., Chancery Lane.
PARIS:
w7 Avenue de I'Opéra.
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the neighboring Japanese have, within a generation, put on the
whole panoply of European fashions ; but conservatism is a char-
acteristic of every people. It is only a century and a half ago
that the first proposed census of England was bitterly opposed in
Parliament and eventually thrown out by the House of Lords.
The Chinese live close to the starvation fine, and their wonder-
ful industry and economy only save them from being pushed over
this line at all times; they are not likely to be spendthrifts in
experiments under such circumstances, nor when they can point to
precedents and examples for their way o f Jiving that have heen suc-
cessfully followed for millenniums. It may take long to convince
tthem of the advantage of change, but the conservatism of so prac-
ticala folk cannot permanently prevent their ultimate emancipation.
Undoubtedly the present crisis in the affairs of China is one
of extreme peril to the nation.  The state has been grossly and
terribly mismanaged, while an economic revolution has trans-
formed the producing capacity of other countries lying far beyond
her ken.  The price of her redemption from the evils that
encompass her must be the sacrifice of her pride and the renuncia-
tion of many of her ancient ideals, But no faithful student of
Chinese life can escape the conviction that, despite grave faults
and evident deterioration, there is sturdy ‘material here for the =
erection of a really great civilization, and. sufficient potentialy-:
“energy to preserve it to a distant future. When these bases of
Chinese society shall have been regenerated by the introduction
~ of some high spiritual “conceptions, their long training in obedi-.
: cnce,;yself-reiiamc,:,ylme of order; and contentedness, their hé}\j)if
 of industry, and their indém'tfa,bf  cheerfulness ;_Willreé;:taﬁiisﬂb
- them in the supreme position which this long-lived race has often
oceupied in the past. ~ The very best argument for the support
of Christian missions in China is the study of the Chinese people.
«The only method by which such beings,” obseryes our author
can be rescued from their torporis bya transfusion o ‘2 ney
all reveal to them the sublinme d by
- £ There is a spirit \a
R

THE NEW POETRY IN FRANCE'
GUSTAVE LANSON, Paris.

. When Victor Hugo, in 1885, took his leave of the world

“amid an apotheosis, it seemed as if he had carried French Poetry
' {vith him.  Their ancestor gone, the generations who came after
 him felt that they were, indeed, already very old. Banville,
Leconte de Lisle, Sully Prudhomme, Coppéey—all those who, for
the last thirty years, had struck new chords no longer had any-
_thing 1o say, and could. only repeat themselves. They still
ublished beautiful verses, but their models were known. That
- of youth and novelty was lacking in their Ainest things which
e.pervaded them. S ;
Poetry, which gave no indications of progress, seemed in its
st throes.  And, after all, was not its day past ! There were
‘wanting people who rea.\ly“be’(ir;:vcd this; some praising and
cursing the age of scince in which poetry could not live.
vl f_:_ami&eh'ﬂe,Verlaine‘ of the Parnassian school, in his “Sagesse,’”
had finally broken with his fellow Parnassians, and
of ng men, the true « Jeunes,” ‘were ent¢ting
v Berwéen 1885 and 1888 there were pub-
’ of Jules Laforgue, «Les Syrtes ¥ and

éas, Arthur Rimbaud’s «[Jluminations,” the
» of Gustave Kah(ﬁ; Sruart Merrill's & Les
Griffin’s « Les C i

ygnes ' and & A:nc.’ziils," e Vand’
by Henride Régnier. -I\ylf;b?;h :
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France and Belgium a now art was being ushered in chrough the
Is:

" the © Revue Wagner-

AUUTICTOUR TEY iows dhd (,)ig}xmm,)f a% my tl\\’ di h(:fmt Lhnm ‘md \(“hﬂo

s [a Vogue,” the * Revue indépendante,
jenne,” “‘L’Frmitwc,” the “ Revue Blanche,” and “La Wallonie.”
The «decadent” or # symbolist™ poetry, the “polymorphous”
verse.—whimsical, alluring, and striking names——was praised,

explained, and prac ticed with a sincere and violent zeal. A tumule-
wous and furious effort was made to put the rusty chariot of French
poetry into ru nning order again, and to start it in roads unknown to
both Romanticist and Parnassian.  But all this life was spend-
ing its agitate ed being underground, as it were, in the basement
of literature, and the noise did not carry to the general public on
the street.  The « Dél Jqucacmcc« * of Adoré Floupette' scarcely
caused the journalists to smile, even for a moment, and many of
them, iI‘ldi?f:d could not at first decide whether they had before
them an essay by a sincere and ofiginal writer, or a parody by
some facetious “erank.”
Little by little, however, the critics of the first magnitude began
“to percelve that this younger ¢ generation was heartily bestirring
itself, and they endc‘wered to discover what it was aboot. M.
. Iu e Lemaitress at once both charmed 1 and offended by Verlaine,
et him apart from the other young men who catled themselves
‘inbolists 5 their obscmzw startled  him, am he feared lest he
“might be the dupe of a band.of mystifiers. M. Brunetiére !
f thie innovators, but not with-

‘mhuked the foolish extravag
ou{ a certain plLaSed Mrbmrance at secmg their movement fall in

ﬂCIE‘%

:,l w th hny mvn doctrme.: A § mht uxcmsmn arose mer A

wh ch , the pmgmmme
we‘:re fazrlv mtelhmbl
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began to occupy themselves with the question of symbolism

M. Brunetiére in the “ Revue des Deux Mondes, '™ §\:1‘ Amzmlc:

France in the * Temps,”* M. Psichariin the « Revue Bleue . 1

and M. Huret in his sixty-four interviews, which appeared in 5the )
« Figaro,”+ made Verlaine and Mallarmé, the free verse and f;ym;
holism fashionable, made them the forced material for cunversa’tian
at the dinner of the ““hourgeois.”  Symbolism and the symbol-
ists became a Juving tapic, one of these Parisian curiosities Vof
which the provincial or stranger is ashamed not to have heard.
!} Dutchman, W. G. C. Byvanck, who came t Paris at the
txrfae, went in-scarch of the poetry of the future, seeking it in the

: \\iixxctjshops f)t J}{Iontmamw and the Latin Quarter, and published

his discoveries in a curious book.s  Finally, in 1897, an editor

- was bold enough to offer the public a selection of the works of

;’;khtéphanc Mallarmé* and a most significant fact is that he made

- money by the venture,

But the ** Jeunes ” had not yet carried the day. The public

: ~<3b:,m4rved thum and hat was all. . But the inclinations of this

e

mid : rmpect.
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the light all that was most obscure and unreasonable in the works
and formulas of symbolism, all that was most eccentric and immora)
i the manners and lives of the symbolists themselves.  Withow
quoting Verlaing's beautiful poems, they pointed out his mask of
a faun, his Bohemian fashions, his strange lodgings, his debauches,
hospitals, and prisons; they drew for the “hourge
ing sketch of a man, now dependent on public assistance and

e

is” the disquiet-

now 2 victim of the laws relative to misdemeanors; they represented
him as a drunkard, a vagabond, almost as an assassin. T he life of
Mallarmé was toosimple and modest to be related; so they brought
forward his poetry i
< Lo vierge, le vivace et le bel aujourd bui

Va-t-if nous déchirer avee un coup daile vre

Ce lac dur oublié que hante sous le givre

Le transparent glacier des vols qui n’ont pas foil”

- What could a reformation be worth in the eyes of sensible
men which placed itself under the standard of Verlaine, a shame-
ful drunkard, or of Mallarmé, a maker of riddles —a reforma-
tion extolled by so many unknowns with foreign names,  These
proud enemics of tradition, these Belgians® Americans,’ Slavs,?
Greeks,s and Jews,*—were these indeed competent doctors fof
“French poetry and the French language 7 And were there no
consequences to be feared fiom this assault delivered by all the.
nations at once upon the ancestral genius of our race? -
- In the nebulous enthusiasm_ and apocalyptic solemnity of the
accounts given of their doctrine, one thing only was clearly
: shown, that all these réfm’tﬁersof _poetry and vcrsg;,did[not agre
with each other. Marie Krysinska, René Ghil, Gustave Kah
and i all worked in thei ay for the siihf‘
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tion of French poetry, and if Charles Morice crowned them all
one after another, Robert de Souza condemned them all in a
lump in the name of his own pet theory,’ which he beld to be
the only true one; and Jean Moréas, who had baptized symbolism
denied it, and in its place founded what he termed “ Poé;j;
Romane.”*
The wiser minds also began to ask themselves whether there
was not more advertisernent than infatuation in this pompous
display of formulas. Among these symbolists, these decadents
these Romanticists, were found a few of the younger gener-’
_ation who wrote their poetry noisily in the old way, ;}w Parnas-
sian or Lamartine school of verse. [t was, indeed, a case of new
labels on very old merchandise. At bottom, was it not simply
_the younger generation bidding the older depart,—in their own
hurry to take their place? Were these not new men who
desired to come forward rather than a new art!
For once, the wiser ones were wrong.  There is no doubt of
’ this to-day, We have passed the time when M. Brunetiére believed
 himself obliged to warn us that ‘“the value of the critical ideas of
ourgysym‘bcliskts was entirely independent of that of their works.™
T’f)’e,:&yk’)rks have come, of a real value, and often of the very first
oider; "tmda)rthey commend the theories by which M. Brunetiére
fqrme,gly ;ekcusew thern. ~ Qut of this indistinct, tumultuous
med nf' young poets; whom M. Anatole France placed all upon
thg ame level, i ‘;891, have emerged many original and superior
| Hﬂenri' de Régnier, Viélé-Grifin, Rodenbach,
erhaeren, and to these _must be added Fernand Gregh,
ame many others who have succeeded in creating some=
' ot be severe even on the mediocrities,

thnug‘h
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the fatlures; no attempt has been lost. The unsuccessful ones
marked out the path over w ‘hich the famous have trodden, and
the extravagant gquest of the impossible has determined the
houndaries of the field of the possible.

Success came with talents the new poetry is at home among
of the & Revue des Deux Mondes ™ and the « Revue

the pages

40 ¥ ¥

de Paris.
and even lines of fourteen syllables, or rather the volume which

The French Academy has crowned the symbolise

contains them.?  Sometime in the early years of the present
century, Adoré Floupette will sit down among the Forty,

This crisis that the bourgeois public and its critics believed to
be the final agony of French poetry was
erisis in its development. The time has come for us to study

in fine, nothing but a

this development. 1 shall pass over the individual characteristics,
the divergencies, and contradictions of the new schoaol, that [ may
confine myself more closely to its common tendencies and its
general results. 1 should like to show by what means, and by
ixty vears of élormm pro-

what efforts, French poetry, which
duction threatened to leave petrified in a condition of deadly
inactivity, gained the impetus necessary for its life.

1. THE InspiRATION,

I shall not stop to tell of what influences, towards 1885, urged
$0 many of the younger genemtmn to conceive the ambitious
hope of creating a new form of poetry. Naturalism was strug-
gling in its last throes,® and with it the Parnassian poem , its con-
temporary and ally. Science seemed to have done in literature

2] ¢hat it was capable of doing; we were wealy of it. Idealism
was springing up once more. The soul and the mysterious wer¢
all the fashion. Against the hvmg masters of literature, they

(r} Samain, A4 j}”ardiﬂ'dé I'Jrsz:iv'
 (2) Gregh, La Maison de b anawz.

{sowned in a resounding 1 .
among them M. ‘P‘ml Msrg‘nerii e

(3) Tt was in 1987 that M, Zola w
¢ veli

nanifesto
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invoked the dead, eccentrics; or forei

ers.  Lamartine, Vigny,
. o e .
Baudelaire, Villiers de Plsle Adam,—all had their chapels;

Tolstol, Ibsen, Bidrmson, and, later, Nietzsche, were confus-

edly, frantically applanded.  We became enamored of artists
who by relfef or color desired to give other than the real and
carthly :  Puvis  de  Chavannes, Gustave Moreau, Rodin,
Burne-Jones, the Pre-Raphaelites,  We reverenced Rusking we
applauded the painters who endeavared to render by more subtle
characters whatever was more variable, intangible, and well-nigh
immaterial in the life of nature;—the independents and impres-
sionists.  Wagner was deified as the great musician of the soul
and of the ideal, and also because the *“bourgeois” had not
yet become resigned to him.  Inaword, one part of the younger
generation needed something different from the official licerature
which was enthroned in the Academy, which was decorated by
the government, and which sold ar an advantageous rate.  Shaken
by an inner need, and excited by influences from without, the
men of the younger generation who felt within them the inclina-
tion to write in verse rejected all the poetry of the time in s
form and inmost content.

To tell the truth, it was not easy to remodel the very basis of
lyric poetry, which is, and can only he, the reaction of an indi-
vidual consciousness against the universe and against life, the

- manifestation of the fundamental problems of the universe and
of life in the original vibrations of a soul.  There are differences
~of intensity and quality in lyric inspiration, but the source is
' verywhere and always the same.
he Romanticists had fully understood this; they had all
soundéd the mystery of human existence in writing the journal
of their ‘wn hfe they had all told of human suffering in their
All the particular aceidents of their humor
hex: existence were grouped around etcmal ideas,—(od
ature, love and death, hxm\mu{y and progress.
arnassians had not really placed lyricism upon new
ere was in Leconte de Lisle a deeply bruised
‘per‘wna) conception of the universe
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and of life; that there was in Sully Prudhomme an original senti.
mentality, a subjec tive perception of the relations between man
and things,—no longer needs demonstration,  As for the third star
in the Parnassian Pleiades, M. Coppée, he es

by the commonplace; and because his soul is that of

capes personality
only
every man is the reason he does not appear to reveal it in his
poetry. A o
But the Parnassians had desired to work in a direction exactly
opposed to that of Romanticism. 1f they had not been able to
dry up within themselves the personal source, without which
th;zm is no lyricism, they hindered it from flowing forth in their
poetry into the broad light of day; they made it to run in under-
ground rivulets. Impressed by the positive and critical minds of
the middle of the century, the contemporaries of Taine and of
Flaubert, they desired to create an objective poetry, picturesque
or philosephical, which should reflect natural or historical realities
and rational truths, . Scenes from the past, landscapes, popular
customs, psychological analyses, ethical exposition,—they put all
¢he sensible and all. the intelligible world into their works;
they sought, with haughty fmpassiveness or methodical abstracs
tion or impersanal valgarity, to. put evexvrhmv into their art
except themselves. :
It was against this doctrine, after it ‘had produced the best

works that it contained, that the. symbolists reacted. Supported

by two. Romanticists of 2 later time —by Banville, 2 capricious
~’ugg1¢ﬁ' ith rhyt'nm, wrthout ruls or reason for his fantasy, and by
‘Hauddaxm, an exasperated pessimist, absmbmd in the cultur
an - ahnormal“ zns;bnlizy ~—but pursumg, in reality, an entire
'dxﬂ'c*rent aim tmm Banvxuc and E‘:audelalre, thcy'rebclled agam
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the wings of Intuition.” <« Poets and thinkers,” he exclaims, in
another connection, “we hear the winds of mystery which pour
farth from the heart of phenomena, and we move towards Light,
To some this joy (of enthusiasm) will
come as an intuition of genius before the face of NE!{&IYC; they
Jet the simple and sumptuous law of Forms and eternal Emo-
tions sing in their work; to others all the resources of human
wisdom * * % will be necessary, and the latter, more particularly

towards life

the servants of the Evangel of harmonious relations and the laws
of Analogy, will give in vast syntheses, according to the strength
of their minds and their heart’s good faith, a melodious and
luminous explanation of the mysteries that are glorified in the
reality of Fiction,”?
M. Moréas by offering to the reader in his poems “a senti-
‘mental ideology”ss M. Gustave Kahn, rather more obscurely,
* by assigning to the * great subjects ” the office of ¢ celebrating the
. fundamental rites of Life and of the Intelligence ;¢ M. Mallarme
by wiving ‘to verse that © evocative art * par excellence,” the
ower of illuminating the “pure of ourselves borne by ourselves,
"alwayx rrzady to burst forth on occasion, but which in existence
utside of art never ateains to an adequate expression 5 M,
5hil by urging “the lyric and meditative poet ™ to extract
ldea whmh is alone important”’ from the ¢ ordinary thousand
vhmh n:, the Immorta is dmsemmattd to revise from
* of which he will compose
sion, thc rea[ and mgscesrwe byml\ol 2 Pall

03, %c as to thm questmn my essay
n ¢ Howmes et Livres.™
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M. Jules Lemaitre,! after having guoted the  oracular lines
of René Ghil, added, © But does it not seem fo you that we
light suspicion of these things already 77 Assuredly we
redty alio many acted as if they did not. - The sym-
d it
Poetry, for a long time, had entered into

have 2 &
re, but as
bolists retold
ry to retell it
: b the arts which copied, and with the sciences

an old truth, but the Parnassians had rend

néce:
competition wit
which analyzed exterior ¢
soul and withoot union with the soul. It busied itsel§ with paint-
vith the novel of manners, with

hings, such as they were outside of the

ing, with sculptare, with history, v
the physical and the philosophical.  Now it returned to the
expression of ideal cealities and of the interior life,  All nature,
all history, all life, were now enly occasions for the poet to shaw
his true being, its most peculiar and ity most invisible modifica-
tions, Al their images were but projections of the soul.

Souly everywhere Soull  But this decadent and symbolistic
soul; haw far removed was it from the old egs, the solid and
Which thrusts back the non-ege, and which the #in-
Cieo civcumnseribes. | Amalgamating the newest hypotheses - of
iologists with the pseudossciences of the supersensu-

| SquUATe €75,

certain physi ;
 Gus and with the reveries of dreamer and seer, mingling hypoo-
| Athy, spiritism, occultsm, and my%ticismr—symbg}hs‘m

tiymy te
ations between

- ransforms the traditional representation of the il
Rature and many it gives birch to . stranipe, intense, and awe
: ' senetrates the soul and the

spiririg perception. - The univers
diffused thoughout the unive
s the lipiit which sep

e correspondences naty
this arises o

Laiie and impossible 0
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where discontinuity, limit, or stop; nothing is distinct nor
remains fixed.  The world of the intellizence ahnd of the senses is
but the superficial level, the moving reflection of the i;;yi@;ﬁbfé
world, where life is.  There is no other realiey than the ideal
forms in which the soul bath attains to the essence of things and

‘realizes its own essences  both being otherwise unattainable.
This turn of the mind evidently obliged the symbolist poet to
describe nature in an entirely different way from his predeces-
GOS8,

For a century poety  bad tended towards making its
descriptions more and more truthful and local.  Vieror Hugo
and Théophile Gautier had passed from an imaginary landscape
to the landscape as they saw it; even in Lamartine the evolu-
tion had been made from the attenuated locality of the « Médi~
:t;xtiﬁns:” to the more carefully defined locality of “ Jocelyn.” The
Parnassian school had offered us a splendid collection of histor-
ical, ethnographical, and geographical paintings; every image was

a precise facy, and all proper accidents for characterizing time
and place were strongly accentuated.  In the. new poetry the
Aindefinite was the law. - No detail of the landscape might give it

: ¢ an extract from the
omplexity, a summing up of the multiplicity of the real;
was made ;

Tt is @ moment, sameu

up of the universal elements of nature and

: interiors and landseape took for subjects
ngs, and endc;‘x\ii‘r;‘d by exact pdrtr;‘yal
ct reality stand forth; to-day real
¢ to render sensible the

hatnter proposes to celebrate

Il the divine poem of . :
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ceive Touraine
mobile picture laid upon things |
de Régnier® is not the sea of Jersey or of Gascony; it is the Sea,
which is expressed an

or Tuscany,’ but the hour and the season, the
by eternal time, The sea of M.

the circuit of innumerable hillows, in
incomprehensible fuidity —the universal essence of the water,
The moment and the movement, this is what the symbolist
He shows life in things rather than the
He is the painter of the eternal continuity

And this is the frst period of the

painter translates.
things themselves,
through fleeting forms.
transformation in the poetical landscape.

Now comes the sccond,  The artist who expressed the indi-
vidual stability of things separated them from himself just in the
praportion that he distinguished them among themselves, The
poet who sees in the universe the continual unfolding of the cle-
mentary nature does not abstract himself from the universal life.

Ic penetrates his soul and is reflected in it.  He sees things in

himselfii—
< Debout, appuyé diune main
A quelgue pierre des temps anciens,.
e se;ﬁiéis cette vie en mal,
Ft que je créais tous cela—
La ville; le lac, les faites blanés—
Du grand regard de. mes vingt ans’

self into his feeling of them. « Have you not undersmod,”iaske
de Régnier of his readers, ¢ that these medallions that [
ot the frivolous play of my fantasy 27—

And thgé:‘ tBings are the poet ~khimst§lf. He throws his whale
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De Peay, du vent,

De la fo

et de la mer,
De toutes choses
En notre ehair,
It quils sont nous divinement 27 ¢
From th|§ comes x.:he'ﬂowing lightness, the hazy transparency
of the symbolist descriptions, in which things assume an ide:ﬂ
appearance, and have the air of things in a dream, impalpable
imponderable. k 3
A third period is soon passed over, If things are in us, are
ourselves, what need for the description to be objectively gozn—
plete and cousistent? The poet’s aim is not to construct the
aniverse. It matters little to him to illumine only incoherent
- fragments of exterior reality, if it is only in these f'r;gmcnts that
the life of his soul is passed.
 Here we lay hold upon the principle of the desultory character,
;he:‘ obscurity, the awkwardness, of certain descriptions in recent

poetry.

But also what expressive depth, what living vibrations will be
tlﬁin;the ;’Vreach of the landscape | Each picturesque note
causes the resonance of a sentimental harmony. - In perceiving
ife n }\ings the poet tells of the relation between his soul

. INSTANT.
1t Une étoile Heurit, pile dans le ciel bleu ;
De find, legire et v:xgmz} Ia nuit pleat.

ur le fién ¢, 1 bas, dans fa browe sereine

Un bateau longuement fuit pleurer sa siréne,

et vient dans Tn chambre 3 edte,
dlue et lu seeur de bonté,

e suis sans tegret, sang ennuf,
de plus, Clest la viel”
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This, at first, seems 1o be a Dutch picture, secluded and refined,
i ,g‘m}y lw}md chamber with a window ¢ opened on the deep cmmtr\,
s Rien de plus.” But the poet ad ids three words, ¢ Clest la vie
Haow much more profound does the impression then become!l  In
the feeting mement the aspect of eternity is found. The soul dur-
ing this moment has recognized the taste of life, the essential savor
that is zlways distilled for the soul from the limidess diversity of
experiences. Consequently the picture unites the two leucmi
notes of particularity and universality 5 it becomes symbolic, and
this is the last stage, in which description and sentiment blend
with each other in a unique and homogeneous form, Nature for
the Romanticists was a frame in which were sumptuously enclosed
the different attitudes of consclousness ; they set it up as a pic-
turesque decoration in which was played the drama of their pnz-
sion; and the more the decoration and the pﬂasmoxf (,ontr‘:te
the mare powerfully were both accentuated. b()}ilctxfnf:s w ex;a
ngphm description became representative of the interior thought,
¢ retaied its objective reality, and it was only after havig
stamy ped upan vs the intrinsic chm’xcter of thmgs, Ei:at th}e poe”t
in a commentary told us the ideal meaning.’ The | ama;;
sians, who did not allow themselves these commentaries, and cou

not prevent their personal feelings: from fleering through their
impersanal work, were setting out inyoluntarily towards symbolic

poetry.  Baudelaire turned tuward it knowingly; he gave the
 formula and the fzxam; le of a svmbohc mterpmtamon of nature :—

,»xment parfmb
L }mmmc ¥

,'La K;{&e

a mort da loup

T
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poctic composition.  Lven the poet’s vision becomes symbolical:
the forms of things are to him the hieroglyphics of the ideas, and
ideas have no longer the need of being formulated except
pictures,

< I3EJA, pour nos

n

gards Smerveilils, des platnes
Gisent dans Ja splendeur matinale o1 s joie,
Sous Je ciel tendre que la brume pile noie
De son rive 3 ot vers nous une ramenr 4 hia
Parmi <des branches monte, et "horizon dép

leines

i

A loin Timmensité vaporeuse des plaimes s
¥

Itis thus chat the symbolist expresses the standpoint of the
youth discovering with intoxication this new and magnificent life,
By integrating the idea in the picture, the symbol is ather than
_ aprocess of composition, It translates or produces an original
_ fashion of treating the inner life as poetic material.
_ From the time of Rousseau and of Ch hateaubriand, it has been
acknowledged that “the oo was the source of Tyrie poetry ; they
caused it to spring forth. by telling of themselves. The
Romanticists used all forms, poetry, drama, the novel, and
i which 6 confess themsclves and express their intimate
. Thus a eritic could speak of the lmmod(zsty and
wmal to (he madem ]y R nmmndesty in tell mgn the

Fhe Parnamam had r::prewed thw fmnaed os,tenn
wxll not xeli you my intoxication and my mis-
Lisle to the publxc o

1 P’Lé& mcm lV!‘C‘th Gﬁt Hon !\‘Af};
m vw Ates lmees,
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life’s confidence. The very ® NMéditations ™ of Lamartine are an
exact autobiography beside the \’V:i]t;’l}lx rlmr;actcrs that are glvf:n us
by Henri de Régnier, ’v’i:}lé—(-}rif}'n}W Verhaeren, and (nregh.
’fhe latter separate sentiment from iact,'gathwc:r up the ‘:.zrmonou
of their soul, while detaching this cmotxpn from the object and
the oecasion which have given it birth,  But as the concrfete an.d
the actual are necessary in order to realize mod’ci of sef\:s;-
bility, nature has lent her forms and phenomena. Ikhu;, ref,'m?lt
poeés tell of themselves through the woodsi the watt:r?, thuj:’m'm,
and the light. Through the subtle play“(\f harmome}T t le sy;:v»;
bolize their life in order not to relate it,  They te on)(\xlg
thev have felt of life without telling what haiﬁ made th)em' e ;t
scu/ Their poetry, consequently, coul'd e pure poetry u:;fh\(;
out being turned into oratorical or Phllﬂ'ﬁt’)phlcal dxscour‘se'd’\ b
problemsyof life were presented in \*11‘)r§txons of awe, n?'tnx‘nl ?crlni
stons, and the philosophy ofthe)pac.t,wnthout being ?phu;igru; y
ulated, is as though in dissollutlon in the waves whic

: of. his soul.

'fmj:t tzeb;:limit,niight have been thrau%ht that general cznﬁ:p«
tions would be wanting in the new art. I“bhc dacadamshan 5)\11;—{
bolists had somewhat the appearance of bcmg mcrelyﬂ the apa?acn

. Banville and of Baudelaire; they had the a’lr. of l;cmg m;ir;hé;
or copyists, proudly developing, in the. frenzied dance of ti

; 5 ir i s, all the
‘rhythr’ns' and in the foolish arabesques of their images, i
: , sl g 2 o % 0 "
abnormal perceptions or eccentric fantasies which rose 1 iy

it w ; L eSaatue”
brain, But Verlaine pointed out a pathway. f‘“Ixys, Sagesse
 the journal of 2 :penitensﬁlsoul; it is the crisis :of thhe
© the sinner, the song—one of the most beautiful that
. ‘both briised and joyfu fore the life whos ;
illur In the collection which follo ed

conversion of

| before the life whose mystery a
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dictions he only became more largely the rey
fous humanity, eternally tarn between God.

the flesh which refuses to obey,

444
presentative of relip.
who commands, and

So, with him, poetry, taking
once more the path of the “ Méditations and the « Conternpla-

tions ” was filled with metaphysical anguish; it returned to s

duty of expressing the absolute and the universal, or rather

individual dream of the absolute and the universal

It is necessary to be the old devil that Verlaine was in order

to find a new inspiration in the philosophy of the « petit cats-

chisme.” “The younger generation, who would not, or could not,
return to the old faith, would have been occasionally embarrassed
to invent a general conception of life. It is because the phil
ophies along with religion were departing,

its

s~
—humanitarianism,
deisni, Kantism, idealism, scientific materialism, the pessimism of
Schopenhauer j—all the great systems, which for a century have
 furnished an intellectual armature for poetry, had had their day,

not yet been replaced.

and
A more subtle philosophy, at once
tract and more scientific than the old, fond of precision
in love with life, was being elaborated. - Without a sys-
§ béing imposed, a tendency was taking shape among the

nee Chyatc::iubr'i'ayri)d had been of a sad cast;. Christians,
alists, énd materialists had vied with one another in crying
rainst the wounds, betravals, and wickedness of human life.
nte de -, Ackermann, and Richepin, pessimism
i To condemn God and curse nature
ural function ”kof;poétry‘, ‘The Christian illusion,
from souls long time soothed by immense
m a distaste for the mean and fleeting reali
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seemed foolish to feel a love for life.  Poetry was sull sad, but it
was no longer desperate, except among certain Belgians’ with an
imagination 00 deeply tinctured with Cathaolicism.  There was
a gentleness in its sadness ; an inclination was shown to accept
life just as it is, in its musery, in its fleeting character, in its
inacﬁievement; to love it because it is, and because nothing can
exist save in it and by it,—the universe, truth, beauty.

From the Christian point of view, which makes life appear
wicked by directing us to the beyond, to eternity, poetry returned
to the Greek point of view, which embraces life in all its naked-
ness,—rich in evil and in pood, and filled with this sweet and
clear charm of being.

With M. de Régnier, with Viélé-Griffin, the insufficiency of
the real is denounced with an affectionate assent. « Al
things are eternal and vain, ' says M. de Régnier, and he
loves them as they are, not as an Epicurean eager to enjoy, nor
like Vigny, that tender stoic, who believed he ought by his love
to compensate mortals for their unhappiness in being born to
die ; he loves them with their law, in their transition, which is a
perpetual beginning again of joy and beauty.

M. Gregh, enlightening the thought tendency of his contem-
poraries with his intellectual acuteness, has given his latest col-
lection of verse the title ¢ La Beauté de Vivre” < Life wounds
and deceives,” he says, and he knows it :—

¢« Et pourtant je ne maudis pas I'antique sort,

Vieux joug, doux d'étre usé, sous quoi nous nous couchans,
Ni les hommes, trop doulpureux pour étre bons,
Ni Dien méme, le seul vrai coupable, s'il est, L

Pourguoi?  Parce que tout, en me blessant, me plait
X % %

Etrangement, absurdement, infiniment
£t que, bon ou mauvais, n'importe, vivre est beau ! '3
Do not take this for a dilettante afirmation ; the poet does not
lose his interest in the objects of life. Suffering and acting—
(1) Rodenbach, Verhaeren.

 (2) Midailles & Argile (La trace), p. 50

(3)1514« Beaunté de Vivre, p. 8o.
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he accepts all—even his ignorance of what it all means. The
happiness of living can dispense with other happiness :—
£ Viyre est bor, vivie est beau, je le sens, je le crols,
Avrritre ennuis, chagring, regrets, tourments passés,
Mélaneolie immense et sang cause, ardeur triste :

Rien de cela n’est vrai, vien de tout cela n’existe,—

11 wlest rien de réel que la joie ici bas." ¢

In this new attitude of the poet, poetry changed its note en-
tirely.

II. ThHeE LANGUAGE AND STYLE.

In the evolution of the symbolists, the outlines of two oppo-
site tendencies were, at the beginning, apparently visible.  Some,
like Verlaine and Laforgue, who set at defiance the Academy and
the magisterial word of the Parnassians, and the literary cant
of the bourgeois, approached poetical style to the inorganic fuidity
of the spoken phrase, and gave free play in their poetry to all the
incorrect and undignified slang, all the jovial and coarse vocabu-
lary of the faubourgs and the taverns.  But the others, Mallarmé,?
René Ghil, and Péladan, who looked with scorn at Coppée and
Musset and despised the “langue omnibus de fait divers ™ in the
novels of M. Zola, desired to separate the language of art from
the rude spoken speech, and the msthetic word from the every-day

locution. The point of coincidence between these two doctrines

was the principle of the individuality of their style; the suppres-
sion of all stereotyped rules and traditions, the right of the artist
to break through mere convention and public opinion (Verlaine)

as through grammatical customs (Mallarmé) ; the liberty to com-

;Exf)se for himself in his own way the style which alone expresses
him, and expresses him exactly.

bid, p 168.‘ See Viéle-Griffin, La Legende de Wieland le forgerom,
eaning of which is identical,

) See the substantial and somewhat severe pages of Brunot, ¢ Histoire
ittérature frangaise, published under the direction of M. Petit de Julle-
L vl p.o7o1. M1

ion premidre, Fers et prose, p. 187.
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Hence away with all seruples | All vocabularies are good,—
those of the sciences, those of business, that of the street, the
most modern slang, and the most Gothic archaismy—the Latin, the
Greek, or English™ word. The poet will draw from all vocabu-
laries, and outside of these he will forge the word which gives

the dreamed of caress to his nerves,

These innovations were accepted more easily in the vocaby-
lary than in syntax, because the syntax of a language reflects the
century long habits of a people’s thought, the very structure of
its mind.

«¥War on rhetoric and peace to syntax,” cried that cautious

volutionist, - Victor Hugo. The symbolists have overturned
syntax. The place of the. adjective, the construction of the

verbs. use of moods, prepositions, and conjunctions the arder of
s s P 4 3

the words,—everything was turned upside down in the venerable
French grammar.  The result was, first of all, an inexpressible
rigmarole, over which it was easy to make merry.

The French ianﬁuag: was the language of the intelligence;
they wanted to make it the language of sentiment.  « T paint
and define;” to trace exact images and precise ideas; to order the

“images and ideas .mmrdmg to the real relations of nature ot the

. ouc,———thm was all the are of the Celassic
~writer. Ramandusts and the Parnassians had ¢ pdlﬂtt.d 7 rather
they had hardl\! encmachr:d upen- the intel- k'

abstract relamms of

than ©defined,” bu
Jectial and analytic
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striving in rivalry, not merely with nature, but with painting and
sculpture.  Poetry has neither color nor relief, nor three dﬁnem
sions, nor even two, nor one; it has only words, which are the
tokens and modifiers of the soul.  Consequenty it may not
imitate things 3 it invokes and suggests the impressions of things.

Thus, the poet will give preference to the sentimental rather
than to the picturesque vocabulary, even in creating a landscape.*
He will transpose all the words of the seul to the things; he will
substitute for their perceptible shape our affective relations to
them

¢ e son du cor s affige vers les bois

D une dowlenr on veut croire orpheline ¥
Tant il fait dowz par ce soir monotone

wvy

O se dorlste an paysage lent.

This procedure intimately mingles the soul with things; it
Hows nafurally in the ways of feeling that I have defined above.
Here is another rarer fashion, and, at first, most di%concerdng:
% Le vent bl doutremonts fait palpiter les frénes”’s The two
: 'V anretc and picturesque, but their allmncc destroys
: ‘(:bj“ectmty It is the analysis of the mind which divides
ities among objeets. The exprcgsion of the poet respects
: nthemml mtegrmv of sensation 3 he writes while placing

the céntre of a:‘omc;ou&nes‘&. ’

pi cruresque prec ision  departs . intellectual precision.

k the pe to show the inner life, not to explain

f. Mallarmé desired that the poet

he tcmpmtlon to cxplam himself 7% that
the work of words m,hxm-
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gives up the initiative to the words mobilized through the shock
of their inequalities.” This very arhitrary view presupposes
that the spontaneous association of words in minds be adequate
to the changeable relations of the deep life of the soul; it led
Mallarmé to the most unintelligible, and, at bottom, the least
suggestive writing that ever existed. For the rest, this subtle

and charming talker had not the creative gif

The greater part of the sym\m\istﬁ have retained, more or less,
that part of the intelligible which it is illogical to wish wholly
annulled, when one works on words, But they have tied to
replace the logical structure of the sentence by a purely affective
order.  They have placed in  the background, behind - veils
of mist, the definite and common meaning of words, and especially
do they utilize their unstable and vague values, these impressions
and associations which envelop the solid core of the definition,
these effects of physiognomy and of accent, which speak only to
che mind and to the heart. Throngh the relations of grammar

and of syntax, they no longer strive to translate the relations of

: idczii:,:bf judgments, and of reasoning, but all that desultoriness of
the cofxisting and all that subtlety of intercourse, which cedse-
essly, in the mysterious harmony of life, disconcert the logie of

the mind. Read these bewildering lines of Verlaine, front the

“ Crépuscule du soir mystique,”’ and you will find in them &

precision of sentiment which has nothing to do with intellectual

avenir avee le Crepusoule.

& I'ardent horizon
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This style would have made Voltaire roar with rage. And
his time he would have been wrong. But it is true that this

yay of using the language and syntax is the very opposite of the
way in which Voltaire used it

11T, Tur Verse.

The public would perhaps have become accustomed to not un-
derstanding; the unintelligible imposes respect. But they could not
endure being given in place of poetry lines in which n‘athimg was
to be found of that which serves to distinguish poetry from prose.
The symbuolists removed all the signs by which an educated French-
marn. might perceive that he was not reading prose, With some,
indeed, there was a tendency to the “enjambement,” the run-
nkfmg of one line over into another, thus breaking the verse as
Hugo would never have broken it. With them all, there was a
imultiplying of the hiatus ; the regular cesura falls in the middle
of a word or on a mute svllables the rhyme, now inexact, now
enfeebled, and often abolished, but in revenge reappearing in the
midklle of the verse; no alternation of masculine and feminine

hymes ; the masculine rhymes with the feminine, and the singu-
ith the plurals; isolated lines of eleven, thirteen, fourteen,
xteen syllables reappear suddenly here and there, with lines
ch ‘ca'nlm:)t’fhe reduced tyo,ca’ny number of syllables on account
¢ eaprice of the ¢ mutes, which are sometimes counted and

- annulled;}ﬁ'Undcr the names of polymorphous, liberated,
wve false verses, ¢ deliciously and intentionally
ay, or sophisticated prose paradoxically cut

erse, we |

¢, again, beneath the extr vagancies, and in the co
was fullowed the natural evolution of French
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ear hy the constant casura on the hemistich and by the strength
of the rhyme emphasized by a pause.  Thus the classic Alex-
andrine is solidly constructed on  two  principal rhythmical
accents that always coincide with the tonic accents on the sixth
and twelfth syllables, and are always strengthened by pauses
of the meaning, Within the hemistiches, secondary accents that

are purely intensive and without obligatory pause, and that are dis-
tributed according to the sense, lessen the monotonous oscille-
tion of the rhythm, without effacing the principal accents,

But it has not been sufficiently noticed in studies of French
versification that one of the most efficacious factors of poetical
rhythm is the relation which unites the line to the phrase.  Mal-
he}rbe founded this relation on the agreement of the meaning and
the rhythm, by the subordination of the sense to the rhythm.. |
meandto say that the rhythmical design determines the gram-
matical design, and marks the place of the principal punctus-
tions before hand. The meaning pauses at the casura, at the
thyme, and the phrase always finishes at the end of a lines
Thus the poetic phrase of the classics was distributed through

_quatrains and distiches ; each line, cach hemistich even, contain-
ing a distinct element of syntax, =~ Maynard, pushing this principle
~ to its logical conclusion, desired that cach line should be
& detached,” should offer a complete meaning ; and the ahaolum
~harmony of the phrase and of the line was realized.

the classic type of thc:fAlexandrin Fhm, m&rciy mtxoduced ih
re e

: jT\TmLher Chénier nor the Romanticists thcmsdvc‘: dc:suo\gu{‘
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design of the Romantic phrase is traced in the « quadrifl
the classic line, and it is the pecception of this (i
gives their savor to the Romantic rhythms.

age” of
iscord which

The classic line is found almost in its native purity among
the Parnassians; save in the lines of the drama or story, discords,
the displacing of the casura, and the running over of the I
rare, . Wiriting in distiches reappears.  The special

e are

survival
from the Romantic agitation is that the casura has ceased to be
a stop 3 it is an intensity, not a pause of the voice. The mean-

~ingisarrested only at the thyme; and since the inner accents of the
hemistiches often have a value equal to the middie accent, not
sustained by a pause, the line scems to glide along allof a piece,
hardly articulated by the casura, to the full and sonorous
thyme, ~ While in the classic verse, the fundamental element was
the hemistich, so, with the Parnassian school, rhythmical unity
_consisted in the verse being written out at a single throw,

_ The Parnassian verse sprang from the Romantic verse, but there

m;ghthavmssued from th]S $0methmg clse, Bv no Ioucrer consider-

At the same time thxt b)
ring the hxatm, he opened to. poetry unexplared mines
and of resonance; he despoiled the sixth and twelfth

A Al theix metrical distinctions. . He abaiithd the
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s Vaus suspendier aux hranches des guirlandes,

L entaur o un bassin winéré, cher aux naiades

Every vestige of classical rhythm has indeed disappeared ; the
accent miay be placed everywhere ; it need not be placed anywhere.
There is nothing fixed but the rhyme which comes at the end of
twelve syllables.

The rhyme, the only one of the traditional factors which
remaing, ought, it would seem, to gain in importance; but, on
the contrary, just the opposite has happened. Verlaine despises the
wrich™ rhyme, ® this half-penny _}ewd which rings hollow and
false under the Ale.” He ridicules the exact rhyme; he rhymes
feminine terminations with masculine; he makes much use of
assonance ; and he stifles the thyme both by a diminution of its
fullness and of its exactitude, and by the encroachment on the next
verse, which jugiles it away. In reality, the thyme loses noth-

ing; itis only its function that changes.
Rhyme had always been regarded as 2 signal the function of
 which was to mark the end of the line. Butisthe line forced to bear
external marks of its structure? is it necessary that the hearer
ghoxﬂdcxplain takh}mself how. the line is made ? With Verlaine,

o mare visible mechanism the rhythm is made to be fele, not

analyzed, by the public: Consequently, the thyme, dismissed from

its duty of automatical warning, will once more become a musical
~ notey whose recallings, mcdiﬁ‘catiohs, and degradations illustrate
- melodious desigﬁhf1h’:ot;gh'thécbnfused,richcs‘of the conéatenation

~ of sounds. - Symbolism, while seeming to weaken rhyme; removes
crom it all heaviness and _mionotony, endows it witha manifold

resonance that is delicate and light.
Rhyme no longer cuts a lines it
the rhythmical development. Neither pause not accent, nor eved

e, 2 er. |  sigmalizes the end of the line; the
Alexandrine has vanishe
the line or hemistichs

any longer necessa
individual distinctnes
hythmical unity

imerged in the continuity of
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ning over two lines. The meaning determines every unity, and
places the accents which give the line its music, So that while
pushing the Romantic discord to its limits, Verlaine, and after him
symbolism, reéstablished the harmony between the meaning and
the rhythm which existed among the classics,  But the rei&tion
has been reversed. Malherbe molded the sentence upon the
metre, and inserted the grammatical pauses at the pause of the
cadence ; the present poetry molds the rhythm on the phrase, and
articulates the line at the places where the meaning is held in
suspense.

The transformation of the Alexandrine has naturally been
‘ex‘rended to other verse, and to the strophe.  The classics, who
found it impracticable to realize small detached lines, grouped
them in twos, threes, or fours, between necessary: pauses.
f’l’:"c»r example, the strophe of ten lines was broken by a quatrain
“and two triplets.  But, as far as possible, the running over of the
line in each group was avoided; each line contained a distinct
:gm‘nmaticzxi element.  Neither the Romanticists nor the Parnas-
stiahﬁ have changed the structure of the strophe in-any very strik-
ing way,  Ideas and style aside, neicher the « Mages » nor “1bo
&xfo}ild have shocked Malherbe: Verlaine and the symbolists at first
hppreswdthe necessity for inner pauses in the strophe; later,
t?ley_abolished the distinction of the strophe as well as of the lines;
they ran them over and put them out of measure; they carried on
from one line into the next, from one strophe to another, in
hat the meanyi"ng and not the metre determined the
Tt was no longer the fixed structure of the
vidual moven&en\: of the phrase which pro-
\5 in the case of the Alexandrine, merely
of s {lables and the rhyme remained; 5o of the
emains only the aumber of lines and the distribu-

ch.  Bvery fixed form that imposed an
asteful to t,he,.,symbolists;, sa they strove to
o wender them unrecognizable.

the thyme:
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of the terza rema.  Others?® add a fifteenth line to the sonnet,

In the sume way, they forsook the common and familiar verse

for rare and unusual metres.  They cultivated uneven lines, w

which the ear was not accustomed ;? the lines of five and nine

syllables did not carry in themselves harmonies already made,

They tried lines of cleven and thirteen syllables, which appeared
like false Alexandrines. They braved the decrees of conserva-

tive theorists, who forbade, in the name of physiology, the

existence of lines longer than the Alexandrine, and invented long

lines of fourteen and sixteen syllables.

But it is difficult to prevent these long lines from seerning like

2 collection of shorter verses ; to prevent all these new and rare
lines of a precise nurnber of syllables from having the appearance
of being constructed with elements that have been always

utilized,~—with groups of three, four, five, or six syllables. Thus
“symbolism was to end forcibly in a ¢ vers-librisme,” in which all

fixed structure of stropbe or line should disappear.

. The classics had known a kind of free verse in which the
~ metrical diversity was liberated from the regalarity of the strophet

But these lines of every measure, whose succession was governed:
by no definite laws, were the positive types of French versificas

' 7: tion, from  the line of th {

: syllables to the Alexandrine. Lz

Fontaine, by his displacings of the cesura and runnings over of ‘
erse, joined the metrical unities dnd created a continued
hich the rhyme, now purely musical, served no longer

ce theend of the line.

This free verse, once more su
ot the free verse of th
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To tell the truth, there are five or six theories of free verse
among the sym]m}ist:;, and as many models. But from the indi-
vidual oppositions of construction and theory there has emerged
2 common and convergent effort towards the abolition of
the numerical relations in the line. No determined number of
lines makes the strophe, no determined number of syllables
makes the line, The poet causes the rhyme 1o appear at the end
of a group of words; he puts tozether by rthymes and asso-
nances, or merely by typographical disposition, many of these
groups of words, without troubling himself about the number of
syliables in the group that he calls a line, or the number of lines
in the «laisse,” which takes the place of the strophe. The
movement and the pauses of the meaning alone delineate to his
ear the line and the ¢ laisse.”
" There is nothing rash in constructing these undetermined
‘e ajsses Vy the Romanticists had already often preferred them
to, or mingled them in; with their strophes.  But free verse 1s
_traly the last step of the symbolist art. All the Jaws which
. based versification on mathematical relations have been succes-
"iély“~mjécted,——laws of periodicity of accents and pauscs, laws
" composition of strophes, and laws of the measuring of
Jes. A rhythmical K quadrillage” no longer determines the
ingement of the word, nor the movement of the soul which 1s
e in this arrangement.  There is no longer anything but
e, which is caused to be heard where one wishes, as
. wishes, and 'whén one wishes. -
e } - simply prose T The qxlgstiqn ¥

ot free verse
s not cufficient to aholish theo-
onies in order to prev ¢
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those in the long anes.  The free verse of the symbolists sing

where, by the accents and pauses, a succession appears, as
; i ) as
irregular as may be, of rhythmical elements of three, four, and
: < 4
six - syllables, that oppose and compose one another; and it
answers to the free verse of La Fontaine, just as the Alexandrine
of Verlaine answers to the Alexandrine of Racine.  Without
M. Kahn's being aware of it, number acts in his free verses, there
> yerses,
where they have power of verse: even in prose, there is no rhythm
without a numerical basis.
What the singing grace of the free verse (with M. de Régnier
o ¥ ¢ LS 0 . . ’
forexample, M. Verhaeren, or M. Viélé-Griflin) teaches us, is that
mathematics and life are two things.  Life is a perpetual approxi-
mation. Neither the exact formulas of science are strictly rea-
iujzfzd in nature, nor does poetry need to represent the precise rela-
dons of number. Certain relations that are inexact, but are
* i
nevertheless, perceived may, through their very inexactness, have
a real charm in their fleeting and vague design 1— .
o Magorbeille est pleing, prenez
La prappe lourde qui déborde et saigne,
Prenez fa poire molle, ou la chitaigne
. ,Epir\et}sc Gue cuira la cendre titde,
Prenez les fruits du verger clair
Bt les froitg dpres de la hije,
Goutez-en Uécarce et fa chair,
~ Blessure et plaie,

Saveur suerée, arbme amer,

FeooodgEL H

1 peine

oire 4 la fontaihe.”" ¢

. This exquisite couplet

. B o i : Up around ‘the,,nxxmbg
ight, and ten, with a certain :

-cision which has its grace,
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which results, from excess or default in some measure, through
the play of the ¢ mute.

For here, indeed, is the solution of this tersible question of
the ¢ mutg, over which such war bas raged. There are only
foreign ears for whom the ¢ mute is actually mute, and for
whom «Un Dieu qui nous aimant d"une amour infinie,” does
ot sound in any way different from « Un Dieu qui nous aimant
dran amour infini.”

That current pronunciation often annuls the resonance of
the ¢ mute is of no consequence at all, There is no need of
bringing forward through it the meladious qualities of words ; but
verse is, on the contrary, an instrument made to awaken all the
sleeping music of the language.

The ¢ mute is an important factor in the harmony of the line
exactly because it alters it. The ¢ mute introduces approxi-
_ mation in the numetical relation; by the feminine rhymes it
lengthens the Alexcandrine ; counted in the middle of the line, it

_shortens this. Te is never completely annulled, and it never
‘ a’t]t‘;\i‘né the strength of a resonant syllable ; it runs through 2 whole
cale of delicate shades.  Besides the sonorous syllables that are
accented ot not, it introduces a third ancertain and subtle value
nto the rhythm. Its tale in our versification is analogous to
that played in Tatin and Greek prosody by the substitution of
feet, which alters the pure metre and gives the line a living
movement. In certain places, one could well not count
s the Middle Ages did not count it at the
is would be ‘on the condition of not thinking it
counting it. And this alteration would be
would be nothing gained by it.
f‘urrﬁaﬁoﬁ"bf the technique of the ‘lihékhkérmuny' -
ctlce oF the symboliss. When art strove
verse assisted the clearncss of the | h
he condens=
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very evidently among the Parnassians, the verse has more color

than music. Among the symbolists the musical form becomes

the - principal means of poetic expression,  With them nearly
everything is subordinate to rhythm, whose free and original line
exactly portrays the unduladion of the sentimental life :—

o

o De la musique avant touts chos

Rien de plus cher gque
O Pindee
De la musique

chanson grise,

s an précis se joint *F X
encare ot toujours !
st la chiog

Qu'on sent qui fuit d'une dme en alled

Que tan ver envilée

Vers ¢ autres yeux et ' avtres amours Pt

This i¢ the poetic art of symbalism.  And, indeed, what can

a poetry do that wishes to Be neither body nor thought, but

~wmerely soul; that would contain neither picture of the universe

“nor knowledge of the mind, but the palpitation of life in the very

- Beart of the ege, what can it do, if not create music and music
kﬂ()ﬁ‘:‘

bx mbolism has reacted against the Parnassian school by draw-

mor near ggain to Romanticism 3 but the Parnassians have obliged
it to correct ananf:tcmm, - By oceasionally brutally opposing
itselfro the two great forms of the poetry of the nineteenth century,
it has eontinued these forms, thus realizing the vital condition of
rwalutmn} which is to rcmpxtu]ate the past that it a%p(reﬁ to

Sy mbol st ‘aq pmpared the instrument for the twexm—
i to cmme Ereat and worthy po‘

THE NEW POETRY IN FRANCE 3h¢
Certain principles of this versification have emerged all the
seronger for the trial; but some sacred and ancient rules were found
o be without a true wsthetical basis.  The exclusion of the
hiatus and the ass
with plurals, the alternation of masculine and feminine thymes,
with other chance customs, can no longer tyrannize over the

onance, the refusal to allow singalars to rhyme

artist,  Technigque is free; that is, technique is subjected only
to the idea; and the means employed o realize poetry will be
Jjudged only by their effects,

The symbol and the free line enrich art, but the symbol is not
the only form of poetry; and the free verse is the limit of the
verse, to which it sometimes extends, but where it will not be able

" to rest.  Neither the inspiration nor composition of Roman-
- ticist and of Parnassian art are abolished for the temperaments that
ure Romantic and Parnassian.  Beside the symbolist and mus-
al poetry, a picturesque and realist poetry, and another intellec-
and thoughtful, may exist, and all these may resolve them-
into manifold combinations. Already in recent collections
ca symbolism is more tempered.' - With M. de Régnier,
: _painter, who, now and then goes, hand in hand with
, with M. Gregh, man of anaiyms and philosophy;
H«zome rescmblancc to Sully Prudhomme, the new
adl v opens up to the world of the body and the intel-
ﬂd- sensarmn h extcnorued even to the object;

s in the nguagrz and in the line will be eh: from
eegemng of the condltmm of art and of poetn
al sense, an over-excitement of the mean-

Q

| pass it by only at their

e porzts who will wjemt txe meol - .



