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ABSTRACT,

» A \\
The notion of "decadence" has been reduced to clichés -
since its emergence in mid-19th centurz France. The, purpose

of this study is first to show the emergence of the word

"decadgnce;" second to consider its migrations across e

national boundaries, and finally to look at some of thé

°

Thése processes in
S .

- . e

turn are linked to a concept inflation, ﬁor the term

any variants, interpretations

The thesi

and deﬁinition : intends to demystify the multi-

f the concept "decadence" while re-

plicity applications |

l#luating its vario é/contents according to their socio- E
historic;% presupég;jtions. The Saussurian structure of :
signifier and Signified is used to explain this cultural !
phenomenon{/.However,lthis thesis deals not only with

several authors' interpretations of "decadence," but also

wigh’certain critical attempts to define these interpreta-

s
’

tions. \
Ve

A

By exploring The Picture of Dorian Gray by Oscar Wilde,
) - ,

André Gide's Paludes, as well as Max Brod's "Indifferentismus

(' in his novel SchloB Nornepygge, the thesis examines three
- ~ d »

Sy




tending to furnish a're-definition,
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Le but de cette &tude est de montrer tout d'abof! 1'émer-

e

\ . ‘ iv

’, F N
.* RESUME % .

' v
a

®

Dé&s son apparition en France au mi&ieu du 19% si&cle, —
\ ! e

. 1

la notion de "déca@ence" a été repoussée au stage de cliché.

gence du mot "d&cadence", de ‘porter une attention particu-.’

a

lidre sur son cheminement par deld les fronti&res nationales

et, enfin, de stigmatiser quelques transformations du dis-

cours se rapportant a4 la "décadence". Parallé&lement, la
thd@se  examine,K les processus menant 3 l'institutionalisation .

1 B N 4
de la terminologie. Les processus sont, dans leur concept,

-~

reliés & une inflation, car le terme "d&cadence" est associé
4 ®
y ‘ |
d plusieurs variadntes, interprétations et définitions.
L'intention de cette thé@se est de démystifier la multiplicité

N 2 1 )
d'emploi du concept "d&cadence" tout en réévaluant ses diffé-
-

rents contenus selon leur pré&suppositions socio-historiques.

"La structure saussurienne du signifiant et du signifié est

utilisée pour expliquer c& phénom&ne culturel. Cependant,

cétte thése ne traite pas seulement des multiples interpré-

\
- 1
tations des auteurs du terme "décadence", mais é&galement de

certaines tentatives critiques pour définir-.ces interprétations.

t
A |

En analysant l'ouvrage a'Oscar Wilde, The Picture of

Donianﬁﬁraz, Paludes d'André Gide, ainsi que 1'"Indifferentismus"

P e A T TR A T Y

de Max Brod dans son roman SchloB Nornepygge, cette thése”
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cherche & montrer des exemples de variantes'littéraires et

esthétiques particulidres de ce!/genre de "décadence".

Cette- étude analyse la structure du processus qui est impli-

que l'é&valuation critique de cette notion sans

' la redéfinir.
| .

i

qué dans le développement de la notion de’ "décadence" ainsi

préppndre de

-~
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INTRODUCTION i ) ‘ )
Terminologicai inflation is én increasing problem in
modern criticism. Words or terms are continuously invented
to suit individual ideas; they are transformed by appligation
to other.materialjﬁénd often are entered as neologisms into
dictionafies; and a process of the iﬁstitﬁtionalization of

terminology has taken place. This is a process which needs

-

to\be demystified with speg¢ial attention to the lack of con-
ceptual precisién in particular discourses.:

The discourse surrounding "decadence” is a typical
eiample of such’a process of inétitutionqliéaﬁion. This
concept 1s assoclated with an immense ﬁumber of variants and
clichés; thus the original meaning of "decadence" is hidden
by labeis. However, a growing interest in this cultural
phgpomepon and its connotations hasvproduced, especially in
recent years, an aséonishing number of re-editions and new
publicationst But instead of clarifying the concept, the
attempts in most cases continue to mystify the meaning or
rather the meanings of "decadence."

Thié thesis tries to analyse the strugture of the process
involved in\$he development of the notion "decadence" and
its crit}cal aﬁﬁ;aisal without pretending to furnish a re-

definition. The first chapter examines - the etymological
) ’

»
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emergence of the term "decadence" and its 19th century-.inter-
pretations. Chaptef two looks at various transformations .
and‘f?&ﬁ@g”migratiog;’of "decadence" across France, England
and the German speaking n;tions: Specific examples from
Oscar Wilde, André Gide and Max Brod eluéidategsome artistic
applications of the term (chapter three to five). Finally,
I shall set the practice of the q;eative artist and his
interpretations of "decadence" against the practiq? of the
critic, who uses the institutionalized terminology either
without questioning it, or tries for better or for worse to

\ N
introduce a new definition (chapter six). What must be
examined, above all, are the individual socio—historiéal
-contexts which determine the meaning of each inté?pretation
of the notion "decadence." The differences in point of view
must always be*recognized: the analyses- of "Jecadence"” by
19th century contemporaries belong to a real@ different A
from the point of view of mosﬁ critical perspectives ‘and of
this thesis,

If one looks at the emergence of "dé&cadence" as a cul-
tural movement in "fiane siécle" France, two aspects are
characteristic: First, it is interesting to note that the
popularization of the word "dé&cadence" and its immediate
variants’can be attributed to a marginal gréup of\journalists
and newly emerging’poets, as in the case of Ana;ole Baju, who
launched a terminology in order to syn;hesize something that

was happening around them in society. Slightly less marginal

e
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were the groups of journalists and intellectuals who intro-

/Iduced the notion of "dé&cadence" in England and the Ge;man-
sgeaking natiéns. Yet the basic pattern remained the same.
The fundamental set of traits and labels of the "fin de

1si8cle" meaning of "d&cadence" was established by less im~

b
3

_ portant writers. : co | ‘ -

Secondly, the more importagt implications of "decadence"

are crystallised by the influential interpietétions and appli- °
cations of creative artists. The traits set out by Anatole

faju in his articles, for example, become insignificant when
- pgt beside the works of André Gide, wheré "décadence" t;kes
on substantial meaningd. Similarly; "decadence” is used in

a.more syﬁbolical sense by Oscar Wilde than by his journalis-

tic contemporaries, and the samé applies to Max Brod.\ It is
through the exceptional artist that the sy&bolic %ésence‘of

| N

: [ q )
the notion "decadence" emerges.

G 4

Witg regard t? these criteria, the critic can trace in-
e herent transformations of the notion and explain migrations
within the particular-socio—ﬁistorical context. However,
in a contempqrary énalysis of the "fin ae siécle" period,
o the modern critic should avoid repeating both invented
v variants of the term "decadence," and controversial 19th’
- 7 céntury applications of it. One has tq’be prudent in gne's
use pf "decadence," 'i.e. one must be aware of the metalanguage

' that is involved in the terminology, as well as in one's own

9(m)- ' - socio-historical standpoint. Hence; I do'ngt attempt merely
Y




to demystify-t@e notion of "decadence" but also to clarify

t s

4
the critical protess it has brought about. I should like

to draw attention to the structures behind the emergence of

this cultural phenomenon and then examine its historical

4 Iy i : ¥ X . ) M » ‘
and .contempbyary interpretations respectively.
'e ' ! '

»8,4 . . N b
I do notfintend to create the impression that "decadence"

was the major movement in Europe of the "fin de si&cle." Un- .

doubtedly, the importance of "d&cadence" in France surpassed

its European followers. Also the aesthetic principles that

%

dominated *the notion in~France varied from those in England,

Germany or Austria. However ~outside the French circles it

became more apparent that this cujtural movement represented

a marginal group of artists and intellectuals who wanted to

be distinguished form either natufalists, realists, im-

\

. pressionists, symbolists or from new-romanticists, and ex-— ;

pressionists.

Neberthelggs,‘in France, too, artists out-grew and
questioned the contents of the notion even while it was
most popular.. André Gide 1is an example of this trend in
his work Paludes. Although this narrative still belonés to,
the genre of "decadent" gextg, it is more an ironic study

of them than a serious contribution to the ideology. Des-

pite the fact that Gide's earlier work con§tituted an

'Y . , q

aesthetic giuest.and adhered to the concept of 1l'art pour
)

"1l'art, I chose the short novel Paludes in order to illustrate

the impact of ."decadent " ipfluences and their possible
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dividual terminology to the already large variety of forms

" of “decadénce," he is of specific interest. Brod developed

Lconsequenceé on‘young artists like him. For the majority
of the authors of%"decadenﬁ" literature this movehent was
but a youthful phase--with,exceptions\like Osc%r Wilde or
later symbolisﬁs--which they would abandon in time.‘ Gide,
however; dfs;anced himseif ﬁ;om the movement while it was |
still at its heigﬁt, which makes him an interesting case-- 1
gtudy. |

Different in that respect is my choice of the English
literary fepresentative and his narrative, both of which

stand for the epitome of "decadence"” in ﬁngland:} Oscar

[
Wilde and The Picture of Dorian Gray. The au@pér as well

as his' work incarnate "decadent” aestheticism and the doc-
trine of art for art's sake. The fascination with :Oscar

Jﬂilde, of course, is due to the circumstances of his life,
iy : \

since he not only'wroée about his form of "decadence" but

lived and embodied it as well.

i

' With Max Brod and his novel Schlop Nornepygge I wish-

to introduce a very particular interpretation of the notion

of "decadéence," which should, however, not be mistaken for

a typical form of "decadence" in Germany. It is‘?jther an
example of a migration of the notion to the boundaries of
German language territories, Prague belonging to the Austrian

Empire at the time. But, since Max Brod contributed his in-

the term "Indifferentismus," the meaning oflwhich he

~N
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exemplified in. two collbctiehs of novellas, Tod den Toten

. B

ﬁand Experimente in addition to the novel mentioned above.

3

°

Chapter five provides examples of all three-works so that

the philosophical span of "indifferentism" might become ‘

.clear. I also hope to revive the interest in this author

who has unfortunately been very neglected if not ignored by
editors and critics, aﬁd\who seems te be known for the mest
part as the editor of Kafﬁé’s works.- fhat‘he‘published
eighty-two books himself is a little known fact.

~Consequently, considering that the. term "decadence"

S

. adapted itself to each distinct "Zeitgeist," I believe that
. | .

<

the various bongeptstserve as paradigms of communicability "
as models by which ;Lecific individuais identified them=-
selves and their time. 1In oxder to clarify this development
I apply the-Sauesurian concepts of signifier and signified,

the signifier representlfg the term "decadence" and the .

-
51gn1fled the numerous variants, concepts, labe;é clichés

4
of "decadence" as well as its critical lnterpretatibns within

their methodological framework. Using these Saussurian tools
fac111tates a differentiation of the confusing termlnologlcal
mlxture and it clarifies the cultural phenomenon with its
multiplicity of often incompatible variations w1thout re-
ducing the essential meaning of the notion "decadence. " fet,
this structure should not be eohfused with a new definition

of "decadence." 1In that resbect the oppositional scheme

of the final chapte}Lpf this work depicts symptomatic
- P

.
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'interrelationships between artistic concepts enﬂ{critical

;

transformations or attempts at re-definition. . It does not .

represent a new version. I wish to re-evaluate the notion
! . ) T . '
of "decadence" as an entity,insteéd of concentrating on

&

only one of 1ts aspects.

To conclude, I shoufd like to express my hépe that the
re-evaluatlon of the notion of "decadence" in the present
thesis, although by no means exhaustive, can be useful to’

&

the reader interested in this field of research. o

A s ~ ©
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- CHAPTER 1

An astbﬂishing interest in the art’aﬂd literatufg of

the "fin de siééle“ or "Jahrhundertwende" has dominated the
book~ as well as the antiques market in recent years. An;
tigque shops filled their windows with Jugendstil ox Art Nou-
veau'vases, Wilhelmenian Pickel-hats, medals or even washing
basins. &ugendstil calendarg adorn a good ci;izen's living-‘
room wall and the acquisition of étained—glass Art Nouveau
lamps has become almost a "must." At the same tiﬁe the
- number of publications on the phenomena encompassing the
""fin de si8cle" period in history has increased. Not only
are there many new editions of forgotten authors but also a
'vast émount of critical matériai, which, on the one hand,
attempts to analyze this very phenomenon or, 6n the other,
deals directly with the neglected literature. "Garten-

»

laubenliteratur" is/fgg/;hit“ in Germanyzlfor example.
English and Ereﬁch:stories and poeﬁs of the 1890s are
« published, anthologies of drama, prose, lyric poeéry and \°
art,” are compiled in a v;;iety of ﬁuropeaﬂ c&untries.
- “Cfgtiqs have beéomé interested again in Oscar Wilde, Hugo
von Hofmannsthal, Joris-Karl Huysmaﬁs or A'Aqnunzio.} Nos-
talgia is "3 la mode" and so are terms éuchﬁas "l'art pour .
l'art," "aetheticism%ﬂj"fif/fg/ggée%eT“’ﬁArt Nouveau," "dé&-
| cadence," "symbolism,"“iﬁp essio;ism" or "new romanticism."

£
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Richard Gilman tells of his experiences with the word

. L ’ : e
"decadence" in his 1979 publicaEigEEi,#,,//.M%f'“f""’

. I Satnintbe .

e're very decadent, you know,'

)

a bored-iooking
young man tells a reporter at a discoth&que., 'But
if we weren't decadent, we'd be something else.'
'Decadence rules.:' a rock singer announces. 'It's
so' lovely, so unlimited, so natural.' A review of
a book on the Rolling Stones speaks of the 'iyrical
* decadence' of one of their tours. A talk-show
host thinks Playboy and Hugh Hefner decadent butll
adds ‘that theirs is- a 'benevolent' kind. On a
more complex level a critic says of a novelist N
that his 'dse of decadence' is skillful and
absorbing. ! |
In search for an explanation of-this sudden nostalgia,.

\

Marianne Keséing believes: )

A . « . diese Nostalgie scheint einer Skeps;s
gegenueper der techniséhindustriellen Gesel{gchaft
entsprungen, deren Fortschrittlichkeit sichtgar
mit udwiderbringlichen Lebens~ und Umweltverlusten
'gekoppelt ist und selbst das sonst weialich kri=-
tisierte Gestern noch liebenswuerdiger und
bégehrenswerfer erscheinen laesst als«da§ atomare
Morgen.

Scepticism towards modern societyEis certainly a leading

factor in today's revival of the ﬂfiﬁ de siécle." The dangers

%
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immanent in this concentration on the "liebenswuerdige

Gestern" become particularly evidénf in the massive scholar-
ly fascination that has grown up around "decadence." Roger
Bauer calls it "une vogue aussi &tonnante qu'inguiétante."
And he continues with Ehe following warning:
Le vif inté&rét encore porté de nos jours au XIX®
sieele finissant (d'innombrables colloques et pu-
blieations en.font foii prauwve incontestablement
que cette a%tiranée, eigne d'une secréte sympathie
ou complicité, n'a point encore cessé de jouer,
' et la natve simpl}cité avec laquelle on croit

pouvoir devoir prendre 3 la lettre leF formules

en question cache et recouvre d'étranges sollici~
3

"
i

tations.

In other words, what becomes apparent.in many of the critical

¢

endeavours is the lack of conceptual clarity in view of the

vast terminological accumulation available. The dilemma of

the critic is evident in the over-usage of terminology,

:

such as the word "decadence," without a clear definition and

by
b

contextual framework. Thus what have become "a la mode"

\

are not only P rcelai?e'washiqg basins!|with pink rose

patterns, but also a process of word migration. The modern

reader is confronted w1th a termlnologlcal inflation, 1i. e.

¢ @ ., p——

word lnventlon andatransformatlon for individual purposes.

\'r‘

‘By thls I mean a process of conceptual application of the

,aa\

term "decadence," for example, on subjects of dlfferent

7 . ¢
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natures, which is justified by its prior institutiohélizau.\

tion. As a result the word "decadence" is suitable for

i

pot-bellies as well as for Rimbaud across national bounda-
~ ‘;d *
ries. -At the same time the narrational grammar of each in-

dividual applicant demands a shift of. the previohsly~iﬁsti-
tutionalized definition and its context, fo£ each re%bcéﬁr-
rence of the térm in ques;ion implies a transformation of
the etymologiéally'original intention.

In that context I wouiﬂ like-to poncenfréte here on
the word "decadence," which seems to bé a érime example of

L

this process. By studying the phenomenon of "decadence" I

‘shall attempt to describe "une affection de l'imaginaire

collectif" and I shall try at the same time’ not to become
victim of "cette autre maladiﬁ dé l'esprit contemporain:

l'exc@s de confiance en l'histoire." I hope to clarify som?

.

of the rules of the coﬁmunicatability of a particular term
and the inherent ideological processes. The main concern

here will be the emergence and the difﬁusion of a notion,

v

not a re-definition.

<

ciated with a-coup%% of typical clichés: first, the de-

The word "decadence" is often asso-

cline of the Roman Empire, and second, the flourishing yet
perverted Second Empire in France. ' "Decadence" means fat
and drunken Romans, absorbed in orgies with voluptuous long-

haired women; the archetypal syndrome of the Roman decline.

o

‘The Empire finally'spccumbed to its decadence and collapsed

in the year 410. ' The second image is the 19th century

i




" ing to Edith Hartnett "died atrociously, of a disease that - 3

‘According to the same critic Huysmans died on May 12, 1907,

. believes that Huysmaris lived until 1908 and suffered of can-

. The American Heritage Dictionary of 1970: decadence is,

- L. N - N e e et it b il o gt

(o

French dandy-aesthete who is twirling his gold-headed cane

as he leérs‘over his absinthe at a still voluptuous woman

strélling down the boulevard. nbenerally, these creatures,

. [}
also succumb to their decadence and die ugly and alienated

deaths such as Joris-Karl Huysmans, for example, who accord-

caused the loyer half of his face éo putref& aﬁd\fall away
in chunks. His eye§ became so horribly infectea that his
lids had to be sewn shtit.“S Geoxge Ross Rnge dwells on
the weather condigidns that accompanied Huysmans' funeral:

"A light rain fell as he was lowered to his eternal rest.“6

of cancer of the mouth and jaw, whereas Hans Jilrgen Greif

cer of the larynx.’ ihis‘variety of associations with the - |
S ‘ i,

term "decadence" lnev1tably leads to confu51on and to ques- )

tioning of its meanings. Therefore I shall pretend here

for the moment not to know anything' about the word "deca-

dence" and consult a number bf dictionaries in the hope

that 1gnorance might ‘turn into knowledge. ' . J ]

Belng on the North American continent I shall consult
l

"a process, qondi;idn, or period of deterioration; decay

(Vulgar tétin: decadere, to décay), decadent adj.-~
o -

éecadently adv."8 Thus "decadence" comes from Latin, but

what exactly is deteriorating is left to the reader's

) »
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3 , * ‘ I
imagination. A more expanded edition, of the same dictiona-
ry elaborates on the definition as well as on the etymology;
decadence could also be called decadency and it is a dete-
rioration "as in morals or art; . . . (0ld French, from

Medieval Latin dé&cadentia, from Vulgér Latin decadere . . .).

. The rotten morals and art, however, are specified under the

adjective "decadent 1. A person in a condition or process

of mental or moral decay. 2. A member of a group of French

:and English writers of the 19th century, who often sought

+

inspiration in the morbid, neurotic, or macabre and tended

-

toward overrefinement of style." As a result one learns that
there existed "decadent" writers, but who they were remains

unclear.

Webster's Third New International“Dictionary of the

English Language, 1961, further confuses by adding to "deca-

dence,f “decadency“ and "deéadent," the term "decadentism."
All thaé‘is given herg, howé&er, is that the word's dfigin
is French: dé&cadentisme. Under "decadeﬁﬁ“ Webster's 1966
e#ition says for example,‘ "one chargctérized by or exhibit-

ing the qualities of those who are degenerating to a lower

"type or of an age that is on the decline. 2: one of a

group of late 19th cgntury Krench and English writers whoser
subjects often tended toward the artificial and abnormal

and whose §tyle was marked especially by gefinement and
subtlety." So far degeneration and artiffciality are main

criteria of the definition of "decadence."

.
-t
Ly

v
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Larousse du ixe sidcle, 1929, gives a rather thorough

description of the word ana its variants, however no etymo-
logy; '"Débadence: . . ﬁpat de ce quivtombe, tend 3 sa
ruine; commencement de dégradation,lﬁe deséruction;" this
introductory definition is followed by examples, synonyms,
antonyms, and an encyclopgﬂic entry in the socio-historical

context. A special paragraph is dedicated to "dé&cadence et

chute de 1'Empire romain, par Gibbon." Only under "déca- .

dent," however, does Larousse specify “décadence des moeurs,

!
des lettres, des arts." The definition says: "c'est dit,

¢

e
d la fin du XIX siécle, d'artistes ou littérateurs qui se

’

plaisaient daﬁs les extrémes raffinements du symbolisme,
par réaction contre la raideur de; Parnassiens.”™ Without
further specifying what is meant here by "Parnassiens,"
the encyclopedic entry continues: "Le térme de décadent

fut, dit-on, suggéré par l'amusant volume de parodies: les

Dé&liguescences d'Adoré Floupelte (1885), oeuvre de G.

Vicaire et H. Beauclair. Lanc& par la critigue contre les

symbolistes, il fut adopté par eux et approuvé par

Veflaine . . . Anatole Baju fonda la revue le-.Décadent qui

parut de 1886 3 1889 (31 numéros), 3 laquelle collabor&rent
Vérlaine, Mauricé du Ples;ys, Egnegk Rayn;gd, Jean Lorrain,
Laurent Tailhade. Le groupe des Décadents se ré&clamait de

Baudelﬁire, Barbey d'Aurevilly, Villiers de 1l'Isle-Adam,

Stéphane Mallarm&, Tristan Corbidre. Mals le 'dEcadisme'

4
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comme doctrine ne subsista gudre, et se fondit dans le
mouvement plus vaste du symbolisme." Thus qﬁite a number
of French authors during the 1880s were "decadent," had a
doctrine, a journal and were one group that did not last
long., It is inferesting to note that Larousse does not
mention J:sK. Huysmans or Georges Rodenbach. On the other
hand the dictionary augments the vocabulary by the words
"décadentismé,“ "décadisgs," "décagiste" and "déqadentiste,"
the first one being the qgality of being decadent, the
second a synonym of the first, and the last two describing

the members of the decadent "school."

The Grand Larousse de la langue frangaise, 1972, shows

an entirely different picture. Thejword “décadence“
receives an etymological explanatlon and three definitions
with examples in the soc1g—hlstorical context, which in-
cludes 1n§v1tably "les derniers SLécles de l1l'Empire romain."
However, even the adjectiv% "décadent"™ is described in a
linguistic frame-work: "de décadence; 1516, G. Michel de
Tours, daﬁs saison dééadente,”vieillesse (pour un homme) ;
1546, Rabelais, au sens de "affaibli, décrépit"; sens 1,

25 aolit 1874, Journ. officiel; sens 2, 1890, Dict. général.
1.) . . . 2.) se dit d'une forme d'art qgui est le signe
d'un déclin de la civilisation: Po&sie décadente." Sub-

category: '"membre d'une &cole littéraire et philosophigque

de la fin du XIX® s." There is no mention of names,

5
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contextual particularities or other countries. .

Let me.shift to dictionaries in the German language.

In Deutsches Woerterbuch by Jacop und Wilhelm Grimm, 1860

(£irst edition; no earlier German dictionary available),
"Dekadenz" is not listed. The Duden of 1976 lists "deka-

dent" and "Dekadenz", the first being explained as "franz.
décadent: infolge kultureller Ueberfeiherung entartet;

kulturell im Verfall begiiffen“ with examplés from Ceram '
and Remarque; the §econé entry says: " (franz. d€cadence

mlat. decadeﬂ%ia, zu lat. de=von, weg und gadere:fallen,

sinken) Kultureller Niedergang mit typischen Entaftungﬁ—
erscheihungen in den Lebensgewohnheiten und Lebens- .
ansprﬁecheﬁ; Verfall,/Entartung." The éictionary does

not éo beybnd cultural deterioration and degeneration.

The literary form of "décadence" is not even touched upon.

Der grosse Herder, 19533, presents a more encompassing .

definition: "Dekadenz, die (vom franz. décadence=Verfall, .
Niedergang), Zustand erschoepfter Fultur, bz. fder die Lit.
des ,ausgehenden 19. Jh. (Fin de siécle), durch die
Missqchtung herkoemmlicher Sitten und Gebraeuche, von
| B
Nietzgche als europ. Kulturerscheinung erkannt. \Ein
radikales L'art pour l'art, das sich in der gesamtem Kunst
in nérvéeser, kgenstl. ueberreizter,°krankhaft mueder,
das Sinnliche uebérbetonter Gestaltung aeussert (Natu-

ralismus, Impressionismﬁs). Schriftsteller; Oscar Wilde,

- ‘ N
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‘ Lautrec,

by a variety of examples; under entry b) we find’ the

P. Verlalne, H. Bank A. Schnltzler. Malerei:

Fr. Rops.“ Here the etymology is 1imited to

French derlvatlon, tg\\Bultural condition is not rotten but
just tired, and the reader must know what "fin de siécle,"

"l'art pour l'art," "Naturalismus" and "Impressionismus"

However, the teérm is seen in a wider context, and
NEVE :

mean.
for the first time up to now, authors from England,‘France,~

be

Germany and Austria afe mentioned. Should "decadence"
found outside Franc% and the Roman Empire after all?
The lastldictionary to be consulted here is, of course,

the Oxford English Dictionary. The etymology edition of

t
19é§ defines decadence as. a "state of decay. XVI. - F

décadence - med. L. decadentia, f£. decaderq - degay. So

decadent XIX.F décadent (used spec. 1884 by Maurice Barrés
another

to designate a' French movement)." Another name,

date to identify the same term. (For the Dutch Ernst

* Klein in his Comprehensive Etymological Dictionary of the

\

English Language, lQG@, "Je

it is rather Verlaine's verse
suis l'empire &3 1la fin de la décadence" which marks the

point).

a thérough etymological entry of "decadence": [/ "the process
\ \

of falling away or declining (from a prlor stasg of ex-

cellence, v1tallty, prosperity, etc.); decay; imp

deteriorated condition." The defiM¥tions are illustrated

R

- o

H. Toulouse—

ke

- In 1933, the Oxford English Dictionary adds after -

fred or
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reference éhat the ter@ is specifically “appiied to a
particular pefiod of declinelin art, lit. etc.”™ The "etc."
is further elaborated'under,“Decadeﬂt" point 2): "“Said of
a French school which. affects to belong to an age of -
decadence in,lite;ature and art." No time precision, no
authifi/and artists mentioned, n6 European context, and the
examples of the whole entry all date between 1500 and 1890.

However fhe vocabulary is again enriched. by two words:

"Decadency" can also be used as "decaydency," and “deca-

descent" _indicates a tendency to or beginning of decay.

v . » "G - )
The following variety of words emerges: In French: d4éca-

dence, décaﬁent, décadéntisme, décadisme, décadiste, déca-
denkiste. In English: decadence, decadency, decaydency,
decadent, decadently, decadeﬁtism, decadescgnt, and--
decadentistic (the latter word, however, does not seem to
exiqﬁ‘in any dictiongry so far consﬁltéd;‘it is used by the
Italian ph;iosopher Norbe££o ‘Bobﬁio).9 Surprisingly
enough, the German list .is very short; it is limited to

thé noun "Dekadenz" and;its derivative "dekadent."

Tw8® further genres of feference material shall quickly
be glance% at: the encyclopaedia and thg dictionary of
literary terms. Géngrally séeaking, an encyclopaedia
gives a much more exéen@ed account of the term listed

¢ : he * . ‘
than ordinary &%ctibnaries, provided that the term is
A \ .

1isted./ The Enézclopaedia Britannica of 1910, for example;

1 ° J
i s 9

ety




does not mention "deggdence,“ however, it contains a iong
entry for “dandy,"iunqer which the whole British history
of the word is summarized with specif%c reference to the
"dandyism":of Beau Brummel. No connection to "“decadence"

A
is made and, interestingly, the Encyclopaedia says that

“after 1825 ‘'dandy' lost its invidious meaning, and came
to bé applied generally to those who were neat in dress
rather than to those gg{lty of effeminacy." No reference

to Oscar Wildé is made. The Encyclopaedia Britannica of

1973 lists neither "decadence" nor "dandy," but the New

Encyclopaedia Britannica: of 1974 has an entry for "Deca-

dents" (plurLl of noun "decadent"): ‘“poets of the end of
the 19th cent., incl. the French Symbolist poets in parti-

cular and their contemporaries in Engl., the later genera-

tion of the Aesthetic movement; both groups aséired to set
’ : ® . \
literaturg and art free from the claims of life, and in

'L L
both, 'the freedom of some members' morals helped toJjenlarge

the connotation of the_tifg .+ . /which/ is almost equi-
valeng to fin de sigécle."™ As to France, Verlaine is men-

tioned in connection with Gabriel Vicaire and Henri

Beauclair, Baju's journal, Beaudelaire's influence, and the

-dbntributions of Rimbaud, Mallarmé, Corbié&re, as well as
Huysm@ns.° In the 1ast paragraph, 1t 1s mentioned that
England also had quite an eéextended movement. InldeItlon

ito Oscar Wilde, the encyclopaedla refers to Arthur Symons,
r '

'

% ,
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Ernest Dowson, Lionel Johnson and the Yellow Book.

"Decadence” in Germany or Italy is not inclu@ed; The

Encyclopedia Americana of 1979'has\an entry for the same
plural noun and attempts to rendér a socio;historical in~
terpretation. It says, "the hame Zaécadenté7 . . . was
adopted defiantly (my underlining) by a group of F;ench
writers in éhé 1886'5 to assert their scorn for the mate-
rialism of the nédw industrial society. 'The term 'syﬁbol;sm'
is also applied to this group. By the mid—thh cent.,
conflicting beliefs had produced a loss of unity of purpose
and direction in Euroﬁean society; critical rationali&y had
taken away faith; and'gﬁﬁgnew ironic view of man and of
.civilization had often caused a neurotic paralysis of will

. + « Writers, especially the French, became fascinated by
many of the new trends that seemed most perverse." This
encyclopaedia talks of "European society"'when at the same
|time, criticism of materialism seems to have occurred only
'in France. -"Still, the concept -of tﬂg movement is elaborated

and all names stated so far are listed. Yet English "deca-

dence" is limited to Oscar Wilde.

In Germany Der Neue Brockhaus, 1968, as well as

Brockhaus Enzyklopaedie, also 1968, give thorough defini~

tions of "Dekadenz," the latter being an extended version
of the first: Etymology, cultural history, philosophical

trends, literary movements, socip-political teachings,

¥ i
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‘religious meaning, or genetic tendencies. Representatives
€

¢
of decadent literature in France, England, Denmark, Russia
and .Germany are listed; the phenomenon is placed in a wider

European' context for the first time in this research.

Meyvers Enzvklopaedisches Lexikon, 1972, concentrates on

"Dekadenzdichtung" which is introduced with its cultural,
philosophical and historical tendencies. The definition

of "Dekadenzdichtung” clarifies. the variety of interpreta-
tions and trends involved with the phenomenon and even ex-
tends the countries listed by‘Beléium and Italy. A rela- ”
tively rounded picﬁure of the meanings of the word "deca-

dence" begins -to emerge.

A thorough account of "decadence" appears in the,sﬁeat

Soyiet Encyclopedia, 1970, However, the entry only .refers
to "decadence" as a cultural phenomenon without stressing
the fact that }here was an individual tradition of the

notion as well as a specific genre of art. Furthermore,

the entry also neglects etymology, yet it emphatically

.t?rns against the process of labelling:

Decaden&e, the general name fo;'criéis'phenomena
of bourgeois culture in the’lafe 19th and early
20th century, marked by individualism and by atti-
tudes of hopelessness and aversion to life. .

As a char;cteristic trend of the times, decadence
cannot bé categorized under any one current or
group of several currents in ‘art. -The attitudes

"of decadence affected the works of a sizable

S0
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segment of artists in the late 19th and early
20th century, including many major masters of
the arts whose work as’'a whole cannot be

€ .

reduced to decadence.

This paragraph is followed by so far the largest list of
&

authors influenced by the motives of decadence, a choice

‘'which is not limited to the 1890s.

The last genre of reference book to be dealt with

here should be the one most close to the discipline of

literary studies, namely the dictionary of literary terms.

In Karl Beckson and Arthur Ganz's Litéfary Terms, 196b,\%he

classical and the traditional concépts of "decadence" are

listed.

The authors seem to oppose decadent aesthetics

and classical aesthetics, but it should be clear that

althouqh those two variants seem incompatible, their dif-

Q

]

férences do not exclude one anothef::

—

Al

in its most general sense, the term decadence
refers to any period in art or literature which
is in decline as contrasted with a former age of
excellence, as, for example, ghe "silver age" of
Eizig;literature (Tééﬁtus, Martial, Lucan, etc.)
;as—dﬁﬁg;ed to the preceding "golden age" (Virgil,
Horace, Ovid, etc.). More spe;ifically, Deca-
dence designates a literary movement brigfnating

. . | o .
in nlneteent?-century France which emphasized the

¥
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autonomy of art, the hostility of the artist to
bourgeois society, the superiority of artifice ‘
‘to nature, and the quest for new sensations.

-~

Reference is made to Béuéeldiré and Gautier as being in-
fluential on "the young decadents," who are not identifieér
One paragraph is dedicated to A Rebours and another to the
movement in England with George Moore, Arthur Symons, Oscar
Wilde, Ernest Dowson, and Aubrey Beardsley. No etyiology

is given, no other variants of the term. A.F. Scott's

Current Literary Terms, 1965, tries toffurnish a fool-

i

proo? concise definition: . '1 )
decadence: Latin decadere, to fall, to decaylz
A decline in values, or the decline of the qua;
:lity of an art or liter;turevafter a period of
greatness. This-is shown in the state of English
drama after Shakespeare, and in the literary
movement of ﬁhe nin;ties in Frapce.‘
Trapped by its conciseness, Scott's definition combines the
significance of "decadence" in the 1l6th century withiéhe

implications of the term in the 19th century and thereby

re~emphasises the confusion of the meaning of "decadence.”

A

‘Shakespeare's artistic qualities were superior in the

m
classical sense, to those of his successors, and the cul-

tural presuppositions of his time resulted in a lowering
h) { f

of artistic standards. 'ﬁowever, the 19th century

\
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-interpretations of "decadence," rather than beiné related

1

to the aftermaths of an aesthetic peak, represented an in-

dividual aesthetic movement with different cultural pre— |

i

suppositions. The same sort of superficiality is present

in Harry Shaw's Dictionary of Liéerary Terms, 1972, which

says: » G
In a general sense, decadence refers to any pe-
riod in literary or art hfstory considered in-

. ferior to a preceding period. The period follow-
ing Shakespeare, for example, was not;ble for such
decadent qualities as sensationalism, loss of

gpoetic power, and a lowerga standard of morality.

A Dictionary of Literary Terms by J.A. Cuddon, 1977, has a
. } .

slightly more exténded entry; however, it remains ‘within the
same pattern. Thei?uthbr begins w}th‘the period of decline
in art or literature which has been gpplied to. the Alexan-
drine period and to the period after the death of Augustus
-and which in mpaern times is used for the late nineteenth-

century symbolist movement in France. Typicalitiesaéf that .

, -

egocentricity, the bizarre, the artificial . /. are men-
tioned without reference to authors; a few examples aof
French poetry are given. As far as England is cdncerned,l

we read that the "cult did not much catch on"--except for

Oscar Wilde. In'her‘book Motive der Weltliteratur. Ein

~ movement such as "the ?eed for sensationalism and melodrama,




.durch Dekadenz gékennzeichnet," without any elaboration as

A
¢

Lexikon dichtungsgeschichtlicher Laengsschritte, 1976,

Elisabeth Frenzel seems to be again§t1p§éudo~precise,

stereotyped terminology; she suggests replacing “der

Dekadente" with "der Missvergndegte," yet in the end she

applies ;he word "Dekadenz"™ without any further definitions.

Qﬁe explains her choice of term with the following sentence:

| Mit einem etwas altvaeterischen. Ausdruck éoll

moeglichst weitmaschig ein Typ umgrenzt sein, Qer
in den neuzeitlichen'Jhtn. mit leichten Varianten
und wechselnden Vorzeichen und Bezeichnungen
ayftritt und streckenweise zu einer zelttypischen
ﬁodischen Erscheinung wurde. '

Later she says that the fin de siscle hero is "vor jallem

. ) &

to what she thinks the meaning of the word should be. Her

alternative, "der Missvérgnuegte," becomes redundant.

A more thqrough account of "Dekadenzdichtung™ is given
A .

in Gerd von Wilpert's Sachwoerterbuch der Literatur, 1969.

It resembles an encyclopedic entry and is the only one of:
that genre chosen here that gives constructive information.
Wilpert covers the most important writers during the time

spah in question. placing them in their,cultural and philo=
‘ m

' sophical context. He elaborates with references to authors,

from the romantic and post-romantic periods up to Faulkner

and mentions Gibbon's historical interpretation. -

! N
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Hence four genres of reference books have been covered:
- language-, etymological- and literary diétiona:s'iég as well
as encyclopedias. I have rlead the en‘try about "decadence"
J.n 38 different volumes. The resuit is not enlightening.
The variety of terms which derive from the ori{g;inal word
is exasperating, and so are the subsequent vériébles in

N

meaning and context. The question that arises is how can
oﬁe account for such a maze of definitj:ons, and whether
there is such a thing as one meaning, one definition, ‘one
"decadence." What has to be remembered h’ere, above all,
is the fact that by attempting to' analyze th(ed phenomenon of
word formation and the different; usagés of concepts, we
/questio,n ourselves; it is we who are concerned Here in the
sense that we eéi:abliéh, conserve and, live with our prac-

tices. Therefore, the prdceés I am'trying to clarify in

this thesis is our own practice.
As far as the etymology of the word "decadence" is

s

concerned, one can draw the general conclusion from the in-

" formatioh obtained that "décadence" is a. relatively. recent
word, formed in French -and derived from the Latin verb

"de-cadere." According to Roger Bauer it seems to be a

'rather arbitrary latinism, "puisque decadentia n'existe pas -

dang la langue classique et n'est attesté que tardivemeént

i

(sous cette forme): au commencement du XV® si&cle, & en

croire Du Cange.":lo
. Ve

Nevertheless, some dictionaries derive

/
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the noun from "decadentia" as if it were the Medieval Latin

'+ source. It is not ¢lear whether the English and’ the German

words for "décadence" were derived from the French form or, .
as in France, from the Latin source. Most German diction-~ \ "

aries refer to the French word, whereas in English references,
o ! '
early occurrences.of the word "decadence™ are mentioned with-

4
3

. out French connections, It seems certain that the word

+

.appeared/énd was used after the 15th century in éhe French
‘/and English languages. I must point out, howevér,‘that of

the two'terminological applications, namely the aesthetic

meaning of decadence and the.cultunél or historico-philo-

sophical one, the latter was predéminant in early usage.

This might account for the paradox which the Byzantinian

Empire, for exaﬁple, represenézdfor historians, since in

that c; text “decadénce” meagf high aesthe#ic gquality in |
arts/égd letters but moral and political, decline. The two ]
forms aiso apply for the -adjective “décadént“ which has' a |

less complicated history according to the dictionary infor-

mation obtained. The adjective "decadent" was invented

during the 19th céntury to designate a French intellectual
and artistic movement. It was derived from the wordh"décé;.
dence".‘ However, the word was used as early as the 18th

~ century--in the sense of decay or decline from a previous .
condition of excellence in the English as well as the
French language. In Gérmahy, the applicationqof the French .

term "décadence" has been common since the romantic period.

Ty -1
) N /
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" a dynamism that includes the emergence of a word,
. , :

'or "décadentiste" and English "decadency," “decaydency,"

The first introduction of the German form "Dekadenz," or,

. =
for that matter "dekadent," seems to be unclear. The only
word with a more or less precise etymology is "d&cadence."

"décadisme,¥ "d&cadent,"

¢

As for "décadentisme,” "décadiste"

L

"decadent," "decadently," “decaqescent,“ "decadentism, "

"decadentistic," the etymolog& is left to our imagination.

Implied in the etymological background arg,of'course,_

the semantics‘g of the word, the variations of which have

become apparent through the present dictionary search. This

leads back to the questions of whether there is the possi-
bility of only one meaning to the word and how to account

for the terminology inflation with Wthh the reader is con-

fronted. I should like to begln the dlscuSSLOn with a gquote

from Bakhtine. He says: "Le mot n'est pas une chose, mais

2 ha

le ﬁilieu toujgurs dynamique, toujours changeant, dans le-

quel s'effectue l'échange dialégique."ll bisregarding
Bakbtine's intentions and his particular critical context,
‘this sentence shows two. 1mportant factors of séc1al dis-
course: that of llngUlSth dynamism and that of presuppo-
51tlons to such dynamism, which is to be seen in socio-

cultural communicabiidity. The inquiry 1nto the term

"decadence" through a varlety of dlctlonarles has revealed
its mlgra—/

tions and transformatibns throughout different cultures,
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and various intel{ectual or non-intelleé¢tual curreﬂts or
fashions. ‘It has Been noticed that ;the word "decadence"
is indeed ;'. . . le milieu toujours dynam_ique'. <. " of
an exchange wh.;}.ch has maintained its signi‘ficance for
centuries. Inevitably, the word has édap,ted itself to
each distinct "Zeitgeist™ since its Latin or rather French
emergence. Therefore, the term "decadence" must involve ‘
concépts which are récognizable, for the dynamic exchange
leads towards their acceptal;ility. This process is one
of infiltration of fragmgntar&r axioms such as the clichés
mentioned before. The conditidns of intelligibility
provided by th.ose discouré'es*, however, "reinforce the
acceptance of dfo;ninant id“eologemes while furtheﬁirlg

the"ir dissemination i:hrc;ughout the social matrix. "% as

a consequence of »the acceptability of the frfdividu‘al‘ con~
cepts, the discourse around 4"dedadende" has led to its
institutionaligation. Therefore, the various concepté of
"decadence" serve.as pfaradigms of conum.\mli‘cabili.‘t}z ¢ 438 A~
models by whiéh specific communities justify their ideals -
or their prejudices. Such a development can best be exenm-
plified with an expanded Saussurian structure. The term
"d&cadence" or ';décadent" represents the signifier (le
signifiant); the signified (le signifi&) then relates to the
variety of often incompatible concepts of "décadence.” In-

other wordé, the signifier has qg multiplicity of signifieds,

a multiplicity of paradigms of comnuniCabilit::y;;-

A by
f
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. CHAPTER II

The concept of "d&cadence" ¥epr§sen£ed one paradigﬁ,.
one model of communiqabiiity'j-Quring the 1880s in thé
sense that groups of artists felfﬁthe need for the insti-
tutionalization of their ideqlogy, an ideology which was

o

directed agginst bourgeois civilization and which restlessly
searched  for new modes AE\Eiﬁression. Artificialit¥ became
tge dominant note .for these artists; it appeared in their
metiahorsl‘gémiles, and vocabulary, in their paintfhgs as

well as in their Iife-styles. They represented a "mixture

N

, e 1
of decayed realism and exacerbated romanticism." They

turned against nineteenth century scientific rationalism,

materialism and moralism, as wéll as against the limitations

of naturalism,

France seemed to have been the initiator of the over-

> all movement.

Although

the same tendencies had been

4

present in other European countries,‘it was the French

A

or Germany,; for example.

’

* . artist who t;iggered the notion of "decadence" in England

Political events were perhaps

" . the cause Jf this sudden anti-movement in France:’ "the

crushing defeat suffered by France in, the Franco-Prussian

War (1870~71), Ehe horrors of the Commune (1871),-and ;he

overthrow of the old order by the ThirAkRepublic which

2
followed."

R M0
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HoWever, prlor to the inauguration of an official
"decadent“ school, it is noteworthy that the concept passed
théough stages of development in France. At around 1850,
as Carter pointed out, "decadence ceaseé to bhe a literary
pose and became a serious preoqcupationw"3 As indicated
above, a fusion of the artificial and the modern took place
which distinguished the not%on from that of romanticism.
"Decadence" became an identifiable signified of a specific
signifien? The socio-historical context of this particular .
point in time shaped a meaning of'the'notioncand at £ﬁe
same time ensured its durabiliéy, a process Richard Gilman
points out in the following way:

Words take on life from a partiqular environment
and ;ime, but' certain of them li&e on beyond their
'broper course and duration . . . Certain words of
a moral or behavioural kind, judgmental words, cdn;“
tinue to insinuate themselves into contexts where
.they injure meaning and bring aboutﬂconfusion,
since they carry w1th them a previougness, somei//

thing once true, somethlng, that is ay, once

applicable.4

' Here the whole problem of the factors of terminological in-

flation seems to be tackled and the path of the decadent
sen51b111ty outlined. "Decadehce" 1n”1ts nlneteenth century

applicaﬁion had already an aspect of previousness inherent




~
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in its meaning which led artists to clarify their inten-

tions by transforming the word according to their proper

identities, which, of course, today accumuiated to a mul-
tiplicity of "previousness" of signifieds.

Mid-19th century manifestations of *Jecadence" reveal
an essential éontr;diction in which the aesthete is trapped:
On the one hand a hatred of modern civilization and on the
other a love of the refinémentsémodern civilization made
possible; on‘the one hand artifice was adored while at the

same time applied science (the source of artifice) was

el

detested. According to Carter the "decadent" writers in-

herited

Romanticism's contempt for the bourgeois doctrines
of the nineteenth century--mercantilism, progress,
utility, industrialism, etc.--and they had a quite

legitimate horror of their own for the mediocrity

of the century's official art.sﬂ

e

) s
Part of this contempt finds its antipwdé- in the early

nineteenth century impact of English dandyism. Beau Georges
|
Brummell (1778-1840) was the most influential, representative

of the Dandy for|\ the 19th century. Barbey d'Aurevilly, .
however, warns that "le Dandysme n'é&tant pas i'invention

d'un gomme, mais la consé&quence d'un certain état de socié&té
qui existait avant Brummell."6 It is not my intention heré -

to give a history-of the word "dandyism but I merely wish

R e o
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to point out.its influence and connections with the deca-
dent sensibility of the 19th century.7 D'Aurevilly further

[

clarifies: .
.+ . ce qui fait le Dandy, c'est 1'ind&pendence.
. « « Tout Dandy est un oseur, mais un oseur qui
‘a du tact, qui s'arréte & témps et qui trduve,
entre l'originalité et l'excentricité, le fameux
point d'intersection de Pascal. . . . Le Dandysme
est toute une maniére d'étre et 1l'on n;est pas que
par le c6té& mat&riellement visible. C'est une
manidre d'étre, enti&rement comgosée de nuances,
ht comme il arrive toujours dans les sociétés trés
vieilles et trés'civilisées, oll la comé&die devient
si rére et ol la convenance triomphe 3 peine de
l'ennui.8 ‘ 2
This sense of“independence-and distinction from general
society, this aesthetic entertainment in order to overcome
boredom later became typica% of artists in France. Thus
around 1830 the English influence in matters of life style
had its impact on Parisian‘manners. "Mangér, boire,'se
vétir, s'amuser comme les Anglais, c'était se distinguer
de la foule."9 However, the~interpretation'of this dandyism
in both céﬁntries‘varieda "Pour les Anglais, dandyismea

rarement &té& autre chose qu'un synonyme de fatuité exclu-
a b3 \

. sive, pour les Frangais dandysme a désigné toute une fagon

\ x t

..J




(” de vivre.“10 In both cases dandyism'was consecrated to o
literature, yet the English dandy was far from being as
glorious as the French dand§—-with the exFeptiqh of Oscar
Wilde later on in the century. The influence of English ,
literature on the development of literary dandyism in )

France was minimal and ?lmost liﬁited to f@d works of Lord

Byron.* In France, however, the type of the dandy was uséd

by Stendhal, Musset, Mérimée .and Balzac. :Then Théophile

Gautier created a literary Aandyism that became an aesthetic

éoctrine leading also towards the "deEadent“ school.

"Gautier imagina de créer par son art des mondes ol pburraient

se ré&fugier tout ceux qui dégofitait la vie guotidienne, Y

mondes ol 1'on apprend 3 connaltre et 3 savourer une multi-

‘tude de sensations inaccessibles 3 la m.a.sse."ll Gautier “

found acceptance, and writéfs like Baudelaire, Barbey

‘ d'Aurevilly, Huysmans or Bourget followed this direction, as

well as ?ide. Hence, to conclude, the migratidén of the con-
cept of the dandy had ap.important impact on the fluctuations
of cultural phenomena in 19th century France, especially the
emérgence of the "decadent" movement.
A further term that seems to be intertwined with the
. notion of "decadence" at the end of the 1800s is the concept

éf‘symbolism. Nodl Richard says in the introduction to his

book Le Mouvement D8cadent: "L'année 1885-86 peut &tre con-

sidérée comme la ligne de partage entre la décadence et le

“ -
| o - - ‘
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symbolisme,'du moins si l'on consid&re la décadépce comme

le stade préliminaire‘du symboiisme.“12 A similar opinion
is sthn by Anna Balakian who believes that ". . ; the
'decadent’' spirit without which the purély technical changes
that symbolism brought to prosody(would have no great |

significance."13

For her the quality calléd "“decadence"
gave symbolism its séyle, its ability to coAvey the mood of
the time via.the~symbol—image. In any case: it should be
clear tha?'both tendencies were not mutually exclusive but
thﬁt they co-existed in the last two decades of the 19th
century. ngerally it ‘is assumed, however, that "symbolism"
related primarily to poetry and was concerned with aesthe-
tics, whéreas "decadqncé" related more to prose and pre-
sumably reflected the deterioration of a system of ethics.

1

Gustave Kahn as a subjective critic of his own time
\ .

believes that "d&cadence" was a mood and that| symbolism

[y

created new forms, rejecting the old. 1885 is also his

point of departure: "En 1885, il y avait des décadents et

des symbolistes."l4 This fallacy of periodization and
classification should be eliminated. Pierrot warns that it

\ )
is "assurément inexacte de prétendre que, dans le domaine

poétique, l'inspiration spécifigquement décadente ait disparu

gveé Iﬁapparition, dans les ann€es 1885-1886, du terme de

Symbolisme . . ."15 As Balakian reminds the reader, "the

~ one cguld not exist without the other,"]'6 and René Etiemble

¢ &
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puis confondra les. deux ten@gnc;’." In many cdsés artists,

A

following the influence of(Mallarmé, pre%erred to call them-

selves "symbolist" rather than "decadent." This individual

*’

choice, however, did not abolish the impregnation of the

'e%semble of the poeﬁié movement with the decadent sensi-

bility. ". . . on commettrait une grave erreur de perspec-
tive," gays Pierrot, "en se bornané & considérer la D&cadence
comme un simple avatar du m;uvemengﬂpoétiqde: én réalité,
cette méme DEcadence constitue.le aénominateur commun de
toutes les tendances littéraires qui se manifestaient dans
lﬁf vingt derniéres années du siécle."la-

The list of parallel terms could be continued but tﬁe
intention merely was to point out that a Qariety of "isms"
played influential roles on a general cultural ‘phenomenon.
In this context "dandyisﬁ" or "symbolism" are part of the
signifier/signifiéd structure, representing signifieds of
almost incompatible natures yet serving the §ame‘originai
paradigm, o

A manifestation of the fallacy tﬁatl“decadence" ended

in 1885 took place'with the institutionalization of a deca-

dent school and a journal by Anatolé Baju in 1886, In spite of

the short life of the periodical Le D&cadent--it appeared
from 10.4.86 to 15.4.§§é;the initiative proved the need

of a group of,ingividuals to obtain acceptance of their
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ideological and artistic endeavour. Richard underscores

. / )
‘this development: ‘"D&s lors, tous les jeunes podtes au-

)

raient 48 logiguement s'enrdler sous l'oriflamme du symbole;

3 . . s .
Ilin'en fut rien. , C'est méme en 1886 %ue se fonde un- jour-

nl9

nal intitulé'Le D&cadent . . . Hence it becomes apparent

~ that two processes of institutionalization took place. The -
first, described in chapter one, exémplified the factors

inherent in the emergence of the term "decadense“ and the

+ Ve

fusion of meanings with institutions. The second represents P
the identificatioms of individuals with particular meanings g ¥

of "decadence" as a concept and the process of making a ///
paradigm identifiable. The former institutionalizes as,éBn—

/
tent that which has already been accepted .in theory, what the

latter tries to institétiona}ize inipractice!tﬁerewith de-

manding acceptability. What we shail look at here,: there-~

fore, is the révarse of the process previously described.
"Decadence” in the 18805 in France was not only an

atmo e but it was becoming more and more a serious

designation in art and literature. For Anatole Béjﬁ, an

»

undistinguiéhéd wriger.zn the whole, the time for a synthesis
of the different currents of the époqﬁe was ripe. He
"observed: 9"La littérdture décadente synthétise l'esprig

de notre ééoque, c'est-3~dire celui de 1'&lite intellectuelle
de la société modefne. « « o« La littérature décadente se pro=r

pose de refléter l'image'ae ce monde spleenétique.“20
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{ EX3

Together with Maurice du Plessys and other frieﬁds—-ﬁo;t
of ‘'whom adhered strongly to the dandyism of the time-~Baju
decided to found a journal in ‘order to be able tb fully .

W

propagate these synthesized aesthetics. Despiée the refusal

of printers the first series of the journal Le Décadent’

litt8raire (35 numbers appearing weekly from April 10 to

}

Decé&ber 4, 1886) bégame known répidly among the intellectual

.

Parisiens. The group had taken its own initiative.
A défaut d’imprimeur, les Décadents composeraient
eux-mémes leur journal. Baju s'en alla donc

_acheter au kilo casses et caract@res, une presse
A , :

d bras, bref tout un matériel d'imprimerie &lé-

7

menta%re. A l'insu du concierge il hissa le tout

morceau par morceau, jusqu'3 sa chambre, juchée

au sixiémewééage de l'immeuble situé 5 bis rue

Lamartine.2l

- In this romantic setting with angry neighbours knocking at

14

the walls and others remaining furiously sleepless the
printing of an idea took place. \

Just as ingenious as: the setting are the semantics of

- Le Décadent., According to Roger Bauer the term was invented

by the Goncourt brothers: ". . . c'est sous 'la plume des

Goncourt qu'il est 4'abord attesté."22 He calls the word a

linguistic monster, because

juTd

morphologiquement, 'décadent'’ fai; penser:. . .

e e AtemADE PRI 4% e P ¢ AT rraaat e
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L.
un participe présent (substantiv&, c

l'usage
adjectival n'est attesté qu'ultéridurement). Mais
1'infinitif décader (ou son &quiv&lent latin)’

n'existe pas, ou plutdt n'exigte pas encore puis-
' 23

que An4tole Baju ne 1! 1nve era qu en.1885 .o
Bauer further calls Baju s statemep@s to explain the ‘choice

of "décadent" "de vE&ritables cabr}oles verbales et étymo-

l|24

lOglques. He points out that the''three neologlsms "déca-

/
dent; d&cader, d&cadisme" pract%cally derive from Baju. In-

deed, Ernest Raynaud, from his bontemporary point‘of view,
attests to the formation of one of the "linguistic monsters™”

|

in his book La mélée symboliste, when he teiXts the |

following anecdote: :

Verlaine venait de réhabiliter le mot décaden;.
Plus tard, Baju proposera, pour couper court i
toute équivoque, d'atténuer la brutalité du mot
en Json dgrlve: décadisme. Le maitre, amusé,

' exultera: "Bravo! décadisme est un mot de génie,
une tro%vaille amusante et qui restera. Ce bar-
barisme‘eét uhe miraculeuse enseigne: Il est .
coﬁrt, commode, sonhe littéraire, sans pédanterie,

enfin fait balle et fera trou!" Et en effet le

R décadisme a fait trou.25 I +

‘Clearly "décadence" had a specxﬁ&c s;gngflcatlon for .

the group around Baju. In the. October 16 1886 issue of

, 5 .
@ ‘\'!
. B
.
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: ’ \
Le D&cadent Baju explains: \\ .

!

/ Nous ne sommes pas aes Décade?ts au sens absplu,
/ du'mot, c'est 13 uﬂ sobriquet: mais des Qu#ntes-
sents: Dédaigqant la compilation naturalis%e des
! faits de la vie matérieile, nous n'y prenons que
ce qu'il y a de rare, d'intime, de secret. Notre
but consiste & éveiller'lé plus grand nombré de
sensations ﬁossiblé avec la moindre quantité de
mots. Notre style doit &tre rare et tourmenté,

!

parce que la banalité est 1l'épouvantail de cette
J {

fin de sigcle, et nous devons rajeunir des vocables

tombés en désuétude ou en créer de nouveaux pour

AN TNT

noter 1'idée dans la complexité de ses nuances

les plus fugaces. Peu nous importe que les foules
ne nous coﬁprennent pas. L'écrivain, soucgieux de
son art, doit faire abstraction de leur existence. .

C'est @ elles de s'€lever vers lui, non 3 lui de
’ 26

’

s'abaisser vers elles.

This declaration refers to the &litist stand of the "decadent"

-

artist who again separates himself from a more general artiﬁ-

tic élite. Baju believes in the constant ascension of the !

élite and the stagnation of the ignorant plebeians. Only

the intelligemtsia will progress in history. His creativity
is an aristocratic one denying mental capacity to anybody

outside of it. The notion of 1l'art pour l'art, the aesthefic

i

life-style, an idealistic-anarchistic-political attitude--f

t
-
!
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at is the enigma of the fdg?adent" world view around‘Baju. ’
Eﬁzse "decadents" desp&se the bourgeoisie and its values as
well as democracy. They hate the mediocre and turn to the
exceptional. The journal is an exampie of this type of
thinking.‘* |

- Part of the profession of a "decadqgt" artist seems to,
have been the_mystifiéatioh of his' own identityi Although
nume%o s and élso famous poets of the time coLlal rated with
Baju, hi £first intense collaborators were his own pseudonyms.
Richaré gives the impressive ' list of Pierre Vareilles, Louis
vill%tte; Hector Fayolles, Raoul Vague.27 More renowned con-
tribu?ogs were the poets Paul Ve;laine, Stéphane Mallarmé,
Barbey.d'Aurevilly among sevgral otherﬂauthoré like Malato- ,
de Corﬁé, Rachilde, Charles Evendale, Ernesi Raynaud, Miguel

?ernandez; R >

However, Le Décadent encountered difficulties and No.

35 of.December 4, 1886 was the last publication of the jour-

nal. Reasons for the termination remain speculative, Either

!

a weekly appearance was too frequent and too demanding or

critical influence too strong’ana the emerging conflict .

between "syrmbolists" ‘and "decadents" too decisive. Whatever

the reasons might have been Le Décadent represented one of
the first periodicals of the new aesthetic notiqﬁ and served

as'model for many other publicaﬁﬁons.

Yet, Baju did not give up. One year later he replaced
- 1 .

% : o




PR

44

the journal with a new Le D&cadent--this time in form of a

magazine. his "Revue littéraire bi-mensﬁelle“ was finallyq
printeg_ rofessionally. It had 16 pages aﬁd lasted ffoq
December 1887 té May 1889. The magaéine served Béju to in-
tensify his reflections on the essence ofggggﬂ“decadeﬁtm
movement wh;ch by then he called "L'Ecole décadgnte" under
the title of which he also published ; small book, highly

praised -in the magazine. He says:

.t
L

Cé livre est le ré&sumé historique du mouvement

&cole, esthétique des dé&cadents, personnalités mar-
quantes de la jeune génération, tout y est: c'est
la Bible des Jeunes.>° &\ ’
As authors of the "decadent" school shogld be considered
Jean Moréas, Paul Verl?iné, Stéphane Mallarmé, Henri de
ﬁégnief, Gustave Kahn, FFancis Vielé-Griffin, Laurent'
Tailhade, Charles Vignier, Jean Ajalbert, Jules_paforéué,

1,29 regard-

Stuart Merrill, Ernest Raynaud, Ephraim Mikha&
less of whgther their work éppgared in Baju's puﬂlications
or not. Another contributor who should not be fqrgottén-is'
Arthur Rimba?a; the .problem is that the poems published
ugder'his name were false Rimbauds and merely served.
publicity purposes. "Pour  répondre 3 la curiosit& du pu-
blic et rendre notre dbctrine plus saisissable, nous avions

tenté d'incarner en Arthur Rimbaud le type idéal du Déca-

S 3
dent."30 The trud authors qsfg,w?inly Ernest Raynawud,

\ : '

\ ' ‘ -

littéraire de notre &poque. Origine de la nouvelle
grain

“
w7
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a mystification. 5 e i

wrote poems a
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Maurice du Plessys and Laurent Tailhadey Rimbaud became

?

~Régardless of their practices or tactics Baju and his

school were established as an institution and their works

were accepted émong the public. In order to pursue'thi§

e

process, all he needed was a leaders-hinself--, readers

and a magazine, However, this reverse process of accepta—

bility had its flaws. . .

« « o Baju ignorait sans doute qu'une "Ecoéle

>

o ! v
littéraire” n'est qu'un cadre scolaire’ et super-

ficiel; il oubliait dque 1l'originalité est la con-

t
L4

dition méme.du talent et que la contrainte des
régles paralyse tout essor.3%

Still, the idea and|the strength of’ conviction to pursue the .

\

idea were factors ghat justify the effort even though it was

|

)

not to last.
Naturaélyﬁ "la décadence" was not limited to 'the group
around &Anatole Baju alone. His circle of friends mainly

théoretical essays; some important novelists

'whd\represent a second series of "decadent” productions which

were infiuent#al even prior to Baju's publications should
also be pointed to. The most important author among the
novelists of that particular period was Joris-KarImﬁuyémanst

Mauric¢e Barr®s also names Catulle Mend3s, Pierre Loti,.

32 to whbm we shoﬁld

add Geerges Rodenbach, Barbey d'Aurevilly and Théophile

I
- !




“had experienced its, influence on the artistic movement

-

Gaﬁ%{er. Their narratives. evolved around topics such as !

the decomposition and degeneration of existence, of a social

2

class or of an individua1.° In & hostile and ignoranfl o

;;ciety many of their heroes were aristocratic creatures ﬁ;‘

swho attempted to redefine the essence of life thfbugh iso~

lating excentricities. As aesthetes. they were hypersensitive,
¢

. / .
(ﬂighly sensual, tlHey cherished the artificial and they neces=-

sarily belonged to an intellectual &lite. 'In many cases

&

these heroes’embodied the. institutionalized doctrine Bf
/r‘ .

Baju whereas their authors Qelonbed to a general class oﬁ. V-
society nbt necessarily living "decadent" lives--an ambi-
guiky worth noting yhich will ;e—occur in the sﬁbsequekt
chapters. ‘

A question that remains unanswered at the moment is whether
this particular sfgﬁified of the signifier "décadence,' the cul-

tural phenomenon, the particular "Geisteshaltung," had any :
European parallels at that time or whether it was merely a i
French phenomenon. Indeed, a similar process of institu-

tionalization took place in England during the "Nineties"

(as well as in Gérmany)/represented by the Rhymers' Club

and two journals The Yellow Bogk and The Savoy. The term—--

"d&cadence" was introduced in England by George Moore who

during his étay@in Paris 1884-85. Yet, whereas the concept

[

) - ° .
of "décadence" had served to &stablish art as an autonomous

discipline in France, its interpretation in England soon

i .
.

A
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téok a different shape. -

Als Ausdruck klnstlerischer Haltung wird er nach

und nach mit Amoralismus und Aesthetentum einge- ‘
f4rbt,; vermeintlich ganz im Sinn des 1'art pour

'1'art-~Gedankens eines W. Rater . . . /"d&cadence"/ -
H ' < - ,

wird . . . vor allem als Synonym fiir krahkhaften’
!

A
Ol - Sch¥nheitskult und hedonistische Leidenschaften,

wie sie Wilde in The Picture of Dorian Gray
' 33

darstellt, aufgefasst . .
The strong shift to the moral aspect’of the term brings the
movement to its early fall at the end of the ninegies. In
France, on the othér hand, "d&cadence" was able to crystal- .
lize a specific aesthetics which made it remain’ an important
paradigm in cultural history. The English group of artists '

A}

R }
was incapable of bridging the gqulf between the world of art

4

and everyday life. They followed Baudélaire and Gautier or

the dandyism of authors of Le Décadent, but they stagnated

at this stage of French "décadéﬁéé“*and;@ié\got see the ‘dif-
N \ //
ferentiation that a Huysmans, or a Mallarmé made. Instead of

transforming experiences, the English artist still identified
s .
.with them when socio-historical presuppositions had already

shifted.
. T
The "decadent" movement in England began with the .

initiative of.some young poets who decided to found a lite-

¢

e o

rary group, theRhymers' Club (1891-1894). This club /united

the most varied temperaments and strongly diversifie
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aspirations such as artists like W.B, Yeafs, T.W. Rolleston,
Lionel Johnson, Ernest Rhys, Arthur éymons, John Davidson,
Bichard Le Galiienne, Ernest Dowson, Victor.PIarr,wlater
Theodore Wratislaw, John Gray, and a few‘minor “passeré-

w34

by. Contrary to the French school the club did not have

a program, N

-
\

C'est dans un commun amour de la podsie que ses
memb;es trouvent le prindipe d'unité né€cessaire é.:
l'existence de leur groupe. Leur but est simple-~

l ment de- se conndftre, d'échagger leurs wvues, de
s'€&couter réciter des vers. Mais, & défaut de
progr%mme, ils ont-pour eui l'ardegr et la con-

35 : -
{ f .

viction de 1la jeﬁﬁésse.
They were viéited by Ver;éine, influénced by Mallarmé (trans-
lated by Symons), George Moore, Oscar Wilde, and J.M,
Whistler; Keats, Rossetti and Swinburne were their idols,
Walter Pater was their "god," and the principle of art fq£
art's sake was their doctrine. Secretly, of course,':the
Rhymers" dreémt of lconquering the public, a dream that was

‘realized through the publisher John Lane,in 1892 with the

Book of the. Rhymers' Club. A second Book of the Rhymers'

Club was published in 1894, however it meant the last re-
wion of a group of artists whe—afterwards separated, since .

divergent opinions in the course of time had undermined

their original solidarity. Although the "Rhymers" had no

particular program their importance should not be

N

N



underestimated. French qestheticé of the time were intro-
.duced to Englana particulafly through Arthur Symons,/and his
choice of urban themes meant an innovation in poetry to-
gether with "decadent“.stylistics. But above all this group
formed a "decadent" school in England,. they defined as ;

whole what Pater with his The Renaissance or the Pre-

Raphaelites, for example, had already suggested. The térm
,and ag%ideé were launched. Farmer mentions also that "1'agi-
tation qui régne;gans tous leg domaines, les audaces de pen-

sée et d'expression qui envahissent la littérature et la vie

de 1'?§:§:i< contribueront i accréditer l'idée d'une 'déca-

o

dence', With that in mind Arthﬁr Symons became one of
‘the majar inspiratofs §o£ another conglomeration 6f pexr—-
sonalities and talents dedicated to the concept of "deca-
dence." ' From 1894 to 1895 appeared the journai the Yellow
EQQEJ puElished by John Lane which dealt éxclusively with
: ért and literatu{e-—a novelty at the time;—ahd represented -
" the new generation.
¢ ., C'est avec l’apparition du Yellow Book . . . gue

\

l'Angleterre prend nettement conscience de la

"décadence". Le terme connait brusquement une
fortune extraordinaire; on le rencontre dans tous
léé journaux, toutes les revues. Et, du coup, sa
signification s'élargit: il ne désigne plus seule-
men;: les extravagances "esthétiqueg" dont s'était

moqué le Gallienne, il dépasse l'attitude




|
artistique chd&re i Symons, et englobe 3 pré&sent
\\\K toutes les manifestations de l'esprit "fin de

s 7

siécle."3

With the Yellow Book--following the colour "3 la mode"--a
' ’
group of new artists emerged and gained public attention.
The literary direction was put in the ‘hands of Henry Harland,

that of the artistic part was given to Aubrey Beardsley.

The talents that shaped the Yellow Book were Ella D'Arcy,

* Lulie Thayer, Hubert Crackanthorpe, George Egerton,
Charlotte Mew, H.B. Watson, Victoria Cross for prose; Max
Beerbohm presented essays, and Arthur Symons, Richard Le
Gallienné, Th. Wratislaw, John Davidson (all old.Rhymérs'
Club members) and Katherine de Mattos furnished ?oetry. One
of the most original among the above was doubtleésly thé
young Aub;ey Beardsley, whose drawings were printéd togfther

with other representatives of the "fin-de-si8cle" art.

-

However, all efforts of this "decadent" school could not

[
stand against increasing public moral outrage. When Oscar ‘%

*

, Wilde was arrested, Lane' censured his own journal and es-

pecially Beardsley, which drove the latter to leave. The
¢
journal continued until 1897 w%}é adjusted contents. But

fief appearance the Yellow Book represented the

culmination point of the "decadent" spirit in England and -

despite its b

became the most important periodical of the "Nineties."'
For a short period of time the most characteristic and

talented artists of the movement had been united,

B
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culminating in a period of scattered tendencies like the
aesthetic and hedonistic cult of Wilde or in a new realism

or in sentimental romanticism or other "isms." As Anatole

Baju had intended with Le DE&cadent, the Yellow Book insti-

tutionalized a "Ge;steshaltung“ which led to the accepta-
bility of a paradigm at the end qf the nineteenth century.
Sti;l, as in France, a last‘attempt was to be madg.
Once Oscar Wilde's trial’wasiOVer, avant-garde writers and
painterslpuplished the journal The)éavoz in 1896, refapply-

ing the program of the Yellow Book. This Lrief renaissance

was to last but a year. With its disappearance the decadent
school also found its end. The editor of The Savoy was
Leonard Smithers. Aubrey Beardsley and Arthur Symons took
th:;Birectorsj positions,and among the EOllaborators‘Were

su renowned authors as Conrad, Shaw, Yeats, Lionel
bJohnson, Fiona Macleod, Havelock Ellis, Edmund Gosse as

\

welllas Dowson and Crackanthorpe; furthermore aﬂtists lire
Pennell, Horton, Phil May and Conder. . !\
: This group followed the ideas of "decadence" in th%
‘realism of their essagsz the technique of their poems, the
contents of their drawings. A seiieg of articles wés
deyoted to ﬁietzs;he, and Baudelaire influenced much of
the poetry together with Verlaine and Mallarmé. However,

thé‘peak of the notion had paséed in England and a trans-

formation of the ideals seemed to introduce itself. Farmer

says: : N
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Au fond, elle /la "décadence"/ <e rend obscurément
compte qu'elle est d&j3 un QnachroniSme,‘que des |
courants sont venus qui emportent la nation vers
des cénceptions tout opposées d celles qui sem-

“blaient prédominer dans les premiéres années des

"Nineties:“ Incapable de se mettre en harmonie

) avec les tendances he i'heﬁre, elle cherche
d'autres formes de sentiment et d'expression assez
proches d'ellé pour qu'elle puisse s'y réfugier,

R s'y perdre.38 , ’

The Savoy had come too late. 1896 marks the end of the

movement., Psychological, cultural, political and social

presuppositions had changed, re-assuring the strength ofhthe

English nation and its people. Romanticism, industrialiis—

tion and\Darwinism‘were either outgrown or, any doctrine that

dared to compromise the vitality and conscience of the |

ngtiop was suppressed. Puritanism and impsfialism regained

i

their dominant positions.

In comparison with Baju's initiative it has become
apparent that the mcrai impact was much stroqéer in theQ§
English movement than in France, where an aesthetic‘ev%}u—
tion toék place that enabled the integration of “décaiint"

‘aspects as part of the French cultural heritage. Anna
Balakian points out in that context that
what prevents the "decadent" /In France/ from be-

\ coming a neurasthenic, a pathological figure--

?
v b

28
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i.e., from truly idéntifying with Huysmaﬁd' fic-
fional prototype, Des Esseintes--is tﬁat the
“decadent" wrlter prOJects his attitude upon art; . =«
'$ he directs the cult of his ego to an exterior sym-
bol, which his highly creative mind is capable of
transforming into a thing of beauty.39
This very projection--with minor exceptions like the dandy-
ism of a Maurice du Plessys or a .Baudelaire, for example,--
enabled the French notion to maintain itself and continue
to inflgence cultuyal developments in Europe. French "déca-
dence" was accepted, instituti&halized, and remained accepted,
encouraging transformations and migratiqﬁs of the notion, a
process which in England hardly took place.

It seems inviting to end this chapter on thg note of
French and English "décadence," as mgny critical~-or
reference books do. However, that yogl@wnegate the opinion
that this very "décadence" was a European cultural phenome*
non (or shéuld'one'say of Western Civilization, sincé Poe
and Whitman should not be neglected) not limited to a
Baudeldire alone. Hence I should like to point out a
similar process of institutionalization of an aesthetic
iéea‘as it took place in Germany. "Fin"de'siééle" in
Gerﬁagy was a time of transition as far as socio-~historical =
developments were concerned. ‘Culturally it had followed

the path from romanticism to naturalism, realism and im-

pressionism. But during the 1890s many young artists

-
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identified with a new art form which had evolved its ideology

« Wrom the cultural pessimism of Arthur Schopenhauer and

Friedrich Nietzsche as well as from Frenéh "décadence" and
"symbolism," At the beginning of the nineties a circle of
intellectuals gathered around the twenty-two year old Stefan
George, developed a program and published their journal

Bldtter flr die Kunst. This periodical appeared from 1892

to -1919. Collaborators of the jdurnal were, besides George
(wﬁo was an important translator qQf French "symbolists"), Hugo

Q&n Hofmannsthal, Max Dauthendey,.Ernst Hardt, Karl Wolfskehl,

B
Friedrich Wolters, Friedrich Gundolf, Ludwig Klages, Norbert
A

von Hellingrath, Ernst Bertram, Ernst Kantorowicz, and the

40

designer Melchiar Lechter among others. Their main objec-

tive was "das Wort aus seinem gemeinen allt8glichen Kreis zu

nd4l

reissen und in eine leuchtende Sphdre zu heben. The new

v !
art wanted "keine Erfindung von ngﬁhichten, sondern Wieder-

gabe von Stimmungen, keine Betrachtung, sondern Darstellung,

keine Unterhaltung, sondern Eindruck."42 According to Hugo

von Hofmannsthal the poet "hat die Leidenschaft, alles, was

3

da ist, in ein Veﬂhaltnls zu bﬁlngenea . . Ein Harmonisieren

w43

der Welt, die er in sich trﬂgtﬂ Their art differed from

naturalism in that_lt was strongly influenced by the doctrine

.of l'art pour l'art. hThe Bldtter ffir die Kunst.proclaimed:

"Eine Kunst frei von jedem Dienst: ,Uber dem Leben, nachdem

sie das Leben durchdrungen hat,"44

Yet, as in England, the ideals of "décadence" meant

L om. ETSRN - e R Rt T L e - .
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- just a phase in the development of certain artists in

Germany or Austria, for that matter. At the beginning of
tﬁe 20th century the points of view-bf most members Qf the .

George~circle changed. ﬁut‘instead of separating these

artists adapted to the new times and changed their journal

accordingly. To this effect Frenzel writes:

Der Standpunkt einer extrem in sich selbst
begrenzten klinstlerischen Wirkung konnte. nur von
seqf'jungen, noch mit der eigenen Entwicklung
kdmpfenden Menschen oder von einer Epoche, die
dusserlich so befriedet schien wie die wilhel-
minische, aufrechterhalten werden. Rilke, Stefan

'George, Hugo von Hofmannsthal haben schon im
ersten Jahrzehnt des 20. Jahrunderts diésen
Standpunkt verlassen und der Dichtung neben
dsthetischen ethische und religilse Aufgaben
zugewiesen . . . 45

Bldtter fldr die Kunst therefore'representeé another

, I
example of an anti-movement which drew attention to its

ideals by institutionalizing their works and therewith seek-

ing acceptability. Le Décadent, The Yellow Book, The Savoy, -

!

Bldtter fHir die Kunst, all stand for a particular integra-

tion of a concept into cultural discourse. The word "déca-

\

dence" as it emerged in its 19th century context and meaning

represents a sgﬁcific signified besides the enormous variety|

* of labels, clichés and connotations. Its denotative

- f

i
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communicability , shows an ideological’system, a "Geistes—

haltung® . that evolved through the'ggneral presuppositions

-

of the time.

This concludes.the first part of this thesis in which

. I have intended to demystify an institutionalized terminé—

logy. Subsequently I shall concentrate on three authors of

-

-the nations discussedlabove, and I shall analyze how

"decadence" manifests itself in the typicalities of style
and content within the general socio—historicalﬂconﬁext of

the late nineteenth century.

w



———

P

l A
: - A.E. Carter, The Idea of.Decadence in French Litera-

ture 1830-1900 (Toronto: Uhiversity of Toronto Press, 1958) .

N~

p. 22.- o ,

2 John Christian, Symbolists and Decadents (New York:
St. Martin's Press, Inc., 1978), p. 1.
3.Cartef, p. viii.

h

4 Ricﬁard.Gilman, Decadence. ‘The Strangé Life of an

Epithet (New York: Farrar, Straus and Giroux, 1979), p. 5.

' 5 carter, p. 6. ‘ ‘ E

o

6 J.-A. Barbey d:Aurevilly, Du Dandysme et de Geoxges

Y -]

Brummell (Lausanne: Mermod, 1945), p. 47. , P
7 An interesting account of dandyism is given by John

C. Prevbst in his book Le Dandysme en France (1817-1839)

(Paris: Librairie Minard, 1957). “ A \
'8;Barbey d'Aurevilly, p. 70 and p. 37.

9 Prevost, p. 53. |

10 1pia., p. 78. . .

11 ypi4., p. léd. |

12 No&l Richard, Le Mouvement décadent. Dandys, Esthétes

et Quinteéssents (Paris: Librairie Nizet, 1968), p. 8.

13 anna Balakian, The Symbolist Movement. A Critical

‘Appraisal (New York: New York University Press, 1977),

4

- %

,
p. 8l. ) \ o
Q i
. Vo . '

E &




- ot A e g~ pee o w5 r——

-

e

l - ‘ - ' v
Gustave Kahn, Symbolistes et d&cadents (1902; rpt.

”

14

Genéve: Slaﬁkine Reprints, 1977), p. 33.

15 jean PieJ':rot, L'I“maginaire décadent (1880-=13900)

(Paris: Publications de l'Universit& de Rouen; Presses

v

Universitaires de France, 1977), p. 15. .
16 Balakian, p. 82. ' !

17 Ren ~Etiemble, Le Mythe ‘de Rimbaud (Pa}:is: Galldimard,

1952), p. 69. .

|

( lg Pierl’;Ot, po 16. : \A & ’ ‘..,
19 Richard, p. 8. . . _ (_,) ) R
« 20 Anatole Baju, L'Ecole décadente (Paris: Vanier, 1887),

pp. 9-10, -in George Ross Ridge, The Hero in French Decadent
N ]

~

\Liperatu;r:e (Atlanta: University of Georgia Press, 1961),

{

. pP. 23. Origihal source unavailable.

21 Richard, p. 22.
22 Roger Bauer, “'DEcadenceq : Histoire d'un Mot et d'une-
Idée," in Cahiers Roumains d'Etudes Littéraires, vol. 1

-~ . -

. (1978), p. 60.

& o

23 rpid., p. 60.
24 Ibid., p. 62. , B

Is

.

25 Ernest Raymaud, La Mglée Syfnbolnfste (1870+~1890) .

Portraits et Souvenirs (Paris: La Renalssance du Livre, 1918),
: ‘ X : .

Y

p. 65.

26 Anatole Baju,nLe D&cadent, (\Pari.s: Anatole Baju,
Octbbgr 16, 1886), n.pag.. , - , .
27 Richat¥d, p. 44. - S

AN

b [ ¥
. . 2

.

-




TOTAT R T TETI WA A L e e, e s -

59

28 Baju, Le D&cadent, October 1888, publicity on ba kcoVe:z

29 According. to Richard, p. 124.
30}Raynaud,zp. 89. '
31 Richard, ﬁ: 245.

32 Maurice Barr&s, Les.Taches d'encre, iI, p. 37, in

s

. ) ‘ % .
Richard, p. 256. Original source unavailable.
. s . [

33 Ingeborg Bernhart,~£'Décadence' und 'style dé&cadent’',"

g

in Newohelicon II, (1974), p. 199,

[} a

34 List according to Albert J. Farmer, Le Mouvement

B} S oA . ’
esthétique et 'd&cadent' en Angleterre (1873-1900) (Paris;/47

_ Librairie Ancienne Honoré Champion, 1931), p. 262.
. oo . )
35 1bid., p. 263. __ .

v
e
. 4 ~
prs
‘ ‘

I

© 36 1pig., p. 297.
3’7 Ibid- ’ ’p- ‘298’0

S

38 1pig., p. 347. " ~ 3
39 Balakian, p. 82. °

' ; 40 According to Herbert and Elisabeth Frenzel, Daten

Deutscher Dichtung. 'Chronologischer Abriss der. deutschen

Literaturgeschichte,‘vol; 2 (K¥ln: Verlag Kiepenheuer &

_Witsch, 1952), p. 491.

4

41 Carl August Klein, Bldtter flir die Kunst, vol. 2,

December -1892 (rpt. Dlisseldorf-Minchen: Verlag Helmut *

3

Kﬂpper, 1968), p. 47: ’ X

42 gtefhn George in Frenzel, p. 488. Original source

unavailable, . - ' C

»o

&



o e e e A

o : 60

©

Hugo von Hofmannsthal in Frenzel, p..489. Qriginai
!
source unavailable:

44 piutter fr die Kunst, vol. 1, Dritte Folge, 1896,
pP. 2.
. 45 Freﬂzel, p. 489. T
\\L‘-‘: ) ‘ i -
[
N
2 .
[ .
/
- /
, /

e




et a e AR B £ ORI -

CHAPTER III

Oscar Wilde

"I.'4me de la 'décadence’ est Oscar Wilde.!

1

Thus opens

|
the second part of Farmer's work Le Mouvement kesthétique et
T

'décadent' en Angleterre: this provokes thé’seemlngly un-

limited discussion as to the essences of "déc ence", for
\ K

it presents the reader with the ambiguity of a\verywdiversi-

fied movement. Also the choice of English represenéative

before a French one, as the chronolpgical order of the de-
velopment of "décadence"'seems to imply, might come as a

. |
surprise to the reader. However, as far as Oscar Wilde and

| -

André Giide are concerned, this ronological order must be

inverted, for the paths of thesg authors within the movement
are more consecutive than simuljtaneous. 'Besides being older
than Gide, Oscar Wilde, as Farner expressed in the above

quotation, #sfepresented an immediate incarnation of a notion

influence <Ccultural conten%s

$

that had begun to migrate and t
in éurope, whereas André Gide was rather a late-comer who
represented an after-growth of French "décadence" rather
than a central configuration. Thé;efore the second par; of
this thesis is chronclogical accoréing to tﬁe aﬁthors as
they appeared in the evolution of tHe notion “décadence.

Still, even Oscar Wilde should naf be mlstaken as the

epitome of English literary deVelopmen s during the gna of

NI o e o bl
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the 19th century, as- -~ the previous chApter has already , 1
indicated. W.V. Harris furthefmore reminds critics/¥hat
the concept oﬁjﬁdecadencef cannot be used‘as the sum-total
of prevailing literary spirits of the niheties in England.
Such inaccurate attempts wopyld féiixtgxggcognize the
variéfy of intentions and échiéVements as‘wpll as overlook -
"a'number of vital areas of literature floufishing in the [
decade which could not possibly be linked.to decadence.“-2
This commentary re-emphasizes the opipign/put forward in the
thesis that general labelling ana({mposiné of clichés only
mystifies aspecﬁs of culture the significafiqns of which -
are often -'.* ignored and not recognized. I have shown

previously how groups of artists achieved acceptabi%ity

despite such practices. I should like to concentrate now

on a single form, oﬂ one\iﬁdividual's interpretation of a
socio-cultural aspecty Hence the exclamation "1'ame de la

\

'décadence’' est Qscar wilde"3 should merely be seen as a B

4

particular transformation of the complex paradigm "décadence."

Indeed, Oscar Wilde octupied a rather angmalous position
~.

in English literature: '"considered an arch-decadent by
' v \‘ -
those outraged by the new developments in literature, his

work was rigidly excluded from The Yellow Book even befére

. . 4 . ' . . o
his trial." Wilde was;npt associated with any cotery&s of
the "Nineties." "He did not belong to the Rhymers' Club; he

never contributed to The Yellow Boo} or The Savoy; and he was

not réglly very intimate with any of the leading literary

\ 5
!
¥
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figures among his contempqxaries."s Although Wilde did

not think'of himself as a professional littérateur, his
career still "impinged on the literary nerve-centers of his
age at every peint. Whether‘as poet, dramatist; writer of
fiction, or critic, his work, in fact, eg}tomizes/the spirit
of that age."6 It is no doubt that Wilde was "at the

active heart of the age"7 and that it was he "qui indar/nait/
en Angletérre 1'esprit 'fin de si&cle’ dont 1'Europe toute
entidre subit 3 ce moment les suggestions ou les effets."8
However, it should not be overlooked that Wildq differed in

2
many aspects from what was called "the decadent school®

which searched for new dimensions to fiction. His concept-

v .

was that of a étrong aestheticisd'and he followed the doc-

i

trine of art for art's sake with every fibre of his per-
éonality. What made Wilde unique is the fact that he in-
carnated his ideals, that art and personality were unified,
"l'homme, la vie et 1l'oeuvre se répondLEienE7."9 The
esséntial aesthetic idea which animated Wilde was a radical
anti-naturalism ahé ; condemnation of realist tendencies.
for him art should be independent of convenéional morality--
an attitude that he pursued up to his ruin.' Wilde deli-
bgrately called attention\to tﬁe conventionally immoral
nature of the subject matter of his art which necessarily
invited moral censure. Another rule of the doctrine of aft

for art's sake is the harmony of form and content, yet in

many casés of "decadent" art content.is emphasized at the
’ ¢
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expense of forﬁ, something wﬁ?ch also applies to Wilde's

' prose. Art being furthermore superior t¢ nature, the
!

author appliés an ellaborate artificial and‘self—conscious
style which again is emphasized at the expense of form ana
content. Thus part of tﬁe reason  for the failure to
achieQe a harmony of form, content, and style is the pur-
suit of another rule--that iof 1ife‘bfiqg itself an art.
Karl Kgpp explains:
The decadents call;d atten;%pn to the immorality
of their lives and‘of their art. 1In this way they

not only undermined the aesthetic principles of

harmony and amorality that they had learned to

{
(

cherish, but also they failed %o produce an art
capable of cohtaining and direc{ing the aesthetic ~
rgsponses-of their audience.10
Because of Wilde's ig;ggification‘in life and art with
what society calls "immorality" and "mental corruption" as
an aesthetic attitude, "decadence" in England has been large-
ly identified with this kind of notorious aestheticism to
thexexclusion of other elements which contributed to the.
concept of "decadence," such as the impoétance of the "deca-
dent" school of th$ "Nineties," as well as the fact'that”ﬁhe
fiction of Wilde (as opposed to the critic and the extrav;-

'gant individual) had relatively little influence upon other

writers of the last decade of the 19th century. This over-

- "all ‘generalization also excluded the semantic differences
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that are inherent in the "Wortfeld" of aestheticism. For
aestheticism should be associated‘with the concept of l'aft
pour l'art, whereas the word aesthete relates more to a
social position with connotations towards moral ."decadence."
By incarnating bcth aspects, Oscar Wilde eséecially contri-
buted to the confusion concerning the meaning of this art
form and .he caused extensive negative implications. Hence
in England "decadence" wa§ mﬁinly associated with moral de-
cay, ignoring the essences of poetic "decadence" and the
?heoretical aspects as théy were exemplifled in France.
Mario Praz' general interpretation for Romantic literature,

wll applies as a dominant

that of the "erotic sensibility,
factor to the "fin de sidcle" art in England. Still, des-
pite the heterogeneity, the phenoménon’showed a strange uni-
formity that set the achievements of 19th century "deca-
dence" apart %fom anything that came before or after.
Johnson s}ates that
this inner consistency is a matter of tone or
stylé r;ther than of shared themes and techniques;
it relates primarilf to the' temper of mind which
ties together the extraordinary diversity of
creative activity . . . represented.?
This temper of mind made Oscar Wilde a distinct member of
the "decadgnt" moyement. : ‘

In the cradle of the Victorian age, when positivistic

science was flourishing and the .political equilibrium
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relatively stable, Wilde received his intellectual forma-
tion from the masters of the doctrine of aestheticism in
Britain. Under Ruskin he was confronted with the doctrine

of beauty; and when Pdter's The Renaissance was published in

1873 Wilde soon became one of his mo§t fervent followers.

In 1878 wWilde mdved to London, the.centre of aesthetic life-

style and cre§tive ért, after having spent four years at

Oxford. There he pursued his ambition to ray.an important

role in society and he began to imitate the idol of the

time, the déndy/and painter, Whistler. His witty personality

became a success along with his puplicatioﬁs. Aftei an ex—'

cursion to America, Wilde visited Paris in 1883, represent-

ing the éerfect aesthete.
Il se fit présenter d Daudet, a8 Edmond de Goncourt,
& Bourget, fréquenta les cafés littéraires éu
trdnait Mend@s, se montra aux mardis de Mallarmé,
entra én contact, par i'intermédigire de Stuart
Merrill, avec les jeunes symbolistes. Pour -forcer'

‘ l'attention, il s'habilla 3 la mode du dandy pari-
sien de 1848, se fit faire”une réplique de la
fameuse canne 3 pomme 'd'ivoire de Balzac, écrivit
T 1l'inévitable sonnet & Sara@iBernhardt.
However, back in London, the charm of novelty was soon
reduced and from 1885 to/1890 Wilde spent most of his time

writing journalism, poetry, and essays. He also established

his reputation as a crjtic with his exceptional and




paradoxical theory which introduced the critic as artist,
i.e. it introduced the conviction that "through knowledge,
the critic might become more creative thah the creative |
artist."14 Wilde bglieved that the critic is superior to
the creative artist.! The creative artist is but an inferior
critic, since art impliéé a chgice, a ZQnscious seleé%ion,
which is dictated by the inner sénse of beauty. Therefore,

the artist is imprisoned with his creation,which only the

critic can make into a work of art. "The critic is he who '

can translate into another manner or a new material his

. 6
impression of beautiful things."15
The quotation just mentioned derives from the work

which was to become the common denominator of ﬁilde's
theories and.practiées, the unifying exémple of his form of

4

"decadence;" it is with The Picture of Dorian Gray, that

public attention focused again on Wilde. |,
The novel came 6ut on June 20th, 1890, in the July

number of Lippincott's Monthly Maqazigé, being

published as a book in April '91 with a preface,

and six additional chapters to meet the needs of

- the fiction market.]f6 -

This booE:was not only a revolution but also the turning point

in Oscér Wilde's life. 1In it he shows the essence of his

. 1

personality. The, whole drama of his existence unfolds before

the reader's eyes, so that the novel is a profqund%y autobio-

graphical statement. The Picture of Dorian Gray contains a
. T 5
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full-length portrait of Oscar Wilde "with many of his most

searching comments on life, side by side with a complete

revelation of his emdtional unreality in portraying human

* 3

" nature and the morbid strain in him which eventually wrecked

his life."l7 Indeed, the author himself admitted in a
letter to an admirer that the work contains all aspects of
his character: "I am so glad you likeﬁthaﬁ strange coloured
book of mide,“ he wrote, . "it contains much of Ae in it.
Basil Hailward‘is what I think I am: Lord Henry, wpat the
world thinks me: Dorian what I would like to be--in other
ages, perhaps."ls‘ This franknéss; however, caused him a
great deal of Harm. The novel was hated by the morally con-
gc%ous public and by journalists who condemned it as being
"stupid and vulgar"-"dull and nasty"-"disgusting"-"malodo-
rous putrefaction"-"delights in dirtiness"--or as Hesketh
Pearson further quotes,
it is a tale spawned from the leprous literature ~
of the French 'Décadents'--a poisonoﬁs book, the
atmosphere of which is heavy with thé<mephitié
odours of moral and spirig&gl putrefaction (Déily
Chronicle).19 ) ’

Later on The Picture of Dorian Gray was used in evidence

against Wilde when Qe had to stanf trial before an outfaged
Jd

public. Patiently he answered each and every attack.

- 14

The idea for the book had been inspired by a few works

and af incident. A foremost guideline had still been Pater's

JEVHPUPNY




e e e e e et v a o e v AR SR R kit ey (2 W e e e md o

69

The Renaissance. Farmer mentions also the influence of

Melmoth the Wanderer (1820) by Wilde's great-~uncle Charles

Robert Maturin (1782-1824), as well as Edgar Allan Poe's

s .. 20 . . ‘
William Wilson. However, much ef The Picture of Dorian

Gray was godelled upon J-~K. Huysmans' A Rebours, the
Freﬁch coﬁnterpart to th;s génre of the fantastic and the
book in question in the text. Wilde began his- work by
writing aibollgction of short stor%es, "but the main idea
came fromE;n actual. episode," Pearson states. ‘

rln the yéar 1884 Wilde used often to drop in at N
. :the studio of a painter, Basil Ward, one of whose

/sitters was a young man of exceptional beauty.

Incidentally, Wilde must have been a godsend to

.
DN .

mahz pFinters of the time, as his conversation
\1; kept}the sitters perpetually entertained.?l v
The acttial commentaries that weéé made after the portrait had
been done were turned into seﬁi—fict;oh‘or in pre-tgxt in

Wilde's preface to The Picture of Dorian Gray whére the epi-

sode is described. The painter's name became Basil Hallward
and the sitter is introduced as Dorian Gray, but still in
inverted commas. The proposition of the/true and fictitious
péinter, who said "how delightful it would be if 'DSrian' *
could remain exactly ,as he 15, whilg the portrait aged and
withereq in his stead,“22 became the point of inspiration for’
the povei.

Despite the variety of.opinioni, criticisms,

1

ot Eerty e s AT S A Loy gk T




70

condemnations or even praise, The Picture of Dorian Gray

remains one of the most significant manifestations of the

/4

~"decadent" movement. The novel is a synthesis of the in-

tellectual and aesthetic topics of “decadenéé“ as well as a
methodical description of the evolution of a neurosis.
The objectives of the doctrine of l'art pour l'art become

in The Picture of Dorian Gray the principal elements of an

imagined spectacle which pprfectly repléces reality. As-
pects of the gehre such Qs dandyism, Qerversion or immo-
rality, narcissism, escape into dfugs, alienation, ar£ con-
sciousness and élitist way of life--all are present in
Wilde's novel in a rather individuaiistic fashion.

The structure of the work is relatively simplg,cén—

sisting of a clear division, into twenty chapters, the ‘ -

. preface and the artist's preface. The first tien chapters

represent an exposition and a development of the protagenist
until he is confronted with the true nature of his own por-
tfait, the demonié §oul. This appears like a peripety

which direc£s the nérrat%ve to its inevitable catastrophg.

Such a structurle ‘resenllbles\that of a novella, &'fact which«sobably
lead JHrgen' S8nger in his Aspekte dekandenter Sensibilitft ‘

w23 However,

to call The Picture of Dorian Gray a "Novelle.

this indicates a genre debate which is still unresolved

| i
among Wilde critics and which would deviate from the
original topic of this chapter. I shall assume here that

The Picture of Dorian Gray contains enough aspects of a novel

e f ﬂ
-t = .
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to be classified in that genre.

The time of the narrative is somewhere around the

middle of the 19th cénturY”(whereas the artist's preface is.
dated 1884 according to the actual event). Christopher’
Nassaar even speculates that the novel begins in the year

»

1873 and\that Dorian Gray died in 1890, the year in which

the earlier wversion was published in Lipp%ncott's Magazine.
Whatever t@e dates, the first part frém chapter bne to ten
takes place in the months of June and July just after ,
porian Gray's twentieth year. Chapter eleven summarizes th;
following years until cﬂapter twelve introduces the begiﬁning
of the catastrophe on the 9th of November, the protagonist's .
38th birthday. Half a year later Dorian Gray is dead. Thus
the reader know; that eighteen years are involved in which
the ﬁather Fausti hero is driven toﬁards total loss of
self. With th same precision Wilde indicates each place(}D
in his narrative~--usually London or a country héuse.
The major characters of the plot are the palnter Basil

Hallward--an artist of the brush--, the dandy Lord Henry
Wotton--an artist of the word--, and their "victim" the

young "bon-vivant" Dorian Gray. All of them belong either

to the aristocracy or the bourgeois high society. _ﬁhe minor

. characters are either_ part pﬁAthe;ar;stocrécy and represent

R

mostly wealﬁhy, lonely Ladies giving luncheons or fancy

dinners for the "créme de la créme" of Londoh; or they
(4

¢

represent the low classes of the Victorian society--servants,
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poor actresses, prostitutes and drug addicts. The middle

class is hardly touched upon. With this precise class

selection, Oscar Wilde compiies with the &litist doctrine

o o

of "&ecadence," which is furthermore emphasized by the

mere choice of topic, an'aesthetic quest'which "takes prece- ’
dence over all the conditions and conventions ?F the real .

world w25 Consequently, the novel is amoral in outlook

according to 19th century standards. N

The quest 1is &ndertaken by the protagonist or the antiﬁ:
hero Dorian Gray, who is initiated to beauty and driven to
perverted dandyism by the antagonists, his friends Basil and

«3
The relationship between the three®is that Dorian

‘.

Harry.
represents, for Basil and especially for Lord Henry, an

on the one hand, uses him for higs

}

art, portrays him in many paintings, and exploits the beauty

object of study. Basil,

of the lad for his individual aesthetic purposes. without,

giving much in return:- "Dorian Gray- is to me simply a

represents

motive in art."26 Lord Henry, on the other hand,

the most influential, almost mephistophelian antagonist,ane.who

usgs Dorian Gray for the exploitation of his fancies:

". . . Certainly Dorian Gray was a subject made to his hand,

.

and seemed to promise rich and fruitful results . . . He

would be a wonderful study." Provided with Ehese»gre-

suppositions, it is apparent that the hero becomes an anti-

an important dis-
: 28 .
tinction which Ulrike Weinhold proposes in her analysis.

hero, not by intention but. by éonseqhence,

v
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¢

Dorian Gray turns into a submissive student of Lord Henry

¢

to the degree that he practices his léssonshwith more ardour
_ ™, o
nYet, one aspect of the novel is still missing in this
description, namely that which makes the narrative grotesque
and demonic. It is the function of the portrait which Basil
has done of Dorian and which representé the true antagonist
in the plot. The portrait has received the soul of the pro-
tagonist who has therewith bought himself eternal youth---
but not etérnal redemption from sin. The portrait becomes

P

the focus of Dorian's attention once he has realized that his
actions influence the aﬁééaranpe of the painting and altef 
it from be;uty to ugliness. It becomes "the yisible emblem
of consc:i.enc;e."z9 Thus Dorian Gray, "under the tutelage of

Lord Wotton, takes pleasure not so much in senjoyment of the

30

moment as in watching the effect of the moment upon himself."

- The story of hedonistic slavery begins in the exclusive, |
3 .

aesthetically decorated studio of Basil Hallward. Reality

is banned from his property, instead an artificial atmosphere

.

dominates in the-domicile. "The commonest thing is delight-

31

ful if one only hides it," he says to Lord Henry, his en-

te}taining eccentric friend. The latter practises this
rule in a similar sense, for he is the only main character

of the plot who is married, yet for him "the one charm of

~

marriage is that it makes a life of deception absolutely

necessary for both parties."32 His wife is to .him what the

i
—

a 14

*ﬂi' 1




easel is to Basil: an objec{ which allows the .individual to
create artificial appearances. For Lord Henry "being
natural is simply a pose, and the most irritating posé I
know."33 Anything in‘accordance with normal moral conven-
tions iswcondemned by those who adhere to a "decadent"
appearance. In addition, . Lord Henry pursues an exceptional
indifferentism, which makes him the only one immune jto the '
consequences of !guel, practices. The subject of interest
for both characters is Dorian Gkay;who is introduced in the
text 'in chapter two, aftér his path has been set to ' become °
an object of beauty as indicated before. Dorlan immediately
falls under the influence of Lord henry,who clearly points
out the consequences of 1nf1uence‘to the lad:

There is no éuch thing as a good influence, Mr.
Gray. All influence is immoral . , . Bedausg to
influence a person is to g?ve him one's own soul.
He does:not think his natural thoughts, or burn
with his natural passions. His virtues are not
‘real to'him. His sins, if there are such things -
as sins, are borrowed. He becomes an echo of

) \
some one else's music, an actor of a part that

34

&

has not been written for him.
Scrupulously Lord Henry pursues this theory and truly trans-
forms Dorian into an echo of himself. Dorian becomes an

actor of a part with which he completely identifies to the

.
v A

degree that it transforms his personalltyu
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‘cause of his crucial desire that only

| 75
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Another significant influence .derives fﬂgm an abstract

-~

/ -
his own beauty which Dorian
I

perceives upon regarding the finished portrdit of himself.

object; it is the realization o

"The sense of his own beduty came &n him like a,réveiation.

He had never felt it before.">> This sensation is the

ﬁie picture might grow

old and his own youthful beauty remain unchanged for ever.

It is the moment when Dorian sells his sdul and becomes an
5 -
ardent disciple of dandyism éhd aesthetic living, when he

begins to be fashioned into "afmarve,lousjtype.""‘6

Once possessor of the péintipg, ﬁgrian adheres to his
narcissistic cult and lives.with his counterfeit. The first
change, which reveals the demonic nature of the portrait,
is.Zaused by lové, i.e. by the disappointment. that natural
love alters acted love. Dorian had intended to marr& the
young taiéntéd actress Sibyl Vane, but uppn\realizing that
her talent vanighedmgggéugh trué love he leaves her--to
suicide. She, tod,‘wgs considered an arfefact for pleasure,
not ;n individual human\bging. From this deception.on,
Dorian follows the advice of Lord Henry,to whom women areu
but a "decorative sgk?37 and romance a habit of l;&?ng.
Dorian quickly coﬁpféﬁends his poweis. "You will al&ays be
loved, and you will always be in love with love. A grande
passion is the privilege of peopi; who Hhve/nothing to do,"38

says Harry and Dorian puts in into practice. Therewith he
’ j

P 4
turns into,an object of experimentation for-Lord Henry, who
B - 3 )
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delights in his new "creation," who delights in inverting
Victorian values:. "It was clear to him thaﬁithe experi-
mental method was éhe 6nly method by which one could arrive
at any scientific analysis of the passions."39 Ulrike
Weinhold states in this, context:
Sein /Henry's/ Verh#ltnis zu Dorian besteht
\ darin, an ihm durch verbale Beeinflussung‘ﬁeine
eigene dsthetisch-sensuelle Lebensauffassung zu
realisie;en; dlso seine Lebenskonzeption am
lebendigen Experiment zu verifizieren ... .
Dorian lebt Henry den sensuellen Asthetizismug
vor, so daB'Henry die Erlebnisé% und Empfindungen
Dofians zum Anlap flir, eigene Empfindungen machen
kann, also eine Aft sensuellen Asthetizismus ‘
aus zweiter Han;fpraktizierﬁ.
Thig analysiS‘points out the extent of Henry's egoistic

I's

spectacle. However, neither Henry nor Basil realize the
: \ :

fact that formignd content are not congruent in Dorian.

Both seek an ideal and both are deceived.' For Basil the

' deception is fatal. He is killed by his friend, and thgre-
. L

p7 g -

with Dorian turns also into a deception for Henry,| whose own ..

unfortunate fate is foreshadowed when his wife deserts him.

‘Basil had committed the mistake of identifying soul| and

i.e. life with‘art. Altﬁough Basil had despised sensual

aestheticism he had unconéciéusly practised the pfinciples

/

el FELG e el

‘exterior appearance, as well as the person with the 'portrait,
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of form without content and had thus contradicted himself.
Basil had turned reality into an artefact which had des- -
éroyed him. ,
Despite the strong dependence on his envi:opment,‘noriap
tries a few t;?es to qéc;pe his evil path and to lead ;‘norj
mal life.. But‘his nafveté does not allow‘him to recogniée
the meaning of his decisions. 1In the early part of his life,
for example, herwrites a letter to Sybil Vane aﬁolpgizing
for‘his behaviour, not knowing that thé letter was addressed
to a girl already dead. However, "when Dorian Gray had
finished the letter, he félt that he had been forgiven."4l
For him the mere intention settles the matier\and ; moment
later he again agrees with Lord Henry, who believes that
good resolutiogs are senseless attempts to inter;

* fere with scientific laws., Their origin is puré
vanity. TPeir result is absolu elx‘nil. Théy
give us, now and then, some of @hose luxurioys
stefile emotions that have a certain charm for
the we.ék.42 N '

Towards the end of his life, Dorian Gray renounces pleasure

with an innocent country girl ;n order to save her from evil
consequences a to begin a new life. But in fact he merely
nourishes a dramatiq oment and breaks the girl's heart. He
.gnly follows "that passion to act a part that sometimes ﬁakes

us do things finer than we are ourselves."43 He does not

realize Fha% there is no escape from the past, no escape /

e 8 e e e PSRN
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[

from the soul. The advantaées of eternal youth have turned

his life into a living death. Hence he desires his soul

back at the age of thirty-eight in order to begin a new life.
r A /o

A new life! That was what he wanted. That was
what he was waiting for. Surely he had begun it
\already. He had spared one innecent thing, at any

rate. He would never again tempt innocence. He

would be good.44 \

And he would never comprehend the essence of his demonic

pact, one might add, although he finally understands that

w45

"in hypocrisy he had worn the mask of goodness. He

wishes to gonfees, to suffer public shame, but his fate de-
termlnes that this can only be done through death. ,In

stabblng the: portrait Dorian kills himself and becomes

nd6

"withered, wrinkled, and loathsome of visage. Only the -

trée artefact survives in eternal beauty.

i .
i  There is anothuuhnmport&nc?iﬁfluenae~on Dordan: ~"a book

i
l

bound in yellow paper, the cover slightly torn and the edges

§ S
!

soiled . . . a pdisonous book."4? The work in question is \

' ; 48
Joris-Karl Huysmans' A Rebours, as Wilde himself admitted. \

Farmer says: '
Le réle d'A Rebours, on s'en apergoit, est consi-\
dérable. Toutela mise en oeuvre du’ "nouvel hédo-

nisme" dérive de ce roman . . . Suivant de prés

les 1nd1cat10 d'a gebours, Wilde retrace, chez
son héros, une évplution identique 3 celle de des
Esseintes.49 ’ ‘ '

T —— S f Y A
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The book appears in the narrative in chapter ten, the end of

\gbé first episode of the hero's life. The actual influence,

however, becomes apparent in chapter eleven, after the
passage of some‘years during which Dor;an Gray refined his
life-style. The whole chapter is dedicated to thg descrip-
tion of the hero's fancies and hobbies, his mania fo} col-
lecting exotic objects as well as his homosexual experiences.
Like Des Esseintes, Dorian establishes a retreated "deca-
dent" paradise in order to serve his ideals. And like Des
Esseintes, Dorian searches distraction in the morbid and
corrupted. When he is not in gis "delicately scented cham-

bers"50

one finds him-in an opium den near t?e docks of
London. Thus his hedonism at the same time drivés him to
forget his practices, a paradox of his unresolved narcissism.
Dorian Gray becomes totally addicted to A Rebours, "poisoned"”

as Wilde writes. "There were moments when he looked on evil

simply as a mode through which he could realize his conception

51 Thi; contradiction. characterises the

essénce of his existence. At the same time
Ennui, Melancholie und Angst sind die einzigen

konstanten Geftthle des dekadenten Astheten.
: ’

Gerade weil Dorian "den Leiden des Lebens" ent-
gehen will, indem er sich nicht erkennend und

fdhlend von der Wirklichkeit betreffen 1dBt, mup
’[_,.
er an der Lebensleere und an der Selbstentlggrung

lleiden.sz
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Henry's theory of life proves impossible with Dorian, because
it does not account for crime. His ideal t& have the soul

be dominated by the senses turns into an illusion.

Wilde's novel apparently deals with the problem whether

and how spiritual desires can be replaced by sensual desires.

His doctrine,represents a culturgl longing that arose not
only through cultural migratidns but also through the socio-
historicallpresuppositions of his time and country. Realism
and materialism causea a questioning of the values of

spirit, morale and belief. Sensual aestheticism, however,

was to create a life beyond conventional morals, beyond true

or false and good or evil. Wilde defends th%s ideal ifi a

letter to the editor of the Daily Chronicle on June 20, 1890:

Finally, lgt me say this--the aesthetic movement
pfoduced certain colours, subtle in their loveli-
ness and fascinating in their almost mystical
tone. . They were, and aré, our reéction against

the crude primaries’Xf a doubtless more respect-

 able but certainly less cultivated age. My story
is an essay on decorative art. It reacts against
the crude brutality of plain realism. It is
" 7 poisonous if you liké, but yoy cannot deny that’
it is also perfect, and perfection is what we
artists aim at.>3 ‘

|
Wilde's form of "decadence" represented an autonomous

system which attempted to equate spirit and morale with

ot”
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sensual beauty. Wilde interpreted the spiritual sensually
and the sensual spiritually. Such a transformed participa:
\Eipn in reality led to nothingness.and turned out to be

merely an illusion, as the novel exemplifies. This result

- is partly due to Wilde's particular interpretation of. art

for art's sake. .Hé shifted the doctrine more towards "art
for artist's sake," as Barbara Charlesworth points out.54
Wilde mentions himself: '
For it is not enough that a work of art should con-
form to the aesthefic demands of its age: there
mpst be also about it, if it is Fo affect us with
any permanent defiéht, the impress of a distinct
individuality, an individui}iiy remote from that
of ordinary men.s’s
It was this individuality which ﬁade him a specific example
of the doctrine of art for art's éake,for the movement during

©

the "Nineties." And it was The Picture of Dorian Gray which

most particularly embodied his individual form of "decadence, "
more than any other work he had written before or after.
The‘book does not represeﬁt a perfect novel in the ultimate
sense of the genre, but Wilde shows nevertheless a refined
prose style and a strong sense for composition, although his“

\

- characters remain rather sﬁperficial. Besides the fantastic

‘”ﬁstory‘teller, the theoretician of aestheticism and the *deca-

dent" iﬁmoralist,he was a writer who tried to create accord-

ing to varied and different formulas. Farmer says that "il

L]
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a tenu 3 définir, en un temps assez insensible 3 la beauté

n56 Yet, more

de la forme,.les régles de l'art d'écrire.
than rules of writing Wilde wanted ®o refine the awareness
of any artist towards beauty. His guiding ideal, which he
expressed in the first sentence of the preface added to the

text of The Picture of Dorian Gray, was: "The artist is

the creator of beautiful things."5
The irony hidden in the culmination of Wilde's "deca-
dent" talent waslthat at the same time the book represented
success and,inspiration,it was already condemned by the
public and led towards the author's humiliating decline.
But although Wilde had caused and pursued his .own déétruc—‘
tion it cannot be called his fault, for the "decadent" has
no existential alternative and éonsfdefs himself not-guilty.
Wilde was guilty without guilt. His audacity and impeftinence
had confronted the late 19th century English society with the
daring manifestation of subversive ideas. Again it would be
false to céll Wilde's sensual spifituality a negative or
ewen a pathological form of "decadence." Tpe‘“decadent%
personaliéy is not‘amoral pef se, "soidern er ist es aus der

Il

Konsequenz seiner anders intendierten Lebenskonzeption

n>8 Still, Oscar Wilde stood for a revolt against

heraus.
the Victorian era,which needed to defend the last years of
its long reign while a new spirit had already begun to take root.
"En ces années de fiévreaet d'agitation, qui mettent fin &

une grande époque mais qui contiennent en germe un ordre
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nouveau, l'homme et l'oeuvre prennent ainsi une valeur ’

symbolj,queﬁ.“s9 Indeed, thi? symbolic value represents the
significance of Oscar Wilde and the impact he.had on the

cultural phenomenon of "decadence" Faging place'throvghout
Europe. He incarnat?d a spirit, he transformed influences

into a new formula and most of all, he lived his ideas.
( -

These aspects make Oscar Wilde an exceptional testimony of

w5

" the paradigm "decadence." L

\.
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André Gide

origins of the topic in question,

CHAPTER IV ) ‘ ;

®
5

|
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i

With André Gide this chapter returns to the ﬁrgﬁch

literary céntext of the "fin de gi&tle, aftér a specific

English trend Q9s been analyzed. As I pointed out before, 1

A

the choice of Oscar Wilde and André& Gide does not allow a
o .

chronological sequence fbllowing theQassumption that the
"décadence," were in
France,'since André Gide embodies in a sense an aftergrowth
of the French interpretation of‘the phenomenon. Oscar ‘
Wilde repreéipted'; direct transformation of a paradigm
that had mlgrated to Engllsh llterary circles. ‘André Gide,
however, being much younger, became morée a dlSClple of 1
existing authors in his early years, ad he participated in
their forms of “&ecadence" rather than created aﬁ“o;iginal
docffine. Therefore the particular interpretation of the
"decgdent" notion as Glde nncarnated it and as he descrlbes,
it in his book Paludes shows traits of slight shifts away
from the strict adherence to the "d&cadence" of an Anatole
Not only did €ide rélate more|to\€he

circle arodund Mallarmé and his "symbolist" form of the

Baju,\{ for example.
"decadent"“movement but, after some enthusiastic first publi-

catlons, he also obtained an 1ron1c dlstance whlch tge

-




PO T - pa s S TR S i)

i

<« € ) - a

narrative chosen for this chdpter, Paludes, will illustrate.
Tpwadditivay. it should be noted that, as.iin fij.ba;‘ﬂtase:of Brod,
"décaqgnce" was but a phase for the young André Gide, who

left "symbolist" aestheticism even before the death of
Mallarmé in f898. Accordinglto Klaus Manhl, the publication

\]

of Les Nourritures Terrestres in 1897 marked the end of

Gide's participation in the "decqﬁént" movement, which at
that time had lost much of its innovating momentum, although
Gide never abandoned his non-conformist attitude. During
the period of his participation, however, Gide also édhered
to the doctrine ;f 1'art pou; 1'art, which represented a
recognizable reality for him, an essence of life he sh?red
with the artists of his time.

Hence at around @he age of'twenty, Gide begap to fre-
quent the &litist circles of the Paris of 1890. A He had ob- -
tained a thorough humanistic education and had developed a
strong tendency for the creative procesé in literature.

His heroes at the time belonged to the German.and\English
Romantic éeriods. Among them were Keats and H8lderlin, .
Coleridge and Noyalis, Shelley and Heine, Byron and |

]
Schopenhauerz, as well as Montaigne, Whitman and Verlaine.

' In general, he was very widely read. He had also begun

analysing his identity from an early age, a practice which

o .
resulted in his 1891 publication of Les Cahiers d'André
| ‘ ¥

Walter. This b?ok "is neither a novel nor a treatise nor a

prose poem, but a loose compilatigh of lyric and philosophic




@ - Y

A

.
~

; apergus, the poséhwmoqs-~confessidn, allegedly, of a young
' man who was destroyed by an overdose of muéLc, madness,

‘and meditation." The morbid joys of life of André Walter
clearly are a testimony to the artistic practices that had

grdwn out of the "decadent" school. Gide's.ties with the

"symbolist" movement appeared first in 1§92 in his Le Traité

de Narcisse. Paludes then, published in 1895, marks already
]

the end of this phase in the young author's life. But, as

mentioned above, before odtggawiﬁq%,£he movement André Gide
took part in the artistic life df 1890 Parisk the inﬁéllec-
tual centre of tﬂe "fin de sidcle." "The timid young puri-

.

tan," as Albert- Guérard calls him, "attended the salon of
. 7

Stéphane Mallarmé&, there to discuss how literature could.

n4

beSt)avoid the, contamination of life . . . The "“symbolist"

folibwers of Mallarmé despised "naturalism" or any social
criticism that might destroy a work of art, for 6nly the '
'
"Absolute" ;és acceptable: form,.rhythm, colour, .sounds.
As Anatole Baju had preached it,Tthey took their mission to‘
maintain the purity of art seriously. 'M?St of thes; young
artists had grown out of a sécure bourgeoisie and ih most
cases could afford leisu?e, dandyism, or extravagances.
Myséic introversion was a required qpality in addition to a
determined defernve of art. Andgé Gide's charaétérxwas well
suited to this environment. fhomas Cordle says:

" Gide's neurotic personality, with its primary

i movement toward the sensual and the shameful and

w\
A
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its compensat}ng counter-movement toward burity
and sublimity, disposed him to Decadence even
4 o before he had encountered the chief works of that )

tendency. 3

T

The}young Gide was received together with other tsymbolists"
arfd “decadqgts“ at Mallarmé's Tuesday afternoon gatherings
as d%l; as at H&rédia's more sumptuous Saturday receptions.

o . Gide refers to these meetings in his early autobiography Si

le grain ne meurt: ‘ /

Chaque samedi, Hé&rédia recevait; désqhuatre heures

N son fumoir s'emplissait de monde: diplomates,

journalistes, podtes; . . . C'était aussi le )
jour de réception de ces dames; parfois un des

' . 4
assidus passait du fumoir dans le salon, ou vice

v
versa; par la porte un instant entr'ouverte, on
entendait un gazouillement de voix flUtées et de
rires; . . . Henri de Régnier, Ferdinand ﬁéroid,

- 2 (
- Pierre Quillard, Bernard Lazare, André Fontainas,

/ Pierre Louys, Robert de Bonnié&res, An&ré de Ggerne,
. ’ ne mangqguaient pas un samedi. Je retrouvais les
- , AN
six premiers chez Mallarmé&, .le mardi-soir. De
tous.ceux-ci, nous\é&tions Louys et moi les plus
jeunes . . . Chez Mallarmé s'assémblaient plus.
v . éxélusivement des pbétes; ou des peintres parfois

‘ x ' , (je songe 3 Gauguinlet & Whistler).6

! ( b Gide éxpiains that the movement was a reaction against

\
.
' , % N
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realism as well as against ‘the Parnagéians and that the in-
fluence of Schopenhauer, as for Max Brod, was imp&rtant for
their 'artistic concept. 1In a letter written forty-five
. years latér, Gide summarizes the aépecfs\of Fhe "decadent"
sensibility during his youth: l@
Sous l'influence de Maliarmé, sans trop nous en

réndrg compte, nous étions plusieurs et en pfeine
réaction contre le nafuralisme, 3 n'admettre rien
éue d'absolu 15137. Nous révions: en ce temps, des
beuvres d'art en dehors du temps et des "contin-
gences." Il n'y avait chez nous, & propos des
guestions sociaies, point tant ignorance et aveu-
glement que mépris; un mépris né d'une méprise.

" Tout ce qui n'était que relatif (au temps, aux
lieux, aux circonstances) nous paraissait indiéne
de l'attention d'un artiste; en tous cas, noﬁs pré-
tendions mainteﬁir & distance, soigneusement &car-
tées de l'oeuvre d'art, de notre oeuvre, toutes
préoécupations épisodiques.7 -

On the one handg, iﬂ this statement of the mature Gide the

shortcomings of a cultural phénomenon are admitted. At the

same time he clarifies the developments of a paradigm which

Anatole Baju for the main part had introduced in order to de-

fine the new consciousness of the end of the 19th century. On

the other hand, to take Gide's "critical" explanations for

granted without questioning their veritability would be a

~~~~~
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crucial mistake. Since Gide had been a contemporary and
pgrticipant of the "decadent" movémqn;, his point of view Y
necesgarily was prone to retrospective fallacy. Hence two
aspects should be taken into consideration when dealing with
Gide's later point of view: From my 1980's Eritical perspec-
tive I have to acknowledge the existence~of actual historicagl
facts which include the mixture of creative gyoups of
friends, journals, or individual concepts, among others,
However, at the same time it 1is necessary tq crystallize
the influences, i.e. the type of cultural. sensiﬁility these

4

people and their products belonged to. Therefore, the above
a' o -

guoted commentary must still be regarded within its parti-

\}

X

cular circumstances.

Like - Baju's "&cole décadente" Gide followed the
bohemian fashion of publishing journals, én idea that had R
lost some of its originality by that time. Between.1890 and
1895, when little magazines sprang up like mushrooms and
disappeared with equal swiftness, Gide got ihvolviq in a
variety 5f publishing ventu;es. ' ’ |
First he founded the little Potache Revue (School-

boy's Magazine), . . . Then it was La Conque (The

5

‘Shell)=--about as.short lived and as amateurish as A

.

its predecessor. As for Le Centaure--following La

que—-i ide i iginal illus-
s Conque--it could pride 1t5ﬁlf on origina S
trations by Odilon Redon and Puvis de. Chavannes.

At the Revue Blanche, Gide succeeded L&on Blum

1
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" as literary critic. At L'Ermitage, he was fellow-
contributor of Rémy de Ggurmont . . 8

At the Revue Blanche, Gide worked quether with Gustave Kahn.

. ‘ g L}
At the same time ‘{qe wrote gix books, one bf whioh, Lgs Cabiers

d'André Walter,reéeived thhsiasﬁr% criticism from

Maeterlinck bqﬁ cohdempatién from Huysmanghmbo considered
} . B .

the work vulgar. Gide encouraged the genius of Valéry,

\
b

[

maintained personal contacts with Verhaeren, Rodin,

D'Annunzio; Hoffnannsthal, Rilke and George. In 1891 he met

1

for the first time dscar Wilde who, then a successful author,

came to stﬁdy the Pa&isian way of life, 1In short, André Gide:
was not only familiar with his creative countrymen but he

& .
knew of the importanti contributions to the "fin de siécle"

artistic moveqent alliover Europe. He had been introduced

. to British dandyism, %he Vienna "New Romantics,"® the Berlin

_circle, and even the "Prager Kreis." He travelled widely |

. strict religious principles, an ambiguity that was a comnion

and had an.open mind for all new aesthetic theories, philo-
sophies, mr ideologies, and this made him a vx:llnerable but
uniqué genjus and product of his time.

Oneé myth that shoula quickly be touched upon here is
the question of Gide's morality or rather immorality, his

tendency to pederastry and at the same time his adherence to
7 R

i

' part of the "decadent" sensibility at the "fin de si&cle."

Pierrot states that "les D8cadents d&couvrent la sexualité,,
- .

. . \ b . .
~mais c'est en grande partie pour la refuser, ou du moins

@ o enotin e
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pour refuser ses formes normales. "’ Thus homosexuality
r%presents a form of physical pleasure that coincides with
the "deca@ent" doctrine of anti-naturalism. Since nature is
supposed to be replaced by the artificial or abnormal, so
the woman is ‘expected to be sophisticated rathéi than
natural. These hedonistic aspects are related to the reli-

gious undertakings of the "decadeht" aesthetes. "Ce qu'en

effet les Décadents demandent 3 la religion, ce n'est pas

seulement le pittoresque d'un décor extérieur, c'est aussi

. 10

un moyen de renouveler une sensualité blasée." Out. of

such an ecclesiastic-sexual ambiguity evolved a seniiment of
guilt which, together with the anti-natural attitude, was con-

sequential for the "decadent" sensibility. A sort of catho-

lic aestheticism developed during the 1880s, a fashion which>

almost made believers out of atheists.

Des artistes, dont la majorité& sont fonci@&rement

incroyants, ont recours, dans uﬁé intFntion par-
fois profanatoire, 3 des th&mes catholiques et aux
aspects extérieurs‘de la religion et du culté, |
| considérés d'un point de vue uniquement esthétique,
J mé%e gi déja existe en arriére-plan une nostalgie
diffuse du‘surnaturei.ll

The early André Gide must be regarded from this contextual

‘angle, without, however, ending up by labelling him, as

Mario Praz, for example, ténds to do. After having clarified

that Gide's work was rooted in the "decadent" movement, Praz

i
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continues his analysis by presenting as typicalities in

¥

Gide Ja variety of labels such as "psychological amBiguity,w‘

"sadistic pleasure," "martyr of pederastry," or "diabolic

. 2 : .
mystlclsm."l Rather than focussing on the constructive con-

sequences of his pérsonality,destructive connotations are

emphasized.

Gide descended from a wealthy, bourgeois family of

o .

Catholic as.well as Protestant confession. Although educaved
in the Protestant"religion, Catholicism intrigued him and %n—
fluenced his thinking. Confronted with -such ambiguity,xﬁis
life Qgcame\a challenge and a mystery from an early age on.
At‘;zz same time, like his "decadent" contémporaries, Gide
denied and mocked the bourgeois institutions,’for he asso
ciated more with aéistocratic dignity and ecceétricities.

Gide nourished the extreme and changed asplratlons -from day

to day, from religious feelings to ecstasies of carnal lusq

As Mann puts it, "he posed as the immoralist but was con- g

w13 the same discre- .

stantiy preoccupied with moral issues.
pahcy is‘reflectéd by his platonic mqffiage with his cousin
Madeleine“Pondeaug, whom he admired and cherished‘while at
the same time he followed his weakness for cﬁarming Arab
boys. This tendency made Gide an outcast of the éenerai

<

moral code of his society.
He was therefore obﬁiged to demonstrate a Law
which would justify his anomaly and admit his most |

contradictory impulses. He was equally incapable

<
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of casual hedonism and of untroubled puritanism

and constantly oscillated between order and

anarchy--until at last he made the very state okﬁt .
14 ~ -

oscillation the foundation of a rew ethic.

But Gide remained a riddle for the public. The Nouvelle

Revue Frangaise claimed that his work was "the most revolting

moral--and
,:\\-///””/;

.

.
P

intellectual scandal of the century;“ls . For many

Gide was an evil influence and he was condemned and despised

j\l like Oscar Wilde in England. Even literary criticism became
9@- preoccupied to a large extent with Gide's homosexuality.
2 Consequently, the author's life and work turned into a dis-

torted legend which in many cases no longer differentiated °

between the essential and the non-essential. Among other

critics, Planche in his psychological interpretation of Gide,

tries to correct this legend:

,

Noﬁs voudrions simpLéﬁent remarquer gue l'homo-
sexualité n'a pas eu, méme dans la propre vie de
Gide, l'importance qu'il lui a prétée et qu'elle
n'a pas cet aspect triomﬁhant et joyeux qu'il a
cherché parfois a lui dqﬂner. Elle e;t, et reste
une maladie, unﬁmanque,'une souffrance et un drame.
Jamais Gide n'a connu cette plénitude de satisfac-
tion qui engage a la fois toute la capacité de
jouissance des sens et toute la capacité'd'affec-
tion d'une personne humaine etwqui s'appelle et

mérite seule de s'appeler 1l'amour.

i
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This critic rigEE;y,warﬁé’B?/E;;/;;pid diagnosticism and thus
//nfbtiiggigzéation. Gide does not fall into a prescribed

pattern. He went through ideological transformations and
aesthetic fluctuations and grew into a respectable philo-
sopha;l' However, this chapter is only concernea‘with his
youth. The young‘GideZS Paludes, whHich was published duringu
this period of aétive éesthetic preoccupation; alreaéy indi-
cates a distancing irony pointing’toward a tré;sformation, a
'more mature stage. Nevertheless, qide then participatqd in
a cultural movement in France under the auspices of his
"decadent" masters and therewith embodies, besides Oscar

fWilde and Max Brod chosen fog this thesis, % particular
signified.of the signifié{ "décadence."

THe narrative Paludes éppeared in lé95 at the Librairie
de 1'Art Indépendant, after it had occupied the author's mind
for a long time. \The work was finished in the seclusion of
the Swiss mountaiVS’where Gide's doctor had sent him for re-
covery frpm symptoms.—of- tuberculosis. It was written in a
state of mind of utter frustration and self-estrangement of »

]

which his autobiography.gives ample testimony:

.

4 -

a o~ 6 ‘
Je rapportils, a mon retour en France un secret de

Fl

ressuscité&, et connus tout d'abord cette sorte,

d'angoisse. abominable que dut golter Lazare

s

échappé du tombeau. Plus rien de ce qui n' occu-

’ pait d'abord ne me paraissait encore important.
7

Comment avais-je pu respirer jusqu'alors dans cette

s @
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atmosphére éﬁouffée des salons et des cénacles,

e

ol 1'agitati

& v

“mort? . . . Un tel &tat d'estrangement (dont je

n de chacun remuait unﬂparfum de

souffrais surtout auprés des miens) m'elit fort-
bientég;duit au suig}de, n'était 1l'échappement
gue je trouvai 3@ le décrire ironiquement dans
Paludes.17 )
Gide was no longer sure of his role and ;}s iﬁentity among
the others. Although he had declared pregiousi} that every-
body had his place on earth he had not experienced many \
transformations yet.
Je me persuadaisaque chaque &tre, ouqQut au moins:
que chaque élu, ;vait a"jouef un rd8le sur la terre,
. . le sien pré&cisément, at qui ne ressemblait & nul’
autre; de sorte que tout effort pour se i;}mgsgge
3 une r&gle commune devenait 3 mes yeux trahison;
. . . Au vrai, j'étais grisé par‘la diversité de

-

la vie, qui commengait & m'apparaitre, et par ma
propre diversité .-. 18
The creative process that made Gide produce Paludes at the .

same time made him realize that against his wil} he had been

‘ symbolist period;"19

directed by sociat patterns.
saved him from being captured
change direction. Therefore,

9
goit pour les lettres et pour

"Paludes

The awareness of bis diversity
in this mill and méde‘him
Paludes is fa parody of Gide's
est une satire ol percé le dé-

les milieux 1ittéraires; tels
p .

1
9
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ue Gide venait de les voir; Paludes is a "satire, donc, ., .
" monde d'ici, la 'vraie vie' &tant ailleurs. Mais ¥
. . , L oL

aussi satire de soi-méme, de ce qu'il a été&, de ce qu'il est

21 Paludes shows "hila-

rious self-irony . . . where the most acrid criticism is

N

_ ‘ 22 , .
mitigated by a hearty laughter;" it'is a "satire on a

n23

cloistered literary life;- or as Gide says himself in his

.dedication: "J'Scrivis cette satire de quoi."24 Paludes,

then represents an ironic counterpart of "1l'&cole décadent," ;

a demystification of a movement that began to stagnate, with-

out, however, the author bein%7tbtally freed from.its in-

N

. fluences and essenées. In Paludes} Gide recapitulates "deca-

dent" themes, imagery and outlook by means of which he ex-

poses a sterile life in a sterile milieu, an atmosphere of

suffocation and spabnation. Paludes is therefore a work of

o

transition., "Decadent'".-in -its contents, yet avant-garde in
its style, the narrative is slightly beyond the actual move-
ment of "dé&cadence" in France. However, it contains the
Gidsan. dualism of distancing and at the same time of being

part of an attitdde. Gide

S

. o ”
wanted to be . . . a. 'demoralizer--a destroyer, - B

. that is, of pragmatist pretense, of abstract or
9

inherited authority, and of flattering sélf-delu- ’

sion, He wanted to throw open all questions which

o

" " men are. tempted to consider closed; to challenge
all received opinions, all restrictive institutions,
1]
&

R AT
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all a prioxi notions concerning the nature of

» man.zs A ’

Although traﬁsitory, Paludes remains part of the general

sensibility,‘af particuiar thoughts, which characterige the'
works of Gide. It is-a partlggrthoée themes above that are
resumed, varied, and amplified but that remain the product

of a particular cultural movement. *Although Gide despised

this movement later, it shaped the author and his work. He
remained preoccupied with the thefme of moral revolt through-

out his career.
c -

&

The narrative centers around a young man who is writing

a book called Paludes, "ﬁhiph is the story of Tityre who lives ¢

contentedly alone in a marsh and desires nothing more than a

n26

closer assimilation to his miligeu. The narratot explains - 1

that the name Tityrus derives from Virgil. He says: .

4 kS

"Paludes c'est l'histoire d'un homme qui, possédant le\cﬂamp

de Tityre, ne s'efforce pas®d'en sortir, mais_au contraire
' ’

s'en contente; voild . . ." This state of being is what ]

i -

the natrrator has undertaken to changg. "By portraying con-
tentment in a life of intolerable boredom, /he wishes/ to
inspire disconteht'in- his audiepce."28 : : :
. . . c'est parce gque Tiéyre est content que moi

ﬂe veux céséer de l'§tre. 'I1 faut qu'on s'indigne-
au contrgire. Je vais rendre Tityre méprisable 2a °

force de résign~tion,29

This indicates also the theme de "l'acte libre" which Gide's

-

- A
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narrator points out at the banéuet and_pﬁrsues throughout
the text: fCe n'est pas des actes que jé veux&faire naitre!
c'est de la liberté que je veux dégagér .. .30

The text has the ﬁorm of a journal, govering six days
from Tuesday to Sunday. rAdditionally, each day has a title
or a "dedication" to a particular persor like Hubert and
Angélé; The narrative is even more intertwined, for as
Germaine Brée points out, "Gide, dans Paludes, 'nous présente
un héros qui tient un agenda, &crit des notes’en vue d'un
roman, &crit un roman au sujet d'un héros gqui tient un jour-
nal."‘31 The narrative is written in the first person sin-
gular. The narrator is never identified and remains myste-
riously‘nameless until he explains to Hubert: "Je suis
Tityre et solitaire," ;hd later when he answers to Martin's
question about a name on a piece of paper: "'Qui c'est,

n32 By thus responding

Tityre?' Je répondis: '--c'est moj
the narrator merges with his own story of ‘a bachelor who
lives in a tower sur:gunded by marshes, the story of one
who cannot travel and who lives in a monotonous péeudo-

reality. Paludes, in effect, is a book within a book, Gide

as well as his ridiculous hero are writing Paludes. Thus it

appears as if G%de "pokes fun at his own double-~a Parisian

'décadent' who has lost the ability to. do anything, to make

any decision--all entangled in the labyrinth of his psycho-
‘ 3 . ’

logical complicaitions."3 Gide mocks the neurotic aesthete,

and the narrator, too, makes fun of the follies and

*
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tribulations of his compatriotg. However, the irbny sur-
rounding the narrator is that he never seems to g}nish his

work, or rather he never finishes finishing his work. He is

a writer who doesn't write but instead supplies interpreta-
tion; of his work accofding to thg tastes of each inquirer,
because he thinks that the only way of communicating the 2
same thlng to everyone yé/zb modify it according to the

peculiarities of each: "Mais/comprenez, je vous prie, que

-~

la seule fagon de raconter la méme chose i chacun,~-la méme

chose, entendez-ﬁsi bien, c'est d'en changer la forme selon
chaque nouvel ésg;it."34 Everyfhing centers aréund the idea
of stagnat;on which makes the work élmost an "anti-novel"
or "anéi-novella." The’lives of the char;cters in Paludes
are trapped in a‘milieﬁ which is governed ﬁy boring little
routines, by aftificial artistry and parélyzing\traditions:
The agenda kept by the narfator best symbollzes this sense-
less way of life, an ironically.planned exlstence.

Tenir un agenda; écrire pour chaque jour ce gque
‘'je devrai faire dans la semaine, c'est diriger
sagement ses heures. On décide ses actions soi-

méme; on est sfr, les ayant résolues d'avance et

sans géne, de ne point dépendre chaque matin de

l'atmosphére . . . j'€cris huit jours & l'avance,

pour avoir le temps d'oublier et pour me crée;

)

des surprises, indispensables dans ma manié&re de

vivre; chaqugfsoir ainsi je m'endors devant un
[§ . )

¥
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‘lendemain inconnu-'et pourtant déja décidé'pgr‘méi— ';
méme. Dahs mon agenda il y a dedx parties: .sur
.une feuille j'écris ce q;e je férai, et sur la
feuille d'en face, ‘chaque soir, j'écris ce‘que
j'%i fait. Ensﬁite je compare; je soustrait, .

) " ce que je n'ai pas fait, le déficit, dewient ce

que j'aurais dd faire.3>

In practice, this planning turnstéut to be less complicated:

"Sur l'agénda} sitSt levé je pus lire: t83cher de se lever &

r

. . . , . , [+ .
six heures. Il &tait huit heures; je pris-ma plume; je
. biffai; j'écrivis au lieu: se lever 3 onze heures.--Et je

w36

me recouchai, sans lire le reste. The ridiculed monotony i

apd the sentiment of estrahgemgntaaéﬁear as a "leitmotivﬁ
thrbuqhout the text. They becéﬁé apparent espegiall& in thev
,relationships of the na;fator, who gives summaries of the
.senseless lives of his'boufgeeis friends Hubert and Richard,
and who attentively clarifies that his friendship. with

v

Angéle is merely platonic and sterile, althpugh'she woqld'
like at times to change those conditions.

'Ce soir,. je résterai, dit-elle; --voulez-vous?'

. Je m'écriai: 'O! voyons, chdre amie!-—-Si mainte-

nant l'on ne peut plug vous parler de ces\choses,
; ) ) . ) )

sans que toﬁt de.suite . . .-—Avéuez d'ailleurs .
gque vous n'en‘avez pas qrapdekepvie;——puis vous
Etes, jé vous assure, délicate . . . 'Non chére

amie,--non-<nousg pourrions en étre génés;--j'ai
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méme fait 3 ce sujet quelques |vers:

///j Nous ne sommes pas, -

Chére, de ceux-l2a .

Par qui naissent les. fils des homﬁés.37

Bertalot indicates that "ces vers déhoncent une &trange pré-

monition de la situation anormale qui existera un jour entre

38

. . . /Gide/ et Ang&le-Emmanudle.™ Without turning towards

biogréphical interpretation it is clear that the narrator of

Paludes avoids getting involved but estimates Ang&le highly

and attempts desperately to change Qﬂeir lives ip order to

be liberated: ° . o

'L'&motion que me donna ma kie c'est celle-13 que

‘'je veux dire: ennui, vanité, monotonie : . . nos

vies, je vous assure, Angéle, sont encore bien

plus ternes et médiocres.'--'.'. . Quelle monoto-

nie! recommencai-je-—aprés un silence. Pas un.

-

événement!~-I1 faudrait tdcher de remuer un peu
' - )
notre s;istence.'39 \

- Unfortunately, the initiative he undertakes to solve the

prgblem consists but in'a long pianneg‘trip fd‘the suburbs

. of Paktis with Angéle\on~Saturday. The‘escape-excursion is

rained out and cannot be extended because Ehey'have to\Be

Back.for Sunday chﬂrch, réligious ?ofrectneSS'being parttof

their mo;al f;ameworki*‘aj | _
Oﬁe of the higﬁiiqhts of Paludes is ‘the social satire ¢'

that Gide delivers about.Angd@le's literary soirée:




)"breaking out’' of his own marshlands, and becomes Tityre. ﬁike

forth into the unknown; the stagnant atmosphere of his life,

' however dull, is nevertheless safely familiar."
. solves to db, once hig§ story Paludes is supposedly finished,

‘title Polders. Thomas Cordle explains that "'Polders'’ are

T T e pree— .
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In her tlny, crowded, airless salon the same

\ L4

thoughts and phrases pass from mouth to mouth untll
they become the common’ property of ail the men of
;ettersjgathered there. These are people who never |
travei, who seek no new,e*periences. They are con-
tent to repeat withéﬁEﬁend the same stale maxims’ ,
and observations. The writer of‘Paludes attacks
their°conp1§qga?i'and the—"mqlady‘of retrospection"
that makes tliem do again and again what they have

alreadj done once; but he is nonetheless one of

. S s
them. 40 - ' (\,\\
) J ' 3
In this scene Gide sarcastically remembers the "symbolist" ]
gatherings which had begun to irritate him some years earlier. .

[y

. . Y . . %
He critic¢ises a "complacent .society nourishing itself on its
meager accomplishméﬁts and‘negative virtues; the men of
letters knowing nothing, and aspiring_ to know nothing, out-

ll4l

side their own salqns“. . ‘But even his hero cannot es-

cape that hollowness arnd lethargy. He does not succeed %P

g 3

his hero he /the &arratog7 fails because he cannot venture

v

o

Thefefore,‘the only‘EHing the narrator 6f‘Paludes re-

9

L

is to write another stqQry about 3 similar topic under the ' .

l

&
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tracts §f marshy/lana reclaimed from £he sea and protected
from it by dikes.";12 As thg titlg suggests, Polders is but
ayvariant of the previous book and will also depicf a life-
less, shut-in worl@. This representslthe end of Gide's
narrative, whose themes such as ennui,- impotence or self-
destruction have made aspects of Wdecédence" in Paludes
apparenf. tAt the same time Gide has drawn aitention.to the
consequences of this "decadent" sensibilitx, because by des-
cribing'the monotony of Tityrus and the absurdity of the

marrator Gide has demonstrated to his compatriots the vanity

of ,their lives and their total lack of freedom. He opposes

" comfortable resignation,abourgeois routine and "everything

that reduces the individual to a function or social role.“43

The irony of Paludes!, howewver, is that its herb, the narrator, -

e

is more bound by habits, hemoranda, and conventions than any
other character‘in the text. The one person the narrator
criticises most, Hubert, is at the same time the only one

capable of breaking out of the closed .circle when he decides

to travel to Biskra in North Africa. Heéhce, Gide drfamatises

.through irony man's Eéndency“"to become a function, and his

Y

imprisonment by,@%s ill&sory conception of a coherent and

44

single self." Gide mocks the unliberated liberator--and .

yet he approves of his doctrine. In Paludes the.author
describes the genesis of a work of art, the descriétion of
the soul by means of words. He presents a literary theory

\

.which considers the work of art to be an interpretation of

' »
- . . N

-
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of art counts for Gide, the ena—product of the artistic crea-
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appearances, .e. ﬂe presents an- aesthetic doctrine Eogefher
with a crifique. These two polés—of Paludes imply a dialec-
tlcal proc;;s of literary creatlon, since Gide's aesthet1c1sm
is 1n1t1ated by the tensions and contradictions of opposite
notions. In Paludes "la création llgtéralre . e s est défl-
nie comme une pefpétuelle métamorphose. Tout dans Paludes
montre le sysféme éomplexe d'ambivalences et de réciprocités
qui préside 3 la transf&rmation en oceuvre d'art d'un é&tat
d'ame latent."45
Neveftheféss, it should be noted that although for Gide

2

the domain® of art and that of life "sont reli&s par un ré&-

'seau complexe et parfois obscur de correspondances qui.s'au-

nd6

thentifient mutuellement, they always remain clearly dis-

tinct and separated. The aesthetic utilisation of a work
-

tion whlch is the culmlnatlon point of experiences. Gide

‘fused image and 1dea, aesthetics and ethics and he' thus

created "a personal form of fiction that is both challenging‘

and poetic. This forn," as Vinio Rossi believes, "first
' \

.achieved in Palﬁdes, is the modern parable."47 Undoubtedly,

" Paludes represents a shift in the aesthetic sensibiliﬁy of

his time which I indicated at the begihning of this chapter.
But, to repeat, Paludes is a direct product of the genre of
"decadéﬁt4 literature still adhering %o its rules. Paludes
contains cha{acteristics of "decadence" such as the attenua-

tion of emoticon and its detailed analysis. It contains the

[ o
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themes of ennui, frustration, and moral confusion, wﬁ&sp

are all themes of disintegration and alienation. Instead.
-
/

of movement,'the narrdtive shéwé stagnation; it treats the
leisured classes with an é&litist pegchant and specializes

in situations that are beyond the probabilities oE daily
life, refusing current values of their culture and rejedting
present-day ki.e. end 19th century) civilisation. A furtherf
typicality qf a "decadent" text, very individualistic in .
Paludes, is its conscious form, not just in the sense of
structure,lbut more in that of language. Faludes is a prime
example of how vocabulary, syntax, or imagery &evelOp in

elaborate patterns, sometimes overshadowing the situation,

As Anatole Baju had preached in Le Dé&cadent, Gide also

followed the principle according to which "le .Décadent . . .
né fait rien qui ne soit préméditég, pdsé, préparé en vue d'un
but unique: 1l'enquéte personnelle."48 Consequently, I
believe that although Gide was in revolt against the norms

of the "decadent" sensibility he still belonged.to the para- '
digm of "dé&cadence" pursuing his "énquéte personnelle" with
the tools given by a cultural movemént.coming to its end ip
France during the last decade qf the 19th centuiy. Gide
arrived at the conviction in Paludes--and reéfff}med it

under the "table des.pﬁrases les plus remarquables de‘Paludes——:

R
LA

'I1 faut porter jusqu'a la fin toutes les idées qu'on sou- ‘?

49 . e L
iéve."" With Paludes one particular signified of the signri-

\ o
fier "décadence" has exhausted its meaning and has stopped

functioning. )
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CHAPTER V

»

Max Brgd

This chapter will deal more closely with the question
whether the "fin de si&cle" phenomenon of "decadent""ITtQEé- ¥
ture occurred merely iﬁ France and England, or whether there
was a Europgaq genre of "decadent" literature which would
therewith ihclude the German speaking nations. I have al-
ready pointed out previously that a specific process of insti-
tutionalization of an ideology had taﬁen place in Germany in
the 1890s around Stefan George. The reference-book presenta-
tion in the first chapter has shown that "decadence" was
mainly accredited to French and at the most to English artisés

t L4

but rarely to works from Italy, Austria, or Germany, for ex-
'
ample. Although the notion of "decadence" was a vast cul-
tural movement, I do not -intend to generalize the phenomenon.
The European occurrences of "deéa@ent" litergture are charac-
terised not only by similarities but at the same time by
differences, both of which apply to the German coritext of
this chapter. Furthermore, I wish to remind the reader that
although the\"decadent" literary movement represented an imj
portant and fast-spreading phenomenon, it co-existed along
wfth various other movements, which especially in German

speaking nations were of prior importance. Man; "decadent"

German artists later merged with these pre-dominant movements
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as was. the case with the Gedrge-Kreis and their journal

Blitter fiir die Kunst, for example;(see chapter two, page 55),

or as indicated the expressionistic tendencies of Max Brod's
style. For the moment, however, I should like to concentrate
on another stratm, another signified of a cultural phenome-

non called "decadence" which has its roots in the traditions

o

of Western Civilization and which should not be put off as

a "Modeerscheinung." - TN

The examples of,Oscar Wilde and André Gide have shown

two interpretations of "decadence" in literature that had a
\ :
~strong J4impact. on the genre, on other artists-and on society.

B

+The third author in this chapter will move within German
s |
language boundaries. The writer in question, a much neglected

artist whose early links with "decadence" are almost complete-

¥

ly ignored among critics, is Max Brod.
’ Max Brod was born in 1884 in the three culture city of
Prague whlch at that time still belonged to the Austrian

Empire. Indeed, he was born when the major phase of the new
LI -

artistigc moveiment took place in France and when German lan- ,

éque literature still strongly adhered to Realism and

Naturalism. Brod turned to and d}scussed the'notion of
"decadence" after it had stirred\the‘Ehglish "Nineties,"
”afﬁq} the beginning of "Jugendstil"J(naﬁed afger the journal
Die lfugend which first appeared % 1896), and after the "Jung-
Wiener“ had come together in the 1890s in Austria. The ideas
of "fin de siécle décadence" seemed to have migrated slowly

: N ‘\
L O |
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across the Eurcpean continent until they reached the eastern
cultural centre of Prague. Although this seems to be a

rather simplistic expla apion, it appears from literary
1
|

history that "Dekadenz-Literatur" after its French and

English models had been translated and published was produced
: . . .
mainly by élitist groups in either Berlin, Munich or Vienna. o2l

~

ustrio-German terri- 1,

Pragéé belonged to the periphery of the

‘tories. Its marginal position was partly d to political

discrepancies between the Czechs and the Austrians, and

'

caused as well by socio-cultural diversifications and con-

flicts between Czech, German and Jewish traditions. Never-

“theless, at the end of the century an influential literary
circle developed in the German and German-Jewish part of

the city often called the "Prager Schule." In his autobio-

graphy, Max Brod distinguishes three stages of half-genera-

tions in this "schHool":, ". . . die Gruppe der Alteren um
Hugo Salus--die mittlere Generation um Leépip und die
Pl

*Anfdnge Rilkes-~-schliesslich meine Ffeugge und‘mich, o o e

_zu denen Kafka, Werfel, Urzidil geh&rten."wl HoweVer, it

should be noted that a "decadent" school with a specific . ‘ .
program as it was presented previously did not developﬁin

Prague. The "Prager Schule" was rather a circle'of friends

who gathered around their literary interesEé, exchanging \

qnd criticizirily each—othér's works without trying to propa-

gate an iéea to ‘the public. Max Brod himself modifies the

term "Schule" in his 1966 publication Der Prager Kreis:

U S
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Man spricht seit einiger Zeit-wiel von einer
"Prager Schule." 1Ich finde diesen Eég:iﬁf’nicht
recht zﬁtreffend. Denn zu éiner Schule gehdrt
doch wohl ein Lehrer und auch so etwas wie ein -
Schulprogramm. Wir hatten weder den einen noch
das andere. Ich habe daher absichtlich eine
Beziehung gewdhlt, die lockerer, schwankender,
verschwimmender ist. Ich spreche lieber von
einem "Prager Kreis."? . \
Furthermore the "decadent" notion in Prague differed from
its predecessors in that it did not influence its authors
for mény vears. The T?St remarkable poet who evolved through
this movement was Rainer Maria Rilke. As for Max Brod, his
early prose works represented a youthfui stage which he
would completely  abandon later bxdturning towards the Jewish

tradition. Hence, for Brod "decadence" was but an interlude

with few ideological ‘or stylistic consequences as opposed

- to most of the authors mentioned so far. Nevertheless,

"decadence" received a particular mggning in his’works, a
meaning which he tried to clarify by es%ablishing his in-

’ ¢ a
dividual association with the term and by creating a new

t
!

variant called "indifferentism."

(Beforq turning to Brod's narratives and his new concept,
however;,- I should like to add a few words on the migration
of the term "d&cadence" and of the lnfiuepcg of.Erencﬂ ;itera—

ture on the German speaking movement, Accerding to Ulrike
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Weinhold, the notion "décadence" was introduced to Germah
speaking couﬁtries by Hermann Bahr's article "Die Dé&cadence,"
published in 1888 in a newspaper, and by Frledrlch ’
Nietzsche's essay "Der Fall Wagner," also publlshed in 1888.
"Décadence" bezeichnet von nun an im geﬁtsch-
. sprachigen Raum 5l;e diejeniéé Literatur, die
durch Ubernahme odex e%éene Entwickluhg inhalt-
. liche und formale Gemeinsamkeiten oder
Ahnlichkeiten mit Vertretern des franz8sischen
Symbolismus oder auch mit Oscar Wilde und den

}

engllschen Priraffaeliten aufwies. Der Ausdruck

. W

bezog sich vor allem auf die “Jung—W1ener“ und
den GeorgeaKreis.3
Oﬂ particular importance in this development were Stefan

George and Richard Dehmel who were the major translators of '

~.Baudelaire, Verlaine, and Mallarmé. Hence, it seems ‘

evident that it was to a large extenpﬁthe,fhﬁction of these
"intermediaries" that enabled.the ‘introduction -of the new

movement in Germany and Austria. In that connection Yves
Chevrel points out the problems which the works of J.-K.

.

Huysmans encountered: °

1 L]

‘A

Ce qui a mangué 3 Huysmans ﬁour s}iﬁposér,en
Allemagne avant 1890 ce fut aussi . . . l‘absenqé
d'un intermédiaire gqui se ser;it consacré 3 la
propagation de ses oeuvres. Zbla, paf exemple,

‘avait bénéficié entre 1879 et 1881 d'une petite

P
i

}
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) .
campagne de presse dans la Frankfurter Zeitung, -

gr8ce & M.-G. Con;aA/ qui résidait alors 3 Paris.
\Mais la critique littéraire, avant 1890, est sou-

“vent tenue par leé représehﬁénts aes ancienne§
générations, qui ont du mal 3 admettre 1'é&volu-

tion moderne. La situation va se modifier & par-

tir des années 90. En effet, parﬁi les journa-

listes qui se rendent 1 éaris‘vers ces années se
trouvent deux critiques qui 'vont prendre c0nsc%? ce '
de la siqnification'de'l'oeuyre Hu&smansienne e‘é51 J
surtout de son caractére exemplaire: unnAutrichien,

Hermann Bahr (né€ en 1863) et Ola Hansson (né en

1860), Suédois résidant & Berlin.®

i

Soon after their stay in Paris during the late So‘sf transla-

tions of -Huysmans' works appeared and had a great impact on

** the German speaking artists. They discovered in him a new _

i

type of writer, a new generation for which naturalism was -

but a pointwofxdeparture. Authors like Leopold von Andrian, -

Y

Stefan George, Hugo von Hofmannsthal and Max' Brod among
othérs wefe inspired by Huysmans. As a consequence the T
develd?ment of the notion of "décadence" in Germany and

Austria was quite different to those in France and England,
B . . v

Although philosophers like Schopenhauér, Nietzsche and i

Wagner were important factors in the crystailiéation process'

of the German movement, it depended much~9h exterior influ-

b
N

ences as.regards literary content and form;. less important

* " .
’
i ~
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; ‘ was dandyism or, the moral aspect in general which was so ; -
decisive in England. DESpite'this deﬁelopment, the commen- s

taries of Fanny Johnson seem rather unsupbbrtable. She says'

in her book The German Mind, 1922, an introduction to German

; culture via their literature from 1870-1914, that

’ Germans have ever béen good‘imitators; they took
no shame in t@e fact ‘that the§ got their men's

fashions f?om“London, their\women's from Paris,

4 -

. and their literary style--qnywhere.‘. . - Essen-~

A N - ’
tially they are a pgople who love to think, to \ b
contemplate and criticise rather than, to act.>
Such polemic does not change the fact that German "Dekadenz-

Literatur" might have been less original in the French sense,

T yet nevertheless it created its own form of "décadence." ‘ '

\

. Undoubtedly, an essential condition for ‘the development:

of - the "fin ﬁe'siééle"*movemeﬁt in Germany And Austri§ was

the youth of its participants. At a time of political in-
stability and transition ﬁrom moﬁarchy,to dembcracy, tﬁe«

" young German aftists were sensitive to‘ény inndVation. 1

,’  Theobald Ziégle£ writes: T o '

gf Juné'warvdann weiter auch das Revqlu£§pn&re und ., . ﬂ, .

' Unh{E?Eéische dieser neuen Rightung, ihfe Abkehr
von allem traditionell Geltenden, namentlich ;uqh

‘ _ “in der Sitte. Allem Konvepfiqnellen erklirte man

den Krieg, die Substanz der Sittlichkeit 18ste

{ ' . ' man auf und forderte ftir sich das Recht, fessellos

~ . \ - € .
PR
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. 2 sich auszuleben in seiﬁer'Eiéendrt. "Die sozial-
:'demokratische Kritik am Bestehenden verband sich
mit Nietzsches Mbralsképtizismus und mit seinem
extrgmen‘Iﬁ@ividualismus.6 ’ -
Although applicablé, tthe notions séemed to have iess

“Sturm und Drang“ 1nherent in thelr Prague parallel. For Max

Brod at least it. was rather *Schopenhauer who influenced hls

yquthful thinking. He said himself:
Seit dem Jahre 1900 . . ., seit meinem 16.

Lebensjahr also, hatte mich Schopenhauer’vdllig

_in seinen Bann genommen. . . , alles wurde von der

‘ Frage Uberschattet: 'Ist der menschliche Wille

frei? Oder wird er, wie Schopenhauer sagt,
'nezessitiert,’ mlt-Notwendlgkelt zu seinen
Entschliessungen gebracht?'7 ’

Later, as a consequence. of other experiencgs, Broq’turned

away from this pessiﬁism, "Lﬁiése£7'Lehreh_da§ der menschliche

WillensentschlupB wie alles Ubrige Wirken tnd Tun in deﬁ,WeltA

zur Unfreiheit verurteilt sei, es sei.denn, dap der Wille

"die Welt 'verneine' . . ."? Yet, before renouncing this

4

pessimistic world-view @t helped to initiate in Brod a new
~co)nceptionwhicﬁ he called "Indifferentismus." . In this per- _
séhal—“Weltanschauuﬂg" he éaw | '
/;das\Bdse wie das Gute éleich4préisgnswert‘("Omnia
admirari") und gleich berechtigt, weil auf gleiche

Weise zwanghaft kausiert . . .. Wir haben keine
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M8glichkeit zu wdhlen. Wir sind der Kausal-

’kette, dem grausamen Apparat verfallen, den Kafka

die "Toténschlaggrkette",nennt.9

Despite the fact that this term was the result of a general
] p ) ! / ] ,

cultural atmosphere, this interpretation can only be attri-

‘buted to Brod. Paul Raabégséys: "Dieser Ismus ist also

-

keine allgemeine literarische odér geistige étr&mung, sondern

'der Beitrag eines Autors, zu der passiven Grundhaltung einer

‘4sthetizistisch Uberzfichteten Zeit."lo .

The word "indifferentism" itself, however, was not in-

vented by Brod... Its,meaning'was merely traﬁsformed and

~adapted to’his individual cénception; Withodt reiterating

?

the ¢ritical research paﬁtern of the first.chapte¥, I shall:

v

quickly glance d; the definition of "indifferentism" in -

official dictionarieé in order to clarify why éhe concept

represented qnotﬂ%r signified within the stfucture of_"&é-

éqdenée."‘ . - : . " ‘ s
. The earliest referénce to‘éhis term I camé across is in! '

the American The Century Dictionary of 1889.ll It states

under "indifferentism": "%) Systemat}c indifference; ;VOid‘
ance of-Ehoice:or pmeﬁerence; specifical;y, the priﬁciﬁle that
Qifferenées'of religious belief are essentially unigportant;:
adiaphorism . . . 2) In metaph.) the doctrine .of absolute |

identity;'the doctrine that to be in ‘idea 6r thought and' to

exist are one and the same thing . . ." THe Oxford English

Dictionary of 1933 mentions: ". . . /.. . . F. [

i
~ '
. N - .

~
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indifférentisme (Littré).7 1) A spirit of indifference
professed and practised . e ésp. the principle that dif-
ferences of religious belief are of no importance; adia-
phorism; ?bsence of zeal or interest in religious matters

. + .« 2) Metaph. 1866 Monsell in Contemp. Rev. 1.33: Hence
arises a third form of philosophy, which, for want of a
better name, wé will call Indifferentism, as being a'system -
in which the characteristic differences of mind aﬁd‘matter
are supposed to disappear, being merged in s.th. higher
than both. 3) Biol. 'term originally applied to the cond.
of the sexujl glands at the time of the development, when
parts them are common to both sexes (Syd. Sog. Lex.

1886)." In Franz8sisches Etymologisches W8rterbuch, 1952, <

Walther von‘Wartburg states under "indiff&rentisme: m.,

'indifference, erigéﬁ en systéme, en matigre politique ou"

religieuse' (seit 1750, -Nouv, Bibl. Germ. 6, 23; Ritter)."

Ernst Klein, on‘Fhe other hand, mentions in A Comprehensive

Etymological bictiona;y of the English Language, 1966, for |

the adﬁeqﬁive "indifferent, adj. - L. indifferens, gem. -

entis, 'indifferent, similar; neither good nor evil 'fr. in-,

'not,' and differens, pres. part. of differre, 'to differ.’

« Derivatives$: .indifferent, n; indifferent - ism, n. indif-

ferentist, n; indifferently, adv." The Grand Larousse de la

= t £
langue frangaise, 1975, 'gives further etymological references:

"indifférentisme (de indifférentiste, celui ‘qui accepte tous
les dogmes ‘religieux /1721, Trévoux/. dér. de indifférent;

a
o
o

. \
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1750, Ritter, les Quatre Dictionnai;es /en feligiqn} en

— ~

bolitique, 1869, Amigue§7)¢ Volonté'éystématiqué de ne
pas se prononcer en religion ou en politique.~:ﬁéire pro-
,fession d'indifférentisme." The Duden, I§7]4Ama£ely writes:

"Indifferentismus - indifferente Haltung, Einstellung; das

Uninteressiert sein, Gleichgﬂltié sein." Meyer's Enzyklo-

Qadisches Lexikon, 1972, however, is more thorough: "In-

differenz: Ununterschiedenheit, Ununterscheidbarkeit;
insbesondgre Gleichgliltigkeit gegen bestimmte (religidse,
eth.) Weltvorstllungen und Normen (Indiféerentismus), in der
Identitdtsphilosophie SChellings Terminus zur Bestimmung des
Absoluten, des h8chsten Prinzips--im Kéntext als' 1, von Natur
‘ und Geist, von Objekt und Subjg;t,' das--8hnlich, der -
Coincidentia oppositorum alle Geébnsatze umfassend--in~
haltlich ununterschieden und ununterscheidbar und dahef

weder real noch ideal bestimmbar ist." Webster's Third New

International Dictionary of the English Language, 1961 and

1966, essentially repeats what has been mentioned already

for the word "indifferentism." So does Brockhaus Enzvklo-

/
pddie, 1970, and the American Heritage Dictionary, 1970, both

of which have entries for "indifferent" only, but expand on
variants. Other reference books are completely "indifferent"
"to the term and do not list it in the first place.

This short glance at the reference book interpretations
of the term "indifferentism" leads to the conclusion that the

adjective "indifferent" is of Latin origin and that the noun

A bt
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"indifférentisme" was derived from the adjective in France

during the 18th century, migrating later to England and
Germany.- Its essential meaning centers around the prin-
ciple that differences of religious belief are of- no im-
portance, as well as the philosophical ‘concept according to
which differences between mind and matter should not exist
but that mind and matter should unify to something beyond
that. "Indifferentism" also applies to political undecided-
ness and in a more general sense it indicates an indifferent
attitude or opinion. ForaMai Brod, however{ the meaning of
"indifferentism" extended toia more existential philosophy.
For himlall forms of existence, either good or evil, de-
pended on the same laws of cauéality, which rendered life
senseless, for man haa'no choice. He saw a "circulus
Vitiogus" out of which there was no escape. "Indifferentism"

seemed the éppropriate form of survival. This pessimistic

i

\world-view reflected both the influence of Schopenhauer as

'well as the general atmosphere at the change of the century,

T

the "Untergangsstimmung," the revolt against the bourgeois
system, against superficiality, against traditions, against

senseless human relations and the relativity of judgements.
/

For Brod, "Indifferentismus" best captured the sense of the
timeJ'the sense of "décadence." Therefore, his contribution
to tﬂe general. cultural phenomenon consisted neither of

/

danl&ism nor of a journal, but of a concept with which
\

"decadent" characteristics were to be clarified. Hence,
o #
&

(o

n,
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"indifferentism" represented an additional signified Ehat\
enriched the concept of "décadence."

Although Schope;hauer played an importantgpart in thev
influence of Brod's ideas, French -authors like Laforgﬁe and
Huysmans-~already mentioned before~-, and indirectly Wilde
and Beardsley also contributed to the young author's forma-
tion, as soon as their works were translated and migrated,
S0 to speak, across the continent. Brod mentioned, "I;h
lebte alléin, ugabhangig in meinen Ansphauﬁngen, éelbsténdig,
orientierte mich an Goethe, an George und‘an den Franzosen

(Flaubert, Jules Laforgue, Rimbaud), . . .“12 Later he read

-

Huysmans together with Kgfka. His own literar® reputation,

' !
however, began with his first book Tod den Toten, Novellen

des Indifferenten, a collection of novellas written between

1902 and 1996, as well as his novel SchloB Nornepygge, der

Roman des Indifferenten, written between 1903 and 1908. . The

first received "erstaunlich starke Beachtung, die Zustimmung
von Max Mell, Felix Braun, Stefan Zweig, /Franz/ Blei,"

)
and the latter created "unerwartetermaBen in Berlin einen

1 .
Kreis leidenschaftlich debattierender Leser, mit Kurt Hiller

;"13 The political orientation of the

an der Spitze .
Berlin circle, their Bohéme-spirit and their openness towards

new art made SchloB Nornequge a sensation. In Vienna,

however, it was misunderstood. The group of the "New-
Romantics" disagreed with the book, because their ideological

framework was disoriented, it seems, from presentiments of
j .

1

3
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political changes .occurring in Bpod's work, which caused de- |
. fiance rather than sympathetic understanding. Thus the re-
. ception of Brod's form of “décédence" differed in the German- 0
‘speaking‘cultural cenéers. As for Prague, the pércenéagé )
-of German artists and of a potential readership represented 4
a minority within a minority. Around 1900, 35,000 Germans
gf which 10,000 were Christian and 25,b00 Jewish lived among

14

'415,000 Czechs. Therefore the reception of literary pro-

. ductions was limited to a small and &litist group which re-

\
lied on the German cultural centers because their own culture

was increaéingly replaced by that of the<Czech (whose inde-
pendence movement was finally réﬁafé;ghj: 1918). 1In this ‘
d&omed éultural mixture, the "Prager Kreis" was an_island of
creativity which in a sense helped the city move toward .its
new national identity. Margarita Pazi mentioned: "Der
literarische Hochstand in Prag erwuchs aus der Vermengung von
Dakadenz und Aufblitihen, aus dem Verfall des Alten und dem
Aufbau des Neuen zu einem v8llig neuen BeWgPtsein, zu einer

nl5 It is in this socio-

nationalen und geistigen Reife.
historical and cultural context that Max Brod wrote his
novellas and povels. I shall subsequently look at a selec-

“tion of his early publications Tod den Toten, (11 novellas,

1906), Experimente, (4 novellas, 1907), and Schlo@,Nornepyége,

(1908).

Tod den Toten was written under the motto "nil admirari'"

and the novella Indifferentismus of the same collection under

% -

p— A -
i
.
«
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the motto "omnia admirari!," an opposition of concepts which
underlines the essence of Brod's "décadence": everything
is‘the same, regardless of whether one admires everything or

nothing. 1In Tod den Toten the protagonist Gottfried Tock,

a billionaire in Berlin, attempts°to reveal the laws inherent
& f

in the process of art-production and art-reception. He |

tries to-find his identity within that process and collects

4

the most valuable art objects which he stores in a room that

was designed as a theatre. In this absurd theatre dusty art
‘ |

[ ] . . [
objects represent actors and spectators at the same time, .,
annihilating each other and being forgotten. Tock considPrs

old art an anachronism which he wishes to destroyf/E;r th%
) \

admiration Bf the dead kills the spirit of life and the {

sense of existence: "Nieder mit diesem Pack, das sich aus\den
Gribern in unsere Luft dringt! In die Griifte zurfick, ihr\
hélbverwesten Pestherxrde! (taumelnd) Tod den Toten! Tod ’

- . l
den Toten!"16 In effect, however, Tock is part of his own
L.

collection, doomed to die, because he himself has fled Lifé

and become a disillusioned ‘"statue." Realizing this Tock

]

blows up his home, his collection and dies in the flames of

the past. He’represents,°as Raabe says: ". . . die Désillu~
F

sionierung eines von Kunst Uberfiitterten, die Reaktion eines

o

Menschen, der die Anhdufung geistiger Traditionen nicht mehr

Y

’ 4
ertragen kann und darin erstickt. "’

The novella is written in a drama-like form without the

use of the "story within a story" technique, i,e. a

ST T e e TETTT T e w \?ﬂ%‘fm}mgg i
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"Rahmenhandlung”; the latter is replaced instead by a stage-
setting-lfké introduction} The narra@ive itself consists

of a dialoqueabétween,prtfrieﬂ'Tock\and Karl Winter, an
idealistic studentlfromvPrague, who ‘visits the old friend of
ﬁis féth;#. Lﬁfod writes in the present tensé~aqd car;fully
increases .the suspeﬂse with a dynémic style towards the

catastrophic end. The atmosphere resembles that of

‘Rodenbach's Brugés-la-morte. The rooms of the house are dim,

Spooky, déspite brigﬁ; daylight, and they are filled with
most conttoversial obﬁects, unhdarmoniously piled together:

Man findet neben primitiven,Einrichtungsstﬂcken

- ¥

) \\ ~ zum taglicheﬁ Gebrauche halbvermoderte Diwans mit
| . " fitrstlichen Wappeﬂ, stiBlich duftende Gobelins, \
‘ \‘;@%‘ rahmenlose Bilder, schmutzige Vegetianerspiegel; T
® . allerlei Sévresporzelleg auf einem gotischen
- L A}téglruchsfﬂck. "All dies ist varitdtenartiqg, '

pietdtslos, ja mit einer Art raffinierier Barbarei
:ufgeschichtet. Eine antikg Riesenstatue, die zu
”.fhoch war, hat man quer gespalten. Deé;obgpe Teil
' ‘. " - steht in der Ecke; scheint als Kleiderrechen
vefwendet iu werden. An den Ohren, an der Nasé
' - | 'bauneln Westen, Hosen, Krawatten. Der Rumpf vom
Schulterblétt an liggt'zwischen einem Bett und -
) ’ eingm Waschtisch.18 °

* The owner of this tohuwabohu, of course, is old, pale, non-

- 1 ’ 3 ' B -
( {‘ \‘ energetic and still in bed when his young visitor 'drrives.

+
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a

Brod describes here isolation in chaos as opposed to

Rodenbach's, Wilde's, or Huysmans'19 dandyistic descriptions
[4 ¢ N < 4
of isolation in order. This chaos, this mixture of gothic

art with washing basins shows the-indifferent Spirit which

dominates\the human. being. #,

7

In cofitrast to such a pessimistic, life-negating

novella is the story of the ill Leo Grottek in Indifferentis-

-

mus, the last hovella of the collection. Here Brod's concept

should be interpreted in a more gptimistic, life-supporting

-

sense, although it centers around disease. Raabe explains

€

that the interest at Brod's time focused much on*illness:
"Diese stilistisch durchgefeilte Novelle ist ein Exemplum

fr den spdten Jugendstil, der das Kranke liebte und das

20

Verfallende und darin das Wesen des Lebens sah.” Positive

and. negative exisfential attitudes are both the essence of
"indifferentism," since the causality of the vicious circle
determines the choice, as I pointed out before. Yet, what-

h # S0
ever the choice, Gottfried Tock as well as Leo erottek are

condemned to die after they have found their individual truths.

The boy Leo, in\Indifferentismus,‘is forced into re-

fledtive passivity: ". . . durch Krankheit zur Inaktivitft

gezwungen, meistert £§£7 durch Einbeziehung des Guten,wie

»

des B8sen seine--durch ein determiniertes Schicksal be-

dingte~~Unfreiheit mit 4sthetischer passivitdt."?l Leo .
‘ M

finds himself, for he learns to identify his life as an

@

equal part of the world: "Man mup sﬂgf selbst, seine'eigenen
Lo ’ - ‘3
.. 4; ) ‘ u : .

i
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Tatenﬂ”ﬂeigungen,lFreuden, Schmerzen als Teil der Welt, als
gleichberechtigt mit den Weltall ansehen."22 fTherefore the
human being is not limited to juse passive observation a;d
resigned acceptance of fate. By integrating himself into
the flow of existence he can limit the destructive forces

of pessimism; and although man has no power of influence he
can absorb everything. Thls is what little Leo does éné it
makes him sovereign over his destiny. Good and evil equally
participete in, his life. No doubt, Schopenhauer, who also
appears in a dream of Leo, is the spiritual father of m;ny
of Brod's thoughts in this noVella. But, as Margarita Pazi.

says: "Trotz der Mlldigkeit des Welterleidens an Stelle des

Welterlebens sickert bereits dEr Lichtstrahl des Optlmlsmus,
23

'bewerkstelligt durch die Liebe, in das Schrifttum Brods."

"Indlfferentlsm" receives a spark of hope. |

In between Tod den Toten and SchloB Nornepygge Brod

publlshed the small collection of novellas called Experlmente,
‘\_)\

written in 1905 and 1906 (thus the three books treated here

i

were all—writien during the same period of ti:z%zti02—1§08,

their order not being chfonological). In Exp te Brod

criticizes with a slightly satiricdl toné the ;icieﬁy of
Prague and the implications of the class structure on certain
individuals.. He describes the so-called freedom people have
to‘experiment Qith‘their lives, experiﬁenés that 'end up in

the stereotyped pattern of establlshed social codes.

Bﬂrgerllche Llebe, 1905, analyzes flirt schemes and bourgeo;s




‘longer capgble of developing ;Fue feelings. \

a caricature of the credﬁliéy and the bseudo-appreciation

’ by a swind}er; For these pored,citizens the lust for sensa- -
‘Daisyt Brod describes the senéelessness of existence within

‘has understood the rule: "Dié Welt will betrogen sein. -Alsc

‘werde ‘sie betro‘gen.“26 But in the end the swipdler is un- . -

S e 282 sl b > e £ —re
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love affairg which a peasant fiom thé‘coﬁntry'is cénfrdnted_

with. Indeed, Seff Plemscheier.is shocked:

Er konnte dieses 8bermass von Fiulnis und sittlicher
Niedertracht nicht fassen. So also sah es in der

Stadt aus, in diesen reinlichen, geometrisch ein= .

i

IS

geté}lten Héusérn, %n diesen nichtlechadhaften
Ziﬁmern, auf diesen asphaltierten saubern gepflegten
Strassen.' Alies schien ihm mit einem Mal willst,
gahréhd, mit Unrat gefillt . .l.24 A

Brod talks about the hypocrisy of human sentiments, their .

false excitements, "ihre£B7 Surrogat-Aufregungen, mit ihyem

Liebes~Sacharin . . ."25 He shows how these social codes

transform the individual into a passive being who is no
. t '

PRy

In Der Hochstapler, 1905, the reader .is confronted with

N .
of art by a pseudo-aristocratic bourgeoisie which is; fooled

tions is satisfied by Hugo von Granichhausen and his wife -

a decaying social structure which establishes'dream—fantasies

in ordér to survive. The "indifferent! Hugo von Granichhausen

4

masked and sodiety returns to its old patterns. | .

1

The same resigning pessimism ddmipates the novella Die

TN
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)~Stadt der Mittellosen, 1906, the story qf Francis Carus .-

1

Gehmann and his short love affair with the salésgirl‘
Ruschena. Brod here criticizes the vicious causality that
determines the functioning of a city by the presence of

its rich inhabitants. Once they are gone, the city is life-
less and destitute. His protagonist r;pfesents péséive sub-
ordination and indifferent acceptance. He does not compre-
hend that an individual existence has fo be fought for, and
he even gefuses to love, which drives'the more active

Das sind doch die Hefren upd wir Untefgebene, so
ist es nun einmal zugefei;t. Und wir wéren sehr
unklug, wenn wir uns gegen die méchtige Last des
Bestehenden auflehnten. Wie k&nnten wir denn da
in der Gegenwart froh werden! Alle die Zeit, die\
wir mit K&mpfep.und Revoltieren zubringen, ginge

uns doch inzwischen verloren . . .27

LY

Cargé is the symbol of the.attitude towards life exemplified

.
1

in "indifferentism./!

_ Even Die Insel Carina shows the influence of Schopen-

hauer&;bessimism although it tends towards the fantastic in-

. r . . N - !
fluenced by Meyrink, . Margarita Pazi summarises its contents:

Wohl k&nnen die Menschen, von einem phantastischen
Zufall gelenkt, zu einem Experiment gelangen, aber
sie k&nnen sich "nicht in neue Bahnen Stellen"

(Ex 70). In der L#ﬁbe Matteos zu*Claire‘kann\die

.

4
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Idee s§hopenhau?rsf dap die Liebe oft im Wider-

spruch zu'der eigenen Individualit#t steht, ver-

folgt werden, der der Autor n%chts,entgegenzusetzen

hat.28

4 - L] \’ . —’ .«
Life cannot be changed by experiments, "denn nicht wir machen
die Experimente, sondern man macht sie mit uns."'29
The culmination of Brod's period of ™indifferentism”

towards which the previous publications contributed, is no

doubt his novel SchloB Nornepygge, which integrates all
aspects of this yorld—view. "Der Roman dés Indifferenten,"”
as the subtitle announces, is not so much a novel about a
castle than the tragedy of its owner, th? protagonist of the
narrative, Walder Nornepygge. |
Waldef verk&rpért die Trag8die des geistigen
Ménschen dieser Zeit, dégsen Intellekt und ¢
Scharfsinn vergebéns nach einem Zweck des Daseins
sucht und dem der aus der Unfreiheit desSMenschen
resultierenée Pessimismus alles Wolfén und Sehnen

. ' sinnlos erscheinen lapt.Bo -

?he novel describes the desperafe quest of an individual for

>3
his proper identity. Walder, an intellectual whose inven-

tions have made him a multi-millionaire, searches his true
ego and the essence of existence by means of several trans-

formations which he mistakes for his identity, Walder em-

‘bodies pessimistic "indifferentism" 'until he has to-realize

that "indifferentism" cannot lead him to his .identity.- The

3
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‘ " - - ambivalence destroys him. ' He had considered everything

possible, had acceéted any trend, had never decided pro or
Y “ con. His "ihdifferegtism" had been marked py~indecisiveﬁ

ness until he had to realize that *

mein Charakter ist

Charakter1051gke1t,“31 but then it was_ too late.. "Indif-
ferentlsm does not.furnish solutions. . Walder Nornepygge
gets trapped in the‘v;cious circle of self-made Gauéality

instead of learning to master natural causality and to con-

trol its effects. Indeed, Walder is imprisoned by his de-
sire for liberty, which drives him more towards oessimism :

i’ ' the more he is confronted with its limits. - "Viva la’
‘Liberta!" is the title of ‘'the last episode which represents
| : _

'but the liberty to commit suicide. Again the protadonist‘

dies, becomlng an afti-hero who must fail, because the idea
fo
" of "indifferentism” does,not allow him to succeed. The

RS b e 3

wofid-view states that the deterministic "Zeitgeist" hinders
‘the ﬁumén being 'from making an individualqchoice. But
instead of interpreting ﬁhe idea sociologically (or rather
) ~ . - |
socialistically) and demanding change, Brod's.character re-
'maihs passive, egocentric and adhefes to the doctrine of

\écgfi}ity which leayes no hope for change. Therefo;e, .

Walder Nornepygge pursues an anti-metamorphosis the stages

7,

of which w111 subsequently be concentrated on.

‘ ) The novel SchloB Nornepygge is divided lnto ten chapters
Whlc% however, do ‘not dlrectly correspond to the perlods ‘of

( v the protagonlst s life. The time is situated sOmewhere at

A
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( - around the beginning of the 20th)lcentur'y somewhere in a

-

i

southern German or German speak:xng region. The duration of
the plot is one vyear begln?lnéwln autumn and ending during
late summer days of the follow1ng year. Three aspeqts of
the narrative determine its four part eivision, which
. represents the stages in the life of Walder Nornepygge.

The aspects ere: (1) state of conseiousness; (2) master;

(3) buil&ing, each of which have fohr’suLcategpries which
+.influence the.étages i; Walder's life. The protagonist goes
'through four transformations. This process is partly pre-

i

. _ sented in the form of a self~analysis of'the protagod?ét et
the end of the text summarlzlng for the reader the migration
: “of Welder.32 The -author also furnlshes blographlcal details
as to'the developmént of the protegonisr before the time of
the narrative in order to give the reader a detaiied and
exact picture, leaving as iittle as possible to his own

imagination. "Ich war Student, Kaufmann,  Kinstler, . . .“33

The first period in the text consists of the following:

-~

Under the leadership of the maeabre creeture( Guéchen,
' | - Walder is it the height of his enthusiasm for the "club of
the differentiate&" (Diffeﬁxuderuerlub oder Loge) which has
regular meetlngs in the "Pav1llon der lefannzmerten, a
‘side w1pg of Schlop raepygge. The motto of the club says
that "nichts, was-- —eusg7 selbstverstindlich ist, soll ’
—, getan werden."34 Ies meﬁbers enjoy the morbid, the play

ﬁ‘} with death, artificiality up to speech patterns (the pause

«
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in the above sentence i's consciously intended), macabre en-
. + l \4". v
tertainment, exotic food, Roman beds, and any provocation

that tickles the normally expected. They all come from an

upper class intellectual élite, they are marginal, fulfill
" w35

o @

" an "exponierte Stellung am Rande der Menschheiﬁ, and are

from different national origins: Fr&ulein‘Tock, a "mann-
weibisch" spinster and only woman, Jean d'Ormi, John Rocketby,
Walder and Guachen. The proscription of feelings is detri-

mental for Walder, for his insensitivi€fy drives him into

isolation. According to the "differentiatedf; every action

has to be justified. "Sein introspektiver Intellekt erfapt /

und rechtfertlgt'jede Handlungswelse und alle Beweggrﬁnde

und lapt ihm dadurch/alle Tatlgkelt absurd erschelnen.“36
Their belief in decadence and mysticism does not satlgfy the
predominant fgctor of ennui, however,'whichrleads to Waldef's
first transformation. He begins’ to search for real‘megning
;n’actions énd‘slowly discards the pretensions of the "Dif-
ferenzierten-Klub." The change is brought about by the
.arrival of felatives.ﬁrom Sﬁéﬁtiﬁ,among whom are the young
woman Lotte and tpe hDon Jugn“ Qironet, both of’whdm funcéﬁon
as catalysts.  Walder begins éé realize that liberty is not
identicallwi$h isolation, that intellectualism is noﬁ life-
expérience; that feelinés are not necéssarily spiritual.

So far he had ignored hgman valuea and th154madewhlm a* ua:ve;
1nsecure and fearful .creature who had to be taught llke a

Chlld. In despair he exclalms: "Wie bin ich zu diesem Leben

F ol ]

A \
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gekommen? Wer bin ich? Wer ist. Walder Nornepygge, dieser
Mensch, der aus Sehnsucht nach Freiheit stirbt? O ich bin

nicht frei! Alles, was geschieht, geschieht notwendig. - ..

Alle mein Gedanken und Taten sind erzwungen."37 He
realizes his imprisonment by causality: ' "Der ganze Jammer
seiner zerfliependen Existenz tiberfiel ihn L. ."38 pe is

momentariiy cured by the Dionysian Oironet who cohfronts him
with orggstic pleasures at a fantastic ball in the castle:
"Sie lagerten auf den Teppichen, #ber Sessel gesﬁreckt, auf
Diwans, einander knetend und erdrfickend, heipe K8rper mit

n39 Second-

'dem Ausdruck verrotteter Sinnlichkeit im Gesicht.
ly, he is influenced by the stereotyped bourgeois culture

embodied through\Lotte, the true German "Hausfrau" or, as

Guachen puts it, ". . . das personifizierte* Deutschtum, der
Genius.der Butzenscheibenlyrik, ein rihrendes Poesiealbum--
aus den achtziger Jahren--mit Musik beim Aufklappen.“40
Lot&g makes Walder dream of another extreme : "Dieses un-

verdiente GllUck, ein stilles Leben zu beginnen, neben dir

-,

.in einem zart-aufgeriumten Wohnraum sitzend Wirtschafts-

rechnungen durchzuseheﬁ, Uber Eink&ﬁfe Beratungen zu halten,
eine Reise oder ein Kleid zu erwdgen . . ."4l Suddenly,
‘Walder Nornepygge identifies himself with a true German of

a German nation in a German landscape and he creates a bour-

geois~dblls-house with his beloved strong German girl Lotte

among “Lgine§7 imjitierten Perserteppich einer Ottomane . . .

/and der/ . . . so behaglichen Pracht einer imprdgnierten
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palme." %% "pecadent™ artificiality is mixed with "Butzen-
scheiben" and "Fachwerk." However, Nornepygge's happiness
* is doomed. With the death of Walder's father, whose love

@

MLLhe had just re-fouﬁd, begins a second transformation towards
‘another stage. "Der héuslﬂche Herd" no 1ongernsuffices for
him. He begins to'discover sensuality aAd lonés for a
social life which Lotte is incapable of sharing with him. @
"Was hatte er Hberhaupt jemals genossen? Pl8tzlich schien
ihm sein Leben, an der Wéite des Frihlings und der keimenden
Welt gemessen, unertraglicﬁ eng. So viele Frauen gab es,
so viele viele Frauen . . ."43 As of now Walder identifies
his desire for liberty no longer with "Differenziertentum"
nor with bourgeois life, but with sensuality, not being able
tgtcompromiselanq to integrafe all aspects into a unified

_* personality. Nevertheles;, he is aware of the price he must
pay: ‘"Jetzt habe ich Ordnung‘um mich, einen liebenswlirdigen
Haushalt, ld4ndliche Augen. Und was kommt, ist ﬁhordnung,
HaB, Gier."44 From his "Gartenlaubenroman" and "Blauveil-

45

.chenstimmung," as he calls it, Walder turns to the ex-

[

;//éesses of a new life under the guidance of Oironet, alias

Don Juan TenorioA alias Nauj, a political instigat® and re-

- N,
incarnated Don Juan, whq confuses socialistic revplution .
. <

with jet-set games. Nornepygge's new home shall be a harem
constructed in his ‘garden to better serve his sexual desirﬁg.
With the help of corruption and perverted parties Walder

\
obtains the necessary love-practice and a bad reputaticn.

N
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Mit Freuden nahm er wahr, d3p sich sein Indifferen-

tismus, der ihn alles gleichberechtigt finden lieB,
hier von der angenehmsten $eite zeigte, indem er
-
&

. ! &
ihn eben die Schdnheiten gllex Frauen gleich-

zu den mannigfachsten

Genllssen ohne Einschrénkung bef&higte.46

berechtigt finden liep u

However, thése\excéssive pleasures .necessarily lead him to
another disillusionment, because his incapability to differen-
tiate révérses the ideal of "indifferentism" to boredom.

Walder experiences everything in extremis, ide%%ifes his

g@ventures until the climax turns satisfaction into ennui,

again alienating him from himself. N

During his last stage of his seafch for identity, \
Al %

H
d

come a Hermit in the belief that there he finally might come

acrogs true liberty, the existence of which he has had to

queswion increasingly--especially when he discovered the

irony that he had merely beep a puppet in a well planned

politicdl plot. Hence he turns to the.charismatic priest

kil
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Lodolf "den Asketen," a childhood friend of his, who com-
mands him: "Tue BuBe in der Einsamkeit und dir wird ver-
ziehen werden. Der Herr wird dir eiqp schwere Prﬁfﬁng \
auferlegen, denn du hast viel gestindigt. Aber verzage

nicht, dir ist Gnade beschieden . . ."47 Walder interprets

this gesture as a sign and begins to live in a grottp in ,
the forest, cgnditioninq himself fo‘ecstatLb self—hu5ilia—
tion. ' He is convinced that his sufferings might heal ‘the
evils of the world--until representatives of the evil world
try to bring him back to-his castie with the intention to ' )
continue his puppetry towards ; éolitical putsch.’

It is not the expectation of monarchic glory that -
forces Walder to eventually capitulate. It is the féct that
after all his escapfides his wife Lotte has finally foliowed
his example and become unfaithful, a fact he cannot tolerape.
He wished to preserve her as an object of true love and —
again he, is disillusioned. The final transforma£ion thus

¢ Co
consists of the realization that aill his stages of experience

were but varian?s of one unified life. But instead of see- ”
fhg a positive constrﬁction, Walder only sees negative des-
truction from which the only escape is suicide. He analyzes:
Ich bin ich, der Indiffefénte, einziges Exemplar
dieser Gattung, zum Glfick der Welt . . . Ich weip,
was ich bin: ein Monstrum, ein Monstrum . . -
Ein Kind ﬁnsere; Tage, Zeitgenosse der Eisgnbahhen

<

und groPen Kolonialreiche, krank von den

o
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einstrdmenden Schdtzen des Weltverkehrs, krank

1

von allzuviel Empfdngnis, von allzuvielen
Méglichgeiten, unabgeschlossen, ein Opfer des
geistigen Freihandels, durchfurcht von allen
Dampfg;linieﬂ und Telegrapheﬁdr&hten der Welt. :
Ich weiB, was ich bin. Dér moderne Mensch.48
The discrepancy between the. fagade of his environmént and its
hidden motives finally enters Walder's qonsciausnéss; "er’ |
erkennt, dapé obwohl alles menschliche Handeln durch den
angeborenen Charak'ter pradestiq}ert und nicht vér&nderbar
ist, der Mensch doch nicht vcﬂ der sittlichen Verantwortﬁng
freigésprochen werdgn kann."4? This f;alization leaves him
;%ly one choice: total self—neg;ﬁion. Walder Ndﬁnepygge
hangs h%mself in the dome of his castle after having been
declared gonsul of the new republic which is gbout to be
creatéd. Tﬁevgrotesque-end is further emphasised by the
last irony when Don Juan Oironet proclaims the corpse as -

It .

the symbol of the revolution. "Und Tausende hoben ihre

Waffen dem schwarzen Strich oben in der gldnzenden Kuppel
- , ¥
entgegen, brachten Hochrufe auf den Konsul aus, jubelten

- -
vor Kampflust . . . der Leichg zu."?0
This fatal settling of an account with the self ‘does

7

not just question’ the actions of the protagonist, the gn@i-,

M -

hero, but it questions the existence og modern man on the
{

o

whole. Through an interesting technical device the narrator;

Max érodqéingludés himself in the story, hence participating
° ) . ‘ , . ﬁ N

1

N
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in the search for an escape from the traps exigtence.—
“ Und.so legtJer dem Helden einen Abschiedsgrup

a% die Zeltgenossen in den Mund, der zu einer
) . ironischen Zeitkritik wurde, eine Liebeserklirung
& o und ein Dokument der Vérachtung in eins, ein-
Paradigmd lndlfferentlstlscher Weltauffassung‘51
The text states*
- - . : Wie hasse .ich euch "Menschenh, Wie liebe ich euch

. « + . Nein, im Grunde, wie fern und unverstd#ndlich,
* wie kindlith-zart erscheint ihr mir. Sein ganzes

E]

Leben lang dasselbe tun, dasselbe denken, alles
won einem und demselben ﬁﬁveranderlichen
gesichtqupkt; in einem Stil auffassen: wie kléin,

o J - wie trotzig! Seid mir gegript, ihr Dandys, Knopf-

e L - - agenten;, Bergwerksbesitzer, Soziai?Stenfﬁhrer,A

- L . . .[Gerwlirzkrémer, , . . Waggg;xéner, Bohémiens,

Kein Paket ohne Schutzmarke! Und ihr -
| '

Kfrstleér nicht anders, nicht anders’, auch ihr seid

jleder stolz auf einen‘%rick, eine Schrulle, eine.

<
d . f N

Lijvree:- Nennier findet nur das Leben in der Mine
~ . sbh&n,%%sgas nur unter Balletteusen und Rennpferden
. .- /"\ ) _~ -
/s« « o Und in . . . Wien thronen Peter Altenberg, -
der Kaffeehaus~Jesus, . .. . Karl Kraus, der ganzen
Welt immer Uberlegen . . . Rubens malt immer dicke

(ﬁ>r T Frauen, Rosetti dinne, Hird?hfgéﬂden berq Fuji,

-
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Nowak Obst, Rembrandt sich selbst. Der Komment
darf nicht‘PedikE werden. Und warum schildert
. e Schef%el nur Alkohol und blaue Augen,
Laforgue nur den Mond, Oscaf Wiid? nur schéne
Lasterhafte, Brod nur n;chdenkliche dﬁnglinge
. . . Erb4rmlich! . . . So sieht es auf der

. ganzen Welt éus, alle Menschen sind sorgféltige

[y

Spezialisten, nichts weiter . . . Ja, ich sehe

&

es jetzt so klar: jedes Handeln ist ein Denkfehler.

Es strebt der Mensch,’so lang' er irrtlso -

Max Brod identifies with thegarguments of his anti-hero. By
integrating himself into the harrative he emphasizes the .
message of this book, Brod reflects not just a pessimistic
world-view, but the'géneral atmosphere of his time with its

stylized clilt of beauty,. the artificial paradise,ahd over-

sensitized eroticism all with the background of a gloomy,

Alﬁhough much of the style in SchloB Nornepygge already

foreshadows- expressionism Brod clearly remains a member of

RS

the "decadent" genre. He himself denies the allegations to

-«

expressionism: "Dabei hattevich eine 'zeitlang selbst als
. AE- '

so etwas wie der Expressionistenpabst gegolten.' Das war .
o L ' ) 53
f;eilich&einiMipyerst&ndni? exquisiten Ranges gewesen."

Brod's narrative is unique. His language varies between .
. Y # . N

) v J .
romantic-sentimental and realistic-naturalistic tendencies.

? . C
With strong metaphors he draws parallels to a musical score

LR d L4

.
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(espec;ally Berlloz" "Symphonle phantasthue" to which
chapter 4 is dedlcated), whlch he presents through allltera-’
tion and assonance: "Seine Augen erhellten erbarmungslos.
ﬁit lodernden blauen Feuern alles,.was er %agte; wie eine
grope Unglficksstdtte, ein Schlachtfeld . . KEL Moﬁologues
aﬁd visions throughout the text hint towards the stredam of -
consciousness technigue, which again is\contrasted'with)
elaborate dialaéues or‘detailéd‘desc;iptions of“spobky}

All in all the book is

diseased, artificial circumstances.

N @

a classic example of "decadent" aspects like "Zeitgeist,"
"Weltanschauung," or technique. Brod's theory of "indif-
ferentism” represents another paradigm signifying "déga-

i l )
dence." Walder Nornepygge stands for the individual of

modern times who finds himself isolated from society and-in-

capable of coping with that situation. Instead of using

‘profiting from the total process of sociv-historical

forces, from the dialectic of the hodern world, Brod's

"indifferent" anti-hero finds only isolation -and is destroyed. .

o

Thus "Indifferentismus" limits the faculty of social integra-
tion more than French or English forms of “decadencg" did,
which makes this world-view a particularly interesting )

\

example of -"decadent" discourse.
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Sub- . ‘ - , i
categories: "bifferenzierten—Klubm Guachen "Pavillon dere ~
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verwandelﬁé mich in einen trauten deutschen Ehegat£en,-wie
ehrlich war ich in dieser kal?en Jahreszeit dem hausiichen

' Herde zugetan. Wirklich, wenn ich és so ubeélegé, es ist mit
~den'Jahreszeiten geéangen. I@/;rﬁhligg, mit den sprossenden
sdften der‘Natur im Einklang, betrug ich mich wie ein

‘tgef&hrlicﬁer?ﬁebemann. Die schwille Somﬁérhitze hemmte mich,
schliferte mich, in ein Eremitendasein hintlber. Und jede

dieser vier Perioden habe ich so innig tief durchgelebt, mit

dem so sicheren Geftthl, dap jede dieeeinzig m8gliche. sei!

. . . So gegenwdrtig wie die vier.Jahreészeiten, . . . /waren/
- L]
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mich jedesmal ganz beherrscht haben, so WOhleipgerichtet wie

-

die vier Geblude, die ich mir wie Monumente meiner Phasen
i

’aufggsteilt habe: der Pavillon der Differenzierten, das

Bauernhaus, .der Harem, die zackige Grotte. Und all das in

-

diesem Park. Nun iberblicke ich es wie eine Landkarte, und
dazu mein vor@ges Leben als Couleurstudentf,als Klnstler mit.
den'Bridern Ehstredt, mit Reckleiner als Gelderwerber .in

\
amerikanischer Manier. . , . Wie l4cherlich dieses Streben

. nach Freiheit!"
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CHAPTER VI
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I3

In the previous chapters I have been directed by-the

"~

question of what the notion "decadencé" represented in a
var;ety of discourses. I pave demonstrated tﬁe emergence,
migrations and transformations of this cultural notion and
consequently the process of the institutiénalization of its’
terminology. At the same time I have cénfronted the readé@
with a éonceptual\inflation whish turned its original meaning
into labels, cutting the word "decadence“-ftom its roots.

In other words, I have prgsented a map which analyzed the
metalanggage of the discourse around "decadendgi” _The
present task then will have to be\an ahélysis‘of the terri-
tgng thi&:meané~a critical look'at today's perspectives in
cr1t1c1sm, perspectlves that deal with the notlon of\"deca—

‘

dence." What I intend to point out here is the fact that

each interpretation shifts the angle of the original concep- .

tualisation. There is no doubt that the artists referred to

in this thedis had a specific way of looking at their time

"~ and movements. However, what wax the critics, have to be .

' aware of, are the consequences of our own practice. 1In

this chapter I intend to draw attention to the necessity of

‘demystlfylng critical termlnology such as the word "deca-

dence. " ’rh'addxtign, I shall attempt a synthesxs of the
N 9

aesthetic term and its representqtlves mentioned before.

I
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An ;hportént "defect" that éppears in many éritiCal
iw,ﬁ;;:::tllyses ?f "decadent" discourses or of the notion itself
is, on the one hand, the avoidance of etymologicél bgckgrbund
and) on the other hand, the ignorance of socio-historical
presuppositions as well as inherent ideologies. By thus
ignoring certain criteria, those critical works mystify -the
, process of acceptability of the concept "decadence,"-dtid this
haa led the term to become an institutionalized signifier.
\misaiﬁgw?u are precise definitions as to each individual
4 - N

understanding of "decadence."

J

G.S. Fraser (1965), for example, introduces English

I

’

"fin de sgécle" artists in the following Way@

|
The poets of the 1890's lacked . . . energy; like

¥
Baudelaire, one of their heroes, they accepted the

o

world éround them with the bored, indifferent atti-
tude of the dandy; like Gautier, another of their
heroes, they adopted the creed of “"art for art's
éakeﬂ'xIt was not a very nourishing creed ana’many
of thém( pursued by melangholy, by i;l-health, b&
remorse. for the excéssesﬂof’their iives, éndéé by-

- ;beboming‘Roman Qatholics.l !

Fraser pursﬁes the“unqueétione& connotations of "decadence,"

\following é 20th century pattern and avoiding the trﬁe‘ideo-

~

logical sources of the notion. Fraser does not grasp that

it was not the acceptance of their society which created the
’ "aecaden;“ school, but rather a refusal of its system.

]

"‘/

%
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Hencé, indifference or remorse are consequences of that
rejection instead of a sign of pgssiveuintegration.

a differént problem appears in Pierre van Bever's ar-
ticle "S;gnifiéation du 'Décadentisme'" (1968), which' lacks
diffe#entiation of terminology. He says: |
Le terme est pourtant, comme on sait, frangais
d'brigihe. "Décadentisﬁe" ou "D&cadisme" furent
~q*hbord des noms de. guerre choisis par une faction
symboliste avant éue le mouvement ait trouvé son ,

nom définitif . . . sLa nuance péjorative qui

restera attachég & la notion de décadeqtisme de>

vait entrainer progressivement la disparition du

‘terme- lorsgque les nouvelles avant—gardes~ée'furent

imposées . . . Ainsi disparaissait en France"

l'identificafion popularisée par T.’Gautieﬂ\du dé- -

gadentisme et de l'avanﬁ-garde, qui avait au moins

le méri;e de rappeler.due 1'insurrection du verbe

8tait 1ié 3 la crise d'une société.?
Not énly‘doe§ Bever fail to clarify the etymology of his
topic and therefore apply a £erm whic? was liétlerused for
the general ﬁovement, bﬁé he also mi#es two notions that\diql
not totélly Foinéide in concept and %n time: “Décadismé"
was not uséd before Ahatole Baju invenred the word on the
spur of the moment as Ernest Raynaud has described.  “Les
décadeqtsﬁushOQ}d furthermore be differentiated from."les

symbolistes," since the first in a sense preceded "symbolism"
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and then developed into an independent school from which

“symbolists," whose movement terminated later, distanced

L4

themselves.
An‘overqbundance of critical definitions appears in
George Ross Ridge's book The Hero in French Decadent Litera-

{ .
ture (1961). The table of contents offers thé following

~

variety.of possibilitieé:
. . II) The Decadent in his Worldview: the Megalo-
'polis; Modern Man as Decaéent; the Modern
Woman;- the Androgyne; the Deatqwish.
*&II) The Decadent: A Metaphysica; Hero.
IV) The Decadent: A Cosmopolit;n in Babylon,
V) The Decadent: A cerebral Hero.
VI)‘iThe De&edent: An Aesthete.

VII) The Decaéén;r«jﬁ??h{vert.

VIII)Metamorphoses of the Vampire: Modern Woman

and the Femme .Fatale.
IX) The Decadent in Cataclysm; Pioblems éf the
; ’ thteidammerung.3‘”
Althqugh Ridge turns againét the use of certain clichés and

wishes to estégﬂish a more delineated picture of the "deca-

- dent" hero, he does not develop his individual concept of
. "decagénce." Instead he applies all interpretations possible

"and mixes the "decadence" of authors and heroes. ' Little

-

socio-historical context ii/given but rather a book-for-book

&)

presentation without a clear theoretical development, Never-

theless, the work is an informative contribution to

1

~

XS
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research in "decadence." p N

A similar flaw occurs in Richard Gilman's 1975 publica-

tion of Decadence: The Strange Life of an Epithet. By

wanting to cover the whole phenomenon of ."decadence" with

old and new labels or critical interpretations, the author

‘becomes imprecise. He neither furnishes a thorough etymo-

logy of the word nor examples of "decadent" texts, (in addi-
tion, the lack of footnotes and bibliography may be due to his
‘unsuccessful search for books eptitled "Decaaence," for he
says he visited four big libraries and found dniy one book
under that title by C.E.M. Joad ?).4 His arguments are im-—-
pg}tant and interesting but lack structure. However, his |
overall analysis is in a sense an ironic demystification of

L)

the interrelationship between socio-cultural or behavioural
~—

°

patterns and lanéuagé. For this reason the £ook is signifi-
cant for readérs focus;né on "decadence." Gilman rightly
éraws attention to the critical dilemma, for éxample: |
"Words_;n time,lwords with histories: one intellectual
problem is that of bringing'such verbal presences and hié—
tories into coherence with our own."5 Later on he points
out transformations, which m;ke his concept of "decadence".
as an epithef\resemble the paradigm which I put forward in .
this thesis:. ". . . the changing uses of words are changes
in ideas."6

-

\ .
Most critics writing on "decadence" in the past decade

8
»

¢
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as they re-define the concept, and they take greater éare
than pgevious critics to avoidstereotyped’ labels. C. de

)
Deugd in his article "Towards a Comparatist's Definition of
"Decadence'" underscores the fact that "thefe just does not
exist an adequate, accepted definition of Decadence, at least
I am not@écquainted with one that satisfies the demands of

7

scholarly research in its coverage of the facts.”"' In order

to reach a‘solution of that problem, he coﬁtribuﬁes‘gg a
defini?ipn, as he says, and introduces "five main charaé: v
teristics of aestﬁeticig&-decaéent literature,“8 which are:
(1) Beauty is the éssence of art; (2) marked emphasis on al;
matters of  forms (3)‘"sénsitivism“ (what is traditionally
called impressionism); (4) thematic or "thematological"

point, "in other words, the particular, very specific choice

of themes among those by and large designated as Aesthetes
9

and Decaaenﬁs." (5) The principle of Ehe sovereignty, the
‘ ¥

complete supremacy of literature over human life| and nature.

—

Deugd presupposes familiarity with the word "decadence"

and with what it is generally associated. He draws attention

to the international nature of éhe phenomepon and points out
the danger that lies in '‘the use of the term outslde a specific
"Zgitgeist" with the example of a contemporary author. He
asks the important qugst}on as. to what "decadence" is. He
asks in addition how one can find out what it is without

just following a pa£tern or imposing the pattern on anything

4

*that resembles "decadence."
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Similérly, Marianne Kesting (1975) mentions the lgpk
%

of an organising principle in the research of "fin de siacle” '

,cultural‘aspeqts;ll4
Es ist bislang das Dilemma der Jahrhundertwende-

Forschung, dap sie zu keinem Ubergreifenden
%
Ordnungsprinzip der immensen Materialien findet

" und entweder Themen und Motive sehr verschiedener .

stilistischer Behandlung nebgneinander ordnet
10 ‘

Frmaet®

H,E. Gerber also draws the reader's attention;to "Some
Problems in Definition" (1962) when he questions the deroga-

tory labelling that takes place in the ‘use of "decadence"
~ m , ) 3
—~and "aestheticism" "for a;Post any kind of writing the :
. ; e 11 )
b critic or special-interest group did not like." He says:

"Our task is, I think, to decide whether there is any specific
valid use to which these two terms can be put in the vocabu-

12 '

‘lary of the literary historian er the critic." But al-

though‘Gerber;ironiées the association of aestheticism, for
23 N <

example; with "descriptions of precious stones, exotic per-

t

. fumes, luxurious draperies" versus "clay, granite, coal,
- ‘ . 1
sulphur, the odor of 'garlic, burlap; and horsehair blankets,”
he does not offer an alternative or rather a possible solu-

1tion to the definition probles.

‘ : e - . 13 k) ) ' k3 . ¥
Clyde de L. .Ryals in his article "Toward a Definition

of‘fbecaden;' as Applied to British Literature of the

Nineteenth Century" (1958), however, contributed to

L . "
\ «

4
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tefminological confusion by calling "decadence" a "sub-
: ¥

phase of

Rather

romanticism®: ) '

~

¢

The deﬁinition of decadepce that I should like to
a@vance is that decadence, as. far as the l;tEfatufe
of the nineteenth century?is concerned, is buﬁ‘a
gubphaSe of romanticism and exists, in varying
degrees of cphrse, wherever thé romantic impulse
exists; tha£ ig, if romanticism is tﬁe state whicﬁ
results when the classical éynthesis has begun to
disintegrate;,theg decadence is the result of the

4
complete disintegration.l

than being an independent %?vement with individual i
|

¥ |

presuppositions, "decadence" is for this critic merely a

"condition inherent in gomanticism that proceeds from roman-

ticism when the romantic impulse is not held in chéck.“l

One mighﬁ add that for him romanticism is classicism "not

held in

of this

{
The

more pre

Philosop

check" and ask wheré the beginning apd\ahere the end

flow should be situated.

philosophical analysis of Norberto Bobbio is much

cise in that reépect. ‘He says in his book The

hy of Decadentism (1948) among others that decadence or

¢ L4

decadentlsm is not merely a llterary movement, but

"
—at

a sp1r1tua1 atmosphere, whose mark appears in
poetry and art, thought,andxmanners, and then by
brihging'out that speciaf characteriitic of the

philosophy of .existence through which it stands '+
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clearly .,. . revealed as a philosophy of peetic

inspiration, with its emergence from a state of -

R - Igind rather than from.a critical uncertainty-. . .15
fL““ Bobbio's.;;esentation of what he chosé to call "decadentism"
(translated from Italian "decadgntismo") is a very valuable
: . contribition to fthe critic's knowledge of a particular
"Zeitgeist." - ‘
e More‘recent again are the interesting studies from Roger -

< Bauer and Ingeborg Bernharg. The first treats the queséion
of “decadegée" in two articles "'Fin de siécle' et 'déca-
dence' comme catégoriés littéraires" (1975) and "'Décadenceﬂ:
' Histoire d'ﬁn mot et d'une idée" (1978), both of them giQ;ng
a clear historical outline of the concept "dé&cadence” ahd =
its various apglicaéions. The 1975 article, howeverjcon=

i

centrates more on the necessity of crystallising each form

" of "decadence" as an individual fsystéme de signes":
.« + . Ces 'jeux"‘de'l'imagination, leur cohérence
RN . . . ’ ( J—
) o 3; nécessité interne, leurs métamorpheses—au COUrS
& ot - - S ' ~ .
o du temps, la place et la fonction (changeante) de °

chaque image ou signe particulier dans le systéme

fe de signes (lui aussi changeant) méritent d'étre

& e

d'abord décrites et analysdes pour eux-mémes. Une

'telle étude devrait en tout cas érécéder (car elle

seule peut la rendre possible) toute”ten%ative

1

de préqis;r la place, la fonction de ce‘systéme,de i

(J} ) signes littéraires-3 l'intérieur de systémes plus
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vas€;§i globaux: ‘dans l'histoire de l!'&poque au '
sens le plus large,l7 : . -
He also poinii to the fact that "decadgnce" is a gloBal pheno~- .

menon by saying "c'est la généralité du phénoméne, le parallé-

lisme d'é&volutions analogéés a E;EVErsutoute 1'Europe qui

w18

est remarquable et significative. The® second article then

" 1s of etymological nature giving a very ;horough'preseng;tioh

* , . \ R
of the development of the notion "d&cadence." Bauer points

" out the "flexibility" of the word, "la totale 'disponibilité&’

du mdt,"19 which facilitates the introduction of a multipli-
city of meanings, but that unfortunateély:also causes the for-

mation of clichés which cut\the word from ifs’ roots. Thus

"décadence" ‘turns into a "simple éﬁiquette"zo thatf annihi-

lates the original meanings: ". . . seules les connotations

‘ \
ultimes du mot sont restées vivantes . . ."21

-

Such a de-

- 4 - g ' .—‘
velopment, of course, makes the work of the critic a delicate

\
.

task:  "Les choix opérés dans le magma d'images et de signi-
ficationskdisponibles par des utilisateurs divers et diverse-

. _ .
ment motivés, posent derechef /Sic/ des probl@mes délicats &
. ) il - R N

l'historien ges lettres . . . et des idées."22

B

In her art}cle “Décadénce und style décadeﬁt" (i974),
Inéeborg Bernhard pursues this dilemma of the cri£ic.u She
presents a ﬁery extensive summary of the most importgnt Eurof
pean cxitical worksion "décadencé" since. the beginning of the
20th century, classifying them ih their particular critical
"schools" "and thus showing the ﬁarallel movement of critical

! .

© - . Ll . e ~




T

v T et B hmem 4 S crony

o , ‘ 160

interpfetetions of the notion “décedence“ as opposed fo the
variety of interpretations concentrating on authors only,
both, however, augmenting the terminological hodge-podge..
She supports éhe idea that "décadence" should be acknow-
ledge§ as an ihdependent aesthetical cetegory_rafher than
as a late romantic extension. She also recognizes the |
difficglties of .delimitation that today's researck in "de-
cadence" is confronted with in the multitude of terminologies.
She says:
Bei all diesen Bemlihungen, die unter‘anderem auch
zu erkennen geben, dap die spezifischen Fﬁnstleri—
schen Erscheinungen um 1900 gesamteuropaisch zu
'sehen sind, wird flr den Kritiﬁer ein Dilemma‘;
offensichtlich: das Fehlen begriffL&cher Klarsicht.

o - . ’ . N '
. Gerade die 80er und 90er Jahre zeigen fast unent-

wirrbare Verflechtungen in den lite;ariéchen

Strémungen wie l'art pour llart ,Kﬁfhetizismus, $

décadence, Symbollsmus, Impre551qnlsmus Neuromantlk
\\\
- und Jugendst;l--Schlagw&rter wie sie flir die T

Bestrebungen der damallgen Avantgarde geprdgt

o

wurden. Dle theraturwlssenschaft hat bls heute
\.

bel diesen 1n sich, verschw1mmenden Benennungen noch

keine Abgrenzung sphaffen-kbnn,en.23

Upon this note of fecognition of the lack ofAterminolo;

"gical clarlty in literary studles I shall termlnate the small

~"

ch01ce of crltlcal dlscourses on "decadence presented>here.
/ -

~




T——the same thing as what it meant in 1880.

’

. perspective. Throughout these chapters I have used the
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The idea was to draw attention tb the process of inflation:
of critical/termihology on the one hand and, on the other, IR ¥
the integraéion ofﬂggkablished labels'andmélichés into
critical disééurses, i.e. a process\of.institutionalization 4
vof metalinguistic cfitéria that fit particular idedlogicgl

concepts and needsf Althougﬁ the transformagions of thé ; - )

word "décaderice" in the 19th gentury artistic discourses

seen to imply a similar process, the presuppositions to such B

a linguistic dfnaﬁiém are'qu@te diffé?ent. As I ‘have pointed
out in tﬁe first chapter of this thesis, lingufstid transforma-
tions and migrations presuppose'd distinct "Zeitgeist™ which
recognizeé'concepts aﬂa draws them towar@s acceptability.

Necessarily, such a process also integrites ideologemes and

intelligible labels, yet those axioms represent paradigms .of
communicatability at a partiéular'sbcio-histofical moment. ) ' ﬁ
Therefore critical discoufs®s should not--without a re-formu-

lation--attempt to make communicable in a different 'socic-

historical context what served as a paradigm of communica-

| ! ¢ “

tability‘before. In other words, what "d&cadence" ueans

today as individual form or as-criticaltgonéept cannot be
T -

With my concluding re-evaluation of studies in "deca- . — ]
dence," I intend to try to establish a common framework for

the processes mentioned above from a retrospe;%ive, critical

Saussurian structure of signifiant and signifié, which meant
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that the signifier "dé&cadence" has a multiplicity of -

' signifieds. With'the help of a scheme, I should like to

L

expand on that structure here; (please turn to the next b
pagé'féf the scheme) . The left side of the diagram repre-
sents w1th1n the space-time context of the signifier "deca-
dence" the SLgnlfleds of "decadence" treated- in the previous
chaptersf' Each signified is an individual transformation of

the signifier migrating to different spaces in different

N 3

times. The right side of th€ diagram introduces the critic

and his concept which becomes another signified within

‘specific critical traditions and methodélogical gontexts and

without implying a homogeneous development. I do not
believe; however, thét the artist's concept becomes a signi-

fier for the critic. I rather think that the critic's y////////

concept the sﬁgﬁified he is trying to define.,
words, in Farﬁer's”iﬁterpretation Sfﬁgngiigh/“agstneticism"
and "decadence,".for examg;e,/tﬁé/gnglish form of "decadence"
serves as an éntermeaiéggffgx his individuyal conception of
gge,term‘éﬁd the .overall phenomenén.

Hepce,'the_nature of the signifieds-of artiéﬁ and
critic are not identical. The signified .of the af;ist or

school of artists implies the creation of an original model.

. The artist works at the level of the signifier, defining

R }
his own concept through elimination or delimitation of certain
criteria . inherent in the signifier. ‘ That this process might

!




-

ERPT

- - " MBNRSRSSS =

£ (3900 AV ( samdosamd enw
w 204 ION0T WA u.*b.-ﬂ..iw..mn QV S1dTINGD ,SASILPY = SCHILINYS = .V
. [ YEaINGs | 3my
\./ _ ¥ BN W23~  I4FINOD
. 1 N
w Q hnvvryan carvn rve UL .40 SV DneyHd »m,
- T ! ’ “ mu}“c» nz:)‘.m:m Luviey>® o
' ' [ - ’ |
’ R . ¥ . 8 ' <
_ _ B I A e o
{ ! — A WA _ ﬁ A
1 - 1 06‘ 41&”
| ' “ ' Y A )
! , osfit — — — ~\H<.«|_l R |ﬁ$ﬂ¢9 -
_ ! - N )
. ! a ! ot — — - = p yoid » ﬁﬂv T
{ ) I ] - .ﬁa A eV !
! ' ' = -
3 : 1
) | - - - —4
} -
) 1
] |
! '
hmg : )
H N )
[ Py
E (o ¥ _
m N_-Sw.-—quru —h& 1
Ng..ioqj._c_.,. '
- 6.53 LA 1 s [
¢ Hs welY ‘\U_S.aow 3
U s aved /
j .
;
!
i
M A obbl 1 . IWBEIQ ;
VaAIANS  AHL “do
"1 awu 20”7 Sixb 2wvoywovie

o




m

POR,

[ T A i PO

164

- 3

.turn into an inflated practice is not unusual as the inven-

a

tion of the word "décadisme" by Anatole Baju illustrated.
Yet, the‘essential remains the content of this model and

its socio-~historical presuppositions which make it an in-

-

dependent paradigm of communiéhtabiliéy. .

'Contrary to the artist's signified, the signified of the

critic or of the critical tradition involves the analysis of

a congept rather than its creation. The critic develops a

P

theory using as a tﬁoi the otigihal model of thé‘artist.
What the gritic tries to communicate is the meaning'of‘the
signifigr through a particular signified thus introducing

a new signified. The meaPing, however, depgnds now on the
socio-historical cgntext from which the‘critic originates,
and to which he refers. It is evident that in this case
the tendency towards terminological ihfIaqion-is ﬁuch
higher than in-the artigt's case, since it implies addi-
tional transformations.. Therefore, we,;ih %n%/functiéh’of”

the critic, should be aware of our own metalanguage when we

approach the metatext of an author.'

'

a0

L
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‘which the map is placed, i.e. retrospeg&tive aesthetics as prac-

"decadence. "

CONCLUSION

This thesis has demonstrated the process and implications

of the discourse surrounding "decadence." I have presented
an analysis of the emergence, the migrations and transforma- \

¢

tions of a cultural notion., 1In -so doing I have tried to explain

the mechanism oﬁ the institutionalization of terminology from i
the perspectives of the artist as well-:as thelcritic. I pie-
sented a map wh;ch focused on the metalanguage inherent in

the works of such artists as Oécar'wilde, andré Gide and Max

Brod. Subsequently, I presented the critical territory‘within

tised by critics. Both angles, however, were always looked at
in relation to their specific socio-historical contexts, con-

texts which in each case determined the meaning of the notion

Although thls thesis lacks a thorough soc1o-hlst0r1cal

background due to the scope of the study, I pointed out the
importance ‘of the dlfferences in point of view as @etermlned

by each individual's presuppositions, "I showed how the term

“decadence“ was and’'is used Thus I drew attention to the

A

differences and the SLmllarltles of the paradlgm "decadence

within the map as well as the terrltory. I used the termi-

‘nology as it was used by the artists and-the critics without, -

however, necessarily agreeing with thed€T actual



\

Jsignifie; and the signified. The signifier stands for the

or Whitman had to be left out.
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conceptualizations. 'As a consequence, I based my own point

1

of view on certain structures as introduced by Saussure: the

WL

@

overall ‘cultural phenomenon of "decadence," whereas the

.signified accounts for the multiplicity of variants that

4

appeared in each particular existential framework. Therewith

I explained the incompatible variations of the original word
. \ M

"decadence," such as in French: 1) décadence, 2) décidismeq

3) décadentisme, 4) décadent, 5) décadiste, 65 décadentiste;

or in English: 1) decadence, 3) decadency, 3) decaydency,

4) decadentism, 5) decadent, 6) decadeqtly, 7) decadescent,

8) decadentistic; and in German: 1) Dekadenz and 2) dekadent.
Therewith I also explained the interpretations of, among.

A ' 1
others, Anatole Baju, Arthur Symons, Stefan George, as well

as most important the forms of "decadence" in Oscar Wild
A
The Picture of Dorian Gray, André Gide's Paludes, andl Max

Brod's Schlop Nornepygge. Due to the limitations of this

thesis, Italian or North American authors such as D'Annunzio

i
&

What became apparent throughout the study of all these‘

variants is a process of términological inflation in the use

of the notion "decadence." Therefore, I also wished to point

q 4
— — —_ R 4 :

out the dangers involved in such a précess.k Despite the fact.
that certain basic associations of "decadence" remained
constant throughout its usages, and despite the ongoing oppo-

3

sition to bourgeois values and society implicit in the term, -

|
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new variants were continuously being invented. Brod's -
te;m "Indifferentismus," for example, represents an increése

of inflation of aesthetic diétinctions within a given

society. Furthermore, the critical choices in many insgtances
only re-emphasize the stereotypization éf‘"decadence," or X
they contribute a new and often redundant definition, or

they ignore certain aspects completelyr—for é&ample, thefe .
does not appear to be any critical ,study of Max Brod in

X
-4
reference to "decadence". \

\ -

Terminology such as the notion of "decadencef/in/thig/

thesis i§ determined by institutiggal«cdﬁ%%iaints. A reci-

\ — ~

procal effect apgggrs7/iééf>two aspects of the migrational
et

"

ffgnd/traﬁgggfmational processes: the analysis of the develop-

ment of the notion of "decadence" did not only deal with the

fact that algiven ideological pdsition or pre;upposition in- \

fluences the emergence of a particular concept, but it must

als¢ be recognized that an already established system of

thought is capable of influehcing human behaviour and action

in given social situations. The implications of both asrects

were only tduched upon in this thesis. A thorough theoretical
_analysis of ideological interrelations remains to be done

Neverthéless, the attempt to relate "decadence" with vaster

cultural issues should leave the reader with an impre§sion

of this field of research.

Finally, I should like to émphasi;evagain that this thesis

has not covered all aspects of "decadence" even at ths time of
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its emergence, as for examplessuch phenomena as mysticism

- .
and spiritism. I have limited the references to seeing the

wave of conversions to catholicism as a reaction against

» P

positivism, & reaction that was gonsidered_to be "decadent."
I have ieft unmentioned the impact of sciences such\as
palaeontology, criminology or the beginnings of modérn
psychology, i.e. the totally nggative’interpretations of

"decadence” by Nordau or Lombroso, for example. I have

a

omitted references to interrelations of the "decadent" move- .
¢

ment with early moments of such movements as expressionism

or futurism., I have left out more recent s;udies like Susan
Sontag's articl§ on "camp" or references to today's variant
of "decadence" in the "punk" movement, both of which represent a-
éebirth of this cultural phenomenon. Yet, I h?pe I have |
elucidated‘tq a slight degree th; possibilities whiqh'the

. 4
discourse around "decadence" implies.

5
<
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