plus diverses, l e s 

p lus curieuses et les plus sensatione lles. 

Du r e ste nous p ourrions e ssayer, si vous m' accordez 

Ie temps de faire de cette rubrique ce que je desire en 

faire, j'ai la certitude d 'appo rter , dans un delai tres 

court, a votre Revue, un de s e s plus importants elements 

de succes. 

Nous causerons de tout cela lundi. Excusez- moi 

de vous avoir si longuement developpe mon i dee et croyez

moi, mon cher Directeur, votre collaborateur bien devoue •••• 

Gustave Guiches 



(vi) 

Letter to Jules Claret i e , Aoministrateur de l ' Academie 

Fran<;aise , dat ed 28 June 1894 . This copy was f ound among 

Guiches' papers. 

Je n 'ai pas voulu M. l'Administrateur et ch er ma1tre , que 

rna reponse vous parvtnt a un moment ou les questions de 

the~tre faisaient place a de tout autres preoccupations . 

Aujourd'hui je me risque a vous l'adresser et sollicite toute 

votre indulgence en raison de sa longueur. 

Votre opinion se resume a ceci . 1 0 "Un bon premier acte 

d ' exposition. 20 Un bon deuxieme acte avec une scene de ler 

ordre. 30 Un troisieme moin s bienvenu que les deux prece

dents . 40 "Une langue ferme et nette et de s caracteres tres 

etudes . Ce bilan n'est pas pour decourager, mais j e n e puis 

rester insensibles aux objections que vous m'adressez. 

Vous me dites , d 'abord, mon cher ma~tre, que Jayan, mon 

principal personnage avec Chavasseur, rappelle ~ernouillet . 

Comment c ela se peut-il? Vernouillet est un maitre chanteur, 

Jayan est un usurier. Vernouillet represente la presse 

vereuse, Jayan la speculation. Vernouillet c~ntre Charrier 

c'est Ie gueux essayant de s'emparer d'une fortune par Ie 

chantage. Jayan, aux prises avec Chavasseur c'est le 

Ie capital en lutte avec la propriete. Le personnage d ' Augier 

se presente timidement et c' es t Ie marquis d'Auberine qui lui 

suggere son effronterie. Le mien au contraire attaque 

d 'emblee. Je ne vois donc entre l'Usurier Jayan et Ie ma1tre 

chanteur vernouillet d'autres liens qu'une commune ambition 

et un cynisme dont l'expression differe radicalement. Et 

c es lie ns se r etrouvent chez la plupart des personnages 

composes dans cet ordre d 'idees. Giraud de la Question 

d'argent? M. de Brives de Mercadet et tant d 'autres dont Ie 
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souvenir m'echappe sont aes exploiteurs et des cyniques au 

m~e titre que Vernouillet. On ne les confond p ourtant pas, 

sans quoi il ne serait plus permis de creer de s amoureux, 

des avares, des hommes politiques etc~ ••• parce qu 'existent 

Romeo et Juliet, Harpagon, Rabagas etc ••• 

Les questions d'argent, me dites-vous, cher ma~tre, sont 

insupportables a la scene et la viticulture n e doit pas 

l'@tre moins. Ne serait-il pourtant pas excessif d'exclure 
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au theatre par la raison que les essais de ce genre n'ont pas 

tous reussi jusqu'a ce jour des moyens d'action tels que la 

passion de l'argent ou celIe de la terre et non specialement 

de la viticulture. Et a l'insucc~s bien relatif de Mercadet , 

on peut opposer, par exemple, Ie succ~s tout recent de 

l'Engrenage, une pi~ce aussi aride que possible ou il n'est 

traite que de politique rurale, d'argent, d'industrie, de 

bas tripotages electoraux, sans qu'un seul mot d'amour y soit 
, 

prononce. 

Permettez-moi donc, mon cher ma~tre, de vous exprimer mon 

desir et en meme temps Ie regret que ce desir ne soit pas 

conforme avos obligeants conseils. 

Je ne garde que fort peu d'illusions sur un resultat que 

vous me faites prevoir et votre lettre me donne a comprendre 

que je n'ai pas a compter pour Ie succ~s de rna lecture sur 

votre sympathique concours. Aussi defavourables que puissant 

etre les conditions dans lesquelles je me trouve je tiens a 

subir l'epreuve de cette lecture et il ne me reste plus 

quia vous prier de bien vouloir me faire conna~tre l'epoque 

vers laquelle elle pourra avoir lieu. 
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Avec tous mes remerciements pour la cordiale courtoisie 

dont vous avez bien voulu m'honorer et ce nouveau toutes mes 

excuses pour cette lettre interminable, agreez, je vous prie, 

M. l'Administrateur et cher ma~tre, l'assurance de rna haute 

consideration et de mes devoues sentiments. 

Paris 28 juin 94 Jeudi Gustave Guiches. 

Guiches tells us in Le Spectacle that he submitted 

Consciences, his first play, to the Comedie Fran~aise in 1887. 

It was rejected by Edouard Cadol, although he found the 

subject interesting, and by Claretie, who said the subject was 

dangerous for the public. Then, after Philippe Destal (1892), 

Guiches must have decided to try again with Consciences, as 

this letter shows. He tells us in his memoirs that he read it 

to Maurice Donnay and Lucien Guitry in 1895, but he does not 

mention this approach to the Comedie Francaise in 1894. 

Although the play is not mentioned by name in this letter, 

its subject, phylloxera and its effect on the consciences of 

the characters, clearly refers to a dramatisation of the story 

of L'Ennemi, with characters of the same names. Guitry told 

Guiches that the subject was not suitable for the The~tre ge 

la Renaissance and suggested that he should read it to Antoine. 

Having had the play rejected a total of four times, Guiches 

obviously abandoned the idea, especially as Guitry encouraged 

him to write a new play for him and Guiches immediately began 

writing Snob. 

The dramatisation of L'Ennemi was also the subject of 

correspondence between Guiches and the publisher E. Fasquelle, 

who was interested in the project. According to Henri Austruy, 

the play was to be performed at the Odeon but nothi.ng came of 

it. See La Nouvelle Revue, Quatrieme Serie, 1936. Gustave 



Guiches, Sa vie, ses oeuvres, ses amities. vol. 142, jan

avril, p.17. 

(vii) 

From Maurice Donnay de l'Academie Fran~aise 

le 7 Mai '14 7, RUE DE FLORENCE 

Chers amis, 

Je reviens de l'A.F. (Academie Fran9aise) ou 

l'on a discute les titres des divers candiaats au P.T. 

(Prix Toirac) car il y en avait deux. Je peux te dire 

avec joie et fierte que j'ai ete ton heureux avocat. En 
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un mot, en cinq mots plutot: tu as le prix Toirac. Embrasse 

Jeanne, Marguerite pour moi et que Marguerite et Jeanne 

t'embrassent pour moi. 

Ton vieux camarade 

Maurice Donnay 

(viii) 

The incomplete manuscript draft of a letter to the publishers 

of La Tueuse in 1921 • 

•••• le presenter a vous sans avoir pu depouiller sa tenue 

de travail. Mais il est malgre ces surcharges, de lecture 

facile, une cinquantaine de pages manuscrites sont ecrites 

au recto et au verso. N'ayant ni aucune possibilite de l e s 

faire recopier a la main ou dactylographier, je vous deman 

derai, mon cher Directeur, de bien vouloir les faire taper 

~ la machine, bien entendu ames frais qui seront retenus 

sur Ie paiement aefinitif du feuilleton. 

Vous trouvez a mon scenario un decor reactionnaire. Je 
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peux vous assurer que La Tueuse n'est pas reactionnaire du 

tout, loin de la! La Tue use c' e st la Politique d 'inter~t 

personnel et mon personnage reactionn a ire ecope a ce point de 

vue autant que 1 ' auteur mais plus durement! II n 'y a 

d 'attaque dans mon livre que la politique d 'ego1sme et ceux 

qui la pratiquent avec Ie plus de cynisme se"ront les premiers 

a applaudir, vous n ' en doutez pas ! Du reste, lorsque nous en 

serons aux epreuves, si vous jugez quelques expressions 

modifiables , je serai quant au tex te tout a votre disposition. 

Je vous demande, mon cher Directeur, de bien vouloir, 

oes que vous aurez re<;:u mon manuscrit, me faire adresser, 

avec votre accuse de reception, la somme entenaue de quinze 

cents francs par lettre chargee, ce s era , pour moi , ?lus 

commode que Ie cheque ou I e mandat- p oste . 

Je vous accuserai au ssi t -at fIe la reception et, ces rna 

rentree a Paris , vous oeman ae rai quelques minutes oe votre 

temps precieux pour .••• 

( ix ) 

Two unpublished l etters from La Princesse Murat in reply to 

letters from Gui che s in which h e had a s ked if she woul 

col abo rate fi n ancia ly in a film pro uction of La Vie 

Amoure use de Murat. 

FIRST LETTER 

Monsieur , 

28, rue de Monseau , 

Paris 

Ie 13 avri , 1923 

Etant allee a la campagne ces jours derniers il m' a ete 

impossible de repondre plus t~t a votre lettre. II est 

evident que la pro duction d ' un f ilm consacre a Murat e st loin 

de nous laisser indifferente , mais vous compren rez que j e 
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no i s v ous avouer t out ~ ' abor . l ' incompe tence ou j e suis de 

l a technique c i n ematographique a t une telle e n treprise autant 

q u e de s a reali s a tion financi~re . II serai t donc uti l e a 
mon sens que vous p uissie z I e p l u s t a t qu ail vou s se r a p ossibl e 

de me fou r n i r tout a ' abord u ne etude sur la r e alisatio n au 

film lui - m£me , distribu tion de s a r tiste s, metteur en sce ne 

e t c ., s ans p arle r nature llement du scenario. Deuxi eme p o int 

cap ital, u ne etude p re sque defi~ive des differen~ moyens 

financ iers q u i p ourraie nt p ermettre l a realisa t ion que v ous 

poursuive z, soit que I e film soit e xploi t e d i rec tement par 

une societ e speciale ou bie n par une societ e fran9ai s e d ' eoition 

connue. Ve uill e z teni r ici l ' expressi on de me s s e ntime n t s tres 

sympathiques. 

Le Pr ince sse Murat 

Reply to another l etter from Gui che s. 

Ie 3 mai 1923 

Monsie ur , 

En reponse a la lettre que vous m ' av ez ecrite en date 

au 26 avril je tiens a vous di re qu ' il me para'i't d ifficile 

et meme impossible que Ie prince e t moi fassions p e rsonne l l e 

ment les demarches necessaire s pour reunir la somme d e 

1.200.000 francs quail semble devoir falloi r d ' ap r es 

l ' estimation de l'Association Generale Cinematographique qui 

se chargerait de la production du film d~nt vous ave z p r oj e te 

la creation. Nous avons toujours decide de ne jamais 

.. 
conceder ni provoquer aucun placement financier aupres de 

personnalites de notre entourage et il faudrait que vous 

vous chargiez vous-m~me de pressentir toutes les p e rsonnes 

qui seraient susceptibles de participer a cette affaire qui 

peut ~tre excellente . Nous-m@mes dans ces conditions 

p ourrions y souscrire pour une certaine part. 
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Croyez a mes sentiments distingues 

La Prince sse rvIurat 
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. (x) A letter from Sacha Guitry 
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(xi) A letter from the Theatre Libre, 22 January 1888 
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APPENDIX B 

(i) The Manuscript of L'Imprevu 

The manuscript of L'Imprevu found among Guiche s' p ape rs 

appears to comp rise a minimum of fou r d iffere n t stages i n the 

development of the novel, three of which are incomple te. The 

first stage has pages numbered 3-12, in blac]c ink , and relates 

the beginning of the story from the point of view of a wri ter , 

Flavien Logier, to whom Leon Dussol, who is about to k ill 

himself, sends his story in the form of a manuscript h eaded 

A Ma Supreme Confession. Logier, trying to recolle ct how he 

first met Dussol, recalls his own native province and his 

struggle against his father and family in order to be allowed 

to take up literature as a career. He remembers his ambition, 

his determination to leave the narrow confines of provincial 

life, and the literary evening of Alain Pecal in Paris, at 

which he first met Leon Dussol. Only then does he turn to 

Dussol's manuscript and begin to read it. 

The second version consists of a series of fragmented 

stages. All are numbenJin black ink. Pages 2-15, of which 

page 7 is missing, begin with Logier reading Dussol's 

manuscript without any preamble about himself. Now it is 

Dussol who is anxious to leave his native town, 'irritated by 

its provinciality. The manuscript tells of his choice of a 

career in letters and his early efforts. It continues with 

the letter from his childhood fri~nd, Adeline, in which she 

announces her visit, and gives an account of her parents. 

Guiches gives their name here as Delrieux, but in the 
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published version he changed it to d'Avrilon and at t h e same 

time changed their r e lationship to that of guar dians. Ade1 i n e ' s 

visit is here preceded by an unexpected and unwelcome visit 

from the local priest who also tries to dissuade him from 

leaving. The second group of p ages, numbered 15-18, give s 

an account of Dusso1 1 s reading and his plans for his f uture 

career, which include election to the Academie Franfai s e . 

It ends with the letter from Adeline . Pages 21- 37 off er 

slight variations on some of these ear lier p age s and continue 

with an account of Dusso1 1 s first days in Paris and h i s 

conversations with Peca1. 

The pages of the third version are numbered, in bla c k i nk , 

i-55, several of which are missing. It begins wi t h the letter 

from Dussol to Logier, followed by a briefer account of 

Logier's reaction to it. Dussol's story no longer carries the 

title of a confession and, instead of killing himself, Dussol 

has taken a job as a civil servant in the provinces. The 

manuscript, which is incomplete, ends with Dusso1 1 s threat to 

sell his library and give up writing, as part of his compaign 

to humiliate Adeline. 

Stage four consists of an almost complete version of the 

novel with pages 2-108,numbered in red. Some page s are 

missing and there are three diffe rent endings. A number of 

the pages in this version were originally part of the third 

version and have been renumbered in red. Stage four is 

substantially the same in story and presentation as the 

published version of 1891. The device of introducing the 

story in the form of a posthumus confession has been re j e cted 

and the character of Flavien Logier suppressed. 
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From these manuscript pages we can trace the development 

of the novel, in the course of which not only the 'cadre' of 

the posthumous confession was modified and then dropped, but 

with it a quantity of semi-autobiographical and other des

criptive material. The ending was also modified, allowing 

Dussol to reject suicide and find solace in escape to America 

and marriage to his American friend, Mary. 

Among pages which were casualties of the 1891 edition 

are those which refer to the provincial town and atmosphere, 

which first Logier and then Dussol left behind them to start 

a career as a writer in Paris. They tell of the narrow outlook 

and irritating sameness of life in their native town. The 

reasons for omitting these pages may be simply those of 

economy and pace. Certainly a marginal note on page 31 of 

the fourth version says "Abregez la description". Some of 

Guiches' references to the provincial town and its people 

appear critical and derisory. This, together with mention of 

individuals who may have recognised themselves, would perhaps 

have alienated his fellow countrymen had they been published . 

It would be wrong to assume that these pages are purely 

autobiographical and accurate in every detail. However, the 

inspiration for them is so clearly Guiches' memories of the 

early stages of his own career that there is inevitably a good 

deal of personal reminiscence here. Some pages which refer 

to the early literary efforts of Dussol,and his difficulties, 

may have been ultimately rejected by Guiches as seeming too 

much like his own confession. He may indeed have abandoned 

the device of the posthumous confession for the same reason. 
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Unpublished extracts from the Manuscript of L'Imprevu 

1. Version 2B, page 15 

Je relus Lamartine, le divin Musset, Victor Hugo en 

ses bons endroits et quelques autres aussi q ue la generation 

actuelle accable de ses plus amers mepris, t .els que Ie grand 

Ponsard, Ducis, Baour-Lormian, Loumet, Guiraud , Millevoie, 

Laprade •••• j'en passe et des meilleurs! 

II m'etait imp ossible, apres mes fructueus e s lectures, 

de ne pas m'occuper des procedes de fabrication. Jlachetai 

donc les meilleures prosodies, d'instructifs d ictionnaires 

de rimes et des dictionnaires de synonimes ave c leur s 

supplements. 

Je t~tai de la poesie epique, ne sachant pas e ncore c e 

genre d emode. Je m'aventura i d ans Ie lyrisme. J'essayai 

de l'art d i dactique et des poeme s fugitifs, du sonnet, de 

l'epithalame, de l'epigramme, du quatrain. Je tournai des 

odes et m'abimai dans des rondels. Mais rien n e j a ill i ssa i t . 

Mes productions etaient de forme irreprochable~ pourtant il 

leur manquait ce je ne sais quoi ••• Enfin j'abandonnai l a 

poesie et me jetai dans la prose a corps p e rdu •••• Et puis la 

carriere du prosateur etait plus pratique, plus r ai sonnable 

que celle de poete a une epoque foncierement positive ou 

l'Ideal est retribue dans des proportions derisoi r es, 

lorsqu'il n'est pas bafoue par les bateliers de l a p r e s se 

et les courtisans de l'opinion. 

La vie ouvrait devant moi de riantes perspe ctives. J e 

n'en voulus voir qu'une seule, une belle et grave ave nue , 

rectiligne, auster e, a l'ex tremite de laquelle s u r l e 

ma gique horizon s e d ressait surmontee de sa vaste c oup o le , 

la masse i mposa.nte de l' Insti tut. 



L' Academie ! Ce fut par ce-tte promesse d ' irnrnortali te 

faite en moi-m~me que je voulus preluder a mon entree dans 

l ' ar~ne litteraire dont Ie sol est helas ! jonche de tant de 

vaincus et, di sons-le , de tant de martyrs! 
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Je graduai rna vie, la divisa i en etapes marement c ornbinees 

e t habilement mesurees . A ving t-cinq ans , je devai s avoir 

publie sous ce t itre : Essais une etude historique et analy

tique sur l'Academie, oepuis son origin e jusqu ' aux quarante, 

nos contemporains. Ce travail r evelerait chez son auteur de 

s erieuses qualites critiques e t, par des c onsiderations 

laudatives avec reserve au tant que par de fines ironies, se 

cesigner a i t Cle lui-m~me a la bienveillante attent ion ce 

I ' Insti tut . ll. trente ans mes deux romans l ' u n satirique , 

l ' autre psycho l ogique , c e dernier publie dans la revue , 

s e raient couro nnes par l ' Acaaemie Fran~aise qui , des lor s , 

voudrait bien di scer n e r e n son devoue s e rviteur les elements 

a ' un cancidat . JI_pr~s quelques a - prop o s aux anniversaires 

classiques rna piece , Le Colibri (Ie sujet est a trouver ) 

serait j o uee a la Comedie Fran9aise et je cornme ncerais l e s 

demarch es officielles e n les salons autorises . J ' aurais 

alors trente- cinq ans. 11 ne re s terait plus a effectuer q~e 

les visites . Puis viendrai t l ' election, la nomination et 

la reception, les trois actes supr~mes dont j e ne pouvais 

prevo ir l ' accomplissement avant l ' age de cinquante ans 

revolus. 

These extracts from an early version of L ' Imprevu , a wor1<. 

of fiction ann therefore not necessarily autobiographical , 

nonetheless refl ect the reality of Guiches ' early at1:empts 



at verse and a n e arly i nterest in the Aca . emie F ranya i se . A 

comparison of t h e schecu e here outl ineCl by Leon us sol wit 
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t h e events o f Guiches ' 0 \VI1 career shows s ome i n teresting p o ints 

of similarity . Guiche s published L ' Imprevu , a satire on the 

the ory an philosophy 0 positivism , in 1890 when he \.va s thirty 

y e ars old . His next nove l , Philippe De sta1, publisheo two 

ye ars later , was a psychological study . NEd t h er was, hm\Tever , 

honoured b y the Academi e Fran~aise . He had t:o wait until 

1917 for his nov e l Le s Deux Sol ats to r eceive the Prix Nee 

from the Ac ademie . In the theatre , his first play to be 

performed at the Comedie Francaise was Le Juage, 1901 , when 

he was forty- two years old . When he wa s sixty- seve n , in 

1927 , he was nominated as a cand i ate for the Academie but 

subsequently withdrew to allow Abe l Hermant to be elected . 

2 . Version 1 , page 3 

Comme 1es autres i1 s'etait soustrait aux steriles sp .eens 

de province , 1asse des distractions departementales, de s 

fl~neries sur la Place cl ' Armes dans 1e fracas de musiques 

mi1itaires , des iscussions futiles aux heures des aperitifs , 

des ranees melo s du theatre municipal , des furne r ies du " cafe 

chantant" et de la bonte des dames mGres dans les sauterie s 

de la societe. 11 avait fui , dec ampe , dans une agile horreur , 

devant c ette beate mediocrite d '~es et d 'esprits. 

uel1es 1utte s avant ce denouement ! La fami11e entretenait 

d 1\ 1 ,. e s rev e s p us s erleux . Apres 1e bacca1aureat conquis ave c 

ment i on honorable, au dessert du repas de triomphe , on avait 

discute sur 1e choix d 'une carriere. contributions ,- les 

directe s et 1es indirectes,- et 1es bifurcations sur 



1 ' Enregistrement , I e Timbre et les Domaines avaient ete 

proposee s, jugees, conspuee s . M~e sort etait reserve aux 

services vicinaux et a ceux de la Navigation. Les meres 

s'insurgerent au seul nom de Saint-Cyr. Une tante qui 

appartenait au Tiers-Ordre souleva des rafales de gaiete en 

offrant Ie Sacerdoce. Sans succes on aborda les c o rps savants 

et ce n e f u t qu 'aux avenirs reputes liberaux que , soudainement , 

Ie p e re proclama: "Voila c e qu 'il me faut! - II se tourna 

vers Fl avien et , avec l 'autorite d 'une i njonction : " tu feras 

ton droit. Je me suis renseigne . Tu passeras pres de nous 

les deux premieres annees. Notre ami Benjamin t ' inculquera 

les e l ements. Et p uis nous verrons p our ton docto rat a 

t'expedier vers la capitale. Bre f , tu seras magistrat , mais 

retiens bien ceci,- pas de magistrature assise! Rien que la 

Magistrature debout ! 

Le silence f ut presque solennel . On n'entendit, un 

instant, que les claquements de langue de quelques vieillards 

sirotant des eaux- de-vie. 

Apres quelques mois de vaines etudes, Flavien saccageait 

les illusions de son pere et culbutait c ette magistrature mise 

debout avec une despotisme s i egoistement paternel. A son 

tour, il proclamait: "Je veux faire de la Litterature. Vous 

1\ ne p ourrez mien empecher. J'ai la vocation. 

La parole etait e nflammee a s ouhait, ses yeux avaient 

Ie fanatisme d'une indomptable resolution. La colere de 

M. Logier fut desarmee. II essaya du raisonnement, devida 

Ie martyrologe des artistes, prophetisa l'h8pital et finit 

pas cederdevant l'inflexible insistance de c elui que, 

desormais, i l appela "mon malheureux fils". 
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This account of Flavie n Log ier's conflict wi th h i s 

father on the subject o f a career is very similar to Guiches' 

account of his own experience as told in Au Banquet de la Vie 

(1925). On page 5 of the same manu script version of 

L'Imprevu, Gu iches gives an account of Leon Dussol's fathe r, 

whose characteristics s e em to contrast with ,those of M. 

Logi er. Together they underline Guiches' p r e occup a t ion wi th 

the part h i s own father played in his own career. 

3. Version 3, page 38 

Mon roman n'avan~ait qu'avec une desolante lente ur. 

Chaque matin, vers d i x heures, je m'asseyais devant rna t able 

de travail et la, je resta is de longs instants, ruminant l e s 

phrases, appelant eperddffient l'expression qui r efusait de s e 

rendre, m'arretant A chaque ligne devant de renaissante s 

difficultes. Vainement je relisais les pages ecrites pour 

stimuler rna pensee. Une suite de mots defilaient sous rna 

plume, puis, l'inspiration s'essoufflait et rna main 

s'immobilisait comme si les ressorts qui lui donnaient Ie 

mouvement s'etaient subitement rompus. Mes nerfs 

s'exasperaient dans l'inutile acharnement de cette lutte . 

Bient~t m~me la force de rallier des idees me faisai t defaut. 

Je me desesperais a calculer l'effrayante quantite de page s 

qu'il me fallait encore ecrire avant d'avoir termine la 

premiere partie de mon roman ••• Puis, tout-A-coup, survenait 

une furieuse reprise de travail. Vingt lignes etaient 

ecrites d'une traite avec une imp revue spontaneite 

d'execution. 



Leon Dusso1 is here relating his difficulties when 

writing his novel Le Co1ibri. Undoubtedly, however, Guiches 

was thinking of his own experience when writing celeste 

Prudhomat (1886). As the next extract conveys very 

effectively, Guiches was more than a little worried during 

his early days in Paris that time was passing and he had not 

yet published anything. 

4 . Version 3, pages 19-20 

Je me trouvai sans forces, brise d 'avance, honteux de 
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mes illusions et desireux de rebrousser chemin. Mais pouvais

je retourner a Montmori11on? 11 faudrait inventer des 

pretextes pour motiver un si brusque revirement d~nt 1a 

veritable cause, devinee sans peine, me condarnnerait pour 

toujours aux rires de cette bourgeoisie si grandement 

impressionnee lorsque je lui avais signifie 1 1importance de 

mes ambitions, a 1 1heure de mon depart. Je prevoyais 1es 

sourires qui sa1ueraient mon retour. J'entendais 1es 

1es phrases: "VOUs nous revenez! Deja! Tant mieux! C1est 

1a rentree de 1 1enfant prodigue, nous allons tuer 1e veau 

gras. He bien, vous arrivez bredoui11e? Vous abandonnez 

1a partie? Vous en avez deja assez de tenter fortune. Vous 

avez bigrement raison! On n1est nu11e part mieux que chez 

soi. Nous vous avions assez prevenu, n'est-ceIBs? Les avis 

ne vous ont pas manque." 

La terreur du ridicule merite qui desormais entacherait 

d 'une grotesque 1egende mon existence de province m'emp~cha 

de renoncer ames projets et de quitter Paris, chasse par 

1a soudaine panique de mes deceptions. A mediter 1es 
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desastreuses consequences a'une pareille fuite, mon courage 

se rafferrnit. Je resolus de me m~ler au mouvement des 

plaisirs parisiens, d'etourdir en eux rna solitude, d'assourdir 

par les rires des f~tes Ie silence mortel que j e portais en 

moi. 

Chaque soir, durant quelques semaines, je suivis les 

spectacles, plus interesse par l'opulent coup d'reil des salles 

de premieres que par les evenements tragiques ou joyeux qui 

se developpaient sur la scene entre Ie ~te cour et I e c$te 

jardin. Parmi la foule des habits noirs, j'essayais de 

reconna1tre ,- en les comparant a leurs photographies exposees 

dans les passages,- les critiques perorant par groupes, aux 

entr'actes, les uns adosses aux fauteuils, articulant de calmes 

impressions, d 'autres passionnes sabrant avec ae s gestes de 

colere les arguments de leurs interlocuteurs, quelques-uns 

pensifs, Ie buste en avant, s'appuyant a des cannes massives 

dont la pomme d ' argent reposait sur leur plastron •••• Apres 

Ie spectacle, j'allais m'asseoir dans un cafe de nuit du 

Boulevard •••• Sous les successives poussees des arrivants, 

les portes ouvertes jetaient dans les salles de nouvelles 

fournees de couleurs et de nouveaux eclats. 

In exactly the same way Guiches too haa begun by 

observing the behaviour of Paris society. It was not unti he 

had met the poet Rollinat that he realised that the inspiration 

he was waiting for was to be founa in his own native 

province. 



5 . Versio n 3 , page 31 

Nous montames l a spirale d ' un etroi t escal i er a la rampe 

voilee d ' un j upon de serge . La p o rte s 'ouvr it sur une salle 

v a s te et fumeu s e a ux mur s de laquelle des peintures 

a ffichaient , e n des tons exasperes, des epopees burlesques 

d ' anima ux de basse--couret aussi des femme s en des attitudes 
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de sphinx . Au centre , un billard vissait au plancher ses 

quatre pieds mass if s p o rtant , en pierre de sacrifice , 

l ' entablement du tapi s vert . Autour des bandes qui enclavaient 

d ' un glacis de b o is humide et l uisant Ie rec tangle aux 

carambo lages , s ' alignaien t , par rangees sy ,metriques , l es 

tables de c ons ommation . 

Quelques jeunes gen s e n v e ston largement ouvert e t Ie 

c o l ceint de cravat es a no eucs fl o ttants f o rmaie nt des groupe s 

clair- semes sur lesquels descen~ait, en plafond de brouillard , 

la fumee des pipes c ont ils entretenaient silencieusement les 

f ourneaux . Les une etaient renverses sur leurs chaise s, 

exhalaie nt des c ouronnes de vapeur . D' autres s e r raient dan s 

leurs mains lao p o ignee d I enormes chopes et creusaie nt des 

vallees en s oufflant sur la creme des bieres. Au f ond de la 

salle , une femme , la t/te embrasee de cheveux r oux jouait. a u 

piano des canses creo les c lune c adence e olie nne qui e n ormait 

I e r~e dans un b erc ement oe h amac. 

No tre a r rivee f ut a pei ne remarquee. Ta u s les regar~ s 

s ' e taient diriges vers la p o rte qui vena i t de s ' ouvrir e t 

s ' eta ient detournes aussitot . Cependant l ' indifference de 

cet accueil fut temperee chez la plupart d ' une famili ar i te 

presque cordiale s ' exprimant p ar des : "b onjour vieux. Le 
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genie va toujours • ? J.en. Bonjour mon gros pecal. On ne 

VOuS voit plus ." 

Le ma1 tre s ' accommodait de c e s libres fa<;ons. A chacun 

des assistants , il me pres entait et acce ntuait c ' une inclina-

tion ceremonieuse l ' echange ~es noms. Je me sentais vise 

par de s regards curieux et mefiants . Le plus grana nombre 

repon it a mon sa ut par une muette p oignee e main . 

Quelques-uns, sans se departir tune reserve defensive , me 

questionnerent : " Avez-vous deja publie quelque chose? Etes-

VOllS poete? Faite s-vous au me tier p our vivre? - A toutes 

ces questions , je repondis avec simplicite: " J e n ' ai enco re 

rien pro<'lu i t . " Ma presence sernbla biend~t ~tre oub lie . Je 

fumai oe nombrellses cigarettes en ecoutant l es propos qui 

s ' echangeaient aut~ur de moi, mais les noms des auteurs et 

des ouvrages que j ' enten<'lais citer m' etant tout a fait 

inconnus, je ne pouvais prendre part aux conversations, hasarder 

m~e un sourire a des plaisanteries , dont j' igno rais l 'objet . 

La p orte s'ouvrit et , par fournees se talonnant , l es unes 

les autres , egorgea dans la salle une turbulente multitude 

d ' arrivants. La voix de Pecal s ' epuisait a me prese nter a 

chacun des nouveaux venus . Cependant la cohue devint tell e 

qu l il fut oblige de simplifier ses explications et de se 

borner a me designer les groupes par l'i<'lee ou la forrnule qui 

l es distinguaient. Je vis des romantiques chenus, des 

parnassiens a barbiches Louis treize sous des averses de 

cheveux , des realistes affectant une impassibilite souveraine , 

des naturalistes debral les , des impressionnistes recherchant 

<le s phrases typiques , des coloriste s arborant des cravates 

,f 
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sembables a des oriflammes, des idealistes aux yeux distraits, 

des decadents, des instrumentistes, des symbolistes et des 

modernistes dont les elegantes recherches denon~aient Ie 

culte de l'actualite. 

Chaque groupe paraissait detenir un monopole litteraire, 

des paroles brevetees, une specialite d'art hors laquelle 

toute (sic) autre tentative n'etait que meprisable contrefa~on. 

Entre fideles d'une m@me eglise, 1 'execration mutuelle ne se 

contenait plus. Les coreligionnaires ne se parlaient, semblait

iI, qu1avec leurs canines. lIs se devisageaient avec des 

regards charges a mitraille et se confirmaient par des 

louanges meurtrieres leur reciproque admiration. 

These pages, omitted from the published version, are, 

once again, a reflection of Guiches' experiences in the 

literary coteries, where he met most of the famous men of 

letters and aspiring young write~of his day. with characteris

tic wit, he suggests the same disillusionment with the 

literary movements of the time as he expressed in his letter 

to Jules Huret (Engu~te sur l'evolution litteraire, Charpentier, 

Paris, 1891, pp.254-257). Guiches may well have felt that 

this portrayal of his fellow writers would cause offence, 

hence its omission from the final text. 



(ii) The Manuscript of Philippe Destal 

and Extracts from Guiches' Notebook. 

Among the manuscripts of this novel, which Mademoiselle 

Marguerite Guiches made available to me, with the help of 

M. Jean Pages, are four different versions of the beginning 

of the novel. 

The first version, under the title L'Autre, begins with 

Philippe Destal mourning the death of his wife Maria. (In 

later versions Philippe does not marry until Chapter VII of 

the novel and his wife's name is Adrienne.) Details of the 

castle and Philippe's ancestors come later on in this early 

version, followed by a detailed account ' of the theological 
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preoccupations of Philippe's uncle, the abbe Destal, who 

brings Philippe up after the death of his parents. This early 

MS., which is incomplete, consisting of only 24 pages, makes 

only a brief mention of Guillaume and Jean Destal, whereas 

the Prologue of the 1892 edition gives a clear account of these 

two men, the grandfather and father of Philippe, and of 

Jean's wife, whose stories are important in the formation 

of Philippe's character. 

The second and third versions of the beginning of the , 

novel closely resemble each other and show important changes. 

First the title has been changed to 'A Genoux', indicating 

the importance of the religious or mystical aspect of the 

story. Secondly these later pages both begin with a descrip-
A 

tion of the situation and the architecture of the chateau de 

Roussillon. The following pages of this MS., which is 

again incomplete, ending at page 184 and with several pages 

missing, tell the story in very much the same way as the 

1892 edition. 
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The fourth version of page 1 in the MSS retains the 

title A Genoux but has the textual changes of the 1892 

edition. The rest of this MS., if in fact there was more of 

it, is missing. Only page one, numbered in red, appears to 

have survived. The details given here of the extent of the 

ch~teau domain and Guillaume Destal's purchase of it were 

delayed until Chapter III in the previous MS. 

In this fourth version the name of the ch~teau has been 

changed to Morillon, as it is in the 1892 edition. The other 

authentic place names, Maxou and Saint Pierre La Feuille, 

situated, like the Ch~teau de Roussillon, to the north of 

Cahors on the road to Souillac, remain unchanged both here 

and in the 1892 edition. 

This version also benefits from a clearer introduction to 

the story and a simpler and more succinct description of the 

A 
chateau. The ponderous first sentence of the second paragraph, 

with its linguistic novelties, "donjonnant", "ecretees", 

"fenestres", "pourfendus", has given way to a series of 

shorter sentences of admirable clarity. The striving for 

effect of "d'egales hauteurs nivelees", "ajourees de fen~tres 

basses", "a mefiante ouverture" and "des affaissements de 

ciels pluvieux" has been forsaken. 

Guiches had not abandoned all his stylistic pretentions, 

however, as the fourth paragraph shows with its "solennite 

recrepie" and "les cadres irnrnenses qui narguaient gravernent 

et silencieusement leur recente intrusion. II 

This last version of page one, with its combination of 

clarity and creative style is representative of the qualities 

of the 1892 edition in which Guiches is successful in 

preventing the legacy of creative style which he inherited from 

Huysmans and the Goncourts from impeding the movement and 

effectiveness of his story. 
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Philippe Destal 

Extracts from Guiches' Notebooks 

Guiches' notebooks, which I found among the writer's papers 

in 1976 aft"er the death of Mademoiselle Marguerite Guiches, 

provide clear evidence of extensive reading in preparation 

for the novel Philippe Destal. 

The first page reproduced here, Appendix C(iii), indi

cates areas of Guiches' research, notably the mystic view 

of the physical symptoms of saintliness. Here the chief 

source was La Mystique by Gorres, a work well known by 

Villiers de l'Isle Adam. A.W. Raitt points out (Villiers 

de L'Isle Adam et Le Mouvement Syrnboliste, Librairie Jose 

Corti, Paris, 1965) that Villiers read the book in 1862 and 

that it remained one of his favourite books. He liked to 

talk about mysticism and about the occult, although his 

knowledge on these subjects was not very deep and he did 

not make use of them in his works. It seems likely that 

Guiches, who was very friendly with Villiers, had heard 

him talk about La Mystique. 

The second extract reproduced here, Appendix C(iv), 

indicates the sources for Guiches' study of intense mental 

and spiritual sensibility, Gerard de Nerval, Gorres, and 

Ad. Franck. Nerval's poetry and prose, with its frequent 

preoccupation with a woman whom he has lost and who reappears 

in another earthly or spiritual identity, may well have been 

an important source of inspiration for Guiches' novel. The 

fusion of dream life and reality which characterises Nerval's 

work also has a bearing on the world of Philippe Destal, 

whose solitary upbringing and inherited obsession with the 

independence and power of his own mind lead him to his own 

ill-fated dreamworld. Nerval, moreover, also believed himself 

to be a descendant of the Biron family:- "Suis-je Amour ou 



The Manuscript of L'Autre 
(Philippe Destal) pp. 15 and 16 
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Phebus·~ Lusignan ou Biron?" (EI Desdichado, 1854) The name of 

the Biron family is historically linked with the Ch~teau de 

Roussillon, which provided Guiches with the setting for his 

novel. In both his verse and his prose Nerval, like Guiches, 

seemed to connect the vision of the woman he has lost with the 

medieval ch~teau setting: Vide Fantaisie (1832) and Sylvie (1853). 

The third extract, Appendix C(v), provides evidence of 

Guiches' research into the psychology of human love. Much of 

what he read and planned in his notebook was in fact ultimately 

rejected and did not reappear in the pages of the surviving 

manuscript or in the 1892 edition. Among material so discarded 

was the study of diabolism and obsessive jealousy in Destal. 

The ideas of Bacon and Claude Vernard, also indicated here, 

also seem to have been rejected. 

The fourth extract takes up the theme of the first. The 

list of terminology for use in the description of Rose Destal's 

body, in the Prologue, is a mixture of technical physiology, 

sensuality and mysticism. The high proportion of abstract 

nouns here reveals the influence of the Goncourts. The sequel 

to this study can be found in the pages of the manuscript and 

in the 1892 edition, where Guiches describes the macerated 

body of Jean Destal's wife. This extract also contains 

evidence of the importance Guiches attached to local colour. 

Extract number five indicates other sources for the ideas 

in the novel, notably Heinrich Heine's Lutetia (1854) and 

Gerard de Nerval's translation of Faust (1828). (Appendix C(vii» 

Pages fifteen and sixteen of the long manuscript of L'Autre -

later renamed Philippe Destal - give some indication of the use 

Guiches made of the notes he had entered in his notebook. 

Whereas, in a comparison between the manuscript of La Bete 

and the 1887 version of L'Ennemi Guiches could be seen to be 

adopting many of the Goncourts' stylistic innovations, under 

the influence of Huysmans, here we can see Guiches 



shedding some of the excesses of Naturalism. In the final 

text, many of the abstract nouns and obscure adjectives 

and adverbs to be found in the manuscript were omitted. 

"les sens trepasses et maceres en un ernbaurnement de carnphre", 

"des anathemes d'objets saints", "Ie bleuissement des 

blessures", "ce rayonnement de carnage", "ce reseau de 

flagellation dont chaque ligne etait l'echo d'un hurlement", 

all these had disappeared in the 1892 publication. 
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In addition, Guiches decided against emphasising the more 

sensational and extreme aspects of his subject. He abandoned, 

or did not pursue, the idea of his marginal note on page 

fifteen of the manuscript: "Voir sur les aberrations du sens 

generique, la cruaute dans l'arnour. La b~te s'eveillant a 
la vue de sang. Quel atavisme cela ressuscite-t-il!" The 

possibilities of exploiting the role of blood in the religious 

context originally interested him. Guiches subsequently 

covered up a note written in the top lefthand corner of page 

sixteen. It repeats a note made in his notebook: "A 

developper- la theorie du sang, du sang reparateur, expiateur, 

purificateur, dont 1 I effusion precipite au neant la matiere 

et emancipe l'esprit. Justification et apologie dans 

l'Inquisition". 

Further indications of this change of mind are deletio~s 

of some existing references to blood on Rose Destal's body. 

"des spirales tatouees au rouge sang", "ses courroies saig

nantes", "lIs aspiraient Ie sang, Ie somrnaient d'eventrer 

les tissus, de jaillir en ses bruines ecarlates", "ce sacrifice 

d'hurnanite saignante", all these are absent from the 1892 

version. On the other hand, the use of colour in the description 

of Rose Destal's body is retained as is the vocabulary of 

torture. The general effect of the changes was to simplify 

the style, without, however, discarding all instances of 

artistic writing. 



APPENDIX C 

Extracts from Guiches l Notebooks 

(i) From Souvenirs Litteraires in Notebook 4. 

Two sources of inspiration for the character of Celeste 

Prudhomat are given in Guiches notes for his memoirs. This 

extract does not appear in any of the three volumes of his 

published memoirs. 

De toutes ces images se detache et s'offre avec un •••• 

portrait vivant qui me courit. Clest une jeune fille dlA 

peu pres mon ~ge. Elle s'appelle Angeline Loucaret. Son 

pere, ma~o~passe ses journees A genoux devant des pierres 
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de taille que sa longue barbe balaie et que son ciseau embellit 

infatigablement pour des tombes cossues. La mere, sous les 

madres villageois, a une pauvre figure que la vie semble 

avoir presse comme un citron. 

Angeline est une jolie fille de taille moyenne mais le 

buste delicatement jailli de la fine amphore arrondie par les 

hanches. Sous de lourds cheveux noirs, elle a un visage joli 

et ardent, des yeux intelligents, humbles et passionnes et 

une bande ecarlate comme Ie feu d'un geranium dans la tombee 

du jour. 

Les parents ont mis en elle tout leur amour toute leur 

fierte et aussi tout Ie maigre argent amasse dans l'ereintement 

d'une vie de travail force et mal nourri. lIs ont voulu qu'elle 

fGt elevee en demoiselle et au chef~eu aux Dames de la 

Rosaire elle a re~u pour cela l'instruction et l'education 

quail fallait. Elle a son brevet. Elle est institutrice. 

Comme je la vois! Raisonnable et neanmoins coquette, elle 

soigne sa toilette, sa diction et son geste. Elle marche 

la t~te droite les coudes au corps, l ,a tournure se tortillant 



un peu. Elle ne voit aut~ur d'elle, que les choses et les 

gens qui en valent la peine. Elle a toujours l'air de se 

h~ter vers un cours, et dans les endroits publics elle a Ie 

regard legerement dedaigneux pour l'ouvrier, indulgent pour 

Ie paysan et doux pour Ie bourgeois. 

Angeline me hante. Ou est-elle? En quelle sepulcrale 

et hostile retraite instruit-elle d'indecrottables enfants? 

En quel drame d'amour doit-elle se debattre? Car elle aime. 

Mais comme son creur a, lui aussi, re9u de I 'education, elle 

ne peut plus aimer qu'un homme au-dessus de son rang. Et 

quel homme! Je Ie vois. Le hobereau sanguin et bon vivant 

qui ravage les creurs a travers les campagnes, grand noceur, 

grand buveur, grand coureur, grand joueur, car devant chaque 

vice d~nt Ie cynisme l'impressionne l'opinion locale met Ie 

mot grand aussi bas qu'il puisse ~tre! Angeline est-elle 
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assez forte pour conquerir un mari, ou assez faible pour subir 

un amant? Elle fait sentir a ce noble comte son inferiorite 

intellectuelle. II riposte en lui faisant sentir sa superiorite 

sociale. lIs sont asservis l'un a l'autre par Ie creur et les 

sens, et c'est une passion infernale aut~ur de laquelle tout 

un village scandalise gesticule et aboie. 

Je suis si imbu de ce roman quia un compatriote avec qui 

je dejeune au restaurant, je Ie raconte dans les plus emouvants 

details. II m'ecoute avec une stupeur croissante et quand 

j'ai fini: 

"Qui diable vous a raconte une pareille histoire?" me 

dit-il. "C'est abominablement faux d'un bout a l'autre. 

Angeline Foucaret est une tres honn~te fille qui n'a ni mari 

amant et qui vit avec sa mere a Marnieres dans l'Ecole ou 

elle obtient les plus beaux succes!" 



353 

Je suis abasourdi: 

"Pas possible! dis-je. 
A 

"Elle n'a meme pas un 

amant?" 

-"Pas Ie moindre! Vous devez confondre avec Marceline 

Donnat qui~etait eprise d'un gar~on riche et d'excellente 

famille, fut 19chee comme elle allait avoirun enfant, voulut 

I 1 A A. tuer son amant, e manqua, vou ut se tuer, se rata elle-meme, 

se consola avec un autre amant, puis avec un autre, plusieurs 

autres, devint anarchiste, fit du scandale et alIa faire la 

noce a Toulouse, ou ces jours derniers elle a debute dans 

un cafe chantant. 

J'ecoute. Je ne dis plus un mot. En moi s'amalgament 

Angeline Foucaret et Marceline Donnat, l'une trop fille, 

l'autre pas assez femme. Elles ne font plus pour moi qu1une 

seule femme qui se photographie a mapeusee sous les traits 

d'Angeline. Je sens revivre en elle toute l'imagination et 

la sensualite des ~tres de chez moi. Je sens se declencher 

les impulsions vers la vanite sociale et la reaction dans la 

souffrance et dans l'humiliation. Je la vois sortir de son 

humble milieu, joyeuse de s'instruire, enthousiasmee de ses 

premiers succes, enivree d'~tre aimee par l'homme d'un rang 

social superieur au sien, qu'elle admire et adore. Je vois 

son instruction en conflit avec l'ignorance inveteree et 

aggressive de celui a qui la passion n'a rien a refuser et je 

vois Ie drame horrible et final devant Ie lachage, la 

condarnnation a la honte, devant l'amour qui retablit la 

distance quand il s'agit de mariage, signifiant a la 

malheureuse qulen croyant se classer elle n1est arrivee 

qu'a se declasser irremissiblement. En verife je vis avec 



elle. Je suis pres d'elle comme un amant inecoute qui 

regarde rire, s'epanouir aimer et souffrir epouvantablement 

celIe qui l'adore et ne lui laisse que l'amere consolation 

d'ecrire son histoire. Et lorsqu'en t~te d'un de ces hauts 

cahiers de papier quadrille d~nt la Compagnie nous comble, 

j'ecris ce nom: 'Celeste Prudhomat', c'est vraiment pour 

moi un amour qui commence. 
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(i) Sources for the character of Celeste Prudhomat 
in Guiches' Notebook. 



(ii) Second extract from Souvenirs Litteraires in 

Guiches' Notebooks. Albas and Quercy. 

Je ne lis plus que mon journal et je laisse Ie r~ve se 

substituer en moi a la pensee. 

II me renvoie a mon point de depart, en province, ou 

plut8t, il me renvoie aux provinces, car, en pleine vie de 
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Paris, il m'installe Ie vieux decor et toute la vie retrospective 

de mon pays natal, les collines qui font Ie gros dos a mon 

enfance pour qu'elle grimpe dessus a quatre pattes, la haute 

falaise au sommet de laquelle les maisons s'enchatnent comme 

des dents grises, noires, ebrechees et dont l'une d'elles pointe 

avec un air de proteger les autres, la falaise dont Ie roc 

bombe des ventres roses et creuse des profils d'animaux 

diluviens. Au fond, Ie Lot se c~line et qui, tout a coup, 

mugit et bave parce qu'un digue l'emp~che de passer, l'aviron 

du batelier qui miroite comme un saut de poisson, une flotille 

d'oies qui se prelasse, une chevre qui boit en lechant dans 

l'eau Ie reflet de ses levres. Un ch~ur de moissonneurs qui 

remplit d'amour la vallee, une sombre et puante ruelle qui 

degringole, bordee d'echoppes sarrazines ou des ressemeleurs 

font sauter sur leurs genoux des souliers grands comme des 

enfants, des chiens qui se charnaillent des pigeons qui 

s'aiment, des cochons qu'on egorge, des bourgeois qui flSnent, 

Ie dos rond, dans un lent va et vient que terrnine et 

recommence une lourde pirouette, un omnibus jaune qui se rue 

en ouragan sur Ie silence, et aut~ur de la table familiale des 

satellites de la lampe, rna grand-mere, rna mere, mon pere, 

rna soeur, moi, nos cinq visages couches sur les assiettes 

d'ou montent des furnees. 
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(vi) Guiches' Notebooks. Selected Vocabulary for 

Philippe Destal 
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(vii) Guiches' Notebooks. Vocabulary and imagery for 

Philippe Destal 
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(xiii) Guiches' Notebooks. Notes for contributions to 
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t,. .. ~",,;r 
,,~,~ 8' SUie. - Num~ro 2:J() 

~ 
""CI~ ' II.ONARD ....,-,.,.., -, -'a. rtRIVI£R ' 
",.. .. ,. ,JI.",. 

'-.~ 
,,, & .,,111. IV. .. OV"; II 

,,~ -- ' .......... ,. ....... 
...... r.;-n .... UII 
, ... ,.. ........ 

p--

IOMMAJRE 
1'1* __ .a- . ..' 
~~-, .. : .. 
~""""'~'-~l'" 
,...-;-

A TERRE -
. ~ r_tu '01, 
.... Emllo Zota pouvait 
~ .ou~u 'de rooriminations 
po "ll avail avec lui la Jeu
~ Trop peu d·ann';es ,'6-
_ __ depuil r.ppurUion do 
~ ..... depUll les lorlel pollSmi
~~! con.oJid6 les Ililsisos 
, . pour que III Sun6ru'ion 
I ... t. I. ~vollc, Ccux-lil 
~ .. liS5alellt plus parliculibr~
jII!~~lioll 6nervlUlte des clt
, ...,euienL' lrop de II troutlo 
; 1. Wid par 10 g~aod 6crivain, 
~ dell'Omallllques. 
~~ WI Ii ,orl, Ii luperbemcnt 
~ ..... que nolro 1f6n61·ation. 
,..~ IUIII 'co'illrodo til 'VO
~_ sill' rien que pour cu~lo 
1"~/l('A! ..-eoI.te el'~::::l':o. 
,"~ ,.,.,.Di'em. lei Procurlcurs, 
~l.qui avaionL pr6fllr6 
~_Ia halaiJIe. prcnaten Pll-
w- Nca-alaanco dos sCrvicei 

-~ ... Ii !endemain do I',A,-
",", .. Ioardes laulel llyalenL ~lo 
)iii D "In I8mbl6 aux Jeunea 
·\ IItItt. aprlls avoir dOlln6 10 
~ 1IdIit ~ .1·UllCm\llo dll CCli 
\IIi molullon doni Ie ventre a 
~flUO Ie corveau encourage. 
JIInI~ que do couchor sur 10 

, ,.1I\Ii1le.00 aUcndalL III suite 
... ,ulp6rait do la lJcl!o vio inlu
J • • lb6lLre. boulovo:'sanL les 

, .... rll'L " 
i~ .Uaitl crousant son 

" l;i6illlUls lallsltudo, el In jcu
I~"'II, 1'lCcompllttllait do lies 
., §a irmpalhio al douco aux 
bes; lIalluil, et J1!8 ·[JIUII ViCUli 
• IIIlgaees ICr1lllll1J1i db! lora 

• voulaitlll& l'ilIusionncr, no \'Ull 
,. cliarruo· du -Mallro ,'cllIbolll' JOr 

,,'ordure. certcs, III surprise fullJC
du vuir ZIlla d6l1erler, 6migl'er lL 
I . r.(J!I!lllc·I'lIIlL)les ciToru - I('gel'li II 
!poi/1I0 - qU'cdl demand6s un or
Ju IU\\IlIl\ d· 1i1t8rmiSo~mlm\. IL 
ldiulltl d'ulI tli-dre iulluimcnl muillll 

-

noul quI l'onl entcndu causer ne l'igno
renl l'as) de la question de ,'en to: rna is 
II est noloirn auni qU'il a vCcu do bonne 
heuro ~ 1'6cart et qU' il a exa~cr6la con
tinence, d'abord par ncccsslt6, ensuite 
par principe. Jeune. it rut tres pauyre. 
ll 'llS timilfo, et la lemme. qu'il n Ol Iloinl 
conllile i1 J';lgc oil I'on doil la connal
lm. 10 Ilnnle d'une vision 6videmmcnt 
luusso. Puis, 10 tl'ouLle d'cquiliLre 
qui r6~uUo oe sa maladio 1'611alo 
crJlltrilJue "".lS lfoule a l'i/l(Jlli6tor ou
lre mC!jure lfo cel'lainos lonclions. 10 
(lOUII!!1l A grossir leur importnnce. Peut
(ltre Charcol. Moreau (de Tuun) cl ces 
mudecills tic la Salpulrlure qui nous 0-
r ent voir leurs coprolaJi fl"Cs poul'raient
il~ dcll!rminer le~ symptomes de son 
mal .. _ .;t. n ces moLile!j hlOI'bid09, ne 
laut-il ()oU ojouler J'inquictude si Ire
quemmcnl 0lJscrv6e chez los misogynos, 
de m~me que chez Ie) lout jeunes gens, 
qu 'on no 010 leur coml)~lenco en maliere 
d·amour? ... -

. Quoi qu'jJ en soil. Jusqu'en cc,. der
DIers lemps encore, on so mooLrail in
dulgent; les rumours craintive!J s'apai
saie nt devanl uno promcssa : La Tel'l'e_ 
Volontiers esperail -on III. luLle du gl'llnd 
liLllSralcllr avoc quclque haut problema, 
et qu·it se r~souurai( tl Ilbandonner lin 
sol ~Jluis~_ On uimail se I'epl~senlel' 
~olll vivanl Jlarmi Ius paYIlIlIlS, IImas
sanL des 1I0cumenis persom/fUI. inliulCs' 
IInIlIYRI"" p !I !ic!!lment des Lemp~ram(Jllls 
de ruruux:. rceolUmcn~anl, cnlln. It:; su
porbo travail de I·Assommolr. L'cspoir 
<.I·un cheC-d'wuvre tonail tout Ie m(\lIde 
cn silcnce. Certes. 10 sujel, aimpio cl 
Illrgo, promeltait des rovulations cu
rieusos. 

La TC"re a paru, La dc!ception a ~l6 
profondo et douloureuse. Non seulement 
I'observation esl sUJlornciello. les trucs 
dcmodes, III narralion communo ct do
pourvuo do caracLoris liqucs, muilj la nolo 
ol'dul'iul'o osl cxacerLGo CIICOI'O. descoll
lfuu 1\ dCI saletlSs si basses quo, par ins
tants, on 80 croirait dcvant un reeueil do 
scatologio : 10 MulLro os\ dcsccnllu au 
lond do I'immondice, 

Eh bionl cela tormino l'avenluro. NOUi 
ropudiona 6nergiquemon\ cello impos
ture oe III lilteralul'O voridique, cel cltort 
vurs III gauloiserie mido d'un cerveau 
on llIal do sucell!! . Nou3 r6pullions ccs 
1J~II!1hommos do rhlitoriquo z:olislo, ces 
Hllhouottes ellormcii, aUl'hulllainl!!I et 
Lillcol'nues. denu~lJs de complication, 
jel6cs brulaloment, -en masses luurlfes. 
llans dos milieux Opel'CUli 1111 hasard lfes 
porlicros o 'cxpre ss. J)e ceUc del'llil,re 
leuvre clu graud COTveau qui \Iln~ll "As
·aonlllloh· Bur \0 mondo. de cc\\o Tet"'e 
blilardo, nou:l noull cloignons n'!lIolu
IlIcnl' mais non sans lrililusse. II 1I0US 
poigno de rcpousscl' 1'1101111110 quo no us 
11 vonll . ',rop tervclllUlcnl aim6. 

Nolre proleslation e!Jt 10 crl do pl'o
bito, lu 1I1CtlllJlPilOO cOII~cillnce do jllulles 
homlllc!I lIoucioux do tlMcnlfrc leurs wu
vres - bonnos ou ·m a uyai!jes - conlre 
UIIO uss imilation possible uux uberra
tions du L\tullioc. Volonliors nous eus
sions ntlmidu encore. mais dlSsol'mais 10 
lelllps ll'cs lplllS a nous : demoin II se
l'ail'I'OI' lard. NUll!! sommes pCl'Sualfcs 
Il ite In Te''''e n'c:!l pas la dHaillanco 
ellhcmuro du grand hOOlme, maill Ie ro
Ii"mlt do COllllllo d'ullo s6rie dochulcs. 
l'irrclllI'otlialllo depl'ovation JUol'Lide If 'un 
chash:. NUllS n'ullendon'l pas lfo Icnlfr.
main au" /(oll{Jon : IIOUS illlaginOll!l 11'011 
bien ce qllo VOlit Nrc les l'OmaliS surl!:!! 
ChemlllS df! Ie' .. sur I'AI'mr~ : 10 famcux: 
arhre g611~alogique lend ses bl'as d'iu
nl·mo. sall~ fruil:> dcsormai .. I 

. Maintonanl. qu'i\ soit bieD dit une 
lois dll ,'Iu~ que. dani cello prolestation, 
lIoucunc hos\i Ii",- IIU nOlls all'",ll. " nous 
IlUrll\\ ~\(; dou" de vII,r \0 Brand llomnu, 
pourluivro l)ai,,'hlcmonlIHl ca ... ;ibro.· La 
d~c"llcnco m~lI\(J dc tlon \alenl n'c!j' pus' 
\0 moUe qui nou!) suide, c'csl .l·anomalill 
comproDlc\tanlo de ceUo docalll'nce. If 
cs\ dc, compromissiolls imVOSlliblos : 10 
litre dc .nlllurali.sle, Iponlall~mclltac('016 
~ loullivre puise dalls la rcalile, no pcuL 
plu~ 1I0UI convcnir. Nous fel'iolli bl';lVO
ruon\ facc II 'oulo persecution pour do
rt'udro une c<\USC juslo: nOlls reru~ons 
de parliciper il uno d~g6ncrojccnco inll
voulllltO. 

Incocrelb'o. l'~C(Buremen' 
, . aurtouL dovant I'OJlilK~\ra-

emlual1l.,. de .. j,ild~oncol do III 'or
. malprol)"" dOl ItoufJOta-lIac
yuLn, '~lLcusai\-on loUI par cc 
mill danii uno pNraco dl) Tit;· 

.. In: 

C'es\ 10 midbcur dl'iI hom me I qui re
prO:iCnlcnt UIIB doctrine qu·it de\' iollt 
ulIpuuilJll) dIS lei cp.1l'gner I" jour oi.t ib 
CODlprOlllellenl celie tJoclrine. Puis, que 
nu pourrail~o dire l lola, qui a donn6 
lanl d'cxemllics de Iranchi»e ul~we bru· 
talc., N'a-\-il Pilll chan\6 Ie II""lIl1le 101' 
lilt. et 10 "1'Ug!1/~sous ' .;l lorme ni:use, 
incompaliblo Il\,ec 101 instind:$ d'uDe 
h:lu~ ral~e, Ie ~/,.ltgl!le autoriiiant · les 
aUiAlluel vlolentcii' • Je4lliuis ulle furce ., 
eriai -ii, krasant amis cL cnnclIlis, bOIl
chant aux auncn:lI1l:1 III bri:.:ho qu'il 
a nil lui-lU~mo ou \'erte. 

saill 'at nioo I"OPllln elt moral 
Inlmora' i "a YOU\) quo jo no OlU luis 

inCJul~lo de Ie nmtlro ~Iu$ ou 
chajtc. Co 'lu8 JO »iii .. , c esl quo 
jalllaill IIOllllu 1 Y Dlcliht lei sa-

qu' y d~~'ou\'r,'nL II .. KlIllt moraux; 
"luo j"en aj, d~~riL chilqUl) IiCllllC, 

leiJllui lIth'reu~s, .vlle la leule 
'curloliitC) U III&Yllul . • 

l1a domanllaiL pIS micux quo dd 
el-1Ilt\IUIl quclquei j,ml1u.s a vl1icn', 
bcsoin d'cuspcker Ie bourgi..-oi:i, 

I" ('I"'/ositJ clw IClralll. Mais it 
itn!IO:!~iblu de so pa)'c r d'lI~u-

11& •· .. IIJ;ull,m nt'ltu. ir..csislible, 
l& chnt'ull dl'vallt tull" p:&,;e dlli 

11011 plu.s d'ullo lJrutaltte "., &10-
llloii, -d'un violl' lIl parti-prl:! 

I .... AIm-i. tandi .. que l~' i uni 
t la cho"e . uno Illllla.Jic lit'S 

16 "" ' I'':·.-rivain, 1 dea nUlli.,s 
1I01it"in', k:i autr.!':1 Y \ 'oulaicnt 

. ~C yclOpjl\'IlI"lIt jll(,()'ISt:it'lit d'une 
11111' de '·,·lIlt·, UIlIO hallilcle jll .. II/,,('

-.Iu rOIIl;lr.l'i~I· r ,'""evullt <lUll I" gro.s 
s:Jl'c~ .. . f l,tJl l ion. " '·Jk.'llolait 00 ce 

'lilt! ~ ICi illlb"" ik s nell'·tcllt Ic, /:()w
-Jl" • .'qli(II·1 ,·lIdlal"t·" 11011 IHi t .. nl 
I-:u t' 'illul i t~ liU"I'"in:. qUI) I,,,r I .. r~-

hili do .. u .... ograp .. i" qu" I.. I'OX 
'I • 1111 .. ~lI ell e. 

-
L~n \' I~"I que Zol.l Jtmbl, 

lIICc:is'~~n .. 'nlllrVucCU1i' (e\ coull 'culro 

Pour nOUI.nOUI r('poulsons I'il1oo d',r
",.spect, pluins d·adml ... .&lion pour Ie -b
lenl hnmen .. " qU'a sou"enl d~ploy' 
"homme. ~l;ai. csl-ce notre filute :ii III 
lormule c~I\obre : .. un coin de n;lluN vu 
l tl'''\'i!N un tcmp~rameul -, ill 'rans-
10nlO ill'egaN tie Zola. en • un coin do 
natu", yU 1 trll\'eN un 1,'IIIO"j/llla mol'
bjd~.,ebi liouj &\'OIlS Iu duofr dol porler 
1;& hadle dans ~j Q,'u\'~i11l raul 'IUU I" 
jllgt'm~nt pulllic I;us~ ballo IIur la 
T,·'·'·~. et uo I"\parpill~ II:U, ell dc
chuge de pt,t:t plowll. slIr It::lli\'t'\ls sin
ccn'j tie ti':Dl:liu. 

II esl nlkesS3ire que. de lou'o 1& fo>rcc 
de not"" jcune:;s\l laLorieu5e, de tout" 101 
luyaut~ d" noll" cUlucil!nCd arlisti'luc. 
nUlls adol'liuni unll tenue el une digllite 
ell ea.:e tJ'unc hllcraluN lians noLlciS4l. 
quo 1I0U:; l'rolestiolu au nom d'amllili<lns 
sain~'j et \·iriIC:I. au nom de notN culte, 
d" notre amour pru(ulld, du IIOtN iU' 
pr,:ull! rC' l'e-:t I)our rA,.,. 

PAUL UOHNftAUC. 
J .-11. Ko~s Y'. 
t.CCIES lJJ:1K:A ,-r; •. 
PAUL MAilGC£IIIt'T&. 
OUjf4n OC;IClII .... 
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LA. POLITIQU E 

!L'tOD, en 'Vingt·quatro 1 1cur:Z. ~;I~I\i~;-~'e :-n.o.~-, "d~ rOrPs--o~ -de ie.:vice. 
r -falrerejoilldre,leurs bataillon • . en Age d" \it:fulll e'daLe dll d~ _ 
;SAot au Lravers de tous Ics delacbe- - _. __ " . :,._. __ '- : 
nb du -S3- corps; mis~en mouvomonl ',- - ~ .:. ~ ~o: _ .-___ _ - _-__ , , " _ 

rordre de mObilisation. -- -- '-.-' M. - A\:monnier • . admini~t"ateur des 

-
LA MORT DE STANLEY 

• On conl~n~e 1 deraisonncr sur la situa
hon du allnaslcro et sp~cialemcnt sur la 
hontc - Ie, 1,lus moocrcs lIisont. Ie dan
/(/;r.- qu'il y aurail u gou,'erner avec la 

'esL une (,bJection d'orllre 'moral qui 'i' encore h~sltor, nou s dit-on; it -cau~~ 
d lil periionllalilc du cummandanl du 
1 ' corps. 

allaires lfidigim('~ dl' la Cochincllinc, el 
rl~sidt'nl HII t::unlJodge;· va rt'nl~r cello 
!;("naine a Pa ri". 

to LrUi' de 1& mort de S13nICf • c:ouna 
de nOU\'cau hier 1 Jl.&m_ l-:C qu i " 'ail 
donnt\ nais~nre A rette nou\-rlle, c'cbiL 
1& dt\lltkhe sui\'aulc ; _ 

lIrOile. 
Pur exe.niplc, on neglige absolument 

de nous dlro sur qucllel raisons repose 

~i I'cxpl\l'irnrc r~lI s;; it. sa populadte 
err augml'nlel'a. Si c lle f choue, on di l·a 
qU'OD I'a lail exprl-:I. 

~ 

~I. A),lIlolinit'r a d i rl,;,~ b _ p :II"i~,~ti ~1Il 
do IIt'lI)t pro\'i lll"' s qui a "I'.trl" II ;\!l'.nt. J"
Iii,; 1111 ( ::l/IllJud ;;e ('t qui "lcullcnL il'\'tn:
ra ltachet'" :Ill 1'onkin. 

- - 7-aJ1zib.ar. n \OUt. 
1-" \troit I' l\o rt h'L'-IUf' SUnl",.. alo;ln<.l;)aDA 

I' :lr T .. lO, aur.l'l ':"-~ 1U:l.. ....... ·n; aH'C 1& phaput 
d~ k'S b..JlllUl(·'~ . 

ccHc IlOntc h)·pOlh6tiqul'. 
~r enOn, qU'est-ce que les republi

ca~ns, en now. rnctiant stl'ictemcnt a leur 
p01U1 de 'Vue, (leu"cnt lui repi'Ochcr ala 

,Igr I'ev~que do Beauvais ~nira r-e 
m~lin, 0 l'egli:icSainl-Pierl'c-ue_ChailJol, 
Ie lIIariage du "icomte Gai.' la n do Ch6-
~(!lIes avec Mile de PI·acomlal. 

I.e gouwrllemcnl a r,t50lu d l! rcmpla
Cl.'r ~t. Aymonniel' p :ar. ~I. l~r i 6re. u!"' de 
no,; rt:' sidl'nb du Tonk-til qUI orcup:alt Ie 
posle de Nam-Diuh. 

A J.on.t rt'5. oil 1a nouvelie &\'ai, l-j";;al e
menl clu C4IlInlll' d ani Ie ('our.anl d D 
r " I'''''''s-m i.J i, dl, ' nc n·llcuutr.&il quo pou 
de cr ':;tn('c . Nuus 5t'rions pour no tre 
par' ass('Z dispos..ts 1)' e rui re : i l semble 
L1irllci lc que I;a nou\'l'Jlo d e la morl d-ull 
homnte qui su lNU\'tl a.u ~Dlre da l"A
fri(IUe $(I rep;ar..le par dclUt lois AIlS 

lII'olte" , 
,EII.o n'a au~une responsaLilillS dans 10 

dellclt financier, puisque dcpuis long
lemps clio t:sL .systcmaliquel1lcnl 6cal'lte 
lfe III comnllSSlon du lmuget el que If'uil
le~rs Ie sUrcroll do d~Jlcnses provient de 
lOIS commo la loi scola ire, contro les
quell(~s clle a votu • 

J.;lJe n'esl l)Our ricn clans Ie Tonkin 
en.lrcprlSO duo a une tllajorilu r~pulJli: 
catoo. 
~ous n<; rpU\'ez prclc ndro qU'dlc s'op

po~e DUX: Idees de progrbs et de ... ~f(jI'lIlC 
pUlsqllC vous ne lui CII UYU I,as donllJ 

~s invitations sont alll'csscell, pOllr III 
m,*i~, au nom de la 'Vicomlc sse de CM
zelles, douairicrc; du baron £:l dt~ 101 b a
rOMe de Mainge\'a l, dll vit~olfite cl dl' la 
vidlmlesso Henry do Ch('zelles: au nolO 
dc la mari(oc. par MillO BIen)' et par Ic 
m * uis eL la marquiso d e P/'acumtai. 
14C miU'Quis de Pracomtal a cUi. sous 
Ie rilkoede Napoleon III. un de !; bl'illanls 
ortl~iers du rCbriment des guides. 

Aujourd'hui onl li l'u les ohs;'que:;/du 
"t: I\~ral de Soni~. qlli commanda In 
ch a ~ge lfes zOlla\,cs Jltlillilicault" Pill ay 
el lilsi (ut blessc si gravl' llIellt qu'ulI dul 

I.e succ~'s de Candidat! It! rcmarquable 
rom:to de Jull''; Ch\n'li(', ne so rall'nlit 
pas; 1~5 sulTra~(':!d('s £ril i t]uci sc jnignent 
a (X'ux du public. M . tie Pontn13l'lin pro
c1ame que : • Cmld ftJlIl! • est run des ro
mails It·s plus honn~les ct It's plus vrais 
qU'il lui liit elc donn': dol l in' d cpuis 
longlemps : malidl'ux sans pessimismo. 
li,,:; motierno. procCtiant du ,·,~rila"lo 
{'spri' fl ·all~ais. U'UIIO olJ"l'r\'at ion illo~
nicuse, \·i\·e. p"nNranle, qui n 'exclut IIi 
l'iIlVl!lIlioll IIi J't:lllotion. 

qu'clle soil luudN-_ 
l .es aSl'ncc~ orncieu~ IOnt in('onuM 

I'll Arr i'IU('. c t . UOU I Q YOM p31' cxpe
ril' l,,' e que los llo u\'c llN qui parvil'lIuent 
it I~ culll r,n la pt,;slc JlIys l~ril'UStl d u 
,l ':-scrl. son ~oIlJlnlll\!s luujl)u~ lu t ou 
tal'll : que rUII St' St IU \'i~ nnc lie b murl 
tlu prinoo illllk!ri:l l c t .J .. UIIlSS;1"-"! tJe I~ 
mission .·la lt t.'~. 1J par.all ,Iune prolJ.alJlo 
Ilue SI:mlt!)· n pl-I'i los ~, juin. a I .. dale 
ind i·lu,"" pa r I ~'s .lr lk'\;lICS arri",-'C~ d, 
S" illl-Tllluna ... i l y a UII 1"'11 plus ,r un 
lII" is . 011 'III r " l'nlloa"I" IIII'1I1 .t" ... 3i.,.tell 
1I,,"v"II, ':; Illus ccrta inns . ,-,t s! r .n·" : llc 
rr Ult "orogenr alUuriwll • trou\-'\ 1& 
mort tlans sa course 1 lni\'CN 10 conti
ncnt noil·. 110 11,0 1I11 >ierullS p..lS tJUi d('r
niers a pa)'e,. a Ii;l m~wuiN 10 tribu l qui 
lui l'sL t.lll. 

a combatll'e. 
Ellc .~. cl,l partic. vollS conlre la nou

'Velie 1':'1 1~1I111alrc ; m\iis, ('cIte loi, dcs 
repub"~alns tt·t>;; coO\'uincus en cO!ll • .! ~
lClIlla JlIStoSS" ct roppol·hillil6. 

lu: r.-"Ir'~r " ~ j a mlJl!_ - c- ." 

Utpuj s quclques ann{-cs. il tllait ins-

Illee 101't.i"lti l'l~:ls:U1le . t'"~i sOJ,ar nn ,I e 
110 ;; allonll"s IIa ll:l 101 q uestion u la 111011-
naill de lIickel : 

~ 50ul g~i e l quo les rt-pulJlicains au
ral.cnl U IllleguCI' contrc la droilc, c'csl 
qu ~lIc .vcut I'CII vt;rscrl~ R6JlulJliq ue. 
~h lJl~n I ccla, Je Ie /lie. Jc IIC di s pas 

qll au dcbut, dans la lIuvre de la vicloil'o 
cleelOI·alo. on lI'ilit pas cu de grandp.s 
cspuranc~3. ~n ne 3C. sl?il pas fail de 
grandc:$ Il/uslOns. mals II 11 vilo fallu en 
rab~llre cl se borner a dC3 regrels pla
lOlllqucs. 

Vuuloir ne S~lmt l~a91 il Callt pouvoil' : 
or, cel11 p.sL flail'. UVllIp.llt, IIUUS 110 POIl
VOllS l'enVCI'ser I~ H.epulJliquc pour tou
les sorlo!l de ralSOlls dOIlL Ia premiere 
e~L que I.e pay,; no Ie desire pas el qu'il 

per-leur general perma nl'llt du lroisiiHno Lll W'IUld \! qUl'Slion ,.~. dit-on, d ol p~"l"nir 
ur'rnndi,;,semenl tic cava lc rie. 10UIes II.':> fr:au,lc" ct tJl' II" lais:;,'r au,:ullo 
S~ .bsCques auronlliou a dix hcurl's . eOllrosioll Jl0:<"il".·. ~ur l'U!i! ou IlOur 1<. t .. u

II r~ise Saint-Uunorc de I'Q\'cnue .' h~·r. d~lIs ,,"S 1I1~1II 11 :1"" .i d(' ".' .... ' .. t'l1,'S 111011-
d '~ ""II lIate,; &I IIr~""I. I::It 1'1"11 I "U''''I"C 10 GOU" ,,'I'-)~ "" .. • IICUlI'IiI ac.:t· I ' I .~ , '1 pruloo,;Q 1;1 (urlllt· rUII,le. 

I ar ,une c1 .. usc do son !1'~lam~nt, ~o 1lOIIrIIIIOi IItl l'a" ,I""j,h'r l ' lI ItI~IIIC lcml's 'IU" 
g(-n&al ad~manll6 que la eCl'CmOl'lO SOlt a lUonnai" ,Ie lIick!'1 ~I':I * juur. C·""I-, ... Iire 
ucs plus Simples, et que les honncul's q u· ..... ,· .. Ic"'~r .. U r •. IOIIIUrw-l.i, ...... Io-s chilrns 
miliwros ne Boient pas ,·cndus. de 5. to. t:; ou~ eClltiwClo, ,;ui\'allt la ul!'ur? 

.... C'I'st Iu "),,,t"",8 a,loJll~ flOur 1t''1 mon-
naif!!! orientale;i . Rcuvuyc au millistro 

A l"occuion de ecHo morl. Iu g6ncral lies IInances. 
tlo CJwelte a cnvoye hier i& ~s anciens 
zouayes, Ie LClcgl'amme suivanl: 

n y a ~oUlloe pousslSe I,llonarchillue. . 
Les Journaux de parhs. les journaux a. j lc_OIll. Cil Drc18f;llo! Ll n. & 8 b. '~u:. _ 

pri.neil~es .1I·o~el·ai~nl I)~S I~\lf~re: moi • ' lies chen camaradcs. 

HORS PARIS 
On s'oCl'upe beaucoup du nouveau 

prir' " '~ tI" Hulgnrio_ qUI SU.IS l~lfC! pel!~alll, JC I cCllS parce Lc lJllCrai de 801113 cst murt; II a r~u la 
,ue eC.la esl vral. pa r ':""' !IlIJle, c~ que r6collpcDSC de son I 'JIlI{ lIlart)·re.1I ul'~rivait 
Je crols loul aussl "I'at. c est qu on a qUf> li JOlirs nnillt )'atay : • Tuut doit (-h'c 
luen6 la R~publi< ue bcaucoup ll'Op vite COlll t I cntro IIOIIS : j ... il·';. doulcul'S, "lle ri
cl beaucoup lrop \oin; quo 10 l<'mflc/'a- nees: . A lui rcvient I'honnf'ur d'avolr d{ .. 
Dlelllllaliunul r~pugno UUl( cxperiences 1'10 )' II LalUlIl' rc l1u Sllcr()-(.-l'ur lI~r cc 
el qu'cn lout ,:as iI faudl'UiL clllanwi' lII e lll ~ cbDIR/I de hat:ullo Oil. qllatro B1oolc!I 
I • ~C • ' I".' . a~"a,nJlt Jloual~ In bllnlll~ru do Jcallllll 
t.:i r~ orrnlJ;; .par e colu SOCial, non par d Ar9 C'cst nil IIIIIII:U de IKIUS qu',1 cst wmlKl 
Ie col~ pollttque.. sohla\dc la Jo'rancc, IiOhJal do Vicu_ Touto 5!L 

Les COIISCr\'iitc Ul"3, PI'lS en masse. ne VIt , ' >qIt se r':-sumer CIl deult Inots : 1I0llucur 
so senlenl liaS 1!\'idl!mOlClll une ton- ct s:lai/icc. 
dl'C 'ssc IlaSsiUlIIU!H pour un rcgime qui ~ Si:JIUJ: CU.l.n£TTL 
s 'appliquo II lea rroi~scr dcpul.!l bui\ Ilns. , - _ . _ 

" ,·lI l-on· sa ,'oir cc que f:tit son prelf.!
(, c~~I' tlr Ie prillI'll Alexandre do IJa ll('n
IIel'6 'tll \' il un ell;llcau do II cdl"cllbt'rg cL 
russo son tutnl.S A sui\'rt\ I,·!! mallG'IIVrcs 
lfell garni~on s vnisillcs.On II! \'u il Stlllvl'nl 
it ehe\'al. ass is ter aux oxerci(X's a I~u du 
ramp do- Gre,;llIlim. ll-n'c"l uccompaglllS 
pal' p~rsonllc , el i1 -ne parle quc ll-ll!! ra
remcnl a\'I'C los Offlcier" qu'il rencol.tr,' . 

La sallt6 Ilu Iwince est, UU resle. " ltCt'I-
ICl1ll!.~ _ -:- -: 

inaia~'lL.DO_I~"on\ aueuno rev .. nche-eon ...... ~ ~. •• -. • 
Ire la dcmocralie malg~ les blcssures .P,I '!l iours jo~~naux ont parle d·ufiP. 
qU'~J/ll ne It!ul' i!pargllo poinl; ils nt! do- ~eclsl.1l du nlllll~tre de la g~lcrru I'cla-_ 
mamlcnl qu·it ,Ie vas etro k ... iles en ell- tlVO ala (.Jllvocallon dos OCfiCICI'S de ru-
Demis dans un I)uys oil it .. rcprC!s(!Iltelll ser,:e e/! tS!l7. : _ . . 

La comtc<;so. d" Casa-Mirand3, ml-rc 
lfu com lc Angel do I\tirllnda. \'ient do 
mout'ir a Maflrid.i& I'ilgo lfcljlla ln' -\,ingt-
lfilt-huit an,. . . -, 

cn gCIICl'il1 la Cuduno. la chal'iLc. l'cspl'il J) aJll'es cell~ JIIformallOlI, Ics lieulo
do Iilllitillri16 l'ul'lJull ilu oc~ maniuroii cL IIllu19 eL :;ous-licutlHlunb de l'cSt'rve lfL'S 
I'elcgunce do' 1..1 vio. . corps.e "'ranco appel6ii l'n: l81r7 doivcut 

.;sl-ctl trop ~xiKOI'" II Caul une singu- ~tro ctnvoqucs II 1..1 portion principale 
lid.I'O l)erVcr:lioll des e:lprils, pour qU'on lfl! Icu/s corlJi en Ill~mo telUps quo les 
(a:l:;e un grie f il lin ulInislul'O republi- rCsllt;vlsles cx,:rces ct- p~ur Ie mOme 
cain lJ'avoir tentc uno huUe d i!.ns 111 po- temps, c'c:sl-ll-dlrc po.ur. 2l JOUI1l. 
Iilique de taquincrie el d'exclusions_ - ' Lc'llaJors el capllalOcs de reserve 
P. M. des COIJlS de Franco doivent titre appt!l611 

• au d6p61 do leul'S corllS en mOme lemps 
que les I'cscrvistes non exel'l.:es el pour 
vingL-lIIit jours. La TOlDpUatll'" 

Lc I('mps tst dev('nu fllrt mauvais. r""l f .. iblcs 
prenillns COU\'rcnt toujnurs I'uuest die nord de 
I'Y-urol''' ; ('11"1 !It! 50nl <'Iendues iiiill' Ie cenlre ct 
ju!uJu'au nord de 1·llalic. Ve nou\'cllcs pt'rtW'. 
ballons cnvahJss.'\icdt hi~r leI 1~II-UritannilJucs. 
J)all~ Ie Mud -ouesl, La silu;,lion ('st ml'illcure; 
une aire lIup.Tit'ure ~ 765 •• rsl apparlle 5UI' Ie 
Portugal: Ia haussc 51! propageait cn rClDOn
lanl v~r!J Ie nord. r...os pinks orag .. uses onl ~I~ 
gc!no!ri&lcI t'n t 'rancer cn AJlemagoe cl aur Ie. 
lIl's-Uriianniqucs; dleli \'onl plobilblcmcnl COD-
llnuer. ·· .. 
: 1.:1 Icmpt!ratur'e a ,montcl, t'xct'ptc! Sill' nos rel

gi ... nl. lI i"r Dl~lin. Ie ,Ih ... rmomclrc m:lrquail: 
11,- !l Sto(l\o.,..a)'. 11. :. l~ar.is . '7· ~ L)·on. ao· a 
V,,,nne d 'J2. 10 lobllt'. A l'ari~. lew awn'" onl 
"I'; .. 'uurt,,;' Dl:aitl frcqut'nt"", I.e muimum lhrr
m_omclrique Il'~ p;l' c1"l'uW a~. Uarom~tr". 
7)11··. ' 

Sl~. - Tt'mps oragcuz. Tbnm .• .,.. 
Vj~'fI. - 1'luies. ec1 .. ircies. Therm_ 17t • 
:'.urlfl_ - Avrr""s. <,cblrdes. Tb • • fto'. 
Vill.'l(Vosges). - 'remps ol'ilgcw::. n. , ... 
SI·III1I1t1rl-I~,-B,,; ... -1'11&ie. ·{h"l-. 

A TRAVERS PARIS 
Une dkision lnleressanle a 6~ ' prise 

bier par 10 Syndicat de la Preuo pari
aionne, I'~uni au Grand-lIlllel. 

M. Il~brllrd, president du Syndical. a 
~h! aulorisl:, pal' l'unanimit6 des reprt\
scnlants de III Prono, ill.'ntamer del n6-
gociations Ilvec 10 mini:it~rc de la guerro 
pour regler d 'uno la~Oll dl!lInilive etilCm
blablo pour 'OUI lei joumllult frtJllfall 
It'§ rapports de l'aulorite mililllire el des 
correllpond:mts de la Presso charges do 
suivre le$ grandcs Dlanilluvres lors de III 
I.NChuine t'X~riellce de mobilisalion. 

1111 Cl6 d~l'id6 que lei correspondanls 
dell jOUr&lllUX Ctrangcrll seraienl conti
dCrUl commo liiD~plel parliculiers el 
lai:!ses en dehora dei dl:ularches railel 
au nom du S)-Ddicat. 

Dans certalnl Dlilieull Ivoisinlln\ Ie 
milliiilbN de 101 gucrre, OIl commence a 
parler du 13" corpJ.pour l'essai de moLi. 
IisatioD_ 

La mobilisation 5er~it pnrliculillrc
Dll!nl cOml,li'lu~ dans Ie 13' corps. 

.-\ "iell)' so trouvc, en l.'iJcl, presque 
tout I" parc sanilaire. avec Ics ambulao
c~s de luules le5 arOll-e:li 

.\ ~loulin5 et • Clcrmont-Ferr:ud, les 
gr:1n":; pares d'l11'lillcric deslines au ra
\'itaillt!uh!lIt dcs forti d'arr~t el dt!j 
Ilrmt:Ca de n:sl, et ce-n· .. :;l pai une pe. 
litt! iA/laiN de r':unir :.1,1100 chevaull pour 
un I).lrc d'arml'C; mais Ia woLilj,.ali"n, 
en r .. ison ul~lUe dl! &:Cii· lfirih:ultl!:t •• crail 
ulile. .-. 

Auln: oLstade : 

Une di,·i.shm du Il' corps. la 241", osl a 
Lyon: c'csl • ~Ionllu~un qU'ellu do~L 
rc" c\'uir, armer I:t {;"ulp~r I~" quelques 
U1i lIicrj de n:sct\'iSll'S 'lui lfoi\'er,' 1& 
cOUl(Jldcr sur I" pieoJ tJe guerrc. La 
,r(me di(fi~lIv ~o~~te l& le.i es~.:r 

l' "-.~ 

Ccs nmscill'ncmcnts sout exnet!!, mniii 
i1!J no II'UWliqucnI qu'aux ofUcicl'S lI'ill
lallteric. 

II 1I·'.'ill ricn change aux dispositions 
ordinaircs do rappel dcs oCllcicrs de r~
survo dos Ilutrell armes_ 

. A" suitll del (oles de Rcims, I~lcs 
lluxCJutllcs dcvait assislt'r 1\1 _ BOllvicr, 
Ie ffotfvornclllcnt vien' de nonuner Ie 
malre ~do Reims, M. Ie ooclcur IIcUl·ol. 
cJlIl\·,,;.r diJ 1"·I .... ·gion li·hullllimr. _ . 

Mm. 1J1!lins. l\I'c~ilfento dll rOlllil6 r~· 
mois de rUnion del rcmmc8 lfo to'runce. Ii 
r~u les palmes If'omcicl' d·acalfclIlic. 

I -
! . 

Lcs e~mens prcscriL!! pour 10 \'olon
tariat d'un IlIl ont elc subl:! dans louie la 
France, hier matin, 11 neul heures. 

A Parill. deux: cenl cinquante-sepl ean
didals 10 sont prescntcs lfans les dilTc

·relilcs Dairies, IlU Palais do l'III,lu sll'ie 
ou au p:.villon de Flol·e. -

103 didcc, choi<;io dans rIIlsllii l'o dc 
DulloR, Ie prc,;clllail IlUCIIIIO dimcull6 
grammu!icale . cl )ell canlfidal. parais
iaienl tres sattsfiuis. 

Ouan&au problumo donn6. Ie Yoici: 

Un aljpciDllt commcnco DnC ' "nlrcpriSCl
l\',le unt! 60rumc do .,(XX) francs; ""llf 
IIlOilI plus tard. UII a. ... <;()Ci~ upporte diAlI" raf
faire ·une 10m me de :J,'lXHrancs, ct sept hlois 
phi. lard, un nou\'rl iiS50Ciu s·in&eres su /JOur 
une· SOUIOIl de 6,:ro francs. "·('ntn..oprise nap
porte un ":n~(k " ~c :l),~ !r:aI~C$ au lNut LIe 
trois an •. Lt:: prerrUl'r ll:a.iOClC tJoll prl'It'\'er .ur 
celie SOIlIl'" ulle "rillle de I U;O pou r frail Llo 
Ileilioll. UAt:I c:4 Ic gain d~ truili IIlguciilU1,.,;! 

Li sohlion que de\':&ienl donner le3 
eanlfidllll Hail r e llc-ci: 

I.e jruniCr g .. gne t:?300 li'llllcs. lu 
IeCOIi 7 ~ el Ie troisi~me 10,:;00. 

A'I\lcri. Ie maltlmun : dC$ ~illl.s est 
Wi soo. ! H 

. If 
ObClqu/5 DOUVl'IlUli d~Laiis SII'T • rmu

vi'u dcs ",rubes • donl nOUj a vons pari':; 
avant-hier. , 

II s'agi~ 011 Ie sail. de Ia t (.rulture lie .. 
soldals IrUl~01ii u1Or19 8U 1'onkin ou ell 
AOllarn. La cai:5e sera alimenlee:." par une 
colib hun ullillue de L1~ux piasll·t:i. \'t:r
s<oc lpar daq~c ofh,'ici' ou a.,siUlilc pre
:sen aU TJ:Jkrn ou ell Ann,llII, cl Jlar 
loai 1.: :1 )fliciers ou assi lllil ': s arri"ant 
lfans la .. !JulI!e; :?" (I:Ir les duns lfc loulc 
n:l t~ l'e qui (Iourr-ollt Nrc efll'du('s p:lI' 
IIcSi l'an: lil:I ~u "'1I~i s lf l'~ d,~dJc s ~ aillsi 
que: jJ :lr J .' ; S '-'l' ldd 1.' llIlalllh ~·ul"'(IUC'; . 
lis ~ , . yrU/' o'l n ' a,II'l'~ "': s ilU Irl.'_;UrlCl· dc 
nJlo' tlW~' o ·s tUlltl .. : ; a 1I.lIIul. .1. ul',1· ... tiulb de l'(Jj':un(' ~('rontl'': 
SUD~ ':'l':i a U 1111 t.1 ~ r llaau,· tl:i/ul.' ;!n: Jan:$ 
UII i"al'l'url JI co,,· 1';I.r Ic tl'l'~~}I'I ~'r: . 

.... 'j t:I'U Il >1.'1· ... 111 dun IJw. I.!I" dIlT':' rent 
pour It.'s o, i,·icr; . I~:; s" "' -IJr/killrs ct l e ~ 
Jitl14" 1:1 ; cl : ,, ~ x 'ruul scdl{ ... :i o"'J)r; UII dt: 
lio 1u;A~Uau:rit. ct Pt=orlcI'UJll It!i : iudiQ-

" 

'fll'S consid~':eu tlal i~ Ie granlf 111011110 
lfe Mod lilf, c'ciit cllll (lui a ClllVU Ic:! ~II 
Cltntsdu due ale MOlltVCllsier. ct seil ser
vices ala mllison rovale sonl bieliconnllll: 

Le duc de MontpCnsier a lenu it Ill ire 
clSlelln'r les obsi-qllell II ses Irais. Chris
tine Nilsson, OOlll' -lIlIo lfl.! 1:& Ih~fulIlll. a 
cnvo)'~ une ullorme eouronne. L'clIlcrrc
menl a 1':16 somplueux et suivi par lou'" 
la socicte de Madrid. Cenl "uilures for
maiclil Ie rorlcgll. 

1.0 pd n('C Henri de lIallenbcrg. 1tl'lIdl'O 
lIo hI rt!inc "ieIHI·iu. II I"'IJIII 1';1 II 116 tic sun 
(tlll'O III princc "'ran,=oi:i-JII,;Cj,h, csl 111'
ri\'6 a Pa ris . 119 soul dcsc~1U us a I'hllid 
Liverpool. 

Nous apprenons la mort do M/llo dn 
Alongis. nGe de Orouas ~lIe s'cs' Heinle 
hil!I' soil' Jan!j SUIl elullcall de L:J Vcr· 
ril·re. 

Mme lfo !\fungi'! laisso I1ml!: t1l1e~ . la 
"ieulIIl.·ss!! ,I" IId 'lIIulltJ tJ'AI'~ d la t:utu

-I.eS;;ll de Contalles. 
l.c~ ohsiltlue" uuronl lieu samedi. 

Un ~erivain danoll bien connu, M. 
Mayer Goldschmilfl. esl O1ol'l hior b. Co
penhllglle. 

11 a public plu ~ieura romans qui ont 
eu dans son pnys IJCaucoup de succus. ct 
(IUcJqUI"I ouvrages If' un genre plus !iU
ricux, oonllc prinr.iral, Ntmf.~ll , ctait 
11110 etude af1profolldie ·iur "origine do 
loutes l~lI l·eligiQni. -, -- , 

J:entrc\'ue dU .,comle -Kalnoky' el du 
prince-de lJislllnrck.qui de\'ailllvuir licu 
la scmaiO(~:~rocllitino ia Ki ii"iugclI.II·luira 
lieu que dan» Ie courant dei'au\oltlne, a 
lo'ricdl'icbsruhe_ : ~--- - -

L·F.mp.:!reur. toujours 1 Daoolsilerg, 
n'l& Ilu enltmdru ~ujolJr" 'hui aUt:ulI d~" 
rapporh que lui runl tlUolilficnnctrlenl 
I~!i otiJt:icrt -iJll sa Mai~n. I.e brosllull 
challgemenllfe (elllpt-ralurt: 8 dC/~rUlIll6 
chcz lui Ull II!Sc" rhuul\l. 
! . 

NOUVELLES A LA MAIN 
Garo do chemin Ol! Icr. 

i - Alora. "OU !6 alll'& encore you. clll
qucmurer If :1n~ ('cl alT~ux pclil caslel! 

- Ecuutez. 111011 ('her, unc auccCls ion. 
la dt'l'ui\'-rc. JlcuHlrc! 

- EL qu ·t! . t-(:c 'luC VOUI ("itc ~ !.l-de
dilns f 

- Je jouo .8UX ct:!arci . 
- .:l, jlL'lIcioJnt ,:t! lcmpi-Ia. ~u·t!., t-ce 

que \·ous (alll'S puur \'OUii dlsll'alro -I 

• 
&ho alllcricain. 

- c.: t: hi. ~n l' s t l& "OUS! dil un nou w'au 
l'1il'nt IIU ,~oiff(·ur. Cll 'raiD de lui taillcr 
cs c1 tC VCIIX. 

- Ulli . m fJ lI , j"ur, 
- II It "air l,i.'n intelJi gt!nt' et a\'ec 

que! illt (' r;'1 il ,'uu" rl'garlle tai llc r I 
- (Jh ! t:o-u'c,1 1''''' f;"; se lll ... m~Jll quel

(jIlI.'lui" I~" ci ;,'ault J;IiS:icut. (·t illorulJc 
UQ .,dil mo,.t:L' :.t u If'oreille; iI adore t" I 

.......... ,.r.r. 

Irun autn' c.i t.\ nou;l d e\'ons 1 "obli 
Iwa nc:c "" 1\'1'11'- ) '0"" Jlr',.tI)d'commulu
c;IliulI de l:t d l·,u'che ,;ui\'=IlI le '-IU.I lui csl 
I'ar\'cnuc ce l>Oir_ 

Dna.uU~ •• n aHl r. ~ .. 
Lo I.."il tJc la nlGlt tie Stu'lcy JUn.! t HIe 

f .. ul: . Lc fai t II ,,' IIK' quo r,-u.., _.-. ..... alTi ... 
par la \ Diu de Zaauitnr lui Ctl" ...... t oate 
cr.'all t:(>. La u ..: 10 d 'llit!r • &pportt'l a ll roi 
1..:'O,oold loa copi,' d 'lIJ)CJ " Urn .dn~ pal 
Stault.,· all COIl'ib i .... I .i.-brct-lll. l'UUlOlb..':lo" 
0.\" di,.trkt ft.. n:&at I i"'" d" COO \;" •• 1.£-0-
poltJ \' iUc._ J';u VII n 'Ue rOj.li,·. Sl!ulk'" &III • Ia 
date t.lu t7 juin qu'd Nt ani.-c e: • .oil d. d ,. 
l·t .vee une bauDO Ufl:;lDiQl iuu au I: " aiJOdto,t 
d·.-\nnlo·imi; II reQ)('f'I'ic k' ~''''n'f1k~t de 
J'f.tat hllt'C tid J'aido qui h.i a t't6 ~ 
.,.,udallt IiOQ Vlif :l,," >oU r to CoMIKO. 

Si St:lul.·,. a":&il (-a.' lu" .1.'1 .... is. loa _.-,.na 
..·.urail )Ju loan-,·ui ..- l i'~uz.il "'r .tu·taU u ....... de 
DO\·,·n.h .... , . .... ' .... , .... ,·11 ....... t "lo' ........ ,-..... ..,. 
10 cJl~Ul ili III I"WI cuu rt, r ·c:.t ·~ · O'\ i ru I .... 10 
b c Ta ll~':ln ik:l_ Done. la DOU\,. -110 IJ:U:lII .... 
e.l'O)'lIl",,_ I::JJe "ul lo:m.t )Jib "r.aI ';"'fkbb.1Jko W 
l'lIe (1.:IiL l.:ln·('nuc I"" Ie~. 1I~ U Q'es& 
rictl n 'lIu tk, n ' O"", .I.e-It ........... Str.auclto a 
,,';u LroL~ '''' I ''''d~ iI . U:.r"" .... ·'L •• I:UU'ct. 
" ""r w'."'T-l\ . t.- l' t:lal ltlon· : l 'w oe t.">ol da 
S:oio,l-n ... t • .,.,... 19 j " ,tJ..'l; .l· ... ul re- .... ~"Il-
l':aw de , .......... 3 IIOIil, ft loa 1Ic:nai.':nl* ... 
tIL ...... tli OlOliL 

tJk .. - IJO C'OOtif'fl_ 1 que dC'S _..-en. 
d'on]re ~" .M"r.IJ . Sf 1tI_ l la_ su :al'2i l C"II <-_ 
nai ... .qn(·c .111 hnli t fl'b lil l la mNt tie Staa"'Y. il '''I "VI fait fuca l~ ...... , -__ , .... 
tOl ,Ic 0;..,. tk' I_'.-Ioc. • . II UtI ~ Wl'ulft 
, - I" now tk, sc.u.wy. ri l 'admioUiInlU ... 
Lru"dl"i.1lC IJc n :lal 11&.01 .ua .,lk' b _ .. diu 
cst ""'-. , ---- ~-

, II <..-.;t "":Ii que SlanICJ a ... &'I re aw.ndoun6 
p:tr .. "'-bomfUCS etc son t!SCOn " dt.,,,,i. qlOO 
1'011 a eu d u St '" !lOU .. , ·II.",_ J 'ai .. u de.! klln!s 
Ildn-ssees l dtS K"ns fl ui lI·a l .l .:a rtj .... n ..... l eta 

r i" 11 1 n :tat libm : ""'" '''' In '5 d is.'Ill q lOO 
Sun" ·,. Il (;U til'S <Ii niculles a ''OC son 1>nIIte. 
(A'S tI,lIi1'uIV,. urot Cf'rta inelDClII JIU 11121 Wear
... ·r. alai,. \'lJuloir Il mruJ(~ '" I'IK'Uro .,11-.1 ,"" 
'IU" SlallJ.!y ,.,,1 Ihurt, c',-st AIL"," iu.~I.Jo 
'luO tJ" jUfl'r I/u' if ,. • ,'U "i,~ WJir un ",",UILIo
IIICllt de l<'rrc au ItOll! NonJ_ 

1. a-c. 

PANU"RG-E 
M. H.ouvllm_ - Vencz fl. claer c l ami 

SJlullcr. cl mc lJaYL'Z consdl tlont ie D. y 
lJesoinf(_ Jo suy" clIllvie c~-"""queu ou 
Ilal'lcl' ill lIuis_ Vue r.· r.l)·-JO T 

AI . RI'UU.rll. - t;i par .... drvrz, mail
ll·" . l·a l·let; dUllellll'" .It! ,1iI1' Hj"u / 

M. Huu\·um. - /\lab lJ'ilUItn: l,;al". 
,Orel! K' ~II" "rmlmlt:i locIIstml 'III" l>arler 
IlUid cl !IUU ~es!IC scroit quo ie IIU "0lI'
\aSI;(l pOUlcl. 

M_ SI'ULLER. - Adoncquol no parlea 
point. de piAI' Dicu I 

1\1_ IlouVIER_ - Je vous conjure. na 
didcs pas de par Dieu wuiours lIi llSY_ 
AllltrclIlcllt lOtI ne ruiiJira pas II 1I0U !S IoJl-
1'1:)(' 1' illig gou"I'ruclllenL d .. cu~. i 

M . HI' ULI.Y,ft_ - &il. Jc dir.li donc. da 
pur Ie dial.le I. .. . 

1\1. HOU \'J£R_ - Hi ie no pa rle p Ol!! os
ball'llIc (". ccr"'illcuu'nlull d ira "III.' i" uy 
I'ilour cl flue ill 010 lai" 1'''1' 1i&,.t:ilcLC c\ 
\·crguis ne . 

M . SJ'ULLEIl_ ~ Adoncqueol plItlcr il 
lault. . - .-- -

At_ 1l0U\'IER.-Mais si ie purle. i" SU)'S 
rapalJlu lie diru qudllue -I.arolc Illa l 11011-

flanl.e c' .conlr ... rier lIinsi dell awu iUi 
IIU'~!I a piVscnl 'Wele .. _ 

At. tll' vu.t:R. - Ce doncquea, ne par-
lez [.oint .ue I.ar mps!;ir l:bl:UI ;ts. _ 

M. itoU\' llR_ - Les It" .. liIJcl.s plcu. 
vronl. ct moult M'roll\ rll~" ,,"tclIl !t q ue 
Ie E"uvl~rllclI"'lIt lie lai,,:;e pas ,· .. In,\,,')' r 
un IlI'li' 1J(!11uis dl~ sa 11C 1I :il.1!.la lIIui lld ro 
f,.c'lul'lIellc dc sc." do·_, ,.,!!i .. ; . 

~ _ SI'CU£tt. - AllulICfIIll'!I parl~z. io 
\ 'OU :i Ic f·" .. "cillc, 

M_ ROU\'II:I\. - I. ' fUlrui 1"';111 t·III ... .. ".·r 
/ku r d o: du' I •• r i'llIl! " t/l' til'''' !o: i \ U ) ,j •• , . ill 
uir ... i rurcclIlI'liL qud'IUI; rlJOJ >4! . :i1l1'1"" 
1o(IIIS II lie i,: lIi.se du b icu dll la lti·l'ut,li· 
flue . ain"i '!UC ie ell I'c n Sf! . lI rulc lt! (er", 
UII 111:2 d'ullc aulllc cl ell btJI' UI III :u' ry . 

~I. :;I't; l.L&lt. - AdulI';'1 UCoi lit: ""rh:~ . 
p"illd . . 

~I . J\f,VVIER_- 1 ... ,r5, CI(- lIlcnrJ'auJuJII· . 
Il.'ra cl fera t(lml,..r sur III '''' dud 1.0-
1':-,' ., " ·illjurt!.s. ,,"tJ l·lIIa .k s el au lll'c J 
lI,w l:Jil lc ; I't'U ra~ 'JII, t ,, "I" '" . 

M. SI'CU .t!I\.-.\ , I "!1t:1~ lI ' ·i \.:.rll'Z.III .. U S 
tre d I,arlet; 1,lu,; furL 'IU·i..:c ui t;1':' UlCII-
u·au . -_ 

~1. ItoU\' I[ll_ - Sur filln /Iii''' l·ar"ll·i 
" et'fJllt .... ' · /1 ' .. 11.,'·.· -; .1'.-\ tII " I"" " a X.d 'jlh': 
l' h llllllC Ic.,l i" ' r l I ... tl , ... , ,llIIa l ll,· .1\..-",:-
1,,'11 .. U '111 ,,1 '1" 1111 .J,-s "c ll ~ . un \ lJul.!t ,I 
IIiC IfI'lI, J .... 1,,," 11 -.-1 ' ·',u .-L (lVI,,; ' lu " I.-" 1,-
HII'" ,III 11 . " ' 11 d i ~'·U I II ·:O . . 

~I . SI' l:LLLR- - ,'\JUIlc.qUt' tI, IIC i" l rI~';'; 
ta ua .li ...; . 

~I . HOl:\,It:I\ . - Su~ ua ns la 1,111 ,. l' lL
t, ·.·, I1'" t.l ... " 1,(·r:1,1'·J[l I'-:s. Tur . anll.'l lIe k -
rui~ lu :. /11;1 , .I.J'·c 1 . 

~I. SI' ULU:R. - Jc ler" l COn ll ll i! , ' ,,' ' ' . 
Je l'ulI "ultcrui ;awi e t "UIVrtJl "vII :.d,· ,oj. 
~. UO"\-u;J\, - 1::1 ;II j'.UUI. \lV&U&M.t.: ~v. 
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APPENDIX D 

(ii) 

This letter was quoted by Antoine in Mes Souvenirs 

Litteraires sur Ie Theatre Libre (Entry for 27 mars 1888) 

drafted by the signatories to the Manifeste for communication 

to the Press. Published in Le Figaro, 23 March 1888. 

Monsieur Ie Redacteur, 

Avec une rancune et des habiletes 

indignes de son grand talent comme de sa haute situation 

litteraire M. Emile Zola signale la reunion de nos quatre 

noms sur l'affiche dIu The~re Libre ce soir en y 

attribuant un caractere de nouvelle manifestation contre 

Ie Naturalisme dont il est et reste Ie grand pontif. 

Cependent les notes parues dans les journaux etaient bien 

precises. II y etait dit, et nous l'affirmons de nouveau, 

que nos trois oeuvres sont dissemblables, issues d'initiatives 

isolees, que leur apparition simultanee ne signifie ni entente 

prealable ni theorie commune. L'absence du cinquleme 

protestataire, notre ami Rosny, et lladdition d'un nouveau 

nom, celui de Henri Lavedan, suffirait a Ie demontrer. 

M. Emile Zola se trompe encore en parlant d'un art nouveau 

et que ridiculement nous pretendrions apporter au the~tre. 

II n'etait pas en effet question de the~tre dans notre 

manifeste et nous ne pouvions enfin attaquer M. Emile Zola, 

romancier, sachant trop quelles discretes condoleances on 

doit a l'auteur de Bouton de Rose et de Rene. 

Signe 

Paul Bonnetain, Lucien Descaves 

Paul Margueritte et Gustave Guiches 
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(iii) 

Unpublished notes by Guiches three years after the 

appearance of Le Manifeste des Cinq 

II Y a pres de trois ans, au moment ou venait de 

.... 
para~tre la Terre de M. Emile Zola, cinq jeunes 

litterateurs protestaient, au nom de leur admiration passee, 

c~ntre ce qui denon9ait, - d'ailleurs aux yeux de tous, -

dans les reuvres nouvelles de l'ecrivain, un dementi 

formel a son programme et signifiait, vis-a-vis de lui-m~me, 

une eclatante defection. 

lIs ne proclamaient pas un IIschisme ll
, comme on lea dit. 

Nullement solidaires, nullement enregimentes dans Ie 

naturalisme, differents les uns des autres, gardant chacun 

l'independance absolue de sa pensee, unis seulement par 

une reciprocite d'estime intellectuelle, les cinq s'etaient 

rencontres dans l'expression d'un m~e sentiment. 

Peut-~tre quelques-uns des termes dont ils se servirent 

justifiaient-ils, par une pompe excessive d'indignation, les 

railleries nombreuses qU'on crut devoir leur decerner. 

Toutefois Ie lyrisme de cette manifestation ne depassait 

pas celui qu'employait M. Zola lorsqu'il attaquait la 

g.lo:r:ieuse dictature de victor Hugo, et qu' interpellant Ie 

poete, il Ie sommait de descendre de son siecle, ainsi 

que dans certains refrains, on invite familierement Henri 

IV a IIdescendre de son cheval li
• M. Zola invectivait Victor 

Hugo. Les cinq jugeaient respectueusement l'auteur de 

l'Assommoir et cet acte de critique n'excedait point, on en 

conviendra, Ie droit strict du plus humble des lecteurs. 

II serait et effe, t deraisonnable d'exiger, pour les 

artistes parvenus a un imposant degre de celebrite, 
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l'institution d'une haute cour de justice, une juridiction 

des pairs qui, seule, pourrait prononcer sur leurs ~uvres 
IA 

des verdicts definitifs. Encore p~rait-on reclamer avec 

plus d'equite cette mesure d'exception en faveur de quelques 

cerveaux rares, indifferents a I 'admiration publique, 

specialises dans un art inaccessible a la masse et ne 

souhaitant que l'enthousiasme faiblement tumultueux des 

esprits de choix. 

Mais M. Zola est un ecrivain democratique. II slest 

declare lui-mgme justiciable du suffrage universe 1 et, 

par ce fait, a pleinement absous de temerit~ quiconque 

s'aventurerait a formuler sur ses livres une conscientieuse 

opinion. Un article relevant les defaillances de sa 

litterature, - cet article provtnt-il d'un syndicat de jeunesse, 

- ne constituait done pas une presomption demesuree. 

D'ailleurs si les signataires de ce pretendu manifeste 

etaient assimilable a des p~ees dresses c~ntre un Titan, 

(cette comparaison leur fut assez frequemment infligee), 

n'eGt-il pas ete logique de reduire, par la m~e occasion, 

l'inventeur des Rougon-Macquart a l'invisibilite d'une atome 

a c6te du geant des Miserables, de L'Homme qui rit et des 

Travailleurs de la Mer? 

Mais ceci .n'est certes pas une recrimination et si 

j'exhume d'un passe de trois ans un document a peu pres 

~ pas sans ;nte'rAet oUblie, clest peut-etre quail n'est • 

aujourd'hui de rechercher jusqula quel point les previsions 

quail contenait se sont realisees. L'article signalait une 

deviation prochaine, un nouvel lIaiguillage ll dans la vie 

litteraire et dans l'~uvre de M. Zola. 
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Or, depuis cette epoque, Ie chef du naturalisme a 

publie trois romans. Le R~e equivalait, par son seul titre, 

a une abjuration officielle de la doctrine professee 

jusqu'alors. On connatt Ie livre. C'est une compilation de 

la Legende doree, une tentative de mysticisme, une 

vulgarisation d'ideal destinee a conquerir les suffrages 

d'un public scandalise par la brutale puissance des 

ouvrages precedents. 

Le Vreu d'une morte est passe presque inaper9u. Son 

caractere retrospectif Ie dispensait sans doute de tout 

retentissement. Mais, pas plus que Le R~ve, il n'etait de 

nature a dernentir la prediction du dit manifeste. Un roman 

pseudo-mystique, un autre romantique, c'etait plus qu'il 

n'en fallait. Deux attentats consecutifs au dogme 

naturaliste! ••• M. Zola decidement perdait l'esprit de 

famille des Rougon-Macquart. 

La B~te Hurnaine a paru ces jours derniers. L'reuvre 

etait annoncee comme devant ~tre une etude des Chemins de 

fer. Elle aboutit a un roman d'aventures ensanglante 

d'assassinats que determinent des phenomenes d'heredite 

bien connus et qu'il est injuste, sernble-t-il, d'attribuer' 

specialement au personnel des voies ferrees. Les chemins de 

fer sont bien indiques et leon n'ignore pas que M. Zola a 

parcouru de nornbreux kilometres sur la plate-forme d'une 

locomotive de la Compagnie de l'ouest. Cependant il n'est 

guere admissible qu'il ait rapporte de son voyage 

docurnentaire la vision reelle. d'un mecanicien et d'un 

chauffeur pris de querelle et luttant jusqu'a s'exterminer 

a la t~te d'un train qui "roule ••• roule ••• dans la nuit noire, 

on ne sait oU." 
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En decretant Ie naturalisme, M. Zola s'etait interdit 

formellement les hyperboles du romantisme aussi bien que les 

fantaisies de l'imagination. Dans ce livre, cornme dans 

ceux qui l'ont devance, Ie milieu decrit manque d'arne. 

Seules, ses dependances mater~les sont crees au microscope, 

leurs proportions grandies jusqu'a l'invraisemblable par un 

ma1tre decorateur. Mais les personnages qui s'agitent dans 

ces cadres hypothetiques n'offrent que de banales surfaces 

d'humanite. Pas une phrase qui descende dans les profondeurs 

vives de leur ~tre. Pas un mot qui fasse jaillir l'etre 

intime. L'influence du milieu sur eux et leur reciproque 

influence sur Ie milieu ne ressortent par aucun trait 

distinctif. En quoi ces ouvriers des chemins de fer 

different-ils des ouvriers zingueurs, des ma~ons ou des 

charpentiers? 

Les aventures sanguinaires qui dramatisent Ie livre 

sont provoquees par l'atavisme despotique de l'assassinat. 

Les personnages, ou plut8t les heros de la Bete Humaine, 

tuent parce que leurs anc~res ont tue. L'explication est 

simple. GrSce a cette importation d'une loi pathologique 

promulguee par M. Lombroso, mais que lui ~moins etudie, tout 

travail d'analyse se trouve radicalement supprime. II ne 

reste plus que la "hautaine le~on des faits", selon 

l'expression m~me de M. Zola. Mais cette le~on, aussi 

bien que l'epithete qui sert a l'ennoblir, est des plus 

contestables, si lIon ne developpe la participation morale 

de l'individu a l'accomplissement des faits, et l'expose 
A 

brutal d'une action dramatique, - cette action fut-elle 

rehaussee de litterature, - ne pourra jamais satisfaire que 

la clientele des romans feuilletons. 



Encore dans la Terre, les personnages etaient-ils 

mieux expliques. Ils se presentaient d'ailleurs dans la 

simplicite d,gtres de nature, denues de complication. 
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(iv) 

GUSTAVE GUlCHES 

REMINISCENCE 

Nous avions tous les deux passe notre soiree 

Loin des yeux, a l'ecart. Et la main dans la main 

Tu n'avais que seize ans, moi j'etais collegien 

Je sentais rna jeune arne a tes regards brulee 

Des lors, je ne vis plus que toi dans rna pensee 

Et des raves charrnants mon sornrneil etait plein 

Quand la cloche frappait sur son timbre argentin 

Je croyais ecourter la parole adoree 

Un jour sur mon cahier, j'etais penche reveur 

Suivant d'un air distrait la voix du professeur 

Qui dictait gravement une version latine 

Et ce maudit bourreau qui me voyait rever 

vint pres de moi s'asseoir et vit sur mon papier 

Ecrit plus de cent fois ce mot •••••• Valentine! 

I am grateful to Madame Denise Lambert (nee Goureau), the 

daughter of M. Jean Pages for the text of this early poem 

by Guiches. (date unknown) 
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v. 

An extract from pages on the death of his sister, written 

in 1881. 
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II Y a eu dix-huit ans en Fevrier dernier que rna petite 

sreur Marie ggee de onze ans partit pour Ie ciel. - J'avais 

trois ans, je pleurnichais sans trop savoar pourquoi, parce 

que sans doute, je voyais pleurer rna mere et je me souviens 

que j'accusais de ce malheur les braves religieuses que 

j'avais vu prier au chevet du lit. On ne fit guere attention 

A moi ce jour-la. - Chacun pleurait et regardais pleurer 

ne comprenant pas tres bien la cause de ces larmes et 

trouvant tout naturel que rna petite sreur slen fut en robe 

blanche voir ses petites camarades du Paradis. Cependant 

j'etais emu: j'avais comme un vague instinct du "Plus jamais" 

et j'etais triste autant de la tristesse des autres que de 

la part instinctive que je prenais au deuil de mes parents. 

Oh! je me souviens tres bien. A dix-huit ans de 

distance je peux analyser mes impressions d'enfant avec 

autant de surete que si je les eprouvais a l'heure actuelle. 

- Les plus legeres circonstances se dessinent nettement 

dans mon esprit et ces souvenirs douloureux me reviennent 

parfois au milieu de la vie pratique avec une poignante 

intensite. 

Je me souviens de la sepulture - a la ville la 

sepulture est grandiose, la solennite des voix, Ie ronfle

ment des orgues, les sanglots dechirants de la harpe vous 

font passer a fleur de peau Ie frisson des grandes choses. 



Au village, la sepulture est touchante. L'Eglise etait 

triste et grise, Ie catafalque etait dresse au milieu, les 

jeunes filles etaient v~tues de blanc. La voix des 

chantres chevrotante et inculte vibrait avec ce dechirement 

profond que sait prendre la voix primitive du laboureur •••• 
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(vi) 

Details of Guiches' passport dated 14th February 1921 

Passeport valable pour 1 an, 14 fevrier 1921. 

Delivre a Gustave Guiches, Alexis Antoine Paul, 

Homme de lettres, natif d'Albas dans Ie Lot Ie 18 

juin 1860 demeurant a Paris, 104 rue d'Arnsterdam. 

Signalement - Age 60 ans, taille 1 metre 68, cheveux 

blancs, front decouvert, yeux bleus, nez ordinaire, 

bouche mince, sans barbe, menton rond, visage ovale, 

teint ordinaire, signes particuliers aucun. 
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(vii) The film version of Les Deux Soldats 

378 



379 
(viii) 

f 

U O ' # • _ .L, . ........ .. _ 

Albas and the River Lot 

(ix) 

The Chateau de Roussillon, Lot. 



(x ) The Bust of Guiches by Claude Granges 

erected in the town square in Albas 

in 1937 
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APPENDIX E 

(i) Transcript of taped conversations with the nephew of 

Gustave Guiches, M. Jean Pages, in Paris in April 1973. 

Le Manifeste des cinq 

"A ce sujet, comrne je travaillais avec mon oncle 

a 'Vouloir' et a 'Chacun sa vie', car il dictait et moi, 

de temps en temps, j'etais son secretaire •••• son 

secretaire benevole •••• il m'a dit en parlant du Manifeste 

des Cinq que finalement tous les cinq qui etaient des 

fideles de Zola avaient proteste c~ntre des scenes 

grossieres. Mon oncle m'a raconte qu'ayant revu Zola 

quelque temps apres, malgre Ie bruit, Zola lui avait dit 

"Dans mes bras!" Alors mon oncle a raconte que ~a l'avait 

beaucoup emu. Et moi je souriais un peu de ~a parce que 

je trouvais que c'etait un 'happy end' parfait. II a dit, 

'Mais il ne faut pas sourire. C'est tres important qu'un 

grand homrne comrne Zola nous ait pardonnes aussi rapidement." 

Joseph Guiches 

liMon grand-pere, Joseph Guiches, pere de Gustave 

Guiches, avait de tres grands vignobles dans les environs 

d'Albas, de Carny, un peu partout ou evidemrnent la vigne 

poussait d'une fayon riche •• Le phyllox~ra est arrive et 

cela a ruine tous les vignobles de la region. Marnan 

m'a raconte que l'une des plus belles annees avait ete 

celIe ou mon grand-pere avait reussi a vendre sa recolte 

pour 92,000 francs." 



L'Academie Francaise 

M. Jean Pages told me how Guiches did not press his 

candidature against Abel Hermant and so missed his chance 

to be elected to the Academie Francaise. 

"Au bout de deux ou trois tours il avait reuni un 
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certain nombre de voix, mais ce n'etait pas suffisant pour 

que l'election soit definitive. Alors il a prefere se 

desister en faveur d'Abel Hermant. Un de mes amis qui 

s'occupait des questions d'Academie Francaise et en m&me 

temps de la politique etrangere m'a trouve au Ministere 

des Affaires Etrangeres. Sabatier, que et~it a ce moment

la chef du bureau de presse m'a dit, "Ton oncle, c'est 

navrant, d
"- , 

il n'aurait pas u se desister en faveur d'Abel 

Hermant, parce que je savais qu'il etait elu. "Voila comment · 

il a perdu sa chance d'etre immortel." 

Les Deux soldats 

"Les Deux Soldats, lion en a fait un film. Maurice 

Escande, qui est devenu l'administrateur de la Comedie 

Fransaise et par une coincidence assez curieuse etait un 

lointain cousin, a joue Ie premier role des Deux Soldats 

dans Ie film, un film muet. Le film a eu un succes tres 

moyen. Maurice Escande etait trop beau gar~on et un peu 

. 1 "I " jeune pour Jouer e ro e. 

(The fnm of Les Deux soldats was first shown in Paris 

cinemas on 1 July, 1923) 
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Conversation between M. Jean Pages and myself. 

J.P. 

E.L. 

J.P. 

Mon oncle avait deja ecrit Ie roman de Murat et 

voulait faire un film sur Murat. Et il m'a dit, 

"Puisque tu connais Abel Gance, va donc lui 

demander s'il est possible de faire en m~me temps 

un film sur Murat." A ce moment-Ia Abel Gance 

m'a dit, "Qui, mais, ce m'est tres difficile de 

faire deux films a la fois surtout que je m'adonne 

a Napoleon, dont je fais a la fin un film 

considerable." ••• On n'a jarnais tourne Ie film 

de Murat •.••• 

Henri Austruy dans sa serie dans 'la Revue' sur 

Gustave Guiches a publie une lettre de Guiches qui 

raconte un accident de voiture en route pour Carny. 

Ah! C'etait moi, dans les annees 134. Je 

conduisais rna voiture sur la route entre Cahors 

et Carny. Naturellement mon oncle etait a rna droite 

et me parlait toujours avec arnour de son pays que 

nous traversions. Et moi j'etais un peu distrait 

quand est arrivee une voiture en face, d'un 

virage, tres vite, et m'a heurte. Et moi 

a ce moment-Ia j'etais un petit peu desempare et 

la voiture a bascule. C'etait une voiture Citroen, 

la farniliale qU'on appelait et tres solide donc 

heureusement, tout en acier et nous sommes sortis 

comme nous avons pu, mais la t~te en bas, par la 

portiere. Nous sommes sortis tous absolurnent 

indernnes, sans egratignures, sans rien. 

******** 



J.P. 

E.L. 
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J'ai connu mon oncle pour la premiere fois en 1904, 

mais j'etais tout emu et impressionne par Ie decor, 

parce que je vivais a la campagne, avant •••• et il 

ecrivait dans son beau bureau, il avait l'habitude 

d'avoir un chat dans Ie panier sur un coin du bureau. 

Et son chien aussi •••• II aimait beaucoup les 

animaux. II sortait beaucoup a ce moment-la. Je 

l'ai connu quand il avait encore ses moustaches, 

mais qu'il a fait dispara~tre des l'apparition dans 

les moustaches des fils blancs (bien avant la guerre). 

Lorsqu1il est sorti la premiere fois sans moustache 

dans Ie milieu du theatre OU il allait, les gens 

disaient "Mais, ce nlest plus Guiches". II a dit 

"moi-m~me, quand je me regarde dans la glace je ne 

me reconnais pas!" 

Sa corpulence etait celIe d'un homme de 45 ans. 

II avait a peu pres 1m. 69/70 et il pesait environ, 

a mon sens, 70-72 kilos environ, je crois. II avait 

de tres belles mains, des mains de prelat un peu 

grassouillets. II etait doux, sauf quand il 

se mettait en colere. II parlait avec beaucoup 

de calme, beaucoup d'aisance. II avait un leger 

accent du Lot qu'il a toujours conserve. Donc, 

il nlavait pas 1 'accent parisien. C'etait agreable 

de 1 'entendre parler, comme, d'ailleurs rna mere, qui 

etait sa soeur, avait conserve egalement l'accent 

du Lot. On roule un peu les I r '. 

Est-ce qu'il voyageait beaucoup? 



J.P. 

E.L. 

J.P. 

E.L. 

J.P. 
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Non. Je crois qu'il est aIle une fois a venise. 

II aimait surtout se rendre dans Ie Lot ou il 

adorait ~re tranquille, loin de toute manifestation. 

Je crois me rappeler quia un moment donne, c'est 

maman qui me lea raconte ga, il a eu une sorte de 

'breakdown' de fatigue et •••• C'etait a l'epoque 

ou mon grand-pere vivait toujours ••• II a dit, 

"Alors, la meilleure des choses, c'est que 

tu viennes dans ton pays natal, que tu reprennes 

un peu Ie contact avec Ie climat et que tu 

boives surtout Ie tres bon vin que nous en avons 

ici. ~a te ferait enormement de bien.' 

En effet il est aIle la-bas a Albas. II a 

vecu la-bas avec sa femme, quelque temps. Puis 

il a repris un petit peu contact avec ••• vraiment 

une renaissance de la vie et il est reparti pour 

Paris ••••• 

******** 
Est-ce qu'il y a eu un changement dans sa fafon 

de vivre apres 19l8? 

II a subi un petit peu les conditions cheres de la 

vie. II n'aimait pas tellement recevoir les gens. 

II voulait toujours travailler. 

Son argent d'avant la guerre, valait moins apres 

la guerre. 

Qui, les conditions d'existence etaient devenues 

plus difficiles, d'autant plus puisqu'il voulait 

conserver son train personnel de vie avec un loyer 

assez cher. II n'a jarnais eu de voiture parce qu'il 

ne voulait jamais conduire. II n'aimait pas du 

tout les choses modernes. II n'aimait pas lui-m~me 

~tre victime de cette necessite du progres. Conduire 



J.P. 

une voiture c'etait en dehors de ses possibilites 

physiques. Quand il sortait par exemple a Paris, 

je ne l'ai jamais vu prendre le metro. 11 prenait 

un taxi •••• Mon grand-pere maternel, c'est-a-dire 

le pere de Gustave Guiches a ete percepteur nomrne 

par le roi, si bien que maman m'a 'dit que lorsque 

son pere est mort on a fait l'eloge funebre de 

Joseph Guiches et que celui qui a fait l'eloge 

funebre a eu cette parole "Fidele a sa religion, 

fidele a sonroi et fidele a sa famille" •••• 

parce qu'il etait royaliste. Je me rappelle 

toujours qulils avaient un certain culte pour 

Mar~Antoinette. 11 y avait un tres beau buste 

en porcelaine de Marie-Antoinette qui etait encore 

chez maman. Maman avait vecu dans ce~atrnosphere 

royaliste. 

******** 
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Henri Lavedan. Mon oncle m'avait dit qu'il etait 

sourd. Je ne le connaissais que par son nom. Vers 

1920, 1921 avec des amis nous voulions faire 

egalement une sorte de petite revue et j'avais 

dernande a mon oncle si je pouvais avoir des 

introductions par certains de ses amis litteraires 

qu'il connaissait, Maurice Donnay, Henri Lavedan, 

Lucien Guitry •••• Cette revue n'est pas nee finalernent. 

11 m'avait dit d'aller voir Henri Lavedan et il 

m'a dit "Parle assez fort." Quand je suis arrive 

on m'a re~u tout de suite parce que je venais de la 

part de son ami Gustave Guiches. Alors je lui dis 

sur un ton un peu haut, "Ma1tre, je viens vous 

voir •••• Mais parlez un peu plus doucement, mon ami." 

******** 



J.P. 

J.P. 
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D'Aurevilly etait un vieil aristocrate. Ma tante 

lui avait fait un magnifique jabot et il avait 

dedicace un de ses livres 'A Madame Guiches, qui 

m'a fait un jabot d'honneur.' 

******** 
Je n'ai vraiment connu mon oncle queen 1904 ••• mais 

je ne connaissais pas son oeuvre litteraire. Je 

savais que c'etait un ecrivain. Je ne savais pas 

Ie succes qu'il avait ni rien. II avait deja un 

succes important, tres connu a l'epoque, comme 

ecrivain, comme brillant causeur etc. A ce moment 

il devait peut-~tre deja commencer a travailler 

a Vouloir et a Chacun sa vie je ft'en sais rien. 

En somme j'ai connu surtout l'intimite de mon 

oncle a partir de 1908/9/10/11 parce que Ie soir 

apres mon travail comme employe de bureau, chez 

une maison d'export et import, c'etait une maison 

argentine ••• J'ai commence a apprendre l'espagnol. 

Le soir j'etais libre a partir de 6h. et souvent 

je montais chez mon oncle qui habitait 104 rue 

d'Amsterdam, sa derniere maison, un tres bel 

appartement avec un balcon au cinquieme etage 

avec ascenseur et telephone et pour moi c'etait 

quelque chose d'extraordinaire. II avait une 

organisation assez grande, une belle salle a 
manger, un salon, un bureau de travail, - c'etait 

un grand appartement. On donnait de temps en temps 

de petits programmes. On a organise de petites 

soirees dans Ie salon pour recevoir pas mal 

gens, de 1902 a 1935. 



(ii) 

Transcript of taped conversations with the daughter of 

Gustave Guiches, MIle Marguerite Guiche~ and his nephew 

M. Jean Pag~s in Paris in April 1973. 

Mlle.G. J'etais sa secretaire. J'ecrivais a la main. 

Nous etions Place Clichy, numero 8. II Y avait 

une pharmacie en bas. 

J.P. Vous ~tes alles habiter rue d'Amsterdam vers 

1902. c'etait un tres bel appartement. 

Mlle.G. Ab, c'etait ravissant. On avait tout pare, 

c'etait beau. On travaillait, maman seen 

occupait pendant qu'il allait voir les editeurs, 

tous les directeurs de theatre, moi, je m'occupais 

de la machine a ecrire. On etait des copains. 

J.P. Des qu'il etait installe dans son bureau de la 

rue d'Amsterdam il sortait assez peu, tres peu. 

Mlle.G. Tres peu, oui. Mais tant qu'il y a eu ••• il 

y avait Lucien Guitry. Maman emmenait promener 

les deux enfants Guitry et moi. Et mon pere 

restait avec Lucien pour travailler a la maison. 

J.P. Sacha Guitry a survecu parce que Jean Guitry est 

mort dans un accident d'auto. Je me rappelle que 

mon oncle me racontait des histoires de Jean et 

de Sacha au lycee. II mla raconte que Lucien, 

qui etait un des grands acteurs de l'epoque, lui 

avait dit un jour "Gustave, il faut que tu viennes 

avec moi. Nous allons aller au lycee. C'etait un 

lycee de religieux. Alors ils sont alles et alors 

il a dit, liMon pere, qu1est-ce que vous reprochez 

ames enfants, puisque vous m1avez appele. Ils ne 

sont pas sages ou quoi?" "Oh," a dit Ie pere, 
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Mlle.G. 

J.P. 

"II Y a des histoires assez troublantes. Je dis 

Ie mot carrernent." Alors Lucien Guitry a repondu 

"Ce sont encore des histoires de queue!" 

Oh, ils etaient rigolos. 

Sacha Guitry assistait beaucoup aux conversations 

de Gustave Guiches, Lucien Guitry,Tristan Gernard. 

Sacha notait les bons mots qulil entendait sur 

ses manchettes, quand il etait tout jeune. 

Mlle.G. Maman disait a Lucien at a mon pere "Maintenant 

je vais emmener promener les enfants", et Ie 

soir on allait les reconduire a Neuilly au lycee, 

parce que lui Lucien il avait d'autres choses 

a faire quia sloccuper des enfants. II demeurait 

a ce moment-la Place Vendome. II avait une 

servante qui etait a genoux devant lui d'adoration. 

J.P. Et moi, je suis venu ensuite, vers 1907 ou 1908 

et je lui servais de secretaire un peu. 

Mlle.G. Et moi comme dactylo! 

Je suis nee en 1883. lIs ont da se marier en 

81. lIs etaient tres tres jeunes. Le plus drale 

de tout clest que mon grand-pere ••• 

Le grand-pere maternel ••• 

II y avait mon pere qui est venu regarder Jeanne 

qui etait ••• Un jour mon grand-pere a dit 

/(Qu'est-ce que clest que ce jeune homme, qui 

regarde tout Ie temps dans la vitrine". II est 

venu pour voir maman. Maman a fini par avouer 

a son pere queen effef ce jeune homme lui faisait 
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la cour, qu'il etait charmant. C'est comme fa 

qu'ils se sont maries. Maman sloccupait de couture, . 

d'une maison de couture. Elle lui donnait ses idees, 



J.P. 

son go~t. Elle avait beaucoup d'idees. Elle 

etait charmante. Le magasin etait Boulevard 

Haussmann la ou il y ales Galeries maintenant. 

Mon grand-pere avait une chemiserie de grand 

luxe, c'etait tres rare. 

Marnan etait chez son pere. Mon pere, il avait 

rernarque que c'etait une tres jolie femme tres 

agreable. Alors il venait avec son monocle et 

ilIa regardait. 

II portait un petit monocle a ce moment-la. 

Tu m'as dit que ton grand-pere maternel s'occupait 

aussi un peu du mouvement litteraire. 

Mlle.G. Cui, ~a l'avait interesse •••• 

J.P. Je crois que c'etait Ie moment ou il avait ecrit 

Celeste. 

Mlle.G. Cui, c'etait Ie debut. Seulernent il avait eu 

des articles au Figaro, au Gaulois. 

J.P. Les articles portaient surtout sur les evene

ments du jour ou quoi? 

Mlle.G. Non, ils etaient fantaisistes. 
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E.L. Est-ce que les parents de Gustave venaient a Paris? 

Mlle.G. Rarement, tres rarement. A ce moment-la on ne 

E.L. 

se depla~ait pas comme rnaintenant ••• A cette 

epoque-la c'etait une histoire! 

Dans ses souvenirs litteraire ou il parle de 

ses conversations avec Huysmans ••• 

Mlle. G. Cui, ab, c'etaient deux carnarades qui ne pouvaient 

pas se quitter. 



E.L. Huysmans avait 1 'impression que Gustave ne 

s'entendait pas toujours bien avec son pere. 

Est-ce que c'est vrai? 

Mlle.G. Non, je n'ai pas rernarque rae Je n'ai jarnais 

entendu parler de ~a. Mon pere avait un 

E.L. 

caractere charrnant. II ne discutait pas, c'etait 

un homme extrement bien eleve. Il,n'aurait 

pas dispute, il n'aurait pas ••• non. II avait 

ete eleve severement par ses parents ••• II 

voulait ~tre un homme du monde. 

Naturellement, il voulait s'echapper pour venir 

a Paris. 

Mlle.G. Ab, bien, oui, c'etait son bonheur, 9a. Pour 

tous les jeunes a cette epoque-la, leur bonheur 

J.P. 

c'etait Paris. 

Je crois que mon grand-pere, ton grand-pere 

paternel a toi, et, moi, mon grand-pere maternel, 

puisque nous sommes cousins, eh bien, je crois 

quail voulait faire faire du droit a ton pere, 

mais ton pere voulait faire de la litterature. 

Mlle.G. Ab, oui! 

J.P. Sur quoi, les deux points differaient ••• 

Mlle.G. Mais je n'ai jarnais entendu dire quail y ait 

eu des explications. 
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J.P. Mais, non, pas de discussions, pas de contestations 

comme aujourd'hui. Non, il etait tres soumis et 

il etait un bon fils et il avait un pere bon et 

par consequent il n'Y avait pas de contestations 

entre eux. 



Mlle.G. II avait a peine vingt-deux ans, vingt et un ans. 

E.L. 

Quand est apparu un des premiers articles qu'il 

ecrivait. c'etait la Oll il s'arr~tait pour 

regarder marnan. 

Est-ce que votre mere l'a aide dans son travail? 

MIle G. Qui, beaucoup, beaucoup. Elle ~tait intelligente, 

elle etait comprehensive. 

J.P. Elle aimai~ classer aussi les papiers. 

Mlle.G. Qui, parce qu'elle etait tres ordonnee. Elle 

savait tres bien que c'etaient des choses 

E.L. 

precieuses ••• 
, , , 

Nous avons vecu a Carny. II y avait une tres 

jolie maison la.. tres confortable, avec une 

terrasse magnifique qui donnait sur la vallee 

tout au loin ••• et alors la nous etions en 

farnille avec la s~ur de marnan ••• En general nous 

descendions a Cahors, venant de Paris. La on 

reprenait un autre repas. Nous restions la nuit 

et puis nous repartions •••• alors c'etait tout 

pres. Je crois que c'etait une vingtaine de 

kilometres ••• Nous avions quelquefois des arnis 

qui venaient aussi passer quelques jours avec 

nous. 

Et les vignobles de votre grand-pere, il les 

avait vendus a ce moment-Ia? 

Mlle.G. Je ne sais pas. J'etais trop petite pour me 

J.P. 

souvenir. 

Je sais que les vignobles qu'avaient mon grand

pere ont ete attaques par Ie phYlloxera. 
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Mlleo'G. Ab, y'a ete la catastrophe! 

J.P. C'est d'ailleurs a la suite de ~a que mon oncle 

a ecrit son livre La B~te, je crois. 

Mlle.G. Ab, oui, c'etait catastrophique parce que ~a 

rapportait bien ••• Mais ils n'avaient aucune 

autre depense que de se nourrir puisqu'ils 

avaient une tres belle maison. A ce moment-la 
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il n'YLavait pas des contributions cornrne maintenant, 

J.P. 

il n'y avait pas des tas d'affaires. On avait sa 

maison, on etait la ••• tout etait tres joli ••• 

Je n'ai pas connu mon grand-pere. 

Non, il est mort en '81, ou '82. 
I 

Mlle.G. Et~moi, je suis ne en '83. Je ' suis nee Ie 

J.P. 

E.L. 

14 juillet. Des que je grandis je m'interessais 

a tout. 

Mon grand-pere, ton grand-pere paternel, est 

mort a 86 ans. 
/ , 

II est mort subitement,presque, 

la nuit. Marnan m'a raconte, puisque je n~ais 

pas nee Si, j'etais ne, je crois. 

Au debut de la guerre, en 1914, vbus ~tes alles 

a Carny, n'est-ce pas, mais vous n'y ~tes pas 

restes? 

Mlle.G. Non, nous ne pouvions pas nous en aller cornrne fa. 

E.L. 

Mon pere ecrivait des articles dans les journaux. 

Nous habitions par ici. Nous avons habite Place 

Clichy. 

Alors, votre pere, qu'est-ce qu'il a fait 

pendant la guerre? 

Mlle.G. A part ses articles et ses roma~s il ne 

s'occupait de rien du tout. 



E.L. Est-ce que ses romans ont un element 

autobiographique, pensez-vous? Par exemple, 

Ie heros des Deux Soldats a travaille sur la 

terre, votre pere, aussi? 

Mlle.G. Ah, non, jarnais, jarnais ••• II lea ecrit en 

J.P. 

farnille a Carny. Nous avions unebelle maison avec 

une grande terrasse. Alors, la, il avait son 

bureau, et puis alors, il se promenaient de long 

en large. II n'aimait pas beaucoup aller sur la 

route. 

******** 
Ta mere m'a raconte que: Leon Bloy, qui vivait 

seul, c'etait la misere noire absolument, alors ••• 

II etait seul et il arrivait un soir,alors rna 

tante lui disait "Quittez vos chaussettes", et lui 

donnait des chaussettes. Mais les chaussettes 

qu'il quittait n'etaient pas extr~mement propres, 

elle les prenait avec la pincette et les mettait 

au feu. C'est rna tante qui me lea raconte a moi. 

Mlle.G.Tout ~ Ie monde etait de bonne humeur. Les pieces 

etaient belles rue St. Lazare. 

J.P. Tres grandes, oui. 

E.L. ApreS la rue St. Lazare c'etait ••• ? 

J.P. Place Clichy ou bien rue de Naples? 

Mlle.G. Attends, je reflechis, rue de Naples en premier, 

a la place Clichy, et puis a la rue d'Amsterdarn. 

J.P. Qui, Place Clichy, c'est juste la traversee pour 

aller rue d'Amsterdarn. Seulement la, c'est un 

autre royaume, si on peut dire. 
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Mlle.G. Lucien Guitry y venait avec ses deux fils. 

E.L. 

L:ucien Gui try et mon pere, c 1 etaient des 

camarades, ils etaient gentils ensemble et 

il y avait quelquefois la bourse qui etait un 

peu pleine, alors maman preparait un plat un 

peu copieux, et puis une salade et puis voila, 

quail fallait ••• 

Apres la guerre les choses sont devenues un peu 

plus difficiles pour vous, parce que votre pere 

n'a pas eu tellement de succes apres la guerre. 

Mlle.G. C'etait plus difficile a ce moment-Ia apres 

la guerre. La, il y a un trou un peu pour moi ••• 

parce quail fallait que je travaille. 

E.L. Mais votre pere a continue de travailler. 

Mlle.G. Qui, il a travaille jusqu'a sa derniere heure. 

E.L. Alors il preparait quelque chose a la fin? 

Mlle.G. Qui, il s'est affaibli, s'est fatigue, mais 

J.P. 

" quand meme ••• 

******** 
Gustave Guiches a ete opere de la prostate, 

et alors la prostate etait malheureusement 

cancereuse. Le chirurgien m1a dit, "II nly 

a rien a faire. Elle est cancereuse." lIne 

l'a pas dit a lui. II a survecu cinq, six mois. 

A 
Je crois qu'il a ete opere au mois d'aout 135, 

et il est mort pas tres longtemps, je crois 

cinq, six mois apres. II n'avait jamais ete 

malade, en somme. 
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Mlle.G. Ma foi, non. C'est-~dire, qu'il etait tres 

ent~te. Quand il etait au travail il n'y avait 

rien a faire. 

J.P. Alors, je vais vous parler d'une chose franchement. 

Mon oncle, trente ou trente-cinq ans auparavant 

avait eu un retrecissement de la prost ate. Alors 

Ie docteur que l'a sonde lui a dit "Revenez me 

voir tout de meme dans quelque temps." II n'a 

jamais voulu y retourner. Alors la prost ate a 

fini par devenir pire, elle s'est enflammee et est 

devenue cancereuse. Alors il a ete oblige de 

se faire operer. 

-******* 
J.P. Bonnetain venait a la maison? 

Mlle.G. Ah! Bonnetain. Ah, oui, il avait une fille 

qui avait mon age. 

E.L. Et Descaves aussi? 

Mlle.G. Oui, Lucien Descaves. 

J.P. Et Lavedan venait? 

Mlle.G. Lavedan se derangeait moins. 

J.P. Lavedan etait sourd et il se derangeait tres 

peu. 

Mlle.G. On voyait beaucoup les Donnay. Si on n'etait 

pas chez nous alors on y allait. 

E.L. Et Rosny? 

Mlle.G. II ne venait pas a la maison •• On Ie voyait 

dans des cercles ••• un peu partout. 

J.P. Paul Margueritte? 
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Mlle.G. 

J.P. 

Mlle.G. 

Mlle.G. 

J.P. 

J.P. 
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Qui, il y avait Paul et Victor. 

Qui, deux freres. 

Moi, j'etais petite fille. 

******** 

Mon pere se mettait a table avec un plaisir 

infini. Quand je me mettais " table et que a 

je n'avais pas l'air de faire attention, il 

disait, "Mais cette petite femme est insupportable." 

II faut que tu racontes Ie cafe. Parce que 

clest une chose amusante. A la fin du repas 

a midi, Marguerite faisait du cafe a table, 

mais c'etait une sorte de samovar que lion 

renverse, en cuivre, c'etait une chose russe, 

je crois. Elle preparait Ie cafe et renversait, 

on Ie faisait chauffer sur une petite lampe 

d'alcool. Quand c'etait chaud on renversait. 

Alors ensuite quand c'etait bien coule on 

servait Ie cafe. Alors, mon oncle qui ne connaissait 

rien du tout a la confection du cafe, meme a 
la cuisson des ~ufs, rien du tout, 9a ne l'interessait 

pas du tout, il remuait son cafe, Ie sucre dedans, 

et il trouvait qu'il etait un peu clair. II a 

dit, "Mais il y a de l'eau dedans!" 

******** 

Ton pere travaillait sur un livre qu'il appelait 

Pile. Tu ne sais pas ou est Ie manuscrit de 9 a ? 

Parc~ que 9a n'a pas ete publie. 

Mlle.G. Je ne crois pas que 9a ait ete fini. 



J.P. Je crois que cela n'a pas ete publie. Parce 

que mon oncle parlait d'un certain sujet qui 

etait assez delicat a l'epoque. 

Mlle.G. tl faudra que je cherche ••• 

J.P. 11 mien a lu certaines pages de sa propre 

main. 

Mlle.G. 11 Y avait marnan, mon pere et moi et on 

parlait de tout ensemble. Quand nous etions 

E.L. 

\. 

a table, c'etait notre moment de repOSe Quand 

" il y avait quelque chose qui nous interessait 

parti,culierement, il disait IITu vois ~a, prends 

ta machine, II et je copiais. Maintenant cornrne 

il est mort, rna tanteLouise est morte, je me 

suis trouvee un peu dans des ernbarras financiers, 

je me suis trouvk.un peu brouillee. 

Est-ce que votre pere a fait des voyages a 
l'etranger? 

/ 

I 

Mlle.G. Non, jarnais. 11 est a~le une fois en Espagne 

je crois, pas pour longtemps. c'etait un 

cerveau magnifique mais un peu paresseux. 

11 avait sa femme et sa fille et son travail. 

11 aimait etre chez lui. Tout ~a c'etait le 

bonheur. 

J.P. 11 n'est pas alle une fois a Venise? 

Mlle.G. si, avec marnan. lIs seen allaient de temps en 

temps faire un petit voyage d'arnoureux tous les 

deux. lIs fichaient Ie camp mais ils ne disaient 

rien. Je restais la avec rna tante Louise. 
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E.L. Apres la guerre il est retourne au roman apres 

avoir ecrit des comedies pendant une vingtaine 

d'annees. 

Mlle.G. Qui, iletait un peu fatigue. Les difficultes de 

la vie. La vie etait assez difficile a cette 

, l' epoque- a. Ce n'etait pas cornrne maintenant. 

E.L. Est-ce qu'il sortait beaucoup? 

Mlle.G. Pas enorrnement non. Nous allions beaucoup 

chez Maurice Donnay ou ils allaient dejeuner 

ensemble. Quelquefois j'allais avec eux. ~a 

dependait de ce que j'avais a faire. Maurice 

Donnay etait charrnant •••• Je lui servais de 

secretaire. Je faisais destas de choses. Je 

suis arrive malgre tout ~a a passer mon bachot. 

J'aimais etudier, j'aimais travaiIIer. 

E.L. II a ecrit La Tueuse apres Ia guerre. 

Mlle.G. Qui, parce qu'il avait beaucoup frequente Ie 

milieu politique. II aimait travailler et 

qulon Ie laisse tranquille. Quand on Ie 

derangeait ~a est aIle mal, tout a fait mal. 

Quelquefois il mla dit, "Si on telephone tu diras 
.. II 

que je suis sorti, je ne suis pas lao 

J.P. II ne repondait jarnais au telephone directement. 

Mlle.G. Jarnais, II avait horreur de ~a. II retournait 

beaucoup a Carny. II avait des arnis la-bas. 

E.L. Ses arnis d'ecole? 

Mlle.G. Qui, qui s'etaient maries et qui etaient lao 

E.L. Sans doute quelques-uns de . ses arnis ont apparu 

dans les romans. 

399 



Mlle.G. Cui, quelquefois il changeait Ie nom du 

personnage. 

E.L. Est-ce qu'ils se sont reconnus? 

Mlle.G. Quelquefois, mais il faisait ~a avec discretion 

II photographiait les gens dans sa tete. 
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