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SUMMARY

Pierrot's snowy garments with their touch of blattle tragic, frozen mien of
the mask above the baggy, over-large habit became\ailing symbol of
artistic expression during thién de siécle The silent white-masked figure
became the disguise for the artist in assailing exjpiosing the hypocrisy,

complacency and posturing that the artist saw esnisquerade of society.

Beneath the clown’s guise the artist could imagwedy act out all the
forbidden and darker secrets concealed beneath irtberibed societal
conventions of humankind. Pierrot could murder, comncest, get riotously
drunk, rape, be a bigamist, commit suicide, be mityldepressed, steal, be
gluttonous, rage, hate, be excessively carnal cetigs a hermaphrodite or
androgyne or entirely genderless in his transgoesdiouting all and every
taboo. Using the mask of the clown as a distantaefnique, the artist was
vicariously experiencing all that was contrary e societal mores and laws
against which he or she was in rebellion. In thie blending of gender
became of paramount importance. The androgyne hadhermaphrodite
were, like Pierrot, leading images in the artshaffin de siécle They blurred
the reality of the division of gender and calletbiquestion all the attributes
that were apportioned to what was male and whaalenfierrot was seen as
partaking of this gender indecision because theiaay that lay behind the

loose white garments was entirely uncertain, asewde lurking carnal



appetites of the silvery, moonlit clown. Gender was ghostly and as

paradoxical as the clown’s own nature.

Pierrot's origins in th&Commedia dell'arteand his original role as a buffoon
had altered by the late-nineteenth century. He dwade to represent a silent
malevolence and shadowy evil which was subtly doeth within the

lineaments of his lunar-coloured garments. The graithe role had involved

the challenging and transgressing of boundariestlamdvorld of the demonic
was invariably present, though it never triumpheather, laughter and love
prevailed with repeated beatings and roisteringth\ihe Decadent movement
of the fin de sieclethe demonic became the prevailing tone, filledhwét

sardonic bitterness and searing, although hidden. gerrot’'s silence and
pallor were seen as the ultimate attributes witlictvibo convey the trangressive
and mordant nature of the liminal artistic life.eThlown’s achromatic colour
and his muteness were aspects that resembled shdlieth emptiness of page
and canvas, and his mutable, quicksilver nature agamdeterminate and fluid
as any interpretation or subjective artistic repnegtion. The artist could thus
mould the figure to represent what was wished amda doing reveal how

slippery and subjective any representation is.

In the chapters on Giraud, Ensor, Dowson and Begrdkis thesis explores
the carnivalesque and transgressive attributefi@fwan clown as a central
concern in the work of these artists. Kristevan 8adthtinian theory on the
carnivalesque and the relation of language to ¢rassion will structure and

guide the tenets and arguments of the thesis. Thaahility and fluid



metamorphosis from one state to another, disreggrdoundaries, is what
Pierrot will be seen to do in the works of the @srtists. Indeterminate
gender and lunatic emotions will be shown as egdetot the shadowy and
insubstantial nature that allows the clown to igntite extant social morals,

laws and boundaries.

Giraud, Ensor, Dowson and Beardsley could perhapegarded as marginal
artists of the late nineteenth century, but consiilens of marginality and
greatness are based on subjective choice. Thesks avere a part of the fabric
of their time and are strands that braid together thematic concerns and
representations of théin de siécle and this gives to their work and

importance, however liminal that might be.

Keywords: Pierrot, madness, carnivalesque, hernaglitle; androgyne,
Giraud, Dowson, Ensor, Beardsley, semiotic, synthafansgression, masks,

deadly sins.



OPSOMMING

Opsomming

In diefin de siéclgare het Pierrot se sneeuwit gewaad met sy fiselswart en
die tragiese, beweginglose maskergesig bo die sgkkeorgrootte kledingstuk
een van die kunstenaars se belangrikste uitdrugkmmgple geword. Die
swygsame figuur met sy wit masker het as vermomrmgedjen vir kunstenaars
wat die skynheiligheid, leuens, selfvoldaanheid \arheerliking wat as ‘n

maskerade van die samelewing beskou is, bevegeigelé het.

Onder die harlekynsmasker kon die kunstenaar dpeeddtingryke wyse al die
donker, verbode geheime uitspeel wat versteek kerwnlie mensdom se
ingeskrewe gemeenskapskonvensies. Pierrot kon mosetfmoord en
bloedskande pleeg; stormdronk word; verkrag; biganpleeg, intens
depressief, oormatig seksueel of asketies of Jtpatees; woedebuie kry;
haat, steel; hermafrodieties, androgeen of seltdtdraal geslagloos in sy
vergrype wees en elke taboe verontagsaam. Deuhaliekynsmasker as
distansiéringstegniek te gebruik, kon die kunsteasaf deur iemand anders
se oé alles ervaar wat strydig was met daardiessete wette van die
gemeenskap waarteen hy in opstand was. Geslagswginge het uiters
belangrik geword. Soos Pierrot, was die androgeendie hermafrodiet
leidende figure in fin de siécléuns. Hulle het die realiteit van
geslagsonderskeid laat vervaag en al die sogenaamaadike of vroulike

eienskappe bevraagteken. Pierrot is beskou as &doemer aan hierdie vae



geslagtelikheid omdat die seksualiteit agter dis, lwit gewaad en die
verborge aptyte van die silweragtige, maanverligéelekyn geheel en al
onseker was. Geslag was net so spookagtig en pa@aaas die harlekyn se

eie aard.

Teen die laat negentiende eeu het Pierrot se @mgpin die Commedia

dellarte en sy oorspronklike rol as nar verander. Hy het noustille

kwaadwilligheid en skaduagtige boosheid verteendigorwat subtiel

gesuggereer is deur die lyne van sy maangeklewwdmaad. Sy pantomime-
rol het deels behels dat grense bevraagteken ehkrgorord. Die demoniese
wéreld was altyd teenwoordig, hoewel dit nooit drhand gekry het nie.
Liefde en humor het geseévier, terwyl daar herlgdi&ldslae uitgedeel en
gefuif is. Met die Dekadente beweging van fitiede siéclenet die demoniese
die oorheersende toon geword, voOl sardoniese Idiidren brandende, fel
(hoewel verborge) pyn. Pierrot se stilswye en sgekiheid is beskou as
fundamentele eienskappe om die oortredende, bitsigd van die liminale
kunslewe oor te dra. Die harlekyn se achromatiéser len sy stomheid was
aspekte wat ooreengestem het met die onbevlekghdek van bladsy en
doek; sy onbestendige, kwiksilwer-natuur was net atbepaalbaar en
vloeibaar as enige interpretasie of subjektieweskaarstelling. S6 kon die
kunstenaar die figuur omvorm om dit voor te stelt iy verlang het en

sodoende onthul hoe ontwykend en subjektief enogestelling is.

In die Giraud-, Ensor-, Dowson- en Beardsley-hatdise van hierdie

proefskrif word die karnavaleske en oortredendenskiappe van die bleek

Vi



harlekyn as 'n sentrale kwessie in die werk vamdmeekunstenaars ondersoek.
Kristeva en Bakhtin se teorieé oor die karnavaleskelie verhouding tussen
taal en oortreding lei en struktureer die beginsgisdie argumente van die
proefskrif. In die werk van die gekose kunstenaewsd Pierrot uitgebeeld in
'n staat van veranderlikheid en vloeibare metans&feonder dat grense in ag
geneem word. Daar word aangetoon dat onbepaaldagges waansinnige
emosies 'n essensiéle deel uitmaak van die skadeaginwesenlike aard wat
die harlekyn toelaat om bestaande sosiale waandefie en grense te

ignoreer.

Giraud, Ensor, Dowson en Beardsley mag miskien awlen belangrike
kunstenaars van die laat negentiende eeu beskal) maar oorwegings van
marginalisasie en grootsheid is gebaseer op sudjektkeuses. Hierdie
kunstenaars was deel van die weefstof van hul tyllam as sodanig beskou
word as drade wat die tematiese kwessiesfiende siecleditbeeldings

saamvleg. Hoe liminaal ookal, maak dit hulle weak belang.
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INTRODUCTION

The Pierrot of the nineteenth century or firede sieclehas come to be
exemplified through his portrayal in works of Franditerature from
Baudelaire and Hugo through to Gautier, Laforguerlaine, Huysmans,
Flaubert, the caricaturist Willette and others. iBgrthe Romantic and
Decadent periods, the figure of the sad clown, kit pale, masked face
and his silence, his losses in love and etherealltycharacteristics created
and popularised in the works of the Romantics &ed followers, was very
much en vogue Towards the end of the nineteenth century, Pisrro
character altered, becoming more macabre and spmviilea concomitant
loss of stoicism and a less lovelorn aspect tha dfi the figure of the
Romantic period figure. The decades from 1880 @01®ere marked by an
increase in the portrayal of the figure of the aggne and the
hermaphrodite within the arts; Pierrot subtly pakt@and assimilated aspects

of these gender-transgressive figures.

The figure of the clown has always had associatiwitls the carnivalesque
and grotesque tradition and its implications of Hmary transgression, masks
and madness. The close of the nineteenth centwvytisa development of
Pierrot’'s figure in a manner that parodied the i@lesque and grotesque
tradition. The clown’s vacillation between lovelpethereal, ascetic presence
and murderous, vicious, irreligious behaviour nmec the multiplicity,

pluralism and indeterminacy of nineteenth-centurjure. Yet, this irreligious



and unconventional behaviour closely relates tgaré of the clown to the
carnivalesque tradition, where the Feast of Foefsialed ‘drunken orgies on
the altar table, indecent gestures, disrobing’ (Biak1984: 74-75). Medieval
fools were associated with laughter, both mocking destructive of social
hierarchy, but at the same time regenerative. Heweas Michael Bakhtin
notes, during the Romantic period this laughter ikssregenerative aspect and
became merely ‘cold humour, irony and sarcasm’ (Bak1984: 38). This
sardonic disposition accords well with the grimaoéshe white mask of the
late nineteenth century, where a smile becomegitihes of sarcastic pain
stretched over a white-floured carapace. Pierredirags the role of repository

for the desires and fears of the late nineteenttuce.

Gender in the nineteenth century became one ofidger social divisions
where an absolute split between the public angbtivate was instituted and
bodies were rigidly differentiated into male andhtde (Pollock 1996: 6-7).
This inscribed a discourse of power and social ondech became a part of
the cultural representations of the time. Thesdurll representations
ensured the production and maintenance of theigetatof power and
difference:

Events are presented from within a certain ‘visigh’point of view

is chosen, a certain way of seeing things, a cedagle, whether

fictitious events or ‘real’, historical facts aresolved. (Bal 2001: 42)
This study aims to analyse the poetic and visuglatige representation of
fin de siéclePierrot as a figure of transgression, madnessaamoiguous

gender in the works of Giraud, Ensor, Dowson andrésey. The reading



of a narrative is also the reading of discourse@nts subjects, figures and
its representation and thus of representation id #mwough language
(Kristeva 1989a: 293). Narrative is the major cimtior to our cultural
memory, allowing us to create meaning from the thaworld which
surrounds us, but, as Mieke Bal points out, ‘nareatcan be used to
manipulate’ (Bal 2001: 260). It, too, is a discauthat structures ideas,
meaning and culturally accepted beliefs; but ib gi®ssesses within itself
the opposite drive to rebellion against its own rdmehically created
structures. This study aims to reveal how the Bgof Pierrot became the
metaphor, or narrative sign, for the poetic andualisexpression of a
rebellion that challenged late nineteenth-centunciad and cultural
discourses of meaning and belief. Pierrot will gfere be analysed as a
narrative sign producing meaning through the exalmn of the

transgressive possibilities of visual and poetiglaage.

The transgressive possibilities of poetic languagk be analysed and
discussed using Julia Kristeva’'s psychoanalyticisgmtheory of language
based on her early study entitlB&volution in poetic languagét was the
theorist Roman Jacobson who emphasized that:

Any attempt to limit the domain of the poetic fuoct to poetry, or

to restrict poetry to the poetic function would yr@mount to an

excessive and misleading simplification. Poeticction is not the

sole function of verbal art, but only its dominamtetermining

function, whereas in all other verbal activitiesdts as a subsidiary,
accessory constituent. This function, by promotimg palpability of

signs, deepens the fundamental dichotomy of sigrnd @bjects.

Hence, when dealing with poetic function, lingusticannot limit

itself to the field of poetry. (Jacobson in Krisée1989a: 288)



The poetic function of Jakobson’s theory relates Kristeva's poetic
discourse, in as much as it is seen not to belorapy one type of discourse,
such as poetry or literature. However, Jakobsoefmiion was not sufficient
for Kristeva. She did not agree with his assignifigpoetic language to the
position of a sub-code within the linguistic coffer Kristeva poetic language
stands for ‘the infinite possibilities of languaged all other language acts are
merely partial realizations of the possibilitiehénent in “poetic language™
(Kristeva 1984: 2). Literary practice uses langutgiee the subject from the
restrictions imposed by a number of discourses thenegpsychical, social, or
linguistic. For Kristeva, all literary practice ags within a historical
dimension in which the subject plays a role. Pdetiguage and its signifying
process constitute the ‘semiotic system’ (Krist&é®84: 3). In her detailing of
this system irRevolution in poetic languagshe places great reliance on the
work of Lacan and draws on the linguistic theowé$-erdinand de Saussure
and Charles Pierce, although the greater influemcéer own work was the
writing of the French linguist Emile Benveniste.tiiugh Kristeva felt that
Benveniste’s theory was also caught within the nédcategorise and
systematise, she could, by making use of his waiffikkm both the need for a
textual analysis taking into consideration the sabpithin a given historical
context and the removal of the barriers that séparalated disciplines.
Kristeva also utilised and developed the theoriedHegel, Althusser and
Derrida’s idea of text as different from itself, iwh she combined with the
Lacanian/Freudian concept of the split subject. sTehe ensured that her

theory placed the speaking subject and poetic ggdirmly in the socio-



political and historical context. Kristeva’s stréimdjes in her ability to explore
and combine the different frameworks and methodseofsources in order to
make them work against one another; she then beasgights this interaction

provides to support and further her own theorie®$® 1989: 61-62).

For Kiristeva, the ‘poetic’ text constitutes a nelanguage which
transgresses all the rules of the standard languwdigeommunication,
because it tries to deny the rules of grammar wihéleersing all discourses.
This poetic language is an anarchic revolt and ligdgsathe logic of the
unconscious, which in its drive-driven and darkesidpresents juissance
of what Kristeva termed the semiotic Revolution in poetic language
(Kristeva 1984: 3) This idea of transgression amarehistic revolt is at the
core of the notion of carnival, initially explorday the Russian Formalist
Michael Bakhtin, absorbed and further developeKbgteva in her work
Desire in language Carnival and the interaction of the semiotic and
symbolic form the central theoretical tenet of thiady, as well as being

central to Kristeva’'s own theoretical explorations.

Kristeva felt that carnival was more than a mergdstical overturning of the
rules for a day and in this she was following MiehBakhtin’s lead in his
work on carnival and linguistics. Carnival is ansgression because it disturbs
the stratified notion of identity and explodes @i communication and
structure. It is an inversion of the law whilst sitaneously containing the law

within itself. Nothing can represent carnival bexsit is an ambivalent state

10



which rational discourses in their structured heng cannot assimilate. The
otherness, opposition, negation and ambiguous lufgilse carnival transgress
and flout the laws of the Symbolic. In Kristeva’'omk ‘the scene of the
carnival introduces the split speech act: the aatwt the crowd are each in
turn simultaneously subject and addressee of diseb(Kristeva 1980: 46)
The carnival is thus a well-defined form of doubdlée double is non-identical
to itself and cannot be represented, as it contapeesentation inside itself
and carnival can thus be seen as containing itefbtnside of itself (Lechte
1990: 105). Language too is carnivalesque, as ntates within itself the
ambivalent word. It is this ambivalence that isemtcal issue in Kristeva’'s
theory. She reveals how, when a subject commumicdteth received and
expressed meaning becomes deformed. This procesdefofmation or
alteration inextricably intertwines and joins tdgat subjectivity and textuality
in a to-and-fro movement. The ambivalent defornmabd meanings forms an
inherent part of everyday, rational and logical cmmication. To describe
how these two processes of communication are linKadteva uses the terms
‘semiotic’ (le sémiotiqug ‘symbolic’ (le symboliqug and ‘thetic’ (e
thétiqug. These terms are the foundation of the Kristetaory which details
how the representational and symbolic processas #rd inform language

and subjectivity.

! This position can be seen as premised on the Emlidcanian split subject, which Kristeva develbpe
more fully in her discussions of the speaking stibjextual analysis and social transgression.
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Semiotic (Le sémiotique)

Kristeva uses this term in a highly idiosyncrati@amer, the accepted
meaning of the word ‘semiotic’ being ‘the studysfins and symbols and
their relationships in languageCéssell giant paperback dictionar994:
1220). The Kristevan term describes the impulsed drives of the
foundational processes in the formation of languagesteva has also
altered the French gender of the word. In everyBegnch the word is
gendered with the femininda(sémiotiqui Kristeva has altered the gender
to the masculineld sémiotiqug as though to add weight to the notion that
the semiotic is the process which creates chandettan carnivalesque in
language. However, as will be seen shortly, theistmis connoted as a

female process. Kristeva has thus set up an anelitvaiord.

The semiotic is made up of sounds and rhythnis,aharchic and formless
and its impulses possess no unity, boundary or Tvis means that the
semiotic is already present before the subjectiblstand defined identity is
established. To locate it, Kristeva uses the tenora (La chora)which has

its origins in Plato’sTimaeus The Chora is a ‘receptacle, unnameable,
improbable, hybrid, anterior to naming, to the one,the father and
consequently maternally connoted’ (Grosz 1989: Zhg semiotic, located
as it is within the Chora, is merely a collectidrdave impulses and desires.
These flow through the pre-linguistic body, cregtthe space from which
language and speech will develop. Yet, these dprexesses: laughter,

prosody, puns, instinctual sounds and silence hvaya present, though
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unnoticed, within everyday communicative langua@emiotic drives
precede the positing of subject-object relationse Wistinction between
subject and object derives from the institutiorwdfat Kristeva termed the
thetic:
All enunciation, whether of a word or of a sentenisethetic. It
requires an identification; in other words, the jsabmust separate
from and through his image, from and through higcis. (Kristeva
1984: 43)
il The thetic (Le thétiqug
The unstable impulses, drives and desires of th@atie are unified and
structured into the law of the symbolic through ttmindary between the
semiotic and the symbolic which is termed the ittiefThe thetic is the
precursor of the symbolic contained within the s#miand the remains of
the semiotic contained in the symbolic, much like hotion of the Chinese
Yin and Yang symbol. Kristeva identifies the thewith two important

developments in the establishment of a subjecestitl, the mirror stage

and the ‘threat of castration’ or castration comple

i Mirror stage
The mirror stage establishes the notion of spatialihe mirror-double or
object-other visible in this space is seen as amotlstinct identity. The
mirror stage develops the representational and imaag functions. This
stage enables the child to distinguish him/herfseth the world and sets up
the image as a replacement for the felt experietiheestart of the field of

signifiers is also established during this stage.



iv  Castration complex
Having established the imaginary other throughedéfiice or by means of
the signifier (the object-other), the mirror stagdurther structured by the
castration complex. The latter develops the sipas structure the signifiers
so that they have a defined, accepted meaning:
Castration puts the finishing touches on the proadsseparation that
posits the subject as signifiable, which is to ssgparate, always
confronted by an other: imago in the mirror (siggd) and semiotic
process (signifier). (Kristeva 1984: 47)
The mirror stage starts the process of differéintidbetween the signifier and
the signified. It creates their separate categamiésn the signifying process.
It also sets up the relation between image andcubjeis the thetic that
establishes the divide between actual experiender@presentation, reality
and signs, which are the foundations for signifaratind the signified (Grosz
1989: 46). These two developments within the thighie mirror phase and the
castration complex) enforce the controlling stroetand law of the symbolic
over the semiotic. The thetic acts as a boundagyliamtation to the anarchic

drives and impulses of the semiotic and the thatianises the semiotic and

establishes the imaginary thus helping to creaesyimbolic.

The castration threat structures the basic ‘idgngistablished in the mirror
phase and organises and structures the vocaliadsdanto coherence. This
organisation is accomplished by the assumption gbsition that Lacan
termed the Phallic Signifier and with which Kristevacitly agrees. The

phallus is seen as the primary signifier in thejettts ability to assume an
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enunciative position. The phallus demands that ¢héd give up an
attachment to the mother and subject itself tdaheof the father, the law of
language and social values. The child thus subéism#ite primal drives to
the law of the symbolic by repressing them. Thddcbhan only obtain a
speaking position once it recognises the differesfcéhe other and accepts
the law governing its interaction with others (Grd®©89: 47). Within the
subject, the mirror phase and the castration compale part of the thetic,
represent a unifying force which holds the drivesheck, forcing them to
accept the boundary of the reality principle:
As a traversable boundary, the thetic is compledéfgrent from an
imaginary castration that must be evaded in ordereturn to the
maternal Chora. It is clearly distinct as well froan castration
imposed once and for all, perpetuating the welkogd signifier and
positing it as sacred and unalterable within thelc=ure of the
Other. (Kristeva 1984: 51)

The thetic acts as an ordering principle for thevedr setting up their

relationsvis-a-visthe imaginary and establishing the symbolic (Grb3&9:

47).

v The symbolic Le symboliqué
In Kristeva’s theory, the term ‘the symbolic’ isu&dly specialized. The
word ‘symbolic’ is generally understood as meanifexhibiting or
expressed by resemblance or sigiZNdew shorter Oxford English dictionary
1993: 3183). For Kristeva, the symbolic is an egitem of the thetic and its
role is to organise the impulses and drives inteeiied and structuring

communication system, which includes grammar, loggntax and the
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notion of the ‘I'. This establishment of the notiofithe | allows the subject
to access discourse and refer accurately to it#elilso provides for a
subjective and social identity (Grosz 1989: 48)e Warious established
identities, whether social, linguistic or sexuak anstable and threaten to
disintegrate every time the semiotic breaches thentlary of the thetic.
These moments lead to a loss of meaning where itgetissolves and
coherence and sexuality are placed in flux. Thel®jim as a hierarchical
structuring system uses rationality, logic and greatical structures to
enforce a coherent system of laws over the anarphicesses of the
semiotic. Thus, the symbolic regulates the semidfius is a system of
negation; what is negated and silenced are thesymea desire and
aggression of the semiotic in an effort to enstabibty of identity. Kristeva
agrees with Derrida that reason, logic, grammantssy and inscribed
meaning function only through the violent suppressand repression of the
drives and a renunciation of their pleasure. Thges is constituted by a
combination of the symbolic and the semiotic; Ko regards their
interaction as a permanent confrontation betwegrosipg forces allowing
change to occur. Together they produce discoumsestitute the subject and
regulate social interactions. The symbolic is nes@mpletely autocratic,
and the semiotic continually transgresses the bamynaf the thetic,

resulting in crises leading to change

This principle is very similar to that of the Nisthean Apolline and

Dionysian. Nietzsche’s Apollonian is formalist, eiag boundaries around
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forms or bodies. The Dionysian, being formless amdnsgressing
boundaries, stands in opposition to this Apollit@cure. This opposition
ensures that states of existence do not stultifyooigeal. Apollo is the god
of illusion and dream, who hides the reality of tamkind’'s miserable
existence. Nietzsche sees culture as the ultimhtsion created by the
Apollonian. The Dionysian constantly tears at tledl wf illusion, but the
Apollonian continually reasserts control, allowiiligsion to reassert itself.
Nietzsche believed that if humankind were exposedhe truth that the
Dionysian contains that the terrifying nature asttnuth would cause instant
insanity. The interplay of the Apollonian and theolysian creates a
constant cycle of transgression of boundaries, gdarabsorption and
reaffirmation of boundaries. As Foucault indicated his writing on
transgression:
The limit and transgression depend on each otherwioatever
density of being they possess: a limit could noiste¥ it were
absolutely uncrossable and, reciprocally, transgpaswould be
pointless if it merely crossed a limit composed ilbfsions and
shadows. (Foucault 1998: 73)
For Foucault, transgression and the limit are retated, though not in a

system of dualism, but rather ‘their relationshads the form of a spiral

that no simple infraction can exhaust’ (FoucauR&974).

2 La limite et la transgression se doivent 'unéatte la densité de leur &tre: inexistence d'umité

qui ne pourrait absolument pas étre franchie; @agrit retour d’une transgression qui ne franchirait
qu’une limite d’illusion ou d’ombre. (Michel FoudtuDits et Ecrits 1 «Préface a la Transgression». p.
265).



Vi

Kristeva also regards resistance to be a trarsigresf the symbolic limits,
without these limits being obliterated; the limase merely displaced and
repositioned elsewhere. Kristevan theory thus msrkmucault’s writings on
transgression. Subversion is contained within theb®lic itself and is
subject to regulation and structure. The symbaddic only afford a certain
measure of change at any given time and rupturesotabe allowed to
destroy its unity, as this would entirely annilelatepresentation and

identity.

The subject
The speaking subject’s identity is dependent upersistem of language set
in place by the symbolic. This speaking subjectobses the place where
both structure and its transformation occur. Theraction of the semiotic
and the symbolic establishes the speaking subgetedl as the system of
signifying and meaning. The ‘I' of the speaking @ab exists only in
language and does not encompass the ‘I' as a whsel¢here is always a
difference between the subject expressed in a rsemtand the subject
producing the sentence. The ‘I' of the sentenca imporarily adopted
position of the ever-changing subject who produties sentence. A
difference exists between the ‘I' who speagsjét de I'énonciationand the
subject of what is saids@jet de I'énoncg(White 1977: 13). This subject
who speaks is not the author of the text; instelael $ubjectivity is

constructed within the text.
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These two different subjects produce the self dfjesttivity. However, the
textual ‘I' is not entirely distinct from the livop social subject: to a large
extent, the latter is socially structured and poséd by the symbolic’s
textual construction of the ‘I":
The subject never is. The subject is only the $ygmy process and
he &ic) appears only as a signifying practice, that rdy avhen he
(sic) is absent within the position out if which socihkistorical, and
signifying activity unfolds. (Kristeva 1984 215)
Subjectivity is never a case of the subject beotglly present to itself, but
rather a case of a process of capture and esdapdity and dissolution, a
subject who is continually displacing its own es$idied positions (White
1977: 13). However, the notion of the ‘I’ allowsetBubject to take control
of any rational communication or discourse, assymabolic creates both a
subjective and social identity. These identities threatened when the thetic

is transgressed by the semiotic. This overflowhs semiotic destabilises

identity and is visible in the seditiousness of mes$ and poetry.

The carnival of madness and poetry
Madness is the irruption of an excess of semjoticssancethat is also found
in the subversiveness of poetry. Kristeva seesigdetic, like that of
carnival, as both simultaneously a form of logid @s inherent negation, thus
an ambivalent process. This double aspect of pdatiguage represents a
movement between real and non-real, speech andcsjldeing and non-
being, where the poetic signifier both refers aogsdnot refer to a referent

(Lechte 1990: 109-110). Poetry draws attentionhi® $emiotic through its
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overthrowing of the grammatical structure, repetitimetonymy, metaphor,
disruption of syntax and rhythm. This disruption dentained within the
framework of the symbolic ordering structure; the structure is nevertheless
simultaneously transcended and transgressed andlaiie of rational
communication are subverted. This oscillation i #mbivalence of carnival
language and the double in its most heightened .fétaetry and madness
therefore question the limits of language by pughimem as far as they are
prepared to stretch, without completely destroyhmese limits. This breaching
and subversion of boundaries result in breakdowngléntity (psychosis),
meaning and coherence (poetry) and sexuality (pgore fetishism) (Grosz

1989: 48).

For Kristeva, it is the repressed language of msslvehich makes itself
heard as a speaking subject in the transgressipoatical language. Poetic
madness can thus be seen as having strong linkghvatgrotesque madness
of the carnival, the ambiguity and fluid transgressof which offers an
alteration in ‘reality’. The ‘real’ and its inherefreality’ are structured by
the beliefs of an individual, or defined by soctainsensus. This idea of
reality can be described as follows:
Reality is not a solid, self-contained given buflid, unfolding
process, an “open universe”, continually affected anolded by
one’s actions and beliefs. It is possibility rathean fact. One cannot
regard reality as a removed spectator againstel fobject; rather,

one is always and necessarily engaged in reahigreby at once
transforming it while being transformed oneselfarffas 1996: 396)
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viii

This violation of boundaries and the ambiguity amdbivalence of poetic
madness are closely aligned to the riotous natiutieeocarnivalesque where
all limits are inverted and mayhem and madness lkeinfiee. Madness
dominates the world of carnival and the concepttled carnivalesque
grotesque which Michael Bakhtin explored in hisdgtiRabelais and his

world.

Bakhtin and carnival
Bakhtin’s view of the carnival as subverting hietdaes and transgressing
boundaries thereby causing change, can be regaslédo indulgent and
Utopian a portrayal of popular culture (Stallybr&¥gVhite 1986: 10). Critics
of his theory, such as Terry Eaglefohave noted that carnival with its
degradations was a form of control and of maintejnéveryday laws. The
carnivalesque inversions are thus seen as merébrcerg how the ‘real
world should be run:
Indeed carnival is so vivaciously celebrated thatriecessary political
criticism is almost too obvious to make. Carnivafter all, is a
licensed affair in every sense, a permissible mgptaf hegemony, a
contained popular blow-off as disturbing and refliy ineffectual as a
revolutionary work of art. As Shakespeare’s Olirgenarks, there is no
slander in an allowed fool. (Eagleton 1981: 148)

However, a free space existed within this contrbere life was transiently

liberated from the confines of ‘reality’.

3 See also Umberto Edhe Frames of Comic FreeddmThomas A. Sebeok (e@arnival! (1984
Berlin, Mouton p. 1-9)
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Carnival and the originaCommedia dell’artefrom whence came Pierrot,
Harlequin, Columbine, the Doctor, Pantaloon and ltwers were closely
associated and carnival time would have witneskedsetting up of the
Commedia stage with its irreverent productiohsln carnival, as in
Commedia everything was turned topsy-turvy. Here hierashiwere
subverted or inverted, fools became kings, bishogsters or lords and all
official authority was overturned and transgresggipetite, both sexual and
gormandizing, replaced everyday asceticism andraiest Laughter and
violence moved hand-in-hand. The violence and lgergbf the carnival,
though not necessarily conducive to violent actsjldt nonetheless be
associated with them: ‘carnival may not be the sewf such violence but
its forms certainly accompanied it, laughter may Imaild stakes, but those
sent to the stake sometimes went with laughteingon their ears’ (Dentith
1995: 75). In contrast, theommedi& violence was harmless and without
guilt or consequence; although it could appeareexér and ignorant of
limits, it also overrode taboos like death and tfiestingly transgressed the

boundaries of reality through its play of fantasg déaughter.

The Commediacreated this alternate or reversible reality wheles and

identities were in constant flux and where no bauiss existed between art
and life. Here valets mocked masters and confustaysed by the
ambiguity of disguise and continually changing spl@redominated. As

Louisa Jones notes, the clown became a multiplé wigh no clear

4 Pierrot’s origins are discussed in the next chapte
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boundaries: his costume revealed his ambiguousrejaas it too was
‘splintered like Harlequin’s motley, being dividé@ato two solid patches of
color’ (Jones 1984: 10). For Bakhtin clowns weren ‘the borderline
between life and art, in a peculiar mid-zone awete; they were neither

eccentrics nor dolts, neither were they comic ati{@akhtin 1984: 8).

But this borderland has its darker side, where xaess of ambiguity and
violation of limits could easily fall into madnedgladness in th&€ommedia
was generally feigned and temporary, like the masinef Shakespeare’s
Hamlet it had a more duplicitous character and was tsegt out of scrapes
or alter circumstances to the benefit of the apgpbranad character (Jones
1984 18). This madness gradually metamorphosdbdesS8ommediaand the
clown adapted to changing times, cultures and bauikeus. As Bakhtin
indicated: ‘The theme of madness is inherent ingedkesque forms because
madness makes men look at the world with diffeleyds, not dimmed by

‘normal’, that is by commonplace ideas and judgesidBakhtin 1984: 39).

The Commediawas a markedly grotesque form with an imaginataom
inventiveness that respected no laws or boundandswvhere nonsense was a
province to be explored with delight (Jones 1983). Bawdy sexuality and
obscenity alongside sexual ambiguity formed a pHrtthe Commedia’s
double-natured aspects. Bakhtin equates the bodhvidpresent in Carnival
to that of the body irCommediait is a grotesque body, one ‘not separated

from the world by clearly defined boundaries, itbiended with the world,



with animals, with objects’ (Bakhtin 1984: 26-27This body has an
ambivalent double nature, where a combination ghdnu and animal traits
can occur, being one of the oldest grotesque f¢Bakhtin 1984: 316). This
form of satirical grotesque is perfectly shown he twork of Grandville
Bakhtin also indicates that the tendency of theteggue body is to be
revealed as ‘two bodies in one’ (Bakhtin 1984: 26grged either one with
another or with other objects, and in this duaftiéggides the theme of the
androgyne. In relation to the form of the androgyBakhtin mentions that ‘in
the sphere of pictorial art | will recall a similaresentation in Leonardo da
Vinci's “Coitus”, showing this act in its inner bitygl aspect® (Bakhtin 1984:

323).

Many grotesque figures appeared as androgynousxémple Harlequin who
appeared in the disguise of both a laundress anthla lemonade seller,
dressed half as laundress and half as lemonads ¢@&tines 1984: 20).This
sexual ambiguity had strong ties to the carnivakrmghcross-dressing most
readily occurred. The celebration of the upside+ulomorld allowed for an

inversion of gender, where transvestism transgdessed revealed the
ambivalence of gender boundaries and their dedimitias well as the mutable

nature of identity.

5 Grandville, Jean-Jacques (bapt. Gérard, Jean4gisitore) 1803 - 1847. A French caricaturist and
illustrator, who contributed to the weekly jourthal caricature He depicted satirical animals dressed as
humans. In his workin autre mondepublished in 1844, the universe is full of mutanimals,
vegetal/human hybrids and living inanimate objects.

SFigure 1 on page 5
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All this transgression was fuelled, held togethied &xploded by carnival
laughter. Where Aristotle ascribed catharsis tohiigh art of tragedy where
fear and pity were ultimately brought into balamtehe climax, in carnival
it was the riotous laughter which released inhiloisi resulting in madness,

mayhem and an emancipation from reality.

Havoc was reflected in the nonsensical languagd usthe Commediaand
in the fact that the actors all spoke in differtalian dialects whilst playing
before French audiences. The language was exubevddj uncontrolled
and lead to confusion as the use of everyday wawad meanings
distintegrated. This use of nonsense languaggeadiyDada before its time,
still managed to maintain a dialogue between thera@and the audience. As
Bakhtin notes:
This temporary suspension, both ideal and reahi@farchical rank
created during carnival time a special type of camitation
impossible in everyday life. This led to the creatpf special forms
of marketplace speech and gesture, frank and freemitting no
distance between those who came in contact with e#ter and
liberating from norms of etiquette and decency isgub at other
times. (Bakhtin 1984: 10)
This liberation of language and of desire wasipaldrly applicable to the
body and to physical pleasure. The language ofCibmamediaallowed the
overflow of expressions of desire and nonsenselwiEre normally held in
check or repressed during everyday existence. ®tatguage partakes of
this liberated language and desire. It is the undeng and transcending of

everyday language that makes poetic language smcemKristevan theory

and intimately links it to the carnivalesque grgtes tradition.
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Kristeva’'s work on the uses of poetic language hed psychoanalytic-
semiotic approach can be complemented throughsa ckading of the work
of another theorist, Mieke Bal. Both Kristeva and&l BBome from a
background of linguistic studies and both haveis#td the theories of
Althusser, Bakhtin, Barthes, Benveniste, Derridaydault alongside other

theorists, either linguistic or philosophical, atib.

Mieke Bal's semiotic and narrative theory effecliveombines the power of
textual structures and the role of the reader enpifocess of making meaning
out of texts. In her theory the word ‘text’ is raly confined to language but
can be applied to other cultural products such raages, paintings and
architecture. She believes that when we recogmisething in the world it is
because we treat it as a visual sign which formg paa vast field of
discourse which we, as sign-using subjects, arabdd to interpret (Bal 2001:
8-9). The meaning of an art work is thus to be tbimthe action that occurs
between an ‘I’ in relation to what the work takesaa‘you’ (Bal 2001: 5). In
Bal's semiotic understanding of symbolisation, easwer would bring to a
work specific cultural preconceptions, so art of fhast exists in the present
and continues to produce cultural effects. In treedng of the visual narrative
the viewer ensures that a certain perspective aptad. In exploring visual
narrative Bal refuses to privilege linguistic thgobut she also tries to avoid
using art historical methods of analysis. As shessa

The method, or, more modestly, procedure has innomm with

ordinary reading and the outcome is meaning, thatnctions by

way of discrete visible elements called signs tactvimeanings are
attributed; that such attributions of meaning, eipretations, are
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regulated by rules, named codes; and that the dutyjeagent of this
attribution, the reader or viewer, is a decisivenant in the process.
(Bal 1996: 26)
Each and every act of viewing takes place withigiveen socio-historical
and political situation and each viewer brings ty aeading of an image
their own cultural subjectivity, or frame of refape (Bal 1996: 32).
Reading becomes an act of interpretation and asgigsf meaning during
which the reader reframes the work according tavangset of signs that
connect together and provide a text with meanirggBAl writes:
| am contending that every act of looking is - mmly, not
exclusively, but always also - a reading, simplgeaese without the
processing of signs into syntactic chains that mas® against the
backdrop of a frame of reference an image canrgt yineaning.
(Bal 1996: 32)
Reading is, however, a subjective activity andithage becomes the place
where cultural processes collide and become inbgstive in a process that
involves the interaction of present tense with gaste, where the present
interprets and alters the past. This sets up tieediscursivity of a painting
as an ‘intervention in and a response to socialodisses that were relevant

at the time and are still relevant or differentglevant to our time’ (Bal

1996: 32).

Mieke Bal’s igenuity is in her decision to readuasart as a narrative where
signs and not scenes are the basis of vision. Eachtive entails a selection
that involves omissions, suppressions, emphases\asions. All narratives

are thus focused through points of view (Bal 2004). In Bal's narrative
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revision, painter, narrator, received story, rediseory, viewer all create a
field characterised by their separateness (Bal 2061 The meaning of a
work of art is for Bal the action that is carriedtdy an ‘I’ in relation to a
‘you'. In this exchange between the ‘I-you’ Bal @f$ an alternate approach
to Lacan’s reading of the mirror stage and his afsthe terms Symbolic,
Imaginary and Real, with which she strongly disagreContrary to Lacan’s
reading, she proposes that ‘self’ and ‘world’ conmo existence
simultaneously. She believes that the self can lmbyv its position in space
if it has a sense of boundary, of where it endstaedvorld begins, and this
can only come from the outside and is presentengtze of another being
(Bal 2001: 33). Bal sees Lacan’s theory of subyégtias offering only the
‘I and third person positions: this subjectivitahino means to assume any
other position and therefore lacks the intersubjiegtof the ‘I-you’ axis that
she proposes and which is based on her reading@middiste. This ‘I-you’
offers the option of many subject positions that ba occupied in discourse
and is more flexible and ambiguous, avoiding thgidry of dualistic
systems. In this, there is a resemblance to Krigsesonstruction of textual
subjectivity where the subject is never the authibthe text because the
concept of the author presupposes the author’steexis prior to and
independently of the text. The subjectivity thatiskeva is revealing is
created within the text and this ‘I’ while not ety distinct from the living
author, is, to an extent, structured and positiotgd the discursive

construction of the ‘I in the symbolic (Grosz 19&5).
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The notion of intertextuality, used by both Bal afdsteva, is taken from
the work of Michael Bakhtin who indicated that sgrboth visual and
linguistic, have a ready made quality that stenosnfruse in earlier texts
produced by a culture. Taking a sign over into & m&rk from a previous
work means that a sign comes imbued with a readgenmaeaning. This
borrowing is also a form of palimpsest as the resaif earlier images and
the socio-historical, political and cultural ide#sat these bring to the
making of an image or narrative are incorporatdad the new. The sign’s
meaning may thus be altered but it will always iretatrace of its former
meaning. Intertextuality cobbles recycled formsetbgr to create something
new. However, this new work is always contaminditgdhe discourse of its
predecessor; it is therefore flawed and readydotdire into splinters at any
moment as Bal, quoting Benveniste, indicates: tistohical narrative is
inflected by subjective discourse (Bal 2001: 69cérding to Bal, this
intertextual practice of the artist is also apparerihe viewer’s approach to
an image. In making use of the term ‘intertextygliBal seems to echo
Kristeva’'s use of the term ‘inter-textuality’ orransposition’. Kristeva
writes that the term inter-textuality denotes the
transposition of one (or several) sign system($) i@nother; but
since this term has often been understood in Hrealbsense of
“study of sources”, we prefer the term transpositizecause it
specifies that the passage from one signifyingesysto another
demands a new articulation of the thetic — of emtive and
denotative positionality. If one grants that evsignifying practice
is a field of transpositions of various signifyisgstems (an inter-
textuality), one then understands that its “plaskE”enunciation and
its denoted “object” are never single, completed aaentical to

themselves, but always plural, shattered, capdbbeiog tabulated.
In this way polysemy can also be seen as the re$ut semiotic
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polyvalence - an adherence to different sign sysi€Kristeva 1984:
60)
The viewer reading an image also brings to the veogast that is structured
by discursive precedents and their own culturaéiithnce so that the image
can never have a unified or defined single meanihgs reading of the image
through interweaving of the different strands oftual discourse that the
artist uses in his image and that the viewer im tianposes on the image,
results in semiotic framing, a constant activitytheut which no culture can
exist. Bal believes that it is impossible to do gwath this framing, but that
the framing choices that have been made need serénised and subjected
to questions of accountability. However, there moedefinitive limitations to
the meaning that an image might have, as signaratevalent and produce a
plurality of meanings or polysemy. This notion ailimited meaning was
radically and anarchically supported and furtheireerrida’s concept of
dissemination which posited that no one interpiatais more valid than any
other. For Bal, this is plurality of meaning runldvand she questions whether
there can ever really be such chaotic freedom. igdtieates that meaning is
made up of signs and that these signs, though ¢heybe polysemous and
intertextual, are yet events that happen insida given historical and social
situation and under such specific circumstanceisttieae can only be a certain
number of culturally valid, conventional and yet noalterable rules to which
the signs are subject (Bal 2001: 73). Neither theaiof polysemy, or of
dissemination, ignores the role of power relatiossnce there are no

limitations on the meaning of signs, the restrictes to what is the correct
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meaning is an entirely social and political outcomnéerpretation, or framing,
and the social and institutional forces that ditvare semiotically an inherent
part of the work. This resembles Kristeva’'s unifi@dthetic text which she
sees as conservative and relying on existing caaebs conventions and
tending to confirm rather than question them. Tieist tries to deny and
suppress its own inherent polyvocity (polysemy) gpldrality and the
ambiguity that resides within all texts but whigh, its desire for univocal
meaning, it tries to obliterate. This need to retanity at all costs involves the
institution of limits, rules and procedures. Fol,Ballowing Derrida’s idea of
the parergor, dissemination is also limited from the inside.eSpostulates
that ‘the production of meaning takes place noarasilterior supplement but
as something already inscribed, not in the work aghole but in its semiotic

status’ ( Bal 2001: 74).

Bal's discussion of intertextuality, polysemy ofgiss and semiosis seems
closely allied to the work of Julia Kristeva’s pigeanalytical semiotics. Both
theorists are at pains to place the text and thgsuinto a socio-historical
and political framework. ‘Freedom’ of interpretati®based on intertextuality
and the polyvalency (polysemy) of the sign exisithiw this framework.
Combining Bal's theory of reading visual narrataed Kristeva’s theory of

poetic language, | plan to explore, through a telagxploration of narrative

" Theparergonis the frame and as Derrida writes it representsiéither work érgon) nor outside the
work [hors d'oeuvrg neither inside nor outside the work, neithenabnor below, it disconcerts any
opposition but does not remain indeterminate agéés riseto the work’ (Derrida 1987: )91In this
Derrida is trying to show that what is externattte work is as important as what is internal td ite
parergonacts as a type of supplement to the work of astigng that an ambivalent and constant
interaction between outside and inside, insideandide occurs through the threshold of the frame

(parergon).
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representation, the extent to which the figure iefiét represents the carnival
tradition with its transgressive and ambiguouslptggsque madness. This
study will also show how this figure was used tolaie the ‘symbolic’

structure of the textual narrative, thus causirgggémiotic to explode through

the boundaries of the text in mad play.

This mayhem in poetic language and visual narrasygominently expressed
in the representation of the figurefof de sieclePierrot. Pierrot became both
the catalyst and the accompaniment to the transfibom and subversion of
artistic culture between 1880 and 1900. In my studgian to explore this
figure’s multiple self, with his ambivalent relatiship to both gender and
persona, eluding and undermining the confines ehtitly along with his
transgression of social moralities that eventuadigults in a fall into the
phantasmagorical world of madness. | have chosens® the masculine
pronoun when referring to Pierrot even when explprithe figure as
androgyne or hermaphrodite, as | felt that thee’sélonstruct commonly used
in gender studies was irking and cumbersome. Ihabexpress the fluidity of
the imaginary form of either the androgyne or hgrhmadite as it is too

constructed.

Chapter one will provide a brief historical outliokthe figure of Pierrot and
his links with theCommedia dell’artelt will show his rise to prominence
and the altered mien he assumed durindithde siéclewhich is central to

the works chosen for textual analysis.
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Chapter two and three of this study will undertakeexamination of Albert
Giraud’s Pierrot Lunaire through the use of the structuring device of the
Seven Deadly Sins, to which an eighth sin has begmended. Using
Kristeva’s work on carnival and poetic language)ase textual analysis of
the representation of Pierrot in these poems Wiistrate how the figure’s
ambivalent gender affiliations and transgressiohsozial mores embody
the madness of the carnivalesque grotesque tradifibe fragmented and
destabilizing flux that exists between the semiaticl the symbolic results
in what Kristeva has termed ‘polysemy’ or ‘polyvade’ and the ambiguous
multiplicity that this establishes will be seen imtegral to the textual
figuration of Pierrot in Giraud’s work. It is ineéhaughter, violence, silence,
vacillating gender and dark desires that Pierrditlvé shown to liberate the

‘bells of madness’ in Giraud’s Bergamasgpieantasmagoria.

Chapter four will look at specific works by theistrtJames Ensor and how
they engage and represent the madness of the al@sgue grotesque.
Combining the visual theory of Mieke Bal with Kes@a's theory of poetic
discourse and her work on art analysis, the chaptiends to provide a close
reading of Ensor’s work. This reading of the visimhge will reveal and
analyse how the symbolic is destablised by the a#enicreating a mad

vibrancy which opens up the possibility of a mdigpy of meanings and

8 This use of Bergamasque is based on the defiratichspelling of the word ithe Shorter Oxford
English dictionary It is one of those polyvalent words that Girand &nsor would have loved. It means
an inhabitant of Bergamo in Italy, which is whererRit comes from originally. It also means a dance
resembling a tarantella and all that pertains ¢optfovince and place name of Bergar8bdrter Oxford
English dictionaryl993: 216). It is spelt with a capital letter retdictionary and the choice is either to
spell it Bergamasque or Bergamask. | have chosemdine French manner of spelling the word to
accord with the style and feel Bferrot Lunaire



readings. Ensorian representations of masks cogtaitinual allusions to
the white-faced clown and to the carnival. The feghidden behind the
mask is shapeless and sexless, neither male naldefnsor, a capacious
reader and follower of current events and trendas vaware of the
hermaphroditic and androgynous preoccupations mvithe works of other
artists and writers of his time. Most of his maskigdres take on aspects of
this androgyny, and though androgyny is not antoagpect of his work, it
is nevertheless subtly apparent. The figure ofrBigor his mask, is ever
present in Ensor’s visual imagery. It is this makkandrogynous figure as
visual symbol in Ensor’s extensive ribald narratiliat will be explored in

this chapter.

Chapter five deals with the textual representatibRierrot within Dowson’s
apparently slight one act playhe Pierrot of the Minuteand reveals how
this figure embodies the transgressive aspectsaafival madness and
ambivalent gender boundaries. Dowson’s play possestoser ties to
Giraud’s Pierrot Lunaire than to the work of James Ensor. With its eerie
coldness, the same pale, moon-spun lightP@rrot Lunaire dominates
Dowson’s play, where it is the ambivalent figure Bferrot and his
relationship with the Moon Maiden that is the cahpivot. There exists a
Kristevan double, or ‘one and Other’, in the depittof this relationship,
where Pierrot becomes a ‘totality not identicalhwiiself’, one that ‘cannot
be represented’ (Lechte 1990: 105). It is this tecthat will allow for a

reading of this split-subject as possessing annlyidg possibility of gender
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transgression; it will be shown how the figure aérkot and the Moon
maiden can be considered a single, androgynousapdmmditic entity. At
first glance,The Pierrot of the Minutesseems not to fit the mode of the
Bakhtinian carnivalesque with its bawdy effrontand mayhem. By making
use of Kristeva’'s reading of the poetic carnivales@s something more
subtle than mere reversal of roles and seeing & genuine transgression
(being outside the law, yet containing the law waititself), | shall argue that
the frozen world of Dowson’s play is inherently maalesque and

transgressive.

Chapter six will evaluate the illustrations of AalrBeardsley who was
commissioned to illustrat&he Pierrot of the Minutef his contemporary
Ernest Dowson. Beardsley termed this work a fillit§te play’, but the

central figure of the play ensured that Beardslegdpced five superb
drawings. Pierrot occupied a special place in Baaws work, as he

identified with the figure. This self-identificatiowith Pierrot was a marked

fashion of thefin de siecleand is therefore an aspect of all the artists and

works that | have chosen to examine. It is Beaydsld’ierrot which

represents the most flamboyant and vivid expresefotihe carnivalesque,
grotesque tradition and its propensity for gendesndgression. In
Beardsley’s work, Pierrot is shown to be of indetieate gender, neither
androgynous nor hermaphroditic, and therefore @3#3g close ties with
the grotesque where all forms can potentially ey to create a world of

constant contradiction, ambivalence and mutabilijere, definitional
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boundaries become fluid and seep into one anofier Kristevan semiotic
invades the symbolic, and causes alteration artdhbilisy and thus growth.
This fluidity also indicates an underlying and #ibening madness, an aspect
closely associated with the clown, carnival andst&wa’s theory of the

semiotic and symbolic.

The stark black-and-white tones of Beardsley's dng® ensure

ambivalence and tension in the image that strikescanfuses the viewer’'s
eye. The grotesque elements of the drawings wilséen as undercutting
any structured meaning, and though the drawings nameatives, their

meaning is constantly deferred beyond the visilkefixed meaning can be
adduced. The outside becomes the inside and visa.vi will be shown

that the drawings, through this blurring of interiand exterior call into
guestion what is being depicted as well as the eimvresponse and
perception. The viewer is aware of, and simultasBoa participant in, the
artificial world of the image that Beardsley depictThus, the viewer
becomes implicated in the narrative of the imaggh Inside and outside the
discourse. The fact that Beardsley’s work ‘dematadse read’ (Snodgrass
1995: 92) will be shown to become problematic tiglouhe ambivalence
created by the carnivalesque grotesque; any readimgvealed as being
unstable and ambiguous. Using the theories of Basteva and Bakhtin,

this chapter will show that Beardsley’'s work regms the most vibrant and
in-depth evocation of the carnivalesque grotesgerg@&@mnasque of tHen de

siecleperiod.
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In the conclusion it will be shown how the narratiigure of Pierrot, with
his ethereal subjectivity, sets up the extremesutjin which the semiotic
process and the carnivalesque grotesque are brmighplay, ensuring the
ambivalence that allows for multiple meanings witthe works of the
artists discussed. It will also indicate how thisuisge white clown with his
transgressive tendencies invaded the works ofithe period, becoming a
focal point for all the transgressive tendencied #iouting of the cultural,
political and social preconceptions of the decadeRgerrot can be seen as
the representative figure of the decadence:
Hier comme aujourd’hui, le génie de la Décadencaa &té d’'incarner
ses vacillations et ses hantises dans un personéageemment
parodique et malléable. Et s'il peut figurer touadois la Decadence
et la Modernité, c’est seulement si I'on admet,cakéladan qu’ «Etre
moderne, c’est avoir tout le passé présent a iespgPalacio 1990:
248y
This study of the decadent Pierrot was undertakémall the above in mind.
On approaching the sources it became apparenaithamber of studies had
been done on the figure of Pierrot, such as thgsedbert Storey, Louisa E.
Jones, Jean de Palacio and Jean Starobinski. Woeke concentrated on the
history and development of the figure of Pierrothivi France itself. In the
case of Jean de Palacio’s work on Pierrot, it becandent that during thien
de sieclethe representation of this figure had spread aubine deitmotifin

the arts of other countries. The figure with itssévely mercurial and pliable

character, its traits ranging from drunkennessadissn, seemed to be the

®In the past and present, the genius of the Decadess been to embody its unsteadiness and olesessiv
fears in an eminently parodic and pliable charatieris able to represent both the Decadent and the
Modern, but only because we can acknowledge alatigR¢ladan that “being modern is having the
entire past present in one’s mind”.



perfect representative of the decadent epoch’ss fgagrverse desires and
obsessions. Yet, the figure also brought with & thasidue of its past in the
anarchic transgression which unsettled any worlvhich he appeared. The
decision was to explore this transgressive asgettteofigure and how it was
expressed in some of the minor works of finede sieclewhich had slid into
obscurity but were nevertheless representative hef ileas of the time
expressed through the medium of this flour-facesval and which epitomised
the fantasies and fears of the decadence. Belgnghitagland were chosen as
places where Pierrot had invaded the arts throbghrfluence of what was
happening in France. A choice of poetry, paintidggma and illustration
seemed to offer a spectrum of the arts, therebgalexg how prominent the
leitmotif of Pierrot was during this time period. The aim wexd to trace a
history of the figure through the arts and artlsis rather to explore how the
figure became a narrative sign through which certaemes pertinent to the
decadence were expressed. The idea was to reesbtRis an empty sign or
subject with a multiplicity of personae which metaphosed from role to role
without really assuming any definite character osippon. Moving from thief
to rapist, to committing suicide, torturer, murdet@ madman, whilst hiding
behind his white mask and voluminous pale garmdmsgppeared to be able
to assume any meaning in a narrative. In the eoofpreparatory reading it
became glaringly apparent that primary sources tha study would be
exceedingly difficult to obtain. Remarkably few soes exist within South
Africa for a study on the decadent period in Beigiaits. Some sources were

accessible via inter-library loan and some coulgpbechased from book sites
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on the internet. However, the primary sources ragthunavailable and had to
be consulted in Belgium. Even in Belgium, sourcedghe work of Giraud are
limited: the poet and his contemporaries are améhas the figure of Pierrot.
The decadent and symbolist artists and writershaf time in Belgium are
sorely neglected. Even some of the more famous siéikeeEmile Verhaeren,
George Rodenbach, George Minne and Ferdinand Khiaopfare now little
appreciated outside of Belgium and France and &w#nn Belgium sources
are reasonably difficult to locate. For artists sidered to be minor, the search
becomes even more difficult. Sources for the Ehgtlecadence were more
readily available in South Africa and it was a rgueasure to be able to
consult a set offhe Yellow Booland to hold a copy ofhe Pierrot of the
Minute in the original Beardsley designed. A grant fronmeTErnest
Oppenheimer Foundation, for which | was deeply eftdt allowed me to
consult the original sources in Belgium and at Bnigish Library, bolstering
and adding support to the undertaking of this stfdy ‘produit d’eau fade et

de bléme farine’ (Palacio 1990: 11).

10 product of tasteless water and white flour
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Figure 1
Figure 1Coition of a hemisected man and woman
Leonardo da Vinci.

C. 1492
Pen and ink on paper
Windsor Castle, Windsor
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CHAPTER ONE: GENEALOGY OF A WHITE-FACED CLOWN
A dreamy, moonbeam figure floats out of the blasksnand takes centre
stage. This pallid silhouette mysteriously morphi® ithe moonlit, ethereal
Pierrot in the eponymously entitled collection afems by Albert Giraud,
Pierrot Lunaire The latter is, however, a completely differentuccter
from his original ancestor who appeared onGoenmediadell’arte stage in

the early sixteenth century.

ixX) The Commediadell’arte in the sixteenth century

The Commediavas improvised comedy based on a loosely constlygiot
and enacted by a professional troupe of playersh gdayer having a
designated stock character role. The charactes dmerally consisted of
two old men (Pantalone and the doctor), two setlowdrs, a soubrette, a
captain and two valets aranni from Bergamo: Harlequin and Brighella.
Other characters (such as Pulcinella, Pedrolino Bedolino) were later
added to the cast. Except for the lovers, all thaeracters wore masks or
make-up, and each character wore Italian regioressdand spoke a regional
dialect. Many of the characters became associaiiidtie actor playing the
role in the manner that modern television soapradiave become identified
with their characters in the public mind. Howevérg stock character,
though freely expressing human passions, had toairemwithin the

conventions of the genre, to prevent the play faegenerating into farce.
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Pierrot became a member of tBemmediafamily as azanni although he

only assumed his name in late seventeenth centancgé™

Pierrot’'s origins in theCommediadell’arte are still open to debate. He is
linked to the character of Pulcinella, but wherdciella was mercurial and
amorphous with no visible character developmergrBi was more structured
and exhibited an evolving personality (Nicoll 19883). The Commedia
dell'arte figure constituting the origins, from which Piefso character
developed, is PedrolindPedrolino’s role was always that of a trusted sarva
who had a tendency to cheat and play jokes, butse/faztions, ultimately,
were never malignant. His character was a witty stmatp one (Nicoll 1986:
89). Pedrolino and the character Bertolino wore tostume that would
become associated with the French Pierrot, congisti slack white trousers,

a blouse and large ruff, all in white.

The Commediagoes to France
The Commediadell’arte went to France in the middle of the sixteenth
century. Here legend has it that in 1665 Moliémulght Pierrot into being in
his playDon Juan ou le festin de Pierr®loliere’s Pierrot would have been

based on the character of Pedrolino or on a mimolart of the character

1 For further reading see Allardyce Nic@he world of Harlequin(Cambridge, Cambridge University
Press, 1986); Louisa E. Jorfead clowns and pale Pierro{sexington, French Forun Publishers, 1984);
Pierre Louis Duchartréhe Italian comedy(New York, Dover Publications 1965); Robert Storegrrot

. A critical history of a maskPrinceton, Princeton University Press, 1978 pj20

12 For further information on this lesser known cleées see Allardyce NicolThe world of Harlequin
(Cambridge, 1986), Pierre Louis DucharTiee Italian comedy(New York, 1963).

13 For illustrations of this costume and its adaptatiduring different periods, see Pierre Louis
DuchartreThe Italian comedy(1986 p. 252-253).
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Bertholdo (from the ItaliarCommedia whose name was adapted to the
FrenchPierrot. However, Louisa E. Jones (1984: 41) notes therrét's
history is harder to trace, and a debate ragees aséther he is originally
Italian or French’. In Moliere’s play, Pierrot is@umsy, rude peasant, a
rejected lover and the perpetual butt of jokes bseaf hisnaiveté He acts
as a foil to Harlequin, who was promoted to a posibf sartorial elegance.
However, Pierrot's normal role was that of valed @amthis he was neither a
fool, nor a pining lover, nor a completely clumsaf.cRather, like all valets,
his was a mixture of candour and artlessness, emgmnce and intelligence
alongside ignorance and stupidity. Valets in @@nmmediahad a tendency
to appear in pairs, thus establishing the dualitghe simpleton and the
rogue. These two forces played one another ofitirasons where the more
innocent tended to overcome the sly and duplicitdimss pairing revealed

the inextricable links between deceit and stupi(itynes 1984: 42-43).

By the late sixteenth century the costume thatr&iewould wear for
approximately a hundred years had been establishezhsisted of the same
slack white trousers, but the blouse had alterénl anlong jacket that was
rounded at the base with buttons all the way upfribvt, a ruff and a soft,
rounded, floppy hat (Storey 1978: 22He had no mask but powdered his
face white. Pierrot, who is essentially a creatidr-rench pantomime, was

generally a silent figure (Jones 1984: 37).

1 Figure 2on page 5
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Eight years later the Italid@ommediastaged a similar play to that of Moliére
and gave the actor Giuseppe Giaratone the partiesfoP The Pierrot that
Giaratone created was a lazy creature who wasdagipoken and stupid, but
who in his stupidity provided his master with commeense advice, much like
the fools in Shakespeare’s plays. Pierrot is pgetlaas ignorant and clumsy
but with a capacity for recognising his own chagadaults (Nicoll 1986: 90-
91). Yet, Giaratone added a side to his depictibriPierrot, one that was
sensitive and delicate, lovelorn, gentle and tortgece (Nicoll 1986: 92-93).
This sensitive, gentle side of Pierrot would beetakip and developed in the

paintings of Jean-Antoine Watteau.

X  The Commediés expulsion and degeneration

In 1697 the ItalianrCommediadell’arte was banished from Paris and only
returned 19 years later. The grounds for the bamesi are still unclear, but
the reason most often cited was that they had dtageay which the King’s
mistress, Madame de Maintenon, took as a persttagkaHer revenge was
to have the players banished from Paris and it®snds (Storey 1978: 33).
In eighteenth century France, the tradition of @@mmediawas preserved
by a return to its street theatre origins, sungvas a theatre of the fairs. In
1716 a new ltalia@ommediavas introduced to the court in Paris. However,
this Commediavas theatre for the discerning nobility and hadimks at all

with the originalCommedigJones 1984: 15).

15 Some of Watteau’s paintings 8bmmediacharacters includialian comediangc.1720);Arlequin,
Pierrot and Scapirfc.1716);Love in the Italian theatrél714)andGilles and his family1716).
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The Commediaof the fairground remained inventive. In the egghrith
century, the satirical and parodic treatment ofitiegte theatre that the
Commediaindulged in was seen as threatening. The cen$ms tried to
restrict the use of language to the extent of irmgpsilence. The irrepressible
nature of Commedia and its natural inventiveness circumvented the
restrictions through the use of songs and word &@nWhen th&€ommedia
was banned from using music, players held up wams$ encouraged the
audience to sing. The use of nonsense words predbeadi, but the audience
understood the gestures and enjoyed the mad rdrapguage had taken on a
life of its own that subverted everyday usage argleiad led to confusion,
disguise and undermining of everything official.iFEommediavas frowned
upon by the literati and condemned as disgustiagemonsense. A rift was
created between the theatre and@oeenmediawith Commedidbecoming the
theatre of the poorest and least educated membdéns population. With the
Revolution, all distinctions between dramatic forwere removed, only to be
restored by Napoleon. He allowed t®mmediato continue, but it was
relegated to the poorest area, where tiny workiagsctheatres sprang up.
Here theThéatre de I’Ambiguwith its melodramas of suffering widows and
orphans won thd&oulevard du Templ¢he soubriquet of th8oulevard du
Crime. Pantomime was again deprived of speech and eslex using

acrobatic antics (Jones 1984: 48).

This is the debase@ommediathat Jean Gaspard (called Baptiste) Deburau

discovered on his arrival in Paris with his famity 1816. Jean-Baptiste’s
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family were hired to work at th&héatre des Funambul&sthough Jean
Baptiste was not considered to be the most accshsaiacrobat and ended up
working as a stage-hand for many years. He stuiiecart of mime, and it
was this art that he brought to the figure whichwioeild make his own, that of
Pierrot. Deburau reinvented and recreated the diguirPierrot in a manner
which seems to indicate that he identified with wiete, silent clown. In fact,
it appears that he brought his own aspect to thergla god creating another
persona, where the artist is the god of his creatidether a novel or theatre
character. This role mirrored Deburau’s own macate violent tendencies
and Pierrot was a means to make manifest the actorier inclinations:
‘When he powdered his face, his nature, in fadk tihve upper hand. He stood
then at the measure of his life — bitter, vindietiand unhappy’ (Remy in

Storey 1978: 105).

xi  French pantomime’s rise to prominence (1816 - 1846)
Deburau ensured that Pierrot became the centraiefigf the pantomime. In
French pantomime, Pierrot always appeared in whitel had fixed
personality traits as well as the ability to usetkufacial expressions and
gestures while remaining silent. Deburau alterexd dbstume by removing
the ruff and exchanging the floppy white hat foblack skullcap and the

tapered buttoned jacket, for a loose cotton bloust long, wide sleeves

16 TheThéatre des Funambulegs situated on thBoulevard du Templavhich dated from 1670. The
boulevard was demolished by the renewal programBaimn Haussmann in 1862. It is remembered on
a plaque on the Place de la Republique. See alsio MethLe Boulevard du CrimgBalitout-

Questroy et Cie, 1872 p.2@yww.bmlisieux.com/curiosa/bducrime.hfiviewed 13/12/ 2003)




(Jones 1984: 43).He emphasised his eyebrows in black and painted hi
mouth bright scarlet. His face thus became thel ishesk for conveying the
subtlest expression and emotion. Yet, the maskdcbalinscrutably blank
and this was heightened by his silence. This e#thgr@leness and silence at
a time when the spectral was highly fashionablenadly drew followers. A
sudden interest in things Japanese had ariser enpassible that the white-
faced Geisha girl might also have caught the instgn. At the time, the
prevailing attitude towards women required thatytla@pear to be pale,
spectral waifs, weak anorexics who would soon dik@uld then be placed
on a pedestal of virtué Pierrot's appearance of reserved superiorityjdie
blank face epitomising the enigmatic, was emulétgthe Romantic Dandy,
as these characteristics placed the Dandy outsidaccepted fashioH.
However, at this time the French Pierrot still remed a clown of the streets
and of the people; Deburau’s Pierrot was a mixuiréhe naive and the
currently fashionable (Jones 1984: 44). Yet, thigtune appealed to the
artists and writers of the early Romantic yearseylhcurried to the small,
smelly Théatre des Funambulés watch Deburau as Pierrot. Thus Gatftier
would write:

With him Pierrot’s role was broadened, made largetgok over the

whole play and, be it said with all the respectrgvihe most perfect

actor who ever existed, removed it from its origared perverted it.
Pierrot, under the flour and the cap of the illiwsts bohemian, took on

17 See Figure 3 on page 5.

18 See Bram Dijkstradols of perversity1986: 25-37) which discusses the female bodgpesented
in the art of the time, with specific referencetie idea of the anorexic and spectral woman.

9 See in particular Baudelaire’s descriptior_efdandyin his article ‘Le Peintre de la Vie Moderne’ in
Selected Critical studies of Baudelaiigdited by D. Parmee (1949: 107-139). Also se8tntonThe
aristocrat as art(1980) and E. Carassue mythe du dand$971).

20 Théophile Gautier 1811 - 1872. French poet, teeaitic, painter and author whose works include
Emaux et camég4852),Voyage en Espagr(@845) andMademoiselle du Maupifl835).

47



all the airs of a master and an aplomb for whichmas unsuited; he
began to give blows instead of receiving them; duie hardly dared
brush Pierrot’'s shoulder with his bat; Cassandokédd twice before
lapping him. He embraced Columbine and put his armound her
waist like a seducer from the Comic Opera...The gtqoersonality of
the actor overwhelmed the type. (Gautier in Jorg&gt144}*
With Deburau, Pierrot assumed many roles: valeteriomurderer, hero and
clown, and became Harlequin’s rival. Pierrot stédpresented unrestrained
appetite, he was impulsively and arbitrarily vidlesnd neither food nor
women escaped this urgent, impersonal greed. Pgrsaperiors, such as
Cassandra, tended to be on the receiving end gbkes and violent actions.
However, Pierrot lacked lasting malice and belontgetthe fairyland where no
action had consequences, allowing one to indulgselfigratification of any
kind without remorse or guilt, as no profound ostilag ill occurred there.
Like cartoon characters, the victims of this Piealwvays came back to life.
Deburau’s Pierrot remained the artless street clbmked to the people, one
who incorporated and created the fashion trendiseofime. In this setting of a
fashion trend Deburau was aided and abetted byvthers and artists who
came to identify themselves with the figure of Rieras portrayed by him
(Jones 1987: 316). The white-faced, silent clowoab®e the perfect foil and
double for the misunderstood and unappreciatest attiough at the same time

this figure granted the artist a liminal positiomiah, through difference, set

him apart from society (Storey 1978: 122-123).

2% Avec lui, le réle de Pierrot s'était élargi, aganl avait fini par occuper toute la piece, etlasoit dit
avec tout le respect qu’on doit & la mémoire dis plarfait acteur qui ait jamais existé, par s’éleigde
son origine et de se dénaturer. Pierrot, sougilzefat la casaque de l'illustre Bohémien, predeg airs
de maitre et un aplomb qui ne lui convenaient pasnnait des coups de pied, et n’en recevait;plus
c’est a peine si Arlequin osait lui effleurer lgméles de sa batte; Cassandre y regardait a desux foi
avant de le souffleter.
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Xii The Watteauesque Pierrot (1840 - 1870)
Renewed interest in the work of Watteau occurreéer deburau’s death in
1846% The prominent position which the painter came tmwupy was
achieved through the writings of critics like GauatiNerval, de Banville,
Baudelaire, Janin and others. These same authdrglba paid tribute to
Deburau’s Pierrot. Watteau had created a type witipg called the &tes
galantes these were small paintings set in a parklandrenwent which
represented intimate moments between elegantlysellesouples. The
figures, clad in contemporary dress, mingle wittarelaters in theatrical
costume. The combination blurs the timeframe amdsiiting or sense of
place, highlighting the ‘golden age’ quality of i&du’s paintings with their

warm, amber colouration and soft blue horizons.

Watteau's painting oPierrot*® (called Gilles) is sensitive and dreamy and
appears to inhabit his own strange reality. Riexrot-Gilles exudes an air of
otherworldly innocence, dreaminess and withdraWwal tuts him off from the
world around him; he cuts a strangely peripheral ahenated figure. His
hands are at his sides, but somewhat to the fedmipst as though he were
taking the first ballet position. There is a fargwalmost dejected look about
him. He wears an eighteenth century floppy ruff avidte hat. His coat is

tailored with two pockets and a row of small, whitgttons. The sleeves are

2 Jean-Antoine Watteau 1684 - 1721 a French Rocairtas inspired by Flemish genre painters, as
well as Rubens and Giorgione. Information on Wattehie is slight and he died young from
tuberculosis. He developed a new category of geairging called thééte galanteOf the nearly two
hundred paintings that are accepted as being lisy survive only as reproductive prints done by
others.

2 See Figure 4 en page 5.
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fitted but ruched around the elbows and upper afirhs. pants are loose and
his white shoes are tied with pink satin bows. (Dab would alter this
costume to reflect the more pared-down dress ofddnedy’). Pierrot-Gillesis
raised above the other members of the troupe,gayended on his own piece
of stage. The other members seem to be unawars ekistence as they are
concentrating on an ass being held by one of theratnnidirectly behind
Pierrot-Gilles It is possibly an allusion to Shakespear&sMidsummer
Night's Dreamand the character of ‘BottomRierrot-Gilles is oblivious to
events around him. Instead, he stares out of timdipg, establishing empathy
between himself and the viewer. This ensures tiatviewer identifies with,
and is drawn into, his dreamy melanchoRierrot-Gilles has become
associated with Watteau: the identification betwtenpainter as outsider and
the character of Pierrot excludes them from thddwoirtheféte galante
But here, in another extension of Romantic rhefone meet an
outsider, a musician or the man who created treeldét is excluded
from it — often, hence, the painter himself, or gliyna clown or fool
rejected in love or incapable of loving. When tfigure fails to
participate, in love or in the féte, it is oftenchase he is too lucid:
he who created the illusion is only too aware of fitagility and
artifices. (Jones 1987: 317)
Pierrot-Gilles is the figure that most strongly links Watteautihe mask,
being a presumed self-portrait according to Jord€87{: 317). Pierrot-
Gilles’ static appearance maintains the illusion of ubéfween subject and

artist, as the artist and his projection on thevaarappear to have become a

kind of double (Jones 1987: 317).
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Writers of the mid-nineteenth century also begardoflate the artist with
the mask. De Banville’'s poetry typifies this cotifbia of Watteau-Pierrot
and the artist as a martyred and melancholy sayped in a world of
economic greed. Gautier, Nodier, Janin, Baudelaire and other wsite
created a form of art criticism which fused tlé¢ef galanteof Watteau with
the images of French pantomime that Deburau hapirets It was this
modified form of Pierrot’s character that was peoéfd to the literary public.
The Pierrot imagery created by these writers estaad an abiding
admiration and fascination. However, the FrenchrBiehad always been a
street clown supported by ‘le peuple’ (the peoph®;was in fact part of
their heritage. The Romantic writers, who felt tisefwes to be outcasts,
identified with the tradition of ‘le peuple’ and thithe street clown. These
writers and artists ensured that the nature ofcdlben was formed and
maintained by literally writing him into existendeanguage became the key

to the figure of Pierrot in the nineteenth centGgmmedia

Fin de sieclePierrot : an inscrutable, decadent dandy (1880 —190
At the approach of the turn of the century, therabi@r of Pierrot underwent
another change. The play by Paul MarguerRiesrot assassin de sa femme
(1882), set the trend for the new Pierfdtlargueritte introduced a sadistic,

villainous, pallid Pierrot, who appeared etiolatetl malevolent, a creature

2 Théodore de Banville 1820 - 1891. A French poetl@dry and drama critic whose works include
Les cariatideq1842) and_es stalactite1846). For him poetry was a matter of languatyde swords,
rhyme and metre. He influenced diverse authorsNMidlarmé, Verlaine, Mendes, Giraud etc

2 paul Margueritte 1860 - 1918. A French author plagiwright of works such asmants1890;La
confession posthunig91;Le cuirassier bland892 andPaillettes1908. He co-authored a number of
works with his brother Victor.

51



of moonlight and darkness. The figure of Pierratarmee progressively more
androgynous when the actress Sarah Bermatdirted playing the role of
Pierrot. A nervous, highly-strung, violent and asgimous Pierrot began to
make his presence felt and seemed to have absalbdte fears and
boredom of thdin de siécle gradually epitomising the type of dandy who

appeared during the so-called ‘Decadent’ period.

Pierrot left the pantomime stage at this time awded into the graphic arts,
poetry, drama and literature. In graphic art thekwnaf Jules Cherét and
Willette*® presented an alternate vision of Pierrot. Herer&ianore often
appears wearing a black-tailed evening suit, bgbipallid and transparent
that he seems likely to disappear into the pagejng behind only a mound
of dark material instead of the Cheshire cat snillerrot’s costume is what
had caught Willette’s attention:

| needed a character vague enough to construeheoplay of his

figure all of the human passions....; the white b&guthe black

skullcap and the foamy collarette of Pierrot plée outside the

common man and yet close to him; they are the \e#isrof dream.
(Willette in Storey 1978: 122)

Like a dream, the figure of Pierrot and his passievanesce rapidly.

26 Sarah Bernhardt 1844 - 1923 was born Henriettan@d3ernard, a famous French actress, sculptor
and theatre founder. Her most famous roles incRhtdre (1877and Marguerite ia Dame aux
camélias (1884).

27 Jules Chéret 1836 - 1932 was a French lithographster designer and painter.

2 Adolphe Willette 1857 - 1926. A French lithographeainter, illustrator, poster artist and caricisty
whose work was often linked to the figure of PierRierrot penduis perhaps Willette’s most famous
lithograph. Se&igure 5Son page 5
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Pierrot’s importance lay not only in his whitenesmsd his ingenuous but
complex emotions, but in what he had come to remtefr the writers and
artists of thdin de siéclethat of the ideal mask behind which to hide. This
mask could reveal emotional states that were ekegsalmost a farcical
parody of real emotions, but which were leavenedrdnyy and the laughter
they evoked. The apparently inscrutable innocerd¢beomask obscured the
turmoil of emotions hidden underneath. This dupfli@dand ambiguity of
mask and costume had been a part of Pierrot'seakimce the time of
Deburau’s pantomime, when the mysterious attribaesociated with the
figure of the clown were created. The duplicityRaérrot was accompanied
by violence and a sense of boredom, distress astadhitity. He too, it
seemed, was suffering from thealaise of fin de siecledecadence and

became its ideal symbolic representative.

The poems of Giradd reveal Pierrot's bizarre, etiolated and wraithlike
persona, that of a Pierrot who has become a ceeaitirdarkness and
moonlight. At the same time, these poems are offg@buches of Pierrot’s
original pantomimic self, the origins of which che traced to Deburau’s
theatre of theFunambulesand to the originalCommediadell’arte. This
comedic Pierrot is transgressive by nature, a greaif the carnival. Giraud
chose to meld thén de sieclePierrot with theCommediaPierrot, with his

ties to carnival mayhem and disorder.

2 Giraud, Albert (Emile Albert Kayenburgh) 1860 -2B9 A Belgian poet and journalist who published
his first collection of poem®ierrot Lunaire, in 1884. He was an active writer for the literegyiewlLa
Jeune BelgiqueHe produced poetry, plays and articles and wasyneind when he died a solitary
death in 1929.

53



Figure 2
Figure 2ltalian comedians
Jean-Antoine Watteau
c. 1720
Oil on canvas
National gallery of art, Washington.
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Figure 3
Figure 3Pierrot listening
(Adrien Tournachon) Nadar Jeune
Unknown date
Photograph
Private collection
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Figure 4
Figure 4Pierrot (Gilles)
Jean-Antoine Watteau
1718 - 1719
Oil on canvas
Louvre, Paris.
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Figure 5
Figure 5Pierrot pendu
Adolphe Willette
1894
Lithograph
Published in L’Estampe originale
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CHAPTER TWO: PIERROT LUNAIRE AND THE DANCE OF THE
SEVEN DEADLY SINS
xiv  Structure of the poetic cycle: the rondel

Giraud wrote the 50 poems which make Rigrrot Lunairein the poetic
form known as the rondel. The rondel is a fixedicBl form which was
prominent from the fourteenth to the fifteenth cei@s. It was revived by
the poets of the nineteenth century. Originally tobndel was a dance, at
times enhanced by singing, in which the dancerseaaither in circular
movements around one another or in a ring arouadrdbm. The rondel
began with a refrain which alternated with otheumets. The returning
refrain provided the dance with its circular movemeduring the time of
the French composer Guillaume de MacHatlte rondel changed from a
musical form into a purely poetic one. This podbon has a number of
recurring features such as the repetition of thieaire the two-rhyme

scheme and the octosyllabic (sometimes decasy)labrse structure.

The recurrence of the refrain provides the rondith ws circular dancing
movement, recalling its musical origins. Another|lodéec aspect of the
refrain is that the repeated words create a newnmgaeach time, thus
driving each stanza forward. Rhyme and sonorityaal@ed to the cadence
of the refrain. The rondel consists of 13 linegloke stanzas. The first and
second stanza each consist of four lines and ih# skanza has five lines.

The first two lines of the first stanza constitthie refrain. They become the

30 Guillaume de Machaut c. 1300 - 1377. A French amsepand founder of the polyphonic school in
France with his motets, ballads and Masses. Héledtad the musical and literary rules for thedyri
with his lays, virelays, ballads and rondeaus.
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last two lines of the second stanza and the lastdf the third stanza is the
first line of the first stanza. In the French rohtiee two-rhyme scheme is a
strict alternation of masculine and feminine rhym&ke rondel can be
represented as follows (the capital letters detimerefrain):ABab alAB

abba

It was Giraud’s admiration for the poet ThéodoreBaaville which inspired
him to use the rondel format fétierrot Lunaire For de Banville, poetry
was first and foremost a question of language. éle that it was only
through style, words, metre and rhyme that emadioth sentiment could be
poetically expressed. His tried to create the perdeetic form and rejected
the effusive romanticism of the period in favour tbe stringencies the
techniques involved in the creation of poetry. Toldowing example of de
Banville’s rondel reveals the recurring refrainothyme scheme and the
masculine and feminine rhymes. Here the refrainregealed as both
enforcing and causing variation in the flow of ideget all the while

retaining a lilting musicality:

L'automne Autumn

Sois le bienvenu, rouge Automne. Welcomsset Autumn.
Accours dans ton riche appareil, Hurry aiyrich apparel,
Embrasse le coteau vermeil Embrace tlghbred hillside
Que la vigne pare et festonne. Deckedfestdoned in vines.
Pere, tu rempliras la tonne BacchustH#l barrel

Qui nous verse le doux sommeil ; That einges gentle sleep for us
Sois le bienvenu, rouge Automne, Welcomsset Autumn,
Accours dans ton riche appareil. Hurryaar rich apparel
Déja la Nymphe qui s’étonne, The astaglshymph,
Blanche de la nuque a l'orteil, White friwead to toe,

Rit aux chants ivres de soleil Smilethatsun-drunk songs
Que le gai moissonneur entonne, The happyester intones,
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Sois le bienvenu, rouge Automne. Welcomsset Autumpt

De Banville’s work influenced many authors and poet the nineteenth-

century such as Mallarmé, Leconte de Lisle, Vedand Catulle Mendés.

Besides de Banville’s rondels, other influences@raud’s poetry might
have been the rondels of the last true practitiohénis poetic form, Charles
d’'Orléans (1394 - 1465), and possibly the sarcastit darkly imaged work
of Francois Villon (1431 - ?), who had spent sonmeetin the court of
Charles d’Orléans in the town of Blois. The rondafigl’Orléans were only
revived in the nineteenth century in the rondelsdefBanville and other

nineteenth century poets.

It was a similar devotion to the purity of techregand the control of words,
metre and rhyme, echoing the sentiments on thectgteu of poetry as
expressed by de Banville that became central tau@is own poetry. As he
said:
Penser c’est prononcer une phrase intérieure petqlalités de la
pensée sont les qualités de cette phrase intérietiécrire c’est tout

simplement reproduire cette phrase. Donc qui éudt, pense mal.
(Liebrecht 1946: 17

31 Translation from the French by Richard Stokes
http://www.recmusic.org/lieder/get_text.html?Text®l 59 (Viewed on the 05/07/2004)

32 To think is to pronounce an inner phrase; quaftihought is the quality of this inner phrasewdte
is simply to reproduce this phrase. Therefore, whoerites badly, thinks badly.
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Giraud also wrote to a poet friend of his, Emilerhaeren’? about a
collection of poems entitledes Moines(The Monks) that Verhaeren had
just published:
Ce que je réprouve avec horreur, ce qui m'encaéra’enerve, c'est
ton dédain d’improvisateur pour la forme du vemn tignorance
profonde et vertigineuse de la prosodie et de teuda. (Liebrecht
1946: 17¥
For Giraud the experimental route that Verhaereth ta&en, using blank
verse and symbolist ideas and techniques, was emathThey had been
friends and colleagues on the magaziaeleune Belgique/erhaeren, along
with certain other more experimental young poetad hlisliked the
narrowness espoused thya Jeune Belgiquewith its art for art's sake
outlook, and had left to join a rival magazin@rt Moderne They wished
art to have a more political and social focus, adl vas to be more
progressive and move away from perfect rhyme andtsire. It was this
that could account for Giraud’s rather harsh reacto Verhaeren’s work. A
sense of having been betrayed by Verhaeren andlikedfor what Giraud

would have regarded as the transgression of thes mahd forms necessary

for true poetic expression.

Giraud’s rondels are even more rigid and exactmghieir alternation of
masculine and feminine rhymes than those of de iBanGiraud appeared

to be inspired by the tight structural demandshef poetic form and found

33 Emile Verhaeren 1855 - 1916. A Belgian poet aredity critic. His poetry, which was initially
naturalist or Parnassian in nature but became slyghlden he joined the movement of the same name
when working for’Art Moderne

34 What | disapprove of with horror, what angers aritates me is your improvising disdain for verse
form, your profound and vertiginous ignorance afqardy and language.
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words with which to evoke unusual imagery. Thisgewy goes beyond the

form’s structural boundaries whilst simultaneoutilstancing the reader:
A l'intérieur du systeme lexical, c’est la rime mé&igui, touchant a des
mots inattendus, accentue dans le lecteur cet @défelistanciation, par
la création d'improbables parallélismes. (Budigig®: 72§°

This distancing of the subject from the contenth&f poems induced by the

lexical structure of the poems can be viewed asxample of the Kristevan

‘symbolic’.

It is within the rigorous and formal structure betrondel, with its demands
for perfection of language usage and adherencéritd mules that Giraud
expresses all the transgressive aspects of thebmegagaotesque and hidden
nature of the subject lurking behind Pierrot's mask
Une grande rigueur - non exempte parfois d’'uneesdet rigidité - et
méme une certaine solennité - non exempte parfoisedsorte de
cruauté. (Budini 1989: 72)

An example of this rigidity, solemnity and cruettgn be seen in the poem

Les Croix(30)’

Aux glaives les cadavres froids To the sword tHd cadavers
Ont offert d’écarlates fétes: Have provided sc¢dédasts;

Les beaux vers sont de larges croix Beautiful \&ease great crosses
Ou saignent les rouges Poétes. Whereupon red pleets®

There is pronounced and rigid adherence to thenalien of masculine and

feminine rhymes. At the same time, the poem is lsotemn and cruel. The

35 Within the lexical system, it is this same rhymigiat, by linking unexpected words, accentuates this
effect of distancing in the reader by creating kaeili parallels.

36 A great rigour, which is not always free from adiof rigidity - and even a certain solemnity - not
always free from a kind of cruelty.

87 CrossesThe number in brackets denotes the number gidieen in the sequence of the 50 poems.

%8 Translation by Gregory Richter Albert Giraud's Pierrot Lunaire(Truman State University
Missouri 2001: 61).
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cold and sombre distancing of the rhyme is mirrarethe coldness of the
dead bodies. This distancing is contrasted by thessv‘'scarlet’ and ‘feast’,
which add a sense of festivity and warmth. Howetrez,cruelty of the poem
lies in the image of death, which is portrayed &$oady festival. This death
crucifies poets, who bleed slowly to death, in $aene manner as the cold
cadavers. The poets become exsanguinated intodidepaleness that is
Pierrot's mien. The obviously transgressive notéhé the word ‘Poets’ is
capitalised and that they are crucified. The eguatio the notion of
Godhead is immediate, as is the knowledge thaetpests are only likely to
be reincarnated in their posthumous works of poetfywhich they are the
acknowledged creators. Thus the rigidity of the tigostructure and its
funereal tone simultaneously partake of immenselgrucoldness, ridicule

and festive transgression.

There is also, however, a softness in Giraud’s etmdor in French there is
a homophonic play on the words ‘rondel’ and ‘rotelelwhich have a

similar pronunciation. A ‘rondelle’ is a circulam&y in the form of a

decorative panel, plate or medallion. This deceeataspect forms an
intricate part of Giraud’s rondels where each israncately frozen but self-

contained scene. It is through the use and meafitiye chosen words that
Giraud shapes his rondels and brings the whey-faoédspectral figure of
Pierrot to life. Pierrot epitomises the contrading that exist between life
and fantasy, light and dark, love and death, gowtilzad. His ambivalence
causes him to oscillate continually between stdtiesis both one state and

its other, simultaneously. He is the carnivalessplé subject. This freedom
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ensures that he flouts all moral laws, as he slidea one state of being to

another, maintaining none of them.

The whimsical virtues upheld by moral law will beesthrown in a semiotic
eruption within the world of the poems. Here, vieel preside, but they are
also ambivalent, being carnivalesquely doubled, reshedualities

interpenetrate in a grotesque fusion, so that dungetuneasily disparate
prevails. It is into this ambivalent pageant of tieadly sins that Pierrot now

leads us.

xv  Pierrot and the pageant of sin: an immorality play

A tree grows out of hell and on the branches wftilee are the Seven Deadly
Sins (known as the Cardinal or Capital sins). Migg that sprout upon these
branches are the lesser sthdacques Callot's image of theHanging tree
seems to be the macabre illustration of anothan fof tree of the ‘Seven
Deadly Sins*! It is through these deadly sins, as they appedpi@nrot
Lunaire, that Pierrot will dance and weave a mad pattestegps. He will not
be alone, however; other participants in the pamtenwill briefly join him in
this sinful dance. The choice of poems from All@itaud’s Pierrot Lunaire
will mirror Pierrot's haphazard and transgressiveps; little heed will
therefore be paid to Giraud’s actual numbering eage. The original number

of the poem will be put in brackets next to it. Theems that have been

%% |n Chaucer'Canterbury TalesThe Parson’s Talenumerates and discusses the Seven Deadly Sins
and the twigs from which their related (venial)ssgrow.

%9 seeFigure 6on page 5.

40 Jacques Callot 1592 - 1635. A French etcher whéetbin Italy and Lorraine in France. A number of
his etched works are based on @@nmmedia dell’arteHis masterpiece was ti&randes Miséres de la
Guerre1633 of which thédanging Treegorms a part.

“1 seeFigure 7on page 5.
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chosen are those that illustrate the general atldre Seven Deadly Sins as
provided by Pope Gregory the Great, although ttsese are never rigidly
separate but seep transgressively into one antth@nghout the poems, as

they were seen to do in ‘reality’.

It is the order of the sins that will act as a stniing device in the discussion
of the poems, although this order has varied iargement during the course
of the past centuries. This constant re-arrangemefigicts the importance of
individual sins for the moral laws of different &rperiods. The sequence |
have chosen to use is the following: Vain Gloryrid® (Vana Gloria /
Superbig, Envy (nvidia), Ire /Anger (ra), Avarice @Avaricia), Sloth /
Sadness (fedia / Tristitig, Gluttony Gula) and Lust Luxuria)2 This
sequence is based on a combination of the orddeadly sins as established
by Pope Gregory the Great and Thomas Aquinas asasebther religious
thinkers. | have, however, transposed certain gingrder to accommodate
their exploration within Giraud’s poetic cycle. Tihis | am also adding
another sin, that of Suicide. This sin does notappn the original list, but is
nevertheless regarded as a Cardinal or Capitahsmost religious systems,
particularly the Catholic Church. In the early yeaf the Christian church,
martyrdom was a form of voluntary death or suicidecouraged by the
Christian Fathers. It was a manner of attainingzbely bliss and redemption.

Saint Augustine changed the view on suicide andiied a feeling of moral

42 For further reading on these sins see: Morton fid The Seven Deadly Sin§East Lansing MI]:
Michigan State University Press, 1952); Solomonif@atel The Seven Deadly SindNewy York: The
Free Press, 1992); Geoffrey Chauddre Parson’s Talefrom The Canterbury taleged. F.N.
Robinson, Oxford: Oxford University Press, 1983)nisAlighieri (tr. Dorothy L. Sayers, 1949The
divine comedy1 Hell Harmondsworth: Penguin Books, 1977. (Originallplghed in 1314).
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repugnance towards the act. Suicide became viewé¢geamost deadly of the
mortal sins because the perpetrator was regardadrasderer and therefore a
criminal. Even in our modern age suicide is stgarded as a non-moral
action. The dispassionate assessment of the suwadien hides inherent
disapproval and disgust. Suicide is a facet ohséwid melancholy, but it is far
graver in nature, as it transgresses the bordeli¢ecéind forcibly enters the
unknown territory of death. Melancholy, or despepart of the nature of the
suicide; in modern terminology it would be callezpdession. Melancholy was
used as a diagnosis to circumvent the laws regguslircide which resulted in
the body being desecrated and the victim’'s worlglpds being made forfeit.
When the suicide victim was presented as suffefiagy melancholy these
laws were not as strictly imposed. The Early Clarsdesert fathers suffered
from what they termed the ‘Noon day demon of slo#ttiich was considered
a deadly sin, often leading to the greater siruafide. Chaucer talks of the sin
of tristitia as being that of the sorrow which kills (Chauc8bZ: 251). The
two sins ofacediaandtristitia were combined by Pope Gregory the Great to
form sloth. This unity created from two separatetgpas an indication of
sloth’s dual nature and ambivalence. Although the halves of sloth are
similar in nature, they are dissimilar and slotltdraes ‘penetrated by the
word of others: it includes the other of itself it itself’ (Lechte 1990: 106).
Pride is another doubled word, one that containgertttan one meaning, or its
other within itself. Originally known as vain glognd vanity, these were
amalgamated to form pride at a later stage in thietty of the sins. Vain glory
and vanity share similar characteristics but a@@radissimilar. This doubling

of the sins reveals the inherent ambivalence coathwithin the notion of sin
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itself and of language as a categorising tool. ffaeslation of the poems will
not try and follow the rondel format used by Girabdt will try and express
the nuances and meaning contained within the podins. French rondel
makes use of alternating male and female endingsrdéate rhythm and
structure. As English is not gendered, the subsiena this alternation is
impossible to translate. No attempt at reproduding structure that this
gendered rhyming gives to the rondel will be atteadpas with all translation
of works of an artistic nature the translator bsirigs / her own subjectivity to
the work. Using the theme of the deadly sins tol@epGiraud’'s poems is

another of these subjective choices.

The deadly sins with all their topsy-turvy propéeiesi are visible in the first
poem ofPierrot Lunaire although Giraud adhered with strict rigidity toet
structure of the rondel form, the content expressedambivalent and
transgressive. The irruption of the carnivalesquiliov the structured rondel
introduces the underlying semiotic drive. This &mades the strictures of the
poem’s form and as Kristeva comments: ‘carnivalesgliscourse breaks
through the laws of a language censored by gramam@disemantics’ (Kristeva
1987: 65). The deadly sins overturn all grammar Emguage devices in a
tumult of joyous exuberance that will release tlenistic drives hiding

beneath the appearance of language.
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Théatre (1)* sets the scene for the poetical production thaPierrot

Lunaire

Je réve un théatre de chambre, | dream alutratineatre

Dont Breughel peindrait les volets, Whosesns Brueghel would paint
Shakespeare, les féeriques palais, Shakesplearenchanted palaces

Et Watteau, les fonds couleur d’ambre. And Watt¢he amber backdrops.

At first glance this first stanza appears to beeandh reality governed and
structured by the ‘I' of the poem around the work adher great (and
subjectively preferred) artists. However, the walve’ should alert the
reader to the underlying fantastical nature thgbresent in the poem and
which will be extant throughout the poems to followhis fantasy world
represents an escape, a way out of reality intaraficial world of beautiful
dreams, filled with lush colours. Lurking in theaslows of this make-
believe world, where the ‘volets’ hide or mask @mgdation and
deceptiorf! is something disturbing, menacing, malicious andivocal.
The delusive fantasy of the dream state can bexaraiof the beautiful, the
frightening and the grotesque resulting in a maeabterplay of states,

where everything and nothing is on show.

The deceptiveness of fantasy with its tinge of nesdnwavers between the
profound and the frivolous, the macabre, the tuitahd make-believe, all of
which are hidden behind the veiling screens of poet's theatre. The

disturbance of reason by fantasy’s hidden madrksgsafor the transgression

“3Theatre

YUnless otherwise indicated, all English transtaiof Giraud’sPierrot Lunaireare by the author of

this thesis.

% This idea of the veil as a means of deception belused extensively between 1870 and 1900, with
specific reference to the figure of Salomé anddaerce of the veils.
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of reason’s boundaries and the attempt to unitpatide ideas and images

results in a fluid and volatile incongruity.

Grammatically, ‘Je réve un théatre de chambre’sgegsses normal French
sentence construction. The correct grammaticacttre would be ‘Je réve
d’'un théatre de chambre’ (I dream of a chamberttapaTo reflect this
peculiarity, | have translated ‘Je réve un thédeechambre’ by ‘| dream a
chamber theatre’. The conventional formula woulstahice the ‘I' from the
dream, resulting in the theatre being a more coelgreiewed and distanced
object within a dream. Within the poem, the unconimal grammatical
construction of the sentence is more vivid becausatches the attention of
the reader through its striking dissonance, ants plaé reader into the fantasy
world of the dream. In the sentence the ‘I' andttieatre are united. They are
one and the same subject. By dreaming it into exc#t, the ‘I’ has created the
theatre and yet is still a part of it. In this staf simultaneous separation and
togetherness they represent the Kristevan ‘spéesp act’, or an ambivalent
double. The ‘I' and the theatre are each in turd amultaneously both
subject and object of one another in a fluid bac# forth movement, thus
revealing the constant interchange and ambivalemciEh representation
contains within itself. The subversion of the graatical structure contributes
to the musical aspect of the line of verse asmaees the harsh consonant
sound of what would have been a repeated ‘d’ arkemthe intonation of the
verse lighter and more lyrical. But this subversidthe grammatical structure
simultaneously challenges the symbolic functiothef verse by shattering the

grammatical linearity, thus allowing for a play ambivalence. Here, poetic
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language transcends the laws of communicative Egguto reveal the
semiotic drives that lie hidden underneath. The enoent between the real
and the non-real becomes marked and stresses thiastfaal and

carnivalesque aspects contained in the poem.

The ‘I' further constructs the theatre by introdgithree famous artists:
Breughel, Shakespeare and Watteau as creators tii¢atre’s décor. Within
this trio only Shakespeare is not a painter, alghobe had the ability to paint
the most subtle theatre scenes using words agumss Istrokes and pigments.
All three artists developed dream worlds, with sivagl and dark undertones

that added an aura of ambivalence and ambiguityetio fantastical works.

‘Breughel’, is Jan Breughel, termed ‘Velvet’, ‘Flew or ‘Paradise’
Breughel®® He was a painter of mythical figures in paintimgaowned for
their delicate, velvet-like texture. Breughel's eepire of imaginary
landscapes and scenes of hell are an indicatiothefambiguous and
slippery nature of fantasy.The fairy palaces associated with Shakespeare
and his fantasy works are the grand palaces inn&tlteiring the Golden
Age, an Arcadian world filled with fairies, mayheand moonlight! These
palaces are located in a dream world presided lmyenisapprehension and

uncertain hybrid identities as well as a measuremaflice and spite.

%5 Jan Breughel 1568 - 1625. A Flemish painter frofanaous artistic family. He executed small
paintings in glowing enamel paint on copper. Hiskwearied from imaginary landscapes to battles and
scenes of hell and the Underworld. His paintingsmahy types of flowers in one painting suggest the
idea of ‘paradise’ or ‘Eden’.

46 Gregory Richter (2001: 3) notes that both Baudekmiig: Gautier mention the work of Paradise
Breughel and that Giraud when writing on TheodoreBaaville’s poems wrote that these works
seemed to come from “the land of Shakespeare,appyhisles of Watteau, the blue horizons of Paeadis
Breughel, the clear phantasmagoria of Bergamo”.

47 Reference here is specifically being made to Spare’sA Midsummer Night's Dreamhich was
famous during the Victorian (Decadent) Period aad et to music by Felix Mendelssohn in 1843.
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Ambiguous fluidity and fantasy rule, as Jean Pieoluserves; the Decadent
period was ‘deeply imbued with the fairy-tale elensein Shakespeare’s
comedies’ (Pierrot 1981: 206). Using his trademankber light, Watteau
painted country scenes filled with elegance andanetoly, the fétes
galantes.! He also painted images of the theatre, of maskiscd Pierrot.
Watteau’s works mingle the sublime or paradisiagah the melancholy
and grotesque that adds an edge and ambiguoustander his work that
appealed to the Decadent aesthetic and the interéahtasy of that time.
The subtle dark shadows of these artists’ fantasmes the poet’s joining
together of their different art forms allows imagad word to become
transgressive partners ignoring all categorisefkémihces and generating a
hybrid form of artistic expression the ambivalemeel ambiguity of which

lies at the heart d?ierrot Lunaire

The actor playing on this stage is both the ‘I'tbé poet and the aphasic
figure of Pierrot. What is established is a dial®detween poet, addressee
(or character) and the works of the earlier arfasig their cultural milieu and
context. The poet, or ‘I', has taken these earherks and written himself
into and over them. Thus the ‘I' and the objectritlogether and writing
becomes ambivalent, as the works of the past bmeed to talk and are also
talked to and challenged by the nineteenth-cenpast. Intertextuality has
replaced intersubjectivity, and poetic languagereasaled its transgressive
otherness and double-nature, as visual art andicpageation are

commingled.
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The ‘I’ of the poem with his frozen fingers uses dream world to try and
keep his circumstances and ‘reality’ at bay. An gmeof the poverty
associated with the life of a poet is evoked in‘tig fingers being so cold

that they have turned purple:

Par les frileux soirs de décembre, Through &ddember nights,
En chauffant mes doigts violets, Whilst warming puirple fingers,
Je réve un thidre de chambre, | dream a chamber theatre,

Dont Breughel peindrait les volets.  Whose scr&mesighel would paint.

He dreams his theatre in an imaginative two-way eneent between himself
and the reader. As he disappears into his dreandWwerbegins to hide behind
the words on the page and the stage that he hatedréand for which he has
set the scene) now fills with other figures. Here figure hidden behind ‘le
Frileux® is revealed as being none other than Pierrot. Udira sly play on

words and knowledge the ‘I’ has slid his alter égerrot into the scene and
the double-natured aspect of the poem becomes appaword and

iconography are again elided into an ambiguoustam$gressive relationship
that permeates the poem. It is apparent that tmiiguousness is also an
aspect of Pierrot himself, as he is evoked by bibth words and the
iconography; thus partaking of both artistic discgs in establishing his

presence.

The dream stage is illuminated by a warm (if somioae of amber light.
This light is accompanied by the intoxicating snadllginger; the colour of

which mimics the light. On stage, ill-favoured @iiss are discovered:

48 An engraving of WatteauBierrot is to be found in the Burcardo Library and TheatiBection,
executed by Jean Moyreau in 1731 and entltkedFrileux Viewed on 17/12/2003.
(http://www.theatrelibrary.org/commedia/stampe2.htm
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Emoustillés par le gingembre, Titilldtey ginger,

On y verrait les Crispins laids One would see Wgjligpins there
Ouater leurs décharnés mollets Padding their #sshtalves
Pour Colombine qui se cambre. For the posturingi@bine.

Je réve un thééatre de chambre. | dream a chamdxgreh

Crispino, from whom the French Crispin derives, wa®ale servant or valet
in theCommedia dell’'artpas a valet he has links with Pierrot, who was als
valet. The ‘I’ has used one of the little known @wers of the comedic
theatre, Crispin, to subtly re-disguise Pierrot gface him at centre stage.
Here the Crispins pad their legs to make them appealier. This is the vain
and image-conscious behaviour of men when facech byoman who is

desired with ardour: Columbine.

That there is more than one Crispin brings to niiredimage of the groups of
Pulcinellas painted by Tiepofd.It is unlikely that a group of identical
characters, either Crispins or Pulcinellas, wowdddund on a stage, but rather
that, in this instance, ‘they represent stock oftara capable of endless
reproduction’ (Nicoll 1963: 88). The proliferatiari white figures evokes the
scene fromAgainst Natureby J-K Huysmar®$ where his character des
Esseintes dreams about opening a door and se&iagrieus white Pierrots’
who ‘kept increasing” (Huysmans 1959: 104). Pierrot, Pulcinella and finis
appear to be blended into a single being. This ipleltagglomeration of

shadowy reproductions all lust after Columbine. Sppears on stage in her

4% Giovan Domenico (Giandomenico) Tiepolo 1727 - 1,8®h of Giambattista Tiepolo. An Italian
artist, who was his father’s collaborator, but asgainter in his own right. Father and son shared
passion for th€ommedia dell'arteand in particular Pulcinella. S€ggure 8on page 5.

%0 Joris-Karl Huysmans 1848 - 1907. French authorsghariting was popular with the Decadents. He
wrote a number of works his most famous beingbours {884), Against naturepr, Against the
grain).

°! D'immenses et blanc pierrots.

%2La série des pierrots immenses se multipliait.
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guise as femme fatale, the ultimate vain coquekte poses her body in such a
manner as to attract and retain the interest armsited®f the ill-favoured
Crispins. The slippery nature of these creatures tihso hard to appear other
than they are and yet who remain so obviously wgtve and titillated,
emoustillés with lust for Columbine, rouses the laughter loé reader and

brings to mind a similar valet, Shakespeare’s Miav3

The scene of vanity and lust is carnivalesque $ncibnnotations, as the
grotesque attempts to become the object of desirdné vainly beautiful. This
is a parade of deadly sins that turns social belavinside out. It is a
revealing measure of the deceptiveness of the dmanhd and of pantomime
where moral values are easily transgressed evem whbetained within a
structure. Dream, like pantomime, is a fluid mugatlorld where rules and

values are irrelevant.

The ‘I', who has drifted off during the vanity playow returns in the last line,
still dreaming of a theatre, ‘Je réve un théatrecdambre’, but this time
‘thééatre de chambre’ takes on more intimate oveddmased on the game of
vanity and lust which is being played out on theatin stage before the reader.
In this play the ‘I' has introduced the future pgoesubject and alter ego,
Pierrot, behind whom the ‘I’ will assume anonymagd silence. As Jean de

Palacio indicates:

53 Malvolio is the valet in Shakespeare’s comashelfth night or As You Like. IHe is notable for his
overweening vanity, pride and intellectual hubliis. is falsely led to believe that his young Mistres
Olivia is madly in love with him. His self-conceitlows him this belief as does his wish for self
advancement. He clads himself in yellow cross-gedtstockings under the delusion that Olivia finds
them attractive and attempts to make love to hee.r8jects him believing him to be mad.
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Lorsque Pierrot ne se confond pas avec le je &utiyl entretient avec
lui un rapport privilégié et en est, le plus souyéam figure dédoublée.
(Palacio 1991: 27
The anonymity of the ‘I’ both creates and is crdads self and other, as man
and mask establishing a split-subject (Kristeva719®). Held in this split is a
constant movement between states, which gives tasemadness, split
personalities, dreams and death (Kristeva 1987 Bigyrot will assume this
movement between states as he drifts outside eagmybral, religious and

societal structures, a spectral and wispy shadomg will dance with and

epitomise the Seven Deadly Sins.

xvi A deadly carnivalesque dance

A montage of deadly sins, through which Pierrotesgnce is finely woven,
flickers through the poetic tableaux. As Willettenumented, ‘Pierrot, c’est
’lhomme chassé du Paradis! L’ame de Pierrot esatetuaire des sept péchés
capitaux’ (Willette in Jean de Palacio 1990:2Y.he oddity here is the
ambivalence created between the deadly sins andeheof sanctuary, a word
with very religious connotations. Pierrot seem®e¢oproviding a holy refuge
for the deadly sins inside himself. The sins degicn Giraud’'s poems are
fantastically twisted, being themselves and théwepin a constant doubling
movement. Here the imagery and the words flow withyaover the structural
containment of the rondel. As ‘the word’ is the npswerful entity, yet it is
also imbued with the serpent of ambivalence. IH&lequin with his lithe,

mercurial form who will take ‘the word’ and transfio it into the sin of vain

54 Though Pierrot does not assume the identity ofutigng ‘I’ he maintains a privileged connection
with the ‘I’ and is most often the ‘I's’ other half
%5 Pierrot is man driven from Paradise! Pierrot'slssihe sanctuary of the Seven Deadly Sins.
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glory and pride, whereas Pierrot will only silenitare into and out of the

reflecting vanity of the mirror.

xvii  Harlequin’s vainglorious pride and Pierrot’s vanity
In Arlequinade(8),* Harlequin brings colour and light into the worldl o
Pierrot Lunaire His presence challenges the moonlight and thetewnhi

ethereal landscape inhabited by Pierrot. He ispti@m which refracts the

white light:

Arlequin porte un arc-en-ciel Harlequin bearsinbow

De rouges et vertes soieries, Of red andngsdle,

Et semble, dans l'or des féeries, And in thielgn spectacle seems,
Un serpent artificiel. An artificial serpent

A rainbow reflects and disperses by means of a ldorddraction the sun’s
rays through water dropletStforter Oxford English dictionar§973: 1741).
This dispersed light of the sun shimmers from Harie’'s body. In the line
‘Arlequin porte un arc-en-ciel’ the word ‘porte’ ramean that Harlequin
‘bears’, ‘carries’ or ‘wears’ a rainbow, yet it alseems to imply that he brings
a physical rainbow with him. The ambivalence of therd ‘porte’ suits the
mercurial nature of Harlequin. This word precimtatthe fluidity of this
character within the poem, allowing him to sliderotigh its confining
structure. He is both the bearer of his costunagigiow and the bringer of the
rainbow’s light. The rainbow irrupts in colour tlugh the poem in exuberance
and in the warmth of this light the world d®ierrot Lunaire appears
paradisiacally golden. Though Harlequin has broutjiis warm light he

simultaneously brings a dark and malignant shadbe,artificial serpent of

%6 Harlequinade.
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himself. Harlequin is the rainbow serpent whichassociated with lightning.
The original artificial serpent was Lucifer, thebed angel and the bringer of
light and illumination. Lucifer, the demon of theatlly sin of Pride, brought
lies and deceit into paradise, in the form of gest. Exhibiting both traits of
serpent and light bringer, Harlequin personifies tieadly sin of Pride. The
origins of the name ‘Harlequin’ stem from the Oldefich Herlequin or
Hellequin, the leader of a band of demon horsemien r@de by nightNew
shorter Oxford English dictionary1993: 1191). Paradoxically, Harlequin
embodies both the light and the dark, much as kudiimself. The double
diffraction results in a fantastical wavering beénestates that are seemingly
merged one within the other. Harlequin is the ggtee carnival-double
which, though a single entity, is yet not identieath itself and like the
polyphonic word has no fixed point but includes ttker of himself within
himself (Lechte 1990: 106). This carnivalesquedilyi allows Harlequin to
cross the borders between light and darkness. fig@® of Harlequin's name
associate him closely with the demonic and his Welha identifies him
closely with the deadly sin of pride. Pride spawrmksteit and lies and in

spreading these seeds of sin the mercurial Harggays a very willing part:

Ayant pour but essentiel Lies and deceit

Le mensonge et les fourberies, Are his main indest
Arlequin porte un arc-en-ciel Harlequin bearsialvow
De rouges et vertes soieries. Of red and grdien si

Harlequin’s lies and deceits have a single goay tre intended to wheedle

and win Columbine from Cassandfa

57 In the nineteenth century pantomime the genemndlipé was Harlequin and Pierrot’s love for
Columbine and Harlequin’s efforts to win or steal fiem her father Cassandra.
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In the poem the bass sounds of the vowels and nans® that form the
rhythm of the verse are held in the words lie aadedt, but movement and
tone are also prominent in the scintillating cototinat Giraud used and
which explode out of the structure of the text. S&aainbow colours
enhance Harlequin’s allure and spring from his body the fantasy he

creates. Cassandra’s response to Harlequin is exqgpar his short temper

and his bile:

A Cassandre jaune de fiel To Cassandra yellow liieh

Il dénombre ses seigneuries He enumerates hissBpdomains

En Espagne, et ses armoiries: And his coat of:arms

Car sur fond d’azur et de miel, For dvaakground of azure and honey,
Arlequin porte un arc-en-ciel. Harlequin bearsialvow.

Cassandra’s yellow bile represents one of the fmumours used in the
renaissance to define personality types. He woaldctbeen diagnosed as a
choleric, someone who tended towards arroganceerioysness and hot-
temperedness, qualities that fit Columbine’s pamoenparent exceedingly
well. However, Cassandra suffers as much from #edly sin of pride as
does Harlequin. Cassandra’s choleric pride is dfleéd Harlequin’s oily and
vainglorious pride. Two faces of the same sin, pasable yet separate.
Harlequin’s pride is far more fluid than Cassansiregid and conceited
pride. It is the excessive nature of Harlequin’sngboriousness that
emanates from his rainbow and makes the readee skik the humour in
the scene that deflates Harlequin's pretentiousaessturns it into mere

roguery. This pride is astute enough to know thistinerely deceit.

Harlequin, in his slippery way, ignores Cassarglcdioler, as he sets about

spinning his lies and deceit aimed at obtaining uBildine. He bends
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Cassandra’s ear and patience as he details hisinamggstatus as an
aristocrat with domains in Spain, which are as esaant as the rainbow.
His escutcheon is as much a fantasy as his doraanhas false. The beauty
and serenity of the background colours of the dhagle deceptive. The
indirect allusion to the paradise of a land of kméind honey’ is subverted.
The azure skyline is the blue of Pride and the vilaramd goldenness of the
honey is in the slick lying phrases of deceit, ¥@x de miel*® (honeyed
voice) that Harlequin employs to inflate and ingrt& himself. Harlequin, in
his pride, is himself placed onto this escutcheearing the rainbow, which

is delusive, as there is no gold or fortune todamtl at its end.

Harlequin’'s costume splinters and reflects prismbagiht that bounces out of
the confines of the rondel in an explosion of wtirgolour. Pride is the
iridescent rainbow serpent that weaves and insasugtelf through the rondel.
This iridescence challenges the lunar landscapehich Pierrot exists, as
Harlequin’s pride and conceit attempt to usurpret&s pallid pre-eminence in
the poems. But Pierrot himself possesses the deadlyf pride which is
located in his vanity mirror. Pierrot’s vain selfrairation is to be found in
Pierrot dandy(3), where the mirror is an implied presencePierrot polaire

(9) where an ice block becomes Pierrot’s reflectingroniand inDépart de

Pierrot (36) where he is seen ‘proudly’ adjusting his top Kiot.

The sin of vanity is always accompanied by a mittaat allows for the

admiration of the physical image without shame anth the pride of a

%8 Seel e trésor de la langue francaise informattsép:/atilf.atilf.fr.
% pierrot the dandy; Polar Pierrot; Pierrot's depante.
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peacock. Vanity’'s mirror also contained the imadelLocifer, the most
beautiful angel before his fall and metamorphosts the demon of pride.
The concept of vanity and the mirror behind whichciter hides was a
common theme in art. Generally it is a female fegmlaced before the
mirror admiring her physical form. In Antoine Wigt Le miroir du diable
2% this theme is revealingly explored. Here a nakadl \aell-formed young
woman is admiring herself in the mirror. This etoimage is made
voyeuristic by the presence of the horned malejfeychiding and tilting
the mirror. This knowing voyeur is a reflection thie viewer who is also
gazing ardently at the female figure. The viewedrawn as much by the
eroticism of the female as by the macabre natutbeflepicted scene. The
grinning, horned voyeur makes the viewer uncombdetaas the figure
mirrors back the viewers own perverse desires. Gémuty appears self-
loving and very aware of her attributes. Her jigtelbow with her hand on
her naked hip is sensual whilst the other hand fsoxeer her breast holding
her string of pearls. She is themme fataleas coquette; a vain and proud
temptress, provocative in her knowledge of the powk her physical
attributes. Though Pierrot will stand before theroriin his vanity, it is the
power of thefemme fatal@nd her ability to make a cuckold of any man that
will triumph. Pierrot’s ethereal asexuality canigompete with the power of
the rampant, sexually-aware, and powerful femadgeiré. But the vanity
mirror was more than a reflection of vain physigalit was a revelation of
transcience and lurking within its depths was thekaghadow of death and

damnation.

80 seeFigure 9on page 5.
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In Le miroir (47" Pierrot’s black and white night world has hadsiy lit up
by the ‘[La Lune qui] s'échancre le ciel bleu dursé This serrated light cuts
through the night sky like lightning and the Luciéa light again adds a

malevolence to the poem:

En face, dans la paix vibrante On tengcresonant face
Du limpide et profond miroir, Of a deapd limpid mirror,
D’un croissant de Lune hilarante A cezgoof laughing Moon
S’échancre le ciel blue du soir. Segdbe night-blue sky.

This clear pale light is revealed as being only Muwon admiring herself and
her altered beauty in the mirror. Giraud has pefsahthe Moon through the
use of a majuscule rather than the normal usagfeeahiniscule. The Moon is
feminine in French and Giraud has altered the dedepse of an inanimate
noun by capitalising the Moon and making her a ectbin the first person.
The distinction between human and non-human isréduand there is a
slippage between states where the boundaries betsvdgect and object are
made fluid. The Moon can watch the wavy serratibrher light and her
laughter ripple upon the face of the mirror. It ies apparent that the mirror
is made of water and this explains the serratiothefMoon’s light and the
rippling of her laughter. The word ‘hilarante’ iset laughter associated with
the use of ‘laughing gas’. This, in collaborationthwthe water, evokes an
image of glittering undulation. This image is fiethunderscored by Giraud’s
use of the word ‘vibrante’. This word means to ailer or vibrating and such
movement can be observed in the shuddering of dinkace of the water,
which is always apparent even when the water isi.cdhe word ‘vibrante’

also provides the water with its voice, as in Fretndas the added meaning of

1 The mirror.
%2 [the Moon who] serrates the night-blue sky.
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‘manifester une émotion par le tremblement de lax’vg¢Dictionnaire
étymologique et historique de la langue francdi®86: 826¥ This vibration
and trembling contained in the word creates thehrhyof the water’s voice.
The trembling of a voice is an unconscious and sgmimanifestation
generally of an overwhelming emotion. The watersribling voice laps into
the silence of the verse and is joined by the lgergbf the Moon. Together
they rhythmically undermine the symbolic structgriof words and provide a
maternal rocking movement. This is the maternalisgmas it would be
before the institution of the symbolic. The fluydibf the mirror has inverted
and made everything it reflects ambiguous. As Jeamrot notes,
Because of its powers of reflection water is fundatally the most
natural of mirrors and it is precisely the mirrbiat provides us with
one of the richest constellations of images in[iecadent] period’'s
literature. (Pierrot 1981: 208)
He goes on to say that ‘the space perceived iromsigreates a universe that
is the twin of the real universe but also a différand strange one’ (Pierrot
1981: 212). Pierrot might proudly admire himself tims mirror where
appearances are deceptive. In the reflection henhes both a presence and
an absence and the self that he sees is ambigutrasisient. What the
mirror is revealing to the vain and proud self-admis an illusion. Pierrot is

not what he perceives himself to be:

Pierrot, de facon conquérante Pierrot with pnowhner

Se mire — et soudain dans le noir Admiresskif- suddenly in the dark
Rit en silence de se voir Silently laughs to sessklf

Coiffé par sa blanche parente Mitred by his whaeent

D’un croissant de Lune hilarante!  With a crescdnaoghing Moon!

% To reveal emotion through the trembling of théceo
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The image in the mirror is doubled and altered hes Moon places her
crescent above Pierrot’'s head. Pierrot has beeangnorns on his now
moon-bleached skullcap. He is both a devil andiesp(the Pope normally
wears a white skullcap). But there is another prigation: Pierrot has been
made a cuckold by the Moon. She, together with theror, has
ambiguously altered his appearance. Undercuttisgohoud gesturing, the
femme fatalévloon reveals him to the mirror as little more tlmpuffed-up
fool. Pierrot joins the Moon in using the vanityrror: thus bonded together
they are reflected on her face. The mirror is, hewecapable of altering the
peacockish image into one of death in one shudglegfiective movement,
as a skull is her ever-present accomplice and compé& What the mirror
reveals is the egoistic flow between object andesaitand vice versa and in
her glance the Moon and Pierrot appear to becoftextiens of one another

in a narcissistic palimpsest.

Narcissism is the love that man has for his owngenand for his face, as
reflected in still water (Bachelard 1983. 21). Ev@nce Ovid’'s story of

Narcissus and Echo this love for one’s own image lteen associated with
extreme vanity and pride. In the water mirror Rigrlike Narcissus, sees his
reflection in a natural doubling. Gaston Bachelahws an interesting
alternate to the Echo and Narcissus story whenrhieswy

Echo lives in the fountain. Echo is always with dissus. She is he.
She has his voice. She has his face. He does maothee in a loud

541n thememento morr vanitaspaintings the mirror and the skull were commorsdgaxiated as
emblems of the transience of life and earthly thirithe mirror and the skull were interchangeable as
bearing the truth that death was a constant corapanilife and the end result of time’s passing.
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shout. He hears her in a murmur, like the murmuhisf seductive
seducer’s voice. (Bachelard 1983: 22823)
This passage could apply to Pierrot (Narcissus)thadvioon (Echo) who,
in Giraud’s poem, appear to become inextricablygdi a doubling of
vanity and pride. The joining together also sigralsupturing of separate
identities and a fluid interaction of opposites. Aizabeth Grosz, discussing
Kristevan theory, shows:
Kristeva asserts that the imaginary narcissistiacstire of mirror-
identifications linking mother and child is doomeég irresolvable
projections, introjections and identifications thadsition it in a
relation of crippling dependence on a singular otfigere is no
room for relations with others outside the imagyndyadic structure.
Each defines the other’s identity and limits itsnovelation to the
other. (Grosz 1989: 48)
This idea of mother-child is nuanced in the poenihig/choice of the word

‘parente’ which betrays the strange relationshipwben the Moon and

Pierrot. Jean de Palacio comments on:

Parenté ambigué entre la Lune et Pierrot, tour uix toaternelle,
témeéraire, incestueuse, allant méme jusqu’a I'hogielpure et simple.
(Palacio 1991: 62)
The Moon and Pierrot have been joined through tlieomn a manner where
one is the expression of the other. The mirror ¢reated a delusion where
what is perceived is ‘the shadow of a reflecteanfoit has no substance of its

own’ (Hutcheon 1980: 11). The devil of Narcissigirede lurks in the mirror’s

reflective guile and is central to the unity tha¢ Moon and Pierrot are seen as

% Elle vit au creux de la fontaine. Echo est sasseavec Narcisse. Elle est lui. Elle a sa voie &I

son visage. Il ne I'entend pas dans un grand &ja D I'entend dans un murmure, comme le murmure
de sa voix séduisante, de sa voix de séducteur.

% Ambiguous relations (or kinship) between the Mamd Pierrot which can be described as maternal,
reckless and incestuous in turn and which even gedar as to be completely homologous.
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having become. The swift alteration of the mirrovatery face is unsettling
and highly carnivalesque: where everything contdissopposite and is
illicitly joined together in the water's limpid butleceptive gaze. This
oscillation and fluidity frees the mad deceptivenesthe sin of vanity in its

semiotic ambivalence.

In iconography, Vanity was always female and helghieror in which to
admire herself. Allied with the Moon, who washeseiwand fuses with
Pierrot, a doubled female identity is establisHei@rrot’'s gender appears to
have been inverted in a carnivalesque transformatigut this is only
another fantastic lie of the mirror and it is thesthat causes Pierrot’s silent
laughter. But Pierrot’s laughter would appear pdjre rictus more than a
laugh, a grimacing skull seen in the mirror, whistwearing Pierrot's face

and is thememento morof death staring at the viewer and the Moon.

Giraud has used a hyphen between Pierrot vainlyiradmhimself in the
mirror and his sudden laughter when he realises ttiea mirror and the
Moon have given him a new hat. The hyphen slowsntbgement of the
poem like an intake of breath: a break between wamntemplation and
laughter. This change in rhythm allows the semidtcirrupt into the
grammatical style in the overflow of Pierrot’s sitelaughter. The Moon
joins in Pierrot’s laughter and she too is gramoadly accentuated as
Giraud uses an exclamation mark after the wordarhitte’, which
emphasises the Moon’s hilarity caused by the plailfision and joke that

she and the mirror have perpetrated on this caataimd pretentious Pierrot.

85



Laughter has been built up throughout the ronded aow bursts its
boundaries and releases the semiotic drives caudeneath the structuring
grammar of the symbolic. Silent laughter is itdeitarrely grotesque. The
only sounds in the poem are non-sounds. It is fleidus laughter of the
Moon and the silent laughter of Pierrot, welling apt of the rondel that
merges with the laughter of the reader. This coetbifaughter melts the
boundaries of the rondel and allows Pierrot, theoMathe mirror and the
reader to merge in a semiofziissance’ As Kristeva remarks, ‘poetry shows
us that language lends itself to the penetratiorthef socio-symbolic by

jouissance(Kristeva 1974: 80).

It is the pomposity of Pierrot’'s vanity that hasised the manic laughter
which is edged with a frisson of unease, for theoMs laughter can quickly
alter into an inverted crescent and vanity’s minoiknown to reflect the

envy of the scythe and the skull.

xviii ~ The malicious poison of Lady Covetous and Mistredsnvy
The skull and scythe hide themselves behind thecenaf envy and her
sister covetousness. It is the interplay betweesahwo ladies; faces of the
same sin, which will now enmesh Harlequin and Bteas partners in their

deadly carnivalesque dance.

57 For Kristeva ‘jouissance’ means both erotic angtpi pleasure.
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In Arlequin (13,°® Harlequin reappears with his vibrant multi-colalire
warmth and wiles. His sins are those of livelyewerent desire and his
appetite and cheek are boundless. They are fillddthe vulgarity and spite
of life and its fleeting pleasures. When he entieespoem it is to once more

bring the evanescent beauty of the rainbow with: him

Brillant comme un spectre solaire, Shining likeotar spectrum,
Voici le tres mince Arlequin, Here is slender ldguin,

Qui chiffonne le casaquin who rumples the blouse
De la servante atrabilaire. Of the splenetic seidant.

The light of the sun is seen to have been prismetivards through
Harlequin’s slender spangled form, recalling thénbaw associations in
Arlequinade (8f° Harlequin is vividly alive and takes lusty advaggavhen
he rumples the blouse of the maidservant. The vaaghquin’ is one of those
slippery, multi-layered constructions used by GiratCasaquin’ is an old
French word and a synonym for it is ‘blouse’. Acdbke’ was originally a
short jacket that was close-fitting at the hips,wdren referring to female
dress, it referred to an adjustable bodice or ages worn by peasants,
reaching the top of their skirtsIts meaning was later altered to a blouse,
smock or loose garment worn over clothes to proteem. A smock has
sensual attributes, as it was also a woman’s uadaent. The erotic and
sexual are thus hidden in this rumpling of the risaidbodice. Harlequin’s
attentions are less than chaste, but are accoradlishhis usual teasing and

unrestrained manner, seizing the moment to sa#istlevilish appetite and

% Harlequin.

% Harlequin’s tale.

0 Le trésor de la langue francaise informatfsép://atilf.atilf.fr. English translations by the author of the
thesis.
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whim. His desire covets women no matter their ageéheir station in life and
is as transient and diverse as his rainbow colddiis. advances appear to be
peevishly rebuffed. Giraud makes use of an odd vadrdbilaire’ one that has
a very binary and fluid nature. The word can meatable but simultaneously
it means the black bile that accompanies melancAdiys irritability, mixed
with black bile, gives the servant a poisonous oxious disposition. Envy is
the bitter inner eating of oneself and the blad& bf anguish and sorrow. The
servant is simultaneously angry and melancholig uibration between states.
It is these ‘polyvalent and multi-determined’ wordghich flicker with
semiotic motility and slidgouissancanto and through the syntax of the verse

structure (Kristeva 1987: 65).

The servant was in this strangely ambivalent st&igeevish irritability and
melancholy before Harlequin began to intrude; tanbur her irritation, he

slyly offers her money as a pandering tool:

Afin d’apaiser sa colére, In order to placate drager,
Il fait miroiter un sequin. He makes a sequimsher.
Brillant comme un spectre solaire, Shining likeotar spectrum,
Voici le tres mince Arlequin. Here is slender ldguin

The notion of covetousness is immediate in the wsatjuin™, which
twinkles and shimmers with ambiguity. Harlequiragpealing to the maid’s
venality. The notion of the duplicity of intent k& beneath the shining coin,
which is a payment for the liberties he has takerumpling her bodice and
for her collusion with him, all of which co-exist ithis payoff. The bribe

implicates them both in a multiple form of covetoness, providing a layered

"L A sequin was an ltalian gold ducat coined in Veritthe end of the TZentury.
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oscillating movement between their interactionsrlétpuin covets a brief
moment of pleasure with the maid, as well as degitdo possess Columbine.
The maid covets the money and perhaps HarlequininHern covets the
maid’s silence concerning what has passed betwssn; tboth the lewdness
and the underhand bribe which she has pocketedtygmeal of the
convoluted plots of pantomime:

La vieille, empochant son salaire,  The old maidketiag her reward,

Livre Columbine au faquin, Delivers Columbine e trascal,
Qui sur un grand ciel bleu turquin A silhouetteiaghan indigo sky
Se dessine, et chante lanlaire, Who gleefullyssing

Brillant comme un spectre solaire.  Shining likeolsspectrum.

This notion of covetousness is made more overutiittahe use of the word
‘salaire’, meaning not only ‘salary’ but ‘rewardif ’tecompense’.The maid is
being paid for her favours, but also to hand ovelu@bine to the rapacious
Harlequin. Columbine appears as a static objettiginterplay between two
unscrupulous and concupiscent creatures. Harlegould not persuade
Cassandra to give him Columbine, so he has restwtether wiles and means
in order to obtain her. The complicity of this ecatly charged play of
covetousness evokes the laughter of the reader,isvdoawn into being an
accomplice to this knavery. But the laughter is aallent, as the reader is
being mockingly laughed at in return. This is thensuous and playful
carnivalesque laughter that is directed back aseghsho laugh, ensuring an
ambivalent wholeness. This laughter is gay andnpitant but simultaneously
mocking and deriding. It both asserts and deniab iauries and revives
(Bakhtin 1984: 11-12). For Kristeva laughter is @ggive and violent as it
tears apart the symbolic. She sees the laughtéegierson who produces the

laughter as ‘always painful, forced, black: both grohibition to be lifted and
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the prohibition necessary to the articulation & thterance weigh heavily on
him’ (Kristeva 1984: 225). Kristeva’s depiction lauighter seems to have lost
the carnival joy which exists as the balance tophiaful blackness. Laughter
seems a heavy responsibility and a structuring hteim this it resembles
Baudelaire’s view in which laughter
comes into the class of all artistic phenomenonciwhndicate the
existence of a permanent dualism in the human beititat is, the
power of being oneself and someone else at ondhendame time.
(Baudelaire in Kristeva 1984: 223)
This is totally foreign to true carnival laughtehich according to Bakhtin
‘restores ambivalent wholeness’ (Bakhtin 1984: 128)s a combination of

these different aspects of laughter, its violenpain, ambivalence and

wholeness that is at play through this poem.

It is the darker side to the laughter, hidden beltire enactment of covetous
desire and eroticism, which creates the maid’s ighespite. This malice
allows her to readily accept a bribe and willingignd her mistress over to
an obvious rascal. This is a vindictive act an€haucer’s Parson observed,
servants who murmur, or are irritable about theastars and mistresses, are
filled with envy’”® Covetousness has given way to envy, who stands
uncloaked in all her naked malevolence. Harlequsasuthe maid’'s envy,
and envy’s companion covetousness, to buy Columibiraa unscrupulous
and fraudulent manner. The word ‘la vieille’ addgesty ambivalent notion

to the age of the servant. The previous undertafiesroticism between

2[...Jrentre dans la classe de tous les phénométieticares qui dénotent dans I'étre humain
I'existence d’'une dualité permanente, la puissah&te a la fois soi et un autre.

3 Robinson F.N. (ed) 198Fhe works of Geoffrey Chauc&econd Edition. Oxford University Press,
Oxford, p. 243.
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Harlequin and the maid are shattered by the cotinnsaof old age. But the
word is again twofold, as it not only signifies ald woman, but an ‘old
maid’ or ‘spinster’. Envy assumes another face,gbiée of a rejected lover
and a rumpled bodice, which leads to betrayal. @bine is a concept in the
poem, not a participant. She appears to be virtuanscent and girlish, an
antithesis to the servant’'s worldfgmme fatale This sets up a dichotomy
that wavers in ambivalent conflict, where the fearsly malign opposes the
ultra-virtuous. The duality of the decadent viewnafiman as either ‘whore’
or ‘madonna’ seeps into the verse. An adulteratatfeasance seeps out of
the verse and trickles into the other poems asoteggue and monstrous

hybrid in the persona of tHemme fatale

The maid’'s delivery of Columbine into Harlequin’®gsession has him
singing, but the song comes with a sting. To dbscHarlequin’s babbling
song, Giraud uses the word ‘lanlaire’. This is avallously ambivalent and
semiotically labile word, an onomatopoetical stauet used in refrains of
popular old songs as a nonsense rhythmical at&rilflain, lan, lanlaire), a
glossolalic interjection, or a refrain used to oate the lack of importance
shown to someone or something. In standard Fresabeuit is used in the set
expression ‘envoyer qgn (faire, se faire) lanlairehich means to send
someone to the devil.This word is carefully chosen to rhyme with ‘sedgi
atrabilaire’ and ‘solaire’. Only ‘solaire’ seemsr&tain a single, unambivalent
meaning. ‘Salaire’, ‘atrabilaire’ and ‘lanlaire’ earwords containing their

opposite within themselves. The resulting conftitbpposed meanings causes

" Le trésor de la langue francaise informattsép://atilf. atilf.fr.
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a continual oscillating rhythm and musicality tlesisures the polyvalency of
these poetic words. The word ‘lanlaire’, in partesyenhances this polyvalent
musicality of the poem and as a nonsense souna lvbecomes a vocalic
drive that breaks its way into the symbolic in ans#ic flow of jouissance
The madness of the carnivalesque, with its trassgya of boundaries, spills
out of the word ‘lanlaire’ and infiltrates the wleopoem. The syntactical
structure of the rondel is the containing boundairghis madjouissanceas
emphasized by Kristeva: ‘the text's first criterido avoid becoming a free-
flow “escape”[fuite] of the signifier, this discourse must provide itseith
guardrails[des garde-fous] (Kristeva 1984. 209). The restraint of semiotic
jouissanceby a symbolic structuring device is a guard agaihsetcomplete
dissolution of the ambivalent balance that exisetwken the semiotic-
symbolic and sense and non-sense. This guard pseaercollapse into
complete gibberish, but also allows change to oc&amiotic jouissance
works its way into the entire structure of the po#mough polyvalency,
laughter and the silent sound of singing, whicheisrestrained and focused by

means of the poem’s structure.

Harlequin’s mad, babbling rhythmically sways thersee and the reader
gently as upon a swing. Slowly the awareness grihat the song is not
mirth-filled nonsense and triumph but touched witiocking disdain.

‘Lanlaire’ is Harlequin’s song of rejection whickreds the maid to the devil.
This maliciously mocking dismissal is Harlequinisdl payment for her
deadly sin of envy and covetous deceit, resultmbatrayal. If malice is the

tool of envy, then Harlequin is revealing himsedftae envious serpent: he
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has metamorphosed into the lying demon LeviatHan serpent of envy, as
he spits the poison of his contempt at his accaraplHowever, envy’s
malice and Harlequin’s derision are made nonsehbicthe lullaby rhythm

of ‘lanlaire’. Harlequin has become a mere outlgainst an indigo sky, as
his rainbow starts to fade and dissipate. Evenmdglling and the solar

spectrum is disappearing, making way for the Mo Rierrot.

The Moon has undergone a change and her smile lisnger teasing, as in
the poenle mirroir (47), but has become a scythe which covets life, and in
particular the life of Pierrot. This image of theobh as scything blade is
present in botiMendiante de tétes (2Z3andDécollation (24 and for Jean

de Palacio ‘La lune en personne, dans deux delseses, figure une lame
de sabre préte pour I'exécution’ (Palacio 1990:)I38@he sickly envious
Moon, as blade bearifgmme fatalehas assumed her place and figurative

shape.

A sick but envious Moon was previously shownliane malade (21)
where:

Tu meurs d’un amour chimérique, You are dying flnfantastical love,

Et d'un désir silencieux [...] And a silent desire]

Dying from gloomy silent desires and fantasticaidothis Moon is envious of
the lover in the poem and of his sensual heedlessmes. Her melancholic

envy causes her to spill her rays of white blokd & consumptive:

S Begging for Heads

¢ Beheading.

" The Moon in person, in two of her phases, appasessabre blade ready for the execution.
"8 Sick Moon.
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Mais dans sa volupté physique But heedless indmsusal delight

L’amant qui passe insoucieux A lover passes by and

Prend pour des rayons gracieux Takes as gracigss ra

Ton sang blanc et mélancholique,  Your white andamaiolic blood,
O Lune, nocturne phtisique! O Moon, nocturnal eonptive!

Her love has become ill. The pale rays of her blstagt to mutate and become
darker, more perverse and death-driven untMandiante de tétes (23fe is
transformed into the guillotine. Now she is a lowéremaciated body and
scything blade, who awaits and demands continuaswomation of her

unwearying desire:

Un panier rouge rempli de son A red basket filkgtth bran
Balance dans ta main crispée, Swinging in yoemathed hand,
Folle Guillotine echappée, O, Guillotine escahatitic,

Qui rédes devant la prison! Prowling in fronttleé prison!

The red in the basket exacts more of the same ctdospak into its filling
of bran. This red calls out to the mirrorring refdReerrot’'s mouth and it is
his blood that is now sought by this lover. Therbirathe basket engulfs the
staining of blood-red death as it was used to dbsloe blood from the
guillotine’s victims. The word ‘son’ is another dda word, where meaning
is fluid. ‘Son’ in this context can mean either orar sawdust. This latter
meaning dates to 1743 where it formed part of timapound word ‘bran de
scie’ or a fine, light powder which sifts from salve/ood”® The basket of
the guillotine was filled either with bran, a mirguof bran and sawdust or

just sawdust.

" Le trésor de la langue francaise Informatfstép:/atilf.atilf.fr.
94



In Eugene Sue’Mysteries of Parishere is a hilarious discussion about what
is put into the basket, whether it is bran, or Wketthe victim is being
cheated and sawdust is being used instedlde word is ambivalent with the
meanings interwoven and dichotomous as bran andusvintermingle yet
remain different. The violent bloodiness of the gmgolts, and establishes a
sense of uneasiness. This carnivalesque violensesréthe semblance of a
victim’s grim laughter that is directed at the loweho holds out the basket
as her begging bowl. ‘Son’ also means ‘sound’ dredgrim shriek of the
guillotine, the tears, moans, hysterical laughtet pleadings of her victims
are all swirled together in this small word. Thedmass of the sounds of
death fills the poem and the colour of the sounthés red of blood and
violence. A semiotigouissanceof macabre proportions is carried on the
rhythm of the poem. It is this melodic sound angthim of the poem that
represents an explosion of language. The macalitegantesque slippage
contained in the word ‘son’ attacks the phonetid danotative nature of the
symbolic, transgressing accepted meaning and nffesomething alternate
and new. For Kristeva (1984: 225):

Every practice which produces something new (a dewice) is a

practive of laughter ..When practice is not laughter, there is nothing

new, practice cannot be provoking: it is at besteated, empty act.
The melodic blood sound is the greedy lament adsarohg lover. It is the Moon
and she has morphed into the figure of the guilatiTheir unity is implied in
the capitalisation of both Moon and Guillotine whicindermines standard

grammatical usage and personifies them as ‘reatiafes. The sense of

80 See Eugéne Sues mystéres de PariBaris: Hatier 1968. Also see Baroness Ofidzg elusive
PimpernelBuccaneer Books Inc New York, 1984 (chapter XXX)dapther mention of Madame
Guillotine, her bran basket and Pierrot.
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humanness is further emphasized by the poet aitidbbands to the Guillotine.
The doubled nature of this bequest is the knowlgdgethese hands would be
those of her victim tightly clenched and pinionegide her stocks, while the
voice begging for life would be that of the wreteloced with the prospect of the
blade and the basket. The two-sided nature ofitiegie is grotesque, with one
body being interpenetrated violently into anothérilev both partake of each
other’s characteristics. The ambiguity of this rpenetration rises to the surface
of the poem in a semiotic explosion of fear, stsiekd death. The Moon and
the guillotine arfemmes fataletusting for the beheading of the person they
regard as belonging to them and as their due. Thdwe is never directly
mentioned, the lurking presence of Pierrot, thended victim, is implied. He
alone is the personage associated with the Moanhdlies hidden within the
poem, an invisible presence. The scarlet of hisikghe only trace that weaves
his presence into the world of this poem. Thismgeaabsence, though tacit
knowledge of Pierrot’'s presence, provides the peath a sense of distance.
An awareness of the presence of the poet, asdghnson, is established. He is
a watcher of the scene in which he is also a wilgthparticipant. This
separation between absence and presence sets ogrtinal spectacle where
the participant ‘splits into a subject of the spet# and an object of the game’
(Kristeva 1984: 78). The poet has intertextuallytten the historical blood,
violence, murder and epic verdea(Marseillaise}* of the French Revolution
over and into Pierrot's fantastical world. Carniveahd deadly violence are

intrinsically joined together creating a palimpsesffect which transforms

81 The Marseillaisecomposed in 1792 by Claude Joseph Rouget de Liakeaypatriotic song which in
1795 and then again in 1879 became the nationaeamof France.
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Pierrot's world into a grotesque nightmare domidatyy the blade of the

guillotine and the Moon'’s sabre.

Yet, it is not Pierrot's head which appears to falt that of the poet as a
masochistic double of the silent clown. The poassociation of the Moon
and guillotine with femme fatalesfurther enhances the grotesque and
fantastical feeling of the poem. There is a pefearand transgression of the
standard accepted denotations associated with dha fwoman’. It also
plays with identity and idea of gender constructionFrench the Moon and
the guillotine are both gendered as female. Thisemses the indeterminacy
and wavering instability of the ‘real’ and the ‘nogal’ as structured by the

logic of the symbolic.

The guillotine and the Moon are fused in the wdalé’. A ‘folle’ is a
madwoman or lunatic; here the qualities of the Maoa transferred to the
guillotine. This overwriting of attributes is em#ized by the realisation that
the circular opening on the guillotine, where theadh was placed, was
known as the lunette, which is the diminutive fame’ or Moon. ‘To lose
one’s head’, meaning to go mad, takes on an altaspect when seen in
relation to these twdemmes fatake The madness of the Moon and the
guillotine, in their envious and greedy quest featis, shatters the poem

with a carnivalesque grotesque promise of dismemest.

To hide her voracious intentions the guillotine tEssumed the role of

beggar. The word ‘mendiante’, or beggar, in thenpsditle, is associated
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with the Mendicants who were an order of beggingr$t so the title has
ascetic religious overtones. The use of this waordhe title subverts and
subtly plays on religion tying it to the blood avidlence of the guillotine. It
is a mockery of religion’s complicit relationshipittv violent shedding of
blood and greed for power. The word’s ambivalerdters what is usually
concealed, the links between religion and violesatd, and the semiotic
drives split the symbolic, confronting and challemgthe ideologies that the
symbolic maintains in place through the power aondtrols of socially

instilled ‘laws’ and ‘beliefs’.

The quillotine has donned a monk’s habit to cloak kscythe-bearing
skeleton which greedily harvests life with rapasi@nvy. To fill her empty
basket she begs aloud whilst, in gdethme fatalestyle, she prowls in front

of the prison:

Ta voix qui mendie a le son Your begging voice thassound of
Du billot gu’entaille I'épée: A blade cleaving tbeheading block:
Un panier rouge empli de son A red basket filletthwran

Balance dans ta main crispée! Swinging in younaed hand!

This begging voice is the voice of death who, eusiof life, is demanding to
be fed. Envy is the deadly sin of violence withnted to harm, mutilate and
commit murder and the guillotine is mistress envyher sleekest and most
sinister form, offering a macabre love that sliGsd splits in two. The
sundering of the head from the body is a grotestisememberment by this
femme fatalavith her ‘hole’ for a mouth which, as an eroticlfemale maw,
is the opening that serves both envy and deathisShreud’s ultimate ‘vagina

dentata’ the toothed, death-giving female.
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The sound of her voice brings the homophonic usgbefvords ‘son’ (sound)
and ‘son’ (bran/sawdust) into play. This homopheangates the musicality of
the verse. The sound (‘son’) of the slicing bladending its trophy to its
ultimate destination in the bran (‘son’) of the kets shows the permanent
state of scission of the word ‘son’ which contaivighin itself an unrestricted
difference. Kristeva wrote about the musical rhythina text that ‘it bursts out
in laughter at the meaningful and demystifies notycall ideology, but
everything that aspires to be identical with its¢brosz 1989: 56). This
homophony allows the semiotic to playfully peel lbaihe structure of
meaning and split the symbolic, thereby introdudioghjouissanceand death
into the poem. As the guillotine splits apart head body in carnivalesque
dismemberment, so words and meanings are fragmemedsplit asunder,

transforming the symbolic.

This need for dismemberment and the envious, seedabnd malignant

nature of the guillotine are strikingly presentadthe final verse. Here the

guillotine is:

Bourrele! Qui veux pour rangon Tormentress! whotsas ransom
Le sang, le meurtre, I'épopée, Blood, murder; gprse,

Tu tends a la téte coupée You hold out to thpddphead
Crachant sa derniere chanson, Spitting out itsgdgong,

Un panier rouge empli de son! A red basket filleth bran!

‘Bourrele’ is an unusual choice of word. The manimewhich Giraud has
employed it ensures that it is not a verb but anndinere is however a kink to
this word as, spelt in this manner, it does noteappn any dictionary. The
given spelling is ‘bourrelle’ which is the feminiferm for ‘le bourreau’

(executioner, torturer). There is no female formyersion, of ‘le bourreau’
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and though most dictionaries will list ‘bourrellésiey indicate that it is old and
not used? The spelling Giraud uses seems to be a variaetydich appears
in Scarrorf® and the writings of Pélad#nThe form ‘bourréle’ is either a
spelling error (unlikely), or a ‘neologism’ whichingles the verb ‘bourreler’
(to torment, to torture) with the sense of the ndbaurreau’ to create
‘bourréle’. This adds a very active dimension te tiotion of the female as
tormentress and executioner, giving the word alflegontinuous movement
that reveals an unrestrained and intense emphadigrotorturing, tormenting
and deadly role. The word constructed from compogdrts thus imparts a
rhythmical movement to the imagery of the verseis Téxclamation mark,
placed directly after ‘bourréle’, emphasises tharate accursedness that the
tormentress represents with its aghast interjeciitre exclamation alters the
rhythm and the structure of the verse and it exdehd verbal impulsions of
‘bourrele’. Therefore this punctuation mark doed mct as a containing
symbolic structural device; rather it adds impdtuthe word which swells out
of the verse in a discharge of pure semiotic endtdyecomes an exclamation
full of repulsion and of fatal attraction and therdl see-saws in its oscillating
duality. The tormentress hypnotises her prospecticém with her svelte
beauty and gimlet eye. She demands ‘ransom’, wii@n incongruous idea,
because ransom normally implies payment made tofgaedom, but there is
no freedom to be had from her. But ransom has anatieaning which is that

of ‘atonement’ or ‘payment’ for sins. So ‘ransonets up an ambivalent

82 e trésor de la langue francaise informatfsép://atilf.atilf.fr.

83 paul Scarron 1610 - 1660. A French abbé and vafteatires, parodies and plays. He wrote burlesque
verse;Typhon(1644) was a burlesque epic poem. His most cetetbrnsork wasThe comical romance
(1651 - 1657).

84 Joséph (Joséphin) le Sar Péladan 1858 - 1918ercRrauthor, who mixed mystical Christianity and
the occult in novels, plays and other works. He wexy influential in the Rosicrucian movement.
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movement between life and death in the vacillatmogpe of freedom. The
verse rhymes ‘rancon’ and ‘chanson’ and ‘son’, st demand and payment
are thus neatly joined together in a semiotic drievards death. The
guillotine has become a thin sliver of envy waitfing her payment. This time
though, unlike in the world of Harlequin, the paymés not in the form of
coin, but in the form of blood, murder and epicseerShe demands lauding
and she inflicts death like the mythical sphynxe $kaims recognition in epic
verse; to be commemorated as another Helen of Tooywhom blood was
spilt, murder committed and an epic written. Thélgtine is thefemme fatale
before whom men and poets must all pay tribute. 8 is also the mad
maenad who in Bacchanalian frenzy rips Orpheusasl fiem his shoulders as
it ejects its last song. Instead of a lyre on whiohrest, the head she is
removing receives a mundane and lowly basket ofi.bfde epic is being
subtly burlesqued; it is not sung, or recited, pat out in a silent, bloody

swan song.

The tonality of the word ‘crachant’ immediately hithe ear with its harsh,
hissing timbre. It cracks the verse open as it etquates music, words and
blood into sight and hearing. The word ‘crachen caean either to spit saliva
from the mouth; or to eject words or souftd&iraud has made use of the
gerund instead of the verb to indicate the contisuftow of the blood and
hacking movement of the word. The verb would be ftoie, a short, sharp
action where ‘spitting’ provides a sense of flowingtion. The image that

Giraud creates with this word is multiple. The headseen as paying the
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ransom demanded, spitting words and blood as severed from the body.
But this spitting of blood conjures up an image tbie consumptive
expectorating blood from his mouth as he sings ragdlls theLune malade
(21) where the sick Moon has the nocturnal melanchdhod of the
consumptive. The victim is now ensnared by fdgrame fatalepersonified by
guillotine and Moon, and they have exacted a pgnakhey have
dismembered the victim, splicing his head frombudy, ensuring his death as

he spits out his lifeblood in poetic words.

The envious desire for death exhibited by the Mgoitiotine is reflected in
Décollation (24) where in classidemme fataleadaptation the Moon is

transformed into Salorfféwielding a sabre, with which she wishes to behead

Pierrot:

Il flageole, et, s’agenouillant He quakes and efing,

Réve dans I'immensité noire Dreams that from tnenlolless black
Que pour la mort expiatoire An expiatory death

Sur son cou s’abat en sifflant Sweeps whistlingrdapon his neck

La Lune, comme un sabre blanc. The Moon like aevbatbre.

The lack of punctuation marks after the first seogegives to the verse a
fluidity that emulates the swift swishing soundtioé sabre blade as it cuts
through the night air. The Moon, like Salomé, bsiwgth her the dance of
death and the Seven Deadly Sins. Obscured by geef of the guillotine
and the Moon, who have acted on her envious behestthe strongest
femme fataleof all. She is carnivalesquely present, yet siemdbusly

absent. In French she is known as ‘la mort’: deatte loss of the victim’s

8 During the Decadence the figure of Salomé was jIremt across artistic disciplines as representative
of thefemme fataleHer dance of The Seven Veils led to John the iB&ptecapitation by Herod.
Salomé’s mother Herodias had ensured that Salogueséed the head as payment for her dance.
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head is an atonement or payment; a sacrifice tehey of life. She is the
alluring femme fatalavho leads man to his destruction. His desire far h
blinds him to the blood, violence, disease andnekittn she carries with her

and with which she exacts her envious revenge agliie.

The femme fatalgin either sabre or guillotine form, demands life an
appeasement. She is an envious, devouring creamdmese price is the
destruction of life and who ensures that her pr&y mo means of escape. A
mad maenad, she dismembers the body in joyousdyldelight and her
sounds fill the poem: the hiss and whistle of tle&lé carving the air, which
is followed by the spitting song of the victim. Heespitting sounds are his
dying verse, the rhythmical timbre of the spurtofghis own blood. These
sounds thrum through the poem, dictating the rhyémth underpinning the
grotesque carnival of bloody dismemberment and ougness.
Accompanying envious death are her musicians aed thusic is the

pulsing of the severed head’s swansong.

xix  The instrument of ire
In good carnival fashion Pierrot’'s decapitation agly an instant of
nightmare in the dream world which is quickly oeed as quickly reversed.
The ambivalence of the carnivalesque grotesquewslifor this fluid
movement from one state to another without necdssit the permanent
assumption of any. Pierrot himself swiftly altersrh being victim to being

torturer. His role as victim forgotten, he assurties mantle of the angry,
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mean torturer. InLa sérénade de Pierrot () Pierrot’s mood is expressive
of rancorous, irate violence where even the musigga is out of joint:

D’un grotesque archet dissonant With grotesquendismt bow

Agacant sa viole plate, Grating on his flat viol,
A la héron, sur une patte, Heron-like, on one,foot
Il pince un air inconvenant. He pinches an offemsune.

The expression ‘a la héron’ appears to be grancalbtiincorrect, as the
word for the heron bird takes the masculine gendefrench. However,
Giraud is playing on the word ‘héron’. The expressia la héron’ refers to
the ancient Greek mathematician Heron, or HeroAt#xandria, who
devised many geometrical theories, moving machies, in particular,
automata. Pierrot’s behaviour and response appdiaelg mechanical as he
saws away at the viol. Yet, simultaneously conthinghin the expression
is the idea of the bird. Pierrot, seen in silhaeiatt poised like a heron, long,
thin, angular and sharp edged. The word ‘patteéhfirextends the similarity
between Pierrot and the bird, as this word is usedrench solely to
designate an animal’'s paw or a bird’s foot. Stagdirke this bird, on a
single foot, with his emaciated frame, Pierrot usissbow and flat viol to
create sounds that resemble the thin and sharpengitthe bird’s voice. The
instrument seems to serve as Pierrot’'s own reedydatordant voice that
squawks out of the poem. ‘Agacant’ and ‘pince’ uleimphasize the fury
and spiteful anger that Pierrot is directing tovgaatid out of the instrument,
as the sounds from the instrument are tortured,hniike the music of
courting cats, or singing magpies. The word ‘agdganambivalent, as it

can mean ‘to grate’ but also ‘to irritate’ and twiér comme la pie’ (to cry

8 Pierrot's Serenade.
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like the magpie) Rictionnaire étymologique et historiquaée la langue

francaise 1996: 18). This stems from the word ‘agace’ whiohFrench

means ‘magpie’. The heron, too, is gifted with ashacackling cry and has
a long bill thus bearing great similarity to théneuette of Pierrot with his
grotesque, discordant bow. Carnivalesque discord amagery are

established and the volatile semiotic drive ofisreo be found in the force of
Pierrot’s bow. It is the harsh, scratchy soundetiby the bow on the viol
which heightens the sense of irritation and tetessnin the verse. ‘Agacant’
thus contains the cause and effect tightly withself and is a wonderfully
carnivalesque word that shrieks for attention.tdtion is the thin edge
between normalcy of mood and anger and as theswmlisic stretches out
its noisy grating into the night, an atmosphereunfeleased wrath and

impending brutality is established.

It is this off-key, scratching and rasping musiciethis the &rénade de
Pierrot. A further slippage is therefore apparent in timebguous word
‘sérénade’. In French it means: a piece of nighsimplayed by a lover
under the window of his lady love; loud reproachesde with raised voices,
confused cries and disturbing the peace at fiighte serenade thus pivots
on the discrepancies between the love song andadilse of voices raised in
altercation. It encompasses the ambivalence ofrd®igrdiscordant music
and the elevated voices that this music will sulgiyng about. Serenade
working in harmony with the word ‘agacant’, ensutkat the two words

form the distorted atonal song of anger and ndige sounds of which they

8 e trésor de la langue francaise informattsép://atilf.atilf..fr.
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release into the poem. The discordant music thardiis making brings
with it both an atmosphere of petulance, but al$olanghter at the
incongruity of this screechy noise being a lovegsd®tanding on one foot
Pierrot is as off-key as his music and the imagd aaund reel with
comicalness. But this comedy is tied closely toitaee manner of Pierrot, as
he nastily pinches the viol. The poem thus oseflabetween ludicrous
expressions of the comical and the violent. Theisgenin the form of ire,
hides inside Pierrot’s music and the shape of big. bt is ire who attacks
the innocent viol assaulting it so that it squealse play on words suddenly
becomes visibly apparent. In French ‘violer’ is tlegb meaning ‘to rape, to
ravish, to violate’ Collins Robert French dictionar§993: 869). As a noun
it is ‘le viol' to the ‘la viole’ of the instrumentThere is thus a very close
homophony between the words which releases thegdléye semiotic into
the poem and establishes the sense of violenthmaest to which the
instrument is being subjected. This ravishmentuisher seen in Pierrot's
treatment of Cassandra. Anger and violation are sm@s of the same
semiotic drive. The action of pinching the viol h&lg but brutal overtones
and it is this meanness with its angry violenceclhs quickly diverted to a

new object: the scolding figure of Cassandra:

Soudain Cassandre, intervenant, Suddenly Cassantnaening,
Blame ce nocturne acrobate, Rebukes this noctaanabat,
D’un grotesque archet dissonant With a grotesgseodilant bow
Agacant sa viole plate. Grating on his flat viol.

Cassandra has been disturbed by the caterwaukofithka and has come to
object and remonstrate with the musician. Piegalascribed as a ‘nocturnal

acrobat’ and the play on the word ‘acrobate’ is simg. Here Pierrot’s agile
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stance of a heron is offset by his lack of skilcwaxing more than tortured
squeaks from his instrument. In French there isegoression ‘bon dieu
d’acrobate’ which is a reproach used for a dematedr lack of skill or
uselessness and is generally exchanged betweenfigends or people on
good terms with one anoth®&rOne can hear Cassandra rebuking Pierrot
with just this expression and it would hardly bedxhon friendship or good
terms. The word ‘acrobate’, in its ambivalenceswarled around by the
movement of the grotesque, discordant bow incrgafie tension and the
ire that is present in the poem. Cassandra’s relsuéie rude and as sharp as
Pierrot’s tune and it causes what was irritationflame and explode into

violent wrath at these reproaches:

Pierrot la rejette, et prenant Pierrot hurls asideviol and taking
D’une poigne trés délicate In a very delicate grip

Le vieux par sa roide cravate, The old man bystiEruff,

Zébre le bedon du génant Stripes the nuisancébegily

D’un grotesque archet dissonant. With a grotesigeoant bow

This incongruous image of such swift and subtledse in capturing and
holding the stout old man is contrasted againstathgry violence being
committed and is hilariously grotesque. Pierrotislvle, vicious ire is
visible in the hurling aside of the musical instemh and the menacing
manner in which he takes hold of Cassandra. He &i#i with rage as the
old man’s ruff, but his delicate, rigid poise isstantly split apart as fury
tears through the poem and Pierrot begins to ussdbdra as his musical
instrument. Instead of a viol we are presented Wilssandra, as a cello or

bass, across whose belly Pierrot saws with hisegoate bow. The caterwaul

8 e trésor de la langue francaise informattsép://atilf. atilf.fr.
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of the viol is replaced by that of Cassandra. Btag anger personified as he
birches Cassandra’s belly with Ire’s bow and subjdam to a violent,
carnivalesque beating, the noise of which skittersof the confines of the
poem in a maelstrom of wrath and violence thatteseea serenade of an
entirely different note: an enraged, bawling ca@ph Pierrot's mad frenzy
has ripped the poem apart to the tune of Cassanohairiated and pained
howls. Deadly ire’s music is contained in the soohthis punishment, pain
and anger. Her laughter polyphonically entwineshwite bellows emitted
from the victim; yet this laughter is simultanegushocking the punisher.
Victim and punisher become joined together in thid of burlesque

violence.

The violent, angry striping of Cassandra’s bellym&rored in Pierrot’s
cruelty inPierrot cruel (45)° where he trepans the skull of Cassandra and

smokes tobacco in the living head:

Dans le chef poli de Cassandre, In the polishee pla€assandra,
Dont les cris percent le tympan, Whose shriekscpidne eardrum,
Pierrot enfonce le trépan, Pierrot sinks the tmepa

D’un air hypocritement tendre. In a hypocriticaiynder manner.

The brutality of the trepanning and the shriekstdi by Cassandra are
juxtaposed with the ‘hypocritical tenderness’ ahe slyness of Pierrot’s

hand as it sprinkles tobacco into the head:

Le Maryland qu’il vient de prendre, Taking someriand tobacco
Sa main sournoise le répand His sly hand spisnkle

Dans le chef poli de Cassandre In Cassander’shauipate
Dont les cris percent le tympan. Whose shriekscpithe eardrum

% Cruel Pierrot.
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Giraud uses subtle synonyms to emphasise Pierdeteitful, malignant
posturing. ‘Sournoise’ and ‘hypocritement’ are synms that reflect the
smug, nasty pleasure that Pierrot takes in Cassandiscomfit. Pierrot’s
callousness is tinged with malice and spite andlaminates all his actions.
There is also a grotesque oiliness of demeanoerrd®ias Uriah Heep,
which accompanies the resentful wrath which oozesugh the entire
poem. It is ire which produces the semiotic ‘shsiethat rip through the
poem. The semiotic drive of anger and the shrigkpain overflow the
boundaries of the poem. Pierrot's use of a medinatrument is as
incongruously carnivalesque, as is the use to wihiehputs the hole it
creates. Trepanning was believed to release fofmsadness but here it is
used by a mad, irate clown to exact a carnivalesque surreal revenge.
This brings to mind the work by Hieronymous Bosapresenting a
trepanning that is equally bizarre. The ‘doctor’indp the trepanning is
wearing what appears to be a funnel on his healdth&l figures in the
painting are as bizarre and odd as Pierrot apgedns in this poerft. The
semiotic has driven through the boundaries andyéveg is topsy-turvy
and insane. The repulsive imagery of a living hieeitig used as a hookah is
revelatory of the malicious menace that lurks ieghds fantasy world and in
the figure of Pierrot. This is Lewis Carroll's cgtélar and a hookah with a
decidedly bizarre twist. The semiotic is set free and laughs out at théeea

from the disturbing image that has been createdmnage that both amuses

1 An oily, hypocritical, hand-rubbing character retnovelDavid Copperfieldby English novelist
Charles Dickens 1812 - 1870.

92 See Figure 10 on page 5. This is a work by Hiemmnys Bosch that records the operation of
trepanning.

% Charles Ludwig Dodgson 1832 - 1898. English autttow wrote under the pseudonym Lewis
Carroll. In his workAlice in wonderlangdAlice meets a caterpillar sitting on a mushroonoking a
hookah.
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and repulses in equal measure. It is the shriekshwdre attached to this
image that pierce the poem. But the only blooch& bn the very red lips,

‘trés rouges lévres,” of the cruel clown as hengile puffs away on his

human pipe:

Il fixe un bout de palissandre Insagtapiece of rosewood

Au crane, et le blanc sacripant, Ingkell, the white scoundrel

A trés rouges levres pompant, Red|ipsdpuffing - whilst

Fume - en chassant du doigt la cendre - Dgkdsh with a finger - smokes
Dans le chef poli de Cassandre! In thiesped pate of Cassandra!

This very red mouth attracts attention like a stafirfresh blood. Jean de
Palacio has written that during the Decadence & tha female mouth that
was a ‘chose rouge et pulpeuse, ouverte des dewes|esanguinolente ou
saignante, corrosive, déja vaguement obscene (@dlf88: 266¥. This is
an image of the devouring, carnivorous mouth ofitineme fataleblood-red
and grotesque. The bloody mouth has, however, beem the face of the
white clown and an implication of gender inversignsubtly established.
Pierrot is thdemme fatalén this scene. He is a prancing, mincing and blood
thirstily violent creature whose gender is as ulstand vacillating as the
behaviour that is exhibited. Neither moral nor bgtal laws are being
adhered to by this slippery, changeable being. dreanger, is closely
associated with the colour red and the scarleiaf®’s mouth closely links
him to this sin, as do his actions. The puffinghadse very red lips seems to
inhale Cassandra alive and it is a very similargen#&o Félicien Rops’s

Tentation de Saint-Antoineas described by Camille Lemonniéravec

94 Red and pulpy thing, two opened lips, oozing blobbleeding, corrosive and already vaguely
obscene.

% Felicien Rops 1833 - 1898. A Belgian painter and@vey. See Figure 11 en page 5.

% Camille Lemonnier 1844 - 1913. A Belgian author.
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I'éclair pourpré de sa bouche, faite pour aspieervie’ (Lemonnier in

Palacio 1988: 267).

Pierrot’s silent, carnivorous mouth speaks onlyptigh the agonised sounds
that are evoked from the instrument that is Cagssar@iraud has used the
synonyms ‘chef’ and ‘crane’, which mean either slarl head. The skull
again appears as the harbinger of death. It wad ass¢he symbol of death
and transient life in paintings the main theme difich was thememento
mori. In Giraud’s word paintings it provides the sarnente. The skull and

sin slide through the poem together.

The rosewood that is inserted into Cassandra’d skag and is used to make
pipes for smoking, but originally it was also usednake musical instruments
such as flutes or bagpipes. With his insert of wasel Cassandra is both a
pipe, in the form of a hookah or narghilé, and advinstrument. Pierrot's

puffing seems like a bellows that produces bothkaand music. The play on
the word ‘fume’, (the conjugated verb to smoketh& noun smoke), seems to
billow like a cloud into the face of the readerth® accompaniment of the
shrieks. Pierrot’s sin of ire has again expresssslfithrough instruments, the
blade of the trepan and the rosewood pipe. Combihed have raised the
atonal music of Cassandra’s shrieks and releaseddmiotic drives which

disturb the surface meaning of the poem and makeeidder wince and laugh.

Pierrot is the ‘blanc sacripant’. ‘Sacripant’ ongtes from the Italian

97 with the bright crimson of her mouth, made to sauklife.
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‘Sacripante’ which was a proper name used in the&kwbBoiardo? It means

a coward, false gallant or a scoundrel, someoneis/kapable of any violent
action or behaviour. It also once had the meanmgrench of ‘fanfaron’, a

braggart Dictionnaire étymologique et historiquE96: 708). Pierrot’s false
gallantry towards Cassandra is obvious in his hgipoal tenderness that is
compounded by his outrageous behaviour. Using sopé&r skull as a hookah
whilst they are still alive is mad and violent beioarr that exceeds any social
barriers. Pierrot does not conform to moral lavesher, he flaunts them in a
semiotic destruction of boundaries which estabBshegrotesquely surreal
fantasy world. There is nothing sacred about thgevscoundrel: he appears

as Satan incarnate in his cruelty inspired furyckhs furthered irPantomime

(37)° where:

Pierrot assomme a coups de longe Pierrothiaivs of a whip stuns
Cassandre académicien, Cassandra the pedant,

Et le rouge magicien And the red mage

Sur le fond du tableau s’allonge, Stretchdsabthe back of the scene,

Absurde et doux comme un mensonge. Absurd andtsase lie.

The verb ‘assommer’ means ‘to kill or leave for diea person or animal,
with the aid of a heavy object or violent blow;stn, to provoke boredom,
irritability and contrariness, to crush morallff.The indirect object of this
verb is the feminine noun ‘longe’ meaning ‘a leathain, strap, lash, thong
or leash. It also means the loid%'The image is immediately and violently
split apart by ambivalence. Pierrot seems to hgnitaCassandra alive. The

play is on the subtle differences but close retestiop of to ‘kill’, ‘stun’ or

% Matteo Maria Boiardo 1434 - 1494, Italian poet éghfor his workOrlando inamorato - Roland in
love (1487). Sacripante appears as a king in this poem.
% pantomime
122 Le trésor de la langue francaise informattsép:/atilf.atilf.fr.
Ibid.
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‘crush morally’ and meaning becomes slippery witihhbguity and the

semiotic starts to wiggle free.

The whole quivering uncertainty of the image allowte savageness it
contains to smash the verse apart. Death, rageviatehce dance tauntingly
before the reader, as Pierrot’s malignant ire pceduepulsion and squirming
discomforted laughter. Cassandra seems to be timent victim of ire’s
instrument in the hands of Pierrot. The word ‘longéth its meaning of the
loins of an animal, seems to overwrite CassanddaRaerrot with animalistic
traits, which conforms to the overthrow of humartuna associated with

carnivalesque grotesque imagery and atmosphere.

Pierrot and Cassandra are seen as opposing fo@&ssandra is the
‘académicien’ with all the attributes of pedantiixed beliefs and dogmatic
stuffiness. Pierrot is the ‘magicien’ with the a#luof magic and the black
arts, but also of the sage well-versed in occuilopbphy, enchantment and
illusion. The fluidity and intangibility of enchament and magic make
Pierrot an ambiguous figure intent on wreaking ltawm Cassandra’s
stolidity. Pierrot is lashing Cassandra for his atgredantry and stuffiness
and Cassandra’s state reminds one of the ‘Catchpbie is beaten nigh to
death’® The death in Cassandra’s case is that of the dyndgr of old

authority which pretends to be absolute and wheggesentatives are
drearily serious and wear pompous academic gowrtggbier learning in

which they masquerade as ‘heralds of divine tr(Bakhtin 1984: 212-213).

192 catchpole is a character in Rabelais. The old Fremed used wa€hicquanousind meant someone
who liked to quibble or bring lawsuits. (See Bakt884: 196).
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There is also an innuendo to the scourging of Kirg of the Jews’ in the
thrashing, as Baktin notes ‘Kings and clowns hawe $ame horoscope’
(Bakhtin 1984: 198). The mad spirit of this idedhat the only kingly thing
about Cassandra is the beating he is receivingtrdPge anger has
uncrowned this pedant in an effort to establish #hesionist’s higher
position. It is pedantry and ‘divine truth’ whicleabeing opposed by ‘the
illusionist and black magic’. Pierrot is Mephistat#st to Cassandra’s
Christ-Catchpole, this represents an oscillationaaibiguity where the
violence of the beating releases the semiotic drofeThanato$® and anger
into the poem. But ire is also releasing sometlalsg, as ‘divine truth’ is
opposed by ‘black magic’ and the true great plapmbosites, that of good
and evil, becomes clear. Pierrot, in this rolesaen as satanical and Jean de
Palacio has noted that the relation between PiandtSatan
[...] nest qu'un autre de ces paradoxes apparenta d®cadence.
Elle participe de ces amalgames, de ces supequsitie figures et
de la syncrétisme alors couramment pratiqués, epujgaient leur
force suggestive de I'éloignement méme des élémem@ment
rapprochés: golt d'unir les inconciliables et di@pédes alliances
contre nature. (Palacio 1990:2%1)
Satan is the demon associated with the deadlyfsire @nd the colour red
with its symbolism of hellfire and passion for veagce, violence, blood
and war, as well as magic. The most powerful booBlack Magic is the

Grand grimoire or Red dragon and in theBook of RevelationSatan is

called a red dragon. William Blake rendered thision of Satan as The

% Thanatos in Greek mythology was the personificatibdeath. In psychiatric terms it is the ‘death
instinct’ or ‘death drive’ whereby peace is soughhon-existence. This drive manifests itself in
aggressive behaviour.

104 Just another of the apparent paradoxes of thed@eca. It partakes of the mixtures and
superimpositions of figures and of the syncretibentreadily employed and which owes its suggestive
force to the distance between the elements beimggbt together: the inclination to unite the
incompatible and to effect unnatural unions.
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Great Red Dragon in a series of three watercoldaased on the Biblical
book of Revelations® The immense power ofhe Great Red Dragois
seen in the incredible musculature that Blake mlediSatan in the drawing
entitledThe Great Red Dragoi he incredibly huge and rippled structure is
grotesquely transformed by the addition of a lasggentine tail revealing
the warped, violently reptilian nature of the bedste twisted horns on his
head are also an indication of the change in hiareafrom illuminating
beauty to grotesque ugliness embodying all the &losthere is a perverse
magnificence that emanates from this figure whtblough repulsive in its
radiation of powerful tones of pride, anger andl| ewialevolence, is

simultaneously deeply stirring and attractive.

A red mage (magus) is the highest adept of thekBRats and Pierrot is
suddenly no longer the white clown but has morphédla ‘red mage’ who
brutally scourges Cassandra. Pierrot and Satafuseel into an ambivalent
dichotomy. Pierrot’'s costume shows his relationsStdan, as the black
stains on his white front and his black skullcap egpresentations of sin.
The black magic of Pierrot’s ire has led him tdigtfsavage punishment on
Cassandra. Suddenly, Pierrot's mood alters, anthzily, and with smug
self-righteousness, leaves off the beating and godsstretches himself out
at the back of the scene like a cat, mocking Cakaanposition. Thus in
perfect carnival spirit he swings from violence #&bsurdly prostrate
sweetness: a sweetness that is tinged with thecenali corruption and

rightly described as ‘absurd and sweet as a IMérisonge’ denotes ‘deceit,

1% See Figure 12 on page 5.
115



lie, untruthfulness and illusion’Cpllins Robert French dictionaryl993:
505). It is a word that wavers and is fluid witlyrablogical associations to
the word ‘songe’ or ‘dream’. lllusion and lies ae alteration of reality and
truth and in any social context this is entirelyaoceptable as it skews the
foundations of ideological belief systems and atespules. For the liar and
the illusionist it is merely a variation on realigimilar to that of the dream
world. It is this semiotic ambivalence that vibsateroughout the poem and
which reveals that illusion and reality are notiytreeparable entities. The
one is lodged inside the other and this grotesqtra &llows for the release
of the semiotic into the symbolic, ensuring havea ahange. Pierrot’s
whole mien has progressively altered from an ihgeene of Watteauesque
tranquillity and gossamer, ‘coiffé de tulle aérigfi'which is exploded by
the sickly sweet corruption and violence of Piésromalicious ire.
Stretching out at the back of the scene is a rathEntatious gesture. It is
the word ‘tableau’ that is central to the twisttlns verse. Giraud is creating
a ‘painting’ or ‘tableau’ using words. However, btaau’ is also the closure
of a theatrical scene. This scene sometimes creatgslual unity between
actors and décor which provided the illusion ofresfo; or the scene was
constructed to allow the actors to reproduce cateldrpaintings or historical
scenes?” Words, scene and image merge in their ambival@rersity,
which both disturbs and adds levels of meaningdnddithin the containing
structure of the rondel. The feeling that somethingsholesome has illicitly

penetrated into something else and that the boigsdaetween the two have

198 Draped with airy tulle.
197 e trésor de la langue francaise informatisép:/atilf.atilf.fr.
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started to blur disturbs the reader. This resenthkegoining of the thief and
the six-legged worm in Dantelsfernowhere

Till like hot wax they stuck; and, melting in,

Their tints began to mingle and to run,

And neither seemed to be what it had been..... (67263

All former forms extinct in it,

The perverse image — both at once and neither —

Reeled slowly out of sight on languid feet (76-78).
This grotesque intermingling and doubling is foutimfoughout Pierrot
Lunaire its ambivalence constantly blurring, altering andamging

perspective like a kaleidoscope, as the semiotis wvith the symbolic

ensuring that depth and shadow are given to th&.wor

The grotesque carnival changeability and doublmgaticeable in the title,
Pantomime The staged scene of violence, like all carnivgles acts in

pantomime, will cause no lasting harm. Transgressib socially accepted
behaviour is at the heart of pantomime and itslistéa scenes conceal the
transgressive menace underneath. This is a mordh& human malice which
is contained and hidden beneath social mannergievthe semiotic drives are
held in check by the rules and structural hierashf the symbolic’s imposed
social etiquette and manners. The grotesque daubahd slippage of Pierrot’s

persona is carnivalesque in its duplicity, a camirmovement of the semiotic

198 poj s’appiccar, come di calda cera

fossero stati, e mischiar lor colore,

né I'un né l'altro gia parea quel ch’era

199 Ogne primaio aspetto ivi era casso:

due e nessun I'imagine perversa

parea; e tal sen gio con lento passo.

Divine ComedyTrans. Dorothy L. Sayerdp49: 228-229 Canto XXV: v 61-63 & 76-78.
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impulses which drive and try to dislocate the syhaboonstraints of the
rondel. This constant flow from semiotic into syrhbdractures the unity of
meaning, as it fractures the persona of Pierroie $hission in Pierrot's
persona allows the ‘Other’ to assume a positioanroscillating, ambivalent
doubling which destabilises the surface picturesgas of the fantasy,

allowing that which might be excluded by represtoteto become visible.

Pierrot can be seen as the ‘lieu de rencontrent ke convergence, alliance
des contraintes, blanc et noir, parfois compliqeérduge’ (Palacio 1990:
223)1°The red is violence, ire, bloodshed and death. Sénen Deadly Sins
are silently accompanied by the vestigial shadowdezth which continually
reveals and cloaks itself as a permanent flickerperipheral presence. It
morphs in and out of Pierrot himself in the blackl an the stains of red. The
red tendril in the powdered-white face bleeds tglothe poems, erupting into
floods of blood that issue from the clown ‘comméesblanc appelait le rouge’

(Palacio 1990: 713!

xX  The yearning of avarice
The red associated with Pierrot’s mouth is foundbath Parodie (42)"*? and
Pierrot voleur (14,' where it colours the desirous yearning of anciady

Avarice. InParodie Avarice’s representative is the intense duenna:

110 Meeting place, point of convergence, compelle@nblack and white, sometimes complicated by
red.

111 As if the white were calling out to the red.

112 parody.

113 pjerrot the thief
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Des aiguilles a tricoter Knitting needles

Dans sa vieille perruque grise, In her old, gréy w
La duégne, en casaquin cerise, The duenna, inydbedice,
Ne se lasse de marmotter. Never ceases muttering.

The stain of red covering her breast and the kgttieedles in her grey wig
combine with her muttering to create a strangetglfoding image of a mad
old woman. Chaucer’s parson The Parson’s Talendicated that avarice
was accompanied by the habit of muttering and mungu but this is a
habit common to anyone and can also be indicativa digh-level of
emotional stress or self-involvement. This duenpgears taut and agitated,
as her muttering pours forth from her in a contimsustream. The word
‘duégne’ or duenna, stems originally from the Latiord ‘domina’ which
means a mistress or lady of rank, or the supefiar munnery. In Spain the
word was applied to the queen’s chief lady-in-wayti The meaning
gradually altered to an old lady chaperon, or gogss to the young ladies

of her employer$horter Oxford English dictionamnyol.1 1973: 615).

The word is strangely polyvalent and grotesquelystivd, containing
complete opposites within its own symbolic bounelariThe ‘domina’ root
immediately conjures the sense of dominance or ‘doeninatrix’, the
ultimatefemme fataleThe strength of this root meaning, combined viliid
elderliness of the duenna, generates an image ahaent harpy, or virago,
filled with the mutterings of repressed, perverssict. The odd nature of
this image explodes at the reader who is both segubnd amused at the
notion of an elderly woman fulfilling the role démme fataleone who

seems to be driven by some overriding, insatialalssion. The play on
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‘mistress’ contained within the term ‘domina’ adasthe incongruity and

ambiguity of the duenna, as the idea of a mistbessg an elderly hag is
grotesque and distasteful, imploding the acceptediak expectations.
Mistresses are culturally viewed as filled with fhreshness of youth and its
bloom and never with the wrinkles and sagging fleéhage. However,

within the context of this verse, Giraud brings ,ageuth, desire and death
together within the confines of a single word. Tmsompleted grotesque
ambivalence of ‘duegne’ challenges the boundarfesymbolic definition

and allows the semiotic to escape and releaseansdressive fluidity and
desiring greed into the poem. It overturns acceptetions and turns
avaricious desire topsy-turvy as it displaces pasfiom youth to age and
the role of hunter to that of huntress. The malansabsent and entirely

passive presence.

The splash of cherry red startles the reader. Auwobf passion, blood,
anger and violence, it is an unusual colour forederly duenna to be
wearing. This becomes more peculiar when it is tstded that the word
‘cerise’ (cherry), figuratively denotes spring, yio@and the beginning of life.
However, the word has a darker aspect to it, earitalso mean ‘bad luck”

An added ambivalence wraps itself around the duandathis bright cherry
splash drives the semiotic to the surface of thenpon a flowering of
carnivalesquejouissance The duenna is ambiguously doubled, as she
simultaneously contains both age and youth withen¢onfines of her own

person. She is the divided subject that is permtnenoving between

114 e trésor de la langue frangaise informatisép:/atilf.atilf.fr.
120



states. She epitomises the nature of the grotesfjgee something is inside
something else; an instability and mutability whiensures a sense of
unease. Like the ‘laughing, pregnant hags’ mentddmneBakhtin (1984: 25),
the duenna is a combination of both life and dedthis duality is
reminiscent of the medieval picture of a young womano is split in two in
a mirror which reflects one half of her as youngl dhe other half as a
skeleton™ This reflection reveals the integral relationshipat exists
between life and death. All living entities contatheir death within
themselves, the two states are inseparable. Thabihityt associated with
woman can be seen in a detail taken from GustawmtidiBeethoven frieze
The hostile forcesThe detail is dominated by the lurking, skeldétaty who
hangs pendulously and loathsomely over the threeagmnaidens who coyly
pose in the foreground of the work. This hag is wikaconcealed behind
each of the beautiful facades. The further titlehaf painting is revelatory:
The three gorgons: sickness, madness, d&attere is the result of Avarice
as personified by these figures and the duenna. &oi: a gorgon who

bears madness, sickness and death into the wolnldno&nkind.

During the Decadence this vision of woman was pnemi and all-
pervasive: she was seen as both the bringer cdrife more importantly, the
giver of death. Giraud’s duenna allows the statdgenand death to morph
one into the other without any separation, as theeeno representational or
physical boundaries. The image merely flows through words in a

semiotically transgressive manner, upsetting anestipning the nature of

115 See Figure 13 en page 5.
118 See Figure 14 en page 5.
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appearance. The duenna is an illustration of theiatent dualism of the
carnivalesque grotesque body however; she is almlatly more sinister

figure in her avaricious desire:

Sous la treille elle vient guetter Under the arbshe lurks

Pierrot dont sa chair est éprise, Flesh burning dasire for Pierrot,
Des aiguilles a tricoter Knitting needles

Dans sa vieille perruque grise. In her old, greg wi

The word ‘guetter’ indicates that the duenna’s ntitns are fuelled by
motives that bode ill. She is lurking under theoan hidden and biding her
time, waiting to entrap Pierrot. The word ‘treili&fers to an arbour made of
vines, and though other clinging plants were usedias generally a vine
arbour. ‘Treille’ also means a net used for catgtghrimp or prawn§! Like

a maenad, the duenna is fired by mad passion anteft by the vine. In her
mad maenad-like state she is closely related tavtben and lunacy. The
frenzy of the maenad was an altered state of mmudb@haviour that could
lead to murder, but which also denoted violent aganised love, where the
Dionysian spirit and madness were fused. The dugremaricious, mad
desire, the burning of her flesh, is a bacchargxual desire for Pierrot's
essence. She wants to catch him and consume hindddee is taut with a
tingling menace, thdemme fatals intensity that ensures that the male
object of desire will become a willing or unwillingctim. The savagery and
insane passion attached to desire are focused eoikritting needles, so
innocently stuck in the grey wig. These needlesh wthich Giraud opens
the rondel, are not the inert sign of the femalst{iane of knitting, an

activity generally regarded as the province oflditbld ladies, but an

17| e trésor de la langue frangaise infoatiséhttp:/atilf.atilf.fr.
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ominous instrument of frenzy and possible deatmilitary slang ‘aiguilles
a tricoter’ can mean an épée, foil or baydtfet sense of dread is evoked
by these glinting needles stuck in the wig as tkeapacity for aggressive
stabbing and violation of the body with the progpscdeath slides into the
reader's consciousness. The maenad was alliedath dand love, as she
could intentionally cause the death of the belowéd refrained from loving

her (Schlesier 1993: 110).

The duenna’s desire for Pierrot is so intense that possibility of the
implosion of Eros into Thanatos is creepily appgréerrot is not a love
object, but prey. Driven by her avariciousnessdssgss Pierrot entirely for
herself, her greed becomes a lust to consumeTlife.duenna personifies the
sadistic, vindictive and allurinfemme fatalevho brings only death to the
object for which she burns with desire. Howevee, thinks in her delusion

are mockingly exposed by the breeze’s shrill whsstl

Soudain elle entend éclater Suddenly she hears

Les sifflets pointus de la brise: The shrill whestlof the breeze:
La Lune rit de la méprise, The Moon laughs atdékeision,
Et ses rais semblent imiter And her rays appearitoic
Des aiguilles a tricoter. Knitting needles.

The shrill whistles, like wolf whistles, deceiveetiduenna, but the sound
does not betoken the presence, or expressive ddmijraf the person she
craves. The wolf is the animal associated with ghme of avarice and the
demon Mammon. The breeze, it seems, is makingraggbcomment on the

duenna’s insatiable obsession. It also carries ivitie laughter of the Moon

18| e trésor de la langue francaise informatisép:/atilf.atilf.fr.
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which is aimed at the duenna and both the whisttesthe laughter are at
her expense. Giraud uses the noun ‘méprise’ whigan® ‘mistake,
misapprehension, error, delusion’. This is veryseldo the noun ‘mépris’
which means ‘scorn or contempt’. This homophonigyplith words and
meaning allows the mixing together of scorn andusieh in a semiotic
fusion. The Moon mocks the duenna’s deluded padsioRierrot and her
foolishness at being deceived by the wolf whistdéghe breeze. Pierrot,
though physically absent from the poem, is evolkenigh the presence of
his tutelary deity. Pierrot is the invisible gluéieh unites the Moon and the
duenna, subsumed in some manner by both. He islfjeet of contention
but is simultaneously an absence, a lack, which Maion and duenna crave

to fill. This mistaken craving is what raises peithiaughter.

The Moon’s laughter is seen in her beams of lighictv have taken on the
shape of knitting needles in mocking parody ofdbenna. It is obvious that
the Moon sees Pierrot as belonging entirely todieesd she is unlikely to
cede him to the duenna. Her rays become a jealmtsctve crown for

what she considers as belonging to her. Virgindijtavneedles of light
appear like the crown of the Lady Mary opposing e¢hethly avaricious and
desiring needles of the duenna as Mistress Eve.cohélict between the
femme fatalgearth) and the goddess (heaven) is visible i ititeraction.

The crown of thorns is made up of needles of mgbnlbut the scorning
laughter attached to these rays elides and deastgbibny notion of a
separation between the evil of the earth and thegess of the heaven,

betweenfemme fataleand goddess, as this goddess of the sky is as
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bacchantic and lunatic as the duenna. Identitylusrdd in a wonderfully
grotesque manner as Moon and duenna are conflatedeir desire for
Pierrot. The Moon’s desire for Pierrot is as avats and rapacious as the

duenna’s and equally as dangerous.

Both the Moon and the duenna share the desirdéiGther’ and Pierrot is
merely an object that they believe will slake thised. This need swiftly
alters from Eros to Thanatos and love becomes ged/ato the death drive
and wish. Pierrot’s life is the only coin that walatisfy their mutual greed.
Their laughter and muttering combine in a swell‘wbrds deprived of
language... the obstinate murmur of a language whkjpaks by itself,
uttered by no-one and answered by no-one’ (Foucafélman 1985: 41
that bubbles and boils injauissanceof madness. This glossolalic noise of
avaricious desire destroys the boundaries of syimbaéfinition in a
grotesque parody of orgiastic release that is le@uby the greedy spectre of
death and the splash of blood red. This trail ol aed blazes forth in the

bloodshed and glory found in the gleam of red rsibre Pierrot voleur

(14).*°
Les rouges rubis souverains, Royal, red rubies
Injectés de meurtre et de gloire, Inflamed waithrder and glory,

Sommeillent au creux d’'une armoire  Drowse holow chest
Dans I'horreur des longs souterrains.  In thedraf underground galleries.

The rubies seem to possess some iliness or matigras Giraud uses the

word ‘injecté’ meaning ‘injected, inflamed or comsged’ which are medical

1% murmure obstiné d’un langage qui parletaitt seul- sans sujet parlant et sans interlocuteur, tassé
sur lui-méme. (Michel Foucauliits et Ecrits 1 Préface de 1964. 16)
120 pierrot the thief.
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terms. The stones appear to be feverishly ill ilowg caused by the taint of
murder they contain and which causes them to lleeeed of blood-fuelled
passion. Lady Avarice seems to reside at the hedattiese blood-coloured
jewels.The stones have aroused contradictory imepulshe transgressive
desire to commit murder in order to attain them #edcraving for the esteem
and regality associated with the glory that thgyesent. The ideal of glory is
always accompanied by the darker undertones ofdsloed that has resulted
from the display of power and subjugation. Gloryaisnany-faceted word,
containing both positive and negative qualitieshwititself, that indicate
duplicity and ambivalence. Glory and bloodshed Itagei one into the other,
becoming inseparable in their joint need to sat@®aricious desires. Yet
glory is also a state of religious exultation emsyirthat this word vibrates
between the contradictory meanings that it contdihe attainment of earthly
possessions or desires confronts the spiritualurapand transcendence of

religious belief.

The rubies represent the red of rapture and sjutid) a symbol of desire
and passion. It is the acquisitive nature of demiré passion that leads to the
need for possession bringing with it the cost aftbe'Gloire’, ‘meurtre’ and
‘souverain’ suffuse the verse with the blazing bld@ht of the rubies.
These words flow and become twisted into one amoimea grotesque
joining where the primal semiotic drive of avargleams and glows out of
the rubies and the sinister intrigue between glowyrder and things royal is
clearly reflected in the stones. These rubies irdbugh murder and glory,

appear inflamed and drowsy, demonstrating the aamdav logic that
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Kristeva associates with poetic language. Thebation of traits that would
not normally be applied to inanimate objects isaaggression of the laws of
the logic of everyday communication. This allows #emiotic to burst free
and alter the meaning and the nature of the rubseseleasing the play of
opposites which oscillate in the words used to diesdchem. As Mallarmé
wrote:
The pure work implies the disappearance of thelspgaoet, who
yields his initiative to words, mobilized by the osk of their
differences; they light up with reciprocal reflexts like a virtual
trail of sparks over jewels. (Mallarmé 1945: 366)
It is the differences contained within Giraud’s @eithat glint off the rubies

and seep out of the rondel’'s structure like blanda semiotic sundering of

the symbolic’s control of given meaning.

These somnolent, glowing rubies lying in their ballchest are not asleep,
but neither are they awake, it is as though theypatiently awaiting some
event. Like the slitted red-eyes of an avariciouggdn, or demon, they
gleam and glint in the dark. An atmosphere of mezatbespoilment,
bloodshed and doom seems to emanate from the stdres word
‘souterrain’” means subterranean, underworld or rgrdand tunnels,
passages, galleries, caverns or any constructegrgnodind building? The
rubies are in their natural element in the catamhtm darkness of the earth.

They appear to be buried in their own catacomb,reviieey lie dreaming,

121 | *aeuvre pure implique la disparition élocutoiremhete, qui céde linitiative aux mots, par le lieur
de leur inégalité mobilisés; ils s’allument de etflréciproques comme une virtuelle trainée de $eux
des pierreries.

122) e trésor de la langue frangaise informatisép:/atilf.atilf.fr.
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illuminated with the fire-like eyes of Mammon, tdemon of avarice, who

seems to be their guard, one that lies patientlyait.

‘Souterrain’ is rhymed with ‘souverains’, the suipé@ean, or underworld, is
joined to the sovereign and an image of hell ordsadses out of the horror
of the galleries, which blaze with the red of thenes and their associated
sin. These blood stones are reminiscent of finep@uegranate seeds. In
Greek mythology red pomegranate seeds are assbaiate Persephone
who ate these ruby-red grains, either through éngkor through desire,
when she was trapped in the underworld. The pomeggatself had sprung
from the blood of Dionysus when he was killed. Bph®one ingested these
blood seeds which sealed her fate as the godddbge ainderworld and her
role as an aspect of the Triple goddess, anotiver & which is the Moon.
Avarice, death and madness seem to be commingléaeimuby-coloured
jewel seeds.The passion and desire that theseopsered stones evoke is

closely attended on by the handmaidens of avarndedaath.

Beneath her garb of precious stones avarice bbearbdof of the devil. A
femme fatal®f incredible attraction, she lures through helitgio inflame
the human heart with greed. Tfremme fataleas possessed by the devil is
nowhere more apparent than in the etching by EélidRops called.a
femme et la folie dominant le moréfeHere a young, luscious, naked

female in an alluring pose is given devil's hoowestead of feet. She is the

123 seeFigure 15on page 5\oman and madness dominate the woflthere is an alternate title to the
etching which id_a prostitution et la folie dominant le mondehich offers a slightly different
perspective on it.
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femme fataleas the devil's creature and all men who avaridiodssire her
are damned to madness and to death. Death, agaskatow, laughs and
reaps the rewards of murderous desire. Avaricesspod maddens the soul
with concupiscence, which leads to death’s aboderevithe rubies lie in

languid brilliance.

Drunken Pierrot, along with some brigands, is lupgdhe siren call of the

stones which he decides to steal:

Pierrot, avec des malandrins, rrBielong with brigands,

Veut ravir un jour, apres boire, Afeeday’s drinking, wants to ravish
Les rouges rubis souverains, daRaed rubies,

Injectés de meurtre et de gloire. laimied with murder and glory.

The word ‘ravir’ or ‘ravish’ is an unusual adjeaito use in connection with
the greed for inanimate objects. ‘Ravish’ is asstec with the human and the
fleshly, yet it is also the removal by force orrsdgs of property belonging to
another. This property is not necessarily that Wwhecinanimate. Ravish can
mean to seduce, abduct or rape. The sexual, eanticfleshly connotations
that are hidden in the word seem to perfuse theestovith sensuality. The
word breathes life into these stones and their wolmlds the promise of
rapine and pillage and reveals the appeal they toolthe baser, venal nature

of humankind.

But the sexual side of ‘ravish’ is in oppositiontte religious meaning that
it possesses. This is a rapture that goes beyandhysical: it is the ecstatic
ravishment of the soul that elevates it to a higlsgiritual and mystical

plane.The ecstasy of St. TherdsaBernini is a magnificent portrayal of this
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spiritual ravishment* which at the same time is an accurate representati
of the bliss of orgasm. The little angel with theosv standing over St
Theresa is ambivalent, as his resemblance to tganp&upid is obvious.
The anguish of the stabbing arrow, a rape of lobéiss, and the statue is
filled with the ambiguity that ‘rapture’ implies.hE need to be consumed by
this bliss, to be raped into ecstasy, is nowheteb#lustrated than in John
Donne’s poenBatter my heart three-personed Gédwhere the ravishment
is fervently desired because it, and it alone, psesexultant rapture. The
orgiastic desire for this religious state of posgasis only thinly separated
from that of the thief's overpowering desire forteréal possessions. One is
condoned as an expression of the purest sanctiijstwhe other is regarded
as a sinful transgression of the symbolic laws gawng societal interaction.
Both are a release of the primal semiotic drivesclwiclash with the

governing restraints of the symbolic.

The word ‘ravish’ thus contains within itself tharsgression of boundaries
and the fluid alteration of states with the prona$doth loss and gain, even
if the gain is that of encountering death. Persaphanderwent this change
when Pluto abducted her. There is a vagueness rrongevhether she was
raped or merely stolen. The blood-red of the pomeate seeds, the food of
the dead that her desire or greed made her conslumg to her lips, much

like the vermilion of Pierrot’s lips. It is the sansanguine-colour of the

stones that draws Pierrot. He and his cohorts faoarry out a similar

124 See Figure 16 on page 5.
125 5mith, A.J. (ed.). 1973ohn Donne: The complete English poertmrmondsworth: Penguin Books,
p.314.
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abduction and ravishment of the stones, in a ral@isPersephone’s tale.
Giraud’'s use of the word ‘ravish’ has sliced througe preconceptions of
everyday usage and surprises and unsettles therrddde thought of rubies
as female entities which are open to plunder, cesigand violation adds a
physicality to the stones that is incongruous. $émiotic drives, with their
violence, undermine and invert expectations anddamng so alter the
meaning of the symbolic. As Kristeva indicates:
The text's principle characteristic and the onet ttiatinguishes it
from other signifying practices, is precisely titahtroduces, through
binding and through vital and symbolic differentat heterogeneous
rupture and rejectionjpuissanceand death. This would seem to be
“art’s” function as a signifying practice: underetipleasing exterior
of a very socially acceptable differentiation, agintroduces into
society fundamental rejection, which is matter he tprocess of
splitting. (Kristeva 1984: 180)
Pierrot’s bravura and desire to steal these bladsghas been fuelled by
alcohol. His state is therefore doubly transgressiavarice abetted by
drunkenness. Giraud rhymes the word ‘boire’ (tonkliwith the word
‘gloire’ (glory). It seems that in Pierrot’'s casend and glory are tied to one
another and this rhythmical linkage to drink furtiselllies and undermines
the concept of glory. All the baser aspects of humature are combined
into a word that used in normal communication, dbss religious fervour
and honourable jingoistic acts. Here, honour ibedound amongst a band

of brigands and a cowardly clown, who has a propets alter character in

a manner that mirrors the facets of the red sttdmsselves.
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Avarice is the sin that creates thieves and murdeard inflames the heart
with avidity, but Pierrot’s avarice is never to $atisfied, as the blazing red

of the stones scares the cohorts from committieghbft:

Mais la peur hérisse leurs crins: But dreastles their manes:
Parmi le velours et la moire, Amidst the velvet and the moiré,
Comme des yeux dans I'ombre noire, Likesageblack shadow,
S’enflamment du fonds des écrins Blazenftbe bottom of the casket
Les rouges, rubis souverains! Royal, red rubies!

The blaze of the rubies in the dark causes tenrtine potential thieves. The
rubies lie in royal estate, nestled in velvet arairg) in all their richness and
fluidity. Hidden in the casket in the gloom and dbwas, these rubies are
filled with a fire the glow of which flames in th@ark. The sight of the

flames raises the hair on the bodies of the thieves

Giraud has used a strange word to describe théflibg action. The word ‘les
crins’ in every day French is the term for a maha borse. Giraud’s use of this
word to describe the physical response of Piematlas gang is a slippage of
meaning, as it grotesquely fuses animal charatiteayisnd human reactions.
This hybridity reveals the grotesque doubled natfr@ierrot, as well as the
ambivalence and carnival nature of poetic languafere a particular logic
holds its implicit negation (Lechte 1990: 109). éikpooked animals, sensing
that something is wrong, the band of thieves lasstvith instinctual fear and
supernatural horror. Dread hides in the dark shadamd in the imperceptible
presence of avaricious death with her blood pride fluid grotesqueness and
ominous balefulness of the rubies and the cupttity inspire are juxtaposed to
the animalistic fear of the drunken, rapaciousvibse The semiotic breaks loose

and the staid controlling normalcy of the symbadidost as the drives of fear,

132



avarice and death collide. The reader, too, baséiethe eerie nature of the
verse and the threatening feeling of somethingaimaisly enticing. The stones
and their queen are alluring sirens, temmes fatalesf the underworld. They
cause drisson of fear and attraction that repulses and daurgsrd®iand his

accomplices and makes the reader uneasy.

But the titlePierrot the thiefis laughably ambivalent as Pierrot fails to steal
anything. The notion of thief and its ‘Other’ arbetefore held in an
ambivalent relation. Pierrot is seen as ‘lachend’tacheté constitutionnelle
et invincible’ (Henry Ceard in Palacio 1990:1#)Though Pierrot appears to
be the disciple of Mammon, his fear and cowardeaa/¢ him with only the
ruby bloodshed of his silent mouth as prize. Fdathe dark and what it
contains allows Pierrot and his cohorts to reaoifrf the clutching shadowy

gloom escaping the hunger of the queen of the dead.

As a cowardly thief Pierrot manages to transgtesth the notion of the
hero and the anti-hero. His rapidly altering chaagthe ambivalence of
which allows him to be ‘many’ whilst espousing neefl traits) confers on
him his fantastical allure. This fluidity readilyl@avs him to abandon and
forget the pose of thief and assume the role of suiéering from the

malaise of melancholic boredom and spleen.

126 cowardly, with a cowardliness that is constiutiomadl unconquerable.
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xxi  Insidious sloth
A thread of red dribbles intb’Eglise (27)%*" and the surrounding tenebrous
melancholy exhales softly. Wafting into the fragragijoomy church, Pierrot
iIs a moonbeam figure whose presence seems toesthdl ponderous

atmosphere where

Et soudain les cierges sans nombre, Suddenlystapgrout number,
Déchirant le soir expire, Rend the expiring njght
Saignent sur l'autel illustre, On the illustratdthr bleed,
Comme les blessures de 'Ombre, Like the wound3avkness,
Dans I'Eglise odorante et sombre. In the odordasrgy Church.

The candles flare, piercing and tearing the exginmmght like fine, fiery
swords. An aura of violent death and sombre melaigctike black bile,
bubbles from the verse. This penitential light seémbe trying to stave off
the shadows of tenebrous gloom. Yet, the life @ tlght is short, as the
tapers stabbing the night are themselves expifihgy deliquesce and bleed
onto the altar like the blood of the night, or afcaltic sacrificial victims.
Death, darkness and melancholy pervade the scedeaaninkling of
something ominously wicked and sinful drifts on th@&porous, fragrant

duskiness.

The word ‘Ombre’ (darkness or shadow) is capitalizehere this is

grammatically unnecessary and places stress umomwaoind, emphasizing it.
This capitalisation is only applicable when refeens being made to the
infernal, or the Satanic. The disturbance of theserdine through the use of

the majuscule allows the semiotic drives to invalkde church. Here they

127 The Church.
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combine with a dark presence to lend an atmospferaalign reversal to this
place of worship. The Prince of Darkness and theo$isloth dominate the
church. They are accompanied by the melancholicgmee of death,
humankind’'s punishment for sin. The candles havened the wounds of
Darkness and simultaneously become the blood sktlunds in a form of
self-sacrifice. Blood, wounds and self-sacrifidee nd result of mankind’s
sin, were the elements the church founded itseihuphe gloom and torpidity
that reign inside this church, with their stagnamsma of misery, make it the
perfect abode for the sin of sloth. The lethargy &ss of spiritual striving

that accompanies melancholy sloth causes an ioverd belief and allows

the satanic demon of wanhope to slip free. The ateniwith its dark

transgressive drives slithers into the murkinesktae symbolic is toppled, as
it is incapable of controlling death or limitingogh. So, like the fragrance,

sloth and death float freely in the dimness ofdherch.

The blackness and drive to extinction that slofbresents allies it closley
with death. Sloth incarnates the figure of famme fataleas a disguise for
the presence of death, of which sloth is the embedt, seducing and
enticing mankind into sin. It was woman who, acaogdo the teachings of
the Church, originally brought sin into the worlddawith sin came the
punishment of death. Woman gives life and in smg@he also imparts the
gifts of sin and death which greedily gobble humapsagain. Neither sin,
nor death can be stopped by the symbolic as thegeekit and yet are
contained simultaneously within it. Thus the chuicimcapable of denying

death, but has chosen to expound the belief, inlltleton of eternal life, but
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to attain this vaunted state necessitates dying.ofity redemption for sin is
death and the reason for death is sin: this tagyolibrates and oscillates at

the centre of the church and its beliefs.

The capitalisation of ‘Ombre’ is balanced by theitalisation of ‘Eglise’
(Church/ Christian religion’¥? two foes locked in permanent opposition and
battle. The ambivalence of the church is foundtsnaittempt to absorb all
opposing forces. The darkness of sin, blood andhdaee thus placed in
opposition and confrontation with the offering afrdiveness, everlasting
life and bliss. These are all concepts and ideas #ne central to the
doctrines, beliefs and body of the church and ange tension holds these
contrary forces in place. But it is not difficutirfone of them to break free,
thereby transgressing and inverting the systeis.the sin of sloth, with its
gloom and melancholy, that has floated free anddesuthe murky
stagnation, desuetude and torpor apparent inside dhurch. This
lugubriousness is aided by the punctuation of #rse; as every line has the
pausing closure of a comma, which emphasises sksvaed structure,
mirroring the ponderous architecture of the buidirHowever, Giraud
disturbs the role of the church as nurturing previdf forgiveness, love and
eternal life and shows in its stead a sombre edifigilt on destructiveness,
blood and sacrifice; one permanently dominatedhgyfear of sin and the
eerie presence of death. The fragrant gloom, wstmiany candles and altar,

evokes an infernalism associated with Satanismth@dChurch’s rites and

128 The capitalisation of the word Church ensurestt@word takes on more than the simple meaning
of the architectural building. In Catholicism it axes the entire body of the religion, rites, dogbeief,
practice and all who serve the establishment, itiquéar the Pope.
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dogma are quickly and easily transposed and demwniBhe ambiguous

nature of good and evil are exposed as is therdejpendence.

A sense of macabre, sardonic laughter pervadesglbem as Kayser
observed: ‘Laughter combined with bitterness whiakes the grotesque
form acquires the traits of mockery and cynicismd dinally becomes
satanic’ (Kayser in Bakhtin 1984: 51). This laughéxposes the hidden
presence of evil in the sacredness of the Chusdif.itlt is this macabre,
mocking laughter that is so well described in tlodofving lines from
Kristeva'sBlackSun
Clasped in the arms of Death, no one escapesifitsagfatal one to be
sure, but here anguish conceals its own depreésigce and displays
defiance through sarcasm or the grimace of a mgc&mile, lacking
triumphancy, as if, in the knowledge of being ddoe laughter was
the only answer. (Kristeva 1989b: 118)
Anguish and melancholy, the defining aspects ahsloombine with death
and laughter to transgress the seriousness anplotierous rituals of the
Church, in a verse that satanically profanes thstitution. The illustrated
altar with its wounds of darkness and waxy blooefigures the wounds of
the Madonna and the altar of the poet’s verseldrpbenEvocation(28) %
The red eyes of the rubies Rierrot voleur(14)* are mirrored in the ‘red,
open eyes’ found inEvocation the title of which has a mystical,
otherworldly allure. A sense of spirits, death, noeynand hankering is

kindled. Evocation is a calling out to the dead aerdms to flow outwards

from the poem and the Madonna:

129 Eyocation.
130 pierrot the thief.
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O Madone des Hystéries! O Madonna of Hysteria!

Monte sur I'autel de mes vers, Ascend upon the afteny verses,
La fureur du glaive a travers The fury of the gtahas pierced
Tes maigres mamelles taries! Your meagre, withbredsts!

The Madonna is no longer the stoic, beautiful anevgng Virgin. Hysteria,

the madness closely associated with women, hasdsbir and her passion
appears uncontrolled. This hysterical and melancliisturbance of reason,
as the result of sin, represents the triumph dhslBhe seven sorrows of the

Virgin seem to have become focused into this sirdgadly sin.

The poet offers his verses to the Madonna as an @hon which to ascend.
It is as though his verses will lift her from a l@state to one of superiority,
thus ennobling her and allowing her to attain gyali transcendence. But an
altar is also a symbol of sacrifice and bloodleftitn the medieval and
renaissance Church the altar was decorated witiesagepicting the life of
Christ in which the serene Virgin appeared. She veasly depicted as
distraught and never as hysterical. Yet, there et The Rottgen Pieta,
which represents an entirely different view of Macloser to the grotesque
portrayal in Giraud’s poem. Here the Madonna is yming and beautiful;
instead she has a drawn face that seems to wailtketagony of the Man of
Sorrows, her son, who lies in her lap. His bodgksletally thin, he wears a
crown of thorns and his face and limbs are bloaattseped and large drops
of blood well from the cut in his sid&.But the poet has transgressed and
reversed the role and the nature of the Virgin euetier than this haggard

sculpture. He has made her human and fallible anger madness he has

181 See Figure 17 on page 5 .
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inserted the seed of sloth with its creeping sasl@esl misery. He further
damages her image by describing her as having peeced by a sword.
The glaive is a double-edged sword that also fonetil as a spear or lance,
like the sword of Damocles, which symbolised th&@oand vengeance of
a god. The use of the word ‘fureur’, or fury, dsvihe glaive with a force
and hatred that is unexpected, particularly whemedi at the Virgin. It has
pierced her breast and the poet seems to trangp@seound of Christ onto
the Virgin. She appears to be suffering severe ghument, as though God
were enraged with her and exacting vengeance. lldvappear that the
death of her son is her fault. Her breasts are alsibthose generally
associated with images of the Virgin, they are like withered dugs of an
ancient crone. In the Catholic religion, divine liedge came from the
breasts of the Virgin. Therefore the descriptiorih& breasts as withered is
an indication that the poet regards divine knowéedg having dried up. The
misery of sloth seems to have emaciated the Visggpirit and ability to
interced with heaven and perhaps it is this sisulow that has earned her
the fury of the glaive. The poet brings the sa@aed the profane together in
a carnivalesque grotesque transgression and theriviads seen as mortal
and sinful. In this she mirrors the Madonna of Balaute:

Enfin, pour compléter ton réle de Marie,

Et pour méler I'amour avec la barbarie,

Volupté noire ! Des sept Péchés capitaux,

Bourreau plein de remords, je ferai sept couteaux

Bien affilés, et comme un jongleur insensible,

Prenant le plus profond de ton amour pour cible,

Je les planterai tous dans ton Coeur pantelant,

Dans ton Cceur sanglotant, dans ton Ceceur ruisselant!

Finally, to complete your role of Mary,

And to mix love with inhumanity,
Infamous pleasure! Of the Seven Deadly Sins,
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l, torturer full of remorse, shall make seven

Well sharpened Daggers and, like a callous juggler,

Taking your deepest love for a target,

| shall plant them all in your panting Heart,

In your sobbing Heart, in your bleeding Hedft!
Baudelaire makes his Madonna all too human. Toeas® the profanation
of her sacredness, he pierces her heart with dadggshioned from the
Seven Deadly Sins. This parodies the Catholic igoaqghy of the Madonna
with seven swords of sorrow through her heart wisich holds in front of
her. Though her heart is pierced there are no nmamkbe Virgin, the heart
is symbolic. Baudelaire’s depiction is a gleefutlgurposeful revenge and
inversion of good by evil. However, the evil is se&s inherently present
within the sacred object. The poet has juggledvarsal and the sadistic,
infamous pleasure of Satanism overwrites and sanatiusly co-exists

within sacredness. The wounds of darkness are thimses of sin which

exist inside the soul.

Giraud uses a similar transgression of the scamethe depiction of the
Madonna. However, he takes it further, inflictingpwmds to her breast,

which are like open red-eyes:

Tes blessures endolories Your wounds of suffering
Semblent de rouges yeux ouverts:  Like eyes recprd:

O Madone des Hystéries! O Madonna of Hysteria!

Monte sur l'autel de mes vers! Ascend upon the altany verses!

Her suffering is inflicted on her life-sustainingtrdoutes of motherhood,

which are slashed and wounded. The wounds areopdnér hysteria and

132 Baudelaire, C(tr. William Aggeler), The flowers of evil: 1954ww.fleursdumal.org/poem/209
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represent the suffering of sloth, but though theinds are like eyes, yet they
are non-seeing and lack any insight. All grace Iesn drained from this
Madonna. She is sterile, through her sufferinghsluds leached away her
sacredness and her mystical allure. The sense tmguéaand anguish
completely enfolds and fills this Virgin. She issttmater dolorosa* and
she exhibits a spiritual lethargy as she holds loeit son in long and
‘exhausted’ hands:

De tes longues mains appauvries,  Your long impstied hands,

Tends a l'incrédule univers Offer to the sceptigatld

Ton Fils aux membres déja verts,  Your Son with Bralveady green,

Aux chairs tombantes et pourries,  Flesh wastingratidn,

O Madone des Hystéries! O Madonna of Hysteria!

The verb ‘appauvrir’ in the past tense means impsked, lacking in fertility,
exhausted; meanings that enforce the spirituatriees and depleting presence
of sloth in the poem Qollins Robert French dictionary1993: 38). The
despairing derangement of melancholy that rises floe Madonna releases
the underlying semiotic drives into the poem. Thagees are focused in the
gaze of disbelief and repugnance that the ‘scdpticald’ passes over the
remains of the Madonna’s son. The validity of thaddnna and son is
sloughed off into the worldly malaise of indiffe@nand doubt. At the centre
of this dejection there is an oscillating statedoflity. Non-Christians saw
melancholy as a state of grace having a spirittmedsion that was not only
good but also divine. For the Christian church metely arose from original

sin and was therefore anathema as it was consi@atzohic. Melancholy is in

constant ambiguous motion between its ecstaticsatahic components. The

133 Grieving Mother.
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Madonna is firmly in the grips of sloth with itsatrsgressive hysterical lunacy.
The results of sin are visible in the remnants @f $on. The body that she
holds out to the world is rotting and putrid witangrene, this dissolution is
the result of the evilness of sin that brings abitwat end of life through a
dissolution of the flesh and the abjection of de&bath is the beyond, the
border that is established by the rules of life @émel physical body. Death
beckons and calls and its aim is to disintegrateaier identity and order. For
the Madonna’s son, death of the body was paymersifio The deliquescence
of the physical form into the abject horror of tleéting cadaver displays death
as:
Immoral, sinister, scheming, and shady: a terrat issembles, a
hatred that smiles, a passion that uses the badpdier instead of
inflaming it, a debtor who sells you up, a frienchavstabs you.
(Kristeva 1982: 4)
The image of the son’s death is repulsive, buinslaneously humorous,
in a macabre manner. It is a monstrosity that d¢ostéhe principle of
laughter, which cannot be restrained by the syrobdihe corpse can be
thrust aside by means of this laughter; the poeswh putrid decay of what
was sacred both attracts and repulses in an amiBgsge-saw movement.
The grotesque nature of the sacred is seen tothegrutrid darkness of sin
within itself. This sin makes the boundaries of tteepse permeable and
allows the Satanism of the profane to invade théypaf the sacred. For the
poet, the sins of the flesh have overcome and teféhe sacred that is now
dominated by death and the misery of sloth. Thendisabjection of death

is, as Kristeva observes,

A source of evil and mingled with sin, abjectiorcbmes the requisite
for a reconciliation in the mind, between the flestd the law. “It is at
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once what produces the disease, and the sourceatthh(it is the
poisoned cup in which man drinks death and puttieflacand at the
same time the fount of reconciliation; indeed, ¢b @neself up as evil
is to abolish evil in oneself]”. (Kristeva 1982:7:228)
Through this inversion of the sacred the poet lagaled the Satanism
beneath and this knowledge explodes from the paersatirical laughter
which is filled with both fascinated temptation,easion and loathing. The
poet has forcibly joined the sacred to the profanan effort to unveil the
hidden corruption, which lurks within the sacretht’s and death seem to have
overcome and defeated the Madonna and her songthrtheir combined
despondency and abjection. Tieenme fataldigures of sloth and death, with
their defiling and destructive aims, stand in direpposition to the sacred
nature of the Madonna and her son. The poet iscaongplice to the act of
morphing the sacred into the Satanic, but simutiasly he offers his verses
as an altar of escape to the Madonna. The factithatthe poet, and not
Pierrot, who suddenly reappears and addresses tmborivia in the first
person, is what causes a fracturing duality witthie poem. The emotional
response of the poet to the Madonna is personadisddhe bitter disbelief is
made more vivid. However, the personal is sharaetraflected through the
distancing figure of Pierrot and through the swuetof the verse. It was
Pierrot who originally entered the church and tbetgeems to have morphed
from the moonbeam body of the clown to stand dydmtfore the reader and
this Pieta The symbolic is thrown into disarray and the s#iidrives of sin,
death, madness and laughter overwhelm the verskshanreader in satanic
mayhem. The contents of the poem are in fluid gesssion, one image

merging into another and only the integument of tbedel's structure
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manages to prevent a complete implosion of the s¥yimbEverything
becomes ambiguous and unstable and the bordedemtity blur. The poet’s
presence flickers and vibrates, slowly metamorpigpsnto the form of

melancholy white storks.

In Les cigogne$33)=* these white storks are silhouetted against alidek

horizon and in this stygian landscape the storksnat only mournful, but
the sun is ‘despairing’ and ‘dying’, as the inkysK night overwhelms the
glowing embers of day. The beaks of the storkgerldbgether in a solemn
dirge to the death of the day that resembles thgenaf a skeleton’s jaw.
This macabre lament and the bodies of the stooks,n their woe, re-evoke
the sad, gawky figure of Pierrot. It is this lugwlis Pierrot who, consumed

with languorous dejection and enervated, wearydmre is found irSpleen

(15)*

Pierrot de Bergame s’ennuie: Pierrot from Bergamo is weary
Il renonce aux charmes du vol; He renouncestienes of theft
Son étrange gaité de fol His peculiar madmaaisty
Comme un oiseau blanc s’est enfuie. Like aewbird has flown.

The verb ‘s’ennuyer’ epitomises the ambiguity oé tmalaise of sloth, a
borderline state that vacillates between emptin@ssariness, boredom,
annoyance and nostalgia. The state wavers ancesigd the semiotic roils
beneath the surface of the symbolic. It is the gmtriverb to depict the
grotesque state of sloth in which Pierrot has ins@@rhimself. In the third
line of the stanza Giraud uses two strange woggisté’ and ‘fol’, both of

which are obsolete terms. ‘Gaité’ is an alternatenf of ‘gaieté’ which

134 The storks.
15 gpleen.
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means gaiety, but it is the word ‘fol’, which inggkement and usage, is even
more problematic. The expression that is normadlgduin French is ‘une
gaieté folle’, a feminine construct, which descsitee feeling that it is not
possible to contain, overcome, or control. Giraad bhanged this and split
the expression, ensuring a masculine form of ‘felowever, in modern
French, the form ‘fol’, as an adjective, is usedlydrefore masculine nouns
commencing with a vowel. In this line the use isha genitive form and the
prevailing French word would be ‘fou’. Giraud hgsted instead for the old
French usage of the word ‘fol’ dating back to tlewenteenth century;
when this word embodied all the meaning that ‘fbes come to possess.
The fact that Giraud has used a term that datésetseventeenth century
might relate to the origins of Pierrot’s appearaimcErance, as well as being
integral to the rhyme scheme of the rondeHere a masculine rhyme
ending in ‘ol’ is required to ensure rhythmic anehder continuity with the
masculine ending of the word ‘vol’, or theft, iretipreceding line. Madman
and theft are seamlessly joined together. Yet #sihation, or magical
attraction, of theft has lost its power over Pigrrand avarice has been

overcome by the weary, indifference of sloth.

The use of ‘fol' explodes the grammatical expeotati of the reader, yet
perfectly retains the structure of the rondel. Aopal carnivalised poetic
word, the double meaning of which plays on the arotof madness and

madman and subtly with the idea of gender. Thusamubivalence and

136 See Dictionnaires d’autrefoiliticot, thrésor de la langue francoyse (1606)
http://www.lib.uchicago.edu/efts/ARTFL/projects/d&f (Accessed on the 27/01/2004).

137 According toLe trésor de la langue francaise Informatisép:/atilf.atilf.fr the term, when there is no
reason for euphony, ‘fol’ is employed in the archstiyle and jokingly.
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fluidity is created between words and their asctibeeanings. Giraud unites
madness with gaiety and its connotations of laugime this hybrid element
transgresses and bursts the seams of proprietyubeeant, carnivalesque
mayhem. Mad gaiety capers through the poem andathejingling of the
bells on the jester's cap seems to be heard iverge. However, madness
and gaiety have flown away, like a white bird, dhd malaise of splenetic
sloth has usurped their place. Sloth in Christiatieb appeared in two
guises: either ‘acedia’ or ‘tristitia aggravansie tlatter being described as an
oppressive sorrow, which led to spite, malice, weens and despair. Sloth,
spleen and melancholia were considered to be inseljga elements.
Melancholia was also one of the four humours usedrzient medicine to
determine disease, and was thought to be an indmlahthe humours or
bodily fluids. It was considered that an excessblaick bile, or spleen,
caused melancholia and was regarded as a primarydbmadness. Thus,
though the madness appears to have flown, it is gnesent in a different
guise. The mayhem of gay madness has shifted shagebecome mad

melancholy. The world of this poem is brimming twedlow with

moroseness:
Le spleen, a I'horizon de suie, Spleen, on theéysloorizon,
Fermente ainsi qu’un noir alcool. Fermenting likack alcohol

The image of the slow, dark, bubbling process @cklbile leadens the
horizon with the sooty smog of spleen. A sensereaudness, leadenness and

menace prevails. This imagery is reminiscent ole@4al® description of black

138 Claudius Galenus of Pergamum ca. 130ca - 200. Aieinphysician and philosopher who
implemented the practice of the theory of Boair Humourg(blood, phlegm, yellow bile and black bile)
and linked these to the bodily fluids. In Galerystem black bile was characterized by melancholy,
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bile as a fluid, which when thick is like the dregk wine, or is acrid as
vinegar and when fermenting it releases bubblegast which cause severe
melancholia. Aristotle also equated melancholiah® fermentation process
that wine and bile underwent. Melancholy, sloth @pieen were therefore
connected in the humoural medicine that was prexattis/ the ancient Greeks.
Black bile was believed to be secreted by the splebich was the organ
associated with melancholy. Pierrot’s birdlike weméss seems to have
disappeared as it absorbs the colouration of thekldnd sooty horizon and its
melancholy. This macabrely murky state transgresisedrivolous lightness
associated with words like flight, charm and gaiatyd begets a sense of
cumbrous, fluid moodiness. Sloth lours funereallgmpening any spirits like
a pall, and there is a malignancy and spite inpitevailing dejection, along
with a touch of something unstable and changeddetuation is central to
the word spleen which is slippery with ambiguithelFrench word originates
from the EnglisH* In English it means melancholy, excessively glopmy
morose, but it also had the meanings of merrimaygtiety, caprice,
peevishness and irritabilityShorter Oxford English dictionarg973: 2081).
Spleen was the site of both melancholy and mirthking it an ambivalent
word incorporating its opposite within itself. ill$ the poem with contrary
semiotic drives that tear at the symbolic and dgerin the simultaneous gay

madness and morose sloth exhibited by this marpecedsive Pierrot.

which was regarded as a mental illness. Sufferera fnelancholy, or too much variable black bile,
were considered to be prone to instability or madne

139gpleen in French poetry tends to refer to a stpensive sadness, or melancholy, and was
popularized by Baudelaire, but had its roots in Rutoditerature. For Baudelaire spleen represented
everything that was wrong with the world: deathspher, solitude, murder, and disease and partigular
women.
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The sinking melancholic weariness and despair evitts the Moon who is

seen to cry, her tears dying as they strike thargio

La Lune sympathique essuie The kindly Moon wipes
Ses larmes de lumiére au vol Her tears of lighthe clouds
Des nuages, et sur le sol winging by, and orgtband
Claque la chanson de la pluie: Diesstirgy of the rain:
Pierrot de Bergame s’ennuie. Piematnf Bergamo is bored.

The threnody of the rain is the only sound whictkesaitself heard, but it is
lost in the hearing. The Moon and the rain addht misery and together
conjure up the slothful, sullen sinners found imi2& Inferna

Sobbing underneath the water abide

People who make the surface bubble and froth

As the eye may tell turned to whatever side

Fixed in the slime groan they: ‘we were sullen amdth

In the sweet air made glad by the Sun’s fire,

We fumed and smouldered inly, lapt in sloth,

And now we gloom and blacken in the mite.
For Aristotleaphros or froth, was the euphoric counter to black Hilevas a
mixture of air and liquid which resulted in whiteoth such as found on the
sea, in wine, as well as in sperm. He therefoleetinrmelancholia to spermatic
froth and eroti, making explicit reference to Disng and Aphrodite (Kristeva
1989b: 7). Pierrot is subject to the euphoria ofdntdonysian gaiety and
concurrently the dark misery of melancholic slothe fluctuates in an

ambivalent manner, being neither one mood nor therpbut both at once.

Like Pierrot, the entire poem floats sinuously kesw states allowing a

140 che sotto I'acqua & gente che sospira,

e fanno pullular quest’ acqua al summo,

come l'occhio ti dice, u’ che s’aggira.

Fitti nel limo dicon: "Tristi fummo

ne I'aere dolce che dal sol s'allegra,

portando dentro accidioso fummo:

or ci attristiam ne la belletta negta

Divine Comedytrans. by Laurence Binyon) 1977: 40 Canto VII:1¥9-124.
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carnivalesque doubling to occur. One state inféseand merges with another
without either one being displaced. Boundariesti@esgressed and the states
interpenetrate, leaving a sense of disquiet thatesioing forbidden is taking

place.

Sloth and death are cuddled in the gloomy blankéh® sky and even the
Moon'’s light is swiftly carried away on the fleeimgpuds. All that is left is
the rain with its watery lament that ebbs as itihggthe desolation and
black sadness glide out of the poem into the ongrgboom of the menacing
Papillons noirs (19}* This poem is filled with a whirl of conflicting an
disparate imagery. Butterflies have blackened te evoking a sense of

pervading sepulchural darkness:

De sinistres papillons noirs Baleful black butied

Du soleil ont éteint la gloire, Have extinguishbd sun’s glory,
Et I’'horizon semble un grimoire Every evening tlogibon seems
Barbouillé d’encre tous les soirs. Like a black lbdaubed with ink.

These butterflies are suffused with a sense obfmag and of deep-seated
malignancy. They are no longer diurnal butterfliest nocturnal butterflies,
or moths (papillons de nuit). The moth in iconodmaps regarded as a
symbol of death and both moths and butterflies vggrabols of the soul or
‘psyche’. The Greek word ‘psyche’ means both soul butterfly. However
the moth, as a nocturnal butterfly, was symbolithef departing soul of the
dead, as well as of the soul in purgatory and efgbod or bad spirits that
wander the earth. The black butterflies are catesgue and ambivalent,

and the reader is not sure whether they are motbutierfly. Giraud has

141 Black butterflies.
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contrived to perturb the reader with this imagem@atures that blot out the
sun and seem to fill the verse with a foul, creplesc presence.These
nightmare fantasies devour the light and disturd blur the boundaries
between make-believe and reality. Harbingers, ie thoem, of the
maleficent, transgressive opacity and of the soad, tfilled with this miring
inkiness, has had all spiritual lambency douseds€&hsorciéres noires™
with the aid of the grimoire, have conjured awdyllimination. The image
of a moth as a black sorceress using a grimoiredslent with the entire

grotesque mystery and hybridity that darkness @wgdamancy can invoke.

The prickly sensation of something baneful pervatlesverse and there is a
heavy sense of dread and inert sloth. ‘SiniSfrahd ‘grimoire** emphasise
the suffocating threat of the butterflies, as theseds belong to the lurking
world of evil and black magic. The ‘grimoire’ iskmok of black magic, as
well as a grammar book which uses a set of symbdlen these symbols
are combined correctly, they form powerful magioteaces. But ‘grimoire’
has an alternate meaning, that of unintelligiblgga or scribbles. Magic
and the nonsense scribbles have ensorcelled afeedidle sun’s light into
occultation. The ambivalence of the word grimoias, both a symbolic
structuring form and utterly meaningless nonserssanother of the pivots

of Giraud’s poem. This word improperly fuses theeated grammatical

142 A *sorciére’ in French refers to what is knownaalsag moth. There is also the play on black sossere
in this use of the expression ‘sorciéres noires’.

143 The French ‘sinistre’ can be translated as ‘simjsiminous or baleful’. The word baleful was chose
because in archaic English it has the meaningiof pa@isery or sorrow. In common usage it meanseto b
destructive and full of evil.

144 “Grimoire’ is the French word for the occult bookspells used in Black Magic to conjure demons
and is generally known in English as a Black bddie Red DragorThe MageandThe Black Pulletre
other titles of Black Books.
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structure of language with its mad, nonsensicalosii@, thus transgressing
any sense of meaning. The structuring grammar eslad with incantatory
evil gibberish and the glossolalia of the Kristexsamiotic irrupts violently

into the symbolic sowing disorder and perturbation.

A further pivotal word, one perhaps more importaatthis poem, is
‘barbouillé’. As a verb in the past tense it medasbed, stained or dirtied as
well as scribbled or scrawled. It is thus synonymeuth grimoire in its
meaning of unintelligible scribbles. The twist tostword is that as a noun
‘Le Barbouillé™* means a clown in old farc&$.Hidden underneath this
ink-daubed blackness, Giraud has craftily palimigsksPierrot, whose
whiteness has disappeared beneath the misery ahoiely sombrousness
and evil. The butterflies are symbolic of the staftéierrot’s soul, which is
rancid with black bile that has annexed and dyed \With the colour of the
butterflies and the sky. The evil misery of slotrpeates the poem in a

heady miasma that penetrates everything like ctpgerfume:

Il sort d’occultes encensoirs Seeping from octtultibles

Un parfum troublant la mémoire: A memory disturbpegfume:

De sinistres papillons noirs Baleful black butied

Du soleil ont éteint la gloire. Have extinguishbd sun’s glory.

Even memory is thrown into disarray as the ocaténs of evil clings to and
overpowers the senses. Transgression and madrezastade held in this
perfume that emanates from objects of religioustitvhich the Satanic has

appropriated. The aura of a languorous and stiffeigpale presence is

145 Barbouillé appears in Moliére’s very early farde jalousie de Barbouillé
146 SeeHarrap’s shorter French English dictiona939: 81.
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carried by the perfume. Sloth, a foul, depravedsgmee that clings and
drains the spirit, is incarnated as the enigmaterfumedfemme fatalea
succubus that gleans the spirit until the huskreaed by her shadowy alter

ego, death.

Meanwhile, in a strange mutation, the butterfliagedhmetamorphosed into

perverse monsters; hybrid vampire bats lustindgfood:

Des monstres aux gluants sugoirs Monsters withysBuckers
Recherchent du sang pour le boire, Search foddiodarink,

Et du ciel, en poussiéere noire, And from the isklglack dust,
Descendent sur nos désespoirs Fall on our despair

De sinistres papillons noirs. Baleful black brfttes.

The sticky suckers, like those of parasites, sadifte and spirit through the
imposition of their evil, black nothingness. Theg ¢he female vampire bat,
the succubus in all her essence draining stre@thried on the perfume she
floats through the skies in search of male pregraon and infect with the

lethargy of sloth. These phantom-like black bulitesfrequire the blood of

lovers and in this they incarnate the decadentesgmtation of théemme

fatale who was regarded as a silent drinker of the neakence. The bat
woman of the artist Alfred Penot is taunting in kieluptuousness. She lures
men with her body into debauch, degeneracy anthalély death. She is a
rendering of the ghoulisfemme fataleas vampire. She is a Kkitsch
representation of the perfervid, pornographic ast®at male imagination

prominent in the nineteeth century. Gazing out bé tcanvas, arms
melodramatically raised to ensure that more of pert nakedness is
revealed, her eyes encircled with dusky colour enghat her enervated

whiteness and vampirism are acccentuated. She ds aupreposterous
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demonstration of decadent fears that she appedisrdusly funny and
‘unreal’, a phantom that is easily and laughingignissed into the night
sky’ Giraud has commingled the voluptuousness and mErVaughter into

his hybrid and vampirilemme fatalenoths.

Just as mysteriously, these mutant, life-draimmahs disintegrate into fine
sooty dust, the powder of friable moth wings. Time grime falls onto ‘our’

despair, enhancing the grimness and spite of slatbleful blackness. Even
the heavens are no longer propitious: they tocantaminated by the sooty
evil of the deadly sin of sloth. With a sly feirty inserting the pronoun
‘our’, the poet has included all the readers i ®ituation that is steeped in
gloomy, creeping evil. Through this word, he hdeased all the semiotic
drives of the bleak darkness of the noon-day suhcéleep-rooted fear that
pour out of the verse and the poem and infiltrageworld of the reader with

a shudder of abject nightmare and eldritch ambnede

It is the despair that leads to an inner hankeoinijostalgie(34)“ felt by
Pierrot. His perfume-addled mind has become a tlegsre no thoughts

exist: there is only an arid, mad, melancholy najhess:

Dans son triste désert mental In the desert aleisncholy mind
Résonne en notes assourdies, Resounds in muted key
Comme un doux soupir de cristal, Like a gentletedysigh,

L’ame des vieilles comédies. The spirit of anciemnedies.

The vacuity of Pierrot’'s mind is filled with a hazé¢ mental distemper

characterised by the spiritual disorder of slothd dolly. Yet, in the

147 See Figure 18 on page 5.
148 Nostalgia.
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emptiness there is a vibration, a sigh of mutegstat notes. The word
‘soupir’ contains a simultaneity of meanings whsilde fluidly in and out
of one another in an ambivalent, poetic polyvaletitat makes the verse
oscillate with many different echoes. In French wad ‘soupir’ can mean
‘a heavy sigh occasioned by deep sorrow, pain anusic the silence, or
rest note of a duration equal to a black notes #narotchet, quaver or semi-
guaver rest. In the expression ‘rendre le dermveips’ it means to die or
render up one’s last breatiHdrrap’s standard French and English

dictionary 1934: 797).

The sigh as a silent black note and a final expalsif breath drift within
this word. Giraud has cunningly retained the musilceead of ‘notes’ by
using the connotations of ‘soupir’. The ‘soupir cstal’, or crystal sigh,
could be the slight tinkle of glass or the echodging melancholy notes.
Perhaps the crystal sigh is the glass clapperardisturbed bell of Pierrot’s
mind. Crystal glass is made from lead (the elemasgociated with
melancholy Saturn) and has high resonating or sowaking properties, but
is also extremely fragile. Containing air, or bleajlass is also formed from
the air blown into it that creates its shape. Bi&smind, filled as it is with
rueful sloth, is as brittle as glass. It seems @& blow or sound will
fracture it into pieces and release the air thahfohim. But the melancholy,
leaden sigh of the crystal still whispers, as gmmtic sound invades the
poem and vibrates inside Pierrot’s memory. A sggrrowful or otherwise,
is an explosion of air in a non-controlled rush,semiotic drive that

transgresses the boundaries of the body and inrsiance the boundaries
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of the poem’s structure. It is an expression ofhbotisery, fatigue and
finally of the most semiotically transgressive aaglect force, that of the
death rattle. It is these almost inaudible puffsofind that stir the dust of
Pierrot's memory with regret for the spirit of amect comedies. This
hankering is odd, as comedies produce laughtermamdhimical to gloomy
melancholy. The reverberation of the spirit of tbemedies stands in

opposition to woebegone sorrow.

The twist is in the word chosen by Giraud for thie of the poem - nostalgia.
According to theNew shorter Oxford English dictiona($993: 1943) nostalgia
has two meanings: that of a form of melancholiaseduby prolonged absence
from one’s home or country; severe homesicknessregret or sorrowful
longing for the conditions of a past age, regredfulistful memory or recall of
an earlier time. Nostalgia was originally regardes] pathological, a mental
illness, and was considered a form of melanchoh&lkwcould result in death.
In French it was termeghaladie du paysr mal du paysvhich in German was
Heimwehand in EnglishhomesicknessNostalgia swirls in simultaneity and
ambivalence between meanings which encompass hdkness, regretful or
wistful memory and longing for an earlier time. $haneanings interpenetrate
to create a hybrid and uneasy fusion, the sempatiential of which spills into
the poem. Pierrot fluctuates between these oppdsings as they clash in a
profoundly disturbing melding of incompatible sfsri The spirit of the old
comedies and their laughter is simultaneously idusvith the melancholy

regret and sloth, which still hang heavily on Raég fateful air:
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Il désapprend son air fatal: He forgets his fateful air:

A travers les blancs incendies Through the fiade

Des Lunes dans 'onde agrandies, Of water entakfeons,

Son regret vole au ciel natal, His nostalfligs to home skies,
Comme un doux soupir de cristal. Like a gentiestad sigh.

Yet, in the nostalgia lies a forgetting, an amnesidhe melancholy darkness
appears to lift with the reappearance of the sjivpallid light of the Moon.
Giraud makes the Moon plural, as though the revatimms in Pierrot’s
mind have blurred his vision or made the world &tbrand distort things in
the manner of waves of water or sound. Some anwdters believed that
the region around and under the Moon was windy asy wet. This
moisture content of the Moon could refract the tigind double her
appearance in a manner similar to that which oceutis a rainbow. The
moisture or wetness associated with the Moon andeggons betokened her
feminine nature. She too is a melancholic and @nier pale, sad light that
Pierrot is releasing his nostalgia, allowing ita&e flight for his home skies.
However, the sense of sloth remains, even if leestdyy the silvery light.
That Pierrot’s air is markedly ‘fateful’ (fatal)des an aura of unease and a
vague feeling of impending doom and death clingsito. The Moon’s light
that pours into the poem and through which he tesngiting to escape his
nostalgic fatefulness, is the colour of death anturns with malicious
phosphorus. She is tfemme fatalevhose scorning gaze burns down on
Pierrot. She has, in a bizarrely grotesque spgumed the aspects of both
melancholic sloth and pale death. Her pale firadsbaleful as the black
butterflies and the flight of Pierrot's nostalgia this home skies,
accompanied on the gentle sigh of the dying crystaés, would seem to

presage a dire destiny. Mutability is a major featof melancholy and
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Pierrot, like all melancholics, alters his mood anwhim. The Moon is

equally capricious by nature, but her power isstannger than Pierrot's and
her light and personage control and direct his maatl actions. He is an
ephebic acolyte to this tutelary deity and his machpty mind has been
brainwashed with her light and filled with sighiogystal echoes the music
of this sphere. Pierrot will not escape his deddbg, but his fluid nature

ensures that he is able to mercurially alter hi®andt is an airy, mad and
fateful Pierrot who takes flight with his nostalgad, in the presence of this
Moon, morphs with fickle ease, assuming anothertous and

transgressively sinful guise. His melancholy slbdcomes an appetising

morsel that is greedily consumed by the toad-likeo$ gluttony.

xxii  The hungry edge of appetite: Gormandising gluttony

Or cloy the hungry edge of appetite
By bare imagination of a feast?
(William Shakespear€he Tragedy of King Richard the Second

(Bolingbroke act I, sc.iii: 295)).
The ribald, transgressive nature of gluttony andnkenness is a major
carnivalesque grotesque theme. Feasts and tavemesplaces dominated by
unbridled lust, over-eating and drunkenness, whegoeially restrained
behaviour tilted into the bestial. In the po&éconvenud4)'* there appears
to be a feast at which guests sit ‘fourchette aingdo This ‘fork in fist’
posture lacks socially expected table etiquette aeweals a level of

dissatisfied irritation. This omission of proper mnars and genteel behaviour

is of the type expected at a carnival feast amsl tihe semiotic drive of greed

149 Disappointment
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and gluttony that up-ends respectability. One datuge the bloated, sweaty,
red faces of these diners as they glare at thelistugrasped forks in fat-

fingered hands. Giraud provides a ‘menu’ for theste

Les convives, fourchette au poing, The tyewith fork in fist,

Ont vu subtiliser les litres, Have seenthine spirited away,
Les rétis, les tourtes, les huitres, Alenth the roasts, tarts, oysters,
Et les confitures de coing. And quincesprees.

The menu is a hedonistic, belly-pleasing cuisirtge Pprospective post-meal
lasciviousness is pandered to by the inclusion ysteys and the quince
preserves. Quinces were served at wedding feastaube in ancient
mythology they were a symbol of love, being thdtfof Venus. These are
items that would not be eaten by any peasant, feutl@stined for the meals
of wealthy bourgeois. A glutton’s paradise, butiglhot as it at first appears.
A subtle clue is contained within the title of theem,Déconvenugwhich
can mean: ‘disappointment, disillusion or deceptidinis word has then
been supported by the use of the verb ‘subtilisghich means ‘to refine,
remove or carry off by mysterious means, to ch€afrhe evidence is that
the meal has been purloined and a deception has fd&ce: the guests have
been deprived of the feast they were expectinghénfirst line of the third
verse ‘pour souligner le désappoitit'Giraud has created a noun out of the
verb ‘désappointer’ (disappointment), ‘le désappoihhis alters standard
French usage and the noun makes vividly clear thlown and
dissatisfaction that the guests are feeling. Tmeictec has wrenched itself
free from the symbolic and has subtly pick pockegkedtony’s satisfaction

by slyly creating the illusion of a feast, the rgabf which is insubstantial.

150) e trésor de la langue francaise informatisép:/atilf.atilf.fr.
%10 accentuate the discontent.
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The guests have been fooled into partaking of alpyphantasmagoric feast.
Gluttony, through a deception, is made ascetic @va opposing drive
forces, greed and abstemiousness, clash in theydrafiied and confused
dissatisfaction of the guests with their forks.ravesty has occurred and the
guests have been deceived, disappointed and radrti@luttony has come
undone in this fantasy world where an inversiothefplenty of the carnival
feast has occurred. This is an altered banquet,wirexe food has been
withheld from the unneedy. Gluttony’s presencetiltfelt because it is her
lure that baited the now puzzled and disgruntledstgi The transgressive
nature of gluttony has itself been transgressedann ambivalent and

carnivalesque inversion: gluttony is present, butat present.

Hidden clowns, figures who are always present atical feasting, are all

too aware of the guests’ position as they pull nmagkaces:

Des Gilles, cachés dans un coin, Fools, hiddercoreer,

Tirent des grimaces de pitres. Pull clownish faces

Les convives, fourchette au poing, The guests, ifoflst,

Ont vu subtiliser les litres. Have seen the wipieéted away.

TheseGilles, Pierrot in an earlier guise (as seen in the tflaVatteau’s
painting Pierrot-Gilles), are snickering at the guests, using clownishafac
gestures to hide their inner hilarity. Contortinige tface into mocking
grimaces is a semiotic transgression of socialbepted facial expressions.
The Gilles screwing their faces into mocking attitudes am@ny enjoying
the guests’ discomfiture. The faces speak in silgrdtesque derision and
this impudent grotesquery is a semiotic and calesgpe transgression, but

one that is in keeping with the notion of the feast of gluttony. It has
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become a ‘feast for fools’ as tl@&lles’s silent, vindictive amusement fills
the verse and satirically highlights the situatibhe guests have been turned
into fools and the laughter that spills silentlgrfr the poem is sardonic in its
mockery and is directed at the guests, the reautdittee poet. The clowns,
normally objects of the laughter they provoke, taemselves laughing and
this amusement is completely ambivalent. Here ist&va’s carnival split
speech act in operation where the actderillds/guests) and the crowd
(readers/poet) are each in turn and simultaneaigdject and addressee of
this (discourse) laughter (Lechte 1990: 105). Thehter has a tinge of the
satanic and in it one senses Gluttony’s delighhext own trickery. The
mockery from the shadows ridiculing the deprivegttgins is emphasised in

the defiant, droning derision of insects:

Pour souligner le désappoint, To accentuate $wodient,

Des insectes aux bleus élytres Insects with Higeae

Viennent cogner les roses vitres, Come knockintherrosy panes,
Et leur bourdon nargue de loin Their buzzing tadrtsn afar

Les convives, fourchette au poing. The guests, foithin fist.

These insects with their blue elytra are possibérab beetles. The scarab is
the beetle associated with Beelzebub, the demgtutibny and the ‘Lord of
the flies’** As Jean de Palacio (1990:70) notes, * la présdecktlément
egyptien et notamment des scarabées sacrés [aquj]Lsdorgue le rappelle,
'embléme des Pierrots$® Gluttony is seen as having an ambiguous relation
to both the sacred and satanic. The sacred scamabmember of the dung

beetle family and was associated with excremerdthdand regeneration.

152 The role of the Egyptian Khephri who was the gbbertles was assumed by that of Beelzebub who
was Lord of the flies and demon of gluttony. Tharab beetle family includes the dung beetle.

153 The Egyptian element, notably the sacred scasaiechlled by Laforgue as being the emblem of the
Pierrots.
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Drinking, eating, copulation and defecation areaalis central to the bodily
principle of gluttony and to what Bakhtin termsétlower bodily stratum’.
This stratum represents hell, death and simultasigeageneration and new
life. Gluttony is thus entirely ambiguous, contaigiwithin itself both the
sacred and satanic, life and death. She isfehene fatalevho swallows
everything up, but who through her excrement anaetoparts allows for
regeneration and rebirth. She is the ultimate wvatesque grotesque
monster and both th&illes and the insects are ambiguous extensions of

herself.

The grotesque nature of the fantasy world has tutine carnival feast inside
out and it has taken on a macabre undertone whignagng and defiance
make a mockery of pretentious disappointment. Bherg is double with
more than one clown, insect, guest and finally nmtben one meaning or
interpretation. This mirage feast exposes the gregukbst and gluttony
doubles as asceticism and the two opposing polabeofgrotesque body
collide in the poem. These guests are ridiculechbse their gluttony is not
linked to the carnival, but is an everyday featafe their lives. The
undercutting mockery directed towards them by @ilées reveal an aspect
of the nature of this fantasy:

Carnival spirit offers the chance to have a nevookton the world,

to realise the relative nature of all that existd to enter a

completely new order of things. (Bakhtin 1984: 34)
The taunting noise of the insects has frozen thestgy like greedy statues,
and the silent, transgressive mockery ofRierrots-Gillestrickles out like a

thread spun through the poems that follow.
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lllusory food and lurking gluttony are hinted as@lvhere. IrCuisine lyrique
(7)*** the Moon sleeping on the blue-black horizon bemraeyellow

omelette that has been made of large, golden eggs:

La Lune, la jaune omelette, The atielyellow Moon

Battue avec de grands ceufs d'or, Beaten from gadden eggs

Au fond de I'azur noir s’endort, Sleeps on the dazlare horizon

Et dans les vitres se reflete. Mirroring itseltle windowpanes.

Dark surrounds the large omelette emphasizingdtsuc and size. It is a
huge culinary delight. The carnivalesque play istlom word ‘omelette’, a
homophonic French pun playing on the word ‘homntelebr ‘small,
feminine man’. As well as reflected, the Moon migd in the windows is
apparently doubled in gender. The lunar female bgg become the
‘(h)om(m)elette’, an inclusion of one gendered fommthin another,
establishing a sense of queasy slipperiness and/alertice. The idea of the
‘man in the Moon’ is brought to the surface of fh@em by this semiotic
play on words. The ‘man in the Moon’ has had mamgrpretations. In
European mythology it is said that he is an old reamt there for collecting
sticks on a Sunday which is why he has a fork abdralle of sticks on his
back. According to other interpretations, suchted of Dante, the man in
the Moon is Cain who was banished there for killmg brother Abel and is
accompanied by a dog and a thorn bush. The thoensmblems of the fall
of man and the dog is the ‘foul serpent’, or pesh@grberus, a symbol of
hell. Banishment to the Moon was caused througtiayly, which according

to Saint Thomas Aquinas was an overbearing desutsjde the bounds of

154 Lyric cuisine
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reason, transgressing social morals and dec&fuBluttony is therefore far
more complex and darkly perverse than merely am-iontilgence in food
and drink. This over-indulgence is expressed in glze of the rippling
omelette and in the fact that the Moon is sleefhe ore ominous desire is
contained in the pun, with its veiled referenceéh® punishment of the man
imprisoned in the Moon. The gluttonous but thwamedd for preferment

twisted itself into revenge, resulting in death #mel mark of sin.

Pierrot suddenly appears like a pale, birdlike ailsite balancing

precariously on the roof:

Pierrot, dans sa blanche toilette, Pierrot, inWhge raiment,
Guigne, sur le toit, pres du bord, On the rooflges slyly eyes,
La Lune, la jaune omelette, Thestatte-yellow Moon,
Battue avec de grands ceufs d'or. Beaten from gadden eggs.

He eyes the Moon with sly, greedy intent as thobhghs about to gulp it
down, or jump into, or over, it. There is a glutbos leering in this
surreptitious glance. In his pale garb he couldhgedouble of the ‘man in
the Moon’. This resemblance is furthered in hisista precariously perched
on the edge of the roof where he vigorously wavesawacepan. With his

white raiment he resembles a demented, greedy chef:

Ridé comme une pomme blette, Forehead vathlke an overripe apple,
Le Pierrot agite tres fort Pierrot sgbnflourishes

Un poélon, et, d'un brusque effort, A saucepanl, avith a sudden flick,
Croit lancer au ciel qui paillette Belieyestosses into the spangling sky
La Lune, la jaune omelette. The omelgtieow Moon.

155 Seehttp://www.ccel.org/a/aquinas/summa/SS/SS148.htB@BI8OUTP1(Accessed on
22/07/2005).
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In his mad delusion, Pierrot believes himself totlhe maker of this large
omelette-Moon. He and the Moon are tightly boungetber as his white
raiment is the colour of her light; and he also lias appearance of a
worshipful chef or druid, but at the same time &ahe ‘(h)om(m)elette’
enmeshed and contained in her presence. Everythiognstantly doubled
and reversed in a grotesque, serpentine ripplingomoThe word ‘ridé’ can
mean ‘to wrinkle or to ripple’. There is the amhbiguwf whether this refers
to Pierrot’s wrinkled brow or to the surface of tbmelette-Moon, as its
reflection ripples across the windowpanes like sheface of an omelette
which undulates and ripples in a saucepan as ikso®ierrot is so
thoroughly engrossed in the brandishing of his span and his making of
the omelette-Moon, that his wrinkled concentratisncompared to an

overripe apple.

According to Chaucer iMhe Parson’s Talegluttony was the ‘synne of
Adam and Eve'® As the symbol of knowledge the apple was greedily
devoured by Adam and Eve and this gluttony led datld, which was the
punishment for their crime. Pierrot is comparedato overripe apple and
knowledge seems to have become overblown and te falen into the
wrinkled aridity of his madness. Death and decay jaresent within the
deadly sin of gluttony. The knowledge of the apmpdes waned until all that

exists is the dementia of Pierrot's Moon-inspiretudions.

156 Rohinson F.N. 1983 he works of Geoffrey Chauc&econd Edition. Oxford University Press,
Oxford, p. 254.
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There is a magbuissancen his flick of the saucepan and the stars seem to
be shrilling with laughter as they spangle the $kgrhaps they are laughing
in delight at the thought of devouring the largeetette-Moon. Or maybe
they are amused at the queer, tottering figure agypears to believe that in
his gluttonous grandeur, he has created this langelette, that hangs with
mellow heaviness in the sky. Pierrot’'s world appetr be flaccid and
blowsy and suffering from a malaise of dissolutaftgnous indulgence and

excess.

The phantasmagoric and grotesquely unstable natfiréhis debauched
gluttony is further explored in the poemisresse de Lune (18) and
Absinthe (22)*® Here the hallucinatory effects of the decadentr-ove
indulgence in absinthe are apparentidresse de Lunethis drunkenness
flows from the Moon herself:

Le vin que I'on boit par les yeux The wine one Hsinwith one’s eyes

A flots verts de la lune coule, Pours from the Mawo green waves,
Et submerge comme une houle Whose swell floods
Les horizons silencieux. The silent horizons.

This green wine is not imbibed through the mouththtough the eyes. The
Moon’s light is the heady, green brew which maké® tresulting
drunkenness as grotesquely illusory as the feabtlanlarge omelette. This
is a largesse that exists only in the realm of theginary and

phantasmagoric.

157 Moondrunk
158 Absinthe
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The title of the poem Ivresse de Lune’plays on the attributes of
drunkenness, exhilaration, ecstasy and rapture.tNetambiguity resides in
the uncertainty as to who is drunk. Is it the Maorthe poet or are they both
rapturously intoxicated in a mutually insatiablgyof intemperance? Again
it is the Poet or ‘I' who assumes prominence inhbgoems in a
displacement of Pierrot. The Poet or ‘I' is plagedirect relation with the
maddening hallucinatory effects of the Moon. GrBediie assumes the
dipsomaniac attributes of his alter-ego and shadBwerrot. Both are
enslaved to the charms and lunacy of the Moon. Hbet and Pierrot are
separate yet joined, fading into and out of onetlaroin an oscillating
rhythm. This semiotically disturbs the notion otthnified subject in the
poems placing the ‘Poet’ and Pierrot not into scib@bject roles but into
subject-subject roles, splitting the subject i@ tpersonae and destroying

any fixity or unitary structure that the conceptloé subject possesses.

The Poet’s drunken state is also doubly bizarrab®e it occurs not through
the mouth but through absorption by the eyes aadinies:

‘Drink to me, only, with thine eyes,

And | will pledge with mine™®
seem to hold true in this fantastically weird worlthe semiotic is wildly at
play as the inebriation of gluttony releases alinkglic restraints and
everything is turned inside out and meanings staerpenetrating, fusing

and separating in a flood of strange, green, hialory light.

1%9Ben JonsoyiTo Celia.In The Norton anthology of poetryhird Edition. Edited by Alexander W.
Allison. 1983. New York: W.W. Norton, p. 230.
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The Moon is the ‘fée verte’, or green fairy, themeaby which absinthe was
known. She rules the poem and the poet, as theegeddf the absinthe
which flows into the world of the poem she cause®rghing to
mysteriously shift and transform as in fairylandkd.the horizons, which
are flooded, the boundaries of the poem are delagedan otherworldly
drunkenness overflows. The silent horizon is insedavith noiseless waves
and it is only the eyes which drink instead of $silent and shut mouth. The
stillness of these waves pours into the eyes ofd¢hder, who becomes as
drunk on its strange intoxication as the Poet.sltan anarchic flood of
bibulous light and the excessive silence of theasaonf light is semiotic in
its grotesquely stylised rapacity. All in this wabris bizarrely transgressed

and contradicted and ambiguity holds sway.

Suddenly the strange wine flowing from the Moorfilied with elfin-like
voices that whisper and entice with wicked prongdirand a sense of

noxious dread arises:

De doux conseils pernicieux Gentle pernicious poidngs

Dans le philtre nagent en foule: Swim throngingiyhe philtre:

Le vin que I'on boit par les yeux The wine one Hsinwith one’s eyes
A flots verts de la lune coule. Pours from the Mawo green waves.

Death is cloaked in the word ‘pernicieux’, which ame destructive, fatal,
wicked, or villainous $horter Oxford English dictionarg973: 1558). The
word ambiguously merges the wicked with the fatal, deadly, and the
semiotic peeps leeringly at the reader. Thoughptioenptings of gluttony are
contained in this green absinthe there are darkedemones attached to the

word ‘philtre’, as it is always used in connectwith love and is thought of as
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a love potion. Absinthe was a strange, hallucinatinink, opalescent green
and was considered to be addictive. It was a diigkight to lead to moral
decline and death, the carcinogenic colour of whicited at the decay and
disease which awaited the avid imbiber. A drinksperfied by thefemme
fatale who was also regarded as an addiction, diseasgelorand death giver.
Images such as those by Félicien Rops and JosephxAgearly reveal the
view of the nineteenth-century male of the conmectbetween women,
absinthe, disease and death. Ropdsinthe drinkef® shows the ravages of
the drink in her fevered eyes. The prostitute defawoman’s stance is in her
leer and her bodily position, enhanced by the ooedvabove her head on the
pillar: ‘bal’. The ‘bals’ were like the music halis England. A lot of absinthe
was consumed here and fleshly transactions arrangeste the men paid for
the women’s absinthe addiction in order to utiliseir bodies afterwards. It is
this absinthe drinker’s fixed stare and the shdgdseo mouth which reveal the
evil tendencies of the vampiric and noxidesnme fataleShe would use the
men’s money for absinthe and give them her bodythedyphilis she carried.
Thus she contains death within herself. In Apowtshing theAbsinther&*
arises directly out of the absinthe glass as thdaghed by the vapour of the
liguor. She has a voluptuous, naked body posed thied of the alluring
prostitute, semi-clad with draped negligée andgaméer stocking with shoe on
a provocatively bent knee. It is her head that absvehe reality: a skull,
disease-ridden and decaying which is accompaniedhéyjoker’s rattle, a
symbol of madness, (syphilis), tucked in the cradskher arm. She has a

captivatingly wicked and enticing body that is yké portent of addiction,

160 See Figure 19 on page 5.
161 See Figure 20 on page 5.
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madness, disease and ultimately, death. As Braksttaj writes, ‘these women
with livid eyes had the sharp teeth of the vampinéd carried with them the
scythe of death in the form of syphilis’ (Dijksti®86: 360). The Moon is the
vampiric, livid-eyedfemme fatalethe Absinthere of this poem and the Poet is

her worshipper and victim:

Le Poeéte religieux The reverent Poet

De I'étrange absinthe se sodle, Drunk on thenge absinthe,

Aspirant — jusqu’a ce qu'il roule, Sucks it upirtil he sways,

Le geste fou, la téte aux cieux — Gesturing mddtad in the heavens —
Le vin que I'on boit par les yeux! The wine airenks with one’s eyes!

He gluttonously sucks up her opalescent, greert lighil this voracious
imbibing makes him sway. He is in a drugged stdteapture, a shaman’s

acolyte, whose overindulgence in the drug has teguh delusive madness.

In this state of mad intoxication and plunged isea of absinthéAbsinthe

(22),*? things distort and mirages appear:

Dans une immense mer d’absinthe, In a boundlesefsabsinthe,
Je découvre des pays sodls, | espy intoxicateds|a

Aux cieux capricieux et fous Under temperamesikas wild
Comme un désir de femme enceinte. piegnant woman’s desire.

From the crow’s nest of his drunken imagination thelike a desperate
sailor, sights strange, drunken lands. Everythingua the lands, especially
the skies, is cock-eyed and whimsically capriciand unreal. The skies are
compared to the desires of a pregnant woman, trdgen carnival cravings
marked by their disjoint combining of estranged and things. This is the

ultimate carnivalesque gluttony where the basic igken drives take

162 Ahsinthe
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precedence over the rational logic of the symbolBiraud blatantly
undermines the ‘rational religion’ associated witle sky god by likening
these skies to pregnant female desires renownedhf&Er semiotically
changeable and illogical nature. The heavens aerted into a female, and
not a male, domain. This hallucinatory environmisrftlled with the sounds

of the waves:

La capiteuse vague tinte The heady wave rings
Des rythmes verdatres et doux: with gentle gréerigthms:
Dans une immense mer d’absinthe, In a boundlesefsabsinthe,
Je découvre des pays sodls. | espy intoxicatetsla

The waves produce the only sound in the poem as rihg the lapping
rhythms of the sea’s body. The ringing is gentlywa@ous and lulls the
reader and the ‘I' with its semiotic, womblike mmis as the sea becomes

the all-encompassing body of the mother.

The ‘I' is overcome by this rhythmic absinthe sleat suddenly the serenity
alters and the sea changes from the nurturing mashiefemme fataleas

she produces strange, soft octopi that grab teebbat in a slimy embrace:

Mais soudain ma barque est étreinte Suddenly mgulkeas grasped
Par des poulpes visqueux et mous: By viscous aft@stopi:

Au milieu d’un gluant remous In the midst of ackti whirlpool
Je disparais sans une plainte, | disappear withsound,
Dans une immense mer d’absinthe. In a boundlesefsabsinthe.

The horror of the ‘fishy, female jellies’(Paglia9R 52) oozes from these
octopi and calls to mind the sea monster or Scylteese octopi, the agents
of Scylla, grasp the ‘I’ before giving him to thén&ybdis of the whirlpool.

Camille Paglia writes the following about Scylla:
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Like the Harpy, she is a Snatcher, a gnawing fermppetite. Scylla’s
female companion, Charybdis, is her upside-downranirmage.
Sucking and spewing three times a day, the Kkillairlpool is the
womb-vortex of the nature mother. (Paglia 1991: 52)
This sticky, gluttonous maw is the female as dewagurdeath-bringer.
Hidden in the sea, the mother of all life, lurk 4bevoracious, gluttonous
femmes fatake who bring only death and destruction to thexiaiated ‘I'.
The ‘I' disappears into this whirlpool without a ww, consumed by
gluttony and by lustful desires. The lure of théhomian, sticky ooze of sex

has captured him and swallows him into its lubusiadepths where the

deadly sin of lust or luxuria resides.

xxiii  Wanton lust
For Chaucer’s Parson ‘lust’ and ‘gluttony’ weredosely related that they
were comparable to twins or cousins. Lust, luxuol voluptas were
associated with inordinate desire and not only tiat sexual nature, which
is the interpretation given to the word lust in rapdtimes. Lust is violent
and seeks for power, self-aggrandisement and satifigation in its quest to
obtain what is denied or disallowed to it. The desif lust belongs to any of
the sensual appetites and is entirely lawless. slt this chaotic
transgressiveness which releases the basic semarhes throwing
controlled desire into disarray as the mayhem ofrnigalesque

lasciviousness leaks out of the poems.
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A Colombine (10%°is a strangely evocative piece of desire, a troabesl
lyric filled with malice and bitter aggression.idta Manichean paean to lust

filled with the white, icy light of the Moon:

Les fleurs pales du clair de Lune, The pale blossof moonlight,
Comme des roses de clarte, Like damask roséghof |
Fleurissent dans les nuits d’été: Flower duringmer nights:
Si je pouvais en cueillir une! If I could onlick one!

The poem has again reverted to the first persoe. Thof the poet has
usurped Pierrot’s subjective position in a doublamgl semiotic slippage of
personas. This elusive persona is mirrored in thecod of lustful desire, the
unobtainable blossoms of pale moonlight. It is ¢hbkbssoms that inspire
the urgent, driving desire of the poet and are e to ‘roses of light'.
The rose is a symbol of love. In mythology, Aphtedin her haste to reach
her dying lover Adonis, stepped on the thorns afhate rosebush which
ripped into her flesh, causing her to bleed. Hereshblood stained the roses
red and it is these Damask roses that are linkede@eath of Adonis and
the passion of the lovers. These roses flower dalyng summer which is

the celebratory time for the passion of Adonis.

Giraud has intricately interwoven the title of theem and the ‘roses’. The
word ‘Colombine’ in French means more than justeaviag girl. It has
multiple meanings, being ‘a dove’ or the pinkisleygr dove-colour,
associated with the bird, or a flower that has fspurred petals which
resemble a group of doves. Giraud plays on the mgamssociated with the

word ‘rose’, which in French can mean either tloavér or the colour pink.

163To Columbine.
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Here the play centres on the ambiguity because Hwmhrose and its
coloration are being intermingled through the uka single word. This is
not a red rose but one of pale pinkish hue, lilkee dblour of skin; it is the
pinkish colour of the dove’s feathers that areew®d in the colour of the
roses. Passionate love and the Christian symbpleate are thus merged
together. That these roses flower only in the vimlaps summer nights lends
a languid sensuality to the verse; and the passidust that is contained in
their pale, dove-pink radiates desire. The pagambsgjism overpowers and
melds with that of the Christian as the semioticddags the symbolic

definitions and categories striving to alter arahfigress boundaries.

It is the thwarted lust and desire of the poet thaijpparent in his inability to
pluck one of these blossoms for himself. His fratstd exclamation is one of
sheer and utter need. The image of plucking a sifigiver can be regarded
as the allegorical yearning of the poet to post#esfiuman, female blossom
that he lusts after, to be able to pluck her as yowld a flower. But
everything in this world that the poet hungers ®runattainable, being
whimsically intangible and unreal. He cannot pluclossoms of light
anymore than he can attain an imaginary and ellysdevelike Columbine.
Lust is evanescent, a mirage, the ultimate in seendrives that will never
attain satisfaction. This drive is aggressive ia draving and bursts
frustratedly through the structure of the verseesehwords are the only
sounds in the nocturnal silence surrounding hineyTére words that Pierrot

could not say but which his alter ego produceshm hursting, passionate
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need of his driving semiotic passion. To releasegnowing frustration and

the woes of unrequited desire the poet searchewletse:

Pour soulager mon infortune, To ease my woes,

Je cherche le long du Léthe, | search along #tbkd,

Les fleurs pales du clair de Lune, The pale blossof moonlight,
Comme des roses de clarté. Like damask rodeghbf

On the banks of the river Lethe he continues t& foo these icy, pale Moon
blossoms. The Lethe was a river found in Hadesherunderworld, the
waters of which, when drunk, brought forgetfulne§she past, oblivion or
death. Adonis was confined to the underworld bys&gnone who desired
him, so the woes of lust and longing are not unkmawthe world where the
Lethe flows. The poet seeks forgetfulness, buhatsame time still quests

for the Moon'’s unobtainable blossoms.

In the French verse the Lethe and the Moon areegbias both are
capitalised. The darkness of the underworld andtiiwion of death seem
to rise from this eerie juxtaposition. A claustropit exhalation breathes
from the verse carried on the pallid light of th@dn. The roses are tinted
with blood and the Lethe contains death. The Maoallied with this death
and her pallid light is that of the shades of thals found in Hades. She is
the icyfemme fatalavho seems to demand the poet’s obeisance, wisbing
be the only object of his lust-filled longing. Bulfimately, she will slay the
poet because of his hankering for her pale blossé&ssloseph Campbell
writes about the myth of the love-death:

the slayer and his victim, though on the stage gmly in conflict, are

behind the scenes of one mind — as they are, ta®well known, in

the life-consuming, life-redeeming, - creating, angustifying dark

mystery of love.(Campbell 1976: 235)
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Desire and death belong to one another, a senimd#ipenetrating state and
the ultimate carnivalesque grotesque. The oblioiffered by the Lethe does
not bring the poet the hoped-for forgetfulness frbis lust and longing.

Instead this carnality aggressively alters itsatf,most thwarted and intense

passions can:

Et japaiserai ma rancune, And | will assauge arycour,

Si jobtiens du ciel irrité If | obtain from thengry sky

La chimerique volupté The chimerical delight
D’effeuiller sur ta toison brune Of shredding oruydusky mane

Les fleurs pales du clair de Lune!  The pale blossofmoonlight!

The lust has become an excessive spite-filled malicwhich the poet is
attempting to rid himself. But, as in the first serof the poem, this release is
dependent on a conditional sentence. It is somgtihiat he will obtain only
if he is given the rights to something else. Tlastle typical pique
associated with lust that has been frustrated.irgeelof longing have
mutated into those of bitterness and the needdimresform of revenge. The
sky is as angry as the poet, but that is becawsdlton is peeved with his
betrayal. Yet, it is from this angry sky that hesigl hoping to obtain some
form of gratification. The word ‘rancune’ or rancaeveals the ill-will that
the poet is feeling at not being in possessionhef dbject he lusts after.
Giraud weds rancour to the word ‘volupté’, with netions of sensual,
physical enjoyment of a carnal and sexual natune. djective ‘chimerical’
is employed to describe the word ‘volupté’ (sensdelight) with all the
fantastical and fanciful properties that this atijec possesses; it is an
indication that the sensual delights of concupiseeare always going to be
denied to this poet. Voluptuous, sensual delighd haen perverted into

something nasty and spoilt by repressed and dehisd The word
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‘effeuiller has the destructive sense of ‘pluckiagart, or shredding’ and
the malevolence of this violent action permeatesgbem and underscores
the mutated lust and desire that is now aimed sira@ng the longed for
object. The poet wants to shred the blossoms ofnirgid over the ‘toison
brune’ or ‘dusky mane’ of the object of his desifde use of the word
‘toison’ joined to the word ‘brune’ turns the mythgical aspects of the
poem upside down in a very amusing transgressiofrénch the expected
expression is ‘toison d’'of or the ‘golden fleece’ of mytholog{. When
‘toison’ is used with reference to the human it barpointedly obnoxious as
it overwrites the human with animalistic qualitié€®. The human tresses are
drained of any gold light having become tenebrdinsis the object of lust is
subjected to violent, aggressive disparagemenuagdted desire twists into
perverse and vengeful spite. It seems that the iarglred the blossoms of

white light is a sowing of death or disease up@nhdhce desired object.

Through the thickness of this vituperative malemwokethe burning desire of
lust still gleams and the reader realises thataihject of its desire is no
longer the female form of Columbine. The dusky mhaeings not to her
but to the sky from which the golden fleece of gyhtl has departed and in

which the tawny rose of twilight has settled. Theses of light have

184 The Toison d'Or was an art salon founded in Brisssell894 which included writers like Emile
Verhaeren and Edmond Picard, Giraud’s arch-enemy.

185 |n the Greek myth the ram with the Golden Fleeas w gift from Mercury to Nephele, queen of
Thessaly. This ram flew her children to safetyuifio one of the children fell off his back into tea.

On arrival in Colchis the remaining child sacrificis& ram, and the fleece was given to the king of
Colchis, who placed it in a consecrated grove gublgea sleepless dragon. Jason and the Argonauts
quested for the ‘golden fleece’ so that Jason coedain his throne. Medea, daughter of the King of
Colchis, fell in love with Jason and through hes aftsorcery helped him attain the fleece.

% vetin many writers and poets of the nineteenthuogrthe tresses of hair, or ‘toison’ of women were
markedly erotic objects. Guy de Maupassant wratlecat story calledla Chevelurevhich starkly
reveals the nature of the perverse eroticism thiatheld for the male of the nineteenth century
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disappeared and have been replaced by the blossbmmonlight. The
poet’s lust has returned and is focused on histweedelight: the Moon. It
is her blossoms of light that he wishes to shred sow upon the dusky
mane of the sky as stars. These blossoms glowauitdiant, incandescent
light like the embers of the mad lust that floueshn the mind and soul of
the poet. His dismemberment of the blossoms iskentjouissanceut it is
as evanescent, intangible and unreal as the objfebts lust. The desire
inspired by these moonlight blossoms poisons avduis the poet’s being.
For is this poet not Pierrot and is Pierrot nostpoet and in this strange,
sliding and carnival doubling are they not bothttegs of the imperious
white femme fatalethe Moon, and infected with her light? As Jean de
Palacio comments: ‘le lien entre Pierrot et la lungpiratrice serait de
'ordre de la contagion’ (Palacio 2000: 18%)There is a definite dread
attached to the lust expressed by the Poet aoPferrthe Moon, a sense of

evil and perverse disease in which the spectreafidis ever present.

This perversity and contagion of lust is the bligbtind in Lune malade
(21)'*® where even the pale astral planet is tainted détbire. Her lust is a
feverish, consumptive disease that is killing her:

Tu meurs d’un amour chimérique,  You are dying frchimerical love,

Et d’'un désir silencieux, And of silent desire,
O Lune, nocturne phtisique, O Moon, nocturnal comgtive,
Sur le noir oreiller des cieux! On the black pilof the skies!

The Moon, like the poet and Pierrot, is dominatgdhis silent, fanciful and

imaginary desire. But this love is a form of contegwhich has infected the

187 The bond between Pierrot and his inspiring Moam lse seen as a form of contagion.
188 Sick Moon
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Moon with consumption. Her desire has been repdease become silent,
like that of Pierrot, and in being silenced it lzdi®ered and become deadly,
riddling her with illness. Her spilt rays of liglare her pale consumptive
blood that pours out of her silent lust as she ebgy. Lust, disease and
death are found in the pillow of the skies andhe world upon which the
Moon drips her pallid, sick desire. The carnivalesaature of the relation
between desire and death seamed together by tdtbf disease weeps out
of the poem like the white, infected blood of theod. It is this
combination of Eros and Thanatos which will drawerRit to his last
mistress irLa chanson de la poten€&7)*° This lasciviousemme fatalés

of skeletal, elongated thinness that accords weh whe decadent artistic
portrayal of this type of woman. Death and lust@mbined in her meagre
form:

La maigre amoureuse au long cou  The lean lover sty neck

Sera la derniére maitresse Will be the last nsstre
De ce traine-jambe en détresse, Of this woebegiteedr,
De ce songe-d’or sans le sou. Of this pennilesarder of gold.

For Pierrot, the loitering, woebegone dreamer, thiser will be his last
lustful indulgence. He shuffles and sways along tmdigh his dreams are
filled with a hunger for gold, he is a destitutestval. Giraud has created
two hyphenated nouns (‘traine-jambe’ and ‘songe-dto refer to Pierrot.
They are not words found listed in the standarchémedictionary, though
similar verbal expressions are found. These creabeds seem Rabelaisian

in inspiration and could be the names of charaatelngs work, or characters

189 50ng of the gallows
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found in the Mystery plays who represent aspectthefsins and, perhaps,

names of minor, troublesome characters in a pamemi

‘Traine-jambe’ is very descriptive of Pierrot’'s dgr swaying movements as
he wanders drunk and dreaming. ‘Songe-d’or’ iddmss or desire for gold that
will never materialize, as it is pure fantasy. Tioains are a combination of the
physically material (a leg / gold) and the intahgiland fantastical verbal
movement of ‘to loiter’ and ‘to dream’, which badtlave an aimless circularity
to their rhythm. Combined, the nouns are carnivplely grotesque with their
ambivalent interpenetration which makes them seaaailhy fluid and contests
the logic of the symbolic. The forward/backward motis bridged by the
hyphen and is further enhanced by the phrases ichvthe nouns appear. The
loiterer is woebegone and the dreamer of gold mipess. These images are
exceedingly amusing in their misery and negativitge hangdog expression
of the penniless wastrel is easily pictured. Howshgoing to pay for this last,
lustful indulgence with this mistress and what skelikely to claim as
recompense for her favours seem to account fowbisbegone demeanour

and his fantastical dreams of gold. Lust alwayse®at a price.

These nouns undermine the symbolic structure olfathguage and allow the
semiotic drives of lust, desire, drunkenness antafy to sway and stagger
into the poem in the person of this mad, pallidaeio The thought of this
wanton interaction fills and pounds in Pierrot'soxicated brain:

Cette pensée est comme un clou This thought isalikail

Qu’en sa téte enfonce l'ivresse: That intoxicatiammers into his head:
La maigre amoureuse au long cou  The lean lover avitng neck
Sera sa derniere maitresse. Will be his last esistr
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Pierrot is in a state of lust-fuelled euphoria amdinkenness; a doubly
transgressive state which overthrows socially aedde actions. The word
‘ivresse’ (drunkenness or intoxication) plays one tlaltered state of
consciousness of the drunk and the elation of msdassociated with
inebriation. Intoxication is not only linked to dk but to a state of rapture.
These semiotic states override sobriety and thesrofl symbolic rational logic
in the elation of mad mayhem, disorder, violeneelifhgs of omnipotence and
lust. Pierrot’s brain is fevered and driven madust for this alluring skeletal
siren. Her form is likened to gracefully sinuousrieo, a tropical tree-like
grass that grows rapidly; and a sense of a stjfiregated over-abundance of

tropical vegetation breathes from her sleek form:

Elle est svelte comme un bambou; She is svelbauadoo;

Sur sa gorge danse une tresse; On her breastsdatress;

Et, d’'une étranglante caresse, And with straggtiaress,

Le fera jouir comme un fou, She will pleasure mradly,

La maigre amoureuse au long cou! The lean lovtr aviong neck!

She is the epitome of the alluring and seducterame fataleJael, Lilith,
andLa Belle Dame Sans Merail combine in her single, skinny form. The
nail that is hammered into Pierrot's fuddled braeems to enforce the
thoughts of lustful desire for the lean lover inexteedingly violent manner
and brings sinister associations with it. It waslJaho used her seductive
femme fatalgpowers to lull and then to lure the soldier Sisata her tent®
Here she brought him to an orgasmic death, finalgnmering a nail (tent
peg) through his head into the floor. The nail ierf®t's brain with its

sinister symbolic ties to the story of Jael andhwis dark eroticism is

170 jael was the wife of Heber and killed Sisera tiyimg a nail through his head after luring himant
her tent. (see the Biblical bodkdges4).
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projected onto the lean lover and ensures thatisi&nted with the evil,
violent, devouring and death-dealing charactesspicthefemme fataleShe
seems to hold the promise of the same, or simiiaient and perversely
erotic death filled with sensual and dangerous powéere Eros and
Thanatos are in semiotic flow. Referring to thegkntress of hair on her
breast she is, as Jean de Palacio writes,

[...] la femme qu’une tresse, dont elle étrangle c@nfan

Lilith de Rossetti avec le lac de ses cheveux.ad@all1990: 106}
Rossetti'sLady Lilith (1864 -1868Y* shows Lilith sitting brushing her hair
whilst staring into a mirror. She is surroundedrbges and poppies and the
waves of her hair, like serpentine tendrils, untuland ripple through the
entire painting. She stares vainly and with seHeaption at her own
reflection in the mirror in a perfect study of lushd its symbolism. In
symbolist iconography, lust was always accompaied mirror (vanity)
and by a rose. The flowers in the Rossetti paintgftect the ardours of
passionate, carnal love (the rose) and of forge¢ks, sleep and death (the
poppy). Lust and death are presented as attriboéésnging to Lilith.
Rossetti’'s sonndBody’s beautywas written as a poetic commentary on his
painting:

Of Adam'’s first wife, Lilith, it is told

(The witch he loved before the gift of Eve,)

That, ere the snake’s, her sweet tongue could decei

And her enchanted hair was the first gold.
And still she sits, young while the earth is old,

1n this tree-like slenderness that Giraud gives aléthat remains of a woman is a tress of hdiictv
she uses to strangle with, like Rossettilih with her lake of hair. Lilith was a demon and wlasught
to have been Adam'’s first wife who deserted himelise he insisted on the sexual male superior
position. Lilith was thought to have coupled wittnabns instead. Eve was created in the place dfiLili
as a docile, biddable female companion

172 See Figure 21 on page 5
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And, subtly of herself contemplative,

Draws men to watch the bright web she can weave,

Till heart and body and life are in its hold.

The rose and poppy are her flowers; for where

Is he not found, O Lilith, whom shed scent

And soft-shed kisses and soft sleep shall snare?

Lo! as that youth’s eyes burned at thine, so went

Thy spell through him, and left his straight neenb

And round his heart one strangling golden Rair.
This Rossetti poem strangely mirrors the imagesthadhes to be found in
Giraud’s poem. In Rossetti’s poem, Lilith’s ability seduce is emphasised,
as is her dangerous and lethal power to destrogntile. Lilith’s power is to
‘leave a straight neck bent’ and round a heartnglsi‘strangling golden
hair. Thus her tresses, or at least a single tregsm a strangling noose
around the lover’'s heart and neck. In Giraud’s pa@esimilar fate awaits
Pierrot, as the lean lover with a tress that damreser breast functions
solely to offer him a caress that strangles. Sbe, ts a Lilith and like
Rossetti’s Lilith, Pierrot’s lover remains siledean de Palacio regards this
attribute of Pierrot’s lover as perfect becauseishia partenaire de Pierrot,
avec qui l'accord parfait n'a pas besoin du dissopour s’accomplir’
(Palacio 1990: 106y‘ This silent understanding allows Pierrot’s Lilith
accomplish her only non-passive action; that ofgblelen strangling caress.
It is this ‘gold’, perhaps, that filled Pierrot'sehms in the first verse. As his
mistress this lover will wilfully sell him her godeh tress in a fusion of lust
and avarice. Her tress is traded for pleasure &edultimate perverse

delight: death. The reader realises that this esstis the ‘Belle Dame Sans

Merci’ and that she will never let Pierrot escape thoking caress. Though

1 Trilling, L. & Bloom, H. (eds.) 1973: 629.
174 pierrot’s partner with whom mutual understandimgéhieved without the need for any conversation.
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Pierrot is ‘alone and palely loitering® he is no knight but is held in thrall
by this lethal lover whom he lusts after. In a pietby Waterhouse callec
Belle Dame Sans Mer¢1893)"° the symbolism of the strangling tress that
dominates the work din de siecleartists is very apparerita Belle Dame
has ensnared the knight in a coiled loop of goldain very reminiscent of

the gallow’s noose.

Pierrot’'s Belle Dameis the gallows and her golden strand promises dim
love affair with death. This serpentine, braided wdll provide Pierrot with
the final erotic and orgasmic delights of lust amchultaneous death. The
‘petite mort’ of orgasm is engulfed and exceededhayorgasmic extinction
of death. The gallows’ lethal love is malevolentddierrot is ensnared by
this fatal temptress into the interstice betweeatldand desire. The semiotic
has erupted through this final verse with mad abands lust and death

grotesquely dance on the coil of a single goldesstr

This image provides the gallows with the attributdésa femme fataleof
extremely alluring and seductive powers who kille bbject of her desire.
However, this is a willed death. Pierrot goes twith lust-filled anticipation

as he and hifemme fatalare in total accord, both speaking in the strange
language of silence which transgresses the confinéssymbolic
communication. In their mutual imaginary world, wlehe semiotic drives

prevail, all is fantasy, illusion and seduction. réleidentity becomes

17 This is a reference to John Keats's pdenBelle Dame Sans Merdh The Norton Anthology of
Poetry Third Edition. Edited by Alexander.W. Allison. 83. New York: W.W. Norton, p. 658.
176 seeFigure 22on page 5.
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ambiguous and lusty passion is directed towardektmlfemme fatalavho
personifies the ambiguous and interpenetrating @#nirives of Eros and
Thanatos. Alone and palely loitering, the madiyt-lasoxicated clown with
the lascivious red mouth seems set, in the swassahistress’s long neck,

to undergo the self abandon of suicide.

xxiv  The sacrifice of suicide

The eighth deadly sin is one of the darkest and tnubsturbingly
transgressive actions that individuals can comméirest themselves. It is
the bleakest face of the sin of Sloth and melanchad the final result of
tristitia. In his Anatomy of melancholBurton was clear on the relation
between melancholy and suicide. He writes thah#re be a hell upon earth
it is to be found in a melancholy man’s heart’ (B®uarin Fedden 1938: 179).
For Burton suicide, melancholy and madness werdalhd together. He
was aware that melancholy could lead to self-destm and said “tis a
common calamity, a fatal end to this disease’ (@urh Fedden 1938: 179).
Suicide as the act of voluntary death, of taking’sown life, is a desperate
escape from the pain of inner torment, nihilism dadkness of soul, but in
ancient times it was a rational and honourable medrexiting the world.
However, in all religious and mythological systenssijcide came to be
regarded with horror as it was seen as a crimicabgaself-murder. It was
an offence against both the gods and the human comyn(Fedden 1938:
39). Pierrot attempts to commit suicide in a numbkediverse ways. He
hangs himself, rips his heart out and is crucifi#tiese forms of self-

sacrifice, or suicide, all have religious overtanesthe religious rites of the
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pagan gods Artemis, Attis, Bacchus (Dionysus) adihOself-sacrifice was
common and ‘all were involved at some time or othi#h the hanging of a
voluntary priest’ (Fedden 1938: 39-40). A sacrifimehanging was regarded
as a semi-sacred death. Pierrot assumes this mainpeiesthood, as he
mimics the sacrificial role of Dionysus, Christ a@din in his fantasy world.
Even this world comes to reflect a preoccupatioth welf-murder. As Jean
de Palacio writes, Pierrot is ‘un personnage queuxique tout autre, y

accomplit sa destinée’ (Palacio 1992: 99-100).

Pierrot’s destiny appears to lure him on to thedctuicide where he will
transit the interstice between life and death. Bresly, he found lust lurking
in the hanging noose and now, in the mortal sirswtide, he finds the
jouissanceand escape of self-inflicted death. The Moon dat@s Pierrot’s

self-murder inSuicide (18 just as she is ever present in his mien and

garments:

En sa robe de Lune blanche, In his Moon white robe

Pierrot rit son rire sanglant. Pierrot laughsbimody laugh.

Son geste ivre devient troublant: His drunken nmibecome disquieting:
Il cuve le vin du dimanche. He is working off Sagts wine.

Pierrot's white robe contrasts sharply with theocol and sound of his
laughter. The pallid white is fractured by the ldgdaugh and it is this
laughter that strikes the reader. Giraud has usedadljective ‘sanglant’ to
describe the sound of the laughter, which evokgmlant and ambivalent
image. The word ‘sanglant’ can mean ‘bloody or bistained’ but it has

added overtones of meaning, being ‘cruel or bittéis a bloodcurdling and

177 An individual who, in so doing, accomplishes héstiny there.
178 Suicide.

185



satanic sound which slices through the silencesatidters the icy pallor of
the scene. Laughter is thought of as an uncontralttion that occurs when
something is found to be funny, even if it is samrey awful happening to
someone else. It is also a release mechanism Iftheapain and suffering
inside a person, but it can be indicative of aestdtderangement. Laughter
explodes from this dark centre and in so doingitelethe carapace of the
symbolic, which demands lugubrious seriousnessstidism in the face of
suffering. As a semiotic drive, this laughter puizes the accepted facade
and in its savage release allows all the anger rapdessed pain of the
emotional drives to escape. This semiftissonsears through the poem as
the biting sound irrupts from the crimson lips ande-stained mouth of the

clown in a mad, cruel stream.

He is in a state of drunken dementia, and his gestare as disturbed and
violent as his laughter. This grotesque disequtlioris the mere insane
precursor to the actions that follow. Pierrot's tghrobe, the colour of

moonlight, establishes an aura of purity and pirests around the clown
for which the line, ‘robed in pure white | have berme clean’ (Campbell
1976: 183) seems appropriate. A sense of ascetamlohess is attached to
this whiteness, but the appearance of being aouguyriest is compromised
and undermined. Virtue has drowned in the overdmmg of vinous liquid

and the reader realises that Pierrot has guzzleéduaday’s Eucharist wine.
He is nothing more than a Moon-mad priest,sinfatigl daemonically drunk
on blood wine. The wine of the Eucharist, regartdgdChristians as the

blood of Christ, is simultaneously blended with tieod wine of Dionysus,
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pagan god of sacrifice, drunkenness and madness.Chhistian and the
pagan ceremonies are drunkenly and transgressteshpined. Christ and
Dionysus were manifestations of an ancient sa@lfigod whose followers

ingested his flesh and blo&d.

Dionysus, child of the Moon goddess (Persephonkedse horns he wore, and
Pierrot, who wears her colour and whose rulingydsite is, are conflated.
Through association, Pierrot assumes the role afis€hionysus in his

drunken ecstasy and white raiment. He is both pleaat to the Moon and her
sacrificial child-victim. She is theemme fatalevho entices Pierrot to his end,
while showing a frosty indifference. Her coldnesghat of death, the colour
of her light that of a corpse. Pierrot, ecstaticatiebriated and liberated from
normal behaviour, ensures that this whole versesté@usly explodes

accepted social niceties in carnivalesque madivehat is regarded as sacred
is profaned and the semiotic dislodges the ordethef symbolic as mad,

ecstatic drunkenness is liberated into the versgrd®?s aberrant behaviour

becomes increasingly bizarre as:

Sur le sol trainaille sa manche; His sleeve trgibn the ground;

Il plante un clou dans le mur blanc: He hammeraibimo the white wall:
En sa robe de Lune blanche, In his Moon white robe

Pierrot rit son rire sanglant. Pierrot laughshbimody laugh.

The imagery in this verse is ridiculously peculigither Pierrot is standing
on tiptoe with one arm hanging down whilst drivitige nail into the wall
single-handedly; or the nail is being driven inte tall at no great height,

thus allowing his wide sleeve to trail along thewgrd. Giraud uses a strange

179 See Joseph Campb@he Masks of GodCamille PaglisSexual Personaand Sir James Frazghe
Golden Bough.
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verb ‘trainaille’ to describe the movement of thkeese. The verb

‘trainailler’ is interchangeable with the verb fimasser’ meaning ‘to dawdle,
loiter, to drag or to trail’. Giraud has used teed common form of the verb,
as it enhances the rhythm and sound of the verserewntrainasse’ would
make the line too sibilant; it would also flattéretraised lilt given to the line
by using ‘trainaille’. The sleeve seems to havevimging life of its own as

it trails with a languid indifference, whilst Pietraffixes the nail into the
white wall. In this dangling motion of the sleeveste is an image of the
train of a wedding gown as it trails along the gr@uA ‘hieros gamos’ or

sacred marriage seems to be in the offing. Piesrptaying the role of the

sacrificial priest-king bridegroom to the Moon gedd.

The white of the wall mirrors the white of Piermtjarments. The second
line of the verse ends with the masculine ‘blarmad ghe third line with the
feminine ‘blanche’ which retains the rhythmical una of the rondel and the
white on white superimposition of the masculine &rdinine is established.
Pierrot will become one with the white wall, maléite and female white
fusing as his body disappears. The white priest méld with his white
deity through the mortal sin of self-sacrificial rdar. The only remaining
trace of Pierrot will be the stain of his chillitgugh, which re-echoes as he
violates the wall by driving the nail into it. Th@olence of the action is in
harmony with the bloodcurdling laughter and theaaus destructive drives
of the semiotic crackle and fracture the restrafrthe symbolic. This is the

eerie and cruel sound of mad Dionysian amusemerg.Hot pleasure but
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pleasure-pain. The sound mocks the reader anddhsiah it contains is

blatantly revealed in Pierrot’s final transgressae#ions as:

Il frétille comme une tanche, He wiggles likashf

Se passe au col un nceud coulant, Places a slipinad his neck,
Repousse 'escabeau branlant, Kicks away thetsickeol,

Tire la langue et se déhanche, And swaying sbickdis tongue,
En sa robe de Lune blanche. In his Moon whiterob

His whole body seems to be fluid and rippling wahghter as he wriggles
like a fish and slips his head inside the net efdlipknot. The word ‘tanche’
means a ‘tench’, a bottom-dwelling fish which isceadingly slippery and
active mainly at night. The use of the word ‘tarich&ther than the generic
‘poisson’, is integral to the rhyme scheme of tladel, where all the

masculine and feminine rhymes ending the lines hiéne ‘an’ sound

contained within them. These supply the flowing imof the verse where,
like a river, the movement establishes and buildsersion which finally

dissipates into the final pale-white, ghostlinekthe Moon. Giraud plays on
the word ‘tanche’ because in French there is amesgmon ‘muet comme
une tanche’, meaning as mute, or silent, as a tertoh fish and the clown
are suitably mute, but simultaneously, the slippess and motion of this
fish when caught, is a perfect description of Riems he wiggles and
wriggles, to and fro, trying to place his head itite confines of the slipknot.
The wriggling is almost one of ecstatic delight,ifathe rope promises him
the hope of amorous, climactic joy. As Jean de dRalkas noted, ‘la

pendaison est a Pierrot son plus beau r&lelt.appears to be in anticipation

of this amatory annihilation that Pierrot kicks gwthe rickety stool, which

180Being hanged shows Pierrot in the best possidte. i
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adds to his wriggling and swaying movements, andgbiahimself. This
hanging is self-murder, the deadly mortal sin ofisie, as he sways with his
tongue stuck out. Yet, this suicide is not as @nsge because all dangles on
the verb ‘se déhanche’. Giraud has again choselsda very transgressive
and semiotic term. It can mean: ‘to sway the hxmggeratedly from side to
side’ or ‘to stand swaying balanced on one legthé&i Pierrot’'s body is
swaying convulsively and with exaggerated moveménta side-to-side, or
he is standing on one leg and swaying his body feide to side in a
mocking imitation of a suicide by hanging. This eolsive spasming is
similar to the Dionysian ecstasy of sexual ex®@tatia fine dance of death,
or an imitation thereof. Pierrot has dissolved ltbhendaries between reality
and fantasy in this simulation. It is as thougke IOdin, God of the hanged,
or Dionysus, Pierrot has committed suicide as aifgac to himself in a
solipsistic Moon-inspired act. With this transgiresb/ provocative gesture,

he challenges the border between life and death.

The wild ambivalence of Pierrot’s actions creategiase of uncertainty and
uneasiness, where life, death and laughter miRgézrot’s blood-red tongue
is stuck out at the world and the reader in a deéfigesture of ridicule and
imitation of the death throes of the hanged mars this red tongue, stuck
out at the world, which united the poet and PiertotA mon cousin de

Bergamg(13)®'it is in defiance and revolt that the tongue appea

18170 my cousin from Bergamo.
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J'ai les vers luisant pour fortune;  Glowing veraes my fortuné?®?

Je vis en tyrant, comme toi, | live, like youcktng out
Ma langue saignant a la Loi, My bloody tonguehat itaw,
Et la Parole m’'importune: And words importune me:

Nous sommes parents par la Lune. We are Moon kimsme

This shared bloody tongue flouts all rules of trewl Giraud plays on the
word ‘langue’ which means both ‘tongue’ and ‘spokiamguage’. The
rebellion of the poet, and by implication Pieristdirected against both the
use of the tongue to create sounds and the Lawgthetrns the creation of
these sounds. Here Giraud emphasizes the powehefstructure of
language by capitalizing the word ‘Loi’. In Diongsi fashion, the poet and
Pierrot are destroying the hierarchy of languagerd& and sounds. The
tongue bathed in blood, seems to be wounded oredidrared and is in this
dismemberment, rebelling in a semiotic frenzy agfaboth the symbolic as
Law and against its greatest structuring and cdimgodevice: words as
language. The imagery is of punishment by Inquisitotorture which
excises the offending organ. Silence becomes antiobloody transgression
of self-sacrifice and the triumph of the semiotieen the symbolic. The
theme of the bloody, silent tongue, with its lo§sa@und, is further explored
in the poemRouge et blang25)!*® Here the flesh of the tongue slavers
blood in the paleness of the matrix that is Pi&rtaice. He is in a state of
drunkenness where his body reels like a ship abmwink. His tongue
becomes the distress flag. All is a see-sawingzrai lunacy that is driven

by drunken madness and dominated by the bloodiedh fof the silent

182 Giraud also plays on the idea of ‘vers luisantishhmeans glowing verses is also ‘a glow worm’,
which in reality is a beetle. Thus all meaning @isst to language and words is called into question.
These strange creatures with their dots and dash®sphorescent light are as ephemeral and
untrappable as the glowing words of verse.

183 Red and white.
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tongue in its rabid agony. Blood, madness and cfleare elements which
accompany Pierrot through all his transgressivengits at defiance and
self-destruction. The poems are replete with Diarydiberation where
drunken madness and destruction hold sway and fachathe price is the
ultimate silence: death. She is the alluringly reil@nd sinfully enticing
mistress, who gazes down upon her silent lover igthpale, spectral light,
mutely tempting and aiding him to perform his lastd most sinfully

transgressive act: sacrificial suicide.

Pierrot is not alone in committing an act of sacial self-murder; the
fantasy world that he inhabits shares the samendetdic leanings as the
clown. InCoucher de Soleil (28} the sun is staining the world with his life-
blood. In the title the verb ‘coucher’ means eitteefsleep or put to bed; to
lie horizontally’ as well as ‘to layout a woundedrgon, or to lay or spread
colour on a surface’Harrap’s standard French English dictionad934:
202). The sense of the sun going down, or setisngyerlaid with the notion
of his being layed out as a wounded person sprgdldencolour of his blood
over the skies whilst he dies. In the first verb¢he poem, the Sun, like the
Moon, is capitalised and made into a physicallyspré¢ and humanised
entity, dominating the poem with his self-murdeheTirst line establishes
the self-inflicted nature of this deadly sin. Héne Sun is bleeding himself

by cutting his own veins open:

184 Sunset.
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Le Soleil s’est ouvert les veines The Sun has apérgeveins

Sur un lit de nuages roux: On a bed of russetdsou
Son sang, par la bouche des trous, His blood, gflvowouth-like gaps,
S’éjacule en rouges fontaines. Spews in fountdimed

His bed of clouds has absorbed his colour and tuthe brownish red of
blood and the life giving liquid pumps out of tharSthrough wounds in the
shape of mouth-like gaps. These seem to mirromtends of the Madonna’s
breasts irEvocation(28). Yet, Giraud is again playing with words such @s t
‘boucher des trous’which also means to stoppetpaogdnole. A carnivalesque
instance of something being one thing and anothémeasame time is again
set up to oscillate within the verse. As mouth-ldaps pouring blood these
holes are found in the clouds which allow the bkigtt to pour out, but
grotesque gargoyle-faced spouts, which gush withaherwhelming flood of
red, rise in the imagination. The blood could b@eevat some decadent orgy
flowing as fountains from the mouths of small, gsgue heads. Blood fills
this verse like a slaughterhouse and its overalmgoedas grotesquely
carnivalesque as is spews from both mouth and vaimgeat gouts; a mad
self-inflicted dance of death. The Sun is both caottimg suicide and a
consumptive spitting blood through his mouth. A ulgve uneasiness of
something perversely unwholesome arises. The \@émtule’ is strange. It
has been made into a reflexive verb ensuring teablood of the Sun takes on
humanised qualities. In regular usage ‘éjaculeranseto ‘ejaculate, the
secretion of a liquid by an organism, to dischasgerm during orgasm, to
express an opinion with passidf?,the synonym for ‘éjaculer’ is ‘vomir’

which means ‘to vomit, to spew outHérrap’s standard French English

185 Seel e trésor de la langue francaise informattsép://atilf. atilf.fr.
193



dictionary 1934: 898). The verb thus combines the ideas xfiadeorgasm
(jouissancg and of spewing or vomiting out a liquid with k&sis in illness.
The blood-letting appears as both a sexual rel@adeas something that must
be ejected from the system because it causessdlindary Douglas in her
work, Purity and Danger developed the idea that the identity of a subgect
integrally tied to the borders of the physical bodige defined borders of the
body and the subject’s identity are threateneddwily emissions:
Matter issuing from them [the orifices of the bodyjmarginal stuff of
the most obvious kind. Spittle, blood, milk, urirfeces or tears by
simply issuing forth have traversed the boundarythed body...It
follows from this that pollution is a type of damgehich is not likely
to occur except where the lines of structure, cosari social, are
clearly defined. (Douglas 1969: 113)
For Kristeva all things that threaten the bouretaof our identity, whether
social or individual, are abject and must be exgokefrom these borders and
placed outside. This separation or rejection is temiotic mode of
perpetual aggressivity’ (Kristeva 1984: 150). Téggniotic drive causes the
subject to experience the rejection not as a l&ek, as a pleasurable
discharge:
These drives move through the sphincters and arplessure at the
very moment substances belonging to the body aparaseed and
rejected from the body. This acute pleasure thezedoincides with a
loss, a separation from the body, and the isolaiingpjects outside it.
(Kristeva 1984: 150-51)
The drives subvert and corrupt the repressive syimbfoinction in a
jouissanceof semiotic destruction. Not only have the symbdtiorders
delineating the human from the non-human been dgrassed, but the

humanised non-human object transgresses the smeidér and taboo against

self-murder. The Sun is flooding the world with lilbod in an orgasm of
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expulsion and death. He is the perpetually dyinggdd, who makes way for
the reign of the Goddess of the night, the Moong wlevours him into her
dark maw only to spit him out regenerated. The Su@ath is a self-sacrifice
which purposely destroys and overthrows the bobddween life and death.

However, his dying is accompanied by turmoil in Warld of the poem:

Les rameaux convulsifs des chénes The flailingghewof oak trees
Flagellent les horizons fous: Scourge the freshhierizons:
Le Soleil s’est ouvert les veines The Sun has egpés veins
Sur un lit de nuages roux. On a bed of russetddo

The branches of trees become penitential instrusnemtich torture the
horizons. What is unusual about this is that teedrare not merely generic
trees or ‘arbres’ but ‘chénes’ or oak trees. Thisuges the rhyme scheme of
the poem, which is what would be termed a falsendyywhere Giraud uses
a homophonic rhyme based on the pronounciatiorcloéries’ and that of
‘veines’. However, the rhyme scheme alone is netrdason why oak trees
were chosen. The oak was a tree of worship and paveelicated to the
highest gods in the differing pantheons. In Gredcejas Zeus, in Rome
Jupiter and in Norse mythology, Thor. It was theetof thunder, rain and
lightning. In certain versions of Christ’s storetltex, or evergreen oak, was
the tree used for the cross upon which Christ wasifted. The oak also had
ties with the Moon: it was the tree of Diana or éhnis, both faces of the
Moon goddess, and was sacred to Hekate, a furtlaeker aspect of the
Moon. In the poem the oak trees are the link betmtee realm of the sky
gods, the everyday world and the underworld. The'sSself-murder upsets
the world and the agitated trees, with their flaglboughs, seem to attack the

horizons.
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The verb used to describe this attack is ‘flagettezaning ‘to flagellate, whip
or lash’ Collins Robert French dictionarg990: 350). Flagellation is the act
of scourging and is particularly pertinent in thariGtian religion, where it
refers to the scourging of Christ. A scourge wasirstrument of divine
chastisement, a lash of vice and folly or an oftdhaf a vine Shorter Oxford
English dictionaryl973: 1909). The boughs of the oaks take on a ltodéyas
they scourge the demented horizons as punishmetitddransgressive crime
and sin of the Sun’s suicide, which has destroyedl iaverted the order of
things. In Dante’dnferno, the souls of suicides grow for eternity as gnarled
poisonous thorn trees. These are scourged by th@ddawho pluck off the
leaves of the trees making them bleed and waihieradless infliction of the
violence that the souls inflicted upon themsel@&saud has inverted Dante’s
imagery and made the trees of this poem the sceunfighe sky and its
horizons, reminiscent of the religious flagellamtso scourged one another
and themselves for their sins. This punishment aiaged to propitiate the
wrath of God; and the bloody death of the Sun seentsy out for penance.
The horizons are lashed until they become enflardethented and dyed the
colour of blood. Madness fills the verse to thersbof the flailing, whipping
oak boughs and this semiotic violence flays thelsylro, causing the world of
the poem to erupt into revolt and to storm withyfufhe Sun’s suicide is
portrayed as an act of despair brought about dinfgseof revulsion, incipient

depravity and melancholic weariness:

Comme, apres les hontes romaines, As after theaR@mame,
Un débauché plein de dégodts A libertine fillethwoathing
Laissant jusqu’aux sales égouts Allows his tairttiedd
Saigner ses arteres malsaines, To drain intotheutters,
Le Soleil s’est ouvert les veines! The sun hasegéis veins!
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The suicide of the Sun is compared to that of a &ofbertine. Giraud uses
a strange expression: ‘les hontes romaines’, or'Rognan shame’. This
implies a period of excess dominated by debauchedydecadence, but at
the same time, this Roman shame formed part ostlegal manners and
etiquette of the elite Roman culture. Roman lovehohour and fear of
shame resulted in suicide being chosen as the deattrensured a morally
elevated exit. The shame is thus ambivalent with argiastic and
transgressive semiotic characteristics, which ktéa try to undermine the
social conduct and principles held stringently lacp by the symbolic. In
Roman times, rational suicide was a dignified manoferectifying and
negating the fearful desuetude of cruelness, coom@nd licentiousness in
which life, lacking all value, was lived. As Alvaravrites:

The Romans looked on suicide neither with fearregulsion, but as

a carefully considered and chosen validation of ey they had

lived and the principles they had lived by. (Alvad972: 56)
This icy logic was found particularly amongst tha$e¢he higher estates, who
indulged in the most decadent excesses, but whadwake their life through
self-murder at the slightest possibility that théionour was besmirched.
Giraud used the word ‘débauché’ which means a ‘defbed person, a
debauchee, libertine or rake’ which is associatétl excessive drinking and
promiscuity:®® There is a subtle hint of the Bacchanalian in ttsice of
word. The wild, licentious orgies and drunken reyebf the Roman
decadence were also traits found during the cer@moassociated with

Bacchus or Dionysus as worshipped in Rome. Thesselfificing god of wild

186 Portrayals of this form of decadence can be faorRetronius’sSatyricon Juvenal’sSatires and
Suetonius and Tacitus’s historical writings amorajkers.
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intemperance lurks ever in the shadows that sud ¢l transgression of self-

inflicted death.

Dissoluteness and over-indulgence could lead tarimess of life.. lunacy,
or fear of dishonour’ (Alvarez 1972: 56), and assenf melancholy self-
loathing, ending in the opening of the veins. Thersomething sickly and
baneful which oozes out of the shame, the loatlang the foulness of
Giraud’'s verse. The reader is engulfed and sucked the primeval
darkness and sludge of the gutters and the deastmuahd violence of the
semiotic, with its Dionysian desires. The libert;mblood is as tainted and
grotesque as the gutters into which he lets hesfofce ebb. This death is
sullied and made risible as the lifeblood flowsithe stinking foulness of
the gutters where the gesture becomes abject aadinggess. The honour
of the suicide is expunged in the realisation thatend is merely the cesspit
where all dead matter ends up and that this poéiteeer merely cloaks the
extreme violence of the action and its sinful arahten profusion of blood.
Death stands and laughs in the midst of the repugtualor of this bloody
self-murder, as death is as much of the guttersf #se sky. It is not fussy.
This wild excess where everything is imbued witthade of corruption and
the stench of spilt blood, the darkness and lunacyself-extinction is
disdainfully presided over by the Moon, goddessthef underworld and
death. As the Sun god expires in an excess of vealfrsacrificial blood,

she will rise - pale and frostily cold.
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This god-like and holy self-sacrifice is even meexie and creepily evil in
Messe Rouge (29¥ The title of this poem alone is a complex play with
multiple strands of religious ideology, self-saicef and death. The Red
Mass is a Eucharistic celebration in the Cathollmi€h. It was originally
called the Mass of the Holy Ghost, but became knawrthe Red Mass
because the vestments worn during this liturgyrade recalling both blood
and fire. This liturgy opened the judicial yeartlo¢ Sacred Roman Rota, the
Tribunal of the Catholic Church, which tried civdind criminal cases
involving the clergy. The word Rota means wheel @odthes from the
Inquisition’s method of torture to gain confessiofifie victim was tied
spread-eagle to the wheel (Rota) and was whippdldeawheel turned. The
Tribunal is thus symbolic of the scourge and whaelustice from which
blood and fiery brimstone descend in a quest teecedl apostasy or heresy
of any kind. The Tribunal is previously alludedinothe poemA mon cousin
de Bergamg® where Pierrot stands before it:

Au pied de la rouge tribune, At the footloé tred tribunal,

Il chargeait les gestes du roi[...] He caricatutezlgestures of the king|...]
The idea of a law dripping in blood before whicteas held accountable is
immediately apparent. Why would a king stand bethre Tribunal? During
the Revolution’s reign of terror the king did stalpefore the Tribunal and
was sentenced to death by guillotine. The bloodlastlcated by the lawyer
Robespierre, ensured that thousands were killechdégns of the guillotine.
This was known as the Red Mass and crowds gatherextlebrate the

rolling of heads into the basket, amongst which thas of the king. Pierrot

87 Red Mass
18870 my cousin from Bergamo
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has assumed the attributes of a king, even inaarie, and these attributes
will come to include those of self-sacrifice. Chngas considered a king
who sacrificed himself and the continuation integetuity of this sacrifice
is found in the Eucharistic Mass. It is a propdrgtrite where Christ is the
priest and the offerer of the sacrifice, but alse victim and object of the
sacrifice. This relates very well to the pagan itest a God was sacrificed
to himself on the grounds that he was his own enandythat therefore the
God ate his own flesh because the victim offerelditg was himself (Frazer
1992: 391-392). Both the body and the blood of @uel were to be eaten
and drunk in a celebration, a ‘eucharist’, which-gates the Eucharist of the
Christian tradition. Pierrot, in the same mannepears to assume the role

of kingly priest for the celebration of the Euclsaiin the Red Mass of the

poem:
Pour la cruelle Eucharistie, For the cruel Eudtari

Sous I'éclair des ors aveuglants Beneath flashdazdling gold

Et des cierges aux feux troublants, And candlel patrturbing flames,
Pierrot sort de la sacristie. Pierrot slips frdma sacristy.

What is immediately apparent, is that the adjectiged to describe the
Eucharist is not one that Christians would normallsociate with the
sacrament. In the Christian tradition the Euchassihe offering of bread
and wine as representative of the body and bloocClwfist. This is a

ceremony based on forgiveness, atonement and réidengnd which, for

Christians, has little to do with the idea of ctyeln the Catholic Mass the
bread, or Host, is physically altered into thetile$ Christ and the wine into
his blood by the priest who utters the words ofssmnation over them.

Giraud’s chosen titleThe Red Massheightens the impact of the flesh and

200



blood, as well as that of Christ’s continuous seltrifice, in a revelation of
the gory anthropophagy and suicide which resideshatcentre of this
religious ceremony. Dionysus, like Christ, was soe of a god and both
Dionysus and Christ were made kings and sacrificgdiace of the godhead.
The followers, as an expiation of this blood-gualie the body and drank the
blood of Dionysus and Christ. The use of the wandiel’ to describe the
sacrament of the Christian tradition is thus a teaktransgression because
it defames the nature of the Eucharist, revealiag ian exceedingly violent,
and cannibalistic symbolic practice with pagan sooThe suppressed
semiotic ruptures the instilled rituals of the syihd and releases the forces

of violence, bloodlust cannibalism and self-muritéo the poem.

Giraud increases the sense of incipient uneasepatahtial evil by ensuring
that the atmosphere in the place of celebratianystically eerie. Here even
the candles and their flames celebrate disquigerahan tranquillity. They
flicker and pick out the gold illumination thatl§lthe place of worship. There
is a fluid feeling of mesmeric power. The word ttdant’, though it can mean
‘perturbing and disquieting’, also has the addetionoof altering the serenity
of the spirit by arousing carnal desif&There is a sense of hidden ecstasy
and rapture. An ambiguity is held in the quiveriitgmes, which seems to
betoken both trepidation and an occultic infusibeastasy into the spirit. The
word ‘éclair’ means ‘lightning’ and is associatedthwsudden phosphorescent
brightness. This light is regarded as the symbdlusifer, bringer of light or

illumination, as it is also the light associatedhwihe Moon as Luna, which

189 seel e trésor de la langue francaise informatibép://atilf.atilf. fr.
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comes from ‘lecere’ (to shine). The Goddess ofNMfmon manifested herself
as Lucifera (the light bringer). Giraud further ygaon the word ‘éclair’
because it has the added connotations of the fatiguar, or brightening of gold
in the crucible, as the last traces of dross ldaeesurface Cassell’s giant
paperback dictionaryl994: 540). Pagan enlightenment, alchemy and the
propitiatory cleansing away of the dross of sinraiérmingle in the prelude to
the rite of the Eucharist. Lucifer, the Moon andrRat have been conflated in
the metaphoric imagery of the verse. Heresy, paga@ind the occult dazzle
in the setting and the tongues of fire flicker wia Pierrot has slipped out of
the sacristy, like a thief or a wraith, and theseaitouch of impiety in this
stealth and a sense of foreboding of something dongty baleful and
repulsive. In a mass where the red of blood andsserifice play the

predominant role, Pierrot is sneakily and illegalfficiating as priest:

Sa main, de la Grace investie, His hand, invesigdddivine Grace,
Déchire ses ornements blancs, Rends his white eassm

Pour la cruelle Eucharistie, For the cruel Eudtari

Sous I'éclair des ors aveuglants. Beneath flashdazzling gold.

For the Eucharist to become real flesh and blo@&ddbnsecrating words
need to be uttered by the officiating priest. Abrnds are denied Pierrot and
in his silence, it is his gesturing, speaking andchetic hand that becomes
the consecrated and consecrating object. The <Semgsstures and
flourishes of the hand along with Pierrot’s siler@ve triumphed over the
symbolic with its need for words to ensure thealittransformation. The
mystical and alchemical nature of the consecratibthe Eucharist is up-
ended by the investiture of Pierrot's hand with iD&v Grace like a

magician’s wand. Divine Grace is associated witinevelent acts of
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goodwill and is a route to eternal salvation thitodlgese acts or through a
state of holiness. It is a supernatural gift grdritg god. There is, however,
a play on the word ‘Grace’ because it is a stafgied in the expression ‘la
main de Dieu’, which intervenes to grant favourdvenediction. Kings used
the idea of Divine Grace to assert their divinéhtitp rule. Pierrot assumes
the attributes not only of the priest, but alsdhe self-sacrificial God-king.

However, Pierrot’s vestments are not red as theyldhbe for this mass, but
the limpid milk-white of the Moon'’s light. This ian honouring of Pierrot’s

allegiance to her and a homage to her presencehvidiiconcealed in the
dazzling flashes of light which illuminate this péaof worship. There is a
growing sense of a pagan ceremony with its suggesof Luciferian light -

a disjointedness with a whiff of cordite.

Pierrot proceeds to raise his blessed and diviaedhin pardon and
benediction in a manner reminiscent of Christ Penattor'®® As Pantocrator,
Christ is presented as looking directly at the \wigmser and holding the

Sacred Word in his left hand and his right handewiin blessing*

Et d’'un grand geste d’amnistie And witgrand gesture of pardon
Il montre aux fideles tremblants He shaoavthe trembling devout
Son ceeur entre ses doigts sanglants ldit between bloody fingers

- Comme une horrible et rouge hostie- - Amaible red host -

Pour la cruelle Eucharistie. For the tEwgcharist.

There is something theatrical and intensely odduaBgerrot’'s own gesture
of blessing that is made even more palpable by rémction of the

worshippers who are ‘tremblant’. Either they arepg fearful and agitated,

o seeFigure 23on page 5.
191 Christ's tunic is normally crimson red to signifgth the blood that he shed on the Cross and td recal
the soldier’s cloak that was put over Christ’'s sbeu$ during the Crucifixion.
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or they are shaking with anticipatory excitemenheTtrembling of the
worshippers is hormally associated with the passidmecome one with the
God through the celebration of the sacrament. Biihis instance there is a
slippage and ambiguity at play as the semiotic pdélefugh the scene and a

sense of intense and awkward fear infiltrates tssjon.

Pierrot has used his hand to rend his white vegsneith violent force and
torn out his own heart in a violent sacrificial .a&tierrot’s butchery of
himself resembles the Aztec rite where the God-Kiad his heart wrenched
from his chest by the priests and held up as afisacto the sun. Pierrot, as
priest and God-king, chooses to hold his heartrugaicrifice to the ever
present Moon who is his ruling deity. Pierrot'sntiécation with the Moon
is Dionysian, but this Moon is the goddess of tealm of death and
Pierrot's transgressive violence and madness ensuseown suffering and
self-destruction. Pierrot raises his heart in hleolly fingers for the
worshippers to reverence. He has mimicked Chrlgessing and has held
up his heart in place of the Sacred Word. His héams become the
consecrated Host. The word ‘hostie’ in French, gioumeaning the
Christian ‘Host’ (the body of Christ), has the adaeeanings of a sacrificial
victim, or a victim of atonement. The pagan eudtariceremony melds
fluidly with the Christian practice in the singleowd ‘hostie’, as they do in
Pierrot’'s person and actions, where he is botHHlost’ and the ‘sacrifice’.
Pierrot has presented the worshippers with reshfend blood and not mere
bread and wine for this Eucharist. Christian andaparituals are braided

together in a wild, bloody and sinfully transgressreligious ceremony of
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self-murder. The Red Mass of the title is now fldfl in the bloody fingers

of Pierrot’s sanctified hand and the grisly redtladshis extracted heart.

This cruel Eucharist violates and shatters accepé&rdeptions and rituals.
This is the frenzy of the Dionysian semiotic whidemolishes symbolic

tradition in a mocking caricature, which is bothus@ating and thrillingly

liberating. Pierrot’s suicide parodies the selfrgme of the gods both pagan
and Christian. It is as disturbing as it is indivadistic; a suicide tainted by
violently spilt blood and violation of the self. iBhburlesque of the most
sacred happening in the Christian tradition is theak playful, eerie and

cruel. It destroys religious hierarchy and dogmd satirically exposes the
violence of the sacrificial rites. The ‘Host’ or fea that is eaten in the
Christian ceremony is round, flat and white and ties appearance of a
small Moon. This Moon is Pierrot’s constant companiHere she becomes
the unacknowledged representative of sacrificethdaad resurrection. For

Pierrot like Dionysus and Christ will rise again.

The plight of self-sacrifice, blood and the physiagony of being crucified
on the cross are evoked lies Croix (30)° The suffering on this cross is
revealed as intrinsic to the craft of the poet, tthéurous affliction of fluid
and unruly words nailed into the structure of ‘firger ‘beautiful’ verses,
which are borne as a heavy and large cross. |hos these verses and their

words that poets are crucified and made to bleed.

192 Crosses
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Les beaux vers sont de larges croix e Warses are large crosses

Ou saignent les rouges Poétes, Where red Poets, ble
Aveuglés par les gypaétes Blinded by griffons
Qui volent comme des effrois. Who swoop like tesro

There is a generalisation in the plural noun ‘Pgiétéhich encompasses the
elite humanity who write sublime verses. Yet, Gaauas capitalised the
noun, making it a proper noun and giving it indiadity. The poet has again
returned and assumed the role of Pierrot. Thetfett'Poetes’ and ‘Pierrot’
begin with the same letter and that Giraud haseins capitalise the word
‘Poetes’ is indicative of the clown as hidden withine guise of the word in
a carnivalesque doubling. The plural noun that ¢tr@sted this sense of
doubleness is a Kristevan split-speech act whezePibet and Pierrot are
simultaneously subject and object of the poem icoatinual oscillating
interpenetration. Like Siamese twins, the Poet Bmelrot are one, yet
remain separate entities. For Jean de PalaciapPisr
A la fois célébrant et victime, sujet et objet dacrifice, Pierrot
jouerait donc simultanément tous les roles du grdraine sacre,
mais surtout celui du Poete cloué au pilori de affi®s d'un style
nouveau. (Palacio 1990: 20%3)
The colour red is again the predominant thread et been filigreed
through the poems. The trace is the blood-colouriefrot’s silent mouth.
The Poets are described as ‘red’ but this is r@hfblood alone. Red is the

colour closely associated with revolution, provamatand subversion. It is

also the colour of the body’s life sustaining fluide blood. It has close ties

193 At the same time celebrant and victim, subject @lnject of the sacrifice, Pierrot simultaneously
plays all the roles of the great sacred dramaebpiecially that of the Poet nailed to the pillofy o
anguish of a new style.
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to death and for those condemned to die for cedames the colour red

was chosen for the shirts that they wore on the twdlge gallows.

In the same way as Christ, Poets bleed upon tres ¢noa self-sacrifice for
their promulgation of revolutionary ideas. The patof the sacrifice of the
artist, or poet, is most clearly rendered in Jaiesor’'s work,Calvary or
Ensor on the Cros$’ In this work Ensor identifies himself with Chrishd
the persecution and public humiliation that Chestfered on the Cross.
Ensor places himself upon the cross and beneathalenthe faces of the
populace which are distorted with huge rubbery, libsoked-noses and
jawlines and with giant posteriors. Hypocrisy fillseir smug gazes and
attitudes. This is most noticeable in the figunedily under the cross on the
right side of the painting whose hands are foldednaprayer he appears a
caricature of the hypocritical priest or monk. Toedy and face above him
are distorted beyond recognition, a cadaver withped, glaring eyes and
open screaming mouth. The head appears almosalikéberized mask.
The monk type stares upward with seeming deep-&esdtisfaction and
content. The figures directly under Ensor’s crossns to beCommedia
dell’arte or carnival characters. The one sobbing, hand eyes and all in
white might be a Pierrot in the role of Mary Magela¢. Though appearing
to sob, yet its left arm is slyly placed upon teg bf another figure sitting on
the other side of the cross, whose face, hiddeedibra blue cowl like the
Virgin, is equally ugly in its distortions. The whi sobbing figure is

surrounded by masks with protuberant noses wegaindry carnival finery.

194 James Ensor 1860 — 1949, Belgian painter and esigrav
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They seem to have been heading to attend a carbiviahave found that the
suffering of a crucifixion holds more carnivalesqergoyment. To the front
left of the picture is a strange figure wearingop hat and with a straggly
beard and prominent nose. He seems to be withrthwgpgdenoted by the
XX on the read of one of the figures, the insigoighe artistic group “Les
Vingts, or XX”, of which Ensor was a founding membehis figure in the
top hat appears to be Ensor himself, as thoughshdoubled in true
carnivalesque fashion. He seems to be mockinglgrebgy himself on the
cross. He is both a part of the crowd who perseam# the object of
persecution. This top hatted figure is dark whéee figure of Ensor on the
cross is bathed in unearthly light. Here the araastboth subject and object
of the painting, oscillates fluidly between statgth a touch of manic, edgy
laughter. The artist has sacrificed himself in aarahistic rebellion against
the animalistic and repulsive nature of the crowd af the critics who
persecute him. In this representation he implieg the is following the
example of Christ as self-sacrifice. The Vener&see, like Tertullian and
St. Augustine, affirmed the self-inflicted nature @hrist's death upon the
cross (Fedden 1938: 143). Christ, like the Poets & willing sacrifice to
his poetic teachings, ideas and beliefs. He vohintalimbed onto the
cross. This willingness to sacrifice himself is mbsautifully extolled by
the tree of the cross in the old Anglo-Saxon wdhe Dream of the Rood
Here the tree, or Rood, says:

| saw the Lord of mankind hasten with much fortéutbr he
Meant to climb upon m&?

1% Bradley 1982: 161 Lines 33-34
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The tree calls itself the ‘despised gallows’ atke lihe Poets the seeping red
trickle appears and the Rood piteously narrates:

They pierced me with dark nails:

The wounds are visible upon me,

Gaping malicious gashes......

| was all soaked with blood issuing from the masite

after he sent forth his spifft.
Self-sacrifice, blood and death all merge one thioother in the torment of
the cross. Grunewald’s central panel of the Isenh&ltarpiece is a study in
the stark cruelty of the crucifixion. Christ's body the cross is twisted by
the torture he is enduring, the thorns of the sgesiistick in the wounds that
cover the entire body. The crimson flow of the kldmom the wound in the
side is in stark contrast to the greenish ting¢hefflesh (Gombrich 1995:

351-352). It is a painting which is revelatory betunmitigated horror and

anguish of the self-sacrifice on the gallows of ¢thass"*’

This gallows is not as it seems and Giraud subvénes Christian
connotations of the cross by intertwining them wittgan themes. Odin, the
Norse god, was a self-sacrificial victim who hurmgpno the gallows of a tree.
As he says:

Wounded | hung on a wind-swept gallows
For nine long nights

Pierced by a spear, pledged to Odin,
Offered, myself to myself

The wisest know not from whence spring
The roots of that ancient rodd.

1% |hid Lines 45-49
197 See Figure 25 on page 5.
1%Norse Poem&983. (tr. W. H. Auden and P. B. Taylor ) Londonb&aand Faber.
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The cross was a Roman form of punishment and im&nt of death. Poets
not only bleed upon the Cross, but are also bliraded. The creatures doing
the blinding are not those generally associatedl whis act, such as crows,
but rather pagan, mythological beings. The wordluseGiraud, ‘gypaétes’,
means ‘Lammergeier’ or ‘bearded vulture’, which sty resembles the
creature that the Ancient Greeks associated welgttifon. The vulture is a
descendent of the griffon, the creature sacred géosZwhich pulled his
chariot. Aeschylus in his playrometheus boundas Prometheus say
‘Beware of the sharp-beaked hounds of Zeus thatndb bark, the
gryphons’® These silent creatures sweep down on the Poetmgpide the
utmost dread, like the hounds of hell. Giraud ubesplural noun ‘effrois
(frights, fears, terrors) to describe the movemehtthe griffons. This
enhances the impression of swift, impending anafphipunishment and
vengeance. The word seems to oscillate betweesuthgestion of dread and
the plural’s personification of fiends and demortsch descend bearing the
seeds of spite, horror and the wreaking of retrdoutThe Furies spring to
mind, but the implacable nature of the punishmemts to Nemesis, who
as avenger of hubris had a chariot drawn by grdffofhe word ‘effrois’ is
remarkable for its evocation of diabolic banefubeand grotesque
nightmare. Here pagan punishment is revealed atot pitiless. The Poets’
self-murder is an act of wanton defiance and mudigginst the gods of the
old order and therefore a deadly sin against whigy exact the severest

reprisal.

199 Aeschylus 1970Prometheus boundLondon: Penguin Books.
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The verb ‘aveugler’ is ambivalent, meaning notyotd blind’ but ‘to lose
clarity of vision or to be fascinated or seduc&dYet, the verb ‘aveugler’
also brings to mind the ‘aveuglant’ of the poéviesse Rougevith its
dazzling overtones of blinding enlightenment mixéth the satanic’s dark,
deadly damnation. It seems that the Poets havepgeshed with blindness
for their imaginative vision, which threatens talgee and subvert the ruling
hierarchy. The immortal Prometheus, in Greek legéndught man the gift
of fire and imaginative vision; for this he was afied, like the Poets.
Prometheus protected mankind from the wrath of Zand, like Christ,
came to earth to suffer and intercede for themrételled against Zeus’s
plans to exterminate mankind and for this subversie was nailed by the
hands and feet, arms outstretched and a stakegthios side, to some rocks
in the Caucasus. Zeus sent his griffon (vulturefeast on Prometheus’s
liver, which renewed itself overnight. Prometheuparmanent suffering
mirrors the permanent suffering of Christ's crudin, which is continually
re-enacted in the Christian Mass. Gustave Moreapanting of
Prometheu¥' bases the facial features of Prometheus on the sged to
depict Christ in the artwork of the Renaissanceov&bPrometheus’s head
appears a small flickering flame of enlightenmdrdttmirrors the flames
placed above the heads of the apostles. It alliddee fire that Prometheus
brought to man; both the flames and the imaginafidre self-sacrifice of
Prometheus was, however, a defiance of unjust myrade rebelled against
the power of the ruling hierarchy and refused tcham his imagination and

knowledge. His suffering stemmed from his subvensess and his

20 geg e trésor de la langue francaise informatfsép:/atilf.atilf.fr.
201 5ee Figure 26 on page 5.
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dismantling of the ruling order of things. Poetigaaaspires to this semiotic
dismantling of the governing order and structurgraimmar and of accepted
forms and practices. The Poets, Christ and Promsthave all consciously
chosen a form of suicide. However, the Poets aminBtheus purposely
defy the will of sovereignty, whether that be inetlmoly structure of

grammar and verses, or Zeus, and for this theypsepared to suffer the
anguish and torture of self sacrifice. Promethessbaarer of light is

associated with the Christian Lucifer. Thus, thev&usive poetic vision has
the taint of enlightened evil and rebellion thatde to voluntary suicide on
the large cross of their own contempt for sociktals and hierarchies. This
insult is individualistic and as such is condemasdvicked and immoral, a

deadly sin which deserves horrific punishment.

Slaughter, blood, death and self-sacrifice ared\yvdepicted in the second

verse:
Aux glaives les cadavres froids To the swordscthld cadavers
Ont offert d’écarlates fétes: Have offered tlsemrlet feast:
Les beaux vers sont de larges croix Fine verseklege crosses
Ou saignent les rouges Poétes. Where red Poets. ble

The bodies are already cold. Death has been tbeipanion for a while and
life has long since fled bearing its warm, streagranner of red. The word
‘glaive’ has subtle differences of meaning, as mesly discussed. It can
mean either spear or sword. The word ‘cadavre’ métatlen thing’ this

stemming from the Latin ‘cadere - to fall' it alsneans a corpse or a
skeleton’ Shorter Oxford English dictionar§973: 264). For Kristeva this

word is a revelation of the transgression of thats of the body where the
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expulsions of fluid and other waste are finallytigetned, as life falls over
the fragile physical border into death:
There, | am at the border of my condition as antivbeing. My body
extricates itself, as being alive, from that bor@&rch wastes drop so
that | might live, until, from loss to loss, notgimemains in me and
my entire body falls beyond the limitcadere- cadaver. (Kristeva
1982: 3)
The cadavers in the poem have expelled their bdidilys in a waste of self-
sacrifice and they lie cold and rigid. The paintofgHolbein’s Christ? with
his side pierced by the spear and lain out as@seaon a slab, dead, with no
apparent hope of resurrection, is the subjectiveui@l representation that
this image brings to mind. This painting is of ty®tesqueness of death in
all its physical solitariness and harrowing forsakeality, a macabre image.
Here is the self-sacrificial victim devoid of pathtn melancholy isolation

where his individualistic act can be viewed withsapprobation and

contempt inspired by deep horror and fear.

However, in the verse there is a sense of purpbstumghter. These
cadavers have either been killed in battle, or haled themselves by going
into battle. The horror of combat and the butcheflycted by conquerors on
the defeated seems to dance out of the verse oarketssurge of carnage
and malevolence. War as the ultimate self-sacrdiog suicide in all its evil
cruelty is present. The image of swords repleta dmood feast humanises
the killing instrument and its lust for slaught@his shudders through the

verse and down the reader’s spine. The semiotiteme gorily slices

202 Figure 27on page 5.
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through the restraint of the symbolic as sociatragsts are lifted in the

‘glory’ of battle. The glorification of a violentedth flies in the face of the
denunciatory Christian command ‘Thou shalt not kiled to condemn and
criminalise suicides as murderers of themselvessé&ltorpses are the sinful
suicides of the reigning ideology. It is this idegy that the Poets are trying

to overthrow by means of their self-sacrifice oa thosses of their verses.

This strange image of the scarlet feast also iisfuke verse with pagan
elements. In certain warrior cults, bravery anctisiei were considered the
goals to strive towards. Only those who died bylenb means or suicide
were admitted to Odin’s Valhalla. Here they partobkhe banquet because
suicide and self-sacrifice in battle were the staribute of death and were

vaunted attributes, allowing free passage to thstfe

The overlay of violence, blood, self-sacrifice ahe scarlet feast with its
pagan nuances combine in a macabre dance of déath Wwansgresses the
accepted values prized by society and which has hesilcated by the
power of the governing hierarchy of beliefs. Sugcgdalks through the verse,
a skeletal presence at the scarlet feast thatesetration of the anarchy that
creates ‘martyrs for Satan’ (Alvarez 1972: 62). Tdemnation of these
cadavers as ‘satanic’ suicides would have justiflfetisavagery of the death
inflicted upon them in the verse. The Poets onseiésacrificial crosses of
their ‘fine’ verses collude with these ‘satanic’ myas in trying to transgress

and defy the ruling hierarchy.
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Yet, these cadavers stepped into death with hamdrfear, hair standing on
end that recalls the hair of the thieve®ierrot voleur

lls ont trépassé, cheveux droits, They died, $tanding on end,

Loin de la foule aux clameurs bétes, Far froendtowd’s beastly clamouring
Les soleils couchants sur leurs tétes  The gedtin’s rays upon their heads
Comme des couronnes de rois! Like the crownsngfs!

Les beaux vers sont de larges croix!  Fine veaise$arge crosses!

The shiver of terror that flows from the raisedrhaiindicative of the dread
inspired by death. This hair on end of the corpsemacabrely funny and
reminiscent of some of the depictions of skeletonthe Danse Macabre.
Their hair is standing up as they hop up and dovth @razy abandon in a
manic, disjointed dance of death accompanied by iomasd shrill

laughter:®® Here, the terror of death is turned into somettgngtesquely

comic: Bakhtin notes that it is a ‘funny monstrg's(Bakhtin 1984: 57).

This is a solitary death occurring far from societigh its gossip and noisy
vulgarity. Giraud’s use of the word ‘bétes’ as atjeative to describe the
crowd reveals its bestial nature, its lack of iigehce and its unquestioning
acceptance of the flow of the given social ordére Word is carnivalesque
in its ascribing of animal traits to humans. In therd ‘clameur Giraud
again sets up an oscillation between the semiatit the symbolic. This
polyvalent word contains the meanings of ‘expressmf discontent’,
‘confused cries’, ‘insults or expressions of baelifegs’ and in judicial
terms, ‘a summons, or legal order’. The marketpladd its noise and

ribaldry is conjured with its cacophony of beadike reader can hear the

203 5ee Figure 28 on page 5.
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racket as it tumbles out of the words, ‘la foulex @lameurs bétes’, which
shatter the silence and structure of the verse. this glossolalia of
intermingled screams, oaths and nasty expressibiisvoll become mere
raucous sound containing no discernible meaniregsémiotic explodes and
splinters the control of the symbolic. However, thuloontained within the
wild, noisy disordered nonsense of the word is awn boundary and
constraint, the social control of the law. It issttaw which has the ability to
channel the noisy oaths, gossip and ill-will inteacial process which can
govern and focus the crowd’s animal-like respon3é® re-imposition of

the symbolic ensures that the social structure iresna force.

It is the setting sun which crowns the corpseshikgs. The image of Christ
with his crown of thorns on the cross is vividlyepent. The corpses are
crowned as kings and blessed by the dying rayseftn god. A last gift
before darkness falls and the cold goddess Moas asd accepts them into
her realm of shades. Their coronation with thess 1a as pagan as their
death is transgressive. This elevation to a pasitibprestige, a raising of
the dead to a new life, is implicit in the mythssa@gated with the
crucifixion, both pagan and Christian. The largesses that verses impose
on the Poets are a torment, a suffering and a yviplbtesque rebellion
against societal order with its structuring devjcas Bakhtin writes, ‘the
grotesque liberates man from all the forms of inaomecessity that direct
the prevailing concept of the world’ (Bakhtin 1984). These crosses made
from verses are a form of suicide, or self-saaifiand as the Jewish saying

goes ‘cursed is he who hangs upon a tree’ whicpherhaps why Dante
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placed the souls of suicides in trees, or why thagged suicide victims
from a gibbet. The suicide victim is cursed andted by the deadly sin of
self-murder. As John Wesley declared, they shoeldgibbeted and left to

rot’ (Jamison 2000: 16).

This re-invokes the image of Callot's tree of deathith which the

discussion of the Seven Deadly Sins commences.upon this tree that the
deadly sin of suicide finally closes the circletbé sins with a subversive
‘Mori licet cui vivere non placef® In like manner to the gods, who
voluntarily chose to hang and die upon a tree dalype resurrected, the
Poets hope that their ‘fine’ verses will provideerth with continual

resurrection and immortality. Pierrot too will risgain under a new guise,
so that he may continue his adoring worship ofdwisr waxing and waning

celestial being.

It is Pierrot’'s resurrection as a mysterious, tgaessive and melancholy
figure, as found in the works of the Belgian pait@mes Ensor, which will
be explored in the following chapter. Ensor’s fatitaal use of brilliant

colour along with his depiction of hybrid maskee@atures, amongst which
Pierrot is always present, challenged and transgdegstablished artistic
traditions, as well as being decidedly differerdnfr the Impressionist and
Pointillist techniques that were the predominanarggarde schools of
Ensor’s time. The manic mayhem of the colour arel lanner in which

Ensor uses light to distort masks and figures deg¢yaccepted appearances

24He is at liberty to die who does not wish to live.
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of everyday reality. His figures seem to spill owbe confines of the
paintings and take on a physical presence surragrttie viewer with their
comical and mad presence. Contained in the delgteides and electrifying
brilliance of Ensor’s vivid palette resides all ttransgressive power of his
work. Nowhere is this more apparent than in hiscation and focus on the
mask of the pale, deadly white Pierrot. It is thistrous white that creates

the sparkling light that floods Ensor’s paintings.
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Figure 6
Figure 6The Seven Deadly Sins
c. 1500
Wall painting
Hessett Church in Suffolk
[Online Image]
Available atwww.paintedchurch.org/hessds.htm

Accessed on 19/08/2004
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Figure 7
Figure 7Hanging tree from miseries of war.
Jacques Callot
1633
Engraving
University of Michigan Museum of Art, Michigan
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Figure 8
Figure 8The swing of Pulcinella
Giovanni Domenico (Giancomo) Tiepolo
1791 -93
Detached fresco
Ca' Rezzonico, Venice
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Figure 9
Figure 9Le miroir du diable Il
Antoine Wiertz
1856
QOil on canvas
Musée Antoine Wiertz, Brussels
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Figure 10
Figure 10The cure for folly: The stone operation
Hieronymous Bosch
1475 - 1480
Qil on panel
Museo del Prado, Madrid
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Figure 11
Figure 11The temptation of St Anthony
Felicien Rops
1878
Qil on panel
Bibliotheque Royale, Brussels
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Figure 12
Figure 12The Great Red Dragon
William Blake
1806 - 1809
Watercolour
Brooklyn museum, New York
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Figure 13
Figure 13The mirror of life and death
c. 18" Century
[Online image]
Available athttp:/bloomingmind.org/dualisme/XVlleme.htm

Accessed on the 09/12/2004
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Figure 14
Figure 14 The Beethoven frieze « The hostile forces »
Gustav Klimt,
1902
The Osterreichische Galerie Belvedere,
Vienna
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Figure 15
Figure 15La femme et la folie dominant le monde
Félicien Rops
1886
Heliogravure
Musée provincial Félicien Rops, Namur
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Figure 16
Figure 16Ecstasy of St. Theresa
Gianlorenzo Bernini

1647 - 52
Marble
Santa Maria della Vittoria, Rome
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Figure 17
Figure 17Réttgen Pieta
14" Century
Rheinisches Landesmuseum, Bonn
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Figure 18:
Figure 18 Bat-woman
Albert Penot
c. 1890
[Online image]
Available athttp://www.illusionsgallery.com/batwoman.html

Accessed on 27/09/2005
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Figure 19
Figure 19La buveuse d’absinthe (The absinthe drinker)
Félicien Rops
1877
Water colour, goauche and black crayon
Bibliotheque Royale, Brussels
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Figure 20
Figure 20L’Absinthere
Joseph Apoux
c. 1900
[Online Image]
Available fromhttp://drugs.uta.edu/absinthe.html

Accessed: 11/09/2007
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Figure 21
Figure 21Lady Lilith
Dante Gabriel Rossetti
1867
Oil on canvas
Delaware Art Museum, Wilmington, Delaware
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Figure 22
Figure 22 La Belle Dame Sans Merci
John William Waterhouse
1893
Oil on canvas
Hessisches Landesmuseum, Darmstadt
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Figure 23
Figure 23Pantocrator
1148
Mosaic
Cathedral of Cefalu
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Figure 24
Figure 24Calvary
James Ensor

1886
Coloured pencils on wood

Galerie Ronny Van de Velde, Antwerp.
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Figure 25
Figure 25Crucifixion
Mattias Grinewald

1515
Tempera on panel
Kunstmuseum Basel, Basel
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Figure 26
Figure 26Prometheus
Gustave Moreau
1868
Oil on canvas
Musée Gustave Moreau, Paris
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Figure 27
Figure 27Dead Christ in the Tomb
Hans Holbein the Younger
1521/22
Oil on wood
Kunstmuseum Basel, Basel

240



Figure 28
Figure 28The Dance of Death

Michael Wolgemut

c. 1493
Nuremburg Chronicle
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CHAPTER THREE: PHANTASMAGORIC LIGHT: JAMES ENSOR’S

MASKS, SKELETONS AND HYBRID BEINGS

Pearly opalescent and luminous white light withraii nuances of colour are
what saturate the work of James Ensor both asegvaamtd writer. His choice
of words exhibits the same bizarre, transgressoveep and astonishing use of
light as do his eerie, phantasmagoric limnifgef masks and skeletons. Thus
he writes:

| love to draw beautiful words, like trumpets ofhit ... | adore you,
words who are sensitive to our sufferings, wordsed and lemon
yellow, words in steel-blue colour of certain insgavords with the
scent of vibrant silks, subtle words of fragranse® and seaweed,
prickly words of sky-blue wasps, words with powérmouts, words
of spotless ermine, words spat out by the sandthefsea, words
greener than the Cyrene fleece, discreet wordspetes by fishes in
the pink ears of shells, bitter words, words otiftde-lis and Flemish
cornflowers, sweet words with a pictorial ring, iptave words of
horses being beaten, evil words, festive wordsnpado and storm
tossed words, windy words, reedy words, the wisedw@f children,
rainy, tearful words, words without rhythm or reasol love you! |
love you! (Ensor in Haesaerts 1957: ¥%4)

Words become colours, become creatures, becondofreéom constraint.
They are the light and the storm and transgresadaries in the same fluid

and violent manner as Ensor’s paintings and drasviigords possess the

ability to be macabre, scatological and freakisheyl can be meldéd to

205 This means to paint or draw, but also to depiatiegns of wordsJassell’s giant paperback
dictionary1994: 789).

208 Oyez mes mots cinquantenaires parfumés de setésiBih! on les a rudement camouflés, maculés,
émasculés, subtilisés, chipés depuis, mes moss @inés, fruits mirs de mes verdeurs et de mes
prédilections : mots discrets de poissons soupiés les conques, mots plaintifs des chevaux battus
mots bleu d’acier des mouches élégantes, mots dagemnfants, mots crachés des sables et de la mer,
mots des gueules puissantes, mots des lys de Feades bluets flamands, mots chevrotants des vieux
maris cornus, mots des cloches et des cristaws amaglants, mots glacés, mots froids de marbnechla
mots trés doux sonnants picturalement, mots saresni raison. Je vous aime. Je vous aime. (Ensor,
1999: 78)

207 This means to blend or merge.
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create fantastic and discordant images and metapBosor used them as an
alternate means of transgressive representatioagddmirror world to that
of his paintings, particularly those filled withbvant deforming light and

colour; of masks, skeletons and whimsical, lurksngatures.

It is these eccentric, bizarre and stridently gjeapaintings and etchings,
filled with masks and skeletons with their capn@oand ambiguous
attributes, which will form the focus of my analysn this chapter. | have
chosen not to discuss the political aspectsTbé Entry of Christ into
Brussels as | feel that these have received more thancgrif critical

attention’® Rather, as my exploration of Ensor's works is seaély

limited, | have chosen aspects from Ensor’s wokled t considered suitably
‘illuminated’ the transgressive, shape-shifting mass and ambiguity of my
chosen themes. Where possible, | have tried tooexpliorks in which the

figure of Pierrot appears, or is suggested.

James Ensor was born on April"™.3860 in Ostend (Oostende), a town on
the northern coast of Belgium. He spent nearlydmsre life in this town
except for some years spent at the Académie Rayede Beaux-Arts in
Brussels and a few brief trips outside Belgium.w#es a founding member

of the artistic group, the XX (Les Vingts), in 188Mhis group survived for

208 gee the following Paul Haesadames Ensofhames and Hudson, 1957; Ulrike Becks-Malorny
EnsorTaschen, 2000; Diane LesBames Ensor, the creative ye@snceton University Press, 1985;
Stefan Jonsson Society degree zero: Christ, commuaisd madness of crowds in the art of James
Ensor,Representationg5 summer 2001; Xavier Tricot Metaphore et metghose de James Ensor
Artstudio18 Autumn 1990; Stephen C. McGouggimes Ensor’s “The Entry of Christ into Brussels in
1889". Garland Press, 1985; Susan M. Canning the ordwamarchy: Scatalogical signs of self and
society in the art of James EnsArt Journal Autumn 52 (3) 1993.
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10 years before being dissolved in 1893. Ensonzalipe’ works of art, as
they were considered at the time, combined withdvis; prickly nature,
ensured his alienation from this group. The denisibat he experienced
stemmed not only from amongst the critics and t@erg but also from
society and, more crushingly, from within his owamilly circle. This led
him to withdraw entirely into his own world. Thislgary world was
populated with masks, skeletons and the bric-a-bian his family’s shop
which sold motley and masks, Chinese goods, slaglts other oddities.
Ensor grew up amongst its treasures, which latearne his companions in
solitude. As he noted with undisguised delight:

| have joyously shut myself up in the solitary damahere the mask

holds sway, wholly made up of violence, light amiliance. (Ensor in

Haesaerts 1957: 169%)
The interesting word in this piece of writing isidlence’. The notion of
masks being violent is disturbing unless viewedhinitthe context of the
carnival. The donning of masks during carnival Imeeahe turning of the
face ‘inside out’ in a grotesque, monstrous andewibsubversion of the self
(Hyman 1997: 78). The masks mock reality and imaige simultaneously
reveal the interrelation of both. The brutal, sensuand gross violence of
the masks exposes the hidden face of humankinarksed the masks and
‘light and brilliance’ to shatter unity and pulvee representation and
multiply it into myriad meanings. Ensor’s use ofawr and light becomes a
pure rhythm of intensities in a semiotised expenditof energy (Lechte

1990: 140). For Kristeva it is the use of colouddight that releases the

209 3e me suis confiné joyeusement dans le milietes@iol tréne le masque tout de violence, de
lumiére et d’éclat. (Ensor 1999: 37)
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semiotic into the symbolic nature of representatibhus for Kristeva the
chromatic apparatus is like ‘rhythm for languagehigh] thus involves a
shattering of meaning and its subject into a soéldifferences’ (Kristeva
1980: 221). She goes on to say that:

Colour does not suppress light but segments it tBaking its

undifferentiated unicity into spectral multiplicitit provokes surface

clashes of varying intensity. (Kristeva 1980: 222)
This pulverization, or shattering, releases the isgendrives into visual
representation in an expression of excessive aolénti joy that mirrors the
life of carnival and its translation into words amdual imagery. It was this
carnivalesque grotesque tradition that Ensor espreshroughout his work.
He was told by a friend that his caricatures wereat all appreciated. Instead
they were regarded as puerile and commonplace @dees1957: 189). The
caricatures were regarded in this manner becagsmshrrectionist nature of
the work was neither understood nor valued. Somehef more explicit
caricatures arelhe pisser (Le pisseur)l887) andDoctrinal nourishment

(Alimentation doctrinaire}1889)*°

Ensor's mordanihe pissel(1887) mockingly exhibits his feelings for both
his critics and society. In this etching the viewees the rear of a man, who
is facing a wall. He is wearing a tatty top hat gacket and tightly-legged
striped trousers, a bourgeois gentleman of cudaieans, it appears. His
flowing, walrus-like whiskers are very evident atinds depiction is typical

of the caricatural drawings that Ensor made of Bim§o the viewer is able

#19g5ee Figure 29 en page 5.
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to identify the figure as being Ensor. His splayegk, the manner in which
he faces the wall combined with the two lines flogvdownwards between

his legs make it obvious that this figure is peeagginst the wall.

The author of this thesis has chosen to make us®avords ‘shit’, ‘piss’,

or ‘pee’, when describing the more scatologicakEasor’'s works, because
these terms are as transgressive as the etchimgsehves. Words like these
are rarely, if ever, used in academic discourseghvtends to distance itself
from crude or coarse slang, preferring to use @inand politely elevated
terminology. However, | felt that using these vewlar words was

necessary to enforce the notion of transgressioajenge to authority and
wild, mad laughter that fill Ensor’s works. Theyegrerfect indicators of the
Kristevan semiotic with its power to disturb, clealje and pulverize the
symbolic. They are also revelatory of the carnisqiee grotesque and its

inversion of accepted social niceties found thraugleEnsor’'s oeuvre.

Pissing in the open against a wall blatantly tra@sses societal bodily
taboos. Ensor satirically confronts the viewer vitik levelling function of

the human anatomy where excretion, like deatheensas belonging to
everyone no matter what their position or roleagisty. This transgression
of a bodily taboo both shocks and arouses laugiitex.viewer realises that
this depiction of pissing in public is an overt rkery of normative attitudes
to bodily functions as well as a sign of Ensor'sejul contempt for society.
By this act Ensor has established himself as asidert different and

someone who does not adhere to societal rules (@ad993: 48). Rather,
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in a truly overt and burlesque gesture of debasemah besmirching, he is
urinating on the opinions of both critics and paloncerning his art. The
sentence on the wall above him reads ‘Ensor efuwir(Ensor is a madman
or fool) and is a comment that the critics madeualdus art. For this

drawing of himself, Ensor has taken on the attabutf a madman, where
madness is seen as being inherent in all grotefsgmes and allows a view
of the world that is different and does not confaothe commonplace or its
ideas and judgments (Bakhtin 1984: 39). In theigalnradition, the fool or

madman was a representative of both the real amdd#al, both stood on
the borderline between art and life (Bakhtin 1984:Ensor, in this portrayal
of himself as madman, or fool, has assumed theraftenttributes that

transgress the norm and embody freedom from comreand established
truths (Bakhtin 1984: 34). Drawn on the wall nexthis figure are funny

infantile graffiti depicting two little stick men i pipes and a dog. Below
the dog is a little pile of shit, almost as thoubts caricatural dog stepped
out of the picture and defecated. The faeces and atong with the childish

drawings are a mocking deflation of critical pomippsind the governing

classical aesthetic tradition. Ensor’s jet of unsea symbol of the death of
the old and the birth of the new (Bakhtin 1984: J14khe ambivalence of
debasement via urine and faeces was its produtroom the lower bodily

organs, which are at the same instant the orgarenefval through creation
and generation. The humiliating use of urine aretés during carnival was
always accompanied by laughter and the viewer eahEnsor's merriment
ringing out in derisive ridicule. But this mirth édso ambivalent, as it is not

only aimed at Ensor’s critics and society, but iatdelf as well. The lines
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upon the wall in front of Ensor’s figure seem tadtler and flicker like the
heat and smell that rises from warm piss on a dalg as they waver and
wriggle the viewer senses that they are shakindy witnusement. This
laughter derides and mocks, but is also triumphanits vitality. His
debasing of the classical aesthetic and those whpost it is a vivid, gleeful
vindication of inventive freedom and an overturnofall that has rigidified

with age and is in the process of dying.

Both Susan M. Cannidg and Diane Lesk& mention the engraving by
Callot of the same subjectlie pisseras well as Charles de Coster’'s hero
Tyl UylenspiegeWho urinates on his enemies ahd pays déMlanneken Pis
by Theo Hannon with an illustration by Amadee LyfA€ras the basis for
this etching by Ensor. However, neither of thesecsrrefers to Rabelais’
work, in particularGargantua who in a spirit of pure fun drowned his
enemies and the irritating crowd with urine. Ralsehork was well known
to Ensor! but these critics, in true modernistic fashiorersgo be reviled
by the scatological imagery that is prevalent irs&is work. Canning uses
the words ‘vulgar and raunchy’, ‘ordure of anarchyd ‘sexual repression’
in her article (Canning 1993: 2). All the words ciésing bodily functions
are carefully phrased in rational, distancing termesko devotes a
paragraph which, though describing the Pisser,r@gsmthe transgressive and

grotesque nature of the etching. These critics deeexhibit what Kristeva

21 canning, S.M. (Autumn 1993). The ordure of anar@uatological signs of self and society in the art
of James EnsoArt Journal 52(3): 47-53.

212) asko, D. 1985James Ensor: The creative yeaPsinceton: Princeton University Press.

213 canning, S.M. (Autumn 1993). The ordure of anar@uatological signs of self and society in the art
of James EnsoArt Journal 52(3): 47-53.

214 Ensor's macabre humour might also have found & WwpiMax Klinger calledPissing deatldated

1880 inspirational. (Tricot 2006 : 90).
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terms the ‘abject’: a loathing for filth, waste,duand a fear of impurity
caused by that which departs from the symbolic ofidasteva 1982: 91). It
is Ensor’s disobeying of the rules of the symboiic this semiotic
transgression of bodily taboos which causes thendmmation and repulsion
found in the critics’ response. His rupturing ofrders, rules and order in
this portrayal of the defilement of bodily secresoand his mocking use of
them to debase and destroy is also an acknowledgerh¢he fact that life
is continually threatened by death, whether inftren of bodily secretions
or in the passing of the old and birth of the n€&anning thrusts all the
transgression aside as she attempts to make Emnganksfit into the ‘social
moralism’ of northern satire, a given symbolic systor form that can be
analysed, controlled and historically explainedingghis symbolic system
with its historical tradition means the shit andspcan be excused and made
to serve a pure objective - that of morally satigsand criticising the
political and social repressions of his time. Enisathus made to fit within
containing symbolic parameters. The grotesque anmbnventional nature
of The pissesseems to have been unappreciated by these crititse same
manner that it was considered puerile and chilthghis peers. As Ensor
remarked on the labels invented by critics:

O the villains who catalogue artists! If these lehers of Mayflies had

their way, adorable fantasy, the heavenly flowed®i which inspires

the creative artist would be rigorously excludeahirthe program of
art. (Haesaerts 1957: 226)

215 Oh! les mesquineries odieuses avantageant leisigstde I'art! Encore devant ces pauvres,
I'adorable fantaisie, fleur céleste de rosée, nagpce du peintre créateur, doit étre bannie sfaent du
programme artistique. (Ensor 1999: 41)
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Ensor understood carnival and its life implicitlgdathough he is satirising
the reaction of the critics and the public to his get the debasing image is
filled with laughter and the inside-out mayhem loé tcarnival spirit. This

etching is entirely Rabelaisian in conception dmough it might appear as
scatological and puerile, it is one of the most simy and pointedly rude
and abusive responses to the ignorance of soaetyremse whom they elect
as ‘critics’. It mocks a public who are unable tonk for themselves or
appreciate the new and different and who are relipon others to shepherd
and feed them their beliefs and culture. This ignoe and reliance on the
guidance of others is nowhere more apparent tharEnsor's work

Alimentation doctrinaire/ Doctrinal nourishme(t889)3'¢

This work is a biting and excoriating exposé of @fsresponse to both the
established authorities as well as the bovine $fmogss of the masses who
support them. It was purposely created to shoclsoEmvith anarchistic
irreverence attacked and castigated the politszadial and religious system,
as he saw it in the Belgium of 1889. At this timelddum was going through
a severe economic depression and many membere afdtking class were
unemployed and poverty stricken. The workers sasdhn power as mere
instruments of oppression and those with the vbike,well to do property
owners saw the workers as a mass army with anarahtt chaotic
propensities. The monarchy was an authoritarian wmsed constitutional,
the Liberal party was made up of the industrial radrbourgeoisie and the

Catholic Party controlled the education system. Theeral and Catholic

218 geeFigure 30en page 5.
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party were both supporters of the practice of tlealthy paying the lower
classes to do their military service for them. Tioerals supported this
system in order to retain the vote of the propdrt&asses, who were the
only people allowed to vote in Belgium. The Catbglarty used the system
as a means to subsidize the poor. Universal s@fveas the rallying call of
the Belgian Worker’'s Party which had links with tlamarchists. The
Catholic party opposed extending the criteria thauld allow people to
vote because it felt that this would give the Slsi® more power and
reduce support for the church. For the Liberaldemding the vote would
give economic and ruling power to the lower classed they feared mass
rule. Compulsory education was controlled by thethGlec Party and
represented the biggest point of contention betweisparty and that of the
Liberals, as these parties fought to retain contblthe funding and
orientation of the voting public. However, this Wois not solely a
commentary on the abuses of those in power butoroitantly reveals
Ensor’s disdain for the people as well. The poweths image lies in this
two-way movement. To simplistically read this aere-way indictment of
those in power is to avoid acknowledging Ensordikie and contempt for
the mindless crowd: ‘the spirit of the populatisran abominable prurigo of
idiocy’ (Ensor in Haesaerts 1957: 65). Thus théaxities and the crowd are
seen as inextricably locked in a play of power &ndwledge, as masters
and slaves. For Ensor this situation representthatl his anarchistic nature
rebelled against; the regimenting of the individieathe mindlessness of the
collectivity and the subservient adherence to augsrpropounded by those

in power or by society.
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In this etching the viewer sees five large figuresuched on what appears to
be the rim of a toilet bowl. In the centre is Kibhgopold II, who is flanked
on his left by a soldier and a politician and os tght by a bishop and a nun
and they are proceeding to defecate on the croweédtk them. Ensor has
made these figures very large; they take up twalshof the etching’s spatial
arrangement. The viewer is witness to the facdbexfe large figures, except
for that of the politician, who is only seen frohetrear. The crowd beneath
is placed in such a manner that all that would iséble would be the large,
white moons of the buttocks and the nourishmeny @re dropping. The
mass of tiny human figures fills the bowl beneatiese buttocks in a
seething, grotesque swarm. They are being fed & dbdahit and piss that
they are avidly swallowing up. No one is protestargl they look upwards
and like little birds open their mouths to recetlies sustenance. Ensor has
etched individual faces on the crowd but each igh8y distorted and
grotesque. Though the crowd is individualised iit 8rms a homogenous
whole in its mindless, pullulating acceptance @& tioctrines that are being
imposed upon it. For Ensor they represent the atemFeast of Fools'. In
the carnival of the ‘Feast of Fools’ defecationypgl a central role and the
clergy used to fling dung at the crowd (Bakhtin 49847). Ensor has taken
this role of defecation to a rather more transgvesdevel in this
representation of the relationship between theeSiad the masses. Ensor
purposely violates the classical ideals of sepamatetween image and text
as he intertwines them in this etching. He instirgstitle and date in the top
right-hand corner and provides it with its own feanaery like a large poster

of the kind used to garner votes in an electiore ®td thing in the title is
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that the ‘N’ in the word ‘doctrinaire’ is reversag if it were dyslexic. This
makes the word appear topsy-turvy and Ensor undesnithe
sententiousness of the word in true carnival fashidis glitch allows the
semiotic to poke through the pompousness of thébelimin a subtle gleam
of merriment which makes fun of the authority o title by throwing it into
disorder. The nun, politician and soldier each helorded boards, like
storyboards or flashcards that emphasise their eotise, politically
repressive positions that they are imposing omthsses beneath them. Two
of these boards are held so that the crowd canhsee. The third, held by
the nun, is only visible to the viewer. As she pershe people below the
nun seems to be ecstatically chanting and her maouliich is almost
orgasmically wide-open, seems to leer over herdaarthough it were a
catechism. The bishop sitting beside her has &ligged, smug smile. The
King looks regally vacant and the soldier seenmofife arrogantly macho
with his broad buttocks squatted over his spurredtd But it is the
politician, whose face only the sun can see, upbonwthis celestial body is
proceeding to vomit its yellow bile. Ensor hastrire carnival fashion, made
the sun ill, showing that this heavenly body is resging disapproval - the
sun is out of joint. Ensor implicates, in a decigeflenaissance manner, the

natural environment in his macabre farcsatie

Ensor has aroused the laughter of the carnivaheafigures of authority are
made vulnerable and ridiculous with their huge, \8ag arses eliminating
waste. The crowd waiting so patiently for the almagion being exuded

from these figures evokes a sense of disgust gndsien in the viewer, as
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well as macabre amusement. It is the ambivalentcanttadictory nature of
this grotesque scene that destroys the aesthdtidassical conceptions of
art and beauty. For Ensor the excrement debasescrthed and the
authorities in equal measure. The ignominy of thsitpns occupied by the
authorities, backsides exposed, deflates the higyoand seriousness they
represent. The crowd with open mouth is revealedliits asininity. Ensor
meant to shock with this sharp, abusive work, whiebases the pomposity,
hypocrisy and smugness of the authorities as veetha mindless stupidity
and nastiness of the masses. He accomplishesatinagj blow through
extreme exaggeration that inspires both laughterramulsion. Yet, Ensor
aimed the laughter at himself, as he inserted igisasure inside the rim of
the seat, an intermediary between the authoritielstlae crowd. He thereby
inserts his presence into this outlandish etchingh wits debasing
excrementitious laughter which brings the rulinghauties and the people
of Belgium in 1889 down to earth with its copraitiransgression of the

accepted norms.

This lubricious laughter is further to be foundSorciers dans la bourrasque
(Sorcerers in a squallj1888), where witches and demons are seen, one of
them farting ducks. In thées bains a OstendéBaths of Ostend}1890),
humanity is seen in all its perverse vibrancy, kstig feet, huge protruding
bellies and bums all gloriously farting and fondlirin Peste Dessous, Peste
Dessus, Peste Partout (Plague above, plague bepdague all around)
(1904) the noxious stench of excrement fills thehiety as it does iiston,

Pouffamatus, Cracozie et Transmouffe, célébres amleersans, examinant
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les selles du roi Darius aprés la bataille d’Arkedl (Iston, Pouffamatus,
Cracozie and Transmouff, celebrated Persian phgsgiexamining the stools
of King Darius after the Battle of Arbe[@d886). This unorthodox exhibition
of the human body with its naturally grotesqueilattes is found throughout
Ensor's work, but the laughter associated withdtdme more macabre as
Ensor withdrew into a fantastical world where tlsatelogical made way for

the metamorphosis of the carnival mask and skeleton

The first eerie replacement of the human face whéh mask is found in
Ensor'sLes masques scandalisés (The scandalised m@<&3)>'’ Here a
masked figure, seated at a table, is confrontecgrmther masked figure
standing in the doorway. The seated figure, witmask resembling the
snout of a pig and with its hands on the table fgefo and a half-empty
bottle to its left, is hunched forward. It seemtaver and be almost fearful
of the figure in the doorway. In this work the masike still separate entities
from the faces underneath. The huge noses and eredgd chins and
mouths have a fixity that increases the uneasebifelthe viewer and this
sense of dread is heightened by the dark spectaces by the standing
mask. Its eyes become fathomless holes that glahepitiless indifference
at the seated figure. This spectacled figure stam@s dominating position
and holds a rather phallic horn in its hand whihimed towards the seated
figure, as though it has come to round up a strayal. Standing half in and
half out of the room, its other hand resting lightih the door handle, its

head and shoulders are outlined against a backdrouthe most beautiful

217 seeFigure 31on page 5.
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blue. It is as though the figure has stepped inéorbom directly out of the
evening sky. The room itself is filled with theatge muted glow from a
wall lamp and the light it gives to the room addglte sense of tension and
the aura of phantasmagoria that pervades the piclure standing figure
with its horn seems to be confronting the seatel doam, but there is an
element of dread or shock about the scene witlelanteof creeping horror.
Diana Lesko notes that ‘in the poetry of Jules tgie@ that horn announces
death’ (Lesko 1985: 103). It seems that death hdered the room in
carnival disguise, wearing a strange, floppy, paintvhite Pierrot-hat; the
gender of the standing figure becomes ambivaledt guestionable. The
liminal position that this body occupies by stamdin the door’s threshold is
also one of ambivalence and is often associatdd tivé figure of death. The
viewer can see that the seated masked figure ig,nait the stranding
figure, though dressed as an elderly woman, hateterminable gender and
seems androgynous. The ambivalence of carnivalitandasks is revealed
in this work as appearance, gender and age becoadefinable and
unpredictable. As Ensor dismantles the acceptemn®tof gender, dress
and face, the semiotic is released and smashestrtlaturing devices of the
symbolic. What is behind the masks and the cloth®s? the creatures
human, or are they merely empty husks? A pervaswnse of mayhem and
alienation, combined with a disquieting anguiskljate from this work. This
is extended by the title that Ensor chose for tlantjmg. The word
scandaliséin French can mean to frighten or shock, but #oahas
puritanical overtones of a shock to propriety tlgiosin, and with this goes

a sense of reprobation and blame. Thus, the camation between the masks
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could be one of an unexpected and scary naturepner that evokes
retribution for sin, where the seated mask throlighalcohol consumption
is faced with the inescapability of his death fbe tsin of gluttonous,
alcoholic excess. However, these masks remainstigatlepictions that still
reveal a separation between mask and the subjgdémibeneath it. In his
later works Ensor melded mask and face in a distghpp macabre creation
of humanised marionettes. There are still works reththe separation
between mask and face is realistically depictednaBierrot jaloux (The

despair of Pierrot)

In Pierrot jaloux, (The despair of Pierrofl892)#® the figure of the white
clown makes its first prominent appearance in Esseork. In this painting,
Ensor combines faces and masks. Dominating the weotke figure of a
friend of Ensor’'s, Ernest Rousseau Jnr, as Pi&fréle stands without
skullcap or white-floured face and with droopingatieHe is shame-faced
and being scolded by the male figure to the riglhtich is a portrayal of his
father. Behind Pierrot stands the figure of his meot her mouth open,
seeming to scold. A silent, nun-like figure stamdshe rear of the parents
and looks on inscrutably. Her face is that of atevlioll-mask with almost
oriental eyes. To the left of Pierrot stand carhtizaracters. The masked
figure closest to Pierrot has a white hook-nosedknaand wears a cape and

funny, floppy hat and is reminiscent of t®mmedia dell'artecharacter

218 seeFigure 32on page 5.

29 This friend was the son of Mariette Rousseau andhiiband Ernest, a professor and the rector of
the Université Libre in Brussels. This couple wére warmest supporters of Ensor when he was in
Brussels; he was often at their house where he mebefriended Ernest Rousseau Jnr who appears as
Pierrot in this painting.

257



Brighella. This character was an avaricious momaplger and it seems this
friend of Pierrot’'s has led him and his money astiehind Brighella is a
circus clown mask with huge, blubbery red lips antburful flame blue-red
tattoos on his forehead and cheeks. In the lowecdener is the crude dew-
lapped face of a procuress and behind her is andditdaced mask that
could be one of her fleshy objects of sale. Piestainds disconsolately
between the two opposing groups, as Harlequin arldn@bine, arm in arm,
dance a mad jig in the distance. Pierrot has loétir@bine and he is losing
his freedom to indulge in carnival play as his péseenforce their authority.
The freedom of the carnival and its madness areanflict with the
restraints of societal law. Both parents are diekseecarnival attire and
though they participate in the carnival, they do lbelong to it. Instead, they
represent the symbolic laws of society and condlice face of Rousseau
senior is a naturalistic portrait, like that of lssn. The mother’s face has
already started to morph into a mask. In fact, appears rather like a
ventriloquist's dummy; wooden and with a wide-opaouth full of large,
white teeth. Ensor seems to be representing théderilaw of the Father’.
In this, the child has to renounce the mother ardmist itself to an authority
greater than itself, the symbolic father, the laweg (Grosz 1989: 46).
Pierrot’s carnival and childlike behaviour, Ens@emss to be showing, is
being confronted by the rational laws and adullityeaf the symbolic. The
ambivalence of Pierrot is seen in his half carnth@ss but naked, realistic
head and his central position between the forcélseo§ymbolic and those of
the semiotic. The mother is revealed as ambiguasithough she belongs on

the side of the law, yet she is also a semioticd@s her face has started to
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resemble the group of masks to the left of Piefrottheir grotesque

distortion.

It is above this group of masked figures that Ensas placed a smaller
tableau. Here Pierrot is to be seen with skullgmpctising his non-existent
medical skills on the painter. Pierrot is extragtithe ‘stone of madness’
from Ensor’'s skull and Ensor’'s face is distortedammguish. Pierrot, it is
obvious, is no doctor and this operation is meeelyjad carnival prank®
Ensor is mocking the medieval medical procedurd thas used as a
treatment for madness and in a polyvalent artigtterweaving he is
acknowledging the paintings of his predecessorsrddymous Bosch and
Pieter Brueghel the Elder, on the same subjecisk&so deriding the critics
of his work who think that he is mad and all thade abide by the laws and
regimentation of society and who censure him amsdalni. This is notably
revealed in the head that is above the tableauh®faperation, which
resembles Ensor’s sister dressed in a SalvatioryAwah Her face is pulled
into a malicious, jeering attitude and is extremdligtorted and ugly: a
grotesque mask. The contorted, nasty nature of fdoe, like a bitter
gargoyle, belies the veneer of societal valueshitukl uphold. In this it
stands in direct opposition to the bland, festivasks of the carnival
characters. Ensor, by revealing his sister indghise, has undermined all the
holier-than-thou moralistic bourgeois values thla¢ svould epitomise, as
well as revenging himself on her for her condenumatind criticism of his

art. In this painting the figure of Pierrot repnetseall the semiotic forces and

220|n reality Ernest Rousseau Jnr studied to be agakdoctor. The humour is thus ironic and aimed
more at the artist than Pierrot.
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mad mayhem of the carnival seen in opposition éosymbolic societal laws

of the bourgeois society.

The figure of the father is ambivalent because ghou carnival dress he is
not wearing a mask and seems split between hidiguoss ‘realistic’ law
bringer and yet belonging to the spirit of the caah The symbolic and the
semiotic oscillate in this ambiguous irresolutiohere appearances are in
flux. A solid bulk of figures dominates the fromtchmost of the space of the
picture. Yet, the viewer is pulled away from thémge figures towards the
dancing figures of Harlequin and Columbine, who mtwvards the horizon
up a hill to where a quixotic windmill pokes itsilsaabove the incline. A
sense of wild commotion and laughter fills the Isitle of the painting.
Ensor has in fact skewed the balance of the wotkitoside and the brush
strokes and cross-hatching all flow in this directand upwards, following
the dancing couple towards the windmill and awayfthe central figure of
Pierrot. The title of the paintinglierrot jalouxor in EnglishThe despair of
Pierrot, seems to play on the loss of both Columbine aadd?®'s apparent
loss of freedom, his exclusion from this world bétmadly semiotic by the
restraints of the symbolic law. But the sense apaé@ is overturned by the
laughter that is transported on the rhythm of thlwrs and texture of the
brushstrokes. The light whites and blues dancehmially alongside the
greens, oranges, yellows and reds, creating a seihsgvement and of
depth as well as a sense of explosive and uncaatgouissance The
semiotic movements released by the colours breglest ahe symbolic

seriousness of despair, which evanesces in thig @iblight and vibrant,
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mad pleasure of Ensor’s palette. Pierrot, the viensalises, will rejoin the
carnival, and despair and contrition will be fotgot The whole painting is
a revelation of the opposition between the semiatid the symbolic, the
law and its transgression - a flamboyant disordetaaghter, madness,
rhythm and brightly lit colours. However, the syrlibdather, the giver of
order, must at least be minimally present in a wafrkart to prevent it from
being a mere descent into the chaos of psychosh(e 1990: 127). Ifihe

despair of Pierroimasks and faces collide but it is the madnesghtau and

transgression of the carnival masks that domir@gework. The ‘realistic’

human face appears in fewer and fewer of Ensorsksycas the mask
subsumes and replaces the human and the laughtertome become

hollower, darker and more maliciously eldritéh.

The alteration from human face to rubberized, hwrmask, where the
difference between face and mask is elided, is mpo®nhinently found in
Ensor’'s famoud.’entrée du Christ a Bruxelles en 188Bhe Entry of Christ
into Brussels in 1889(1888)?* Here the masks literally parade out of the
painting en masse and the viewer is confronted thighcraziness of carnival
where travesty and transgression hold sway. OctBap's description of
Fiesta seems to be the perfect description for Egpainting:
In certain fiestas the very notion of order disappe Chaos comes
back and license rules. Anything is permitted: thestomary
hierarchies vanish, along with all social, sex, tcasmd trade
distinctions. Men disguise themselves as womentleyaen as slaves,

the poor as rich. The army, the clergy and the &e ridiculed.
Obligatory sacrilege, ritual profanation is commnitt Love becomes

221|n the sense of strange, unearthly or eerie.
222 geeFigure 33on page 5.
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promiscuity. Sometimes the fiesta becomes a BlaakdVIRegulations,
habits and customs are violated. Respectable pgugieaway the
dignified expressions and conservative clothesiudated them, dress
up in gaudy colors, hide behind a mask, and esfrape themselves.
(Paz 1985: 51)
Ensor's masked crowd, in all its garishness, is cenlination of the
bourgeoisie, military, clergy and the law as wella& the phantasmagorical
and imaginary in an ambiguous fusion that createserzsse of spite-filled
unease. The bourgeoisie, clergy and law dominatdrdimt of the painting and
are followed by a military band of grotesquely-fdamusicians. Behind the
band is a group of oddly snouted, daemonic anddpghostly creatures that
surround and cavort before the small, central &guir Christ-Ensor, haloed in
glorious yellow light with his arm raised in benettbhn and seated on an ass.
Behind Christ-Ensor is an open space, which segmtaim from wave upon
wave of figures in carnival outfits. This spaceides Christ-Ensor from a
bewildered and desperate-seeming Pierrot, who stad from a line of
figures which were to be included in Ensor’s lgtamtings. The other white
clown masks found inThe Entryappear as alternate masked variations of
Pierrot and are tragically melancholy and mysteyideor Ensor the bizarre
masquerade ofhe Entryis a revelation of the nature of human#ty masse
The grotesque masks of the crowd in the front esgreypocrisy, deceit,
superficiality and human folly and are ridiculousomstrosities. Ensor has
made these creatures neither masks nor humanabudtitrred them together
in a loss of identity. All truth now lies on the sk& and nothing lies behind
them (Schlesier 1993: 95). These grotesque masieaduces are in keeping

with the transgression of carnival and its laughiére large bodies, backsides

and protruding noses along with the vomiting ondfmvd from the gallery is
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an up-ending of the authority of social laws ane@rgsgtay behaviour. The
jostling, pushing crowd, packed tightly against arether, exudes a lewd
ribaldry and libidinousness embodied in the colduieds and fat creases of
the masks. Accompanying Eros is the figure of Thasaas death lurks
amongst the revelers, wearing the white mask ofsthél. In this carnival
world the human masks are seen as permanently aecoed by the figure of
death. In his poenbDanse macabreBaudelaire revealed death’s permanent
presence throughout life’s mayhem:

En tout climat, sous tout soleil, la Mort t‘admire

En tes contorsions, risible humanité

Et souvent, comme toi, se parfumant de myrrhe,

Méle son ironie a ton insanité.

In every clime, in all sunshine, death admires you

Ridiculous humanity in your frivolous contortions

Often, like you, perfuming herself with myrrh

Mingling her irony with your insanit§>
Ensor manages to combine the macabre and the guetethe mask and
skeleton, life and death in this carnival paradec@i 2005: 90). This is all

accompanied by the raucous laughter of the maslsofrEnsor to the

unsettled and dubious bemusement of the viewer.

These hideous, masked figures would seem, like @eylabout to swallow
the viewer. There is a horrid, stifling sensatidmightmare as the myriad
bodies with their leering and jeering ugliness tigdorward in what appears
to be an unstoppable flood. This madding, pulsimgwd with its

directionless movement is composed of beings thalidchave disembarked

22 Translation by author of the thesis.
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from Bosch’sShip of FoolsStefan Jonsson (Jonsson 2001: 3) writes that the
red flag of theShip of Foolsseems to re-appear in the huge red banner of
The Entry but simultaneously the madness flows from theranby
coloured grotesque masks themselves. As Bakhtierebs, madness is
always present in grotesque forms as their ambigachallenges all
commonplace ideas and judgements and threaterestahilise all accepted
systems (Bakhtin 1984: 39). The thread of madnedgtee anarchism of the
mask are not limited to the colour red, but founcEnsor's use of vibrant
blue, yellow, green, black and the predominatingrlsvof impasto white.
Writing on the colours of he Entry Emile Verhaeren indicated that:
les bleus, les rouges, les verts, soit juxtapasms divisés entre eux
par des blancs larges, sonnent comme une chargasieurs et leur
bariolage audacieux, parfois brutal, impressionree fétine
lyriquement. (Verhaeren 1980: 39-#0)
It is through Ensor's use of these ‘musical’ andolent’ colours in a
cacophony of wild sound, that the shivering of flyenbolic by the motile
and discordant semiotic is accomplished. As Kratgwointed out in her
exploration of colour as a semiotic device in dhte chromatic apparatus,
like rhythm for language, thus involves a shatgraf meaning’ (Kristeva
1980: 221). Ensor’'s sensuous and brutal colourstavesd the accepted
chromatic palette and trumpeted the colours ofiealrand of the masks.
The confrontations between the colours and thensite use of white create
an effect of brilliance, volume, depth and moventhat allows the masks to

leap out from the painting in all their mad hybtydiEnsor’'s use of heavy,

2241 ] blue, red, green tones, either juxtaposesedioff from one another by broad white areas, have
the effect of a fanfare of pure notes, and theiinda occasionally brutal mixture exerts a lyriefflect
on the eye. (cited in Becks-Malorny 2000: 49)
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swirling white for masks and costumes adds liglt llurs the edges within
the work, thus evoking the semiotic tactility oktbther colours. As noted
by Matisse, ‘retinal sensation [that] destroys ¢abm of the surface and the
contour’ is like the rhythm and tone of a voice whéalltimately, there is
only a tactile vitality comparable to the ‘vibratof the violin or voices’

(Kristeva 1980: 219).

The colours not only have a musical rhythm, butythéso enhance the
transgressive nature of the figures that Ensortpairhese freakish, masked
creatures are hybrids participating in a mad, Dsoay dissolution of social
hierarchies, gender and individuality. The colotinat animate Ensor’'s
masked creatures seem to threaten the social @@ty and individuality.
The predominant use of white is associated withtfigss of tone, with
mystery, melancholy, Pierrot and death. Skull araks appear together as
reflections of one another. The rhythm of the cadcand the masks creates a
ferment of the fantastical, scatological, caricatuand satirically humorous.
All becomes an absurd masquerade where realitywestlmown and the

malicious and nightmarish mask and skull hold sway.

The nightmare qualities of the mask are very peain L’intrigue (The
Intrigue) (1890¥*. Here the masked bodies seem posed on a stage-like
setting as they all crowd the front of the paintiag if about to take a bow.
These pressing bodies create a claustrophobic ptraces which is aided by

the brutally vivid slashes of colour that are intpasl and crosshatched. The

225 geeFigure 34on page 5.
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rough texturing lends a savage movement and semribiithm to the
painting, whilst simultaneously coarsening and hggtiing the brutishness

of the masks.

The gargoyle-type mask to the left of the paintwdh its bulbous nose and
huge open mouth which seems to disembogue the reolaustreams of
material that form the garments of the puppet-bkey of the central female
figure. This figure has her hand possessively biatg the arm of the male
figure standing to her left and slightly ahead artwise to her. Their stiff
and static poses resemble the postures adopteph@ographic portraits.
The couple’s masked faces appear empty of anygras§he female face
with its fixed smirk and piggy features is vacu@msl undefined appearing
to deliqguesce and dissolve like wax. The eyes dafreereorldly and
daemonic. Framed by the curling black eyebrowsy thppear to roll
upwards. The viewer is made uneasy by these abhesmes, which seem to
exude madness into the painting. The male figueegshsps and seems to be
propelling is sunken in upon himself. He uses thalf his coat and scarf
to retract into as though he is cowed by the sinatHis mask is inscrutable
and fixed, but the hidden eyes gleam a feral ré@s& glinting rat-like orbs
are also daemonic and mad like a furious animalemil at bay. They peer
at the female figure standing to his left. She isteut, red-cloaked and
round-faced creature who holds an oriental porceataill on her shoulder.
She seems to remonstrate with the male figure awdsbher prominent
sharp teeth, with her index finger raised. An aggife& and overbearing

dominance seems to exude from her and all the atlasks gathered around
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the couple seem to be avidly listening to her saisiog. Above her appears
the planar half-moon and grotesquely misshapengbhwdeath. This mask
appears to stare cross-eyed at the scene andampanied by a jester’s
bauble, which grins over the other masks with @hted and insane look.
This sceptre is a bizarre mask, yet simultaneomiséyan evocative symbol
of death’s supreme rule of life’s mayhem. The stratted mask of death is
balanced on the left of the painting by an immensall Pierrot mask. With
its fathomless black eyes and sweeping black hagyy, hooked nose and
carmine lips, the mask refuses to look at the eérdouple and seems
withdrawn in its melancholic rejection of the scek&cept for Pierrot and
death, the other masks possess a deceitful, cohnteagpoand hypocritical
air, as they stealthily encroach on the male figUiee viewer is unsure
whether the clutching hand on his arm is protectongropelling him into
trouble. As Haesaerts indicates, the paintingashbd in the captivating and
poisonous light of Ensorian ambiguity’ (HaesaeAQS57: 84). For the viewer
the painting is both fascinating and repulsive. Tdiwice of title The
Intrigue is as ambivalent as the figures depicted in it/iAtmigue’ can mean
either: a complicated state of affairs, an undedhscheme or plot, or an
illicit or clandestine love affairNew shorter Oxford English dictionary
1993: 1405). The use of this ambiguous title makesld that the painting
would be interpreted so readily as representingmibeéding of Ensor’s sister
Mitche, as David S. Werman does in his artidenes Ensor and the mask of
reality.?”® The Intrigueis too non-definable for such a simple interpietat

of the masked puppet figures displayed. Mitchdisitlliaison with the man

226\Werman, D.S. 2003. James Ensor and the Mask oftRellurnal of Applied Psychoanalytic
Studies5 (3): 335-348.
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who eventually became her husband might form tlsestfar this painting
however, it could also be a projection of the #gtiewn, darker desires and
feelings regarding Mariette Rousseau. Though shadyfigrasps his arm, the
female mask seems insouciantly oblivious to theerfiguire next to her. He,
it seems, is the target of the mocking, jokey s and malice of the other
masks. Does this male mask hide the artist who besh subject to the
criticisms and derision of his peers, critics aaohily? Or is there a doubling
and a split subject where the artist also hidesinibelthe Pierrot seen
miserably averting his head from the scene? Thierrét, with his
melancholic and silent grimace, seems to censeredéne and this grimace,
as Jones notes, can be ‘pulled off to reveal Ngtham its variant, a skull’
(Jones 1984: 174-175). The artist seems to mulhiphself through the use
of the mask in order to pour derision on all thege torment him. This
splitting of the artist into multiple masks reseesothe Kristevan splitting of
the writer into a ‘subject of enunciation and sgbjef utterance’ (Kristeva
1984: 74). The artist has thus become an abseikeethle masks behind
which he hides. However, at the same time, thestaaind the masks are
doubled as ‘the actor and the crowd are each mdumultaneously subject
and addressee of discourse’ (Kristeva 1980: 105)Jd@nsson writes (2001:
11):
The mask is placed on the same reality level asfdbe. External
appearances no longer manifest any underlying nbrde inner
motivation, and the meaning of the face, mask amdtuge
consequently depend only on its similarity to anffiecence from
surrounding faces, masks and gestures.

Carnival transgresses the logic of identity andtiple forms are seen to

inhabit a single image filled with unbridled beBtiaand the demonic,
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mocking laughter of the artist. The viewer is awaf@ malicious mirth as
the ‘humanesque’ creatures are mocked and cargchtdihe artist makes
them wear and present their most monstrous atésotat the viewing world.
There is madness in the colours and brushstrokdstlam rhythms and
vibrancy become guissanceof semiotic energy drives that dominate the
symbolic forms. This ecstasy disfigures the mashkd their marionette
bodies, making them freakish, disembodied absedifihere is no certainty
that anything exists behind the masks, or thagtmésh finery contains any
physical body. What is male or female, real or ahreuth or falsehood is
called into question by these bewildering, loathsa@antities. The grotesque
menace accompanied by the elusive emotions makss sthl-life an
ambivalent and obscure work that is exceedinglyupleing. The sinister
undercurrent of animosity, illicitness and guiletutrayal present in the
work is a lure that pulls the viewer into the niglare of an unstable and
incongruous worldThe Intrigueis a fairly realistic painting, with the masks
still possessing human attributes. This realisnrngka in the mask paintings
of the 1890’'s, which become increasingly phantasmegl. Masks and
skulls are in the ascendancy in these works anoh skeven by rancorous
sadness and mockery. Identity and gender are tessgl becoming
completely indeterminate and the blending of rgalitd fantasy ensures that

no definitive or true interpretation becomes pdssib
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This enigmatic and perplexing interweaving is toftsend in theEtonnement
du masque Wouse (Astonishment of the mask WdB89)#’ Here a figure,
dressed as an old woman, stands in a room wher#otireis covered with a
heap of discarded masks, musical instruments and &lothing. From the
borders of the picture various masks seem to peet ithe scene and the
standing figure. What issues from the work is aquisting unease and
confused disorder. It is as though the entities weae inside the costumes and
masks have suddenly decamped, leaving their assskesibehind. The only
living creature seems to be this elderly, erectdienfigure with the mask-face.
On her head is a funny hat with brown bows oveilly tvhite mobcap. From
the elongated, grotesque nose of the mask hangstrcate, if peculiar,
pendant. Huge eyes, a bulging brow and long frieg-thouth with no chin all
seem to protrude seamlessly from beneath the conéait of the mobcap. Her
shawl is patterned with flecks of green, red, yelland black and in
appearance resembles a rug. Underneath danglegha-fed stole or scarf
which is layered over a diaphanous, clear-blue ri@dtender which appears a
fluted white linen shift. The layers of clothingeadelicately painted and the
colours chosen provide a light and diffuse glowthe painting thereby
creating an otherworldly, fantastical clarity andl@ating lack of material
being. Even the stance of this masked figure is. ddee protruding shoe
seems out of place and skews the figure in a saitedisorienting manner.
More peculiar still is the delicate open parasdttis gingerly and daintily
held in the scrawny, gloved left hand. Why would garasol be open inside a

room, unless this is a scene in a bizarre theatpoaduction? In fact the

227 seeFigure 35on page 5.
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floorboards and the masks and figures that pedrom the wings of the
painting serve merely to heighten the sense ofagestith players. The
extended, skeletal claw-like right hand seems fwress a question, as though
guerying, in bewilderment, the hodgepodge of Iéslenasks and garments
piled on the floor. The eeriness of these discaradks is enhanced by the
realisation that amongst them lie the old womarnpectacled mask from
Scandalised maskasnd the snout-shaped mask with the top hat andwyel
coat fromThe Intriguewith an empty bottle lying near its boot. Therdhe
doll from The Intrigueand the wall hanging frorenfant a la poupé€Child
with Doll) (1884) and the skeleton head and violin, whicheappnSquelettes
voulant se chauffefSkeletons trying to warm themselvé$&889). It is as
though Ensor has collected his masked creatured fpast and present
paintings and created a parodic morgue of masks.ifterweaving generates
a disconcerting overlay of masked actors that seemove freely from one
work to another in a very bewildering polyvalenshagon. The masks become
both object and subject and function as repetigeeniotic devices that,
through their fantastical nature, transgress theb®jic nature of reality and
representation. Like a Punch and Judy orCammedia dell'artestage
production the masks seem to appear and disappeal.arhis adds to the
sense of something being out of kilter in this yiet a mad malaise where
nothing is sane or as it seems and an indefinaleleage which is yet filled
with daemonic laughter. These masks are not phylseags, but rather they
are empty signs with no definitive referents. Tlaeg nightmarish, grotesque
non-beings that through their disturbing semiotigtihms, repetitions and

colours challenge the idea of the symbolic striectir ‘reality’. This lack of
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any true embodiment and the carnival disguise essthat they challenge
gender and identity. What they really are benelaghmask and the fripperies
and materials of carnival dress remains uncert@lmey become layered,
shapeless and daemonic forms possessing no treiecess their ambivalence
and epitomise the Kristevan ‘self and Other’ whédstniotically transgressing

the symbolic denotations of gender and identity.

The mask Wousexhibits this extreme ambivalence and there ispleta
uncertainty as to what is hiding behind the margels of clothing and the
mask-face. Has it caused the dissolution of theerotimasks and their
festivities, and if so, why? Is its mysterious @mese a cause for fear and does
the scrawny, outstretched and clawed hand betokesthdin disguise
requesting payment? Even the title chosen for tuatipg is baffling. The
word ‘Wouse®® does not appear in any dictionary. The creatusetimas been
provided with as semiotically transgressive and €ingi a name as its
appearance seems to betoken, as it stands widebeyerk the dismembered
motley on the floor. One can sense that Ensor maxg been deliciously and
gleefully smiling when he chose the title for thpsinting, knowing the
confusion it would cause. The viewer is as bemusedhe grinning masks
which appear at the bottom left corner, but can mom up a grin at the
fantastical beings and situation, yet, simultanBodsel as disturbed and
flurried as the Negro figure, with the white camdigkeleton grin. This figure

seems to be hurriedly trying to make either anagrae or an escape from the

228 The wordWouseappears in Henry FieldingZoseph Andrewshere the innkeeper is called Mr.
Tow-Wouse. There is also the word ‘wowser’ a |88 gentury slang expression for a ‘puritanical
fanatic’.
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stage where the inscrutabousestands like a solitary question mark. Staring
up at thewWouseis the white death’s mask that seems to wear dtigmpallid
neck ruff as a hat. Its blanched visage has assuhmedace paint of the
Pierrot. Together with the skeleton-head that stargh empty, black sockets
in the direction of thaNouse the white death mask with its allusions to the
Pierrot seems to meld and morph skeleton, Piemdtdeath into one being.
Added to this is the single, upright candle thands burning with a slim
flame. In carnival the image of death is symbolidzsdfire. According to
Bakhtin this is particularly apparent in the Fireskval where each participant
carries a lighted candle and the cry is ‘Deathrtgoae who is not carrying a
candle’ (Bakhtin 1984: 248). This festival of filre seen as reviving the
ambivalence of the death wish, which is also thehwior rebirth (Bakhtin
1984: 249). With its ambivalent connotations o€ ldnd death, this burning
candle will follow Ensor’s white-masked figuresonbther canvases, such as
Les masques singulier§The strange masks)1892) andLa mort et les

masquegDeath and the mask§)897).

Les masques singulierd892) or The strange mask® is a painting of
extensive whiteness. Here, a group of masked ee=atis found in a
completely white room high above the street that lsa seen through the
window on the left side of the painting. In theestr are small, hurrying
carnival figures, one with a flag and the otherhwat trumpet that seem to
indicate that the festivities are almost done. Tfitpares in the room seem to

have escaped from the streets and are huddledcorreer and give the

229 geeFigure 36on page 5.
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impression of posing for a final portrait. A motlierew would be hard to
find. Their ill-fitting and slack garments lend thiggures an empty
appearance, as though there were no bodies halginige costumes; rather
the garments appear to be cloaking air. The figuaes arranged in
descending height and brilliance of costume colexcept for the empty
female garments sprawled supine next to the viofirthe floor. The mask
on this supine figure has a wildly insane look ti& @éyes. The rigid face
seems less female than male with a sailor's cappa® on its head; a cap
that resembles that worn Hye lampiste(The lamp-boy)(1880) orLes
pochards(The drunkards)1883).The lack of physicality has defeated the
limp figure, even though it still has its head eaisThe pale blue and white
dress is all furbelowed and ends in an empty bdbis figure seems
grotesquely half-alive and half-dead as it starasigally out at the viewer.
It evokes an antipathy and repulsion as it exhildisdain towards

everything, including its own physical state oflapke.

The figures which tower above it seem stiff andgabsThe tallest figure
wears the colours associated with the fool fromMeelieval Mystery plays,
yellow and green, as well as a tatty Napoleon-styibtary hat with a
vibrant, upright red and orange plume. But his puis) offset by a frayed
fringe and down curling feather, which seems tohlgipt the imminent
deliquescence of the masked figure. The mask iss#s to bear a sabre
scar to go with its military pretensions and theverg and distorted face is
grotesque, with crazed, rolling eyes. This figuodds up its hands in either a

greeting or a farewell, a regal and royal waverobguity. Perhaps he is the
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captain of this tatterdemalion group of mad maSke figure standing next
to and slightly in front of the military mask hdsetblanched white face and
floppy hat of the Pierrot, but the hooked nose witipella or Brighella, and
recalls the mask fronihe despair of PierrotThere is a decided ambiguity
to this mask, which combines the features of dfiéerclowns, but is the
pallid melancholy white of Pierrot. The sad, impeakle dark eyes and
bright red lips of this mask are enhanced by itstevless and the carmine
red of the shawl cloak that is draped over anothezp blue garment.
Contrasted to this is the central female form, wgpa sheening green dress
and with a bright orange bonnet on her head. Imhed is a broken bottle,
spilling its contents of colour onto the clown néxther in phantasmagoric
fashion. None of the spillage is on the white flashich adds to the sense of
unreality that the painting exudes. This femalaufggs white mask has a
rosy tinge to it and her eyes are out of focugjrsgarheumily and blankly
out of the painting. A drunken indifference seenos doze from her
awkwardly balanced body and she appears to beeimtbcess of gently
unfurling and coming undone, as the ribbons thakpesut from her dress
above her shoe seem to suggest. The clown nexrtis la glory of yellows
and orange reds and also seems to have translotatedhe despair of
Pierrot. He, like the white faced Pulcinella-Pierrot nexhim, has his hand
raised and standing between their mutually raisel@x fingers is a small
red manikin. This small, red man reminds us of &gmtel, who was
originally a little devil who tossed salt down ttieoats of drunkards in the
mystery plays andiableries His name in colloquial terms meant the hoarse

throat brought on by excessive drinking (Bakhtil®4:9325). Pantagruel was
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representative of gross over-indulgence and dise@seh was associated
with the mouth and swallowing. As Bakhtin notes,
This image of Pantagruel as a mystery-play devihlsed on one hand
with the cosmic elements water and sea salt artienther hand with
the grotesque image of the body (open mouth, thilsinkenness).
Finally, he is linked with a purely carnivalesquesture of throwing
salt into an open mouth. (Bakhtin 1984: 326)
It seems that Ensor is making an allusion to thumkiEnness of carnival and
the grotesque effects that this produced, wherebtinders between reality
and mad states of fantasy become blurred. Theyédigwy-orange clown
seems to make this connection more obvious asdffiishand is placed
surreptitiously against the bottle that is leakiogform his colour. There
seems to be a grounded circuit from the little medhunculus on his finger
to his hand on the bottle, a subtle emphasis ometla¢gion between the two.
The drunkenness of carnival with its links to theuti and swallowing are

an absurdly incongruous revelation of the death destruction that the

action of swallowing has always symbolized (Bakii@84: 338).

It is finally in the pale figure of Pierrot, knee$j and raising an almost
snuffed candle, the candle from th¥ouse that death is revealed. The
Pierrot seems to have absorbed all the white ofdben with the walls and
floor all flowing into and out of him. His white tinged with rosy pink and
the floating of his pale smock seems to conceaé@htless emptiness. The
rose colour of his whiteness links him to the smal manikin. Pierrot’s
pallor becomes the encrusted white of the seausat by the devil to
enhance the thirst for more drink. There is a deegery and lunacy in the

extensive, thickly layered white paint that Ensas hslavered onto the
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canvas. It is transgressive and claustrophobicthieewalls of a room in a
mental hospital. The flour-white mask of Pierrotshgtarted to melt and
mutate into a skeleton head. There is a coy, alsmsty expression on the
melting mask. It is turned towards the viewer whgards its grotesqueness
with a growing revulsion. Death is present, but hasentirely usurped the
mask; the oscillation between states haunts thes gdzthe viewer, a
memento morodf the desolation that awaits his other maskedpaomons.
The candle that the figure holds up is barely dligtith a thin, smokey
flame and the merest flicker of life. This wispyehd curls like a tendril and
blends into the white of the surroundings. Therea igeeling of eccentric
decay about this scene, which establishes a cigaepiease. The violent
colours Ensor uses for the garments are stiking @owlerful, producing
chords and folds of deep and intricate texture. él@w, it is white that
predominates, like heavy curdled milk and as Timdtlyman says, it is
‘transformed, in true carnival reversal, into theremental’ (Hyman 1997:
83). The white provides pure brilliance as welllasding volume to the
excessivgouissanceof the colours. The energy of these colours coewin
with the swirls of thick paint in a wild gaiety mag the surface of the
picture appear to move and roil. The masks come and they seem to
waver, forming and reforming, mobile in their imnidl. This movement
increases the viewer’s disquiet as the deformadimh blurring violates the
accepted symbolic classicism of forms and allows thasing, semiotic
gaiety and madness to play over these hollow-maskeatures. It is the
startling, physically alive blasts of colour anghi that draw the viewer, as

if spellbound, to the masks. These masks seem tgenwne another
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conspiratorially and with delight at their abilitp entice the viewer into

their electrifyingly colourful world.

These creatures seem non-sexual, amphibious benmggher male nor
female, though clad to resemble both sexes. Tlsead ioddly androgynous
air about them that collapses into non-identitytlasy oscillate between
fantasy and reality and the neither / nor of th@egque. Their gender is as
phantasmagorical as their ludicrous appearanceorbmses these masked
figures to transgress and question gender, acceguieidl behaviour and
human existence. These are ‘strange masks’ or ‘wessginguliers’, not
only in their bizarreness, but in their distingudh eccentric individuality
which allows them to challenge and deny the comr@mep Their
subversive grotesqueness culminates in the transigrof Pierrot into a
skull. The wavering between states exhibited byniasked forms, whether
this be gender, identity, reality or life, shocke wiewer into a confrontation
with human dissolution. Ensor uses the macabrenainthlessly grinning
masks to grotesquely exaggerate the mutabilityraadality of humankind.
This chimerical world is one where Pierrot disssliato a skull and is

transformed intdeath and the mask&897)>%°

In this painting, under a bruised violet sky, augroof a carnival masks
swarm around a central figure in frothy white rameéDeath has joined the
festivities holding a snuffed candle in his lefndaThis figure, as noted by

Xavier Tricot, is the ‘metamorphosed Pierrot figui®m Strange masks

#0geeFigure 37on page 5.
278



(Tricot 2005: 89). The morphing of Pierrot's maskoi the alternate mask of
the skull is completed in this painting; howevéie figure of death still has
Pierrot's human hand. This sets up an ambiguityvéen life and death,
human and skeleton, mask and face. Is it merevalation that the skull
mask hides a living person impersonating deattXager Tricot assumes?
Or is Ensor being macabrely humorous, using then¢hef thememento
mori to remind the viewer of the thin line that exib&tween life and death;
human body and skeleton and the fact that everigmneortal? This liminal
space between states, where things are both onex@ndne but fluidly
move and alter form in an indescribable mannerwiere the semiotic
overflows in ajouissanceof wild delight. This overflow erases the concept
of identity and unity and liberates a mad, anarobinergy that blends
elements that should be kept separate in a caesgaé grotesque
hybridisation. There is a single brown eyeballha tight socket of the skull
which compounds this grotesque ambivalence andlivigrof life and death
and the sense that ‘something is illegitimatelgamething else’, that things
that should be kept separate have ‘been fusednegéHarpman 1982: 11).
This eyeball seems lost in the cavity and yet wagllyaalive and gazing
skewly upward into the sky above. The human hantege are juxtaposed
with the immobility and grin of the skull mask ajudk the viewer with their
unsettling queerness. It is the disquieting absymali this living death that
both entrances and repulses and causes a thdisgfist, accompanied by a
creeping curiosity. The stare of this one brighd animate eye seems to be
focused on the tiny, red balloon silhouetted adéims swirling, puffy white

clouds in the sky. This balloon is jettisoning batlsand in an effort to speed
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an escape from two scythe-bearing grim reapersedins that the tiny red
manikin from Strange mask$as also morphed and carnivalesquely split

asunder into these two, small pursuing skeletons.

The one flying reaper with his tattered, flowingak seems to have re-
focused his attention onto the group below. Wititlse raised high behind
his head he seems ready to fall upon them andhisagward. This is very
similar to the imagery in Ensor’s etchih@ mort poursuivant le troupeau
des humaingDeath pursuing the human flock}l890). This grim reaper
with his large and demonically grotesque clawed, feeany white hat and
tufts of hair hovers over the carnival masks areddhs a laughing glee that
emanates from the tiny, rosy-coloured figure. Itckingly regards the
masks, knowing that all ultimately have to danceitsotune. The other
tattered, red skeleton is in hot pursuit of theldmd and its occupants.
Beneath these vengeful, hunting figures stand thiwious carnival masks
in their finery. Even the figure of death is in ¢gndress but the carnival
scene has become a macabre carnival of death ohle candle of life has

been snuffed.

Yet, the masks appear unconcerned. The large femasi to the right of
death has her eyes tightly closed and her mouthide open as though
singing, pleading or tirading. Her red lips mat@r hed top and her face is a
thick swirl of rosy white. Her sharp teeth jut fawd and an aura of
dominating self-righteousness and hypocrisy oomenfher mien. Leaning

against her is the violin fronstrange masksAstonishment of the mask
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Wouseand Skeletons trying to warm themselv8sanding just behind death
and this fat woman is a very ambiguous white Ptestgde mask, exuding an
androgynous sexuality from its large, sensual, somlipped mouth to its
sexy black hat with furry fringe. It leans suggesly on death’s shoulder
gazing with large, melancholy and beguiling, emgéyk eyes. This mask
appears to have a red cigarette end hanging frenrmduth which spots

death’s pristine whiteness with a stain of red.

The mask directly to death’s left has a large, fredged hat with crimson
dots, a black carnival mask and a huge, grotesdmen-turned, toad-like
mouth. The mask behind Death wears bright yellow &as the most
human-like face, one which is furrowed with linggléhas eyes resembling
half-moons, which stare drunkenly and crazily duthe viewer. Above this
mask are two white-floured masks with blank, dadteb for eyes; each
wears a black hat associated with characters fltemCommedia dell’arte
The final mask wears the white pointed cap of Bteand its pale face is that
of a porcelain doll. It gazes into the sky abovehat escaping balloon, the
jettisoned sand of which seems to be about torfedlits eye as though in an
odd version of the sandman with his sleeping diite Sandman was
thought to bring dreams and sleep, as well as beisgmbol of the passage
of time and the passing of life into death. Deatinl &leep have always

shared a close relationship.

Each mask exhibits a different, grotesquely exaajgdr expression and

through these they reveal the passions which hubsamgs tend to veil.
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There is an overblown bestiality to the vices,usd and passion that are
spread over these frozen countenances becausestey to conceal

‘unknown, unknowable faces’ (Haesaerts 1957: 166).

It is the curious detachment of the masks that semmemphasise their
lifelessness and lack of identity. The dissolutb@tween live body and dead
skeleton, mask and emptiness creates a sense bledess. Here identity
and nothingness, bestial and human traits are wmedusly on view in
Ensor's monstrous and absurd hybrid masked forrhesd rigid, mocking
masks violate the natural boundaries of the symhalitheir suggestion of
hidden deceits and inner alienation and hollown@$eir indeterminate,
androgynous gender and lack of a given, structigtedtity confuses and
subverts viewers’ expectations. This indeterminiacg semiotic blurring of
the physical embodiment associated with the symobdlhe loss of the
limitations of true, physical form makes the masikgpear to be demonic
non-things, which are yet possessed of an inapatepand repulsive
vitality (Harpman 1982: 6). They seem to be freeuf any sexual identity
and exist outside of space, time and physicalityairstrange world of
chimerical transformation and metamorphosis whesxyhing is unstable.
The lack of substance and constant flux ensuresnmhed emotional
responses of repulsion and attraction that the waodpires. Ensor’'s
ambivalent blending of reality and unreality exmo#ee macabre absurdity
of the universal carnival of human desires andideath manner that makes

us squirm and laugh simultaneously.
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This carnival dance is dominated by the white,ifgrigown of death, which is
accentuated by the bright, primary colours thatvaoen by the other masks.
Ensor balances the painting by diagonal juxtapmsitg of blues and reds.
The colours are driven by the nervous, crosshatgiadt that is thickly
applied and which lends plasticity to the work, iaddto the undefined
mimetic expressions of the masks. This crosshajcaiso ensures a savage,
undulating movement which makes the sky appeawid threat in which
white clouds seem to billow up violently from deatfieecy, white coat. This
excessive white creates the coldness associataddyiitg and with the white
of dead bones and the skull. The royal blue seemsdke the expanse of the
sky and of melancholy and the vibrant red is tHadasire, rage or jealousy.

These undiluted and strong colours express a fueynotions and sounds.

This vivid movement is strangely alternated witb #tatic nature and posing
of the masks, which creates the impression of lalifi painting, where
ridiculous and vicious passions are frozen and higocrisy, folly and
emptiness of the masks exposed. The still-life vi@serly known as
vanitas,or vanity painting, because it included a symbahafrtality such as
the skull, or the candle, which marks the passdgan®, but burns itself
out. The continual symbolic referent of the violpoints to the music
associated with the dance of death. In medievaksyodeath was often
shown with an instrument, evoking the tempting andhanting nature of
music to seduce humankind into joining the carnigdahce. This wild,
enticing music resounds with laughter and as PadsHerts (1957: 197)

writes:
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Ensor’s laughter is inseparable from his techniggem or gay, bright
vermilion or electric blue, sly half-smiles in tl#hadows, recurrent
‘vellow’ (sickly) laughter, laughter in dotted lisgin flat tints, in
delicately graduated washes - his laughter is asediaas the
innumerable mixtures that can be made from thersabhis palette.
It is this laughter that Ensor uses to offset trecabre and morbid aspects of
death and which allows him to present the masqeecddmortality as an
ambiguous carnival where beneath the skin of eachan being lurks the
mask of the skull. In Ensor’s work the explosiofisamghter are found in the
colours. This explosive energy of vivid, turbulexdiours and limp, masked
figures that swirl in thick, agitated brushstrok®sceed the ‘boundaries of
representation and problematise the concept oftitgenTh[eir] musical
rhythm bursts out in laughter at the meaningfultq§€z 1989: 56). Ensor’'s
work shatters unity and identity in a semiotic scte and cackle of
amusement held in the large, rigid rictus of desathask. It is the laughter and

sonorous sounds of the colours that fill the petand accompany the

deliguescent carnival company in their macabreviéss.

Macabre explorations became even more apparenngoris work from
about 1886, such &keletons trying to warm themsely&889¥* where, as
Verhaeren writes:

Rien de plus pauvre, de plus navrant, de plus lkegygbe cette idée de
chaleur et de bien-étre évoquée devant ces éasguits et vides. lls
s’approchent, se pressent, s’inquietent autouredie inutile, de cette
flame sans vertu, de ce foyer qui les raille etrjest pas. (Verhaeren
1980: 465*

21 gee Figure 38 on page 5.

232 Nothing more wretched, more heartbreaking, mosendl than this idea of heat and well-being which
is conjured before these flaccid, empty beingsyTdpproach, crowding anxiously around this useless
fire, this flame which lacks heat, in a hearth vhnsocks them and that isn’t real.
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The notion of the dead trying to warm themselves gkowing but cold fire
is grotesquely funny and ambivalent, as are thedpslack figures which
seem to totter and sway unsteadily before the stovall their finery.
Malicious laughter at their own predicament seemsurround them, but
this laughter is also directed at the viewer’s pedzlisquiet. The top hat on
the one skeleton is tilted at a rakish and amuaimgle and the blues, reds,
yellows, pinks and predominantly white colours easa brilliant play of
illumination and amusement which add to the gaudtality of this
carnivalesque and ambivalently comical scene. Theety and casual
amiability of this gathering of skeletons can batcasted with the ferocity
of the Duel des masqug®uel of masksf1892 - 18965 Ensor’s painting
seems to be an allusion to the work of Jean-Leadi@e entitledThe duel
after the masquerad€1857 - 1859¥* This painting was exceedingly
popular and famous, depicting, as it does, thelteesfia duel fought after a
masquerade and in which the Pierrot is seen mprtatlunded, pierced
through the heart and swooning in the arms of tlotber masked carnival
figures. Harlequin and the victor, a Red Indiare seen from the rear as
they depart the scene of the murder. In Ensor’stipa, the action has long
ceased and the carnival figures stand around a&eprmasked body. There is
no telling whether the figure is wounded, deadmerely faking. This body
appears to be female and almost resembles the Bwen the painting
L'appel de la sirené€The call of the sirenjc.1891), though it wears a male

mask with a long, pointed nose and the red Phryjgérthat is worn by the

3 5eeFigure 3%n page 5.
4 seeFigure 40on page 5.
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figure of Marianne, a constantly recurring motif Emsor’s paintings. The
pointed but lowered duelling sword in the hand loé twhite-clad Pierrot

clown with red cap and socks implies that herehes vtictor surveying his

work. Unlike in the Gérdbme painting, all the figaneemain gathered around
the masked corpse. The four central figures cordighree white ‘type’

Pierrots and a leading lady. She seems to state aword-bearing duellist
with horror and yet leans into him in a suggesthanner. It is as though her
horrified look is merely a disguise for the thhik display of arrogance and
violence has evoked in her. This duellist is gazaigthe corpse with

arrogant defiance; hand on hip, the image of thaskluckling conqueror.
The Pierrot wearing the large blue-button suit seem stare out at the
viewer with vacant melancholy. He gives the semt#anf being completely
separated from the others in a self-containmentesnptiness that is almost
ethereal in its non-presence. This figure is sintitathe Gilles of Watteau.

The white dandified figure next to him is decked oufrills of rose and

yellow and is looking into the distance, hands ackets, with a nonchalant,
indifferent languidity, as though what has happehasl nothing whatsoever
to do with him. He in fact resembles a young nolaerar dandy, all garters
and ribbons and refusal to be involved. Balancimgsé central figures on
either side of the painting are two military figar&'he one on the left of the
canvas seems to be giving a military send-off ® ¢brpse, his sword held
high with his Napoleonic hat and its feather all aftention. The other
military figure, to the right, is kneeling on theognd, hands clasped in
prayer for the departed. He has a battered Napial®&an with a white wig in

a pigtail and a wobbly, grotesque face and isnated, like a cardinal.
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This painting reflects all the grotesque and hypicat emotions that
violence can arouse in people when faced with &anvicAll is caricatured,
from the fake honours being bestowed on the deetiini to melancholy
detachment, indifference, arrogant pride, fake gm@ss and horror cloaking
roused desire. There is ferocity in the displayhaflse emotions released by
bloodlust. The bizarreness lies in the genderinthefcorpse as female with
a male mask. Again the notion of gender slidesvaaders. A female, even
in masquerade, would be unlikely to be involvediduel, and where is the
corpse’s weapon®? Everything slips and is ambivalent in the mockefy
inversion. Even the sky is a wild, grey blue withatrappears to be the light
of dawn breaking through the clouds, a sliver dfesy gold illumination.
The foreground on which the figure is laid out &ld sparse and bleak. The
blue of the sky emphasizes and pushes the chazasterprominence at the
front of this stage. Blue, white, red, yellow ates tpredominant colours
which seem to ridicule the sombre scene and thpieamt mockery of death

that lies before the oblivious carnival characters.

The interaction between death and masks haunt Bnaork and inLes
masques devant la mqgi¥asks confronting death or Masks mocking death)
(1888¥*° a group of masks, which includes the spectacledknfeom
Scandalised maskand Astonishment of the mask Wougseringly defy
death. Death is dressed in female finery and issm@@ppear ridiculous, but

this is merely a disguise hiding death’s realitgd amaking it palatable for the

235 Though there have been female exceptions sucHiasdl@uMaupin upon whom Gautier based his

book Mademoiselle de Maupin. The historical de Mawpas a skilled duellist.
6 geeFigure 41on page 5.
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living. The pushing, shoving and obscene maskdrgieg to be fearless in

the face of what they most fear. Through carnimaluigence and pleasure
they are trying to run away from their mortalitydatleath’s triumph. Gender
alters and morphs with death being depicted as ldnhag wearing a

ridiculous hat. The masks and their garments cdranec cloak gender so
that it becomes indeterminate, the reality of se&sdnot count when faced
with death. Nothing is as it seems and all is tefosyy in this carnivalesque

grotesque gathering of sneering, hooting madness.

These taunting, scoffing masks are nowhere morarappthan irPortait du
peintre entouré de masquéBnsor with masks)1899)>*" Here Ensor has
painted a self-portrait surrounded by a crowding anffocating profusion of
masks. The artist’'s head is in the centre and weaagarish hat with plumed
feather and flowers and is encircled by maskedtarea Ensor’s face is
haughty and classical in an impersonation of théned, reserved and
exceedingly melancholy artist who is solitary. Anduhim pullulate and surge
the masks, each of which is a revelation of a husraation, here rage, pride,
sadness, pleasure, there chagrin, fear, arrogdaoabt, slyness, irony, distress
and disgust are fixed in vivid, overbearing tondsrfiaeren 1980: 48). It is an
amazing bouquet of facial expressions, frozen wirthiltimate poisonous
vulgarity. The masks seem to surge from every cooiethe canvas in a
smothering, crushing carnival mass. They oppredstyaannise the painter in
a nightmare vision of hectoring excess. They maock with the promise of

lifelessness, emptiness and death and it seemsoagh, eventually, Ensor

7 seeFigure 42on page 5.
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‘prendrait place parmi leur multitude comme s’&iéiui-méme quelqu’un de
leur lignée et de leur race’ (Verhaeren 1980>28j fact Ensor’s calm face,
devoid of passion, except that of lucent sorronpeaps more plastic and
mask-like than the whirl of grimacing creaturesttflaod around him. It is

this complete lack of expression and the frozenoés$ss face that draws the
viewer's gaze immediately to his face. Then theksas their throbbing mass

leap out and yell for attention.

These thronging, jostling masks which mock and heauge also present lre
théatre des masques ou bouquet d’artifioédd Woman with mask$1889)
andPierrot aux masques (Pierrot with mask$B99)>*° Pierrot with masks
was also painted in 1899 and it is as though Emhser metamorphosed
himself from Ensor with masksnto the central figure of Pierrot around
whom masks seethe. These carnival masks also rdlealgamut of
emotions: curiosity, hilarity, horror, evil, impisilee, melancholy, foxiness,
hate and lust. Pierrot stands alone, holding a&fssbauble which has its
tongue stuck out and appears malignly alive andutabm bite one of the
mask’s fingers to the bone. In the background thera dancing, jiggling
skeleton with raised arms and hands, which in @Beb pose, seems to
betray its intent to gather the crowd to itselferRot’'s face, like Ensor’s,
seems reserved, filled with silent melancholy amévwking hauteur as he
stares calmly out at the viewer. He is the trangaiitre in a wild carnival

storm of emotion and noise, which contains a malgy and malice that

28| ] take his place amongst their multitude aseifirere one of their descendants and of their race.
29 geeFigure 43on page 5.
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taints the comedy of the masquerade. Pierrot caseba in this work, and
throughout Ensor’'s ceuvre, as the symbol of meldgcholitude. In this
work Pierrot is a direct representation of thesartwho has morphed into
this pale, withdrawn and sad clown. Pierrot, or latevfaced clown, is a
particularly prevalent figure and is often accompdrby skeletons, as ire
grand juge (The great judge)1898), Pierrot et squelettgPierrot and
skeleton)(1905), orPierrot et squelette en jaune (Pierrot and skeleto

yellow)(1893).

Throughout his work Ensor managed to combine thealm& and grotesque,
mask and skeleton, real and unreal, with aplomb sqldl Squelettes se
disputant un hareng-sayEkeletons fighting over a pickled herrif@g91),
with its sour and ambiguous play on words (Hareagr®r pickled herring
is pronounced as Art Ensor in French), is one ofdfs most unusual self
portraits. This is taken further in the self-paittrentitied Squelette peintre
(The skeleton paintefL896 - 97) where the painter has metamorphosed int
a skeleton. Then in possibly the most amusing aodid of all Ensor’s
skeleton portraitsivion portrait en 196QMy portrait in 1960)(1888), the
artist looks into the future and sees himself akeleton propped up with
wild tufts of hair on his head, a large spider gimg next to him and snails
milling around his feet. There is an ironic accepgaand commentary on
death. As Haesaerts (1957: 227) says about Ensor:

His vision of the world as a comedy, a game, a masgle; and the

little importance he attached to his own fate h® vain agitations and

strivings of mankind, to the caprice of passion smthe arbitrariness
of death.
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All these are reflected throughout Ensor’'s ceuvres ldughter fills his
paintings whether mocking, gleeful, happy, wild,rdgaic, ironic or
sympathetic. Ensor was a Dionysian painter, anchistrand ‘a partisan of
total gratuitousness, instability, unreason anggteral renewal’ (Haesaerts

1957: 227).

His works defy the classical values and canon ef sgmbolic and are a
complete expression of the savage beautyjamdsanceof the semiotic as it
breaches and defies all rules. Whether in his fisevam primary colours, his
style, texture of the work, or in his use of maaks skeletons to shock, Ensor
strove to ensure constant change and renewal whikinvorks. In this, he is
very much an artist of the carnivalesque ethic,a®mBakhtin (1984: 34) has
noted about the carnivalesque grotesque formthigise to
Consecrate inventive freedom, to permit the contlonaof a variety
of different elements, to liberate from the prewajlpoint of view of
the world, from conventions and established trufittsn clichés, from
all that is humdrum and universally accepted.
This epitomises Ensor’'s work, but is most promingntis use of masks.
These masks were used to liberate his use of calodiform, to separate the
object from its colour and to lose any clearly defl boundaries. He thus
blended gender, reality and fantasy, masks, skedemimals and objects into
an eerie, mad and exuberantly transgressive carragaseen in his Seven
Deadly Sins engravingd,a vengeance de Hop-Frogdop Frog's revenge)
(1898) orLes musiciens terrible§lhe tragic musicians(1891). This parade
of masks and skeletons challenged boundaries aaged triviality through a

subversive portrayal of ‘moral wretchedness, soalalises, inner conflict,
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frustrated ambitions’ (Haesaerts 1957: 166). Thenical and its masks
became Ensor’'s means to reveal and challengeyreasitGoya wrote,
The world is a mummer’'s parade. Face-dress-voiegy&ving is
pretence. Everyone wants to appear as somethinygatieenot. They
fool each other, and nobody knows himself. (Goyd&faiffer 2005:
35)
Ensor’s work reveals his knowledge of the world atiters and, finally, his
own expression of self-knowledge which is exhibitedhe carnival masks
and skeletons with their grotesque liberating foedvhich allowed him to
parade his vision of the absurdness of the ‘unaletsiman carnival’
(Haesaerts 1957: 166). To this day his bold invemiess and the disquieting
and ambivalent nature of his mysterious grotesgoelsls the viewer
fascinated and in imaginative thrall and nags u®torn again and again to
gaze at these ever-changing and unknowable workartof Each new

interaction with Ensor’s works opens alternate iltses for interpretation

and appreciation, of which this is but one sligtptleration.

Across the channel from Ensor and Giraud’s Belgthm figure of Pierrot

was appearing in the work of two young Englishmémest Dowson and
Aubrey Beardsley. Beardsley’s work was similar @irvto that of Ensor and
not simply because he was an extremely talentadtifitor. The affinities
between Ensor and Beardsley were also to be fautiteir macabre humour
and bawdy response to life around them. With sogthcuity they exposed
the fatuity, egoism and sanctimoniousness of thgesp that they saw
around them. Acute and pitiless observers, thely obiting joy from their

sometimes macabre, sometimes astringent, mockidglemd depictions.
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They were each, at one time or another, seen amyem resemblance to

Pierrot, whose presence was to figure extensiveboih their oeuvres.

Dowson, like Giraud, created an ethereal, poeticdvim which perfectly
structured rhymes, tones, colours and words weranpaunt. In similar
fashion to Giraud, Dowson employed older poetien®rsuch as the rondel
and the villanelle which required intense care #ralght to perfect. Here
metre, tone and an exacting use of language creasgkes and meanings of
intricate fragility and icy, crystalline beauty. &world of Giraud’s Pierrot is
gently echoed in that of DowsonT$he Pierrot of the Minutelt is the cold,
silver moonlight that lingers and whose soft, iogpés fill the works of both
poets and which hold Pierrot spellbound. Where @i Pierrot exhibits
more malevolent, violent, sinister responses amidras; Dowson’s Pierrot is
childlike and his reactions are naive and gentles this innocence and its
loss, resulting in a disconsolate fall into knovgedhat will be explored in
the next chapter. In Dowson’s world Pierrot becomeisanced and forever

entrapped by the kisses of frosty moonlight.
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Figure 29
Figure 29The Pisser
1887
Etching
La collection du musée des beaux arts, Ostende.
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BELCIQUE EN aS
ALIMENTAT IoN DOCTRIWAIRE

Figure 30
Figure 30 Doctrinal nourishment
1889
Etching
Museum voor schone kunsten, Ghent.
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Figure 31
Figure 31Scandalised masks
1883
Oil on canvas
Musée Royaux des beaux-arts, Brussels
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Figure 32
Figure 32The despair of Pierrot
1892
Oil on canvas
Private collection
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Figure 33
Figure 33The Entry of Christ into Brussels 1889
1888
Oil on Canvas
J. Paul Getty Museum, Malibu
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Figure 34
Figure 34The Intrigue
1890
Oil on canvas
Koninklijk Museum voor schone kunsten, Antwerp
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Figure 35
Figure 35Astonishment of the mask Wouse
1889
Oil on canvas
Koninklijk Museumoor schone kunsten, Antwerp
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Figure 36
Figure 36Strange masks
1892
Oil on canvas
Musée royaux des beaux-arts, Brussels
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Figure 37
Figure 37Death and masks
1897
Oil on canvas
Musée d’art moderne et d’art eomporain de la ville de Liége, Liége
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Figure 38
Figure 38keletons trying to warm themselves
1889
Oil on canvas
Kimball art museum, Fort Worth
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[346] DUEL DE MASQUES/DUEL OF THE MASKS, 1892/1896

Figure 39
Figure 39Duel of the masks
1892/1896
Oil on canvas
Private collection, Brussels
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Figure 40
Figure 40Duel after the masquerade
Jean-Léon Gérbme

1857 - 1859
Qil on fabric
Walters Art Museum, Baltimore
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Figure 41
Figure 4Masks confronting death
1888
Oil on Canvas
Museum of Modern Art, New York
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Figure 42
Figure 4Ensor with masks
1889
QOil on canvas
Private collection
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Figure 43
Figure 43Pierrot with masks
1899
Oil on canvas
Private collection

[378] PIERROT AUX MASQUES/PIERROT WITH MASKS, 1899
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CHAPTER FOUR: LUMINOUS LILIES AND MILK-WHITE BUTTER  FLIES

- DOWSON’'S THE PIERROT OF THE MINUTE

A pale, timid figure wafts into a pastoral landseagasping greenish-white
lilies. It is Pierrot, whose entrance marks theropg of Ernest Dowson’s
one act dramaThe Pierrot of the Minut&® The figure of Pierrot was
exceedingly prevalent in artistic circles both imgland and on the
Continent during and before the 1890’s. Dowson wddve been aware of
the works of Verlaine, Laforgue, Gautier, MargueriGiraud and others, in
which the central figures were Pierrot and the Mobhe Pierrot of the
Minuteis the only drama penned by Dowson and it maketifechniques
of allusion and variation [which] are carried tonaw complexity and
employed with striking purposefulness’ (Pursglov€93: 139). This
intertextuality ensures that the drama is filledhmambiguity, plurality and
polyvocity which constantly disrupt and intrude asubvert the conventions

of symbolic signification (Grosz 1989: 51-52).

Dowson’s Pierrot has followed the lilies as mark&hsch lead to the sacred
grove where Love is said to preside. The innocearw purity associated
with the lilies and that of Pierrot will be the efing made on love’s altar.
The pastoral nature of the setting is indicateddbwson’s description of the

opening scene:

249 Ernest Christopher Dowson 1867 - 1900, poet ofatesVictorian era whose work was symbolic of
the ethos associated with what critics have caledvellow 90’s (1890’s), or the decadent period in
English art and literature. He wrote the one-aay glalledThe Pierrot of the Minuten 1892. It was
published in 1897 with drawings by Aubrey Beardsley.
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A glade in the Parc du Petit Trianon. In the cemtrBoric temple

with steps coming down the stage. On the left ke li€upid on a

pedestal. (Pierrot of the Minute 1967: 1%¥4)
This depiction mirrors some of the pastoral paggiby Claude Lorrafff or
the féte galanteby Watteau” For Pierrot, this glade is where he hopes to
learn the meaning of love. The ‘garden of love’'ntlgein painting portrays
an idealized pastoral setting where figures enjoyniy, listening to music
or dancing. The pastoral setting in both art anetyds also associated with
fleeting, unrequited or unattainable love. Thislidabnd apprehensive
Pierrot has entered a timeless dream-space ofizddgblacidity in which a
darker principle lurks, one that will destroy thedfsontained innocence of
this knowledge-seeking dreamer. Pierrot has obdeseene of the liminal
hints in the landscape that bode ill, such as tilleoaks darkliest canopy’
and the ‘obscure winding’ of the maze-like allegading to the sanctuary,
without truly understanding their significance. Dsawa uses the word
‘darkliest’ which is a strange choice, a compaetadverb that is derived
from ‘darkly’ but could well relate to more archamords like ‘darkle’ and
‘darkling’. The manner in which it is used givesery eighteenth-century
twist to the verse. At the same time, it leans towdhe diminutive, with a
touch of the naive, making darkness appear mamnerdered and less

scary. Simultaneously, ‘darkliest’ possesses aiegetreatening quality. It

241 Hereafter to be abbreviated to POM with page areiumber.

242 Claude Gellée 16007 - 1682. French painter oftéacc&€laude Lorrain(e) after his place of birth. His
works are celebrated for what is called poetictysesque or pastoral landscape: dream landscdlees fi
with light and classical buildings suchlaandscape with sacrifice to Apol{@662 - 63).

243 Jean Antoine Watteau 1684 - 1721 a painter froferv@ennes who is most associated with &te f
galantepictorial form. In this work young lovers dally amdreamy pastoral landscape. The theme of
young lovers in a parkland stems from the medi@aiden of Love. There is a sense of time having
been arrested in Watteau's landscapes but théee tlie melancholy realization that love is fleetargl
evanescent and all things are transient. WattédaDlowson and Beardsley, died from consumption at a
young age and it is thought that this disease irigd to the melancholy of his paintings.
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is redolent of gothic traceries and creeping éddath seems to reside in its
sound. It is this word that puzzles the attente@&der, as it is unusual and it
seems foreign and jarring. The semiotic seems keepand vibrate through
this word and rents and undermines the placid imiylhe scene. The verdant
foliage of the obscurely meandering alleys contdins same semiotic
menace. In this labyrinth the greedy maw of nase&ems to hide, waiting to
gobble up the unsuspecting dallier. It is a wrighart nouveau image, with
its threat of over-abundance in which the self daygdt hopelessly entwined
and lost. There is an obscurity and ambivalent tméss in all the natural
forms in this garden of which Pierrot remains bililg unaware. Even his
saying that ‘moss and violet make the softest ldmbiguous, because the
violet is symbolically connected with darkness alehth as well as with
resurrection. It is the flower that grew from thgiltsblood of Attis®*
Persephone, the goddess of death and resurreat&npicking violets and
liies when she was abducted by Hades and takdretthe queen of the
underworld. Violets and moss are both shade platts the concomitant
association with shadowy darkness and death. Tples¢s do make a soft
bed: that of the grave. But an ambiguity is presastthe violets are also
symbolic of resurrection. They thus possess a damamd carnivalesque
doubling within themselves; a doubling that liestla heart of Dowson’s
play. The tranquillity and brightness of Love’s geoare deceptive and in
this idyllic, dreamy pastoral the mottét in arcadia ego(l too am in
Arcady) is ever present. This is best seen in Mg#loussin’s painting in the

Louvre, where shepherds and a young woman gazeeanscription on a

244 A Phrygian god whose death and resurrection pirel the change from winter to spring. He was
driven mad and bled to death after having castraitadelf.
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tomb, trying to understand its meantigHere the enigma of death, even in
the bliss of pastoral surroundings, is loftily repented (Heyd 1986: 201).

Death and love are companions even in pastora.blis

It is this linking of love and death that is to foeind in the frosty pale beauty
of the lilies. Their snow-white purity recalls tlopening verse of Giraud’s

Blancheurs sacrées (46)in Pierrot Lunaire

Blancheurs de la Neige et des Cygnes, WhiteneSs@iv and Swans,
Blancheurs de la Lune et du Lys, Whiteness of Maxadh Lily,
Vous étiez, aux temps abolis, You were, in timast,

De Pierrot les pales insignes! The pale insighigierrot?*’

The emphasis in Giraud’'s poem is the relation adriét to whiteness,
purity, innocence, silence, death and above al,Moon. There is also the
notion of the iciness of purity in the mention obbs. The Moon and snow
are closely linked. Chastity and the virginal anédcand ethereal and inhabit
the world of the dream and memory. This coldness$ glacial purity is
found in Mallarmé’s lines froriérodiade

Le froid scintillement de la pale clarté

Toi qui te meurs, toi qui brdles de chasteté,

Nuit blanche de glacons et de neige cruelle!

(Mallarmé 1955: 56)

Glimmering radiance of thy frozen fire,

Thou that art chaste and diest of desire,

White night of ice and of the cruel snow!

(trans. Arthur Symons in Beckson 1987: 156)

The relation of lilies, sacred chaste whiteneseywsand the Moon is further

to be found in Oscar Wilde’Saloméwhere John the Baptist is seen as

2%% gee Figure 44 on page 5.
246 sacred whitenes3he number in brackets is the sequential numbéreopoems ifierrot Lunaire
247 pierrot Lunaire1991: 86.
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‘chaste as the Moon’ and ‘like a moonbeam’. As BBatknell (1993: 517-
518) writes, John’s body ‘receives a cluster ofgemin virgin white: “Thy
body is white as lilies of the field that the moweth never mowed. Thy
body is white like the snows that lie on the moungaf Judea™. Again the
relationship of whiteness and chastity to the wiagjipallor and purity of
snow is emphasized and John could be merely anstleat Pierrot figure,
doomed to a cold, chaste Moon-invoked death. AsreCVan den Broek
(1996: 105-106) notes:
Si Pierrot a la face tellement pale, c’est entrigesuparce qu’il a la
téte coupée...Son chef livide et grimacant — appa Bécadence
comme poseée sur sa collerette comme sur un platesgsemble bien
a la lune, qui, elle aussi, a I'air d’'une blanchietcoupéé&’®
Innocence and the loss of a head to the Moon sedm Pierrot’s ultimate
fate. Dowson’sierrot of the Minutas fated to experience the same destiny
as he loses both his head and his heart to theillsting cold of the
moonlight. For the moment he places the gatheress Iof his virginal
innocence at the foot of Cupid’s statue and thesitdes on the stairs of the
temple, but is beset by fear. He now alludes tardé@son for coming to the
grove:
It is so solitary, | grow afraid.
Is there no priest here, no devoted maid?
Is there no oracle, no voice to speak,
Interpreting to me the word | seek?
(POM: 195 lines 13-16)

He is looking for an oracle or Sibyl to interpretvard, the strange meaning

of which he has yet to understand. The oracle nesxeraled, or concealed

248t pierrot has a very pale face it is also becdiiséead has been cut off. His grimacing and ghalli

head-which during the Decadent period appearedye heen set down on his ruff as though on a tray-
does indeed resemble the Moon which also looksdikevered, white head.
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the truth, but only hinted at it through enigmasind ambivalent, dark
riddles. The Grecian Sibyl was always linked to #narld of Apollo and
daylight. Retaining his innocence and purity isia®i on his remaining
ignorant of meaning, remaining outside the know&eggvided by words.
His lily-like innocence will be destroyed and cqted through exposure to
the connotations of the word he quests to undatstide is fearful of the
silence and the solitariness of the twilit placad&:nly the voice of music,
associated with pastoral idylls and love, begingdotly sound from within
the temple, like an awakened Sibyl:

(a very gentle music of lutes floats out from temple. Pierrot starts

back; he shows extreme surprise; then he returiisetdoreground,

and crouches down in rapt attention until the masiases. His face

grows puzzled and petulant.)

Too soon! Too soon! In that enchanting strain,

Days yet unlived, | almost lived again:

It almost taught me that | most would know -

Why | am here, and why am | Pierrot?

(POM: 195-196 lines 17-20)
This music enraptures and establishes the dreamdwalr timeless
ambiguity. This disjunction of time ‘days yet urdiy, | almost lived again’
is pure semiotic dream logic, where past, presedtfature fluidly move
backwards and forwards without restraint, as dbedriby Kristeva (1982:
70): ‘By adopting a dream logic, it [the carnivalansgresses rules of
linguistic code and social morality as well'. Theamtasmagoric nature of
Pierrot’s search becomes apparent and one redtaesll that is going to
follow will be no more than his own self-indulgedream (Snodgrass 1992:

41). Pierrot's search is for the discovery of séfifat hidden and badly

understood, darker nature that divides his beirge €xperience of the
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dream and the Moon Maiden will help to illuminatedareveal this self to
Pierrot (Chardin 1995: 216). Pierrot appears sonméamt as he absently
repeats:

Why came | here, and why am | Pierrot?

That music and this silence both affright;

Pierrot can never be a friend of night.

| never felt my solitude before -

Once safe at home, | will return no more

Yet, the commandment of the scroll was plain;

While the light lingers let me read again.

(POM: 196 lines 21-27)
He seems not to understand why he has venturddst@lade and appears
confused, edgy and scared. It is as though hetbppesd through a mirror,
like Alice, into a place that he does not comprehand has assumed a
persona that he cannot recognise. The liminal aab@irtwilight seems to
have evoked his indecision and nebulous lack dfkselwledge. The music
that enraptured him and the silence that surroumds now take on
threatening aspects, a sense of terror that ensaftate an aesthetically still
and perfect place where innocence is vividly presend yet direly
threatened. The oddity is that both music and séeare equally terrifying to
Pierrot. Yet, the strangest sentence is ‘Pierrotreaver be a friend of night'.
A deep fear of the dark and the transgressive aattinight is apparent and
timid Pierrot is quick to indicate that on his saé&urn from this pastoral
paradise he will never venture back again. Therarteambivalence in this
is that when he does return safely home he wilende able to return, no
matter how he might try. Pierrot has entered thosldvwhere time is frozen

in ‘lily time’ (Snodgrass 1992: 33). His own chiki innocence is what he

will sacrifice to gain the knowledge promised himthe parchment:
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“He loves to-night who never loved before;

Who ever loved, to-night shall love once more”.

| never loved! | know not what love is.

| am so ignorant - but what is this?

(Reads)

“Who would adventure to encounter Love

Must rest one night within this hallowed grove.

Cast down thy lilies, which have led thee on,

Before the tender feet of Cupidon”.

(POM: 196-197 lines 29-32)
Pierrot’s quest is the search for the meaning ofelLddere the pale clown
admits to his own ignorant folly whilst simultanebu betraying his purity.
Purity and folly seem to mingle in a semiotic fuses integral aspects of the
pale clown’s own nature. Casting down the lilieatthe has brought is a
jettisoning of his lily-like chasteness. In fadtbiecomes apparent that it is
Pierrot's own credulity that has in some manneredead him, led him on,
and brought him into the sacred grove. There i®rse that even at the
centre of purity and innocence is something cataesguely duplicitous.
Lilies are not only the symbol of purity; they afso associated with death
and the white shroud. Death and love are the sedsguest. Cupidon
himself is a very fickle and ambivalent being asshieoth god of love and of
debauchery. Known to the Greeks as Eros, he wasaheof Hermes and
Aphrodite and during the fin de siecle he was ‘b dieu ambigu,
hermaphrodite singulier dont le double attrait simesses d’extases et de
souffrances’ (Lingua 1995: 23¥.He was, in some myths, regarded as the
son of Night and said to have power over the dédal.epitomises the

riotously grotesque in his dual nature with itsyfléness and perverseness

as well as his ability to sow love and sufferinguaty. Ambiguously

249 ]indeed that ambiguous god, that strange hehmmtite whose double allure promises both
ecstasy and suffering.
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semiotic, his own nature is doubled and he is #&ou® transgressive
godhead, even when reduced to his French diminaawee. It is erotic love
and desire, as well as the suffering and the soafolss, which will be the
enlightenment that Pierrot gains in this glade. thas knowledge he will be
punished with a loss of purity and a fall into mewmamperfection and
estrangement from the ideal. There is a strangeivatebce at play.
Pierrot's quest will result in a loss of chastitytlthis occurs within an
idyllic setting in which time and decay seem noh&ve a place. The Edenic
quality of the grove seems to be ruptured by tgeré of Cupidon, who will
instil the knowledge of erotic love and desire agl\as the sense of loss of
completeness. This duality present in the gardemhés struggle of the
semiotic and the symbolic; where the semiotic & $hate of completeness
before the law of the symbolic institutes identifgnguage and sexuality.
The symbolic is the ‘reality’ principle and estables the rules of desire,
memory and a sense of anguished loss and the idsiaihich the latter
bring into existence. Pierrot has already acquikscethe command to
discard the lilies and he now accepts Cupidon a&s Seicurity, a very
dangerous thing to do, knowing the fickleness «f garticular god. Pierrot
has made his choice and his own febrile, semiaitane is revealed by his
petulant casting aside of the scroll with a
Hence, vain old parchment. | have learnt thegred
(POM: 197 line 36)

Suddenly, the parchment which encouraged Pierquigst is termed ‘vain’,
which in this old courtly form means that it hasvaue or significance. In

his hasty, slipshod manner Pierrot casts it fromm hvithout reading it
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thoroughly. His behaviour is that of a spoilt andlish child and makes the
reader smile: one can almost imagine the stampiraytmy foot. Pierrot’s
own silly vanity is revealed in his actions, adis laziness and inability to
apply himself. He is featherbrained and facile eather too self-obsessed.
He is the vain one who lacks wisdom and sense.Wdred ‘rede’ is again
marked for its archaic character and Chauceriant@ves which adds to the
medieval feel of the garden and Pierrot’s kniglsarch. But the word is
ambivalent: it can mean ‘to explain’, but it cars@mlmean ‘counsel or
advise’. Pierrot has not learnt anything from @ther the reverse, and any
counsel it offered has been overlooked. In thistesere there is an

undercutting sense of laughter that spears Pigr@at his foolish petulance.

Still ill at ease, Pierrot ‘starts at his shadows though scared of being
surprised by a stranger, or of encountering thetnfearful nightmare

monster from a dream. When no monster is forthcgpfmerrot flits happily

to where his forgotten basket lies at the base wbidon’'s statue. He
discovers the wine it contains and his gleefulnasshe prospect of its
consumption is exceedingly carnivalesque. His afiien from craven clown

to happy carouser is instantaneous, a swing of@enmoods that mirrors
the dream state and unreal world he appears tcabght in. Nothing is

stable in this dream world and everything has d dature and oscillates
from one state to another without assuming anydfiicem. The semiotic is
at play and it is upending and destabilising thgidridefinitions and

boundaries of the symbolic. Pierrot hymns the diesliof the wine:

| shall never miss
Society with such a friend as this.
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How merrily the rosy bubbles pass

Across the amber crystal of the glass

| had forgotten you. Methinks this quest

Can wake no sweeter echo in my breast.

(POM: 197 lines 40-46)
Suddenly, when confronted by the courage foundchénwine, Pierrot is no
longer afraid of ‘missing society’ or of being atonThe joyfulness of wine
is seen in the bubbles which merrily whirl in thess. The amber of the
glass and the rosy colour of the wine are soméeféw warm and vibrant
colours used by Dowson in this play. These fessivades and the amber
tones of the glass are reminiscent of the lin@igrrot Lunairés opening

poem:

Et Watteau, les fonds couleur d'ambre  And B&itthe amber backdrops

The warm amber colour that Watteau was famous dovguled his pastoral
féte galantescenes in which dreamy eglantine whites and raslspand
reds were used in a hazy, soft-focused illusiolowé, The pilgrimage to the
island of Cytherabeing the most representative of Watteau's pastova
scene$® The fragrance, colour and bubbly merriness of wlge inspire
Pierrot's delight and reveal the bacchanalian andrnicalesque
characteristics of this pale clown. He is a flurdcuous, semiotic creature
who is dictated to solely by the drive and emotainthe moment. The
symbolic, with its rules of behaviour and socialistures, hardly governs

his reactions to anything, or any of his actions.

0 g5ee Figure 45 on page 5.
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The god that now prevails in the glade is Dionyshe god of wine and
licentious revels and the sanctity of the sceneowel apparently to the
ideal of ‘love’, is invaded by a darker force ofrperse and rampant, erotic
desire. The dark violence associated with Dionysdgng with the
intoxication of the wine are semiotic drives thah@and do lead to the loss
of innocence as well as to madness. Pierrot untighk taunts love because
in his naivetéhe has not realised that both Dionysus and Cugidjads of
violent passion. They work in tandem to ensure tloate will take
possession of the soul of this dreamer, destrolyisgnnocence and making
certain that his spirit is broken and his frivolagxtinguished. They will not
teach him about love, but about the loss associatéd desire and the

constant pain and pursuit of the unattainable wheshilts from this loss.

In the midst of this praise of wine Pierrot againeg a ‘start’, like a timid
deer, and looks at Cupid’'s statue. He then proyuapblogises, indicating
that what he said about wine being a sweeter dt&io his quest for love
was merely jest. The reader can almost feel thaestaf Cupid shaking with
laughter at the ingenuousness of this pallid, arareature who now pours a
libation of wine on the statue as a palliative eafig it the lilies at its feet.
Unworldly purity is being offered in exchange fardwledge, protection and
the god’s goodwill in providing ‘strange visionscasweet’. The sense of the
dream is deepened and the projected wish-destraisonly love kiss him
awake!” Tired and feeling lonely again, having shid prayers, he gathers
his bed together. Lying like the lilies at Cupideréet, Pierrot laments his

loneliness and lack of completion as a threnodglistant music gently fills
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the glade. Pierrot mutters bitterly that the musitan echo of mine heart’s
complaint’ as it seems to mirror and echo his owlitigle and desires. This
subjective twinning of the music to Pierrot’s stafemind is a warning of
the projected and echoing dream fantasy thatthiksplay. Music is the siren
song that entraps and seduces, as it lulls and Rrerrot further into the
dream of his own self-deceiving and self-generatuohgsires. Pierrot
bemoans his lack of a perfect companion such asviknoy the other
creatures:

In single glee | chased blue butterflies,

Half butterfly myself, but not so wise,

For they were twain, and | was only one.

Ah me! How pitiful to be alone.

(POM: 198 lines 58-61)
The blue butterflies that Pierrot used to chaseeweaired as are the
eglantine and the violet. The colour blue is assed with fidelity and
chastity and the goddess of love. The butterflressgmbolically linked with
Cupid through the mythical love story of Cupid aRdyche. The word
Psyche in Greek means both ‘soul’ and ‘butterflgt ebutterflies are also
symbols of immortality, resurrection and the spafitdeath. For Pierrot the
frivolity of chasing the butterflies is tempered g sense of being excluded
because he does not have a perfect, ‘twained’ coimpaThese structural
dyads of life and death, sexuality and love anddiaéogue present between
them are indicative of the carnivalesque (Krist@982: 78-79). Everything
is doubled but flows from one into the other in @nstant shimmering

mutability, as the semiotic ruffles the surfacetltd symbolic. The drive of

fantastical desire makes Pierrot dream about wkasdems to lack, the
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perfect counterpart. This perfection of partnershkgems to be echoed
throughout the silent seclusion of Love’s grove:
The eglantine, in loftier station set,
Stoops down to woo the maidly violet.
In gracile pairs the very lilies grow:
None is companionless except Pierrot.
(POM: 199 lines 68-71)
The eglantine is a rose and roses are closely iassoavith Cupid, love and
lovers. The word ‘rose’ is a play on Cupid’s Gregkme Eros. It was this
flower that Eros/Cupid gave to the god of silenagécrates to ensure that
he remained silent about the peccadilloes of thisgdhe rose is therefore
the symbol of silence and secrecy as well as lokedesire. Pierrot’s poetic
lament is continually doubled in terms of one attteo (Kristeva 1982: 69).
The ‘gracile pairs’ of lilies, all in white, seempaesage of Pierrot's own
mirrored delight in the Moon Maiden. They will beva slender, white
entities generated through a single, narcissistsird. It is with desirous
thoughts of being able to ‘prove’ Love that Pierfats into slumber, little
aware that the testing of love is going to proveda testing of himself, one
that will leave him shattered.
The phantasmagory now deepens as the lutes plasi@nty a bright
radiance, white and cold, streams from the templenuhe face of
Pierrot. Presently, a Moon Maiden steps out of thmple; she
descends and stands over the sleeper. (POM: 199)

The presence of the Moon Maiden and the radiandeetold light are in

similar vein to Giraud'¢.une au lavoir*!

251 Moon as washerwoman

322



Les vents a travers la clairiere The wititough the glade

Soufflent dans leur flGtes sans anches. Bleir reedless flutes.
Comme une pale lavandiere Like a paleheasoman
Elle lave ses failles blanches. She wakkefieavy white silks?

This glade is occupied by the music of the windthe trees like breath
passing over Pan flutes, but these flutes are motenfrom reeds. The pipes
of the flute seem to be shafts of moonlight whidbrate to the whisper of
the winds*? This cold, pallid beauty washes over the landseaypk water.

There is an obvious disjunction and play with ttheai of reedless flutes and
the music of Pan. Semiotic sound and transgressu@tles the whiteness of
the poem and adds to the eeriness of the moon{drdnglade. The word
‘lavandiere’ is also a poetic doubling as it cantlbe mauve-blue colour of
lavender, which is the colour a moonlit landscapsuaes, or it can be a
washerwoman and the lavender scent that she usksrfbnen. The Moon’s

silken, white light fills this world with its col@nd livid colouration which

mirrors the icy pale light that Dowson’s Moon Maidéhrows across the

recumbent form of Pierrot.

This Moon Maiden has been invoked by Pierrot’s datvsupplications and
need. She represents ideal beauty which has besedmto existence, but,
unlike Pygmalion’s statue, she remains inhumarieral, cold, seemingly
of chaste alabaster, while her whiteness is aldgubf Pierrot’s. She now
stands and contemplates the figure of the whitenrtio

Who is this mortal
Who ventures to-night

2pjerrot Lunaire(1991: 16).
3 Flutes are reedless instruments, though Pan niagiépes from the reeds into which the nymph
Syrinx was changed in her despair to escape lastaihs.
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To woo an immortal,

Cold, cold the Moon’s light,

For sleep at this portal,

Bold lover of night.

Fair is the mortal

In soft, silken white,

Who seeks an immortal.

Ah, lover of night,

Be warned at the portal,

And save thee in flight!

(POM: 199-200 lines 78-89)
There is recognition in the Maiden’s words that mthertal shares in certain
aspects of herself (his fairness and ‘soft, sillidnte’). An allusion to the
myth of Endymion and Selene the Moon goddess isramp. Selene came
upon the sleeping Endymion and fell in love witmhiShe requested that he
be put into an eternal sleep so that he retainegduth and beauty and she
would visit him every night. In this case the mbitas come seeking out
Love in his quest for self-enlightenment. The ogdkt that the Moon twice
uses a similar phrase, either ‘bold lover of nigit’lover of night’, which is
hardly what Pierrot himself indicated with his ‘R@ can never be a friend
of night'. It appears that at this stage Pierrddti$ a creature of the sun and
scared of the dark. His transformation into a beiaedicated to the night and
the Moon will only happen once he becomes entitaled ensnared by the
Moon Maiden. His tale will be that of every dreamiRierrot, he will be
incapable of escaping his mortal fate - that oflamsment to night's
celestial being. The Moon will weave him into thebwebs of her light,
forever holding him prisoner. The Moon Maiden igaited by the mirror
image before her:

How fair he is, with red lips formed for joy,

As softly curved as those of Venus’ boy.
Methinks his eyes, beneath their silver sheaves,
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Rest tranquilly like lilies under leaves.

Arrayed in innocence, what touch of grace

Reveals the scion of a courtly race?

Well, 1 will warn him, though, I fear, too late -

What Pierrot ever has escaped his fate?

But, see, he stirs, new knowledge fires his brain,

And Cupid’s vision bids him wake again.

Dione’s Daughter! But how fair he is,

Would it be wrong to rouse him with a kiss?

(POM: 200-201 lines 100-111)
There is a narcissistic fascination and identifaraestablished between the
Moon Maiden and the sleeping figure of Pierrot. yitege mere mirror
reflections brought into existence by Pierrot’saineprojection. Both bodies
are equally androgynous and delicate in their gaenseeming emanations
from the same fabric. The sensual, erotic beautyiefrot is compared by
the Maiden to that of Cupid. In this beauty is atlaf the feminine and the
figure of theSleeping hermaphrodits evoked? In the sheaves of silver
that gently float over Pierrot’s closed lily-likgres the Maiden sees mirrored
her own chastity and cold purity. An otherworldhynocence is present in
these two twained beings. For the Maiden, thispsteg silken white figure
possesses an ideal beauty which even leads haritop@tuous cursing with
her ‘Dione’s daughter’. This semiotic transgressiadicates the riotous
forces that are at play in this identification. Téynbolic is all in disarray,
as everything is a fluid reflection which is amlogsly double edged as
chastity and desire; gender and identity clash medge. Yet, the Moon
Maiden remains without a name throughout the plaje is merely

designated as ‘The Lady’. This underscores her isgmality, her dream

status and her cold intangibility (Chardin 19951R1In this she resembles

24 This statue is found in the Louvre Museum andasgnts dual sexuality, or hermaphrodistism. See
Figure 46 on page 5.
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Keats'sLa Belle Dame Sans Mergvho also has no name and is merely
referred to ata Belle The Moon Maiden is a feminine persona, evoked and
moulded from moonlight, one who will remain forewarattainable, locked
away in her cold, white chasteness. She is therpafer into which Pierrot

will gaze and contemplate himself.

The Moon Maiden kisses Pierrot and then draws lpatckthe shadows that
so scared him. Pierrot awakens and dreamily regtleat the vision that he
had return to him. In his trance-like state heugpesed by the light and
uncertain as to where he is. He suddenly rementberquest and what he
has come to encounter, at which the Moon Maideited/éke Salomé, steps
forward. She seems to be hiding herself in a caghemanner to increase
her mystery and allure. There is a sense of playdaplicity in this masking
and it furthers the idea of her ability to dissiatel and her charm becomes
as cold as her kisses will prove to be (Chardin519®11). This is the

marmoreal allure of ideal beauty and perfection.

Pierrot ecstatically wonders whether he has enevsedtlove. This state of
ecstasy is a fevered mood that will adhere to asae or rules. This frenzy
is ephemeral and volatile and mirrors the insulisthty of the dream world

into which Pierrot has willed himself. The instatyilwill allow the semiotic

to tear and transform the symbolic borders of gsm of reality, but just for
a moment. The results of this overturning will dleguthe agony of Pierrot’s
destroyed innocence and the searing self-realisatfoloss and lack of

wholeness. The Moon Maiden warns him of this darmmete clearly, but
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Pierrot, as predicted by the Moon Maiden, stublyoraekists. He seals his
fate with his demand to see her face:

Unveil thyself, although thy beauty be

Too luminous for my mortality.

(POM: 202 lines126-127)
Here Pierrot unknowingly reverses the myth of Semeetd Zeus, where
Semele demanded to see the brilliance of the gddvas then killed by his
luminous light. She was the mother of Bacchus ajainathe god of riotous

licentiousness, peeps through the veil of Love.r@lea terror that seems to

lurk in luminous ideal beauty, with the threat efath and destruction.

When the Moon Maiden unveils herself, Pierrot isnediately smitten by
his own dream vision of ideal beauty. She is théusgve reflection of

himself in which he will contemplate beauty and exgnce the sad
discovery of self and loss. He believes that he fivaally attained the

impossible and found his other half, like the blugterflies that he envied.
In Pierrot’s gaze is the desire to possess thendesd it is so intense that it
threatens both the dream and himself; it is as ghoRierrot wants to
consume and be consumed by the luminosity of therMdaiden’s light

and beauty. The vacant bereftness of his lossosdur only when the dream
disappears and Pierrot wakens to find that whagdeed upon has left him

with a driving need that can never be fulfilled.

The Maiden is quick to determine that Pierrot has taken heed of the
warning that was placed on the scroll that he selessly tossed aside. The
impulsive semiotic drives to which this pale clownsubject, his lack of
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stable symbolic boundaries, ensures that in histywéie disdains anything
that requires effort, or taxes his lack of concatntn. As he says, he read the
scroll except ‘where it was illegible and hard’. this admission is a
revelation of the infantile nature that is his. id@ow instructed in the laws
that are the penalty attached to the attainmehisofuest:

Au Petit Trianonat night’s full noon,

Mortal, beware the kisses of the Moon!

Whoso seeks her she gathers like a flower -

He gives a life, and only gains an hour.

(POM: 203 lines 138-141)
Pierrot’'s response is as instantaneous as it dyndemiotic. It is the first
time that there is an indication of laughter in flay. This sound bursts
forth from Pierrot, a reckless, transgressive ntheg bites into the silence
of the cold light. The laughter seems forced fromrit in a dark and
violent explosion that is almost painful in its ieég precipitateness. It is as
though a delicate glass has exploded, scatteriagdshin every direction.
The uncontrolled nature of this madcap mirth file scene with a frenzy of
semiotic desire, withering any possible symboliasmning or fear of the
law. The words which accompany this foolhardy ais¢@hcerting mirth are
grotesquely impulsive:

Bear me away to thine enchanted bower,

All of my life | venture for an hour.

(POM: 203 lines 142-143)
An allusion to Shakespeare/s Midsummer Night's Dreartingers in the
‘enchanted bower’ with its element of fairyland aa@y nothingness.

However, a ‘bower’ is also a lady’s boudoir or @te bedroom and so the

erotic and the dream are again intertwined. Aftigr this is a night for
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learning about love, but fairyland is renowned fi@r tricks and malice,
where nothing is as it seems. Pierrot rashly gaesy his life for this
dream. But ‘all my life’ is a carnivalesque and s&m play on meaning.
Being a ‘Pierrot of the minute’ it seems that Hige* is only of a moment,
one which is encapsulated in this brief, evanesakram world. The
semiotic transgression explodes in the disparityveen the ‘*hour’ of love
promised and the description of Pierrot as ‘of thewute’. This time
disjunction is disturbing as it makes no sense. iAute is not an hour,
unless an hour in this dream world represents antyinute, or moment, in
reality. In this enchanted bower symbolic time hag defied. Dream time
exists outside of the known bounds enforced by dimmbolic and this
ensures an oscillating instability and flux. Theitehess of Pierrot and of
the Moon Maiden is innocently virginal, but whit also the colour of the
shroud and death stalks the penumbra of this frigitite dream light. In
Pierrot's offering of his life for a brief moment tme there is a misplaced
belief in the ability to trap and forever hold ortis vision. His life is being
given to a dream, the memory and desire for whithhaunt and drive him
to death. As Kristeva writes:
This subject’s desire is founded on drives thatai@enunsatisfied, no
matter what phantasmatic identifications desire heag to because,
unlike desire, drives ‘divide the subject from desi(Kristeva 1984:
131)
Pierrot’s craving for enchantment will render hincapable of dealing with
reality and he will constantly be chasing a memofyperfection and of
completeness. This is a vain pursuit for whichdhd solace is to be found

in madness or death.
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The Moon Maiden accepts Pierrot’'s resolve to camjnheedless of the
consequences, with her icy comment ‘Take up thyimesf short delight’.
This is a sere and chilling statement, completelst lon the infatuated
clown. Delight is over as swiftly as destiny ante.liThe Moon Maiden
proceeds to call for more music to deepen the emotent and to further
inflame and mesmerise Pierrot’s addle-pate. Theawall so transport him
that for the briefest moment he will understand &mdly know fullness of
being and immortality. This is the state of sengiatiholeness before the
realisation of symbolic separation, or desire, tedain the sign (word)
which is always split and ambivalent (Kristeva 1988-49). In Pierrot’s
intoxicated state, only the silence of the gazevgile as he is absorbed by
the Moon Maiden’s dance. She acknowledges thatddmece is to woo
Pierrot and bind him to her as a conquest,

While my dance wooes him light and rhythmic,

And weaves his heart into my coronal.

(POM: 203 lines 157-157)
The word ‘coronal’ enforces this idea of conquest &riumph as it refers
not only to the circle of light, or the halo, thatseen around the Moon but
also to a wreath, garland or crown rewarded forovic Pierrot, it seems, is
to become merely another addition to the Moon Maiglériumphal crown.
Hidden in the word ‘coronal’ is its root word ‘car@ which has a further
meaning, that of the trumpet-shaped centre of thecislsus flower. The
Moon Maiden as a mere reflection of Pierrot isumtreflected by Pierrot.
In this narcissistic self-containment, the Moon 8#ai, cold, chaste and pale
as death, dances for Pierrot. Her dance is thatheffemme fatale of

Salomé. The purpose of the dance is to ensorcgldleclown adding him
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to the many who have previously been doomed bysilver kisses of the
Moon. During the dance Pierrot becomes a mere ngyaeing head. The
Moon Maiden seduces him through music and her owscimatingly
ambivalent blend of chasteness and eroticism. Yisual object of pleasure
she becomes both the dance and the focus of Psededire-filled gaze. A
violent semiotic collision takes place between imagpund and word. This
ruptures any defined symbolic boundaries and caasesnversion and
destabilizing of the process of signification, whiclurs subject and object,
creator and creation and male and female. The ggdows relationship
between Pierrot and the Moon Maiden is all too agpia As the object of
creation the Moon Maiden is Pierrot's self-projenti his gaze into the
mirror of self which is entirely solipsistic andifseeflexive. The narcissism
of projected desire and the dance merge into tineolgeneous figure of the
androgyne, which allows semiotic confusion and amlence to transform
shapes and shift sexual identifications. Throughbist dance of the chaste,
cold light, the Moon Maiden remains aloofly desleatShe is &elle Dame
Sans Merci*® who will exact the price for this transitory monterf frozen
pleasure. In her guise as Salomé the price sheexasted is the life of
Pierrot. For Catherine Rancy this involvement witte Moon and its
dancing light represents

Un refus de la vie dans le monde réel et un refidadsexualité

adulte, alors que la danse représente une aspifatedement funeste

a la vie dans le monde idéal de I'Art, tout en sirggt une auto-
satisfaction érotique. (Rancy 1982: 184)

255 From Keats’s poerha Belle Dame Sans Meravhich means ‘The Beautiful Lady without Pity’.
26t represents a refusal of life in the real waxtdwell as a refusal of adult sexuality, wherea&én
ideal world of art, the dance represents a yearwinigh is ultimately fatal to life, while suggedtin
erotic self-gratification.
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Pierrot's projected desire in its narcissistic $itode is merely an
indulgence in erotic self-pleasure. The gazed-up@ge is his Echo and not
a valid object of desire. The dance and the Moordbtamerely reflect back
upon him his own chastity and desires. Never duldog/son’s play are true
sensuality, eroticism or sexuality exhibited. A¢lhmains frozen in childlike
thrall to the ideal and the dream. It is a fairyetdathed in virginal,
opalescent light and filled with games, masks araquerade, where sex

and passionate desire are confined to fleetingandaes and brief contact.

The dance at an end, the Moon Maiden summons a amrhstic and
hypnotised Pierrot to her side. He demands to kabeut the music and the
Maiden indicates that Pan wrote it of old in Arcadyain the figure of a
disruptive and transgressive force is found under durface of innocence
and dreamy, ideal beauty. Pan was the god of uedridarnality and
sexuality and was part of Dionysus’ retinue. Hissmwaroused inspiration,
sexuality and panic. Innocence and carnality araga&nst one another in an
oscillating pluralisation of meaningouissancekeeps infiltrating Pierrot’s
innocence as well as the situation itself, workiitgy way through the
polyvalence of the words. In the Moon Maiden’s c¢abés jouissanceis
glacial and limited by her non-human nature. Shteesethereal substance of
a dream and no matter how he desires her, Pieiilatever be able to retain
or hold her (Chardin 1995: 214). She representdvtben as the ultimate
shape-shiftingfemme fataleand as the iridescent dream reflection of
Pierrot's beguiled imagination she can revealingdy: ‘Il am to each the

face of his desire’.
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She is the Echo described by Bachelard in his Wdaker and DreamsEcho
is always Narcissus. She is he. She has his vBloe has his face’ (Bachelard
1983: 22¥> This elision of difference and the assuming andragal of what
is desired evokes the ambiguity of the androgyre dndrogyne has always
belonged to the domain of the imaginary and thardrevhere the difference
that constructs the subject is erased. The nastissdentification that is
occuring between the Moon Maiden and Pierrot afatds difference and
transgresses the normal rigid gender divide. Théiguous figure of the
androgyne, besides being a narcissistic impulseglds indicative of the
psychotic who
remains rooted in the imaginary, material spacgpace based on the
confusion of self and other, bound to the suffoxatdialectic of
identification with the (phallic) mother who is hisiaginary double.
The psychotic has no stable boundaries or bordard, finds his
identity confused with that of the m(other). Theg®otic strives to be
the mother to experience no heterogeneity or gftesind thus to be
unlocated as a subject. (Grosz 1989: 58)
Pierrot's lack of stable boundaries and his attemaptfind his identity
through his narcissistic dream projection ensurbat tsubject/object
differentiation ceases to exist. As the dichotoretyieen the Moon Maiden
and Pierrot vanishes they become the perfect reptatsve of the

androgynous being. This merging of Pierrot and kheon is perfectly

revealed in the lines from Giraud’s poéerrot dandy*®

27 Echo est sans cesse avec Narcisse. Elle esilkia Ba voix. Elle a son visage.
28 pierrot the dandy
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Mais le seigneur a blanche basque, But the Lowhite peplum,

Laissant le rouge veégétal Leaves off the vegethl

Et le fard vert oriental And the orial green paint
Maquille étrangement son masque Strangely powglérisymask
D’un rayon de Lune fantasque. With a whimsical mmean?>

In this poem, Pierrot literally paints himself withoonlight so that, in a
complete identification, his face becomes one Wl Moon. Pierrot has
forsaken any external colours except that of wigissn he is no Harlequin,
but entirely the colour of the Moon - icy, wan ahehthlike. Pierrot and the
Moon form ‘une sorte particuliere de Dandysme a@pplécisément
«dandysme lunaire»’ (Palacio 1990: 62)The glacial paleness of the Moon
and Pierrot is revelatory of their shared dandiaelgance. Pierrot's
depiction as a dandy ensures his identificatiorh whie feminine. He does
his make-up surrounded by very feminine accoutrésngmch as cosmetics,
potions and bottles. Even his clothes, described geeplum or basque
jacket, are items of female attire popular in tdi8Q.- 1790’s and again from
1835%°* This ambiguous plasticity is a form of androgynyendn the male
and female roles become confused. The mirroringremdissism that occur
between Pierrot and the Moon, along with Pierrégiminisation, leave the
clown bloodless and asexual, the epitomy of thearmse ideal of the
androgyne. For Jean de Palacio, Pierrot is a catibmof ‘I'"homme blanc,
landrogyne et le célibataire [qui] composent unnBgsme tragique’

(Palacio 1990: 53>

29pjerrot Lunaire(1991: 12).

260 A particular type of dandyism precisely termedhdun dandyism’.

21| e trésor de la langue francaise informati$étp://.atilf.atilf.fr and sedhe Metropolitan museum of
art http://209.85.129.104.

22 The white man, the androgyne and the celibate, soimbine to create a tragic dandyism.
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The figure of the androgyne can only be foundedidetof the real in the
realm of the imaginary or the boundariless worldneédness. The two
bodies are joined in a creation that eliminatesigkexlentity and ensures the
elimination of gender in its creation of a singlyapure and idealised
asexual form. Barbey d’Aurevilly described the nredptogether of the ideal
androgynous figure:
Leurs visages tournés I'un vers l'autre, se sefftant contre flanc,
comme s'ils avaient voulu se pénétrer, entrerdans elle, elle dans
lui, et ne faire qu'un seul corps a eux deux, enrggardant rien
gu’eux-mémes. (Barbey in Lingua 1995: 8%)
This androgynous figure reveals the desire to becone with the object of
love and to destroy bodily limitations, thus trying create absolute self-
identification and a perfect narcissistic beingisita body that is ‘situated at

the locus of desire, but never itself desires’ {(Pac 1986: 70). This fusional

love contains no prospect of procreation but igelytsterile and pure.

Pierrot’'s desire for the Moon Maiden is merely dnsie search for the
seductive sterility of the completeness of beingisTquest for oneness with
the perfect other is nowhere better shown thanienrét’'s mention of the
‘team of milk-white butterflies’ he sees as drawthg magic car, which will
transport himself and the Moon Maiden to the pa@adif her home. The
chastity of this union of the butterflies is a egflion of the union he craves
between himself and the Moon Maiden; who are whigtterflies
themselves. Here psyche and image are joined asiona pale white

perfection of mirrored androgynous completenesspalid sense of an

263 Their faces turned to one another, bodies flarflatik, as if they wanted to penetrate and enter, h
into her and she into him and thus to form a sibgi@y, only having eyes for one another.
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anaemic Moon-being seems to arise from this andragy body. It is a
sterile and frozen creature, which possesses nostasute in its

completeness.

Pierrot's sense of ultimate union and self compltetcomes when his
impudent request for a kiss is granted:

Cold are thy lips, more cold than | can tell;

Yet would | hang on them, thine icicle!

Cold is thy kiss, more cold than | could dream

Arctus sits, watching the Boreal stream:

But with its frost such sweetness did conspire

That all my veins are filled with running fire;

Never | knew that life contained such bliss

As the divine completeness of a kiss.

(POM: 207 lines 210-217)
Pierrot’'s innocence has now been compromised, tisthis kiss he has sealed
his fate and is now the servant of the Moon. He syiend the rest of his life
searching for re-union with this divine sense ofnpteteness. The kiss
initially causes Pierrot to withdraw with a ‘petatashiver’ at which the Moon
Maiden ‘utters a peal of clear laughter’. Once mttre ‘childish’ nature of
Pierrot's response is revealed. The word ‘petulaftows his capricious
irritation and peevishness when the kiss is notmwarut sends #&isson of
terror into his perception. It is a rather outrageoesponse to something that
he has desired. The ambivalence of the reacticaused by an explosion of
semioticjouissancein a thrill that is simultaneously alluring andousive.
The kiss has been icily cold, a touch of frost thatns. The Moon Maiden’s
kiss, like her being, is a creation of frigid marfaind ice. This ice sears Pierrot

like fire feeding his self-engendered desire whiahnot ever be reciprocated

or consummated. The chilling nature of the kiss imasle Pierrot the mere
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icicle clinging to the lips of the Moon Maiden. R finds narcissistic and
androgynous completion, as he says, in ‘the dieorapleteness of a kiss’. He
has been briefly joined to his mirrored and pra@dctreflection in the
solipsistic perfection of immortal fire and ice. shmilar narcissistically cold
and mirrored experience awaits Girauligrrot polaire® who encounters an

ice block which he hopes to use to save himsethfsmking:

Et le mime patibulaire And the sinister mime

Croit voir un Pierrot déguise, Believes he sedsguised Pierrot,
Et d’'un blanc geste éternisé And with an endldsisengesture
Interpelle dans la nuit claire Challenges in tmaihous night
Un miroitant glacon polaire. A mirroring polar ibéock?®®

The coldness of the reflection and the light creaemirage and the ice
becomes a mirror in which Pierrot sees anotherd®iefhat his image is not
the same as himself resembles Dowson’s Pierrot ighprojected Moon
Maiden. Pierrot polaire plays on the notion of Arctus’ boreal coldness as
well as on the notion of doubling and mirror refiens, the words ‘glacon’
and ‘miroitant’ having roots in the word ‘mirrorthe word ‘patibulaire’ is
one that has both overtones of death as well @sesf uneasiness and of
squinting, where things are not seen as they ategltered and doubled. For
both Giraud’s Pierrot andihe Pierrot of the Minut¢he cold is the febrile
touch of death. But it is also a reflection of tleeives and their narcissistic
desires, as they demand and evoke their doublegxistence. Both Pierrots
wish to unify themselves with their reflection, oo melding with the kiss
of the Moon and the other by melding into the Feer both this is an escape

into another world, a dream world where they aee firom social and other

24 polar Pierrot.
25 pierrot Lunaire(1991: 24).
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constraints imposed by reality (De Laet 2000: Mywson’s Pierrot is
thoroughly immersed in his own world of reflectecans and solipsistic
completion. The semiotic is at play in this whitness as it luminously
doubles and reflects back the narcissistic desiré€serrot, who has become
merely another wan and pale ‘Moon kissed roseg tike knight in Keats’s
La Belle Dame Sans Meraiho is seen as having:

A lily on thy brow,

With anguish moist and fever dew;

And on they cheeks a fading rose

Fast withereth too. (lines 9-12)
Here the whiteness of the lily and the fading rase indications of the
approach of death. Keats’s knight, like Dowson’sriit, is enthralled with
a dream of quest and love. Both have created aal lkauty, thdemme

fatale powers of which guilefully ensnare them. The copsaices for both

the knight and Pierrot are dire.

The Moon Maiden’s response to Pierrot’s shuddepieiilance at the frozen
nature of the kiss is an explosion of bell clearglater. This sound shivers
open the symbolic and in its mockery erases théowsaress of her
demeanour and the prohibitions of the laws imposattoducing an
aggressive and violently liberating drive (Kristevd984: 224). In the
musicality of this laugh the silence of the ices@intered and tragedy and
comedy are both emitted in a clear, chilly sounticW is that of the terror
and sorrow of ideal beauty and completion. Thishis sound that seems
most appropriately described by the words of Rg8Kke'st Duino elegy

Denn das Schone ist nichts als des Schrecklichéangn
denn wir noch grade ertragen, une wir bewundesoges
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weil es gelassen verschmaht, uns zu zerstoren.
For beauty is nothing but the beginning of terror,
which we are just able to endure,
And we are so awed because it serenely disdaiasrtihilate
us. (lines 4-5j5°°
Ideal beauty and love, it seems, are entirely facght to the person who
experiences and is beguiled by them. Deigning aeittuly to love nor to
destroy,La Belleand the Moon Maiden enthrall and wreak havoc \thih
minds and souls of those who are infatuated widalidheauty and the need
to attain love’'s completeness. The Moon Maiden’sckittg and glacial
laugh bites at Pierrot’s naive and callow respdadbe glacial nature of her
touch. Simultaneously this sharp, clear peal igoression of the Moon
Maiden’s triumph as she succeeds in enslaving I8he will not laugh
again. In this singular mirth Pierrot’'s frozen de&nell is sounded. He is
now merely another ‘Moon-kissed mortal’ and KeatsisBelle Dame Sans
Merci is again evoked where his knight dreams of otlsexh as he will
become:
| saw pale kings and princes too,
Pale warriors, death pale were they all;
They cried - ‘La Belle Dame Sans Merci
Hath thee in thrall” (lines 38-41)
This too shall be the fate of the ingenuous Pieaohe learns during the
instructions on love that the Moon Maiden now catdu The whole

guestion and answer sequence that is undertakéovels meaning is very

Elizabethan in nature. As Jean-Jacques Chardimbgsi, the lines from

26 Edited and translated by Stephen Mitchell (198%)1
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255-278 resemble a technique that was adroitly ursé¢te pastorales and
masques of the Elizabethan epoque. He goes orefudmote that:

Le texte fonctionne sur de constants effets deinee sous-tendent

par exemple les réduplications prosodiques et lasllglismes

syntaxiques du duo lyrigue des vers 255-278. (Ghdrgd5: 215¥7
Again it is the idea of mirroring that seems to duwae the play, a musical
game between Echo and Narcissus. Pierrot quickdg tf being instructed
in love, particularly as the realisation sets iattthe answers to his questions
are not the ones that he wishes to hear. Rathes hmade vaguely aware
that he shall forever be pursuing a love that heotacapture, a love that is
filled with ‘malice’. The darker aspected Cupidsisddenly very present and
a sense of terror and sorrow being to invade thedence of Pierrot. He is
told that no matter how he tries to recapture thrameteness of love that he
has felt in that brief, icy kiss, he is doomed #&ilure and regret. Like a
child, who cannot get its own way, he petulently aadly calls an end to
the lessons. Realising his state of sadness, thenMdaiden becomes
deceptively charming and caressing, as though htinga spoilt brat. They
then pass the time playing an infantile game ofdhaver-hand, resulting in
Pierrot finally catching her hand and being reaneday childish laughter
at his seeming victory. Pierrot’s unstable and tidelashifts of mood are
extremely carnivalesque in their duality. He possess a simplistic
shallowness and labileness and nothing appearsake @y true or lasting
impression on him. He is an entirely semiotic anematwho flows between

states and moods absorbing and being altered ks fidve symbolic laws of

267 The text functions by using constant mirrorintpefs that underscore the prosodic reduplications
and syntactic parallelisms of the lyrical duet efses 255-278.
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social behaviour seem to have no purchase on lipjgesy and mercurial

clown.

In this elusiveness he is matched by the refleGtpde of his desire. The
Moon Maiden continually escapes his attempts anaxty and containment.
She mocks him whilst slipping out of reach:

Who hopes to catch

A Moon-beam, must use twice as much despatch.

(POM: 214 lines 341-342)
The evanescent nature of the dream is perfectlyb#®d by Pierrot's
inability to grasp or hold onto the Moon Maiden. Asnoonbeam she is
formed from the same pale substance from whichnasesre made (Chardin
1995: 214). She cannot be caught or held and sheesdape, never to
return, once the dream is at an end. Not being tabtatch her and explore
his desires in a tactile manner, Pierrot again hegointo a sulky and
petulant child. He craves the affection and humamact that her dreamy
insubstantiality denies him. The grotesque natur¢he situation is both
funny and sad. Desire and chaste innocence araranwhe childishness of
Pierrot’'s pouting misery. To persuade him to helt, wihe Moon Maiden
tells Pierrot, ‘I love thee well’. This is the samentence that the knight in
La Belle Dame Sans Merseems to believe he he&is Bellesaying to him.
For both Pierrot and the knight it is a matter adwfulfilment. They project
what they wish to hear and to believe. Pierrotfieotion is merely echoing
his own thoughts and needs. She will not be heldy human oath and
slips away as unbound as she was, when evokeddmso®s desires. The

Moon Maiden will not follow the course that Pierretants and the
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dissonance between his desirous craving and thenMéaiden’s ethereal

dream substance will ultimately prove to be desivac

The Moon Maiden easily diverts the fickle clown'sedly passion by telling
him a bedtime story. His childish temperament amérglousness have
again been swiftly manipulated and rechannelle@ G&autiful fairy tale of
the Moon Maiden’s home is such as told by Hans<s@ihn Andersen in his
The Ice Queeff® Everything in the description is serene, cold,sthand of
a pale nacreous hue, the colour of mist and rexexething is substantial in
this intangible world of Moon calm and bejewellgdendour. However, for
Pierrot, there is a sense of darker forces, ofrglaod of death:

Methought grim Clotho and her sisters twain

With shrivelled fingers spun this web of bane!

(POM: 216 lines 378-379)
This mention of the goddess of destiny revealsdtim& opacity and tragedy
of what lies in store for Pierrot. Clotho is a maméication of the spectre of
death that has haunted the play from the begidfiinGlothed in white
garments she spins the thread of life, but in Biexrwords her fingers are
shrivelled, like those of an old hag or skeletormisTmirrors Camille
Claudel’s portrayal of Clotho in her plaster workaoskeletal hag with long
rope-like hair, ancient and withered dugs and @ fdiat shows the skull
beneath. This sculpture reveals fate as a menacidgepulsive ancient hag.
Clotho is spinning a web of ‘bane’ and this woratzons all the misery and

distress that are to be Pierrot’'s lot with its cotations of death, destruction

28 Andersen Hans Christian 1805 - 1875 Danish writdaioy tales which have an icy sense of wonder
and the fantastical about thefthe Snow Queen particular.
29 gee Figure 47 on page 5
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and poisonousness. Pierrot has been tainted lyisb@f the Moon creature
and his destiny is one of pale wasting like a camstive. The Moon Maiden
is the incarnation of the lunar triple goddesstsnaispects of love and death.
The malefic nature of the Moon combines aspectmaiden, mother and
crone and in this play the Moon Maiden is the syisldace of all three. She
is the innocent enchantress, tender nurturer aathdearinger. In this last
grim aspect she and Clotho are sisters. Pierdasned and will be stalked
by the ghost of death for the remainder of his dayd nights. A kiss has
removed all happiness from his grasp and his debtais become that of ‘the

lunatic, the lover and the poet’ (Pursglove 199%3t)1

The Moon Maiden too easily denies the relation eetwherself and Clotho,
preferring to emphasise her realm as that of law the dream. But this
world has a darker side, as the person kissed bynhlght is no longer a
lover of the day and neither do they experiencghger or tears. The bliss of
Moon dreams and kisses freezes human feelings.eTinassgressive and
carnivalesque aspects of human nature are impesgibkhose enslaved to
the Moon. These Moon prisoners become dreamerdiamdn luminous

reveries where all is unstable, evanescent andosemand where the
transgressive flow of music predominates. It isrgstalline world of icy

ideality and it is to this world that Pierrot haselm admitted. The ‘stairway
of clustered stars’ which the Moon Maidens usestch their mortal victims

mirrors Giraud’s poerh’Escalier.?”

210The staircase
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La Lune, d'un pas familier, With a familiar stéye Moon,

Fait, dans sa ronde coutumiere, In her accustomed creates,
Sur le marbre de I'escalier, On the marble ofdiaércase,
Un léger froufrou de lumiére. A gertieish of light"

Here, the Moon uses a marble staircase to descéodhe human world.
The chiselled whiteness of her light becomes fus&ti the marmoreal
nature of the marble and she seems to becomedinease. Yet, she is not
merely the light or the staircase but is persodifies a human female. The
word ‘froufrou’ is an onomatopoeic word that indes the gentle,
seductive, swishing sounds that were made by tkensgowns that women
wore. It is this sound that ‘laissant deviner, erchchant, un corps blanc et
désirable’ (van den Broek 1996: 7)The word froufrou is an echo word in
French. With its onomatopoeic sound and its miaddogm, where the same
word is joined together, makes it a transgressime aemiotic word
providing the light with a voice and dressing thedvi in a pure, white silk
dress. Along with the swish of the word froufrouthe sound of the Moon’s
small and light feminine foot on the staircase. Tigbt of the Moon on the
staircase is mysteriously morphed into the figurea avoman making her
accustomed round. Here the poet plays with theioakship between the full
Moon and its association with the female cycle.sT$taircase of moonlight

in its milky beauty enslaves Giraud’s Pierrot whtd prostrate before her:

Et Pierrot, pour s’humilier And Pierrot, humblihgnself
Devant sa pale Emperiére, Before his pale Empress,
Prosterne sa blanche priére Prostrates the watep
De son grand corps en espalier Of his long esgalibody
Sur le marbre de I'escalier. On the marble ofdfaércase.

271 pierrot Lunaire(1991: 104).
272 pllows one to imagine a white, desirable body, le/lcbncealing it at the same time.
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Like a white prayer which is pale as a MoonbeararrBt prostrates himself
on the marble of the staircase, his milky body segnto flow into the
luminous white of the marble. The woréscalier and espalier seem to
metonymically intertwine and become one. An espabea framework,
trellis or lattice used to train plants. Pierrotatempting to become the
framework of the staircase. The wdEdhperiéereis a variante of the original
old Frenchempereriz (wife of the emperor or empre$§) The word
emperierewas used by Villon in his worlBallade que Villon feit a la
requeste de sa mére pour prier Nostre-DadBallade for Our Lady written
for his motherf’* Giraud has again used a rather old and transgeessi
feminine form to exult the Moon. The Moon as Empreemands to be
worshipped and Pierrot readily and willingly sugplies his being to her and
worships this architecture of marble, which is thea odd commentary on
the legend of Pygmaliott: For Pierrot the statue of Pygmalion is replaced
by the marble staircase of moonlight. In his obmsaPierrot wishes to meld
with the marble staircase, to transform himselb imarble and to be one
with this materialised and sculptured light. Thishvrepresents a need to
annihilate desire by being incorporated into thealdy of the white stone
and light. This incorporation would mean death. Buarble, like light,

represents a completely inaccessible ideal of lyesad union.

273 e trésor de la langue francaise informatisép://atilf.atilf.fr

274 Francois Villon 1431 - 1463. French poet and atlven who was almost hanged on a number of
occasions. One of the first great lyrical poets wked slang and wrotee Grand Testament and Le Petit
Testament(The Great and The Small Testamen

25 King of Cyprus who fell in love with a statue hedhaarved. Aphrodite brought it to life and
Pygmalion was so delighted that he married the indag statue whose name was Galatea.
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Dowson’s Pierrot is also enslaved by an inaccessildal and he too falls in
prayer and obeisance before his reflected peaglgiighleading:

Instruct me still, while time remains to us,

Be what thou wist, Goddess, Moon-maithrquise

So that | gather from they lips heart’s ease.

(POM : 222 lines 461-463)
Dowson’s Pierrot, like that of Giraud, wishes toldnevith the moonlight
and thereby reattain a sense of completeness laisd af self. The desire for
another kiss drives this Pierrot’s despair. He kowws the beauty of fusion
and totality of being and wishes to lose himsedféin one last time. It is the
wish to return to the semiotic state of union witte mother, but this
androgynous fusion is no longer a possibility father Giraud's or

Dowson’s Pierrot. True peace and union only awthiggn in the white arms

of death.

No matter howThe Pierrot of the Minutg@leads and supplicates with the
Moon Maiden, he will be denied what he most craaed, like a child,
hushed into silence. He sinks into resigned somnod loss, face covered by
his hands, as morning breaks and the Moon Maidkestaer leave. The
exchange between the Moon Maiden and Pierrot comgeithe arrival of
the day resembles that of Romeo and Juliet, whemedPs is the role of
Juliet. His pain is obliterated by the syrup of edak sleep aided by the
music that previously lulled his senses. At the s@nd of the Moon
Maiden her handmaidens play a fairy lullaby, thesimwf Lethe that will
ensure amnesia and sleep:

With mandragore anoint his tired eyes,
That they may open on mere memories,
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Then shall a vision seem his lost delight,

With love, his lady for a summer’s night.

Dream thou hast dreamt all this, when thou awake,

Yet still be sorrowful for a dream'’s sake.

(POM : 223 lines 471-476)
The word mandragore is an overtly poetic choicahsis the French spelling
of the word mandrake. Throughout the play reliahes been made, by
Dowson, on older English spellings and words. Hmsures that the play has
an eighteenth-century atmosphere, as well as kdistgctly Elizabethan in
tone. Dowson has created a vocabulary which, asli@arDowson says, is
similar to how a ‘sculptor would chisel his marbileto something unique to
himself which will aid the presentation of his owense of fact’ (Dowson
1998: 50). This vocabulary within the play not omjives a sense of time
period, but is also doubled. The result is thatwloeds are used by Dowson
and though they retain their original meaning tlag also given a new
meaning. ‘This results in a word with two significens: it has become

ambivalent’ (Kristeva 1980: 73). The semiotic amuinivalesque are heavily

prevalent in this doubled poetic language.

Mandrake is a plant that is considered as havimgoalisiacal properties as
well as possessing soporific, anaesthetic and ¢iatigenic traits which
inspire reveries, amnesia, sleep and death. Maadiall belladonna are of
the same family: belladonna was used as part ofirthke-up routine of
women, either to lighten their skin, or to dilateeit pupils as a sign of
arousal. The word is polyvalent and multi-deterrdirend the semiotic
drives are released injauissanceof play and mutability. Pierrot is to be

made-up or ‘anointed’ with this mandrake potion amd role is again
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feminised. However, the word ‘anoint’ also has gielus or ceremonial
connotations, mandrake being used in magical stuakeems that Pierrot is
being prepared as a sacrificial victim. The daredigious connotations fuse
in a semiotic and poetic overflow and a dualitydairk gothic overtones
dominates this anointing, which involves a pois@aunguent that leads to
sleep, dreams, dissociation from reality and masineerrot will float in a
mist of delusive memories which will be as evanesas moonbeams.
Shakespeare’s lines:

Not poppy, nor mandragora,

Nor all the drowsy syrups of the world,

Shall ever medicine thee to that sweet sleep

Which thou owedst yesterday.

(Othello act Il scene iii)
seem most fittingly to describe Pierrot's own ptigHe is to be left only
with memories of perfection and of the bliss of stimng that belongs to
yesterday. His innocent self-containment has beestrayed with the
granting of the kiss of immortal knowledge and vemass of being. From
this moment forth he will know that there is a paft himself that is
permanently missing or hidden. The disappearancth@fMoon Maiden
after this night of love will ensure that Pierratver has such sweet sleep
again, but that he will be condemned to spend dsé of his life seeking
after the other self that can make him whole agaime illusion of the
androgyne and its perfect nature and fusion cabpedaken out of the dream
world and into existence. The transgression of gemd this form is only
possible in the world of the unreal, the imaginateand the dream. The

world of ideal beauty that Pierrot has experienbaed been a narcissistic

projection of his own needs and desperation for #mehantment of
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perfection. But it is this narcissistic memory tall accompany and drive
him forever. The Moon Maiden pronounces his bitéée with a serene, but
imposing seriousness:

Yet all thy days are mine, dreamer @&fans,

All silvered over with the Moon’s pale beams:

Go forth and seek in each fair face in vain,

To find the image of thy love again.

All maids are kind to thee, yet never one

Shall hold thy truant heart till day be done.

Whom once the Moon has kissed, loves long and late,

Yet never finds the maid to be his mate.

Farewell, dear sleeper, follow out thy fate.

(POM: 223 lines 483-491)
Pierrot belongs to the Moon and to the race ofdhHassed by this goddess.
Like all the knights, princes and kingslad Belle Dame Sans Merd?jerrot
has become a wraith, whose dreaming hours are tebated to the night
and the light of the Moon. In this he resembles Itheatic of Dowson’s
poemTo One in Bedlam

Better than mortal flowers,

Thy Moon-kissed roses seem: better than lovéeeps

The star-crowned solitude of thine oblivious sur

(Dowson 1967: 40)

For Pierrot the sordidness of reality will be spenbblivious dreams of an
idealised memory. Like the madman, he will movesmé# of time and
outside of reality, his place will be forever inetfiminal reaches beyond
humanity. The surrogates that he encounters wileneatisfy his craving
for his dream memory. Pierrot has been punishediformpudent desire for
a kiss and the retribution is the permanent chasfrg Moon shadow. The

luminous lilies have morphed into wan and pale M&msed roses. Desire

has become deathly and innocence has fled.
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For Dowson, Pierrot was a symbolic figure who echbes own personal
attributes and strivings as well as general corsc@Pursglove 1993: 141).
This drama seems to contain a reflection of himselfich asPierrot

Lunaire contains a reflection of Giraud. Pierrot’s wandgris in search of
his other half and mirrors the need of all artigt® search for completion in
the truth of ideal beauty. It is the terror andiffelence that this beauty
inspires that leaves them wounded (Reed 1968: I0Hix wound drives
them to create in an effort to be able to toucHgotion and completion; to
subsume and lose themselves in this terror whiahtiimately the freedom
of death. It is the promise of plentifulness insland in that brief frozen
moment stolen from time, where all stands still @ndense of fullness is
granted before one’s inevitable destruction (Chat®95: 217). It is this
liminal, semiotic and carnivalesque space that @owsas explored in his

The Pierrot of the Minute

This carnivalesque, semiotic and liminal space easured in the curves,
filigrees, curlicues and threads of Aubrey Beangslénes. His illustrations
for Downson’sThe Pierrot of the Minutexquisitely depict the themes of
Dowsons’s play and betray Beardsley’'s own delightl aeverence for
Pierrot. It is Beardsley's intricate, yet strikiggyeometrical and innovative
use of line that caused Alfred Jarfyo write:
The King of lace drew out the light as a rope-makaits his retrograde
line, and the threads trembled slightly in the dight, like cobwebs.

They wove themselves into forests, like the leawdsch hoarfrost
engraves on windowpanes. (Jarry in Stokes 1989: 65)

278 Alfred Jarry 1873 - 1907. A French writer who d¢eshthe persondbu Roias well as the system
known asPataphysiquesyhich would be popular amongst the Surrealistsydauld claim to be the
ancestor of Surrealism.

350



It is these cobwebs, hoarfrost and light that mogli demand yet evade

definitive scrutiny and analysis in the followingapter.
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Figure 44
Figure 44Et in arcadia ego
Nicolas Poussin
1637 - 1638
Oil on canvas
Musée du Louvre, Paris
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Figure 45
Figure 45Pilgrimage to Cythera
Jean Antoine Watteau
1717
QOil on Canvas
Musée du Louvre, Paris
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Figure 46
Figure 46Sleeping hermaphrodite
Roman copy after an original from around the 2nd @rBC.
Marble
Musée du Louvre, Paris
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Figure 47
Figure 47Clotho
Camille Claudel

1893
Plaster
Musée Rodin, Paris
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CHAPTER FIVE: THE KING OF LACE AND GROTESQUE BEAUTY

The lines are whimsical cobwebs, phosphorescert, darsh slashes or
interwoven vegetal tendrils. Each is melded tophge, black on white, in
perfect spatial composition. Yet, the creatures #ppear from these lines
and spaces are subtly twisted and lubriciously grsev In their ugliness,
artificiality and sneaking eroticism they compekation. It is these qualities
that shocked his contemporaries and ensured AuBeaydsley’s reputation
as the representative ‘evil’ genius of the ‘Yelldlineties’ (Snodgrass 1995:
4) or ‘Naughty-Nineties’ (Sweet 2001: 191), or aaXvBeerbohm termed it

‘The Beardsley Period’ (Raby 1998: 7).

Aubrey Vincent Beardsley was born in August 187@ died in March 1898
from tuberculosis - he was a mere 25 years old. was a brief but
incandescent career, with his works creating acrguiue to their carnal
candour. An illustrator of literary texts, his wordecorated covers of
journals such a$he Yellow BoolandThe Savoybringing his unusual style
to public attention. He was also one of the firsEingland to make use of
the poster; in this he followed the example of tench poster artists
Toulouse Lautrec, Jules Cheret and Willette. Uslmggposter as a publicity
vehicle ensured that his work received more thagadte public exposure.
The fact that in the late Victorian period easypreproduction had become
a possibility aided Beardsley to disseminate hiskwAs Holbrook Jackson

writes:
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Beardsley was born into an age of easy publicibd &hat
circumstance, combined with the fact that he wagesmiliarly
of his period, instantly made him a centre of déston, a
subject for regard and reprehension. (Jackson 1®0)6:
Beardsley outraged and assaulted the edifice otoxian middle-class
moral and cultural values. In horror they assai@d and his work with
accusations of moral turpitude, evilness, depraaitg vulgar and intolerable
hideousness. The modernity of Beardsley’s work wtglopen revelation of
male and female sexual desire and sexuality endssdaand enraged both
public and critics alike. He was delighted by th&ieic response, as it

meant that he had managed to shock and outragdenaticss morality by

exposing their hypocrisy, vices and ‘darling si(&turgis 1998: 220).

Harmonious lines of stark black and white, formaility repetition and
exquisitely balanced spatial arrangement which welegantly classical,
ensured that Beardsley's decorative surface corddrio the notions of
traditional ‘high’ art. Contained within this sudaadherence to the traditional
canon, Beardsley inserted his defamiliarising ahdcking elements. An
ambivalent dialogue between surface and contemsiablished where the
grotesque constantly attempts to violate and extieedimits imposed by the
traditional formal elements. This constant inteypletween formal and
forbidden is accompanied by laughter. Holbrook danknotes that, ‘unlike so
many decadents he possessed humour. You hear ugh, laften enough
satyric, behind his most sinister design’ (Jack$6@6: 102). The rhythm of
the swooning vegetal lines and sharp, japonesqyesadion are smoothly

combined with an inherent leering, sneering debacland domineering,
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harsh ugliness which ooze hedonistic depravity gnotesqueness. This
challenged the existing Pre-Raphaelite traditionitbyparodic inversion and
revelation of the darker side to human nature. @&ay’'s grotesque bodies
‘transgress their own limits and place emphasisapertures, open mouths,
genitals, breasts, phallus, belly and nose’ (Bakitb84: 26). In these
creatures, dark passions are simultaneously reVesid concealed and the
combination of male and female sexual charactesistn the figure of the
hermaphrodite makes it the perfect form with whiohportray ambivalent,

grotesque perversity.

The story of the Hermaphrodite originates from QviMetamorphoses
Hermaphroditus was the son of Hermes and Aphraahte like Narcissus
was renowned for his incredible beauty. On goingrlto a pool to bathe he
was seen by the nymph Salmacis who lived in thd. ®lee was seized by
ungovernable desire for the beautiful ephebe amh ings entering the water
she launched herself upon him. Twining her bodyadohis, she violated
him with kisses and fondlings. Calling upon the gigtie asked that she and
he never be separated. The gods granting her wiséd the two bodies in
one, so that when Hermaphrodite stepped from th&l pe had been
deprived of his original sexual identity. This higbcreation, the fruit of the
erotic and mad desire of the nymph, combinesfémeme fataleand the
ephebe (dandy) into an ambiguous creature thallaissi between male and
female. The creation is a fatally grotesque bedh#y brings with it the
malevolence of death and the tragic impossibilitymity. The fundamental

ambivalence reveals an obsession with mutabilityraetamorphosis.
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Ambivalence and metamorphosis can be regarded lagy raspects of
Beardsley’s work and his conventional structuresaen to contain within
itself its own ‘Other’ that sets up a permanentlibgitension. Though the
middle-class critics and public fulminated againgtat they saw, no one
brought a libel action, or any other lawsuit, agathe works. Through their
outraged discourse they tried instead to discrdditpean and in turn parody
the work in an effort to weaken its impact and #ite@ing implications by
making it laughable. The blurring between human aegetal; nature and
the artificial show a disregard for distinctive Ipolaries and the reality
principle. Yet, this violent semiotic impulse iglttly contained and bottled
inside his brilliant use of conventional artistiorh. In the teasing and
fanciful lines, which reveal the perversely grotesglesires of Beardsley’s
creatures, there is a macabre and darkly sardamighter. It is this
frightening humour that deflates and subverts ttheology of the late
Victorian worldview. Beardsley’'s grotesques are respntative of the
transgressive and aggressive semiotization ofythmdslic which allows the
flow of jouissanceanto his art. The results are a plurality and agulty that
seem to fuse disparate things and create a reputginse of unease in the
viewer. There is a vague sense of creeping disguisthings unnatural
having been combined whilst their different natucesitinue to slide and
fluctuate between states. This is the Kristevamamiréogic of carnival which
simultaneously embodies truth and falsity, yes amal and which

transgresses the logic of identity (Lechte 199@-109).
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There is no more valid persona to represent tlistarminate ambivalently
semiotic state than that of the clown, who has gba@een positioned in the
area between life and art and life and death (Bakk®84: 8). For
Beardsley, the spectral figure of Pierrot with black and white raiment
perfectly suited the artist's fantastical black amhite world. Pierrot was
also a mask Beardsley adopted for himself:
the Pierrot in him was an attitude, and even thenas a
bigger attitude than that of its namesake. Innogesways
frustrated the desires of Pierrot and left him thso but
Aubrey Beardsley introduced into art the desolatioin
experience, the ennui of sin. (Jackson 1976: 95)
This figure melded to the page, black on white raning the costume that it
wears, is the epitome of ambivalence, instabilitg @ontradiction. Pierrot
was the representative figure of the decadenceauseca
Il est conforme au travail de la Décadence suretlés grandes
figures mythiques, travail de fusion et de confasidhybridation et
de fracture, préférant le Multiple a I'Un et laldatomie a l'intégrite.
(Palacio 1990: 39Y
As an important contributor and participant in @pects of what has been
called The DecadencgeBeardsley would have identified with the figure o
this pallid-faced, white-clothed and woebegone cl@s exhibiting traits he
wished to personify and those inherent within s @ersonality. Beardsley
was not alone in his empathetic assumption of tlskmand persona of
Pierrot. Arthur Symons in his tribute to Beardshaytes that:
Pierrot is one of the types of our century, of thement in which we

live, or of the moment, perhaps, out of which we prst passing.
Pierrot is passionate; but he does not believeréatgpassions. He

2" The figure of Pierrot conforms to the treatmenegito all the great, mythical masculine
figures, during the Decadent period, a treatmeffasibn and confusion, hybridisation and
fracture, in which the Multiple was preferred te tBingular and dichotomy to wholeness.
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feels himself to be sickening with a fever, or elgerilously

convalescent; for love is a disease, which heasweak to resist or
endure. He has worn his heart on his sleeve so, lthva it has
hardened in the cold air. He knows that his facgoiwdered, and if
he sobs, it is without tears; and it is hard tdidguish, under the
chalk, if the grimace which twists his mouth awsymore laughter or
mockery. He knows that he is condemned to be alwagsblic, that

emotion would be supremely out of keeping withdustume, that he
must remember to be fantastic if he would not beelgeidiculous.

And so he becomes exquisitely false, dreading aladivihings that
“one touch of nature” which would ruffle his disgai and leave him
defenceless. Simplicity, in him being the most lalge thing in the
world, he becomes learned, perverse, intellecinglibis pleasures,
brutalising his intellect; his mournful contemptati of things

becoming a kind of grotesque joy, which he exmedga the only
symbols at his command, tracing his Giotto’s O with elegance of
his pirouette. And Beardsley, with almost more thlaa Parisian’s
deference to Paris, and to the moment, was, mare @dhy Parisian,
this Pierrot gamin.(Symons 1967: ix-x)

It is Beardsley's portrayal of Pierrot that will lexplored in this chapter.

Particular emphasis will be placed on the desigas Beardsley executed for

Ernest Dowson’sThe Pierrot of the MinuteMasks, masquerade and theatre

and their associated role-playing were a part dr8&ley’s persona from an

early age and are present throughout his worksh Hestration is in fact a

carefully staged theatre scene, which is reminisoérEnsor’'s work which

also has the look of staged or posed scenes. Begsdsnasks are used to

cloak both his own vulnerabilities and obsessicams, well as mockingly

unmasking the illict, perverse and vulgar desimed @eeds of ‘polite’ society.

The mask has always been ‘related to transitionamerphosis, violation of

natural boundaries and mockery’ (Bakhtin 1984: #(% used to hide secrets,

to deceive and dissemble and, from behind its amdtyyto be whatever, or

whomever, one chooses. Pierrot, in Beardsley'sdyasleither almost entirely

white or is given a black cat’'s-eye mask. The ehtiwhite-costumed Pierrot

is after the manner of Wattealu@lles. Both Watteau and Keats were major
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influences on Beardsley, who identified with thecemstances which shaped

both the life and death of the painter and the .pdet

The black-masked and fiendish Pierrot that Beaydsieated has been
termed ‘anti-Pierrot’ by Milly Heyd. Unfortunatelyhis division by Heyd
seems rather too elementary, as it makes BeardsRigrrot an either/or,
good and evil creature, which is never the casé Beardsley’'s work. It
would be more in keeping with the ambivalent nanfr@&eardsley’s works
to see the black in Pierrot as a revelation ofdligpery, ambiguous nature
of the clown, which combines both good and evil, anrupturing of
personality where the semiotic is allowed to sdepugh and overrun the
moral structure of the symbolic. As Jean de Palauiicates, the interplay
between the black and white of Pierrot is more theare duplicity, rather
‘c’est bien de multiplicité ou méme d’éclatementilgsiagit dans son cas’
(Palacio 1990: 165)? Pierrot’'s nature and destiny are determined by the
constant combat between the white and the bladkiofttire and nature,
where the black is at all times ready to dominatd aweep him away
(Palacio 1990: 163). The historically white figusEPierrot was stained by
black accessories such as the skullcap and blackp@m buttons of his
blouse. In Beardsley's drawings the black accessdérthe skull cap has
altered into a sharp cat's-eye mask and his Pigrigft exhibiting a huge,

white cranium. The black buttons as well as thdls&p have disappeared

278 Both Watteau and Keats died from tuberculosisyateg age. Watteau was a great individualist, but
with a very difficult personality; he identified thi Pierrot and considered the clown’s whiteneghas
symbol of his tuberculosis. These attributes wdade attracted and appealed to Beardsley who also
came to identify with Pierrot. Keats’s sexualityegt poetry, emotional vagaries and early deatle wer
what Beardsley foresaw and wanted for himself.

2% the case of Pierrot it is truly about multififjcor even fragmentation.
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completely. The black becomes entirely concentratedhe deceptive
disguise of the devilish mask, however, a few oafsley’s Pierrots are

dressed entirely in black in the manner of Willstteierrot.

The black Pierrot that appears in the cul-de-laBpardsley did for Oscar
Wilde's play?’ Saloméis shown accompanied by a satyr. Together they ar
carrying the sensually nude but lifeless form ofeaxceedingly lovely and
nubile Salomé. Pierrot is dressed in what appearbet entirely black
pyjamas and tiny pointed black slippers. He hasdlwilloating, wispy black
hair, as though his ruff has been displaced to fardark nimbus around his
head, and he wears his cat’s-eye mask. His nosemandh are buried in
Salomé’s overtly sexualised egg-bubble hair andchiss eyes possess a
secretive and sly grin. Erotic overtones are coedbiwith sly laughter. The
figure of this black Pierrot, though revealing pawely dark, erotic
tendencies, has had the malignant edge bluntetiéoinamour exhibited in
the work. The attire of the Pierrot, the feminidadk pyjamas with a very
Eastern appearance and a suspicion of the boutlachad to them along
with the really tiny, slippered feet bestow on thigure an exceedingly
indeterminate sexuality. This fluidity and the érally tinged laughter and
leering knowingness are disturbing to the viewdre Tark, semiotic drives
have been released and they wash away acceptedolgymioral laws
revealing the sinister irruptive forces that lienbath the surface mask or

veil of the symbolic. Necrophilia is clearly in tb&ing.

280 geeFigure 48on page 5.
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This menacing and revealing eroticism is also @oftund in the black
Pierrot in Beardsley's illustration fokLucian's true history®" Here the

Pierrot seems to pop out of the black background,ethereal being
dominated by a large white ruff and white sleeviéelt at the wrist, out of

which extends a large hand. The large, domed wietd wears a black
cat’'s-eyed mask that seems to balance itself omylens round cheeks
dominating a small, pointed and weak chin beloweaen smaller and
warted nose. There is a sense of melting corrupdiosh dissolution about
this face. The mouth is curved in a sly smile anel ¢yes are filled with
furtive and prurient hilarity. Pierrot’'s long hamlpaddling in the breasts of
the nude figure beneath him. This nude figure afgptabe female, but is
grotesquely distorted with a tiny head and hugekéide and stomach, a
carnival creature whose physicality is misshaped amcessive, as it
transgresses bodily norms. The breasts are musaotarflattish and the
facial features are indeterminate, more mascuhae teminine, with a bald
head. The hand of the Pierrot has a rather intagesiaw on its thumb
which adds a hint of deviltry to this nefarious tereencounter. Again the
sex of the Pierrot is rather indeterminate, ashet of all the grotesque
creatures that surround him. There is something dad unhealthy that
oozes from the picture which at the same time ®@m@panied by an impish
humour. In this picture the white ruff and slee¥eh® Pierrot are in direct
opposition to his black body which seems to emédrge and be merged

with the black background. Pierrot exhibits the batrof white and black as

281 pyblished imn issue of five drawings illustrative of Juvenatiducianin 1906.

SeeFigure 49%n page 5.
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Tour a tour écartelé, par le jeu du blanc et du, mwitre I'endroit et

'envers, I'innocence et I'expérience, la vertuletvice, le masculin

et le féminin, Pierrot, sur la ligne de partage desleurs, est

toujours en passe de perdre son identité, son $onegorps ou son

sexe. (Palacio 1990: 178)
This dividing line between the colours is likettiahich operates between the
semiotic and symbolic. This line acts as a tighgrqgoviding a certain
balance. Once the limits are pushed too far theeefieefall, such as when the
semiotic entirely overwhelms the symbolic resultimg psychosis. Here
‘symbolic legality is wiped out in favor of arbitiaess of an instinctual drive
without meaning and communication’ (Kristeva 198329). Pierrot is always
on the verge, almost falling into the abyss, téegeprecariously between
states. It is this ambivalent oscillation causedHh®yconstant combat between
the semiotic drives and the restrictive laws ofgmbolic that determines his
mercurial nature. The grotesque masked creatures| their madness, laugh
and jig as they mock and undercut the governingeties’ of socially
accepted mores. Everything is called into queséind becomes paradoxcal.
The interplay of the carnivalesque grotesque inm@es more than one state
absorbing virtue and vice, innocence and experiemogy and soul and male
and female resulting in a grotesque and repulsi®@idisation. Beardsley’'s
works employ this hybridisation and Pierrot is atcal figure in a universe
that attacks and attempts to dislodge preconceptod accepted conventions
and beliefs. It is the multiplicity and metamorpimgsof this figure, who is

never one nor the other, that ensures its cerglalas bearer of the decadent

aesthetic, as Jean de Palacio writes:

282Torn apart in turn by the play of white and blas&tween the right and the wrong side, innocence
and experience, virtue and vice, masculine andrfieraj Pierrot, who finds himself on the dividingdi
between these colours, is always on the vergesaridchis identity, soul, body or sex.
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Il ne fait guére de doute qu’une bonne part deéthustion exercée par
Pierrot sur la mentalité décadente vient de cd qcarnait a ses yeux
le pale hermaphrodite ou I'homme-femme. Costumeguitiage,
mélancolie et impuissance s’unissaient pour reptésd’ambiguité
d’un étre au «sexe intellectuel indécis». (Pala&e0: 663>
Everything about Pierrot is vague, irresolute ahuarip. These aspects suited
Beardsley, as this figure could be morphed to adwopt meaning, sex or

state that he wished to portray. Pierrot becamaulimate symbol for this

protean artist.

Portraying the darker aspects of sexuality wasddmental part of Beardsley’s
artistic aim. He wanted to subvert the accepteddmmis family structure and
moral code, which he despised as hypocritical asdrictive. His grotesque
creatures, including Pierrot, exude a depraved atirsexual knowledge and
possess an uncertain gender. The darker pleastfirdse dflesh, mind and
emotions are cunningly displayed in the too opuféegh, voluptuous smiles,
vulpine sideways oglings, hermaphroditism, or iedeinate sexual identity
and whiff of overripe desires. Corrupt and disseltihese creatures might
appear to be, but their self-possession is purptigeiocking and they are
laughing at the society which, in its smug morattitade, was quick to
condemn them. A mirror does not always show usfabe that we expect, or
wish to see. There is little to choose betweenedlesatures of Beardsley's and
the picture of Dorian Gray in Oscar Wilde’s famaxgploration of the alliance

of beauty, sin, hypocrisy and the face presentedsdoiety. Like Wilde,

283 There is no doubt that the seduction exerciseliyrot on the decadent mindset was, to a large
extent, rooted in the fact that this figure wasmed as the personification of the pale hermapheamtit
man-woman. Clothing, make-up, melancholy and impmemited to reveal the ambiguity of a being
whose “mental sex was uncertain”.
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Beardsley is ripping the masks off society and skppthe ugliness that hides
beneath all the pretension. Both Beardsley and iEstsared a common bawdy,
riotous and Rabelaisian humour expressed througheirtart. However, where
Beardsley’s art is overtly sexual, Ensor’s art méirely lacking in real sexual
content and is almost ethereal and without phyisycdBeardsley’s sharp lines
and the exacting ambivalence between black andewindre reflections of his
own biting wit The repulsive ugliness of Beardstegreatures functions as a
distancing and alienating technique that allowsattist to control and focus his

acidulous mockery.

Pierrot is shown as embodying this disturbing wegs) as being something
more than merely melancholic and passively whitesdme of the vignettes
that Beardsley drew for th8ons-Motsserie$®* by Samuel Foote and
Theodore Hook there is a Pierrot that appeared@4 that epitomises this
ugly, disturbing quality. This is a white Pierrohavhas been touched with
black. Wearing the black skull cap and with tinpdX feet, it is, however,
the black blotches, like pompom buttons that hagenbdisplaced, which
give the clue to the darker side to this Pierrata&ture. This is further
emphasised by the look on the face of this Pierfdtere is nothing
melancholy or lovelorn about the sneer and theeduryebrows that
accentuate the scornful malevolence of the sidevgggsce. Using faint
phosphorescent dots on the cheeks, chin and betieersmouldering,
hostile eyes, Beardsley highlights the malicioustwand depravity that exist

in this clown’s nature. This Pierrot elegantly heoldut its tunic as though

24 See Figure 50 on page 5.
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either about to curtsey, or to pirouette in a gestf haughty disdain. The
huge white ruff, tiny feet and the baggy trousérat tseem to fall in folds
like a peplum make the sex of this creature detydedeterminate. Yet, the
odd stance of the creature seems as twisted faeésthe lines on the blouse
show that it is skew as they go in the oppositeation to the folding line on
the trousers. This gives the figure a triangulandomaking the upper body
and the legs appear to be at odds. The effemiratinly out of the blouse
like a skirt is a dandyish affectation. The ensteicturing of the figure is
macabrely out of kilter. There is also a cynicalligrancy and a sense of
violence lurking in the grimacing, open mouth arfthreply downward
pointed nose. The semblance of daintyness is ddiyetthe balefulness of
the grotesquely distorted face. The drops of biagkon the blouse are a
rather transparent symbolisation of the stainsrajimal sin. This black is
the encroachment of the satanic on the spotlesemédss of the Pierrot, who
has become an ambivalent, duplicitous being:
Toujours le personnage est double, sous le sigh& diehotomie, de
la duplicité. Toujours le personnage se défaitt uae unité en péril,
prét a se fracturer pour laisser la place a I'Auk#eint dans son
intégrité, dans sa virilité, dans son salut étertelPierrot de la
Décadence est toujours différent de lui-méme, siaiss la surprise et
I'hétérogeéne. (Palacio 1990: 223)
The black blots on the white blouse are evidendd®femiotic as it irrupts
into the symbolic, fracturing its purity and uniggtting the perverse drives

free and releasing the dark Other. The violencé skams pent up in the

face of this Pierrot screws his face into that gir@tesque gargoyle; there is

25 This individual’s personality is always a dual prrarked by the dichotomy of duplicity. He always
crumples, always sees unity in peril, always accafireak to make way for the Other. When his
integrity, his virility and his eternal salvationeaaffected, the Pierrot of the Decadence alwafysrdi
from himself, overcome by surprise and the hetaregas nature of things.
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nothing sympathetic or appealing about the figunstead, a malaise of
incipient noxiousness radiates from the face anel shewed posture.
Simultaneously, a mocking and sardonic laughtermsedo curl the
Mephistophelian eyebrows and the viewer feels thay are the object of
mockery in both the politely impolite curtseyingwb@nd the amusement
that the figure seems to be taking in the affrdfittue and vice lurk in the

black overlaid on the white.

Pierrot's shadow or black conscience is furtherntbuin another of

Beardsley's worksPierrot and cat at St Paul'from 1895 Here an

entirely white Pierrot (except for his tiny blacke®d feet) is seen
accompanied by an overtly large black cat remimsoé the heraldic shape
of a lion. It stares out at the viewer with oddiggimilar eyes which give it a
comic, if bizarre, expression. This black cat riscie cat used by Willette
in his cartoons strips of Pierrot as well as of tlack cat cabaret of
Rodolphe Sali$¥” The black cat was a character that was found emd#r

folktales and simultaneously suggested innocendesarually provocative
undertones. It was also a creature that appeardteivorks of Baudelaire
and Poe and thus possesses a historical, liteadrgtic and sexual overlay
of which Beardsley would have been fully cogniz&hthis cat appears to
be the demonic side of Pierrot’s conscience. Asalies ego and shadow, it
is there to taunt, tempt and taint the white clowhe irony is that the two

figures are at St. Paul's, one of the most famaikedrals in London. The

286 geeFigure 51on page 5.

287 Rodolphe Salis 1851 - 1897. He was the creatcectir and owner of the celebrated cabhee€hat
Noir.

28 Beardsley drew a very malevolent black cat tofitate Poe’s storfhe Black Cat.
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religious irony of black and white; demon and inaaicis played out under
the auspices of its stately name, because thedrathie only a presence in

the title, but is nowhere physically present in piheture itself.

There is a menace to this awkwardly shaped hylaidRierrot stares straight
ahead as though unaware of the presence at his ldateds deep in his
pockets, Pierrot stands as though posing for al@reiew, showing off his

beauty spot and his large, floppyillestype hat. Gender is again
indeterminate. It appears as though Pierrot imntpkihe odd cat for a stroll,
however, there is a cloying proximity between cadl @lown as though one
has sprung from, or is part of, the other. In Belmyls time there was a
propensity for numerous artists to establish ‘arasrbnks between women
and the animal world’ and dogs and cats were ‘lyigblught after by artists as
the not-so-symbolic companions of choice in womaaploration of the

pleasures of bestiality’ (Dijkstra 1986: 296). Bdsley seems to be subtly
parodying the erotic and sexual associations obtaek cat and the strain of
bestiality present in contemporary painting. Theleterminate nature of
Pierrot's gender permits Beardsley to play on théue-vice, black-white,

female-male dualities and to make allusion to tleeverse desires extant

between this Pierrot and the large black feliné thiags to his side.

The indifference that Pierrot exhibits towards thige animal is eerie, as is
the stare the cat directs at the viewer. Sometfg@aly unbalanced and skew.
An apparently ordinary drawing is dominated by &sgeof something

perverse. A subtle aura of madness and creepinmmaakcy accompanies
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the white figure which is so closely trailed bysttmisshapen cat form. The
dark, filled shadow form of the cat stands in opfpms to the silhouette
outline of Pierrot, but somehow appears to be geption stemming from
the clown. This shadow seems to reveal the lesarappunderside, inside
or dark side of Pierrot (Forgione 1999: 493). Bebayl makes use of both
silhouette and shadow that harks back to Japametechniques with which
he was familiar and to decorative art experimeotatAs Nancy Forgione
writes:

The unmodulated silhouette offered one solutios: aapacity to

convey three-dimensional content while readingvas-dimensional

form coincident with the surface plane made it Hacéive resource

in the effort to reconcile figurative subject matwth an emphasis

on surface design. At the same time, it promoteutessive distortion

and simplification of form. (Forgione 1999: 496)
Both the shadow and the silhouette capture ther ireadity or essence of an
object or person. At the same time a shadow omwsdtie is ephemeral,
fragile, and changeable and like water it can fluidlter shape. The black
shadow cat with its hybrid nature rejects standgpgearances, while at the
same time it comments on the nature of the figomfwhich it seems to have
sprung. The flowing lines of Pierrot’s silhouettedaof the ink blot cat provide
movement to the picture as well as indicating #raistic and changing nature
of the figures. The dark drives that seem to baesged in the nature of the
shadow cat are equally those of the pallid clowlacB and white merge and
flow as the semiotic oscillates and pulses agaiihst containment of the
symbolic lines that form both the silhouette anddddw. Pierrot’s uncertain

sexuality is linked to his close identification aasgisimilation with the white

and black of his costume. Being the colours ofdastume, a mere sign, an
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ethereal wraith, he has no colour, body or languages doubling of black
and white, shadow and silhouette, silence and asiexor hermaphroditism
create the mercurial and semiotic nature of thstepgue, masked clown.
Pierrot is where all contradictions meet, which ugas that the clown is
neither one thing nor another and allows for vatitlg semiotic fluidity and
the ability to undermine and overturn accepted slmblaws whilst

remaining a liminal, shadow creature.

This liminality is clearly expressed in Beardsleyse Mask of the Red
Death®® which was used to illustratehe Works of Edgar Allen Poé&
central group of three figures with a nonchalatighly detached fourth
figure are turned to face a marginalised and vallyRierrot figure, whose
skeletal head glowers from the left side of thending. The reaction of the
group to the intrusion of this pale figure is hatygltonfrontational and they
seem to smirk at the newcomer from a position ofidaoty and
exclusiveness. The group is a motley collectiorarhival characters, each
depicted with a twisted and grotesque aspect. ifueef that attracts the eye
is the central female figure. She is tall, almastal as the elongated figure
of the Pierrot, and bears horns. She stands loaknegtly and challengingly
at the pallid figure in the wings, her breasts esqubabove a black bodice
pulled tightly over the hips by a girdle of dismezndd heads on wings. Her
sleeves are white, full and flounced at the wristgl she wears white
pantaloons similar to those normally worn by Pier®he foppishly and

powerfully leans on a round-headed cane. The dmhgtshe lacks seems to

289 seeFigure 52on page 5
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be hooves. Horns have always been associated vélé wrility, strength
and protection and this female figure exudes faloelss. The association
with the horned Moon goddess and the huntress pdigch with the heads
that encircle the creature’s waist. This girdlglistesque and disturbing and
invokes an image of the goddess Kali with her wamstircling adornment of
skulls. Death and life are juxtaposed, but the kead the girdle are
extremely peculiar in that they appear to be afind awake. The viewer is
not sure if they are bats, demons, or small harpilegh at any moment
could fly off the girdle with evil intentions. Onef them seems to be
carefully assessing the figure of Pierrot. Theylmikeful, creepy additions to
this arrogantly poised figure. Everything aboutstfémale reeks of base
desires, depravity and the transgressive. The semsopowerfully at play
as anarchic and dark sexual energies pulse frosmfthm and defy both
social propriety and distinctive gender boundaridss female possesses so
many masculine traits that it seems natural tomassthat the pantaloons
hide male genitalia. The dandiacal stance with piallic cane only
reinforces the idea that this is one of Beardsldysmaphroditic figures:
here is the hermaphroditfemme fatalewho also possesses the added
characteristics of the dandy. Beardsley is playwith appearance and
reality and trying to subvert sexual practices. Tigare’s face is a mirror of
the pale mask that frowns at the group from thelsids. She seems to be
Pierrot’s double and as death-filled and dangerousyore dangerous, than
the white, delicate opposition. Nothing is as ipears in this grotesque

masquerade, where a morbid sensuality challenges/idwer, as gender
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slips into indecision and the carnival ambivalenéeneither one, nor the

other, but both simultaneously is paramount.

The figures that flank this haughty horned appariare as disquieting as
she is. The clown on the side closest to Piermigsk is a poncy parody of
the English clown with attributes of Pierrot, Pukila and Clown. This
figure is apparently male, but is decked out witwb and has a funny
cranium with either a horn or a breast shape up&ha large nose and a
weak, disappearing chin that recedes into a misptomed neck. It too,
with mincing, pointed toe and hand on hip, glare®iarrot, whilst leaning
into the protection of the powerful female’s lagjeeve. All the elements of
the decadent dandy are present in its effete stambeterminate gender and
its powder and patch. On the other side of the ferftam, and strategically
positioned behind her, a small, entirely black-digdre seems to titter and
smirk in an oily, obnoxious manner, wearing a calyge mask and also
appearing to be a type of Pierrot. It leers outhat white stranger from
behind its mask and its protected position, emagadi malevolence that is
cloying and soiling. The small black-masked figgeems to be amused by
the situation, sniggering in his cloak whilst skotk at the protective side of
the female form. He beadily eyes out the strangdrthe viewer as though
unmasking them and their motives. Of indetermingéader, the whole
stance of this creature is loathsome and fiendishbyretive To the right of
this odious creature is a another personage inveeiothing with his back

to the viewer and his arm rather obliquely angksithough he were in the

29 This is very similar to the grotesque caricatura temale Pierrot with breasts on its head that
appeared in 1893 as a vignette in Buns-Motsseries on page 138.
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process of performing a lewd act. His featheredpand head and flame-
leaved legs are evocative of Hermes and Harleduiere is also a strange
touch of the feminine in the shape of the hips #redface that is turned to
gaze at the intrusive apparition. This group is genbus, strange and
transgressive. They are all darkly subversive agiygrse and none has a
definitive sexuality, but each emits a disturbinigmness. All is turned topsy-
turvy as the grotesque and the semiotic percola¢e whole scene and
symbolic restraint appears to have been thwarteda ijpuissance of
uncontrolled and licentious desire and debaucheedfym. These creatures
epitomise the carnivalesque grotesque with its mssinand aberrant
behaviour that corrupts and shatters all sociatlyepted practices. There is
a delicious, venomous charm, thinly veiling themsanity, which has
allowed the semiotic drives to overturn the ordethe symbolic and expose
the dangerous desires that lurk beneath appearambes macabre and
dangerous world unhinges accepted, absolute meaamag reveals the
fragility of stable gender definitions and the gadictions that reside in the
hierarchical values imposed by the symbolic. Inrteaperciliousness these

creatures stand confronting death.

The pallid, wraith-like and fragile figure of Pietralso exudes hostility and
is the Beardsleyan personification of the plagu btas slipped silently into
the masked ball of Poe’s story:
The figure was tall and gaunt, and shrouded froadhe foot in the
habiliments of the grave. The mask which conce#ihedvisage was
made so nearly to resemble the countenance offensiil corpse that

the closest scrutiny must have had difficulty inedéing the cheat ...
His vesture was dabbled blood — and his broad brow, with all the
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features of the face, was besprinkled with thelsthorror. (Poe 1966:
259)
As Beardsley’s surrogate, Pierrot is fused withtldeed
the white paper merges with the clothes and theucadf Pierrot, and
the white double line of the picture frame fuseshvthe clown’s (or
Beardsley’s) gaunt, elongated figure. In his comaityle he creates the
illusion that the double line which serves to frabwh the stage and
the picture is also part of Pierrot’s body. (He@8a: 46)
Pierrot has brought the white death of consumptorthe ball, in the
feverish emptiness of the virgin page. The bloodPoé’s story is nowhere
apparent in Beardsley’'s drawing, but the title aeB story would have
appealed to Beardsley's ironic and macabre sendeuoiour. Beardsley
retains the pristine whiteness of his Pierrot isophisticated allusion to
what the white plague of consumption hides beneidsh unsullied
appearance, that of red explosions of blood. Risrmask is as frigid and
frozen as that of the plague’s mask in Poe’s stBeardsley has drawn it as
cadaverous, skull-like, and infinitely frail. Theiseno hint of gender; rather
the figure appears to possess none or both hideeealth the flowing white
cerement. This waxen Pierrot maliciously sets alsowting death; he has
become the ultimate semiotic symbol of the deatiredrand even the
seeming strength and grotesque invincibility of greup will succumb to
his grim whiteness. Pierrot has assumed sinistebuates equal to those
possessed by the carnival group he is threatefiimg.is Beardsley’'s white
Pierrot at his most malign and transgressive aadrhgility is belied by the

power of his pallid, fixed scowl which is like tleare of the Medusa and

freezes those who gaze at him. He is a deeply aidnit creature who is
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simultaneously the innocent white clown and thespabocalyptic, death-

bringing shade, who is entirely detached from teali

Nowhere is Pierrot’'s white ethereality and detadhinfeom reality better
portrayed than in the illustrations Beardsley did Ernest Dowson'd he
Pierrot of the Minute These represent some of the most delicate astl lea
grotesquely spiteful of all Beardsley’s illustrat®o He had complained
about what he termed the ‘playlet’, yet he lavisigeght care on each of the
five ‘elegant, dotted decorations’ (Sturgis 199958 This commission was
completed whereas others never were, revealinghi@nest in the central
character of the play and perhaps in the authathefplay as well. The
play’s themes, the loss of love and innocence amaoaching time and
death, would have held Beardsley's attention, paldrly since he was

obsessed by Pierrot.

In the play’s headpiec®, Beardsley cunningly parodied Dowson in the
same manner as he had parodied Oscar Wilde ifilsgations forSalomé
using Oscar’'s features for the man-woman in the MMo®bhe Pierrot
headpiece features a figure dressed in the whitaaggs and floppy hat of a
Watteauesque Pierrot, but wearing a high collahwaitsmall black ribbon
tie. This tie is arranged in a neat, black butyebbw>? The face under the
white, floppy hat, which is pushed back, has darkychair and sports a tiny

moustache. Dowson had dark, wavy and curly hasijglat moustache and

291 seeFigure 53on page 5.

22 This could also be a play on the fact that Beaydséel used a signature of a ‘butterfly’, a parotly o
the painter Whistler's own signature of a buttetfed to sign his paintings. It is a rather subtle
mockery, if indeed it is one.
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wore stick-up collars and a black butterfly neckidelams 2000: 21). He
adopted this necktie in the belief that it reflecohemian French artistic
style. Beardsley has made the Pierrot appear d#igi@Gallic. But it is in the
eyes of this Pierrot that the Beardsley malice gratesqueness are to be
found. Where Dowson was diffident and in photos hiedeyes lowered in
shyness and self-effacement, this Pierrot’s eyeslgted and sly and hold a
secretive and contemplative look. The raised, ngsatl eyebrows and the
full, slightly voluptuous mouth under a Roman ntes&l this Pierrot an oily
furtiveness and an air of dissolute shadiness. é#gsban hourglass on his
uplifted left hand like a French waiter bearingraytof drinks; one looks
instinctively for the towel over his arm. The peaulangle of his body and
his clenched right fist give the impression thatitienarching along at a
rapid rate. The sand in the hourglass has almeosbut and it seems that
Pierrot is hurrying, like the White Rabbit, to keap appointment. Or
perhaps by running away and stealing the hourghesiopes to defeat time
and death. Beardsley skews the figure from leftidbt so that it slices the
garden neatly in half and becomes the central facubke foreground, as
though it is about to scuttle out of the frame. sTadds to the sense of
movement in this picture and the sense that thedigs dashing to find its
destiny. This Pierrot is not masked; instead, acefis unveiled, the sly eyes
have a mocking, impish as well as melancholy Idakseems aware of the

fact that he carries his own end in his raised hand

Around him is an immaculate garden which could bendssance or

eighteenth century in structure with its belvedei@intain and small,
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concentric circled maze. All is impeccably contedlland rigidly artificial.
The secluded belvedere looks onto the fountain iand perfect lover’s
bower for this mannered grove. The belvedere isisunted by an ominous
shape that seems to glare after Pierrot’s depaftirrg. This shape appears
out of place on the spindly, delicate structurethed belvedere. On closer
inspection it looks like a death mask, or a skuthwan open mouth. The
memento morof Et in arcadia egdhangs over the pleasures of the Arcadian
garden scene and is closely connected to the lemsrghhat Pierrot is
hurriedly bearing away. The skull and the hourglass the symbols most
associated with death and the transitoriness of dmuraxistence. This
fleeting life and ever present death were thingaloith Beardsley was only
too aware; both he and Dowson were to die withifew years of one
another, succumbing to the ‘white plague’. The sandhe hourglass is
running downwards and represents the attractiolowér nature - of the
world and its pleasures, one of which is love. Hosvethe hourglass is also
a symbol of inversion and the interplay of oppasitée and death, love and

loss, good and evil.

This Arcadian scene is permeated by the presert@rasentiment of death
and the fleeting moment. The grotesque and leatnd shape is disturbing,
as is the enclosing perfection of the stifling asjmpressive garden; over
which a rank feeling of evil seems to hang. Beaylsluse of the grotesque
confuses the boundary lines between what is faklereal; the artificial, the

natural and the meaning thereof seem to slide ssiglene into the other. In

this, the grotesque and the Kristevan semioticgoerthe same function: the
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dislocation of symbolic meaning and hierarchiesarisley has chosen to
portray the author oThe Pierrot of the Minutes a doomed Pierrot, thus
revealing his own identification with the author danthe play.

Simultaneously, in his subtly grotesque attribuBsardsley mocks the play
and the author, thus revealing his own ambivaléadke content of the play
and the threat of time and death it explores. &t that the grotesque is
primarily ambivalent and ambiguous and has no fifeeth but can assume
and merge multiple meanings, or occupy a positietwben meanings,
ensures that it violates all boundaries and in ithis another form of the

semiotic. They both defy and transgress the urgfyand rational symbolic
with its rigid and controlling meanings and ord&€hey are the Dionysian
principle that broods in the immaculate garden sndsible in the bizarre

skull and the parody of the unmasked author agdRieFhere is a mingling

of opposites; in order there seems to be disordatity and unreality fuse,

disrupting the viewer’s enjoyment of the illustcati

In the frontispiec®&® to The Pierrot of the Minut¢here is a deeper sense of
being trapped and constricted. The Pierrot hasveatrio meet his destiny
and he seems intimidated and fearful. In this p&Rierrot has morphed and
become the pale, flour-masked Pierrot of Watteat tiie white hat, loose
garments, the same otherworldly expression andreghéeing. However,
this Pierrot still has the black ribbon threadeduad his neck and his slight
wrist, these dandyish attributes lending a touciNaicissism to this pallid,

withdrawn presence. This is the sinuous threadaokreess that stains the

293 geeFigure 54on page 5.
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purity of Pierrot and is symbolic of his drivingrogesque desire which is
projected onto his virginal garments. But it isthhese garments that the
reality of Pierrot’s embodied state is revealed:

Il apparait volontiers voué a une triple fatalitdoué au blanc et au

froid ; voué a l'antiphysisme ou a l'incertitudengt@le ; voué enfin

au célibat. (Palacio 1990: 53)
Pierrot’'s white costume hides the contours of th@ytas well as the hesitant
sexuality of the one wearing it. The whiteness gittee wearer an air of
purity, which is reinforced by the lilies of Bealeljgs drawing, which seem
to spring out of the side of the figure and at Haene time seem to be
watching it. This sense of silent watching and ssisg is highly disturbing.
Flowers that seem to gaze are monstrous, deviamsttas they blend the
boundaries of the animate and inanimate worlds.reflhe something
uncanny and repulsive about these lilies. The pasef the lily in art
history betokened chastity and symbolic purity asllvas the feminine
principle (Cooper 1979: 97-98). In Beardsley’s sthation these flowers
have a threatening, almost lubricious and greesdilual quality about them.
The close link with the body of Pierrot seems tmfagce not only the
virginal nature of the figure, but also to commentthe lack of sexuality, or
to call this sexuality into question. This sexlesing stands with tiny hands
and feet posed like a dancer in seemingly remoteeleesness. What is
hidden beneath the floating costume is indeterrainataditionally male,
Pierrot, in his dandyism, has forfeited masculiharacteristics and become

effeminate; in a semiotic fusing of the two oppgsigenders. This

294 He appears willingly dedicated to a triple fataliledicated to whiteness and cold, to the inversio
human nature or genital uncertainty; dedicatedlyla® celibacy.
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hybridisation calls into question the stabilityggnder categories, as one and
Other are joined in a single body where they as@lland slide. Pierrot is
neither one nor the other but both simultaneouslylintérieur du méme
personnage, une opposition des sexes’ (Palaciod:1983)** It is this
dismaying indeterminacy that entices the vieweaisurge of fascination

and aversion.

Seated above Pierrot on a pedestal, which hastaspiea cornucopia, is a
small cupid rather reminiscent of one of the basdBeardsley did for
Salomé&?* There is a Dionysian transformation of the rodede into a wild

mantle, or bower of hair, which provides a morasser, chthonian overtone
to this little rubicund figure. Luxuriant and fdetinature is redolent of
rampant sexual desire which, entwined around this glump and sexless
cherub hints at lasciviousness and at somethinguddied. The unfettered
drives of the semiotic are ever present in thisnpsman excess of the
artificially natural. All that is left exposed bid rose foliage is a fleshy leg,
stomach and buttocks and the arm, which is exteadédpoints directly at
the oblivious clown. The profile of the tiny-featar face is feminine and
again resembles the face of Salomé in the bordethfat play’s list of

pictures®’. Cupid’s face appears stern and harshly adult@sgtihglaring in

disdain at the poor creature who has entered hmsadn but there is a
mockery and a scoffing laughter undulating from fétethighs and buttocks

and the pointed finger. The sex of the Cupid i;dsterminate as that of the

2% Within the same character, an opposition of these

2% geeFigure 55on page 5.

297 |bid. This border is the second one createdSiomé It was regarded by Beardsley as sanitised and
as irrelevant. The first border was rejected ongtteeinds that it was indecent and unsuitable.
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Pierrot. The foliage that covers the Cupid and titedlis with its dark,
enclosing trees is suffocating and incarceratings Hower of Venus is a
static and enclosed pastoral with ominous attriomtarked by the irises at
the feet of Pierrot. These are the flowers of thdenworld and of death and
were the flowers associated with the graves of worlide Greek goddess
Iris (from which the flower gets its name), was tis/chopomp (conductor
of souls) of the gods, and she led the souls of @oto the Elysian Fields.
Beardsley has posed Pierrot exactly between tkeahd the Lily in cold,
white chasteness. The presence of these flowersthad relation to the
feminine principle and the death of women raisestjaas about the gender
of this delicate clown whose deportment reminds afne ballet dancer. The
foliage crowds in and seems to offer no means cdpes the grove seems to
possess malign motivations, and a heavy sense wfethong darkly
threatening prevails. Love does not seem to blearoffing, as cupid points
no arrows but rather an accusatory and condemnabgsr. Pierrot appears
dazed and lacklustre as though well aware of impgndoom. The face of
this Pierrot is rounded and bears an expressiannoicent dreaminess and
the stance and baggy white costume is very suggestiWatteau' Gilles.
What lurks in this menacing chthonian grove is thes of Pierrot’s
innocence and dreamy self-contained youthfulneks. dnarchic drives of
dark desire will lead to ajouissance of semiotic and Dionysian
destructiveness and the triumph of death. Throdngh itlustration runs a
sardonic and chilling amusement at the prospeé&tiefrot’s fall and loss of
innocence. This downfall and ruination will be cagishrough the gaining of

the knowledge of death and desire, which are redeak alternating one
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within the other in an endless paradoxical rhythimversion within

Cupid’s bower.

Death and desire are inscribed on the hauntedofiaites Pierrot who is seen
leaving the garden after his meeting with a Moondda?*® This face has
lost its roundness and dreamy, youthful expressioidl has become
cadaverous. It is an ashen, frozen mask which Ievwba presence of the
skull beneath. The frivolous, black ribbon has gaeplaced by a myriad of
small, intricate black buttons. The costume hasredt and become less
loose and floating. It clings closely to the shremnk defeated corpse of
Pierrot, like a shroud. The cupid has vanishedthad/egetation has become
rigidly stark and forbidding. There is no way bawto the garden which has
become entirely indifferent to Pierrot's fate. Thiewer seems to peer
through a dainty baroque mirror at this scene tibloss and banishment.
This mirror is the place where the living and thead, reality and dream,
frivolity and seriousness, life and art meet andfgsedly blend. What is
revealed in this mirror is a universe that seemsotgble and reflect the real
universe, but is also different and strange (Piet881: 212). Beardsley has
parodically reflected back to the viewer a univdisg though artificial and
grotesque, is a revelation of the terriblenesseafulty and the instability of
the meanings of love, sexuality and death. The cigrally grotesque nature
of this universe and its apparent detachment freality destabilises the
structure of meaning in the picture and causesoitoscillate across

traditional artistic boundaries (Snodgrass 19956)1@his mirror-shape

298 seeFigure 56on page 5.
384



which is so delicately and beautifully created otstipple dots and which
seems to hang or stand in nothingness, is mere§rtatic illusion, created
to suggest and mimic the power of reflection anthisa mimicry to suggest
‘the existence of another world, twin to the realrld, but also a world with
vague and disturbing depths’ (Pierrot 1981: 214&ar8sley turns everything
upside down and inside out and he calls into qoestil accepted beliefs,

categories, morals, customs and the way we arétaoidgpok at things.

In the world that surrounds the fleeing Pierrotréhdurks a sense of
attention, of eyes following and gazing at theegating figure, who seems to
look over his shoulder in fear and desperate miséng tightly grouped

foliage and trees are like a perilous phalanx ftbendepths of which some
evil spirit is gazing at the departing Pierrot watimusement and malevolent
glee. Beardsley has recreated an expulsion fromgtreen scene with

Pierrot as Adam but without an Eve. Pierrot's Bhe,Moon Maiden, has, in

her airiness, floated away, bearing the sandsyf twith her On her head

is an abundant flowering headdress of roses anghdrber neck the black
ribbon necktie. She drifts in an ethereal dreanmseg to rise heavenwards.
The beauty of her face is a mirror of Pierrot’'sdrefthe loss of innocence.
There is a very androgynous feel about this maglbody and the pyjama-
like costume adds to the lack of overt sexualitys lin the over-abundance
of the roses that cover her head and in the lodkenrface that a provocative
sexual allure is to be found. Radiating from theed is a sensual self-

fulfilment and containment, a triumphant contenttndine Dionysian rose

29 gee Figure 57 on page 5.
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helmet and the smug repletion, along with the hiasgj® link the Maiden
to the dark forces of desire and death. In hertyaauhe terror of théemme
fatale who has knowingly and delightedly destroyed hexypior all her
delicate lack of sexuality she emits a seductiveempy and allure. Her
innocent and ethereal exterior masks violent, irapsemiotic drives that
melt boundaries and are the harbingers of death. hidurglass she holds
resembles the body of a woman and unlike the hassgheld by the Pierrot
in the headpiece the sand in this glass has more t run and is pitch
black. It is as though this figure is carrying awthg darkened essence of
Pierrot and the running grains are the brief moseftife that remain for

him.

These moments seem to have come to a close in 8egsdThe death of

Pierrot where Pierrot's frozen skull-mask is seen, eyesead and head

propped against a large pillo¥. Lost in the voluminous coverings is
Pierrot’'s body. There is a fragility and tragic kidtawal in the face and the
delicate hand that falls limply outside the beduodst The bed has been
offset and recessed to the left of the picturenttbe right hand side, four
figures file towards the bed and their presencethadvay they are placed
draw the eye inexorably to the exsanguinated nrastea bed. They seem to

have arrived to spirit this delicate, wan creaturay.

309 The hourglass has always been associated witfigtire of the grim reaper, or death, as well asiwit
the fleeting nature of time. Time’s passing brimgth it the decay and disintegration of all liviagd
non-living things. The Maiden'’s carrying of this lel@m links her to closely to death. The Dionysian i
both a procreative and destructive force and @gesl between erotic desire and destruction. Theldwhai
thus represents the ambivalence of desire, creatidrdeath.

301 seeFigure 58on page 5.
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The figures, led by Columbine, tiptoe towards tlkd,lseemingly with some
nefarious purpose in mind. Columbine is trailed dyHarlequin-Pierrot,
followed by a figure whose appearance is a comimnadf an oriental
Mongol warrior, or very like Beardsley’'s drawing Afi Baba and appears
to be the Doctor in disguise. This character, wighgrotesque features and
beak-nose, glares evilly in the direction of Pieremd carries a very
threatening scimitar. At the tail end slinks a twea with hunched
shoulders, exuding evil intent. Its awkward tiptard crouched stance
combined with its peculiar oriental dress and dhodmat, like a small
sombrero hiding its face, all spell shifty and danai intent. Each of these
characters seems filled with deceitfulness andu®taims. Their will to
cause chaos is abetted by the lack of order irdRigroom. Beardsley fills
the inanimate objects with desuetude and decawriegstheir role as
accomplices in whatever degenerate mayhem will @nshe disorder and
semiotic disintegration is visible in the brokemre framing Pierrot’s bed,
the dangling cord like a cobweb above his headthacegligently draped
and lifeless clothes on the chair. Even Pierrotieeshas a ribbon that is
carelessly undone and trails on the floor. Thisdneihaos seems the mere
accompaniment to what the less than morally virsuimuir have in mind. An
image of the four horsemen of the apocalypse with $word, white
pestilence, death and desolation is evoked. Thawedrcharacters seem to

be the bringers of doom and misrule.

Columbine and Harlequin-Pierrot turn to the audeewith fingers on lips as

though imposing silence and connivance on the wieW#y do they need
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this silence if Pierrot is dead? Or is he merelgple asleep? Have they
come to torment and tease him to death? There steims some unkind
joke and secret laughter in which they are trymgntriminate the viewer at
Pierrot's expense. This shushing motion, a commendsilence, is at
variance with their playfulness. It is a mockeryRaérrot’s own silence that
is now being imposed on the viewer. But the semiotibbles through in the
sly looks, the dramatic tiptoeing and the glee aimllence that emanates
from the four. A decided unease is produced ashiagacters’ motivations
become suspect and the viewer is left questioningtwthey are planning to
do to, or with, the pallid body in the bed. The deof Misrule seem to have
entered the house of death. In the carnival Pievoatld be resurrected from
death’s clutches, much like Lazarus, but over skagje scene of the sick bed

there seems to reign a doom-laden sadness anityfinal

Pierrot’s clothing indicates the sad state of adfdunlike the clothing of the
four, which Beardsley has drawn in strong, blackedi; Pierrot's gown and
cap have been done in tiny, delicate stipple-ddlss faint, light outline
ensures that the clothing gives the impressionissppearance, as though it
is becoming transparent and will evanesce withptnesing of its owner. As
Jean de Palacio writes:

Le trait en pointillé des dessins de Beardsley,mendansThe Death

of Pierrot, est une autre facon de le dire: la ligne, quit &ansée

cerner le corps, lui assurer une stabilité compaatecharnelle,

s’interrompt, laisse passer des fuites, n’est pliesméme queoir et
blanc C’est tout ce qui reste. (Palacio 1990: 1%3)

302 The dotted outlines of Beardsley’s drawings, abtie Death of Pierrgtare another means of
expression: the line, which was supposed to entlesbody and provide it with compact and carnal
stability, is interrupted, allowing for leakagesagas nothing more than black and white itself. fTisall
that remains.
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The pointillist dots no longer provide Pierrot wahcompact and physically
present body; rather, all that is left is a diaphanethereality of spaces
between the black on white providing the clown wathly a tenuous and

fading ghostly presence.

In yet another of Beardsley’'s many humorous andllehgingly lewd
images the faint outline of Pierrot’s cap on thaiclpushed up against the
voluminous skirt of Columbine becomes the glansaadhuge penis. This
huge penis is what Chris Snodgrass refers to asthbatre of penis and
testicles’ (Snodgrass 1990: 19%)The lacy Spanish or ltalian-style black
mantilla that decorously covers most of Columbiret her head over her
dress acts as the pubic hair for this large maleibee. The fact that this
huge penis belongs to Columbine indicates thatféh@nine has assumed
the masculine principle. A hermaphroditic embodimienestablished with
this subtle lascivious touch, which challenges ftimits of gender
delineation in a festive and comically licentiouammer, worthy of Rabelais.
The underlying semiotic drives are unfettered amel imposed symbolic
morals and rules of representation are triumphao¢grturned. It was not
deemed correct to reveal the male penis in angt@rform (even today the
male anatomy tends not to be as displayed as thia¢ demale), whereas the
female nude was permanently on display. Beardshays tderides the
hypocrisy of accepted practice. His droll amusenagfitis daring can be felt

in the slyly inserted detail that would have causmxhsternation and

303 Many of Beardsley’s illustrations play on the imarehe phallus as ifthe Peacock Ski(i.894) in
SaloméandHow Sir Tristram drank of the love poti¢h893) forThe morte D’Arthur These phallic
shapes are associated with the potent and stromgjddigure which makes them entirely ambivalent
creatures and at odds with the portrayal of theaferfigure of Beardsley’s time.
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acrimonious outcry from the critics and societyhi time. Beardsley is also
making a mockery of Victorian perceptions of seiyabnd the rules
governing the nature of the sexes. Columbine imbphroditic and as such
is one of Beardsley’'s ‘strange hermaphroditic erest’ (Beardsley in
Snodgrass 1995: 189). It seems that she is abgoallithe masculine traits
left from Pierrot’s flimsy remains, as skirt andpcaombine to form this
giant sex. Simultaneously, this large phallus seteni® a signal of Pierrot’s
feminization as the masculine characteristic hagaied into the possession
of Columbine. There is a blurring of the sexual fdaries and a lack of
definite identity that adds another destabilisirspext to the picture. The
Harlequin-Pierrot behind Columbine mirrors her ldohack headdress in his
very intricate black stockings. His white, billowincostume is almost a
mirror for the delicate clothing draped over thaichBehind the black mask
there is a face that is practically the doublehat in the bed, though this one
is more rounded, with sly eyes and a very weirdclbldat, one that
resembles a scrunched-up jester’s cap. In thisdiggexuality is ambiguous
and the figure is feminised. The doubling of thgufe in the bed by the
figure with its white robe and black mask createfealing of something
undeniably split. The subject and the object seenhadve separated and
desire has become located outside of the subjécityy at a distance
(Pacteau 1986: 70). It is as though this maskaddigs the evil shadow that
has escaped from the dying figure in the bed ambvg planning on doing
away with its opposite, or as the title to the yietindicates ‘whither we
know not where’. This is almost a Shakespeareattsuto a tragi-comedy.

In the whole picture there is the same impressfatoabling and ambiguous
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duality. A constant sliding of gender, of life addath, of good and evil and
sadness and humour in an alternating cyclical rhytlihe linking of the

fertility symbol of the phallus to the clothing tife dying Pierrot seems to
enhance the idea of death and birth, or rebirth. Beardsley there is no

dualism, rather all is ambiguous and flows one another.

That Beardsley identified with the figure of thehite frocked clown from
Bergamo’ ensures that there is a pathos and anrstadding for the ghastly
end that he has given Pierrot (Sturgis 1998: 28023. Beardsley envisaging
his own approaching death. The position in the-faster bed, hidden deep
in pillows and covers had previously been alludedint his ‘Portrait of
himself' for The Yellow Book vol. [11894. Pierrot's bed is not as ornate as
in this 1894 drawing; rather it is indicative ofetlslow decline that has
occurred and of the approach of death. This bedda stage within a stage
within a frame which creates a sense of distandedatachment and levels
of depth. Thecommedia dell’artefigures and their playing to the viewer
ensure that there is awareness that this is marelgct in a play and that
death is not final. Rather, in true carnivalesquner, death is merely the
prelude to rebirth as life and death are internadglt is the illness of the
clown with which Beardsley identified that is cantd in Pierrot’'s
complete whiteness where:

Pierrot apparait victime d'une blancheur contageugagnant de

lintérieur sur I'extérieur, investissant comme ulépre toutes les
surfaces apparentes, faciales ou vestimentairamdip 1990: 54y

304 pierrot appears to be the victim of a contagishiéeness, spreading to the outside from within,
occupying all visible surfaces, whether that offinee or of dress.
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Beardsley knew that death from the white plagueanfsumption was to be
his own fate. Through his ironic humour in depigtihis surrogate, or
double, as dead he was acting out his own appnogcteath and detaching

himself from the reality of its arrival (Heyd 198%0).

Beardsley’s identification with Pierrot was commamongstfin de siecle
artists. A similar identification is to be found ime closing rondel of

Giraud’sPierrot LunairecalledCristal de Boheme (50%°

Je suis en Pierrot costumé, | am costumed asoRier
Pour offrir a celle que j'aime To offer to theeohlove

Un rayon de lune enfermé A Moonbeam capturedfiacan
Dans un beau flacon de Boheme. Of beautiful Boherorystal.
Par ce symbole est exprimé, By this symbokmessed

O ma tres chere, tout moi-méme. O my dearestf atlyself.

This Pierrot, it is quickly realised, is simultansty the white clown, the
poetic form and the poet himself. The dandy whotea his mask with the
light of the Moon in the third poem of th&errot Lunairecycle has become
enclosed in a crystal flacon, a mere substancetessnbeam himself. It
becomes apparent that the self that has shad®weebt Lunairethroughout
the 50 rondels has been none other than the pmselii Giraud’s Pierrot has
become entirely assimilated into the structurehef poems. He has been the
white thread running throughout and is now seeth@snoonbeam trapped in
the crystal structure of the rondel, an evanesperiume of light offered to
the beloved. This poetic self now assumes cenagesand assimilates all the
attributes of the clown: costume, mask and the esigence of the poetry he

has created. Like Beardsley, Giraud has mirrored smperimposed the

305Bohemian Crystal.
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identities of creation and creator and occupiedpabkitions at once, in a
perfect carnival spectacle. He has been
A la fois le sujet de I'’énonciation (le réveur @urhetteur en scéne, et
le rimeur), et le sujet de I'énoncé (le réve owtéar, a savoir Pierrot),
mais il est également I'énonciation méme (la ritnsavoir le flacon de
Boheme, métaphore in absentia de la forme des moemesomparant
du masque du poéte) et le spectateur des scerdsrévrimées (il fait
partie du On impersonnel dans le premier rond&an(den Broek
1996: 613°
Beardsley has not caught Pierrot in the poetry @fds, but in the poetry of
lines and in his total identification with the wditlown from Bergamo he
too has occupied all positions as subject, objedtiapersonal viewer of the
scenes created. Beardsley, like Giraud, has sultsuamel stolen the
attributes and essence of Pierrot as representdtivienself. Both illustrator
and poet share a common doubling of identity witcegator and creation are
seen to be one and the same thing, in a perfeatljiguous slippage

between all possible positions in an attempt tohbwhean’ and ‘be’

simultaneously.

Beardsley created a world where meaning is corigtaitering and where
everything slides from one into the other in a petrfexample of the
carnivalesque grotesque. The universe of his digavisione where paradox
reigns. The fine line between beauty and the ggokeswas chosen by
Beardsley in order to create something incongruand disturbing. He

blurred all boundaries, whether sexual or thosevéen reality and fantasy,

306 At once the subject of the enunciation (the dreasn¢he director, as well as the rhymester) amd th
subjet of the utterance (the dream or the actanehaPierrot) he is also the enunciation itselé(th
rhyme, namely the Bohemian Crystal bottle, the maiep absentia for the form in which the poems
were written and what the poet’s mask is compawgdnd the spectator of dream scenes put into verse
he forms a part of the impersonal ‘One’ to be foumthe first rondel.
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nature and the artificial, black and white, good awil. His grotesque forms
cross-breed and occupy no determined identity aitipo but violate all
accepted rationality. Yet, all this is carefullyntained within the beauty and

appearance of what is accepted artistic practit@ef space and structure.

Beardsley’s is an uncanny world that is filled withwdiness and raucous
laughter along with the transgressive and permessensuality of the
carnival. All his works struggle against the regres attitudes of his time,
but they are not, like Hogarth®®, satirical and biting commentaries on
society with the aim to alter it. Rather, his waskan entirely personal
expression of repugnance against the social mardshgpocrisies within
which he found himself constricted. Even today, whoking at
Beardsley’s works, there is a feeling of repulsi@amusement and confusion
followed by careful scrutiny and pondering. His wlirags still have a
powerful effect on the viewer and continue to evdkgocritical and
conservatively puritanical responses. The sexaalsggression that his work
embodies still speaks to the*2gentury and, for the foreseeable future, it
always will. The puckish spirit embedded in all B¥sdey’s illustrations is
enchanting and ensures that he defies any formatdgorization. The
originality of his vision is in the ambivalent s¥gir phosphorescence, and

stipples of his black and white grotesques.

307 william Hogarth 1697 - 1764 was an English engrarel painter. He was a satirist who commented
upon the abuses and immorality that he saw indhiety around him through the medium of this work.
His work, like that of Beardsley, had a literaryraémnt to it as well as being highly original.
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Figure 48
Figure 48The burial of Salomé
1894
Cul de lamp to Oscar Wilde's Salomé
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Figure 49
Figure 49Lucian’s true history

1906
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Figure 50
Figure 50Vignette (Pierrox
1894

Bons-Mots
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Figure 51
Figure 51Pierrot and cat from St. Paul's
1895
Victoria and Albert museum, London
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Figure 52
Figure 52The masque of the red death
1894/5
The works of Edgar Allan Poe
Private collection
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Figure 53
Figure 53Headpiece for The Pierrot of the Minute
1896
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igue 54
Figure 54Frontispiece for The Pierrot of the Minute
1896
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Figure 55
Figure 55Border for the list of pictures for Salomé
The Fogg art Museum (Harvard University art museu@ambridge
1894
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Figure 56
Figure 56Cul de lampe forThe Pierrot of the Minute
1896
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Figure 57
Figure 57Half title for The Pierrot of the Minute
1896
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Figure 58
Figure 58The Death of Pierrot
1896
The Savoy No. VI,
Private collection
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CONCLUSION

Pierrot's ethereal, melancholy mien and his maskitmed from moonlight
pervaded and dominated the work of the poets atistsaexamined in the
preceeding chapters of this thesis. For GiraudpEridowson and Beardsley
the appeal of the white-faced, white-clad clown ilayis liminal nature with
its lack of conformity. Pierrot, whose origins weoebe found in the low art of
pantomime, was entirely at odds with what was amred to be the defining
classical canon or high art. These attributes niamiethe perfect transgressive
symbol to use in exploring and revealing the hidddarker desires of
humankind in an attempt to pull off the mask oftenéion and hypocrisy that
these poets and artists believed surrounded thém.ambiguous nature of
Pierrot’s figure and thenélangeof opposites which seemed to make up his
character: black/white; good/evil; masculine/feme)i grotesque/tragic;
ferocity/meekness and madness/sanity appearedtorrtiie manner in which
the artists perceived life and themselves. Piegrpérmanently fractured and
split personality, his moon-madness and his instiacresponses were
seemingly propelled by darker semiotic drive eresgiThese ensured that his
quicksilver demeanour always veered from one ex@réananother. He never
expressed any regret or guilt, but appeared anarand paradoxical persona.
With these traits it was no wonder that he showoleh& to epitomise the spirit
of the Decadence. However, to establish the relship between Pierrot and

the world of the Decadence one needs to ‘define’'vibrd Decadence and as
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Jean de Palacio says ‘[...] Verlaine disait que @éthose impossible’

(Palacio 1990: 234%®

Any attempt at defining what the word Decadenc®ecadent betokens is
exceedingly problematic and results in a labyrirgh terminological
confusion. Where the difference between DecadendeAzstheticism lies,
and where to draw the demarcation between DecadamteéSymbolism is
an equally impossible task, as they are not opeadémuate definition, any
more than is the grotesque. They are words thatatsdetween meanings,
evasive and ungraspable. In his 1893 esBag Decadent Movement in
Literature, Arthur Symons reveals the slipperiness of thedwor
The latest movement in European Literature has baked by many
names, none of them quite exact or comprehensiBecadence,
Symbolism, Impressionism, for instance. It is e&sydispute over
words, and we shall find that Verlaine objects &winly called a
Decadent, Maeterlinck to being called a Symbolitysmans to
being called an Impressionist ... But, taken frarddyepithets which
express their own meaning, both Impressionism awehb8lism
convey some notion of that new kind of literaturkieh is perhaps
more broadly characterized by the word DecadenceAfter a
fashion it is no doubt a decadence; it has allgi&lities that mark
the end of great periods, the Greek, the Latinadewce: an intense
self consciousness, a restless curiosity in rekeaam over-
subtilizing refinement upon refinement, a spirittmhd a moral
perversity. (Rodensky 2006: xxvii-xxviii).
Though Decadence is indicated as the overriding,teris a combination of
all the others, a bleeding together and meldingdefinitions and a
transgression of terminological boundaries. Atlhleart of this instability is

something iniquitous, tinged with perversity ané trotesque that ensures

that no definition will ever be able to contain tisea of the Decadence.

308 \erlaine said that it was an impossible thing ¢o d
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Pierrot with his own ambiguity and changeable reatwas the natural

intermediary for the ideas and forces that droeeDkecadence.

The years from around 1870 through to 1900 werekadaby a sense of
lack of cohesion, indeterminacy and transition.réh&as an awareness that
the patriarchal values, conformity to religious asdcial norms and
domesticity were under serious threat. The ‘new wonwas regarded as
dangerous with her wish to have equal intellecatatus with man and to
ignore the hypocritical, double standard that pitedain sexual morality.
All the anxieties caused by the industrial changgswing nationalism,
economic depression and alterations of the status were expressed
through the symbolism that dominated the arts. Heedigure of thdemme
fatale was in direct opposition to that of the masculiigeire of the dandy

and the androgyne and hermaphrodite were visibhyidant images.

The opposition of male and female was at the hefsisual and literary
works which exposed the power play that was deweippetween the sexes.
Masculine cultural traditions of genealogy, lawtiomality and religion were
seen as being under attack by disobedient, wildpmitnollable and voracious
female sexuality (Fletcher 1987: 67). This feathe female, and the disquiet
caused by a world that seemed to be disintegrated),to an attempt to
wallpaper over the cracks through an ever more damj tyrannical and
vigorous imposition of the governing cultural, scpolitical and moral laws.
It was against the imposition of this rigid contrivlat the artists of the

Decadence rebelled. They aimed to transgress thal swder and break with
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the behaviour dictated by the bourgeoisie. To éottiey refused to accept the
conventional rules that were part of the traditiomacabulary of the arts.
Instead they adopted the contrived, the furtive disdoncerting, the morbid,
deviant and the perverse. They attacked the digtimecof gender by assuming
the ambiguous and contradictory role of the dandyclwv was a reaction
against the perceived virility and strength of timew woman’. Barbey
D’Aurevilley had established the interest in thendia with his work on the
English dandy Beau Brummell. Baudelaire went futhewaunting the role of
the dandy in his essaye peintre de la vie moderA® In this work he praised
the attractions of the dandy and of the use of etssm Max Beerbohm, a
contemporary and friend of Beardsley, caused oetragh an article he
submitted toThe Yellow Boolpraising the use of cosmetics for use as a
masculine beautifying tool. Adopting this pose wiith reliance on cosmetics
raised questions of what constituted sexual idgiatitd of its ambivalent and
indeterminate nature. For the Decadents the figofePierrot became
intricately coupled to this ambiguous mixture of len@nd female, of the
dandy and the use of make-up. Pierrot and the dapfdgared as inseparably
joined, where appearance became indiscernible fremng and reality from
fantasy. The male was seen to feminise himselegponse to the female’s
assumption of masculine attributes of power anddiuiness. The blurring of
gender distinctions undermined the bastion of h&xed male power and
control and subverted hierrarchical structure argkeio Théophile Gautier's
work Mademoiselle de Maupihlurred these gender distinctions even further

and became one of the texts that laid the founddtio the prevalence of the

309 A painter of modern-day life
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figures of the androgyne and the hermaphroditesoimhnt in the Decadent
aesthetic.Mademoiselle de Maupirexplores abnormal and perverse love
relations and the idea of the third sex, or hermaglite. The lead character,
D’Albert, is in pursuit of his ideal woman and takRosette to be his lover. He
falls for what he thinks is a handsome young maéotlere, who is really a
woman with ambiguous sexual desires. Mademoiseke Maupin, or
Théodore, satisfies her sexual inclinations witlthbDB’Albert and Rosette
during the course of one night and then disapped@iss treatment of
indeterminate gender and perverse, sinister andtedisexuality became
central themes of the Decadertelo this was also introduced the ugly and
grotesque as agents of beauty. This representeahsgtession of accepted
aesthetics and values as D’Albert remarked, ‘leubetale grotesque, cette
autre forme du gracieux’ (Stokes 1992: 86)t was shock value thrown in the

face of the establishment.

This mercurial, shocking, perverse, sinister, tgaessive gender
ambivalence was nowhere better seen than in theefigvhich became
representative of all these traits, that of Pierdat this androgynously
hermaphroditic white figure, who epitomised thegyitaand sexless dandy,
were exhibited all the deviant propensities, feansl fantasies central to
decadent preoccupations. Pierrot was melancholyMewhistophelean, he

was icily detached from reality and from his owrdipohe brought with him

819 Nowhere is this bizarre and perverse sexualitpgaith the dominantemme fatalend effeminate
male dandy more compellingly revealed than in RdefslIMonsieur Vénuspublished in 1884. Rachilde
was thenom de plumef Marguerite Vallette-Eymery (1860 - 1953), a Fremcithor who was
prosecuted for obscenity fanonsieur Vénusn which a sadistic female transvestite destroys he
young, effeminate male lover. It is the play of ened gender, power, sexual desire, fetishism and
sexual perversion that ensure that this work isasgntative of the Decadence.

311 The beautiful and the grotesque that other formraéefulness.
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the transgression of hiSommediapast, as well as an indecisive sexual
identity. Simultaneously this genderless and bedilereature possessed all
the traits contrary to societal morality. He rapé&dled, stole, told lies,
committed suicide and went mad. He was the macaméome of
transgression and the perfect hybrid creature téd hbe Decadent
imagination in thrall. A creature permanently irstate of metamorphosis
Pierrot mirrored the uncertainties and transiti@isthe time period. His
became the figure that the artists used as the @yafltheir own violations
and rebellion against the confines of the sociatyvhich they lived. The
pale figure of this whimsical, capricious clown peated their work and

swiftly gained the public’s attention.

Ensor wrote that he ‘threw aside the rules thattlaeeenemy of convention’
(Ensor 1999: 124¥ and Beardsley wrote ‘if | am not grotesque theai
nothing’ (Beardsley in Snodgrass 1989: 19). Bo#séhartists felt stifled by
the societal hierarchy that surrounded them andnsgavhich they openly
rebelled. They employed the symbol of the wheydactown with his
grotesque, hybrid sexuality, his fraught relatiopsith the sinistefemme
fatale and his transgression of all accepted social ma®she representative
of their own rebellion and disgust with their sdamilieu. For Giraud and
Dowson this creature of madness and moonlight,tioéreality and fantasy
was used to explore the passion and secretiveedtdsat lurk beneath the
facade of societal appearances. In Bitrrot LunaireandThe Pierrot of the

Minute the sexual ambivalence of the white clown is prant in his

312 Je délaissai les régles enemies de I'invention.

411



relationship with thdemmefatale epitomised by the Moon. The artists and
poets chosen for discussion in this thesis aboime manner, chose to identify
with the figure of Pierrot. He became a part ofnthas they took on the

attributes he represented in a conflation of idgm@nd split subjectivity.

They were not alone in this. Pierrot became theessmtative of the
Decadent artist and his world. Pierrot’'s margiyabind mad vacillating

between opposite states seemed to be the embodohém¢ malaise that
consumed the Decadent artists and their works. This that Pierrot’s

‘vague “jumble of fears and regrets” is as amorgh@s his protean
character, as the undistinguished whiteness ofblosse’ (Storey 1978:
135). It is these vague disturbing fears, guiltd segrets that lurk in the dark
shadows of the Decadence tainting it with the eseset mists and
equivocal nature of the nightmare. Amongst thede asts floats the mask

of the ashen clown.

The figure of Pierrot was used throughout the pkobthe Decadence. In
the visual arts, as a representative of the metap@nd liminal artist, he is
present in the works of Paul Klee, Odilon Redonst@wAdolf Mossa, Kay
Nielsen, Felicien Rops and others. In the twentmthtury Egon Schiele
used the figure to explore hybrid gender. It isogsesent in works by
Picasso and André Derain. In music and dance igdiis present in the

ballet Petrushka by Stravinsky, in tReéerrot Lunaire of Schoenbery and

813 schoenberg’s work was done using the translatd@iraud’sPierrot Lunaireby the German poet
Otto Erich Hartleben. Hartleben’s translations wieee interpretations and recreations rather titéumsd
translations.
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Granville Bantock's setting oThe Pierrot of the MinuteMore recently
Roger Marsh has composedeerrot Lunairebased on the original poems

by Giraud.

The reasons for the strong presence and representat Pierrot in the

Decadence are as indefinable as the term itsel§ pale creature with his
inability to integrate himself into society; possiag an ambivalent and
indeterminate sexuality; a painted white mask,nsilenelancholy, fearful of

women, yet exhibiting perverse desires, was théepemirror for the all the

fears, obsessions and anxieties which haunted dvad2nts. Pierrot’s figure
was a blank sign which these artists could useutstipn the meaning of
language, society, culture and artistic creati@elit The whiteness of his
garments with their appearance of limp, manipulartgtiness made Pierrot
the ultimate morphologically transgressive symioole that could be used as

the artist pleased and without the fear of it tgkam any rigidity of meaning.

Though the Decadents aimed at transgressing thel swder, there was
within them an ambivalent need to be accepted akdaavledged by this
self-same system. Ultimately they supported thditiom which they were
attacking. It is through the constant interacti@teen the violation of the
semiotic and the governing strictures of the synmebtilat the process of
change and alteration of the discourses and presdbhat govern our lives
occurs. Like the carnival with its rampant, bawdydrsion and violation of
the order of things, so the artists of the Decadattempted to invert and

alter the accepted societal structure that enclabemn. Though they
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attempted to undermine and overthrow this structhey did not aim, nor
could they, destroy it entirely, for without the vgoning structure they
feared the dissolution, chaos and nothingness rthght result in such a
toppling. Pierrot became the transient symbol efrteubversive attempt at

changing the world around them.

Pierrot’'s position as a symbol of metamorphosis aadsformation faded
away after the First World War. Yet his moon shadevever present in
moments of exuberant madness and mayhem, of pan®uind circus. His
mercurial nature and anarchic energy might yetrrestthim from his pallid

and airy sleeping place, floating on a moonbeapptd in a crystal flacon.
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