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Chapter 1
INTRODUCTION

A la Recherche du temps perdu is the story of a

search in the life of the narrator, Marcel, as he grows
into adolescence and develops into a man. It 1s a search
for truth, reality, self-fulfillment, and a vocation which
will bring meanihg to his life. Even though the setting
is placed in the first part of the twentieth century,

the novel still holds much relevance for the youth of
today. Every generation finds itself in search of some-
thing better than what its environment offers, hopeful
‘of discovering some significance and meaning in life.
Marcel's idealistic expectations of the imagination and
his sentiment of despair and disillusionment in the face
of the world's reality are evident invthe youthful gener-
ations of every age. The universality of this theme
gives Proust's work a living quality of significance

for modern readers, who are sympathetic with his need

to discover the unknown and grasp the truth of life,

"In reading the novel, it 1s easy to identify with the
young man who 1s sensitive to the aesthetic beauty of the

world, but who is also g¢onscious that he must discover
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that inexplicable "something? which will bring him hap-
piness and self-fulfiilment.

The novel progfesses through the various stages
in the narrator's lifs. As he grows into adulthood, he
encounters revelations one after anothef which enlighten
him in his search for happiness. One must read the novel
in its tOtality in order to grasp the significance of
each new discovery and comprehend the solution which
eventually makes the unity of the novél evident to the
reader. Marcel is puzzled.by'the sensaﬁions of joy that
he experiences frbm his encounters with various. ob jects
from time to timé. These experiénées'hold significance
for him as signs of some unkhown reality. He believes
that 1f he can uncover the secret which lies‘beneath
these sensations, he will have found the truth of 1life
itself.

Extremely sensitive and,oﬁer-protected, Marcel
is overwhelmed by the beauty of art in all its forms.

He develops a taste for the‘finer elements of life and
strives toward perfection. He senses the existence of

an unapprehendable reality wﬁich lies just beyond his
reach. His life‘is filled with hints of this reality,
~revealed to him through numerous experiénces of sensation
which he cannot totally comprehend. This reality falls

to take a definable form, but this fact only seems to
strengthen‘his beliefl thaﬁ it exists. The mystery becomes

almost an obsession to:Marcel, who feels the need to
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break throﬁgh the wall which separates him from the unknown
secret of life hidden behind it. Unknown to Marcel is
that which he wiilvfind beyond that barrier or.the means
of attaining it.. He 1is filled with a feeling of vagueness
and emptiness which can be conquered only by discovering
the truth. Marcel 1is coﬁvinced that he will find meaning
for his life if he can solve the h&stery of this reality,
the ?resence of which he is continually conscious.

The quest for truth leads Marcel into a dreamlike
existence, where his imagination is able.tO'build.a fantaéy
world from his expectations.r The harder he tries to
discover the reality of 1life, the deeper he becomes involved.
in his world of fantasy, enveloped in dreams created by
‘his imagination. As a'sensitive and creative Individual,
he sees the artiétic beauty of the world around him from
in impressionistic polnt of view. For Marcel, the truth
for which he searches is perfection; it is a mysterious
and vague beauty that can only result in complete happiness,
The world becomes an 1llusion of his expectations. In
hopes of discovering the truth, he is filled with high
unreallstic expectations whenever he believes himself
.to be on the verge'of its revelation.

Harcel‘i$ disappointed again and again as each
expectation turnsViﬂto disillusionmento Just as he is
sure that he will discover trﬁq happineSS in some person,
object, or place{‘its reality is revealed to him as some-

thing different than what he had hoped for. Marcel is
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'only able to Increase his mental suffering and unhappiness

as each disappointment seems to push him further away
from the truth. He caﬁnot find the sense of beauty that
his imagination had identified with the exterior world.
As a result, he finds himself lost deepér in a dream
world whsre the ugliness and insigniflicance of the real
world cannot touch him;

A la Recherche du temps perdu 1s a series of

- revelations, experiences which give tﬁe narrator hope 1in
his search for meaning in life; It 1s a slow pfocess
which gradually bégins'to uncovar the secret, while at

the same time never bringing about‘totai comprehension
and'always leaving him in despair. ' He discovers the key
'Which will eventually unlock the door to .the mystery of
‘the reality of life. As ho is in searéh of truth in the
objects of the exterior world, he finds the first'glimpse'
of what he has been‘searching‘for in himself. Through
involuntary memory, a moment from his childhood is relived,
and he feels true happinsss‘énd self-contentmeht in the
sensation that 1s experienced. He 1s finally sure that

his hunch has been right, alﬁhpugh he is at a loss to
‘retain this sensgtion or force 1ts reoccurrence at will,

He knows now that reality is relative and must be a per-
sonal experience. One cannot find truth in the world
around him; one must find it within himself. Marcel

takes the first step toward understanding, but the question

of its meaning for his 1ife remalns unsolved.
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Finally, as a man, the meaning of these experi-

- ences 1s revealed to him as he discovers his vocation

in literature. The reallty of his dreams has been present
within him all'ﬁhese years, lying dormant and waiting

to be dilscovered, The seérch is over in his realization
"that the reality of the past, expérienced through invol-
untary memory, can bevcaptﬁred forever in the art of
literature. He understands that his ébility as & writer
caan conquer time by not allowing his past to be lost

to it. Marcel‘sees art as‘thé only means of stopping

‘the destructive force of time, by giving the moments

of happiness in his iife‘the momentum to exist.outside

of time without fear of losing them forever, Marcel's
quest for truth is over, and he is faced with the great
task of fuifilling his mission. ‘He has found meaning

for his 1life through his discavery of the pérsohal reality
" existing within him and his ability to capture that reality
In art. | )

This thesis is an attempt.to show the progression
of revelations in the harratoris iife as he searches for
the truth of reality: the world of fantasy as it moves’
Ainto disillusionmenf in the face of reaiity; the mystery
of life experiences.and sensations; the fevelation of
Involuntary memory and the magic of,the,unconscious;

and finally the discovery of a literary vocation and

the power of art to tranSCend‘time.



Chapter 2
BIOGRAPHY OF MARCEL PROUST

Marcel Proust, author of A lg Recherche du temps

perdu, was born July.lb, 1871, in Auteuil, a Parisian
suburb, under the name of Valentin-Louls-Georges Eugéne
Marcel Proust. Marcel was born lnto the wealthy Parlisian
'bourgeoiﬁe. His father, Achllle Adrien Proust, was an
energetic and competent physiclan and professor of medicine
at the University of Paris, who came from tréditionally
Catholic, Frenchlprovincial stock. André.Maurois‘describes
Marcel's father asvﬁun homme beau, majesteux et bon."t

He was especially involved with the problem of cholera
epldemics and receil ved the Leglon of Honor for his work..
As Minister of' Public Health in the Republic, his father
'was away on gdvernment business a great deal, leaving
Marcel in the care of his mother and grandmother, both
sensitive and éestheﬁié—minded women. For the most part,

Marcel's father had little patience‘ahd understanding

of his son's apparent 1dleness.2 However, Proust's brother

. landrs Maurols, A la Recherche de Marcel Proust
(Paris: Librairie Hachette, 19L.9), p. 9.

2Henri Peyre, "Mﬁrcél Proust," Contemporary French
Literature (New York: Harper and Row, 196L), p. 19.
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'Robert, two years his junior and more rbbust, followed
his father into the medical profession,
Marcel's mother, Jeanne-Clemence Well, was from
a well-to-do urban Jewlsh family. She was a gehtle and
sympathetic woman with é chérmlng personality and lively -
- sense of humor. An intelligent and well-educated woman,
she played the pilano, was well-read, and knew Engliish,
German, and some,Lﬁtin'and Greek., Proust's devotion
to his mother never ceased, and his dependence upon her
grew as the'yeafs passed. In his youhger.years, he con-
sidered the ﬁorst possible misery to be séparation from
his mother.3 Despite his pafents‘ different religious
backgrounds, their home 1life was filled with harmonyou
Proust was raised as a Catholic, and although he was
never profoundly religious in the conventional sense,
he loved the ritual.of the church and found inspiration'
in the cathedfalslas-a form of art. André Maﬁrois explains
that "1l a montré dds l'enfance un sens trés vif de la
beauté des égllses ot de la poésie des‘cérémonies_
religieus’es."5 |
Marcel was a delicate child, wno was not expected

to live at first. The delicacy of his health was even

3Harold March, The Two Worlds of Marcel Proust
(Philadelphia. University of Pennsylivania Press, 1948),.
p. 20. .

uDerrick Leon, Introduction to Proust (London:
> Broadway House, 1951), p. 16.

5Maurois‘, op. c¢it., p. 13..
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evident in hié frail physiqué and.fine'facial features.
‘He had & slender frame, small mouth, finély queled nose,
- and large dark eyes. A sweset, tiﬁid, and emotional child,\
"he continually demanded the affection of his parents.6
His sbnormal sensitivity‘manifested itself in bufsts
of excitement and fits of crying. At the age of nine,
Proust became subject to asthma attacks, which were further
"complicated by a nervous disordér. He developed psycho-
neurotic allergles to cold, dust,.fIOWers, perfume, and
other things. According to Dr. Milton L. Miller, "he
himself admitted his illness wasipsycho-neurotio, but
he sald he preferred‘it to unknown evils that might replace
it, were he té relinquish 1,7

‘Hls constant 1llngss préVented him from attending
school regularly, foréed him to  limit himself ﬁo indoor
activitles, and eventually made & chronic invalld of him.
It remained an ever4presént condition, which affected
his life until the end.' At first the family spent the
summer holidays in the Loire region neaf Chartres, and
‘the Easter holidays took ﬁhem‘to Illiers or his uncle's
home at Auteull. Illiers, the home of his aunt Amiot,

1s the original of Proust's fictional Coinbray.8 Later,

6Richard Hindry Barker, Marcel Proust‘(New York:
Criterion Books, 1958), p. 5.

7Milton L. Miller, M.D., Nostal 1aﬁ‘>é Ps cho-
analytic Study of Marcel Proust (Boston: Houghton flin
ompany, » P. 5. ‘ '

8March, op. clt., p. 22.
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to protect their son's state of health, they began spending
the summer on the seashores of Normandy in hopes that
the sea air would help his condition. Dr. Milton L.
Miller believes that "Proust's genius was related to his
illness and emotional sufferings," and that all of his
works "were tied up with the angﬁish of homosexuality
and asthma."?

Partly as a result of his dellcate health and
the influence of his mother, Prouét aeveloped a deep
ihterest in literature. Since he was unable to engage
in strenuous outdoor activities, he spent the majority
of his time reading. During‘hig school years, hevbelonged
to a clique of admiring and brilliant friends with similar
" interests. Althoﬁgh his illness interfered with his
. studies at the Lyéée Cohdorcet, he took'part in a literary-

minded group of knowledgeabls young men who read and

discussed the avante garde of literature. Proust developed
’a taste for the classics. and distinguished himself by

' ‘his conversation and writing. Already he employed literary:
phrases and long, ccmp;ex sentences in his speech, elements
which carried over into his essays at school and then
characterized the masterpiece, to which he devotéd his
life. - |

As an adolescent, Proust displayed intellectual

maturity and had an acuté»critical'sense,‘while at the

4

9M;Lller, op. cit., p. 3,,:
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same time he was noted for his exaggerated observance
" of soclal amenities and desire to be accepted into aristo~
cratic soclety. ﬁé'was‘thought to be a generally well-
| liked fellow because of his social charm and soclally
correct manners, always showing consideration for others.
Scmetimes he would carry apologles or excessive gratitude
to the point of embarrassmant, His friends originated

the phrase, "to Proustify," referring to his over-observance

of social amenities.;q He felt a great need for affectioh,.
and as a result, he cherished his close fraternal relation-
ships with friends, whom he lavished with‘gifts, flowers,
and letters. - | |

| Proust recelved the baccalauréat in 1889 from
the Lycée Condorcet in Paris and then completed a year |
of‘military'servicé in the infantry at Orléans, which
he managed despite his ill'heaith. Afterwards hevenrolléd
 at the Ecole des Soiences‘Politiques and the Ecole de

Droit to study law. This interést was short-lived, and
soon Proust was attending lectures in literature and
philosophy atﬁthe'Sorbonne, ﬁhere he studied in part
.under Henri Bergson, the great philosobher of intultion
and a new concept of creative timé. Bergson (1859-1941)
‘later married into his family, making him a cousin to
Marcel.

loIbidD’ p. 6.
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After abandoning the study of law, he began to
‘frequent fhe best society, oééasionally writing‘iittle
essays for the éristocratic Figaro. He spent his time.
writing, soclializing, and studying the paintings at the
. Louvre, music, geneology, and history. He had successfully
found a place in the aristocratic social world of the
‘Faubourg Saint-Germain. This was also the debut of his
literary career. Proust and a group of fellow writers
‘and former schoolmates, including Fernand Gregh, Daniel
Halévy, and Léon Blum, founded a literary review entitled
Le Banquet. One of the baﬁic éditorial purpbses of the
review was to combine the viewpoint of the great classics
of the past with typicélly French traditions as a founda-
tion for French literature. Proust contributed book
reviews, sketches, portraits, and stories to Le Banguét

and Revue Blanche, another more well-known periodical

of the times. He also had opportunities to write for
Figaro on the salons of the period, Articles which became |
knoﬁn to the elite of Frahce. He wrote portraits of

~ fashionable women, literary criticism and articles about
historic churches and famous families of old France.

| His works, however, did mnot draw any special
attention to his talent, and Proust established the repu-

tation of being a wealthy snob and an amateur society



12
wri’ter.ll Actually thig was the beginning of the.career
of one of the greatest novelists of the century, because
during those yea;sihe was continually in the process
of filling‘his'notebooks with correspondence, notes,
and pleces of writihgs for future use. Walter A. Strauss

in his Proust and Literature states that Proust's artistic

inactivity before 1910.is a misconception, as "Proust
was always in quest of a literary vocation but did not
discern until rather late precisely what direction his
literary exploration was to take."l2 ' |

Between the‘yearé 1892 and 1900 Proust led a
néarly normal life, eicept that his poor health caused
him to write or go out mainly during the night hours,
since his asthma attacks came more frequently and severely
in the daytime. He persisted in his devotlon to his
mother and continued.fb‘live at home with his parents.
In 1895 Proust passed a competitive examination for attache
to the Bibliotheque Mazérine,‘a job that he accepted
in order to pleése his father. The job paid nothing
and required five hours a day . at the Ministry of Public

Instruction., Five years later in 1900 his absences at

work required him to leave his post. That was the last

1lGermaine Brée and Carlos Lynes, Jr., "Introduction"
to Combray (New York: Appletcn-Century-Crofts, Inc., 1952),
P-‘E ' ‘

12ya1ter A. Strauss, Proust and Literature
(Ca@bridge, Massachusetts: Harvard Unlversity Press, 1957),
po' . ' ‘ . ' .
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employment held by Prouét during the course of his life-
time.13 B

The year 1896 witnessed the publication of Les
Plaisirs et les jours, a collection of his writings with
several new sketches.‘ It was an elaborate work with
an introduction by Anatble France, musical text by the
famed musician Reynaldd Hahn, and 11lustrations by the
well-known Madeleine Lemaire.. The work was an indication
of Proust's genuine interest in a literary career, but
i1t was received with indifférence and found no successe.

During these last years with his parents, Proust
was plagued by emofional tensionldue to.his heaifh, his
fallure to accomplish his vocational goals, and a feeling
of guilt over the homosexual inclinatioﬁs that he recognized
within himself.lu He felt that his ultimate goal in
. iife would be the creation of a literary work of art,
but his emoticnal problems hindered his attempts to begin
his work. With the aid of'his_mother, who knew English
very well, Proust did translat@dns of Ruskin. He also
spent some time entertaining notabie guests at dinners
in his home, attended by his parenﬁso

His brother,‘Robert, married in 1903, and that
same year his father dled suddenly of a stroke. The
shock of hls death weilghed heavily upon his mother, who

13Miller, op. C‘ito’ P. I90
lhBI‘éS, Op. Cit‘., p‘.fS.
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~was then burdened by grief at the loss 6f her husband,
her own poor health, and Marcel's illness. Proust began
searching for a suitable sanitaf}um qu himself and entered .
Sollier's for six weeks after his mother's death in 1905.
The death of hié mothéf signified a turning point.

~in Proust's life.l5 He felt an urgent desire to take |
his literéry ambitions more serlously and moved into
his deceased unclefs apartment at 102 Boulevard Haussman,
There he almost enﬁirely shut‘himself off from the outside
world, except for seelng a few close friehds at very
late hours or attending extravagant dinner parties, which
he arranged at the Ritz for friends or literary assoclates.
For the most part, he remained shut up in a sound-proof,
dust=proof, cork-lined room, wrapped up in blankets,
surrounded by medicines and his manuscript, with a faithful
servant in attendapcé.lb His appearance grew progressively
atranger; and he'became'more eccentric until'ﬁe eventually
went 1ntdva1most total seclusion.- GeorgeS‘Cattﬁui describes
Proust in the years between 1910 and his death!

e« « +» & living man entombed in‘his work . . . & man

who wanted revenge from life and who, literally,

could no longer spare'a minute, who was a sort of

Tfabulous animal half-blind to the lights of the world,

but endowed with strange antennaiT‘which made him
sensitive to unknown vibrationso_

151bid., p. 6. - opyi4.

17Georges Cattaul, Marcel Proust, translated
by Ruth Hall ( n.p. : Minerva Press, 1967), p. xiii.

-
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He led an intense; demanding‘life‘as well as a
complicated emotional-life.‘ During this time he formed
attachments to handsome young men, who would sometimes
share his apartment. These homosexual affairs only brought
him further anguish. A confegsion to André Gide revealed
that he had never experienced physical love except with
men, and that his love for women had always been in the
splritual sense alone.l8 o

A newspaper article by Proustvappeared in Figaro‘
in 1907, which brought a‘degreé of notoriety to its author,
The articlé had been réquested becaqse of some correspond-
lence between himself and a young man of‘Parisian society
who had recently murdered his mother and then committed
suicide. v ‘ | |

Around thé age of thirty-four, Proust began to
write his masterpiece, which was not published‘until he
was forty-eight. By 191l he had cbmpleted the work
according to his original plans and began to search for
a publisher. Several publishers, including the newly
distinguiéhed Nouve;le Revue Frangaise headed by André
Gide, turned down the manuscript. 'Finally Bernard Grasset
agreed to publish thebwork at the author's own expense, |
~ persuading Proust to divide the eitensiVe novel into
three divisions for publication: Du Coté de chez Swann,

Le Coté de Guermentes, and Le Temps retrouvé with A la

18Miller, op. cit., p. 15.

-
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Recherche du temps perdu as the inclusive general heading.

‘Du Coté de chez Swann was published alone, but with the

exception of some fﬁvorable comments expressed by friends,
‘it met with a lack of interest by critics., The Nouvelle
Re vue Franqaise; regretting their previous rejection,
then offered to pubiish the remaining volumes, but this
rublication was delayed five years by the coming of Worid
War I. ‘ |
The war years ?rought muc h unhappiness to Proust.
His young chauffeur and friend, Alfred Agostinelli, was
killed in an airplane crash, many of his friends lost
thelr lives in the war, and the world in which he had
grbwn up was being fotally deétroyed.'l9 The indifference

with which Du Coté de chez Swann‘Wasvreceived.brought

him grief, but he realized thé-importance of the remaining
| volumes to the total comprehension of the work. Déspite
‘the railureé and‘sdrrows, Proust spent these years working
continually on additions and revisions until the original
1500 pages had grown to over 4000. |

The sedond part of hié work‘was'finally brought

Aut by the Nouvelle Revue‘Franqaise after the war, during
which time the flrst volume had become known and admired,

A 1'Ombre des jeunes filles sen fleurs‘re¢eived thé Goncourt

Prize in 1919, stimulating controversy over the question

of Proust's talent. With this newly received famé, the

198rée, op. cit., p. 7;

-
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celebrity renewed hls social activity fér'a few months,
but his health and unfinished writing forced him to with-
draw again from the outside world for the remalning three
years of his life. | | |

Proust ﬁad ceaséd his hamosexual relastions, and
he took into his service a woman servant to take care
of him. Céleste had beén the wife of his chauffeur.
She dressed Eim,kbddked for him, and medicated him until
his death.zo He continued td'wqu feverishly on his

work, which had expanded from the three-originally planned

volumes to nine and then seventeen. Le C3té de Guermantes

and Sodome et Gomorrhe appeared in 1920-1922, When he

died, he had not yet revised the last three sections,
but his brother and publishers undertook the task. of

organizing his manuscript. La Prisonniere, Albertine

disparue, and Le Temps retrouve appeared posthumously

in 1923, 1925, and 1927 respectively.

Proust was geized by a case of bronchitis, and his
physician, Dr. ﬁize, céiled in his brother and ordered
" Proust to the hospital, but the totally dedicated author
‘refused to go or allow ahythihg to disturb his work.
Ho insisted upon going out while still ill, drank cold .
beer, and denied himself any rest from his work. Although
he began to feel slightly better, Proust knew he was

dying and struggled on with his-nerI in an attempt to

20M111er, op. cit., p. 22.
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complete it.*'Hé.héd nallucinsted a frightening fat woman
in black in his room, which symbolized for him his
sapproaching deéth.a; His brother stayed with him three
days, giving injectlons which annoyed the patient; until
he died on Nerﬁber 18, 1922. | -

So many paraliels can be drawn between the author's
life and that of the narrator of A la Recherchs du temps
perdu that one is inclined £6 consider the work an suto-
biography. However, Proust makes 1t clear that'the Marcel
of his novel is a.fictional dharacter, not to be confused
‘with theﬂauthor himself.‘ According to Derrick Leon:

. . the novel must be considered less as an auto-
biography than as 'a deliberate effort to present
various aspects of the life he had known, in a
reconstructed form that would the better expres§2
the truths he had been able to extract from 1t.

In his "Introduction" to Proust, Rend Girard states that
"Like Montaigne, and more than Montﬁigne perhaps, Proust
could have boasted that he, himself, was the substance

of his book."23 Even though the novel belongs to fiction,
the work cannot, of course, be disassociated with its

author, who gave of himself in creating perhaps one of

the greatest novels of the tﬁentieth century. -

21Tpid., p. 23. 22Leon, op. cit., p. 171,

23Rene Girard, "Introduction,“ Proust (Englewood



Chapter 3

" FANTASY AND DISILLUSIONMENT

~

During his Combray jears‘the narrator lives in
a world of fantasy, which i1s surrounded by an aura of
mystery and charm. -Fof Marcel,vthe characters in the
novels he reads and.thOSe portrayed on the stain-glass
windows of the church are as real as the living people
‘that he encounters in his environment. His dreams lead
him into a world of f;ntasy'and imagination. He expe-
riences feelings of ad{enture and glory as he imagines
historic personages of anbthér century; he sees in them
a spiritual beauty that he wishes he could find in the
‘world around him. As a dhild‘his make-believe world
1s more than just a fantasy; rather, 1t is an existing
reality in his life, where he finds the security that
is 8o nescessary to his existence. | _

He finds that one cannbt\grasp feality in the
material world, because the cansciousness of 1ts exlstence
.forms a barrier which pre#ents‘one'froﬁ totally enveloping
its'meaning. Marcel always feels shut out from the reality
of the material world: |

Quand je voyals un objet extérieur, la conscience
qQue Je le voyals restait entre mol et lul, le bordait

19
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d'un mince liséré spirituel qui m! emgﬁchait de jamais
toucher directement sa matiere .

As a result, he derives pleasure in creating life's counter-

part in his dreams--a fancifui world that corresponds

to his concept of what the world shouldlbe like.‘b
Literature 1s'an‘1mpoftant'part of Marcel's life,

and he spende many hours with the characters of the novels

that he reads. While Marcel is in fhe process of reading,

‘he 1s able te shut out the exterior world and devote

his complete censcioﬁshese to the action of the book.

lHis involvement in reading seems to him to be "magique

comme un profond sommeil" (Combray, p. 130). He believes

that a novel, as a form of art, is Capable of revealing

truth. |
According to Proust, aﬁ individual can assimilate

the ldeas and objects of a novel to his own being. A

novelist has the power to project the emotions of his

characters to the minds of the readers, so that they

are adopted‘by the readeéers and‘becemeireal. Marcel finds

that ﬁhe‘impressions‘left by a novel are even deeper

ard more lasting than those expefieneed'in a dream.

Onelis able to experience.alifthe Joys and eorrows of

the worild, sane of which one would never know in real

2hMarcel Proust, Combrax vol. I of A la Recherche
du temps perdu, edited by Germaine Brée and Carlos Lynes,
Jr. (New York: Appleton-Century-Crofts, Inc., 1952), p.
126. After each book by Marcel Proust has been indicated
in a footnote, 1t will be referred to by name and page in
parentheses in the body of the thesis.
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life, because perception of them 1s hindered by their
slow development} The only ﬁey to discover these'emotions
intensely is through the characters of,a.novei..

One cannot assimilate the emotibns of real people"
to his own being in the same way that a novel makes 1t
possible. One can simply sympethiZe with another human
being, because he is only perceptible through the senses,
whereas it 1s possible to know true emotion as one lives
-and experiences right along with the characters of a
novel. In the following passage, Marcel explains his
‘concept of a novel and the effect of reading upon his
sensibility.:

Qu'importe dés lors que les actions, les émotions
de ces etres d'un nouveau genre nous apparaissent
comme vraies, pulsque nous les avons faites notres,
puisque c'est en nous, qu'elles se produlsent, gqu'elles
tiennent sous leur dependence, tandlis que nous tournons
riévreusement les pages du livre, la rapidité de notre
respiration et l'intensité de notre regard Et une
fols que 1le romancier nous a mis dans cet état, ou
comme dans tous les etats purement interieurs toute
emotion est decuplee, ou 'son livre va nous troubler
a la facon d'un reve, mais d'un reve plus clair que
ceux que nous avons en dormant et dont le souvenir
durera davantage (Combray, p. 128).
Marcel feels that he has .found the secret of truth and
‘beauty in the art of literature. This is a first step
toward the narfatof'eupnderstanding of his own creative
ambitions in life, although it is many years before his
faith in literary inspiration is restored to the pure
state of his childhood devotion.
Closely connected with the reality that can be

fournd in literature is the pewer of imagination.
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‘Imaginatioh.ie;tﬁe,element which brings out the real
aspects of 8 novel., Each individual'creetes in.his mind
the situations; characters, and emotions as he understands
them. The art of literature is a feyelation‘of truth
only to the extont that a reader can imagine its contents
and assimilate its l1deas to himself. The words of a
novel are ennhanced to an even greater degree by the mind
of the reeder, leaving him ﬁith a strong impressioh of
the book. Each image created by the novelist ie surrounded
by the reader's own aseooiationsandvadopts his own personal
Ltouches, which nmake it then, in ?art, his own creatlon.
Marcel realizee the power of his oﬁn imaginaﬁion to com=-
plement and enrich the'images that he comes upon in his
recading:

Ce n! etait pas seulement parce qu'une image dont

nous revons reste toujours marquee, 8 embellit et

benéficie du reflet des couleurs étrangéres qul par.

hasard l'entourent dans notre réverie; car ces paysages

des livres que je lisals n'etaient pas pour moi que

des paysages plus vivement representés a mon

imagination que ceux que Combray mettalt sous mes

yeux, mais qui eussent &8té analogues (Combray, p. 129)

The individual experience and background of each

reader are the basis upon which he can relate the book‘
images to himself. Therefore, the reality that 1s revealed
in a novel 18 a personal truth, the same 1llusions evoking
different images and holding various degrees of significance
~for each reader. .The narratof‘turns to literature to

find the sensations and life experiences that he would
- normally miss in his lifetime due to his poor state of
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health. This preoccupétion wifh literature increases
his sensse of the imaginative, enveloplng the young boy
deoper into & dream~world of his own créationo

Throughout his life, Marcel is tbrn between his
vullt-up images and the 415111usionment that he feels
when he encounters the long-zwaited objects of his expecta-
tion. The images that he creates in his imagination
never secm .to correspond with what his senses perceive

in reality. Leo Bersanl, author of Marcel Proust: The

2 o

Fictions of Lifs cnd of Art, polnts out that "external

reality is diseppointing becauée it is different, because .
it does not scnd back to us the material equivalents of
our dresas."@>  The narrator's 1life becomes filied with
frustration as his imagined world crumbles around him,
leaving him nothing but the uglinesé of the material
world. Each discouraging incident adds to his eventual
disillusionment with life. |

Even though Maréel feels shut out from th@ outside
world, at the same time he is convincedvthat'it»is'in
the material world that he will find the truth of life.
He continues to search for reality in the objects, people,
and places of the exterior wdrld, because "there is clearly

a persistént and fundamental need to merge with a source

1l Proust: The Fictions of
xford University Press, 1965),

by
Jol

gl
B4 s
Life and of &rt (New Yor

rc
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of strcength outside of himself ."2® He becomes extremely
impaticnt with his own personality, which seems to stand
between nimcelf gnd the external sources of truth that
he 1s sure exist in the material worldo‘ The narrator
bolieves that he will find reality in the external equiv-
alents of the images created by his imagination.

4 sonsoe of exclusion always accompanies the objects 
of his desirc. He feels hopelessly separated from those
thaings that he belleves possoss thé sécret of truth,.
ks a result, the objects of his expedtation always take
on an alr of mystery due to their unfemiliarity and his
inability to possess thom. LéovBersani beiieves that
"the idea of the real is so lnextricably linked with
"the 1dea of the ﬁnknown that inaccessibility 1s the sign
by which Marcel recognizes something worth lmowing or
posséssing."27 Upon coming in coﬁtact‘with the external
objects of hisfexpectation, they immediétely lose their
mysterious quality. As soon 2s he is able to remove that
‘ obstacle of inaccessibility, the narrator's desire vanishes,.
| only to be replaced by‘disappointment and the need‘to
look elsewhere for satisfaction.

Jarcel 1s intrigued by the theatre as a béy,
zlthough his parents have nevef allowed him to attend
a performance. He imagines the pleasures that the theatré

must offer, and he expects the scenes to hold a special

261%14., p. 34. 2T1bid., p. 45.
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significance for each spectator. He compares this personal
gvect of the theatre with that of a stereoscope.
. « « €t je mo representuLs d'une fagon sl peu exacte
les plaisirs qu'on y goltait que je n'étais pas e6loigné
de Cﬂoire que chagquo “yectatch rerardalt comme dans
un °L réoscope un décor cui n! tait que pour lul
quoique semblable aux milliers d'zutres que regardait,
chacuz pour sol, le reste des spectateurs (Combray,
p. 115). = .
Every worning he runs to the Moriss column; on which
- are posted the plays and concerts, just to read their
titles, allowing his mind to become'saturated with dreams
of performances, the magnificance of the theatre, and
the elegance of its actors and actresses. He considers
the theatre to be the foremost form of art, and his antici-
pation of attending a performance is magnified by his
total devotion to each minute detail involved in the
creation of such an art forms
Toutes mes conversations avec mes camarades portaient

sur ces acteurs dont 1l'art, bien qu'il me fit encore
inconau, etait la premiére forme, entre toutes celles

-

- qu'il revet, sous laquelle se laissalt pressentir
par moi 1! Art ( crbray, p. 116). ‘

The narrator's most prized smbition is to witness
& performance by the famous Berma, even at the risk of
injuring the delicate condition of Iis health. Uhen

the time arrives that his pareht“ Tinally allow him to
attend his first performance, Marcel has created an ideal
in his mird and is expecting the most inspiretional
experience of his life. He even studies the lines of

tr:z pley very thorougﬁly beforehand, imagining each

cnzracter's presentation of them. Hs expects Berma's
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‘pcrformance to exceed any that his imagination cdgld
contrive in his reading of the play. At the same time,
however, it 1s the dissimilaritj‘of the experiende from
nis own created 1lmage that’is‘preCisely what destroys
‘any sense of pleasure in the performance..
When the curtain‘falls, Marcel 1s torn between
Gisappointment that the expected pleasure was no greater
and a longing to prolong the perfbrmance. His highly
cxpectant attention during the performance prevents him
from grasping the reality of the experience. He falls
tc discover the admirable. qualities that he had hoped
to find in ths actresé, Berﬁaz
Mais en méme temps tout mon plaisir avait cessé;
jtavals beau tendre vers la Berma mes yeux, mes
oreilles, mon esprit, pour ne pas laisser echapper
une miette des raisons qu'elle me donnerait de
l'admiggr, je ne parvenais pas a ‘en recuelllir une
seule.

larcel is further confused by a review which praises

Berma's performance that evening and then-by the distin-

guished . de Norpois' admiration for the actress.

It is not until later that Marcel is able to
appreciatevwhat he has witnessed at the theatre, at a
time when the performance is no longer a present reality
to him. During the play, Marcel could not grasp the

essence of what he was experiencing, because the reality

2:)’.Iarcel Proust, i 1'0Ombre des jeunes filles
zn Tleur: 5 vol. IT of A l Hecherche du temps perdu
ngitio“ cde la Nouvelle Hevue Frangaise, Paris: Librairie

Gallimard, 1925), p. 22
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of 1ts existence kept him from lorming images based on
nis own experience and from enhancing the scene in his
mind through imagination. After the matinée, however,
ne is better able to put 1t into proper perspective and
anclyze 1ts effects.  All'tnét'now remains is the neﬁory

f the event, which is further molded into shape by others'
opinions and one's own personalityu
Mon intérét pour le jeu de la Berma n! avalt cessé
de grandir depulz que la representation était finie
parcs qu'il ne sublssalt plus la compression et les

limites de la réaliteé (A l'Ombre des jgunes filles
en Tfleurs, p. 30).

The narrator's desire to find satisfaction con-
‘tinues to stimulate his intereét in Berma after the play
is ended, even though his initial contact with the reality
of the theatre was disappointing. Marcel is continually
fzced with disenchantment in the facé of reality, but
once the limits of reéIity are removed, his imagination
is freed to create the Images that offer him pleasurse
and to fulfill his expectations.

Harcel associlates certainlnames with his world
of fantasy--names such as Balbec, Venice, and Guermantes.
These plaées‘and‘people contain a special elenent of
charm for the boy; who would like to come in contact
with the unknown worlds of travel and society. Georges
C attaul explains what Proust refers to as the genius of

namress

« « « he had an aesthetic pleasure upon hearlng‘certain
syllables ¢or certalin words which he felt to endow
with magic both the physical and social universe,
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{ thay possessed evocatlve virtue, poetic content
almeost nc;lcal cherm associated with the memory

of & place or of an environment, and this awakened

the echoas of the more or less distagg past, charged -

with desire or with its own mystery. .
Marcel is able to build a whole network of images around
each name that strikes him as being endowed with a
mysterious and magical quality.

hlthough it 1s within close proximity to his

boyhood home at Combray, the coté de Guermantes represents

an unknown world to Marcel, that of socilety. He associates
the Guermantes family with the highest social goal, the |
epitomy cf aristocracy,'endowed with an historic and

noble heritage. He has never seen the Duchess of
CLon&nteS, but in his mind he creates an image of beauty,
‘gracioasness, and unsurnas ed nobility. His imagination
does not place her in the same category with other living
people., Rather, she belongs to some other century for
Marcel, an idea which encompasses him with romantic

intrigue and mystery. ".' . . je me la représentals avec

les couleurs d'une tepisserie ou d'un vitrail, dans un

sutre siécle, d'une autre matidére que le reste des personnes

vivantes"

(Corioray, p. 223). She is part of his dreams,
in which he creates an ideal world full of inspiration,

love, and beauty.

290attaui, op. cit., p. 53.
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Having created an image of nobility in its most
perfect form, Harcel is extremely disillusioned by his
rfirst encounter with the real subject of his imagination:
'C'est cela, ce n'est que cela, Mme. de Guermantest
disait la mine attentive et etonnée aveé laquelle
je contemplals cectts image qul, naturellement, .
n'avait aucun repport avec celles gqui sous le meme
nom de Mme. de Guermantes. étalent apparues tant de
fols dans mes sonzes. . (Combrav, P. 223),
The Duchess that he sees before him is "une dame blonde
avec un grand nez, des yeux bleus et pergants, une cravate
bouffante en sole mauve, lisse, neuve et brillante, et
un petit bouton au coin du nez" (Combray, p. 222). It
is definitely not the same image that the narrator has
built up in his mind, and ggain”his encounter with the
real world destroys some aspect 6f his world of fantasy.
Once his perspective of this new impression is
‘éettled in his mind, Marcel finds only beauty in the
Dﬁcheés' face 'and an admiration develops in his regard
for her noble heritage and social supremacy. He is
impressed by her simplicity and natural charm, which
inspire in hin a deep'iove for the Duchess. People do
not like to admit that they have been deceived, they
have a tendency to try to put back. the pieces of a shattered
image in order to hold on to something that has been good
for them. Marcel believes that his childhood 11lusions
must not be completely destroyed if he is to find any
self-satisfaction in his life. Therefore, he bases his

love for the Duchess de Guermantes on his former concept
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of her genuine nobllity and grandeur, blocking out the

impression of her physical reality:

»

les peasécs que j'y rapportais--et peut-étre surtout,
forme de i'lnctinct de conservation des mellleures
parities de- nouc-rumes, ce désir qu'on a tou;ours de
ne pas avoir été dcgu—-la replagant. (puisque c'étalt
une sgule personne qu'elle et cette duchesse de
-Guermantes gque J'a vai° évoquée jusque-la) hors du
reste de l'humanite dans laquelle la vue pure et
simple de 'son corps me 1l'avait falt un instant
confondre.. . . (Combray, p. 224).

Maintenant cque e le falsaient ftrouver beau toutes
9!

In the literary world, the author Bergotte is
iinked in Marcel's mind with the truth and beauty of
‘artistic talent. His friend, Bloch, brings his éttention
to the writing of Bergotte, making him aware of its
aesthetic qualities. Bergotte opens up a new wofld for
Marcel, one in which the beauty of all elements in the
‘universe 1is revealed to him through this author's imagery. -
Bergotte's insight into the world around him is‘conveyed
to the nérrator by expressive images, which create in
him an exp1051on of beauty never before realized:

Cnaquc fols qu'il parlait de quelque chose, dont la
beauté m'était restée jusque-la cachee e o o 11 faisalt
dans une image exposer cette beaute Jusqu? a mol
(Combravy, p. 138). _

¥arcel reallzes tﬂe'valqe of literary art as he
learns to appreclate it in Bergotte's melodie, idealistic,
and expressive passages. He finds that the artistic
ualent of Bergotte is his ability to convey to his readers

a sense of beauty in objects, where they would never

‘have recognized it on their own:
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Aussi sentant combien 1l y avait de parties de

l'univers que ma perception infirme ne distinguerait

pas g'il ne les rapprochalt de mol, j'aurals voulu

posséder une opinion de lui, une metaphore de lui,

sur toutes choses, surtout sur celles que j'aurais

l'occaolon de volr moli-mcme . . . (Combray, p. 138).
Through his T@adlng, Marcel has the opportunity to experi-
ence &n aesthetic.joy in 1life, caused by the author's
croative power to build revealing images in his mind.
As a result of his enlightenment, he develops an increased
3enslitivity to the beauty of the world around him.

Marcel's neighbor and old family friend, Charles

Swann, instills an envious desire in Marcel to know this
hishly distinguishsd author. 'Swann informs him thﬁt
Bergotte often dines at his home and 1s a good friend
of his daughter, whom he accompanies in visits to old
towns, cathedrals, and castles. Thls fact distingulshes
the narrator's own family from ths Swanns, giving the
latter prestige in his eyeé. He imagines Bergotte as
- a god among mortals, and Gilberte Swann becomes the privi-
leged little girl who is lucky enough to be in the campany
of such a man, continually exposed to his superior intellect
and sensitivity. Marcel is filled‘with desire and despalr
at the impossible‘prospect of becoming Gilbérte's friend.
The Iimpossibility of suéh a glorious contact immedlately
places Bergotte and Gilberte in that realm of his imagina-
tion, which 1s only reserved for the most precious objécts

of his desire:

. . quand elle (Gilberte) allait visiter des villes,
11 (Bergotte) cheminait a cote d'elle, inconnu et
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g;orlcux, ccmme 1z s dieuxlqui descendaicnt au milieu
des r0°ue*z; alors jJe sentis en méme temps que le
prix d'un etre ccame Mlle. Swann, ccmblen je lui
pﬂr_;c:axa crossier et ignorant, et j'éprouval si
vivezent la douceur et l¥impossibiliteé qu'il y aurait
pour moi a2 etre gon aml, que je fus rempli a la fois
de dlzir et de deuespoil %Combra s, Po 33)..

Karcel believes that existence in the idealistic and
inspirational world occupied by Bergotte and Gilberte
must be filled with enchantment and inner happiness.

Having eventually gained‘the.friendship of Gilberte
gnd the acceptance of her.parents, the narrator finally
comes face to face with the "god" of his dreams at a
dimmer party. Agaln the reality of what he sees falls
short of his unusually high and unrealistic expectations.
Once he finds himself in a position where he can "touch"
the reality of Bergotte, tge;mysférious qualities, which
previously surrounded the mén in'his fantasies, Quickly
disappear. DBergotte i1s stripped of his idealized per-
sonality, an experilence which adds to the series of dis-
appointments in Mar@el‘s'life. |

Ths narrator feels deep respect for the architectural
beauty of churches and cathedrals, most of which are known
to him only by name of”photographs. He is filled with
anticipation at the prospsct of viewing the church‘at
Balbec on a trip to ths seashore with his grandmother.

Hs descrlbes being able to actually see the famous Apostles

and the Virgin of the Porch as "c'est bien plus,“ but

moina aussi peut-ctre" (A 1'Ombre des jeunss filles en
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2lours, P. 210). The reality.of the scene shatters the
idsal that lMarcel kad previously envisioned. His mind
‘had exalted the Virgin of the Porch far above the repro-
‘acetions, endowing it with universal value, but now he
"stétonnait de voir la statue qu'il avait mille fols

sculptee réduite maintenant =a sﬁ propre apparence de

pierre . . . (A 1'Ombre deSvjéunes filles en fleurs,
p. 210). | |
The once invincible statue finds itself inseparable
from the everyday vulgarity of the streets in the viecinity
--an election placard, cefe, money-lending establishment,
cunlbus office, and smells from the pastry shop. The
formerly unique Virgin of Balbec suddenly appears powerless
&s she stands before admiring sﬁrangers, "encrasse de

la méme sule que les maisons voisines" (A 1'Ombre des

Jeunes filles en fleurs, p. 211). In Marcel's mind,

the Virgin undergoes a transformation from an immortal
work of art to a mere stone images:

. . . cltotalt elle enfin l'oeuvre d'art immortells

et si longtenps désirce, que je trouvais, méetamorphosée
ainsi que 1l'eglise elle-méme, en une petite viellle

de pierre dont je pouvais mesurer la hauteur et compter
les ri?es (4 l'Ombro des jeunes filles en fleurs,

p. 211

Harcel is filled with disappointment that the
iong-desired Church of Balbec does not measure up to
the image that he had created of it.‘ No longer intact
and powerless %to defend herself against defacement, the

Virgin of Balbec joins the other destructible elements
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of thé world. The narrator's only recourse is to ration-
allze awéy his feeling of disillusionment, blaming his
hoalth, the journsy, and his inability to view things
correctly. inese excuses camnot, of cdﬁrse, bring back
the beauty and splendor that vanished when his illusion
of the Balbec Church was destroyed.
After numerous ahd successive disappolintments

in 1life, Marcel finds himself in a state of total depres-
sion gnd retires to a sanitarium. He believes that any
literary inspifation, that he may once have poséessed,
‘is certainly‘deéd now.‘ This sentiment 1s most clearly
pointed out to him on his return to Combray for a visit
to Gilberte and Robert de Sainf—Loup aﬁ Tansonville,
On his welks with Gilbérte, the couple take the same
paths that he had followed as a child--the Méséglise
"way"--whare he was inspired by the hawthorn blossoms
and his first love for Gilberte, and the Guermantes "way"
which used to create in him dfe&ms-of the historic and
noble heritage of France, The fantasies of his boyhood
drsams have all vanished ‘throughout the years, and there
‘1s no longer‘any mystery or enchantment linked with these
two "ways." Harcel ichonvinced by his lack of interest
in Combray, oncc so full of inspiration, that his imagina-
tion and cenclbility have grown feeble and that he will
never bs able to write anything:

. . . or cocrment n'eussé-je pas eprouve blen plus

vivement encore que jadis du coté de Guermantes le
sentiment que jamails je ne sersais capable d'ecrire,
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auqual s ajou alt. celui que mon imagination et ma
sensibilitd s'étalent affaiblies, quand je .vis combien
peu j'étals curieux de Combray? . . je mlattristals
de penser que ma faculte de sentir et d'imaginer avait
dd diminusr pour que je n'ep§8uvasse pas plus de
plaisir dans ces promenades.”Y :
The narrator realizes now that the Guermantes
"way" and the world of society were not as inaccessible
as ho once believed. He 1s also struck by thé]realizatioh '
that the two "ways" were not as.distinct from each other
as he had supposed, forming a circle so that one would
- arrive at the same point no matter which path he followed.,
His entire impreésion of the countryside around Combray
13 completely altered from.hisvperception of it as =
child. He finds it Impossible to relive his childhood
years during this visit. ZEven the Vivonne has diminished
to a meagre, ugly rivulets |
Un de mes autres étonnements fut de voir les “"Sources
de la -Vivonne" que jJe me représentals comme quelque
chose d'aussi extra- terrestre que 1'Entrée des Enfers,
et qui n'etaient qu'une especs de lavoir carre ou
montalent des bulles . . . Mais ce qul me frappa
le plus, ce fut comblen peu, pendant ce sejour, je

revecus mes annses d'autrefois, desiral peu revoir
Combray, trouval mince et laide 1la Vivonne (Albertine

disparue, p.‘ZOb)
The narpatpr,s contacts with the reality‘of the

external world always end in disenchantment. Even the
sources of his childhood pleasure no longer contaln any

dezree of satisfaction for him.‘ Marcel!'s world of fantasy,

30Marcel Proust, Albertine disparue, vol. VII
7 A la Recherche du temps pardu (Edition de la Nouvelle
aZLe ranqafae, Paris: Librairie Gallimard, 1925), p.
Ol .

p o
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where life was an array of beautiful and inspiring
impressions, has been gradually torn down with each
disappoinﬁment° It seems to him that his imagination
has ceased to function, stranding him in a cold ahd
lifeless existence. Hﬁving.failed so many times to find
the material equivalents of his Areams, Marcel is now
left without_gny‘hppe. A state of disillusionment has
taken the placewafhis ﬁorld of fantasy.



Chapter L
THE MYSTERY OF LIFE

The narrator has a series of-uniqué experiences
during his lifetime, sensations derived from objecﬁs inl
.nature or aft. He finds himself struck by inexplicable
sensations of Joy, that he is unable to comprehend
initially. A sight, sound, sméll; or touch evokes the
sensation, but at the same tiﬁe Marcel has the feeling
that each sensation holds something more profound for
him than msre sensual pleasure. Mafcel'is.at a loss in
; kis attempts to delve further 1nto-the.nature of these
experiences. He wondefs what meaning these sensations
could have for him and whether he will ever discover |
the secret which lies beneath them. Hé believes ‘that
e would perhaps be able to find a real meaning in iife
if he could only solve the mystery that surrounds these
experiences. In the novel, Proust gives special emphasis
to three particular moments in the narrator's life, those
involved wifh the hawthorn blossoms along the Meseglise
way, the steeplés of the church at Martinville, and the
three trees at Balbec. _ |

One day Marcel;.his father, and grandfather are

walking along the path which leads them by the Swann

31
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estate, whenVMarcél 1s. overcome by the odor of blossoming
hawthorns. It is not a new experience for him; he had
first fallen in love with the hawthorn blossoms at the
May church services, where they were arranged decoratively
upon the altar; Even at that time he felt that‘it was |
nature which had made them worthy of rejoicing while
simultansously keeping an aura of solemn mystery. However,
this particular time the smell of the hawthorns evokes |
a'special feeling of wonder and enchantment. He desires
to make their impression last longer in order to allow
his mind time enough to penetrate‘deeper into the
‘experience wiph‘hqpes of uncovering some prdfound secret
in its depths:

Mais j'avals beau rester devant les aubépines a

respirer, a porter devant ma pens ée qui ne savailt

ce qu'elle .devait en faire, a Perdre, a retrouver

leur invisible et fixe odeur, a m'unir.au rythme

qui jetait leurs fleurs, ici et la, avec une allegresse

juvénile et a des intervalles inattendus corme certains

1ntervalles musicaux, elles m offraient indéfiniment

le méme charme avec une profusion inepuisable, mais

sans me laisser approfondir davantage, comme ces

mélodies qu'on rejoue cent fols de suite sans descendre

plus avant dans leur secret (Combrax . 184).

HMarcel is inspired to an even greater degree by

the marvel of nature when his grandfather points out
another hawthorn bush--this time'with‘pink blossoms instead
of white. It communicates to him a feeling of festivity
and gives him a sense of rapport with natqre.' It is no
longer one of those numerous things in his everyday life,-

that he takes for granted and never really learns to

appreciate. The hawthorn blossom becomgs a symbql of
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his childhood happiness'at Combfay and his first sensa-
tions of love for Gilberte. In the following passage,
Proust exnresses the marvel of nature that the narrator
discovers in the essence of the pink bIOSSOms:

Et cortes, je 1'avals tout de suite senti, comme

devant les opines blanches mais avec plus
d!'émerveillement, que ce n'étalt pas facticement,

par un artifice de fabrication humaine, qu'était
traduite l'intention de festivité dans les fleurs,

mals que c'était la nature qui, spontanement l'avait
exprimée avec la na¥Yvete d'une cormergante de village
travalllant pour un reposoir, en surchangeant l'arbuste
de ces rosettes d'un ton trop tendre et d'un pompadour
provincial (Combray, p. 186).

Although the hawthorns make a deep impression
upon Marcel's mind, he is unable to explaln the experiences.
It 1s a revelation to him that something existsa béyond
the visual and tactile world, a dimension filled with
mystery, beauﬁy;vaﬁd truth. He dges not understand how
or why he is filled with sensations of  joyful ecstasy,
but he 1s sure that it must be more than a mere sensual
pleasure derived from an external object. Marcel is
struck by an overwhelming desire to penetrate the walls
of this newly discovered dimension and find its meaning
for his life.

Marcel finds that nature is not the only stimulus
which is capable of creating within him jdyful exuitations.
He discovers the same kind of sensation at the sight of
the steeples of the church at Martinville as hs passes
them in a moving carriége. The artistic outline of the -

steeples against the sky suddenly brings a pleasurable
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- sensation to the nafrator.‘ He has seen the same sight
many times before, but it had nevér had this kind of
effect on hinm previously. One might note the similarity
of this occurrehce with that offthe hawthorns--an everyday
and familiar sight or smell that usually receives little
notlce unexpectedly reveals an esséhce never before made
evident. Having caught a ride in Dr. 3ercepied's'carriage,
Marcel passes in sight 6f the two steeples as the ﬁun
is setting, a sight which creates,an‘ihpressive and un;que
image in his minds | l

En constatant, en notant la forme de leur fleche,

le déplacement de leurs lignes, l'ensoleillement

de leur surface, je sentais que je n'allals pas au

bout de mon impression, que quelque chose etait

derriere ce mouvement, derriere cette clarte‘ quelque
chose qu'ils semblalient contenir et dérober a la

rois (Combraz p. 228).

"For the first time, Marcel is aware of the beauty
which 1s inhereﬁt in the steeples. Still he cannot grasp
the full meaning of his 1mpzessioh. He feels that more
exists in the experiencé than he 1s presently able to
comprehend. The reason that the steeﬁles evoke such a
pleasure 1s a mystery to Marcel; 'He wishes that he could
¥Xeep 1n reserve his impreSsion of the steeples, so that
it would not be necessary to think about it now. However,
-he knows that the steeples will probably join the other
objects, whichkhe had sét apart by similar experiences,
but had ultimately failed to explore further;

Et 11 est probable que si Je 1l'avals fait, les deux

clochers seraient allés a jamais rejoindre tant
d'arbres, de toits, de parfums, de sons, que J'avails
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distingues des autres a cause de ce plaisir obscur
qu'ils m'avalent procure et que je n! ai jamais
approfondi (Combray, p. 228

Sgddenly the sight contains something new for
Marcel that gives him revived hope in his literary
aspirations. The sensation that he experiences inspires
in the young man a desire to express his feelings on
paper. He finds that it is satisfying to be able to
express the sensatfdn, and furthermore, it appears to
be a natural way to follow up his impression:
Sans me dire que ce qui etait cache derriere les
clochers de Martinville devait étre quelque chose
d'analogue a4 une jolie phrase, puisque c fetait sous
1a forme de -mots qui me faisalent plaisir que cela
m'était apparu, demandant un ¢rayon et du papier
au docteur, je composal malgre les cahots de la
voiture, pour soulager ma conscience et obéir a mon
enthousiasme . . Combray, p. 229). :
It is a revelation that his artistic inspiration is not
dead, but that it is a living part of his own being.
He experiences for the first time the Joy of artistic
creation. "Je me trouvai si heureux, je sentais qu'elle
m'avait si parfaitement débarrassé de ces clochers et
de ce qu'ils cachaient derridre sux . . .M (Combray,
p. 230). |
An incident similar to that of the steeples of
Martinville occurs some time later during the narrator's
visit to Balbec. This time it is not the view of steeples
but three trees which catch his attention from Mme. de

Villeparisis' carriage.’' He is overwhelmed by a sense

of profound happiness as he catches & glimpse of the
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trees, which form a strikingly‘familiar pattern. His
first impression is that he must be in a world of make-
believe, Balbec being a plaée‘to which he had never gone
save in imagination. This impression reminds him of
the belief in an imaginary ehvironment, to which one
1s transported while reading a book. He recognizes the
significance of the experience, one of those rare moments
which make the rest of his life seem unimportant:
| Ce plaisir, dont l'objet n'était que pressenti, que
j'avais a creéer mol-meme, je ne l'éprouvais que de
rercs fois, mals a chacune d'elles 11 me semblait
que les choses quil s! étalent passees dans l'intervalle
n'avalent guore d‘importance et qu'en m'attachant
& la seule réalité je pourrals commencer enfin une

vrale vie (A 1'Ombre des jeunes filles en fleurs,

Just as>on previous occasions, the narrator feels
that the treés»are doncealing something which he has
failed to grasp. Proust makés.a‘mental image of this
feeling=--he suggqsts that it is like belng able to touch
only the outer surface of some objJect placed out of reach,
without being able to‘actually grasp 1t. Marcel is unable
to discover the source of his pleésure,.and the experience
remains incomplete. The Site does not recall any memory
from his past; he recdgnizes the image, butvits'origin
1s obscure in his conscious memory.

The narrator chooses to believe that these trees
“are "phantoms of the past,” which are beckoning him to
bring them to life: . | |
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Je crus plutét que c¢'étaient des fantomes du passée,
de chers compagnons de mon enfance, des amis disparus
qui invoquaient nos communs souvenirs. Comme des '
ombres 1ls semblaient me demander de les emmener avec
mol, de les rendre 4 la vie (A 1'Ombre des jeunes
filles en fleurs, part II, p. 16L).

Marcel feels the urgency of the message that the trees
| are trying to convey to him. He believes that he must
learn the meaning of this experience while‘the opportunity
is at hand. Otherwise, he may lose his chance, and this
part of himself may never come allve again. ‘The trees
appear to be warning him not to let the Opportunity slip
sway from him: -
Je vis les arbres s eloigner en agitant leurs bras:
désespéres, semblant me dire: ce que tu n'apprends
pras de nous aujourd'hul tu ne le sauras jamals.
Si tu nous lalsses retomber au fond de ce chemin
d'od nous cherchions & nous hisser jusqu'a tol, toute
une -partie de toi-meme que nous t'apportions tombera

pour jamals au néant (A 1'Ombre des jeunes filles
en fleurs, part II, p. 16u).

Although the narrator does not grasp the essence
of this experience, many years later the mystery of these
sensations is revealed to him. Then he is'finaliy able
to put together the pleces of the puzzle of life, The
steeples of Martinville, the hawthorn blossoms of the

Meséglise "way," and the three.trees at Balbec have been
revelations of the reality existing within the narrator.

Proust conveys to his readers his total sensitivity
to the world around him. Georges’Cattaui, author of

Harcel Proust, explains Proust'grsensitivity to beauty

and his abllity to oonvey that experience to his readerss:
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the slightest perception awakens in Proust a .
thousand echoes, reflections, and connections so that,
at every step, we are led to discover new worlds.

He associates us in his discoveries and leads us to
share his aesthetic joys; his 1nton§£10ns seek the
source of life within every object,
Proust leads the narrator through numerous situatlons
which reveal to him. the beauty and happiness that can
be found in the things around him, whether it be in nature
or in art. He discovers a sense of beauty'in the familiar
things of everyday life.
The reality of every object is relative to its
- beholder, deriving its significance and being from those
 who encounter it and their individual perceptibhso The
pink hawthorns, the steeples of Martinville, and the
three trees hold a special significance; they represent
the beauty of nature and art for Marcel. Therefore,
that is reality for Marcel, The hawthorns dd not evoke
similar feelings in his grandfather, although he regards
‘them simultaneously with Marcel, and Dr} Percepled sees
nothing in the steeples while Marcel is filled with awe
gt the sight of them. Each individual must discover his
own personal reality. Proustian scholar, Derrick Leon,
explains the importance of individual perception:
The external world has existence for us in direct
ratio to the breadth and intensity of our impressions,
and ideas have meaning only to the extent that we

assimilate them. Apart from our own perceptions
and our own understanding, we can possess nothing;

310attaui;.op, cit., p;vha;‘
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and beauty, whether it resides in nature or in arst, >
is only ours when we can appreciate its significance.3

Through his experiences of sensation, Marcel learns to
know the happiness of uncovering the truth of familiar
objects in his environment. Life reveals to Marcel that
the reality of the exterﬁai world is a product of his

own being.

32L60n, Op. cito, po 1700



' Chapter 5
'THE MAGIC OF MEMORY

The theme of the subconsclous is a vital element
in the Proustian concept of reality. Proust sees the
subconsclous as a means of retaining a true experience
or sensation from the pas; without_rearranging or dis-
torting i1ts essence through the process of time. The
habits and opinions formed thfbughout the years will
not allow one to know the truthg becauSe his perception
of every experiencé is. blurred or reorgénized according
'to the way that he has learned to regard his enviromment,
other people; and himself, - » o

According to Pfoust, an event or‘sensﬁtion can
bs brought back to life and restored to a person's
conscious memory without his conscious effort. This
memory has transcended the realms of time in order to
present itself as a present reality to the individual,
if only for a fleeting‘moment; Margaret Mein describes
 this experlence in terms of its relation to time: ". . .

then the past floods our consciousness with such dazzling

completeness of array that the essence of time,‘so'dis-

vengaged, displaces the mockery of a chfonologic&l‘ordering o

m
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of events."32 An awarsness of the past is joined to a
‘sense of present existence in order to form a moment of
time in its pubest‘eésgncg. It is a momentary liberation
from time's usual command of the order of events--an
existence outside of the laws of time as we know then.
This phenomenon is the reality sought by the narrator

of A la Recherche du temps perdu. Derrick Leon, author

of Introduction to Proust, bélieves that Proust has hit

on the one true reality in human éxistences:
The whole of our times is stored in the series of
authentic memories in our unconscious, and our true
life is only possible when we are no longer separated
from them. Only then the essence in us which is
unchanging, and therefore independent of time's laws,
can reach the surface--the part of our being which
was aware of that past, and lives still--the part
of ourselves which 1n consequence 1s timelsss, and
can thuihcontact a reality which is impervious to
change. : .

A moment from the past, sometimes believed -to be
long dead, becomes again a true experience that is often
more relevant than 1t was initially. Thp original impor-
tance of each detall in our vast store of memories has |
no bearing on which of them may come to mind later.
Proust realizes that our involuntary memory may bring
to the surface some event or sensation that had seemed
-~ trivial or insignificant many years before; This Proustian ;

phenomenon seems amazing when one contemplates the time

334argaret Mein, Proust's Challenge to Time (New
York: Barnes and Noble, Inc., 1962), p. 410, -

3"‘Leon, op. cit., p. 292;
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interval that may take place and the triviality of the
original experience. ., |

Nevertheless, i1t is a universal experience famillar
to all. The moment was perhaps not appreoiaﬁed'at its |
first appearance or the full impact of the situation
was not complstely realized or perhaps ;ts meaning was
not directly comprehended because of the expefience's
“inconspicuous natﬁre at‘that time...This same event may,
however, take one unawarelsomé time later. Suddenly,
the once uneventful moment bursts fbrth,as a memory full
of significance. Thls sensation is a reality.tofits
baholider, more msaningful to himﬂﬁhan was thé original

experience. In A la Recherche du temps perdu,‘Marcel

becomes sware of an inner reallty and learns to appreoiatb
some remembrances of‘his childhood days that he had lohg
forgotten and of which he had initially falled to aee

the significance--a petite madeleine;‘a boock read to

him by hié mother one lonely night, the feel of thé uneven
stones of the Baptli stery of Saiht-Marks.‘-

| Voluntary as opposed to involuntary memory merely

brings to mind the facts of a past event, without any

conviction of reality. The difference is that one does

not re-sxperience ths past as hs remembers it. During

the rare moments of inVoiuntary memory, one actuallyl

relives a past moment, experiencing once again the prsvious

sensations. Simultaneously one becomes again that person

from the past and yet remsl ns what he has become since.
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These sensations produce feelings of timelessness and
reality, because the essence of the experience is not
inherent in an outside’stimulus but in the person's own
being. Through the process of time, one bullds up a
wall of prejudlices, opiniohs; theories, and habits which
pravents him from becoming aware of his "real self,"
According to Proust, it is poﬁsible to know reality
1n childhood, because a child has not had the time %o
form opinions, prejudices, and habits which form a screen
around him, dulling and distortihg his perception of the
world. A child is Able_to see clearly into the beauty
of the real world. Willlam S. Bell explains the reality
of childhood: . |
The experiences of childhood have a solidity and a
reality missing from most of the experiences of later
life. This is because the child experiences for the
first time. He has not yet erected between himself
and the exterior world a screen of the intellectual -
skills of ratlonalization, generalization, analogy,
explanation, and interpretation which prevent his

total adherence to tgg object perceived and diminish
its reality for him.

In A la Recherche du temps perdu it is made evident that
the narrator's most meaningful years are the déys'that
he spent at Combray as a child. |

In later years the narrator still finds Joy in
the thought of the people and things he encountered along

the Méséglise and Guermantes "ways," while at the same

35William S. Bell, "Introduction" to Un Amour
de Swann (New York: The Macmillan Company, 1985), p. 12.
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time his nostalgic memories subject him to much disillusion-
ment as an adult. He finds 1t difficult to find a happiness
in adulthood that 1is comparable to his happy childhood |
experiences. Marcel wishes that he could know the reality
of those days in his adult 1life. He discovers that any |
sense of reallty for him at the present time can only
be possible through the workings of 1nveluntary memorys

Solt que la foi qul cree soit tarie en mol, soit

que 1la realite ne se .forme que  dans la mémoire, 1es
fleurs qu'on me montre aujourd'hul pour la premiere
fols ne me semblent pas de vrales fleurs (Combray,
p. 232).

According_to Proustian thought, "a moment can
endure in the consciouéness,»unimpaired, simﬁly because
it has lain forgotten, untouched by habit, chahge; and
reflection."3® In this statemenﬁ‘lies the key to the
reason that these eiperiencee from the past do not occﬁr
‘Trequently or as a result of eny‘conscious efforf to
bring them to mind. Past life 1s only an accumulation
of 1mpreseions and memories,‘which, for the most part,
have become sterile and distorted because. of our inabillity
to comprehend anything outside of our own experlence.
Through the process of time, hablt becomes a factor which
controls our impressions, memeries,‘imagination, end
concepts of reality: |

Our minds become cluftered up with stale images and

lifeless knowledge, untlil there is formed around ‘us
an impermeable shell that shuts us off cempletely

36Mein, Op.cit., Pe 80
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from the world. Crystallized, at last, in an almost
blind, insentient and impervious combination of :
raflexes and reactions, all real life in us becomes

~ extinguished and thus we are separated forever gfom
the spontaneous happiness we knew in childhood.
‘Built-up defenses will not allow onme to come into direct
contact with the reallty of childhood at will. One can
'only wait for the moments of involuntary memory to mani-
fest themselves and learn to appreciate the beauty of
‘the experienceé as they occur:
This hidden goal, with all the truth, the significance,
the profound and elusive beauty of a different state ;
of consciousness dimly discerned but rarely realilzed,
i1s the source from which flow the only waves of true
reality, however falnt, that ever reach us--the ggly
intimations of immortality that we can ever know. -
Marcel realizes that ths'memories of his-childhood
years still exist within him, althbugh he canndt'alwaya
fesl their presence Or grasp thelr essence. He remembers
the hours spent with his mother,‘those precious moments
when she would come into his bedroom to kiss him goodnight.
He regrets that those times will never return. For Marcel,
the paét femains locked up in his subconscious. "La
possibllitd de telles heures ne renaftra jamais pour
moi" (Combray, p. 72). He. is awafe‘that his sobs on
those nights are still a part of him, but he is unable
to resurrect that part of his being because of the wall

that he has built up through the years. His atifled

37Leon, OP.« cit., P 287.
381b1d., p. 269, .
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lmemories are compared to ths convant bells'which are
drowned out by the town noises during the day:

En réalité ils (les sanglots) n'ont jamals cessé;

et c'est seulement parce que la vie se tait maintenant

davantage autour de mol que je les entends de nouveaun,

comme Jes cloches de couvents que- -couvrent sl blen

les brults de la ville pendant le Jour qu'on les

croirait arrétées mais qul se remettant a sonner

dans le silence du soir (Combray, p. 72).
Only by freeing himself from the prison of his present
existence with its walls 6f‘attitudeé and habits will
he be able to experience again those hours from the past.
The memories are not dead . and exist as part of his being,
but like the convent bells, they cannot'be hzard above
the "noises" of the dally routine.- |

Similar to his ideas on involuntary memory, the

. 'celtic belief inlafter-lifé seems reasonable to Marcel.,
The Celts believed that the souls of those they had lost
bacame captive 1n some 1nferior béing--an animal, vege-
table, or inanimaté object, They were lost to those living
ﬁnless, by chance, one cams in cdntact with the object
 of their prison. If the finder recognized the imprisoned
QSOul, the spell wés broken, death was conquered,‘ﬁnd the
deceased could return to the world of’the living. Mapcel
compares this celtic belief to his theory on 1nvoiuntary
memory. It is necessary bo'deéend'upon chance thét‘one
mayrsomeday find the stimulus which,willluncover some
part of the past. Only in a chance7encéunter with some

particular objJect, when one is most unsuspecting, does

the opportunity to reliig the pastfappear. If omne does
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not happen to stumble onto the object which will revive
the past, then that memory femains_locked‘forever in
the individual's subconscious. Our conscious memory
is impotent in any attempt to resurrect the past. In
the following passage, Proust'makes‘a reference to the
celtic belief, showing its similarity to the theory of
involuntary memory:
Il en est ainsi de notre passe., C'est peine perdue
que nous cherchions a 1l'evoquer, tous les efforts
de notre intelligence sont inutiles. Il est cacheé
horg de son domaine et de sa portee, en quelque objet
materiel (en la sensation que nous donnerait cet
objet matériel) que nous ne soupgonnons pas., Cet
objet, 11 dépend du hasard que nous le rencontrions
avant de mourir ou que nous ne le rencontrions pas
.(Combraz . 80, '

When Marcel rinally becomes aware of the true
‘'reality which exlsts within him, he ie extremely impressed
by the aesthetic value of the world. His experiencea
with involuntary memory reveal to him an insight into
the beauty that exists in the realm of reality--a beauty
that he deslires to convey to others through his literary
art. It is now made obvious why the narrator has previously
found only disillusiorment in his encounters with the
external world. An individual's active memory is incapable
of reveallng the lnherent beauty of objects that are only
perceived by the senses, Derrick Leon explains the reason
that the beauty of the real world ie seldom part of our
dal ly lives: | |

The real world, he understands at last, is always

saturated in beauty, but usually we remain unaware
of 1t because we substitute within ourselves arblitrary
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interpretations for impressions that we do not under-
stand, or else base our opinion of -the weariness

and boredome of life upon a serles of sterile per- L
ceptions that are devoid'of‘beggty and vitality simply
because of our own obtuseness.

The most well-known scene 1n A la Recherche du

temps perdu is Marcel's revelation that he has captured

a moment from his past, overwhelmed by the knowledge
that some part of his childhood happiness is still alive_
within him. The sensation manifests itself in a sip

of tea, in which he has_dippeq a petite madelsine given

him by his mother. Automatically the taste fills him
with an unexpected'seneation;of joy, & feeling of exulta-
tion that only stays with him'for-a'fleeting moment.
"Un plaisir délicleux m'avalt envahi, isole, sans la
notion de sa cause" (Coﬁbrax, P. BO)o He recognizes
the taste, which takes him back to his Aunt Léonie's
chamber on the mornings that she would give him a taste
of madeleine dipped in her tea. His whole childhood
at Combray comes al;ve‘for him, and he rediscovers the
happiness that he had known as a boy. |

Time stands etill for Marocel, and he reallzes
the besuty of this pure etate, when two separate moments
in time coincide and unite to become one unique experience-
It is an experience that lies in a dimension bayond the
laws of time known to the.univeree. The narrator contem¥

plates the miraculous revelation which has osourred:

391vid., p. 291.
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Mais, quand d'un passe ancien rien ne subsiste, apres
la mort des etres, apres la destruction des choses, .
seules, plus. fréles mais plus vivaces, plus .
immatérielles, plus persistantes, plus fideles,
l‘odeur et la saveur restent encore longtemps, comme
des ames, & se rappeler, a attendre, 8 esperer. sur
la ruine dé tout le reste, & porter sans flochir.
sur leur gouttelette presque impalpable, l'edifice
immense du souvenir (Combra » Po 82)e
‘The memory of the madeleine had seemed too trivial to
find a place in Marcel's cohscious.mamory, but at the
same time, i1t was a vifal.part of his subconscioué. where
the truth of his real life was stpred; The experience
stands as & symbol and a reminder of the long past ohild-
hood happiness that Marcel once knew.

The taste of the‘madele1ne dipped in tea 18 the
stimulus which triggers the unexpected re#ival of child=-
- hood memories, but this taste is not the source of the
pleasure experienced. Marcel comes to the realization .
that the object of these sensations does not hold the
essence of the true experienee. " The memory is a part
cf himself, and he mus & look inward to find any sense
of reality in life. The revelation becomes clearer as
he attempts to recapture his iﬁitial sensation by taking
a second and third sip of the tea, only to experience
his original feeling diminishing; “Il‘eét clair que la
vérité que je cherche n'est pas en lui (1e the), mais
en moi" (Combray, p. 80). ,

Proust moves the reader from this significant

experience of the petite madeleins through a series of

pessimistic incidents Qf‘disilinsionment; only occasionally
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inserting eptimiatiq hints of the eventual revelation

in Le Temps retroﬁv€, which puts the last pilece in the
puzzle in order to solve the mystery of these experiences.
Any illusions of finding happiness or self-rulfillment
having long vanished, the. narrator attende an afternoon
reception given by the Princesse de Guermantes. There,
Proust takes the reader back to the incident of the petite
madeleine as the narrator experiences simllar occurrences
numerous successive times. It is as if the narrator has
gone in a circle, arriving‘at.the point of departure
after a lifetime of mentel suffering and anguish--a life-
time of knocking on deere that lead nowhere.‘ Although
.all appears to be losf} the one door that opens on the
truth suddenly comes opén for the narrator:

Mais c'est gquelquefols au moment oﬁ tout nous semble

- perdu que l'avertissement arrive qui peut nous sauver:

on a frappe & toutes les portes qui ne donnent sur

rien, et la seule par ou on peut entrer et qu'on

aurait cherchée en vain. pendant 8ent ans, on y heurte

sans le savolr et elle s! ouvre.

Upon entering.ehe‘coﬁrtyar& of the‘Guermentes
residence, the narrator Jumps back to avoid being struck
by a moving automobile, andlin‘deing eo,'sﬁrikes his foot
against some uneven flagstones; As wifh the savour of

the madeleine, he 1s filled with a feeling of happiness
which dispells all anxiety as to the future, Maglcally

hoMarcel Proust, Le Temps retrouve, vol. VIII of
. A la Recherche du temps erdu 1tTon de 1la Nouvelle Revue
Frangalse, Paris: rairle Gallimard, 1927), p. 237.
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the reality of his‘literary talent comes to light. He
succeeds in recapturing the aensation, refusing to let
1t slip into oblivion as had so often happened on previoua
occasions. He recognizas the sensation as the same that
he had once felt as he stood’ on two uneven rlagstonel
in the baptistry of Saint-Mark's in Venice.

Et presque tout de sulte, Je le reconnus, clétait
Venise dont mes efforts pour la decrire et les
pretendus instantanés pris par ma memoire ne m'avalent
Jamals rien dit et que la sensation que J'avals ‘
ressentie jadis sur deux dalles inégales du baptistere
de Saint-Marc, m'avalt rendue avec toutes les autres
sensations Jointes ce jour-la a cette senaation-la,

et qui etalent restées dans l'attente, a leur rang,
d'ou un brusque hasard les avalt 1mperieusement falt

sortir, dans la série des gours oublies (Le Temga
retrouve, part IT, pp. 8-9

Just as his whole childhood at Combray . came alive at thé
taste of the madeleine, now all his forgotten.memories
of Venice are revived.

The second incident comés in direct succession
as he is waiting to enter the‘receﬁtion room. In a small
library adjoining the buffet, the narrator hears the
sound of a spoon striking a plate, and he is immediately
transported, in a sort 6f‘hallucinatibn, to a rallway
carriage from which a iittla élump of trees is v;sible.‘
The noise is the hammer'of a workman making some repair?
to a wheel while the train 1s:gtopped. The very row
of trees, that he had studied wearily at the time of
this 1ncidént 80 mahy‘years agb, now stand before him,

filling him with delights
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Le méme genre de felicite que n'avalent donne les
dalles inégales m'envahit; les sensations étaient
de grande chaleur encore mals toutes différentes,
mélee d'une odeur de fumée apaisée par la frafche
odeur d'un cadre forestier, et je reconnus que ce
qui me paralssait si agreable était la meme rangee
d'arbres que j'avais trouvee ennuyeuse & observer
et a decrire, et devant laquelle, débouchant la canette
de biére que j'avais dans 1le wagon, Je venals de '
croire un instant, dans une sorte d'etourdissement,
que Jje me trouvaia, tant le bruit identique de la
cuiller contre l'assiette m'avait donne, avant que
j'eusse eu le temps de me regsaisir, 1l'illusion du
bruit du marteau d'un employe qui avait arrange quelque
chose a& une roue de train pendant que nous etiona ‘
arrétés devant ce petit bois (Le Temps retrouve.

- part II, pp. 9- 10). -

He finds happiness in the mamory of hia atay at Balboo,

a place which he had originally railedvgo enjoy.

’ According to PrOust,_rcality is never refealqd
when one 1is in,congcioué contact with the external world,
because imagination can only function when the object
pf its creation 1is abapnt. Therérore, one is able to
discover the reality of the world only through memory.
Marcel is impotent in sensing any illusions of reaglity
in the present. "It is only when the past presents itselr
in a coalition with the present that the truth of certain
objecta and pecple is revealed, |

He feals nothing at the time of his beloved grand-
mother's death, but more than a year later during his
second visit to Balbec, he is‘strﬁck with grief at the
loss of his grandmother. Sﬁrféring from 111 health the
first night of his return;‘hq éautiousiﬁ bends over to
remove his boots andis'immédiﬁtely filled with an unknown

and divine presence which moves him to tears. He perceives
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Chupter O

THE TIMDLISSUHIESS CF 4Rl

o3t

The theme of arb Zs clogsely lined with Proust's
goncept of rezlity. Througnoul the ovel, PrO“S“ portrays
ths world of arv in its varlous foons. During the course

of his Zifetime, the nerritor 1s Lnfluenced by cerbaln

ture, Berma in the theatre, Vinteull in music, arnd Zlstir
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to the reader‘s unde r-
standing of the meaning‘of ers for Proust. Bergotte

could be Proust himself with his talsnit for metaphorical
imagery, ard Elstir, prcbadly put erned after the impres-

sionist lionet, is the artizt who sces beneath the surface

kid

objects, penctrates into their being, and paints his

irpressions of the world. A1l of thcce artists ztand

5

I = 3 a f . Tm Maoyewwea  cron=n ARV AT "o tr\-ng
T A8 .0 L& 29mos M3l Touvvs TS vae narratorts

own calling In art is reslizcd. %Yo reclity that he

cnd memories that can surround an Individual simultaneously:

o~
'.A_l
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~ — . 4 e » - _“ .
Ce que nous eppelony la realite ezt un certain rapport
entre ces zenzacions ¢t ceg souvenirs gul nous
; . - » .

entourent simultenement . . . --repport unique que
l'écrivain doit reftrouver pour exn encnainer a jamels
dans sa parese les deux termes Gifférents (Le Temps
reitrouve, vart II, pp. 39-40).

The writcr's task is to recanture tholt relationship so

that he micy bind fogsther its two disitinct elements forever

In a phrase. Jor the writer, the truth begins when he
cokes Two Gilferent things, establishes their relationship,
and ralkes theilr cssential nasure stand out clearly by
jolning them in a wmetaphor, thus removing them from the
contingencies of time. At the neart of true art exist

the sawme kind of Pcl“bio shipgs wiich are prescnt in nature.

&
In The Two Vorlds of Marcsl Proust, Harcold arch discusses

the relationships which constltute the eszence of reallty:

Tt is the buciness of The writer, accordinz to Proust,
to portray reality, cnd reality 1s not ettained siwmply
by loolkking at objects in succession; 1t lies rather
in a relation, ecteblichied by cencations, between
a moment of the preseny cad & woanent of the past;
it ¢iso l1lies 1n the »elation, werceived in contempla-
tlo“, between two oojecvs viswed simultaneously,
or of which one is vigued and the other voluntarily
recalled. The princinle by which such relationships
exist 1s the essence ™

The wetudnor sbtancs out as a basic artistic tool

de™ the things, ia which one can £ind similarities

¢? esssnce.’” By binding together these objects in a
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wetaphor, the wrtist uncovers Tthe profound and inherent
cualities which have been revealed tc him as real. It
=3 a guestion of extragting the éssence from 1ife sand

scsablishing relationships based on that essence. Georges

»
»
o

Cettanl cees the wmeitopnor as & meansg of escaping the
1inmits imposed Ty tiacts laws:s
In literature, metaphor ond .nzlozy conler & kind
of “nlby on style by exv_acal;g Ly essence Lrom
oxourlunce and plescing it in o s cutside che
laws of time and conv¢ngcncyg ernlliy and
,t“anucendence of tlme=-lows are very heart L
of Proust's exultant wessage of h over time.9

e, ~ Fa 95 e [ - Ay 7
{ne usg ol me capr*o“ 24003 Uoe VWILder YO capiure was

<]

&)

.sen

(¢}

e of life's reliuvicnesiips «nd o guard those visions
of reality from the ceciruvctlon of time.

T 1s neceasary for the artist to extract the

personal aspect from his Impressions of the world. From

il

this point of view, documentary realism has no value
'zt all, since it is beneath the noted objective detalls

that reality is hidden. This art callcd "realism®

e

gproduces the lie whnich Xas bulli up around inaccurate

b

mprecsions based on heble, prejutice, chHinion, and the

Intelicetusl processss, Mere cincmocozrapihic presenta-
cion desiroys Lhe bc;u+y of Xife's rolivlonships and

5¢%3 further away from the truth the wore closely 1t

-

z2aims to adhore ¢

o
.,)

ite The litoroavure that 1s satisfied

to Jjust deseribec is the farihest removed from realiliy,




bocause it destroys communlcation of the present self

by

Q

with the past, the essence of the past belngz prescrved

in the objects of‘the present. An artist needs the courage
to beligve in the truth of his own vision and must have
tire ability to project that vicion into .the consciousness
of the worid,

according to Prouct, the arvtist must strive to
present tie truth of reality from his own subjective
point of view, because "the hall mark and the measure

Py

ol trus talent lio preclsely in its difference from popular
imisations, aznd 1ts value 1is proporiicnate to the origi-
nality of the asp ect that it affords in a sincere approach

to truth."4> He rejects the idea that art can be sub-

(n

urvient to any cause other than its own. The true artist
Zoss not use revoluticn, a particular nation, or social
nroblems as s reason to write. Tor Proust, & work of

art remsins the subgectch presentation of the artist's
perception of “he world, and this purpose suffices %o

warrant its creztion., HMilton Hindus, author of the

Proustian Vicicyn, exdlalns Proust's justification for

art: "If art could serve soclety, this service must

always be an incldental by-product of its main purpose,
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which is concerned with the revelztion of the essential

kY

cgture o

6]
.

things

Proust considers a work of art to be the only

Je

means of recapturing the past, and with this idea comes
the narrator's revelation that the materials for his
ligerary work are none othasr than his own past life,
woments stored-up in his mind whose purpose or even
survival he had not foreseen. Lc has now found meaning
Tor his 1life, because he has been living for this work
of art without‘knowing‘it. ~ The subject, which he had

5

never been able to find when ne sat down to write, is

nis own past. The grandeur cof real

o

nothing more than
2r% in the Proustian scheme is to rediscover and  translate
tnat reallty, from which most people live so far removed.

ence of his reality,

ot
o)
@
@
»
»

It is for the artist to seizs
despite the fact that formal knowledge, so often sub-
stituted for the truth, usuvally scparates the individual
from his true reallity. For every individual, true reality

is slmply his life--the only 1life that is really lived:

AR

La g"andear de 1 ar§ veritable, au contral=zs, ds celul
qus X. de Norpois eut appzle uﬁ Jeu de dilettante,

c’ cG&’t de P6+P0uV”” de ressaisir, de nous faire
connaitre cette roallto loin ce laquelle nous vivons,
de iaquelle nous nous écartons de plus en plus au

fur et 2 mesure que prend plus d'épaisseur et
d'impermeabilité la cornalssance conventionnelle

ques nous luil substituons, cette réalite que nous

risquerions fort de mourir sans l'avoir connue, et

L

1y
()

L3

4611 1ton Hindus,
?d wardsville: Southc

Jztian Vision (Carbondale
< University Press,




7e vie, la vrale vie,
celalircie, la seule vie
¢ ¢ ¢ vécue, cette vie cul en
un v;“;, h biLC a ch¢que instant chez tous le: hommes
aucsi bien que chez l'artiste (Le Temps retrouvs,

part IT, p. k8).
Since a subjective recality cxists 1In every human
being, the great uriter reed not invent it. The substance
o art can be‘found in the subcoxnzclous of every individual;
it is simplyfﬁhat pérson's izpressions of the world acs
they are revealéd fd him through the memories of his
past life. The images conveyed by the wrlter should
be true impressions which come ¢irectly from his world
o reality. Reality is filled with beauty, truth, and

poctry, which can te transformed Into a work of art.

Thnis idea is expressed in losztalmis: A Psvchom-ulv ic

Study of lMarcel Proust:

Proust makes it clear that TSRMOory unfolds in patterns.
If we strilke the right sensory keys to recall, these
ermotional patterns may emerge from the unconscious
iato pOﬁ?ic images, which may become the substance

of art.

=

ine writer need only discover his oun psrsonal sense
of reallty and translate it. Proust scos thne duly of

writer to be that of itransiator: “Ls devoir et 1la

e

3

Zche d'un ecrivain sont ceux d'un traducteur" (Le Temps
rstrouve, part II, o. Ll).
Style is not a gquestion of technigue for the
woriter, but cof wvision. It is the revelation of ths d4if-

»

ferent ways in which the worlid is perceived. Thanks

J471"1111@1", op. cit., p. 229,
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to art, one 1s glven the opportunity to get "out' of

nother sees 1it, there

€]

himself and know the worlid

o
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ot

crent conce of the world
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being available as wmeny dirf P

(34
[}

as thsre are original artlists. In Derrick Leon's Intrcduc-
tion to Proust, art 1s described as "the great bridge
by which man can occasionally glimpse and even gain

a2l and secret world which

Ci"

aterres
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sup

e

wsually is inaccessible to him."hs Through a work of
-art, an individual can actually experience previously

wanown Yworlds,™

he can see things through a different
pair of cyss, and he may perhaps find teauty where it

has never vefore been revegled to hin.
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a necessary prereqguisite
to creation. Hs belleves that 1t is only while one is
suffering that hic thoughts can br:ng “he‘real world
within visvael range. He likens this upsurge of mental
powzsr to the *erpetuél, changing movements of a stomm,
contrasting it with thé calm of havpiness which leaves

one unaware and void of true feeling:

Car si peu que notre vie dolve durer, ce nfeatp
pendant que nous souffrons qus nos pensées om Qe
sorte agitees de mouvements pe OCoubLJ et chanze
font nonter comme dans une teﬁabte, a un niveau 4
noug pouvons lea volr, toute cetts immensité régl
p“1 s lois, sur laquelle, postés a une fenétre

mzl placée, nous n'avons pas vue, car le calme du
bonheur la laisse unie et a un niveau trop bas . . .
(Ls Temps fetrouve, part II, p 50). :

.3

I

Leon, op. cit., p. 267.
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It is grief that develops ﬁhe powers of the mind, by
bringing one back to the truth, forcing him to ses through
the network of habits, skepticism, and indifference that
usuwally surround hia, and making him analyzo his sentiments
'seriously. Proust concludes that the pain of suffering
is priceless to the artist; it iz the nourishnent required
for the strengthening of his creative powers. Derrick
Lecon explains the rglatibnship between suffering and
artistic creation:

But suffering, for'ProuSt, is one of the first require-

ments--the inevitable nourishment of the artist's

life. For 1t is only when his whole being 1s in

a state .of agitation ard many hidden springs of action

are therefore flung to the surfece, that he can experi-
ence, observe, study and undsrstand fullg those

9
Sufferingz furnishes the motive power to start the wheels
of imagination and sensibility turninz. The narrator

e, He bellieves

)
ct
}.JO
=
v

conslders his happy years as waste

that the only gzood in happiness lies in its contrast to

unhappiness, rendering the latter more profound und painful.
On the other hand, suffering as it is depicted

in art creates an interesting paradox, by becoming trans-

formed into @& sourbé of delight for the beholder. For

th

W

artist, the sources of suffering become the subjects
of contemplation and emerge as pure ideas, which evoke
irnstant joy in place of sorrow. The artist must make

uwse of those causes of suffering to enable him to draw

L91p14., p. 265.
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nearer to their divine forms, which constitute the escsence
of reality. Through the process of'création, the artist
resuscitates these moments of suffering, represents them
in a general form, and makes the whole world'share in

his sentiments. This enables the artist to escape the

-
[l

strangling hold of sufferinz and brings him a certain
Teeling of joy. Proust believes in the power of art
to transform the darkness of sorrow into an atmcsphere

of poetry which radiates Joy:
Et comme l'art recompose exactement la vie, rbour
des verités qu'on a atteintes en soi-méme IWOttcw“
toujours une aumocpnere dae Doc ie, la aoucc;r d'un
mystere qui n'est que le vestlize de la renum?re gue
nous -evons du traverzer, l‘wnclcation, marquec
exactement comme par ua ululxotre, de la profondeur
d'une ceuvre (Le Temps retrouvé, part II, p. 52).

The process of creation is a difflicult task and
ore which the artist must underbtszke alone. Proust under-
stands that the escceptance of an crtistic creation 1is
very seldom recziized within the duration of the artist's
life. However, he believes that a genuine work of art
will eventualily be zccepted into the consciousness of
the pericd. The zarrator no longer fears death, because
time no longer has any meaning for him. He has found
the only way possible to defy the destructive forces
of time, by impienting the escsence of kis life in‘the
pages of a literary work of art. The reality of his

t Wwill continuve to exist

}J'

1life will have mezning, because
even after his death, recorded forever in the work of

art which he has set out %to create.



10
It 1s relevant to note that Proust performed
+ a phenomenal feat in the structuring of A la Recherche

du temps perdu. A full cycle is ccmpleted--the reader

arrives at the conclusion caly to find himself back at

the beginning. Just as the narrator is prepared to under-
tzke the writing of a novel, the reader comes to the
reallzation that he has just finished reading that novel.
Proust's novel 1itselfl becomes;the foremost example of

the work of art which he discusses so fully in the text

of A la Recherche du temps perdu; it is the existing

evidence of the author's views on literary art. The
beauty of the phenomenon lies 1n‘itsiadherence to the
Pfoustian ccencept of the metaphysical and timeless qualities

of true art.



Crnapter 7
CONCLUSION

This thesls hezs beon an attempt to extract the

cpisodes from A la Recherche du femps perdu which best

illustrate the Prbusti&n concept of reality and to show
the unifying loglic behind these eplsodes by summarizing
the message contalned in Proust's novel. It is an
zrnalysis of the novel'frOm an optimistic point of view--
& presentation of the events as a progressive bullding
and enlightening process. Chapter 3 of the thesis
necossarily appears to be pessimistic, but it is an
-essential step in the narrator's secarch for reallty,
tne purpose of which becomes evident in the following
'chapterso The thesis asically follcocws the sequence
of the novel itsell as the narrator gradually discovers
the meaning of reality uand the relecvance of this discovery
for his own life. HNuierous other themes recur throughout
the novel and these have been discussed in light of their
pertinence to the narrator's search, his revelations of
reélity,‘and his eventéal self-fulfilhment;

‘The themes of childhood, imagination, nature,

soccliety, love, memory, and art form a vast znd complicated

network of ideas, which Proust has carefully synthesized

71
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into a basic philosophy of life in A la Recherche du

ternps perdu. The unity of these themes comes to light

es a multi-layered colldection of revelations on the nature
of life. Taroughout the novel, the narrator conpinually
rogresses toward an underctanding cf his own personal

truth and the fulfillmént of a litorary vocation. One
can see Proust's narrafive as chain of psychological
revelations leading to the eventual atﬁainment of truth,
reality, ahd.selfkfulfillment.‘

Even the numerous disgppoinﬁments.in the narrator's
life take on significance as he realize; his vocation.
KEis periods of disillusiomment with the external'world
now have become integrated with the rest of his past
life-~that life which is his reality ard the substance
of the work of art that he plans to create., The nearrator's
life can be viewed as a forward and optimistic progression
.toward self-fulfillment, desplite the mental suffering
and disillusicnmment. Proﬁst provides the means to transform
the feelingz of aslienation and‘dichuragement into a spirit
of self-assurance in the knowledge of truth. |

Among the basic revelations which appear to the
narrataor are a realization of the past existing within
him, the power of the subconscious to retain the esscnce
of past experliences and senéations, and the ability of
ianvoluntery rmemory to brihg those momehts back to life.
Ynrough his experiences of invbluntary memory, the narrator

ciscovers that he cannot find the truth of reality in



the external world, because it exists within him. This
revelation of a subjective reality living within his
oun beingz brinzs him to the understanding that each
individual must find his owz personzl sense of truthe
Marcel recognizes cnd learns to appreclate the beauty

that is contained in the world of realiiy.

In Le Temps retrouvé comes the fimal step in
these revelations of reality; this step reveals the

relevancy of his past expériences and unifies ths pre-

13

ceding volumes. Through an artistic vocation, the narrator

can record the reallity of his life and communicate his
vislon of the world forever, thus bringing about self-

fulfilliment and immortality. Art provides the means to

transcend time's lsws. The essence of reality transformed

into an zrtistic creation is freed from the destructive
forces of time. The power of art is Proust's final

revelation; it is a message of triunph over time,
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