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ABSTRACT 

T h i s study examines technique i n the. novels: of Raymond 

Queneau. The. f i r s t section', 'I n defence of the novel 1', seeks to. 

demonstrate Queneau * s. p a r t i c u l a r t e c h n i c a l awareness.. At the same 

time', i t p l a c e s h i s work i n the context of changing a t t i t u d e s to 

f i c t i o n i n France s i n c e the e a r l y 1920's and. a l s o connects i t with 

i n t e r n a t i o n a l developments i n the theory of f i c t i o n ' , with p a r t i c u l a r 

r e f e r e n c e to those of Joycean o r i g i n The' second section', 'The 

r e l a t i o n of theme, to technique 1', examines s i g n i f i c a n t f e a t u r e s of 

Queneau's f i c t i o n as they r e c u r throughout his. work and r e l a t e s 

these to the t h e o r e t i c a l a s pects considered i n Part One. The con­

c l u d i n g section', 'Surface and. the under l y i n g truth'', r e l a t e s Queneau' 

approach to f i c t i o n and the themes he d i s c o v e r s to a c o n s i d e r a t i o n 

of the r o l e of the n o v e l i s t i n terms of l i t e r a t u r e and r e a l i t y . 

• The t r a n s c r i p t of two i n t e r v i e w s with Raymond Queneau 

are i n c l u d e d i n an appendix', as i s a complete bibliography of 

Queneau's w r i t i n g and a l s o of those c r i t i c a l books and a r t i c l e s con­

cerned with h i s work. 

The copyright of this thesis rests with the author. 

No quotation from it should be published without 

his prior written consent and information derived 

from it should be acknowledged. 



CORRIGEHDA 

p- 9, 1. 7, for romaneque read romanesque 

p- 11, 1. 2, for prclamation read proclamation 

p. 16, 1. 25, for myraidonne read myrmidonne 

p. 22, 1. 25, for a t t i o n read attention 
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Introduction 

Raymond Queneau's career as a writer lias already spanned f i v e decades, 

beginning with h i s p a r t i c i p a t i o n as a young man i n the S u r r e a l i s t movement. 

Since that time his various a c t i v i t i e s have included f i c t i o n , poetry, 

t r a n s l a t i o n , l i t e r a r y c r i t i c i s m , art c r i t i c i s m , l i n g u i s t i c s , painting and 

mathematics. He was made Se'cWtaire General of Gallimard i n 19^1 and i n 

1951 was elected to the Acade'mie Goncourt. Appropriately enough, i n 1956, 

he was also appointed General Editor of the Encyclopedic de l a Plgiade. 

In spite of the extraordinary breadth of his a c t i v i t i e s , he has found 

time to write some fourteen novels since Le Chiendent was f i r s t published 

i n 1933. 

Among writers and c r i t i c s i n France, Queneau's.work i s now met with 

f a i r l y general approval. At different times, Michel Butor, Alain Robbe-

G r i l l e t , Marguerite Duras, and Maurice Blanchot, among others, have 

acknowledged Queneau as one of the more important l i v i n g w riters and a 

considerable influence on the development of French f i c t i o n since the War. 

Nevertheless, his work has rarely received close c r i t i c a l attention. " Of 

the f u l l - l e n g t h studies which have so far been published, only Claude 

Simonnet's Queneau de'chiffre' has given detailed consideration to the 

formal aspect of Queneau's f i c t i o n , and t h i s confines i t s e l f to a single 

novel, Le Chiendent. The books of Andree Bergens (Raymond Queneau) amd 

Jacques Bens (Raymond Queneau) are notably meagre and, i t could be argued, 

misleading i n that they avoid analysis i n favour of anthology, s e l e c t i n g 

the more immediately appreciable comic effects for r e c l a s s i f i c a t i o n under 

headings such as 'Parody', 'Word P l a y 1 , and so on. Even i n the numerous 

short a r t i c l e s which have been appearing since the War, c r i t i c s have 

shown an apparent reluctance to devote much attention -to Queneau's approach 
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to s t y l e and structure. Those who have attempted some analysis of h i s 

attitude to language have tended to concentrate on h i s essays and have 

assumed, sometimes mistakenly, that h is f i c t i o n a l technique more or l e s s 

echoes the theories he has expounded. 

This study i s largely concerned to examine Queneau's f i c t i o n from 

a t e c h n i c a l point of view. The opening section follows the evolution of 

his technique as a novelist and examines the p r i n c i p l e s behind i t , giving 

consideration to the way i n which Queneau's work anticipated recent 

development i n French f i c t i o n . The second section investigates the 

relationship between theme and technique and shows, by detailed analysis 

of a short passage from Loin de Ru e i l , how i n Queneau's case t e c h n i c a l 

considerations can dictate what his novels 'say' to the reader. As a 

further i l l u s t r a t i o n of t h i s c h a r a c t e r i s t i c , two recurrent themes, which 

are c l e a r l y discovered by Queneau's questioning approach to the conventional 

use of language and structure i n f i c t i o n , are traced through a number 

of the novels. The study moves f i n a l l y to consider the implications of 

a purely technical approach i n terms of the wri t e r ' s attitude to the 

fundamental problem of art and r e a l i t y . 
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Part 1. In defence of the novel 

a) The reaction against Surrealism 

Raymond Queneau was twenty one and had j u s t completed a degree i n 

Philosophy at the Sorbonne when he was f i r s t introduced to Andre Breton, 

fie participated i n the S u r r e a l i s t movement from 192k u n t i l 1929 1, during 
2 

which time he collaborated i n several numbers of La Revolution S u r r ^ a l i s t e . 

Although he was more closely connected with Prevert, Tanguy and Marcel 

.Duhamel i n the Groupe de l a rue du Chateau than with Breton's Centrale, 

he sided with Breton i n the all-important quarrel over c o l l e c t i v e 

action which severely divided the movement, only to quarrel himself with 

Breton a few months l a t e r and j o i n with Ribemont-Dessaignes and PreVert 

in drafting the violent •Nume'ro anti-Breton 1 of Cadavre i n 1930. His 

f i r s t novel, and, indeed, the f i r s t work of f i c t i o n he undertook as an 

individual rather than a member of a group, was Le Chiendent, begun not 

long afterwards and published i n 1933. 

Although Queneau i n s i s t s that the dispute with Breton was personal 
3 

rather than doctrinal , h i s choice of the novel for h i s f i r s t r e a l l y 

sustained piece of l i t e r a r y creation i s s i g n i f i c a n t . Of a l l conventional 

l i t e r a r y forms, the one Breton despised the most was the novel, an attitude 

he made cle a r i n the Premier Manifeste du Surrealisme. In a de r i s i v e 

summary of the p r i n c i p l e s of the novel, Breton claims the support of 

1. Interrupted 1925 to 1927 for m i l i t a r y service i n North A f r i c a . 

2. Cf. M. Nadeau 'Appendices', Histoire du Surrlalisme, P a r i s 19^5, 
pp. 300, 330, 332. 

3. R. Queneau, 'Conversation avec G. Ribemont-Dessaignes' , Batons, 
c h i f f r e s et l e t t r e s , Paris 1950. New edition, Gallimard ' I d l e s , 1965, p.37. 
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Paul Vale"ry . C e r t a i n l y V a l ^ ry never seems t o have objected and the 
a t t i t u d e s are f a i r l y c o n s i s t e n t w i t h those he expressed' h i m s e l f i n a l e s s 
tendentious manner i n 'Hommage a Marcel Proust*''. However modern, t h e n , 
indeed i c o n o c l a s t i c , Queneau's approach t o the t e c h n i c a l , problems f a c i n g 
the n o v e l i s t , h i s choice o f the novel,coming when i t d i d , must represent 
a d e c l a r a t i o n o f f a i t h i n e s t a b l i s h e d forms. 

Queneau's break w i t h the S u r r e a l i s t s coincides w i t h h i s f i r s t reading 

of Joyce's Ulysses. The e f f e c t o f t h i s was d e c i s i v e . What impressed 

Queneau, as M a r t i n E s s l i n has s a i d , was 

the i n t r i c a t e f ormal p a t t e r n o f correspondences between t h e 
modern novel and i t s Homeric counterpart. 6 

A. Breton, 'Premier Manifeste du Surre"alisme' (-1924) , Les Manifestes 
du. Surre"alisme, P a r i s , Le S a g i t t a i r e , 1955, p.10 

5. P. Val£ry, Vari|t£_l, Paris 1924. Oeuvres 1, B i b l i o t h ^ q u e de l a P l g i a d e , 
P a r i s , 1957, pp. 769-774". 

6. My'Esslin, 'Raymond Queneau', The N o v e l i s t as Philosopher, ( e d i t e d by 
J-. Cruiksliank) London, 19&2, p . 8 l . M a r t i n E s s l i n also sees Ulysses as 
an i n f l u e n c e on Queneau's a t t i t u d e t o language i n l i t e r a t u r e : 

Ulysses helped Queneau t o c r y s t a l l i s e h i s thought on a question which 
had preoccupied him since h i s student days: the question of the 
divergence between the w r i t t e n language and t h a t spoken by the people 
i n t h e i r d a i l y l i v e s , or r a t h e r : the problem o f how one could w r i t e 

-. i n a language as i t was a c t u a l l y spoken i n s t e a d o f employing an 
i d i b m f i x e d and f o s s i l i z e d by grammarians long since dead and f e t t e r e d 
by r u l e s o f s p e l l i n g t h a t made language something seen r a t h e r than 
heard, ( i b i d . , , p.80)-

I n f a c t , Queneau f i r s t read Ulysses i n t r a n s l a t i o n . He read the- o r i g i n a l 
s e v e r a l years l a t e r , and then w i t h the a i d o f S t u a r t G i l b e r t ' s James Joyce's 
Ulysses ( c f . ' I n t e r v i e w * , p.130). I t i s probable t h a t by then h i s a t t i t u d e s 
on the French language were f a i r l y w e l l formed. He describes i n Batons, 
c h i f f r e s e t l e t t r e s how the problem E s s l i n r e f e r s t o was f i r s t h i g h l i g h t e d 
f o r him by comics such as L'Epatant, by Monnier's Joseph Prudhomme, by 
Rictu s ' Les Soliloques du Pauvre and, above a l l , by Vendryes Le Langage 
( P a r i s , 1920), and how h i s view was confirmed f i r s t d.uring m i l i t a r y 
s e r v i c e and- l a t e r by a.journey made i n Greece (Cf. Batons, c h i f f r e s e t 
l e t t r e s , pp.11-17). As Queneau hi m s e l f r e a d i l y admits ( ' I n t e r v i e w ' , p.130), 
i t i s h a r d l y l i k e l y t h a t he should have been p a r t i c u l a r l y s e n s i t i v e a t 
the time t o Joyce's l i n g u i s t i c v i r t u o s i t y . 
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7 By way of c r i t i c s such as Edmund Wilson and Stuart Gilbert , Ulysses 

turned Queneau's attention to the t e c h n i c a l innovations of contemporary 

f i c t i o n i n English. I t gave him the means to demonstrate h i s distance 

from the S u r r e a l i s t s i n France by reviving a form they had dismissed as 

outmoded and pointle s s : 

I I faut ... reconnaitre ma dette envers l e s romanciers anglais et g 
ame'ricains qui m'ont appris q u ' i l e x i s t a i t une technique du romari. 

... Je me suis apergu que j'e'tais tombe* dans l e bain romanesque. 
Alors sous 1 'influence de Joyce et de Faulkner (qui n'e'tait pas encore 
t r a d u i t ) , pour d'autres raisons a u s s i , j ' a i donne* une forme, un 
rythme a. ce que j'e'tais en t r a i n d'Scrire. 

The i n s i s t e n c e on rigorous application of complex techniques and structures 

marks a conscious r e j e c t i o n of the doctrine of L'e'criture automatique 

whose p r i n c i p l e s had been e f f e c t i v e l y demonstrated by Queneau himself i n 

his own "Textes S u r r S a l i s t e s " : 1 0 

EcriVant Le Chiendent, i l s'e"carte r£solument et systSmatiqument 
du l a i s s e r - a l l e r , du debraille" d e ^ J 1 i n s p i r a t i o n pour construire 
une oeuvre soigneusement agencde. 

7. I t i s i n t e r e s t i n g to note how heavily even as recent ah interpreter 
of Joyce i n France as Michel Butor r e l i e s on Stuart Gilbert's book. 
C.f. "L'Archipel Joyce" E s s a i s sur l e s Modernes, 'Idees.', P a r i s , 1967, 
pp.239-282 

8. R. Queneau, 'Technique du roman', Batons, c h i f f r e s et l e t t r e s , p.28 

9. I b i d . p.U2 Among other w r i t e r s , Queneau acknowledges Conrad and Stein. 

10. Cf. Part 1 , n .2 

11. C. Simonnet, Queneau agchiffre', P a r i s 1962, p . 2 ^ 
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Queneau has indicated that the project which ended i n Le Chi en dent was 

or i g i n a l l y to tr a n s l a t e into 'modern* , that i s spoken French, Descartes!, ; 

Le Discours de l a Me*thode, Le Discours seeming an appropriate vehicle 
12 

for such an exercise since i t , too, was written m 'modern' French. 

I t was i n reducing to a present-day equivalent what appears to the modern 

reader as Descartes' grandiloquence that Queneau found himself 'dans l e 

bain romaneque*. The f i n a l version of Le Chiendent stands i n roughly the j n 
\ 

same r e l a t i o n to Le Discours as Ulysses does to The Odyssey. The modern 

novel i s a small-scale version of the o r i g i n a l work and much of i t s 

humour depends on the i m p l i c i t l y incongruous p a r a l l e l of the pe t i t e s gens 

and t h e i r c l a s s i c a l models. O l i v i e r de Magny sees the reduction of 

grandiose philosophy as a constant of Queneau's technique of f i c t i o n : 
. S i l a plupart des romans de Queneau nous entrainent, au rythme syncope" 
d'aventures picaresques et saugrenues, a. l a rencontre de tout un menu 
peuple de boutiquiers et de bistroquets, de cartomanciennes et 
brocanteuses, de p e t i t s r e n t i e r s et p e t i t s marlous, et a l a de"couverte 
d'un univers p^riph^rique de gamis miteux, de t e r r a i n s de f o i r e s , 
de baraques et d'Schoppes, de gargotes, de guingettes de b a r r i ^ r e s et 
d'obscurs caboulots, l e lecteur perspicace distinguera peu a peu et 
comme en f i l i g r a n e de cette t r i v i a l e bigarrure... l e se c r e t , l'opiniatre 
epanouissement dJune sorte d'epopj?e philosophique. Les plus i l l u s t r e s 
problemes de l a morale et l e s speculations l e s plus majestueuses de l a 
me'taphysique de*gringolent de leur Olympe platonicien ou c a r t l s i e n , de 
leurs cimes h^g^liennes ou heideggeriennes pour rouler sur l a table 
d'une noce de banlieue l a couche mortuaire d'une laveuse de v a i s s e l l e 
ou sous l e crane d'un concierge. ... Du m§me coup, ces hautes speculations 
et ces proble*mes fameux.ffsont] parodies et r a f r a i c h i s , p e r s i f l i s et 
r e v i v i f i e s , degonfl^s comme des baudruches et miraculeusement 
r e i n t e g r i s dans l e s quotidiens c i r c u i t s de l'existence. 13 

Queneau's second novel, Gueule de P i e r r e , uses Freud as a model i n the 
Ik 

same way as Le Chiehdent uses Descartes. For the complexity of such 

correspondences alone, Queneau's f i r s t two novels would be remarkable as 

12. R. Queneau, ' E c r i t en 1937' Batons, c h i f f r e s et l e t t r e s , p.l6-17 

13. 0. de Magny, 'Preface* to R. Queneau, Les Derniers Jours, Lausanne, 
1965, p.lfc 

Ik. Cf. Part 2, Section (a) 
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t e c h n i c a l tours de force. That h i s reaction against the doctrine of pure 

i n s p i r a t i o n was wholly deliberate i s suggested by the fact that h i s 

evolution as a novelist reverses the usual pattern which begins with 

personal ( i f not d i r e c t l y autobiographical) writing and then progresses 

towards a preoccupation with t e c h n i c a l accomplishment. In h i s preface to 

a French edition of Mosquitoes, Queneau describes such a development a 

propos of William Faulkner. 1^ Curiously, three of Qiieneau's next f i v e 

novels, Les Derniers J o u r s 1 6 (1935), Odile (1937) and Un Rude Hiver (1939) , 

f a l l into an autobiographical scheme, as i f he were releasing something 

which had hitherto been consciously suppressed. With the exception of 

Odile, however, even these novels demonstrate Queneau's paramount concern 
17 

with formal arrangement. 

While i t has i t s conservative aspect, which appears as a systematic 

defence of the contrivance of f i c t i o n , Queneau's reaction represents i n 

many ways a new approach i n France to the problems of the novel. At the 

same time, i t i s based on pr i n c i p l e s for the most part well-established 

among a certain section of the English and American avant-garde, much of 

which was centred on P a r i s . These p r i n c i p l e s are most c l e a r l y expressed 

i n the 'Proclamation' issued by Transition i n 1929, an American review 

published at Shakespeare and Co. to which several e x - s u r r e a l i s t friends 
18 

of Queneau were contributing , a fact upon whose significance Claude 

15. R. Queneau, Batons , c h i f f r e s et l e t t r e s , p.125 

16. According to J . Queval, (Raymond Queneau, Par i s 1960, p.203) Queneau 
asked Gallimard not to reprint Les Derniers Jours, presumably because of 
i t s personal content. I t has, however, subsequently been published by 
Les Editions Rencontre, Lausanne. 

17. Cf. P. Gayot, Queneau, Par i s 1967, p.10-11 

18. Among them PrSvert and Ribemont-Dessaignes. Cf. C. Simonnet, "Queneau 
dgchiffr'g, p.26 
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Simonnet has remarked. Simonnet has further shown how c l o s e l y Queneau 

followed the prclamation's twelve clauses i n Le Chiendent, as i f i n t h i s 

f i r s t novel he were c a r e f u l l y laying down the p r i n c i p l e s of the ars poetica 
19 

ne had adopted. 

One important aspect of t h i s self-consciousness i s that i t i d e n t i f i e s 

Queneau not only with l i t e r a t u r e i n English but with that t r a d i t i o n which 

in France l i n k s Proust and Gide to the New Novelists of the 1950's and 

•60's, what Gabriel J o s i p o v i c i c a l l s 'the unbroken l i n e from Mallarme 
20 

to Butor v i a Proust, Vale'ry, Blanchot, Queneau and Becket '. Just as 

a major theme of Mallarm^'s poetry i s poetic creation i t s e l f , so the 

novelists take pains to emphasise the a r t i f i c i a l i t y of t h e i r f i c t i o n by 

making i t s own creation t h e i r subject: 
C'est a dire que l e roman sera capable a l ' i n t e r i e u r de lui-me"me de 
montrer comment i l apparait, comment i l se produit au milieu de l a 
re'alite". La poe"sie romanesque... sera une p o i s i e capable de s ' e x p l i c i t e r 
elle-m§me, montrer elle-m€me quelle est s a s i t u a t i o n ; e l l e pourra 
in c l u r e son propre commentaire. 21 

Central to Queneau's Les Enfants du Limon i s the compilation of the 

writings of 19th century ' l i t e r a r y madmen', laboriously prepared by 

Chambernac, the headmaster of a p r o v i n c i a l school. He i s helped by a 

'demon' who becomes involved when he casually wanders into Chambernac's 

bathroom i n an unsuccessful attempt to blackmail, him. The novel ends 

with Chambernac's f a i l u r e to find a publisher fo his manuscript; he i s l a s t 

seen t a l k i n g to 'un binoclard d'une trentaine d'annies' who had met him 

19. Cf. i b i d . , pp.27.^29 

20. G. J o s i p o v i c i , 'Structures of Truth', C r i t i c a l Quarterly, January 
1968, p.72 

21. M. Butor, 'Le roman et l a poe"sie' , E s s a i s sur le roman, P a r i s , 
Gallimard ( I d e e s ) , 1969, p.*+6 
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previously 'dans l e s bureaux de l a N.R.F's. ^Discovering Chambernac's 
^ ' 

f a i l u r e with the publishers, the young man begs permission to borrow the 

manuscript, and then asks, 
- Vous auriez une repugnance quelconque a. ce que j ' a t t r i b u e votre 
oeuvre a un personnage d'un roman que j e suis en t r a i n d'gcrire? 

Chambernac i s delighted with the idea, declines any form of acknowledgement 

should the novel be published and then, out of simple c u r i o s i t y , asks, • 
- Et ce personhage comment e s t - i l ? 
- C'est l a proviseur d'un p e t i t lycee de province. I I est marie", 
i l n'a pas d'enfants. Un jour un demon pen&tre dans sa s a l l e de bains. 
- Attendez, l e mieux ce s e r a i t que j e vous raconte ma v i e . Attendez. 
Je ne l a crois pas extraordinaire mais ca pourrait donner de l a 
r l a l i t e " a votre bouquin. 
-Je ne s a i s comment vous remercier. 
- Mais de r i e n j e vous assure mon cher monsieur, monsieur comment? 
- Queneau. 2 2 

- De r i e n , man cher monsieur Queneau. Je vous assure : de r i e n . 

Characters are often shown to be aware of t h e i r own f i c t i t i o u s n e s s . I n 

Le Chiendent, a f t e r being congratulated for a w i t t i c i s m , Mme Cloche 

acknowledges her debt to Queneau. 

- Ce n'est pas moi qu'ai trouve" 5 a , d i t l a reine. C'est dans l e l i v r e . 
- Quel l i v r e ? demandSrent l e s deux marlchaux errants. 
- Eh bien, g u i - c i . C u i - c i qu'on est maintenant, qui repute c'qu'on 

•iit adit a mesure qu'on l e d i t et qui nous s u i t et qui nous raconte, un 
v r a i buvard qu'on a colle" sur not'vie. 23 

In both these instances Queneau c l e a r l y has i n mind the example of Proust 
2k ' and of Gide's Les Faux Monnayeurs . What he i s doing i s to reverse the 

22. R. Queneau, Les Enfants du Limon, Paris 1938, p.315. The novel has a 
post-sc r i p t : 'Les textes c i t l s par Chambernac dans son Encyclope'die sont 
naturellement authentiques.• They were i n fact collected by Queneau himself 
from 1930 to. 1936, presented i n the form of a manuscript to Gallimard and, 
l i k e Chambernac'SJJI themselves rejected. 

23. R. Queneau, Le Chiendent, P a r i s 1933, p.29 1* 

2k. At the same time the passage from Les Enfants du Limon (n.12) signals 
that Chambernac has arrived at the same attitude of resigned scepticism 
which characterises Bouvard and Pgcuchet at the end of Flaubert's novel 

. (at l e a s t according to Queneau; c f . Batons, c n i f f r e s et l e t t r e s pp .97-12U). 
The effect i s consciously achieved, Les Enfants du Limon i s f i l l e d with 
al l u s i o n s to Bouvard et Pgcuchet which force the reader into making the 
comparison. 
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e f f e c t s of a device p a r t i c u l a r l y common i n the 18th century, the preuve 
x 25 

a l'appui , such as i s found i n the 'preface by the editor' to Laclos's 

Les Liaisons Dangereuses. Queneau i s i n fact s t i l l using the device, 

more c l e a r l y ; i n the f i r s t example, but using i t incongruously. By doing 

so he undermines the c r e d i b i l i t y of the characters and t h e i r s i t u a t i o n . 

Their essence becomes t h e i r f i c t i t i o u s n e s s . Queneau i s p l a i n l y i n t e n t , 

as Sturrock says of the 'new n o v e l i s t ' , 
on showing that he i s simply a man equipped with the un i v e r s a l 
human power of imagination. He does not ask any more that h i s 
readers should i d e n t i f y with the creatures of h i s fancy. 26 

b) The Nature of Queneau's reaction 

While t h i s need to disclaim h i s characters' r e a l i t y and to expose, 

albei t i r o n i c a l l y , the way t h e i r world has been constructed can be traced 

back to a reaction against the S u r r e a l i s t dismissal of aesthetic 

contrivance, another aspect of Queneau's technique can be seen as a 

deliberate act i n defence of the novel. Arguments against a p a r t i c u l a r 

art-form tend to reduce that art-form to certain apparently e s s e n t i a l 

features and then to d i s c r e d i t the value of each feature i n i s o l a t i o n . 

In t h i s , the arguments of Vale'ry and Breton are no exception. Queneau's 

answer to reductionism of t h i s sort i s characterised by h i s resort to 

extremes: by demonstrating, within one novel, opposite extremes of 

f i c t i o n a l technique, he indicates the enormous breadth of the f i e l d 

within which a novelist can work. The device i s most e a s i l y recognisable 

25. Cf. J . Provost (who discusses Stendhal's use of the device with 
reference p a r t i c u l a r l y to Chroniques I t a l i e n n e s i n : ) La Creation chez 
Stendhal, P a r i s , Mercure de France, 1951, pp. 322-325. 

26. J . Sturrock, The French New Hovel, London, 1969, p. 15 
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i n h i s approach to the language of f i c t i o n : 

I I ne se doutait pas que cb.aq.ue f o i s q u ' i l pass a i t devant s a 
boutique, e l l e l e regardait, l a commergante, l e soldat Brfl. 27 

This sentence opens the narrative of Le Dimanche de l a v i e . The 

construction i s unmistakably popular, although, i n t r i n s i c a l l y , t h i s 
28 

does not hold any p a r t i c u l a r value for Queneau. I t A s e f f e c t depends on 

the reader's s u r p r i s e , h i s recognition t h a t , by i t s very strangeness 

i n a l i t e r a r y context, i t q u a l i f i e s as a r h e t o r i c a l manner. Although 

the sentence i t s e l f may constitute what Queneau c a l l s 'une photographie 

de langage p o p u l a i r e t h e language of the narrative as a whole i s f a r 

more complex: 
I I ne s'agit pas de stenographier l e s tournures duYparler 
populaire mais de donner un s t y l e au langage parle^.j 29 

The unrefined tone of the langage parle" forms a large but by no means 

exclusive part of the raw material for a personal and even highly a r t i f i c i a l 

s t y l e . Moreover, while a f a m i l i a r technique i s to express the grandest 

ideas i n the most basic language, at the same time Queneau often 

reverses the process and describes u t t e r l y commonplace human gestures i n 

absurdly l i t e r a r y terms. To underline a p a r t i c u l a r contrast, he 

occasionally uses both devices i n immediate succession: ri 

I I se p r i t l a t§te a. deux mains et f i t l e f u t i l e simulacre de se 
l a vouloir arracher. Puis i l continua son discours en des termes: 

"Merde de merde, j e veux pas dans ma mai son d'une p e t i t e salope 
qui dise des cochoncete's comme ca. Je vois ga d ' i c i , e l l e va 
p e r v e r t i r tout l e quartier..- En deux jours e l l e aura eu l e temps 
de mettre l a main dans l a braguette de tous l e s vieux gateux qui ' 
m'honorent de l e u r c l i e n t e l e . " 30 

27. R. Queneau, Le Dimanche de l a Vie, Paris 1951, p.11 

28. Cf. P a r t i , n.5 1* . 

29. C. Simonnet, Queneau dgchiffre*, p.78 

30. R. Queneau, Zazie dans l e m&tro, P a r i s , Livre de Poche 1959, p . l 8 

http://cb.aq.ue
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The same novel, Zazie dans l e me'tro, begins with a s i m i l a r juxtaposition: 

'DOUKIPUDONKT AN, se demanda Gabriel exce'de'.' In the contrast between 

his aggressive working-class v i r i l i t y and the sort of preciousness we 

would expect to associate with une danseuse de charme, the f i r s t words 

of the novel e s t a b l i s h the e s s e n t i a l ambiguity of Gabriel's personality. 

Much of Queneau's humorous effect depends on h i s a b i l i t y to make 

s l y a l l u s i o n s to past authors and t h e i r work i n apparently inappropriate / 

circumstances. Gabriel's 

Sans ga, qui supporterait,les coups du sort et l e s humiliations 
d'une b e l l e carri§re, l e s frauds des e p i c i e r s , l e s t a r i f s des 
bouchers, l'eau des l a i t i e r s , l'enervement des parents, l a fureur 
des professeurs, l e s gueulements des adjutants, l a turpitude des 
n a n t i s , l e s ge'missements des anSantis, l e s i l e n c e d.es espaces 
i n f i n i s . . . 31 

i s quite obviously a parody of Hamlet. Le pere Taupe*s lament i n 

Le Chiendent, 'Ernestine, Ernestine disparu, 1 i s unmistakably a wink 
32 

i n the direction of Proust , as, on another l e v e l , i s the confusion 

between Marcel and Marceline i n Zazie dans l e metro. T h i s l a s t , 

arguably the most consciously 'popular' of Queneau's novels, i s 

s i g n i f i c a n t l y also the most r i c h l y a l l u s i v e . I t contains a parody of 
e x i s t e n t i a l i s t novels i n Zazie's quite unemotional account of her 

33 
father's death ; one of Samuel Beckett i n the dialogue between Pedro i 

34 
Surplus and Gridoux when Pedro suddenly loses h i s .memory : 

- Posez-moi des questions, posez moi des questions, vous a l l e z cpmprendre. 
- Mais vous y repondez pas aux questions. 
- Quelle i n j u s t i c e ! comme s i j e n'ai pas re'pondu* pour l e s epinards. 
Gridoux se gratta l e crane. 
- E h bieri par exemple... 

31. i b i d . , p.112 

32. Cf. -C. Simonnet, Queneau d^ch i f f r e , p.43. 

33. R. Queneau, Zazie dans l e mltro, pp.4-7-52 

34. i b i d . , pp.76-78 
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Mais i l ne put continuer, fort embarrassed 
- b i t e s , i n s i s t a i t l e type, mais dites done, 
(s i l e n c e ) Gridoux baisse l e s yeux. 
Le type l u i vient en aide. 
- Vous voulez savoir mon nom par egzemple? 
- Oui, d i t Gridoux, e'est ga, vott nom. 
- Eh bien j e ne l e s a i s pas. 
Gridoux l e v a l e s yeux. 
- C'est'malin, ga, d i t - i l . 
- Eh : non, j e ne l e s a i s pas. 
- Comment 9a? 
- Comment ga? Comme ga. Je ne l ' a i pas appris par coeur. 
( s i l e n c e ) 
- Vous vous foutez de moi, d i t Gridoux. 
- Et pourquoi ga? 
- Est-ce qu'on a besoin d'apprendre son nom par coeur? 
- Vous, d i t l e type, vous vous appelez comment ? 
- Gridoux, repondit Gridoux sans se me'fier. 
- Vous voyez bien que vous l e savez par coeur votre nom de Gridoux. 35 

Rene" Micha sees i n 'l'envolee de Gabriel dans l e s cintres de l a Tour 

E i f f e l ' , 36 • 
un exemple de rhStorique pure, une sorte de prie r e sur l'Acropole...: 
ascension du corps, ascension du verbe, Vertige a. n'en plus f i n i r . 37 

Almost i n e v i t a b l y , there i s also a parody of the Homeric s t y l e : 

x-fcu,™ T e l l e cole*opt§re attaque* par une colonne mymidonne, t e l l e boeuf 
a s s a i l l i par un banc h i r u r d i n a i r e , Gabriel se secouait, s ' i b r o u t a i t , 
s'6battait, projetant dans des directions variees despprojectiles 
humains qui s 1en a l l a i e n t b r i s e r des tables et chaises ou rouler 
entre l e s pieds des c l i e n t s . 38 

Just as at one extreme the comic ef f e c t depends on the contrast between 

what i s usual i n l i t e r a r y narrative and the manner Queneau chooses, at the r . 

other i t depends on the contrast between the banality of the subject matter 

and the incongruously l i t e r a r y depiction, which i n turn suggests an 

equally incongruous p a r a l l e l between modern heroes and those of antiquity. 

The comedy i s not inherent i n the si t u a t i o n described. I t i s discovered 

35. i b i d . , p.77 -
36. ibid.,p.85 
37. R. Micha, 'Le cinema de Queneau', L'Arc Ho.28, Jan 1966, p.68 
38. R. Queneau, Zazie dans l e me"tro, p. 172 
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by the language of Queneau's narra t i v e . The approach i s altogether 

suggestive of Ulysses, and i n p a r t i c u l a r of the 'Oxen of the Sun 1 

episode, i n which , for example, a sardine-tin i s described i n 

f i f t e e n t h century English: 

And there was a vat of silver that was moved by c r a f t to open i n 
which la y strange fishes withouten heads though misbelieving men 
nie that t h i s be possible thing without they see i t nathless they 
are so. And these fishes l i e i n an o i l y water brought there 
from Portugal land because of the fatness that therein i s l i k e to the 
j u i c e s of the o l i v e press. 

As Stuart Gilbert says a propos of Joyce's chapter, the device cannot 

s t r i c t l y be c a l l e d parody: 

I f the texture of the prose i s c a r e f u l l y examined, i t w i l l be seen 
t h a t , though i n some passages the s t y l e i s probably meant to 
s a t i r i z e . t h e o r i g i n a l (as when an Ars Amatoria i s expounded i n the 
manner of Bunyan), the greater part seems to be devoid of s a t i r i c 
intention; that w i l f u l exaggeration of mannerism which points a ^ 
parody i s absent and the e f f e c t i s rather of pastiche than of travesty. 

In Queneau, as i n Joyce, the humour r a r e l y depends on exaggeration 

but on the deliberate incongruity of s t y l e and subject matter. As i f 

emphasising the point by contrast, throughout the learned a l l u s i o n s of 

Zazie dans l e metro, we hear the voice of Zazie 'qui parle son propre 

idiom.A lequel agit sur l e s choses, l e s appelle, l e s transforme. 

While there i s , therefore, something undeniably l i t e r a r y even i n 

Queneau's use of spoken French, the humour i s also often purely v i s u a l . 

This indicates an important inconsistency between Queneau's theory of o r a l 

l i t e r a t u r e , as presented i n the various essays of Batons, c h i f f r e s et 

l e t t r e s , and h i s own p r a c t i c e . In 1937, Queneau spoke of a device such 

39. J . Joyce, Ulysses, P a r i s , 1922, London (Penguin), p.38H 
ho. S. G i l b e r t , James Joyce's Ulysses, London 1930, p.290 
hi. R. Micha, 'Le cinema de Queneau', Arts 28, p.68 
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as 'la.'time pour l ' o e i l ' as 

l a stupe'fiante convention qui aboutit-i-..., et ne peut aboutir 
qu'aux e a l i i grammes et a, Un coup de ,des ''jamais n'abolira l e 
hasard. h2 ^~ 

In h i s 'Conversation avec Georges Ribemont-Dessaignes 1 (1950), he 

repeatedly affirms the importance of '1'aspect o r a l r : 

/ i l / me par a l t e s s e n t i e l . Je ne concois pas une poesie f a i t e 
seulement pour §tre "vue" S c r i t e , c'est a. dire qui s o i t i l l i s i b l e 
a. haute voix... 1*3 

These remarks would suggest that Queneau sees h i s own s t y l e parle" 

(when i t i s used) as an extension of h i s argument. And yet, the 

so-called 'phonetic s p e l l i n g ' , an important feature of the s t y l e 

p a r l e , depends on v i s u a l appreciation as much as does the rime pour 

1 1 o e i l : 

I I faut noter que l a t r a n s c r i p t i o n phone*tique est une e"criture... 
C'est pre'cise'ment dans l a mesure ou e l l e s sont e"crites que l e s 
tournures verbales acquiSrent leu r pouvoir comique. A l a l i m i t e , 
e l l e s sont comme un graphisme o r i g i n a l dont l e pouvoir est d'ordre 
essentiellement v i s u e l . kh 

I t i s self-evident that the more f a i t h f u l Queneau's version i s as a 

representation of the way people pronounce t h e i r language, the more 

the humour would be l o s t i f i t were to be read out loud. I t i s , i n 

t r u t h , highly questionable whether an accurate form of phonetic 

s p e l l i n g i s possible i n any language. Even within the boundaries of 

regional v a r i a t i o n , pronunciation i s by no means uniform, not to 

mention the other variable : the s e n s i t i v i t y of the l i s t e n e r ' s ear. 

This i s how Bernard Shaw heard cockney: 

h2. R. Queneau, Batons, c h i f f r e s et l e t t r e s , p.20 

h3. i b i d . , p. 39 

hk. C. Simonnet, Queneau dSchiffrg, p.82 
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The Flower G i r l : Ow, eez ya-ooa san, i s e? Wal, fewd dan 
y* dee-ooty bawmz a mather should, eed now 
bettern to spawl a pore gel's flahrzn than 
ran awy athaht pyin;;. W i l l ye-oo py me? 

•Here 1, says Shaw, 

This desperate attempt to represent the d i a l e c t without a 
phonetic alphabet must be abandoned as u n i n t e l l i g i b l e outside 
London. U.5 

For Shaw, c h a r a c t e r i s t i c a l l y , i t i s i n t e l l i g i b i l t y , not accuracy, 

which i s i n question. In spite of his extravagant claims, in spite 

of Queneau's, for the potential effectiveness of a f l e x i b l e phonetic 

alphabet, t h e i r e f f o r t s to e s t a b l i s h one underline, i f anything, 

the contrivance behind a l l l i t e r a r y representation. R e a l i t y , even 

the r e a l i t y . o f speech, must be abstracted before i t can appear 

on a page. I t i s d i f f i c u l t to believe that a writer as s e l f conscious 

as Queneau can be unaware of t h i s . Indeed Simonnet sees him giving 

a f i t t i n g and perhaps w i l f u l reply to Vale'ry's Comment se dissimuler 

que tout ceci f i n i t sur l e .papier*. 

I t must be said that Queneau's attitudes have changed since 
hi 

1937. 'i'he second remark quoted i s considerably l e s s assertive than the 

f i r s t : Queneau q u a l i f i e s i t by 'Ce n'est pas une th ^ o r i e . Ce sont 

mes goflts. 1 His arguments now r e f e r to writing for the 'inner ear' 
1+8 • . rather than for r e c i t a l . Nevertheless, even m a c o l l e c t i o n of 

poems published during the War, only three years a f t e r h i s f i r s t essay 

45. G. B. Shaw, Pygmalion, London, Constable 19l6, Act 1, Sc. 1, p.203 

k6. C. Simonnet, Queneau d ^ c h i f f r e , p.58 

1+7. Cf. P a r t i , n,l+3 

U8. Cf. 'Interview', Appendix p.13H 
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he used devices equivalent to the rime pour l ' o e i l . I n 'L'explication 

de me'taphores', verse s i x almost repeats verse two: 

...Mais quelle e s t , dira-t-on, 
i a s i g n i f i c a t i o n de cette me'taphore: 

"Mince comme un cheveu, ample comme l'aurore"? U9 

The difference i s that the two adjectives mince and ample are made 

p l u r a l i n verse s i x . Since no l i a i s o n i s possible, i t i s a difference 

which could only "be perceived v i s u a l l y . Bree and Suiton make the 

relevant conclusion: 
Queneau's language, both dialogue and n a r r a t i v e , i s sometimes a 
phonetic reproduction of ungrammatical or slangy spoken French; 
sometimes i t r i s e s to the heights of epic poetry; sometimes i t 
l i e s between the two. But at a l l times, and whether vulgar or 
sublime, i t follows a f a i r l y u n i f i e d pattern of rhythmic r h e t o r i c , 
f u l l of puns, coined words, p o l y s y l l a b l e s , a l l i t e r a t i o n s and 
phonetic ornaments. 50 

In other words, i t c l e a r l y demonstrates that the very extremes of 

language can be brought together to form part of the greater pattern 

of a f i c t i o n a l contrivance. 

Andree Bergens i s , therefore, right to mistrust an over l i t e r a l 

application of Queneau's theories to h i s p r a c t i c e . I t i s perhaps 

unreasonable to expect consistency from a man whose career spreads 

over f i v e decades. This i s p a r t i c u l a r l y so of Queneau, for whom 

consistency appears to imply fanaticism: 

Quand j'enonce une assertion, j e m'apercois tout de sui t e que 
1'assertion contraire est a peu pres aussi inti=ressante, a un 
point ou c e l a devient presque superstitieux chez moi. 51 

This remark was made at the beginning of Queneau's interviews with . 

Georges Charbonnier. I t stands as a prefatory warning to the reader 

^9. R. Queneau, 'Les Ziaux', S i t u t'imagines, P a r i s 1968, pp.1^5-1^6 
50. G'. Bre"e and. M. Guiton, The French Novel (An Age or F i c t i o n ) , 
New Brunswick 1957, p.170 
51. R. Queneau, Entretiens avec G. Charbonnier, P a r i s 1962, p.12 
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and i t s appropriateness i s substantiated throughout the text. Andre'e 

Bergens f a l l s into a trap, however, when she suggests t h a t , i n h i s 

search for comic e f f e c t , Queneau works against the p o s s i b i l i t y of 

reform i n the French language whose very need he argues with such • 

apparent conviction elsewhere. By using a s t y l e parle" out of i t s 

normal context, she claims, Queneau exposes i t to r i d i c u l e : 

TantSt i l souligne ce que l 1 a p p l i c a t i o n des regies peut produire 
de r i d i c u l e , tantdt i l u t i l i s e l e neo-frangais dans l e s 
domaines l e s plus se*rieux, ceux qui paraissent l e s moins f a i t e s 
pour une intrusion du langage parl6, non pour creer une nouvelle 
forme de pense'e, comme i l p a r a i s s a i t l'esperer, mais simplement „ 
pour s'amuser, pour l e p l a i s i r de provoquer des e f f e t s inattendus. 

This i s to misunderstand Queneau's argument. I t i s not the s t y l e parle 

which i s exposed to r i d i c u l e , but the ideas themselves. The assertion 

of 'Connaissez-vous l e Chinook* to which AndrSe Bergens refers 

s c e p t i c a l l y , 

Le francais contemporain ne deviendra une langue v e r i t a b l e et 
feconde que lorsque l e s philosophes eux-m§mes l ' u t i l i s e r o n t , et 
naturellement l e s savants. 53 

should be considered together with the conclusion to Queneau's f i r s t 

essay on the subject, ' E c r i t en 1937'; 'Epui s i s a f e r i r , tant mye: 

j'e"cripa pour anmie'le' lmond..1 

This points to the r e a l f a l l a c y behind AndrSe 3ergens' objection 

and i n c i d e n t a l l y r a i s e s a key issue intthe understanding of Queneau's 

f i c t i o n . He would c e r t a i n l y not recognise the d i s t i n c t i o n she makes 

between 'les domaines l e s plus sSrieux' and 'le r i d i c u l e ' . His 

technique i s such that i t t e s t s the v a l i d i t y of any subject's claim 

to t h i s kind of dignity while i t s refinement avoids the repetitiveness 

of st y l e which can be so i r r i t a t i n g i n Rictus and even Ce'line: 

52. A. Bergens, Raymond Queneau, Geneva 1963, p.179 
53. R. Queneau, Batons, c h i f f r e s et l e t t r e s , p.63 
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Je n'ai d ' a i l l e u r s aucun respect, n i consideration spSciale 
pour l e populaire, l e devenir, l a "vie", e t c . Mais pr^cisement 
comme "Je ne vois r i e n de re*ellement sacre" dans notre frangais 
contemporain, j e ne vois non plus aucune raison pour ne pas 
Slever l e langage populaire a. l a dignite" de langage e"crit. 5U 

More important s t i l l , such apparent lack of discrimination emphasises 

a theme which stands out i n each of Queneau's novels: the extreme 

gratuitousness of any f i c t i o n a l creation, and, by extension, any 

human action. 

1 Speaking of the introduction of the 'fous litt£raires' and t h e i r 

texts into Les Enfants du Limon, Martin E s s l i n says: 

They represent so many new patterns of the universe i n a world 
that can be made to assume a different guiding p r i n c i p l e 
according to the thinking of each d i f f e r e n t l y orientated, or 
distorted, brain. Our normal universe i s only one possible 
case i n an i n f i n i t y of others, j u s t as Euc l i d i a n geometry only 

. represents one possible case i n an i n f i n i t y of potential systems. 

Queneau's awareness of the role of pure chance i n establishing patterns 

of behaviour i s expressed throughout h i s novels by the emphasis given 

to the part played by his own caprice. Le Chiendent begins with such 

an assertion: 

La silhouette d'un homme se p r o f i l a ; simultanement des m i l l i e r s . 
I I y en avait bien des m i l l i e r s . 

The question t h i s presentation imposes is'why should t h i s p a r t i c u l a r 

r-rccto-w-- —'' shadow be singled out for attion?' There i s no answer. In the f i r s t 

chapter, Queneau presents the reader with a metaphor for the creation 

of a f i c t i o n a l character which makes i r o n i c reference to Descartes' 

Cogito. A t h i r d party (Pierre l e Grand) makes a random decision to 

observe the a c t i v i t y of a nondescript shadow. The decision coincides 

with a moment of c r i s i s i n the shadow's l i f e : he notices a display 

i n a shop window advertising a waterproof hat. The hat i s f i l l e d with 

5 k . i b i d . , p.2U Cf. Part 1, n.28 
55. M. E s s l i n , 'Raymond Queneau', The Novelist as Philosopher, p.88 
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water and two rubber ducks f l o a t i n i t to demonstrate i t s impermeability. 

He has piassed the same display every day for the past two years and, 

on t h i s p a r t i c u l a r day, notices i t for the f i r s t time. Cogitat ergo 

ast. His existence having been contrived, he i s i n f l a t e d into h i s 

f i c t i o n a l role u n t i l , by the end of the chapter., he has acquired a 

name and even some kind of personality. The process i s a gradual one: . 

he i s referred to successively as ' l ' S t r e de r^alite" minime,' l'§tre 

bi-dimensionelle, 1 'Untel,' ( a name of s o r t s ; h i s wife i s c a l l e d 

Unetelle) and, f i n a l l y , Etienne Marcel. I n the l a s t chapter of the 

novel, the process i s rapidly reversed; i t becomes onecof sudden 

deflation as the character's f i c t i o n a l i d e n t i t y i s systematically 

withdrawn. The f i n a l two sentences of the novel l o g i c a l l y repeat the 

f i r s t two: Etienne Marcel i s restored to shadow, the status quo of 

the beginning returns and the gratuitousness of the whole f i c t i o n a l 

process i s accentuated. 

Apre"s avoir rigoureusement monte" son jeu' de masques l'auteur 
efface tout, et tout retombe dans l'anonymat sans visage. On 
pourrait recommencer et recommencer autrement. 56 

A b r i e f section of Loin de Rueil shows the hero, Jacques L'AumSne, 

l i k e P i e r r e l e Grand i n Le Chiendent, deciding for no p a r t i c u l a r reason 

to observe the behaviour of 'un citoyen absolument quelconque 1: 

Que f a i t ce type? Rien ne l'indique. I I ne s'arr€te devant 
aucune boutique, i l ne se retoume pas sur l e s femmes, i l ne 
f a i t pas minh aux chats n i kss aux chiens n i psst aux t a x i s , i l 
ne tapote pas l e s joues des enfants, i l n'essaie pas de ne pas 
marcher sur l e s i n t e r s t i c e s du pavage, i l ne demande pas son 
chemin aux f l i c s , i l n'entre pas dans l e s vespasiennes, i l ne 
traverse pas une rue sans avoir regarde" a gauche puis a d r o i t e , 
i l n'e'ternue, rote n i ne p£te... I I ne ijette pas de bouts de 
papier dans l e ruisseau b i l l e t s d'autobus ou t i c k e t s de tramway, 
i l ne boite pas, i l n'a pas de t i c s n i de soubresauts, i l est 
tellement bien comme i l faut-€tre que Jacques se demande comment 
i l pourrait s'y prendre pour atteindre cette perfection, pour 
s'annuler a i n s i . . . 57 

56. C. Simonnet, Queneau dgchiffre", p.59 
57. R* Queneau, Loin de R u e i l , P a r i s 19^, p.6l 
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Once the negatives accumulate to make a postive, 'perfection 1, the 

man breaks out, snatches a woman's hag and disappears into the crowd. 

Jacques never sees him again and nothing comes of the incident. What 

i s heavily implied i s that something might have, but, j u s t as Queneau 

gratuitously decided to create a f i c t i o n a l character from a shadow 

on the underground w a l l i n Le Chiendent, here, with equal capriciousness, 

he decides against i t . The whole question i s that of s e l e c t i o n , and 

i t i s a recurrent feature of Queneau's novels to have the problem 

dramatised as part of the n a r r a t i v e , with r e s p o n s i b i l i t y l a i d on a 

combination of chance and an equally f i c t i t i o u s t h i r d person. In Les 

Enfants du Limon, i t i s the demonic Purlupan who assumes the role of 

the t h i r d person. Through him Chambernac i s introduced into the 

narrative. Purlupan gets o f f a t r a i n at a pr o v i n c i a l station with a 

pressing problem: who' to blackmail? 

Purlupan, arrive" inconnu a. MourmSche, inconnu de Mourm€che et ne 
connaissant pas Moumiche, n'avait aucune raison de c h o i s i r 
g u i - c i plut&t que gui - l a . Pouquoi l e sous-prefet plut6t que l e 
geS l i e r , l ' h u i s s i e r plut6t que l e notaire, l e banquier plutot 
que l e conservateur de mus§e de pre'histoire; ou encore, l ' i p i c i e r 
plutSt .que l e boucher, l e magon que l e garagiste; ou encore 
pourquoi un r e n t i e r ; ou encore pouquoi un eTaeniste. La question 
se presehtait d'une fagon d'autant plus ouverte que c* Start son 
d€but a l u i dans l a carri&re. 

Le s o i r i l e r r a dans Moum€che, regardant l e s fenStres ficlaire'es, 
ne sachant se decider pour t e l l e ou t e l l e f a m i l l e . 

... I I f i n i t par dScouvrir dans cette obscurity provinciale 
un nume'ro de bordel. I I comprit alors que l e premier homme 
ayant plus de cinquante ans q u ' i l v e r r a i t s o r t i r , et respectable, 
s e r a i t son homme. Quelques instants aprSs, Chambernac s'en g l i s s a i t 
dehors... 58 

59 
The manner of Purlupan's entry into Chambernac's bathroom , h i s 

deliberate misinterpretation of Chambernac's most simple statements, 

suggests a p a r a l l e l i n the opening to Kafka's The T r i a l , with Purlupan 
58. R. Queneau, Les Enfants du Limon, p.19 

59. Cf. p.11 
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as Queneau's version of the detectives, working on the assumption 

that everyone has something to be guilty about which panic w i l l make 

them reveal. Both nov e l i s t s are seeking to accentuate the randomness 

of t h e i r characters' s e l e c t i o n , Queneau lar g e l y for humorous e f f e c t , / 

Kafka to create a nightmare. ^° 

Once the characters are selected, the experiences they undergo 

are also govered by the author's a r b i t r a r y w i l l . They are often 

granted an unconscious, sometimes even a conscious, insight into t h i s . 

Alfred, the waiter (and chorus) of Les Derniers Jours i s given the 

p r i v i l e g e of knowing the author's design, and so he i s surprised by 

nothing that occurs. His insight i s symbolised by h i s clairvoyance, 

the author's caprice by the s t a r s Alfred consults. In the epilogue 

to Pierrot mon ami, even P i e r r o t , Queneau's l e a s t questioning 

protagonist, thinks back over the events of the novel: 

I I voyait bien comment tous l e s Elements qui l e s constituaient 
aurait pu se l i e r en une aventure qui s e r a i t develbppe'e sur 
l e plan du mystere pour se resoudre ensuite comme un probl§me 
d'algSbre ou i l y a autant d'Equations que d'inconnus, et comment 
i l nien avait pas e'te' a i n s i . . . et i l voyait l e roman que c e l a 
avait f a i t . . . 6 l 

'Pierrot mon ami', says E s s l i n 

i s a poem on .chance and destiny, on the relationship between what 
should have happened and what actually does happen. The book 
thus has two plots - a potential one and an actual one. And the 
p o t e n t i a l i t i e s always f a i l to come to f r u i t i o n by a h a i r ' s breadth; 62 

In Loin de R u e i l , the development of the novel's action depends on a 

s e r i e s of fantasies which take place i n the mind of Jacques l'Aumone. 

At the same time Jacques has as many fantasies which lead nowhere, and 

which, i n i t i a l l y , the reader confuses with what i s actually happening. 

At any moment these may take over and change the novel's course, or they 

60. For Queneau on Kafka, Cf. Part 3, n.62 
61. Pierrot mon ami, P a r i s 19^3, Livre de Poche, p.17^ 
62. M. E s s l i n , 'Raymond Queneau1 , The Novelist as Philosopher., p.9Q 
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may deflate themselves before any action occurs. A t y p i c a l example 

shows Jacques oh a bus. His imagination imposes the i d e n t i t y of 

Dominique, the woman he loves, on the conductress. We hear 'Dominique' 

confess to a f a l l from grace: 'Jacques 1'invite a souper chez Maxim's... 

Voici pourquoi...",. and so the day-dream continues. I t i s brought to 

an abrupt close by the voice of the conductress: 

- Terminus, monsieur, l u i d i t - e l l e . 

- Pardon. 63 

I t i s presumably to t h i s kind of interlude which Simonnet refers when 

he c a l l s Loin de Rueil *un feu d ' a r t i f i c e de romans possibles a 

l ' i n t l r i e u r du roman r S e l ' . ^ 

By revealing not only the processes whichhhave created the actual 

novel but also those which have been a r b i t r a r i l y r e j e c t e d , Queneau 

emphasises the extent of the n o v e l i s t ' s "control over the reader's attention: 

. . . l e long de l a r i v i e r e i l f a i s a i t n u i t . I I f a i s a i t nuit 
a i l l e u r s egalement, mais peu importe, sur l e bord de l a r i v i S r e 
l a nuit s ' e p a i s s i s s a i t . 65 

While what tends to be underlined by t h i s procedure i n the novels i s 

the a r b i t r a r y plot and characterisation, s e l e c t i o n of manner and point 

of view i s , for Queneau, no l e s s a thing of chance. This i s one lesson 

of Exercices de s t y l e . The same banal incident invoving two people on 

a bus i s recounted i n ninety-nine different ways, ranging from the 

haikai through various figures of speech and t e c h n i c a l devices to 

longer narratives i n French by Englishmen and I t a l i a n s and i n several 
variations of popular and l i t e r a r y language t o the most extreme : 

63. R. Queneau, Loin de R u e i l , p.75 
6k. C. Simonnet, Queneau;de'chiffre*, p.60 
b'5. R. Queneau, Le Chiendent, p.208 
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Mathemat i que 
Dans un parallelepipede rectangle se deplacent l e long d'une 
ligne intggrale solution de l i q u a t i o n differentielle du second 
ordre: 

y" + TCRP(x)y' + S = Qk 
deux hdmoides... 66 

As Martin E s s l i n says, not a l l of the exercises are equally s u c c e s s f u l , 

'not a l l are equally w i t t y 1 . 

But they a l l i l l u s t r a t e Queneau's basic assumption: the 
primacy ofllanguage and thought oyer r e a l i t y . The same 
incident can appear i n ninety-nine different moods and mean 
ninety-nine different things, i n ninety-nine d i f f e r e n t modes 
of language. 67 

The actual difference may be non-existent, but when i t i s expressed 

i t i s created. Moreover, since the way something i s s a i d changes 

what i s s a i d , then the gratuitousness behind the choice of manner must 

indicate the gratuitousness of a l l a r t i s t i c creation. 

A further implication of t h i s i s that since the perpetual 

search for comic ef f e c t i s a permanent feature of Queneau's ae s t h e t i c , 

laughter i t s e l f i s equally undiscriminating. The reader, of course, 

does not have to laugh. Whether he does or not i s the t e s t to which 

Queneau submits h i s subject, and that subject, more often than not, 1 

i s l i t e r a t u r e i t s e l f . What the reader i s forced toqquestion, by 

Queneau's insistence on the gratuitousness of h i s a c t i v i t y as a w r i t e r , 

i s the consequent value of reading at a l l . Even a c r i t i c as h o s t i l e 

to Queneau as Frangois Mauriac recognises the implication, a l b e i t from 

a s l i g h t l y d ifferent angle and with evident i r r i t a t i o n : 
68 

I I faut toujours en venir a l a question: "Pourquoi £crivez-vous?" 

I t i s not only the novel which i s i n question but the whole of l i t e r a t u r e . 
66. R. Queneau, Exer'cice&ede,style, P a r i s I9U7, p.183 
67. M. E s s l i n , "Raymond Queneau", The Novelist as Philosopher, p.91* 
68. F. Mauriac, 'Bloc Notes', Le Figaro L i t t g r a i r e . 1.3.1959- The 
a r t i c l e r e f e r s to Zazie dans l e m^tro: 'Je m'ent§te il n'y r i e n voir qu'une 
h i s t o i r e i d i o t e . ' 
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The point i s made most c l e a r l y i n Queneau's Cent m i l l e m i l l i a r d s de 

poemes : ten sonnets are arranged so that every l i n e of each sonnet 

can he substitued i n corresponding position i n any of the other sonnets. 

The construction i s such that no single reader could hope to exhaust 

a fraction of the possible combinations within a l i f e t i m e . 

Queneau's reaction to the reductionism of Vale'ry and Breton i s 

therefore made p l a i n . Where Breton complains of the gratuitous 

banality of no v e l i s t s : 

Le caractSre c i r c o n s t a n c i e l , inutilement p a r t i c u l i e r de chacune 
de leurs notations, me donne a penser q u ' i l s s'amusent a mes 
depens. On ne m'epargne aucune des hesitations du personnage : 
s e r a - t - i l blond, comment s'appeller.a-t-il, irons-nous l e prendre 
en et^? Autant de questions re"solues une f o i s pour toutes, au 
p e t i t bonheur; i l ne m'est laisse" d'autre pouvoir discrStionnaire 
que de fermer l e l i v r e , ce dont j e ne me f a i s pas faute aux 
environs de l a premiere page. 69 

Queneau, f a r from denying the charge and questioning Breton's findings 
70' 

(as Michel Butor has since done with reference to t h i s s p e c i f i c passage ) 

or seeking to conceal such features i n h i s own work, emphasises h i s 

awareness of the part they play. I n l a t e r editions of the 'Manifesto', 

rather than quote Dostoievsky, as he does, Breton could have chosen 

a passage at random from any of Queneau's novels t o . i l l u s t r a t e the same 

points; for example : 
L ' e x - o f f i c i e r , actuellement representant en v i n s , deplia son 
journal avec grand b r u i t ; l a p e t i t e demoiselle d'en face continua 
son crochet commence" depuis Pacques. Le v i s - a - v i s de l*§tre 
pla t somnolait; mais sa somnolence e*tait agit€e; i l bavotait et 
rajbrappait periodiquement sa s a l i v e , exhibant une langue v i o l e t t e 
qui i n c i t a i t a. penser que son. possesseur devait sucer son s t y l e 
ou avoir quelque atroce maladie, l e bachibouzouk ou l a v i o l e t t e r i a 
par exemple. 71 

69. A. Breton, Les Manifestes du Surr^alisme, p.10 
70. M. Butor, 'Le Roman et l a Poe"sie', E s s a i s sur l e roman, Par i s 1969 
pp.21-28 
71. R. Queneau, Le Chiendent, p.11 
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Where Breton claims, that such features are almost e n t i r e l y peculiar 

to the novel : 

. .n ague r e , a. propos des romans, Paul VaLlry m'assurait qu'en 
ce qui l e concerae, i l se f e f u s e r a i t toujours a, i c r i r e : La 
marquise sort i t a, cing heures. 
. . . S i l e s t y l e d'information pure et simple, dont l a phrase 
p r l c i t S e offre un exemple, a cours presque s e u l dans l e s romans, 
c'est... que l 1 ambition des auteurs ne va pas t r S s l o i n . 72 

73 
Queneau begins a sonnet, ' I I s o r t i t l a marquise a 5 o'clock.* The 

implication i s c l e a r . Where Breton complains of the gratuitousness 

and banality of the novel ( 1 J e ne f a i s pas etat des moments nuls de ma 

v i e , . . . de l a part de tout homme i l peut Stre indigne de c r i s t a l l i s e r 
7^ 

ceux qui l u i paraissent t e l s . ' ) , Queneau shows that the d i s t i n c t i o n 

Breton makes between one form and another i s i t s e l f a r b i t r a r y , the forms 

he appears to value capable of equal banality, and, moreover, that such 

banality has i t s value. The point i s further developed by Michel Butor: 
Mais i l y a plus se"rieux.. .11 y a plusieurs phrases qui... nous 
signalement une d i s t i n c t i o n fondamentale entre deux sortes de 
moments : l e s uns inte"ressants, b r i l l a n t s , q u ' i l vaut l a peine 
de " c r i s t a l l i s e r " , l e s autres "nuls", dont i l ne faut pas p a r l e r . 75 

Queneau's attitude refuses to acknowledge these d i s t i n c t i o n s , j u s t as i t 

refuses to acknowledge those Andree Bergens makes between 'les domaines 

l e s plus sSrieux' and 'le r i d i c u l e 1 . 

c) The p r i n c i p l e s of Queneau's rhetoric 
o 

La recherche de nouvelles formes romanesques dont l e p|mvoir 
d'integration s o i t plus grand, joue done un t r i p l e role' par 
rapport a l a conscience que nous avons du riel, de denonciation, 
d'exploration et d 1 adaptation. Le romanGier qui se refuse a. ce 
t r a v a i l , ne bouleversant pas d'habitudes, n'exigeant de son 

72. A. Breton, Les Manifestes du Surr^alisme, p.10 
73. R. Queneau, Cent Mille M i l l i a r d s de Poemes, Par i s 196l 
"(k. i b i d . , p.11 
75. M. Butor, 'Le roman e t . l a po^sie', E s s a i s sur l e roman, p.28 
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lec t e u r aucun effort p a r t i c u l i e r , ne l'obligeant point a ce 
retour sur soi-m§me, a. cette mise en question de positions 
depuis longtemps acquises, a certes ,̂  un succes plus f acilefj 

X2.<TT^JCCCA^' mais i l se f a i t l e complice de ce prfbnd malaise, de cette nuit 
dans laquelle nous nous debattons. I I rend plus raide encore 
l e s - r e f l e x e s de l a conscience, plus d i f f i c i l e son e V e i l , i l 
contribue a son e"touf fement, s i bien que, m§me s ' i l a des 
intentions ge'ne'reuses, son oeuvre en .fin de compte est un poison. 76 

Butor's declaration of f a i t h could stand as Queneau's reply to Mauriac. 

Those examples of Queneau's humour, which i n i s o l a t i o n may appear to 

achieve t h e i r e f f e c t at the novel's expense, express, on the contrary, 

a w i l l to develop the novel. The f i r s t step i n t h i s process i s to 

challenge tho.se l i t e r a r y preconceptions which, perhaps wrongly, govern 

our approach. Queneau's l i n g u i s t i c experiments, for example, work i n 

j u s t t h i s direction : 

S i l e recours, d ' a i l l e u r s raisonne, aux vocables et a l a morphologie 
de l a langue verte nous f a i t r i r e un peu comme une derision de l a 
l i t e r a t u r e , i l faut pourtant bien distinguer dans cette derision 
m@me l e primesaut d'une restauration de l a l i t e r a t u r e dans ses 
pouvoirs l e s plus v r a i s et l e s plus vivants. Notre r i r e ne doit 
pas nous cacher ce paradoxe s i g n i f i c a t i f : nous rions parce qu'une 
oeuvre l i t t e r a i r e choisi)son mate'riau dans l a langue que 'tout l e 
monde' parle : or, e l l e nous dgsigne dans l e t r a v e s t i d'un 
verdoyant vocabulaire certaines des conventions avec lesquelles 
notre ide'e de l a l i t e r a t u r e f i n i t peut-§tre indument par se 
confondre. 77 

Even where the experiment f a i l s , i t has the virtue of having questioned 

our p r i o r i t i e s , and any feature which survives such a challenge i s 

consequently strengthened. That Queneau has chosen to seek these ef f e c t s 

within the novel implies h i s own f a i t h i n the form. 

While the o v e r a l l implication i s therefore one i n support of the 

novel, t h i s support i s not without i t s l i m i t s : 

76. M. Butor, 'Le roman comme recherche' , i b i d . , p.10 
77. 0. de Magny. 'Preface' to Les Derniers Jours, p.12-13 
78. I n his essays, Queneau has been reluctant to theorise about the 
novel. .Such examples of his essays touching on the subject have been 
confined to comment on p a r t i c u l a r works, or p a r t i c u l a r features of h i s 
own novels. 

1 
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Alors que l a poSsie a Ste" l a t e r r e benasNdes rh^toriqueurs et 
des falseurs de re g i e s , l e roman, depuis/qu'il e x i s t e , aechappe" 
a. toute l o i . N'importe qui peut pousser devant l u i comme un 
troupeau d'oies un nombre inde'termine' de personnages apparemment 
rSels a, travers une lande longue de pages et de chapitres. Le 
r e s u l t a t , quel q u ' i l s o i t , sera toujours un roman ... Mais pour 
ma part ,r>Jetneisaurais m'incliner devant un t e l l a i s s e r - a l l e r . 30 

The key word here i s inde'termine'. In Queneau's view i t stands i n negation 

of the e s s e n t i a l power of the n o v e l i s t , which i s to fabricate within a 

certain framework. I t i s above a l l h i s consciousness of the role of 

the a r b i t r a r y i n the writer's processes of selection which demands t h i s 

framework. There i s no moral preconception governing the arrangement 

of Queneau's f i c t i o n . There i s , very d e f i n i t e l y , a formal one: 

Le saboteur sagace des b e l l e s l e t t r e s cohabite, on l e v o i t , chez 
Queneau, avecun.grand rh€toriqueur, un partisan passionni 
de l'oeuvre construite... 8 l 

Since the characters' essence i s t h e i r f i c t i t i o u s n e s s , not t h e i r 

c r e d i b i l i t y , the experiences they undergo,.logically enough, are not 

determined by the author's sense of what i s most convincing i n terms of 

r e a l l i f e , but by the novel's structure, which i t s e l f i s determined 

sol e l y by the author's view cif what i s a e s t h e t i c a l l y pleasing. 

I n other words, f i c t i o n , i n Queneau's opinion, i s not concerned 
with the t r a n s c r i p t i o n of r e a l i t y but with the creation of 
meaningful or beautiful patterns from the meaningless jumble of 
random happenings that only become r e a l when perceived i n an 
ordered pattern. 82 

The design of Gueule de P i e r r e , for example, follows the pattern of a 

simple magnetic f i e l d , with the structure depending on the l i n e s of 

force created by the two poles: ' l a t r i p l i c i t e " des f i l s (Paul, P i e r r e 
83 

et Jean) et l a t r i p l i c i t g des r^gnes. * In Les Derniers Jours, the 

simple numeric pattern based on the square of seven (seven sections of 
80. R. Queneau, 'Technique du roman'. Batons, c h i f f r e s et l e t t r e s , p.26 
81. 0. de Magny, 'Preface' to Les Derniers Jours, p.17 
82. M. E s s l i n , 'Raymond Queneau', The Novelist as Philosopher, p.9^ 
83.. R. Queneau, 'Technique du roman 1, Batons, c h i f f r e s et l e t t r e s , p. 32 
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seven chapters each, with each s i x t h chapter as a pause during which 

A l f r e d speaks d i r e c t l y t o the reader) i s complicated by the superimposition 

of a further pattern involving principles more commonly associated with music: 

J'ai d i t plus haut que l e nombre des Derniers Jours e"tait k9, 
bien que, t e l q u ' i l a Ste" public", i l ne comprenne que 38 chapitres. 
C'est que j ' a i enlevS l'£chafaudage et syncope" l e rythme; certains 
monologues d 1 A l f r e d , supprime*s pour l a p u b l i c a t i o n , forment des 
temps zero; celui de Jules, inattendu, marque une dissonance avant 
l a re's lout ion f i n a l e . 8U 

Within these structures, a character's every move i s governed, 

again, by whether a p a r t i c u l a r r h e t o r i c a l device i s considered appropriate 

or not. This i s t o use technique as a means of discovering rather than 

containing i n t e l l e c t u a l and moral t r u t h . The discovery i s made through 

inference. Character and p l o t cannot be used i n imaginative l i t e r a t u r e 

without making such implications and they are, arguably, a l l . t h e more 

v a l i d i n that they impose themselves on the reader's attention, instead 

of being manipulated i n t o evidence. The p r i n c i p l e i s r e i t e r a t e d by 

Michel Butor: 

. . . j e crois q u ' i l est bon d'insister sur ce f a i t que. dans l a 
re f l e x i o n sur l a forme, l e romancier trouve un moyen d'attaque 
privile'gie', un moyen de forcer l e r i e l a se relever, de conduire 
sa propre a c t i v i t y . 85 

I n a r e a l sense, then, Queneau uses r h e t o r i c a l devices f o r t h e i r 

own sake and forces them t o declare t h e i r own a r t i f i c i a l i t y . The obvious 

i l l u s t r a t i o n of t h i s approach i s i n his word-play, which l i k e Joyce's can 

be considered purely gratuitous: i f a word has humorous p o t e n t i a l , i t 

i s there t o be revealed. The joke i s both coyly sexual and c l a s s i c a l l y 

8U. i b i d . , p.33 
85. M. Butor, 'Intervention a Royaumont*, Essais sur l e roman, p.17 
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allusive i n Journal Intime when Sally Mara begins her naive investigation 

i n t o what distinguishes men from women, so t h a t , when she knows the 

t r u t h , she may be able t o 'joindre l ' o u t i l a 1'agrSable». Occasionally, 

the o r i g i n a l word i s q u a l i f i e d or commented upon by the di s t o r t i o n s 

Queneau works upon i t , as i n the 'phallucinations 1 Sally experiences, 

the 'alcoolade' which greets her brother when he i s released from prison. 

•Inceste pas trop,'.the cuckold Paul warns his brother-in-law i n Le 

Dimanche de l a Vie; the proviseur of Les Enfants du Limon i s referred 

t o as 'le pauvriseur 1; the poet, des Cigales, has a room decorated with 

'objets aussi faux que loriques', and so on. The joke i s made f i r s t 

f o r i t s own sake, because i t i s there t o be made, but, by i t s implications, 

i t must impose a certain nuance on the i d e n t i t y of the characters 

involved, or even suggest, a l b e i t i r o n i c a l l y , a d i f f e r e n t , more f l u i d , 

dimension t o t h e i r existence. 

There are obvious a f f i n i t i e s withvthe word-play i n Ulysses: 

Joyce pousse ses techniques de contrepoint verbal jusqu'a. leurs 
plus extremes consequences, accumulant a travers les deformations 
plusieurs s i g n i f i c a t i o n s superposees dans une mSme phrase, ecrivant 
avec des mots anglais des parodies des textes etrangers, par exemple: 
"Wallalhoo, Wallalhoo, mourn i s plein",. a travers quoi nous 
entendons imme'diatement : "Waterloo, Waterloo, morne plaine" et qui 
veut dire aussi : "Wallalha, Wallalha, l e deuil est complet", et 
encore : "Wallalha, Wallalha, l a lune est pleine/" Le langage se 
met a. vivre d'une vie inquie'tante. 87 

The correspondences between Joyce's novel and The Odyssey are not only 

s t r u c t u r a l : the persistent reference to metempsychosis ('met-him-pike-hoses• 

86. This appeared f o r the f i r s t time under the pseudonym of 'Sally Mara, 
t r a d u i t de 1*anglais par M. Presle' (1950), as a following t o a previous 
novel, On est toujours trop bon avec les femmes (19^7), by the same 
imaginary p a i r . The project p l a i n l y owes i t s conception t o Boris Vian. 
Both novels are set i n Dublin, and the second, i n p a r t i c u l a r , i s a kind 
of 'homage' t o Joyce. 
87. M. Butor, 'A une reconnaissance de l' a r c h i p e l Joyce', Essais sur les 
modernes, p.265 
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creates the climate i n which a m u l t i p l i c i t y of meanings can reasonably-

direc t the flow of the novel at an alternative l e v e l to the objective 

one, and so allows i r o n i c correspondence between the characters, i f 

not s p i r i t u a l l y , at least at the l e v e l of personality. As often as not, 

where Joyce uses mysticism as part of the devising, Queneau uses Freud 

t o the same e f f e c t . Only r a r e l y , on the other hand, does a pun relate 

d i r e c t l y t o the rest of the novel, l i k e the devinette Mine Cloche proposes 

i n Le Chiendent: 

- Eh bien v o i l a . Ferine tes mains, ouvre les douas en m€me temps 
q'moua et compte : nain, d e u i l , t o i t , carte, sein, scie, sexe, 
h u i t r e , oeuf et disque. Avec les douas d'pied on peut a l l e r de 
bronze a v i n , mais t'es trop soul pour §a. 88 

Each 'number* recalls a figure or event that has occurred previously i n 

the novel, with disque r e f e r r i n g to i t s c yclic nature and the l a s t 

sentence r e i t e r a t i n g the idea that one could s t a r t again, and s t a r t 
89 

d i f f e r e n t l y (but perhaps, i t i s suggested, the reader, too, i s dizzy 

a f t e r his mind has turned with the c i r c l e s of the novel's st r u c t u r e ) . 

But even t h i s i s isolated. More commonly, the word-play alludes t o a 

world outside that of the novel. 

P l a i n l y , Queneau's use of pun owes a great deal to the Sur r e a l i s t s , 

fo r whom paronomasia bears the same r e l a t i o n t o hidden t r u t h as did the 

acte manque for Ereud, as i s shown by the 'Jeux de mots de Robert Desnos 

plongS dans l e sommeil hypnotique': 

Rrose Se'lavy 
La soution d'un sage e s t - e l l e l a p o l l u t i o n d'un page? 
Rrose Se'lavy se daman de s i l a mort des saisons f a i t tomber un 

sort sur les maisons. 
Rrose Se'lavy voudrait bien savoir s i 1*amour, cette colle a 
mouches, rend plus dures les molles couches. 
Pourquoi votre incarnat e s t - i l devenu s i terne, p e t i t e f i l l e , dans 

cet i nternat ou votre o e i l se cerna? 
Croyez-vous que Rrose S^lavy connaisse ces jeux de fous qui 

mettent l e feu aux joues? 

88. R. Queneau, Le Chiendent. p.29U 

89. Cf. Part 1, n.56 
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Est-ce que l a caresse des putaius excuse l a paresse des culs teints? 
Rrose .S6lavy propose que l a pourriture des passions devienne l a 

nourriture des nations. 
Rrose Selavy n'est pas persuade"e que l a culture du moi puisse 
amener l a moiteur du c u l . 
Devise de. Rrose S€layy: Plus que p o l i pour §tre honngte. 

Plus que po£te pour €tre honni. 
Amants tuberculeux, ayez des avantages phtisiques.n 
A tout-miche", pesez Ricord. 
Plus f a i t v i o l e r que dou< sens. 90 

I n spite of his d e f i n i t e reaction against Surrealism, i t "issnot surprising 

t o f i n d evidence of Surrealist influence i n Queneau's work. This i s 

often revealed merely i n the tone of his n a r r a t i v e , f o r example, i n the 

l e v i t y of his approach to the macahre: 

- Evidemment, evidemment, i l y ,a^l'incineration.. On evite l e 
danger des inhumations p r e c i p i t e s ^ 
- £a, c'est une sale h i s t o i r e . 
- VoillL un^question qui me pre"occupe enormement et II laquelle les 
pouvoirs publics n'ont jamais apporte" une attention suffisante. 
Et pourtant c'est un danger rSel. I I y aurait un moyen d'6carter 
ce danger, ce serait d ' i n s t a l l e r des sonnettes dans les tombes. 
- Ce n'est pas une mauvaise id€e. Le macchabe" sonnerait et quand 
l e gardien a r r i v e r a i t , i l l u i demanderait son cafe'screme et un 
croissant. 
- I I n'y a pas de quoi plaisanter, monsieur. 91 

or i n the succession of deliberately contrasting images which, despite 

t h e i r denunciation of aesthetic r e s t r i c t i o n , i s the c o n t r o l l i n g idea 
92 

behind much Surrealist w r i t i n g . There are other examples, i n Queneau's 
use of dream and fantasy, his clea r l y phenomenological approach t o the 

93 . . . world of objects, and so on . But Queneau i s never wholly serious i n 

his usage. While he often employs f a m i l i a r techniques, at the same time 

he also mocks those who depend on them and never more obviously than i n 

90. R. Desnos, L i t e r a t u r e 1.12.1922, collected i n M. Nadeau, Histoire 
du Surrealisme, p.283 
91. R. Queneau, Les Derniers Jours. pj283 
92. Queneau's awareness of t h i s i s indicated i n an essay on Flaubert; 
cf. Batons, c h i f f r e s et l e t t r e s , p.l82 
93. Cf. C. Simonnet, Queneau de'chiffre', p.23 
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Journal Intime; the heroine systematically lays before the reader her 

own c l a s s i c a l l y Freudian case-history of adolescent female sexuality. 

The candour with which she reveals such symptoms as penis-envy, without 

herself recognising the implications, should put the reader on his j ' 

guard against Queneau's equivocation. 

While i n many ways t h i s uncompromisingly r h e t o r i c a l approach would 

seem t o l i m i t the novelist t o a reliance on certain r i g i d structures, 

i f he i s as convinced as Queneau of the gratuitousness of any l i t e r a r y 

a c t i v i t y , he w i l l f e e l free t o impose his own structures according t o 

the principles of personal formal preference, and t h i s allows scope 

fo r self-expression. There must be order, but that order, so long as 

i t i s . rigorous, can take any form: 

. ..je me suis toujours as t r e i n t a suivre certaines regies qui 
n'avaient d'autres raisons que de s a t i s f a i r e mon gout pour les 
c h i f f r e s ou. des fantaisies strictement personnelles. 9^ 

Queneau found i t i n t o l e r a b l e , we are t o l d , t o leave up t o chance the 

task of deciding the number and arrangment of his chapters : 

C'est ai n s i que Le Chiendent se compose de 91 (7 x 13) sections, 
91 etant l a somme des t r e i z e premiers nombres et sa "somme" etant 
1, c'est done a l a f o i s l e nombre de l a mort des gtres et celui de 
leur retour a 1'existence, retour que j e ne concevais alors que 
comme l a perpetuity irrSsoluble du malheur sans espoir. En ces 
temps l a , j e voyais dans 13 un nume'ro bendfique parce q u ' i l n i a i t 
l e bonheur; quant a 7, je l e prenais comme image numerique de 
moi-mSme, puisque mon nom et mes deux prenoms se composent chacun 
de sept l e t t r e s et que j e suis ne" un 21. 95 

Furthermore since his aesthetic allows him t o use devices f o r t h e i r own 

sake, he i s free t o place his l i t e r a r y v i r t u o s i t y on display. Queneau 

i s by no means the f i r s t novelist t o make exhibitionism an essential \ 

part of his f i c t i o n . The cue, i n his case, almost cer t a i n l y came from TOY 

9^. R. Queneau, 'Conversation.avec G. Ribemont-Dessaignes', Batons , 
ch i f f r e s et l e t t r e s , p.U2 

95. R. Queneau, 'Technique du roman', i b i d , p.29 
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and, while Queneau turned t o the technical innovations of f i c t i o n i n 

English i n answer t o those c r i t i c s close t o him i n 1930, the c r i t i c s of 

the English-speaking world were not always ready t o approve such displays 

among t h e i r own w r i t e r s . For many of them the value of the novel i n the 

twentieth century was taken f o r granted; what they resisted was the 

new importance given t o technique. I t i s on these grounds that Edmund 

Wilson c r i t i c i s e d Joyce: 

Joyce has here half-buried his story under the v i r t u o s i t y of his 
technical devices. I t i s almost as i f he had elaborated i t so 
much and worked i t over so long that he had forgotten, i n the 
amusement of w r i t i n g parodies, the drama which he had o r i g i n a l l y 
intended t o stage; or as i f he were t r y i n g t o d i v e r t and overwhelm 
us by i r r e l e v a n t entertainments and feats i n order t h a t we might not 
be d i s s a t i s f i e d with the flatness... of Dedalus's f i n a l meeting with 
Bloom. 96 

S i g n i f i c a n t l y Edmund .Wilson finds compensation f o r the deliberate lack 

of drama, the 'flatness' he finds i n Ulysses, by a r a t i o n a l i s a t i o n 

which today i s very d i f f i c u l t t o accept. He assumes t h a t since Odysseus 

and Telemachus achieved a great deal as a res u l t of t h e i r meeting i n 

Ithaca, then Joyce intended us t o read the same dramatic significance 

i n t o the meeting of Stephen and Bloom, i n spite of the clear anti-climax 
97 

of the t e x t . The reader today i s forced t o recognise that Bloom's 

c a l l f o r breakfast i n bed, which Wilson interprets as a sign that he. 

w i l l once more become master i n his own house, f a l l s deliberately short 

of the heroics of Odysseus, and, indeed, t h a t t h i s i s where the irony 

i s at i t s most t e l l i n g . Wilson's i s a view which can only be' accepted 

i f the reader ignores the humorousness i n the analogy Bloom - Odysseus, 
96. E. Wilson, Axel's Castle, New York 1931. Fontana paperback, p.I7U 

97. Michel Butor, although he i s hardly c r i t i c a l , nevertheless, seeks 
the same consolation: 'Et pourtant, nous sentpns que les eveniments^de 
cette journee marqueront une trace profonde sur les deux chemins 1. ('A 
une reconnaissance de l ' a r c h i p e l Joyce 1, Essais sur les modernes, p.257) 
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Stephen (Joyce) - Telemachus. I f account i s taken of t h i s humour, i t 

must be seen that the analogy i s made f o r eventual d e f l a t i o n . Nevertheless, 

nearly t h i r t y years a f t e r Wilson's largely appreciative essay on Ulysses, 

J.I.M. Stewart can make substantially the same complaint: 

...^Joyce's disciples] are fond of- expounding the successive 
episodes i n terms of an i n t r i c a t e superimposition of framework 
upon framework: organs, a r t s , colours, symbols and technics. Read, 
however, without a l l t h i s i n s t r u c t i o n , Ulysses may s t r i k e us as a 
large-scale improvisation, a hand-to-mouth progression from stunt 
t o stunt... t o a f i n a l e f f e c t of agglomeration before which any 
summing up, any secure a r r i v i n g at a r i g h t aesthetic t o t a l , i s 
singularly hard t o achieve. 98 

Just l i k e Edmund Wilson, Stewart assumes that Joyce should mainly be 

<-re , -^-Jk-'vv. confcered with 'staging a drama'. What he i s c a l l i n g f o r i s a more simple 

narrative presentation, and y e t , i t i s because he dismissed such an 

approach that Joyce has been most i n f l u e n t i a l , p a r t i c u l a r l y i n France. 

I n the succession of parodies which make up the 'Oxen of the Sun' 

episode and which has provoked a large measure of t h i s c r i t i c i s m , Joyce 

anticipates the New Novelists and challenges the 'notion that there exist 
99 

absolute forms of representation' . Queneau's Exercices de Style make 

a challenge along the same lines which i s even more direct i n that i t 

dispenses with narrative progression altogether. 

Queneau was not the f i r s t t o introduce the t a c t i c s of Exercices de 

Style i n t o French l i t e r a r y practice. Their chief v i r t u e i n many cases 

i s t o s t a r t l e the reader with the deliberately unfamiliar, f o r which 

there are obvious precedents, i n p a r t i c u l a r among the- Surrealists. Even 

before the S u r r e a l i s t s , M a r i n e t t i , f o r example, anticipates Queneau by 

98. J.I.M. Stewart, James Joyce, London, B r i t i s h Council and National 
Book League, 1957, p.30 
99. J. Sturrock, The French New Novel, p.U 
100. Cf. Part 1, n.66 
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a number of years i n the introduction of mathematical formulations 

However, whereas these e a r l i e r examples tend t o be i s o l a t e d i n the 

form of 'textes surr£alistes', or at least i n short s t o r i e s , most of the 

devices Queneaixj.solates i n Exercices de Style have been used several 

times w i t h i n his novels. His o r i g i n a l i t y l i e s i n his a b i l i t y t o sustain 

his v i r t u o s i t y . C r i t i c s have tended t o overstate the destructive 

aspect of Queneau's work, and p a r t i c u l a r l y of Exercices de Style: 

On a voulu v o i r l a une t e n t a t i v e de demolition de l a l i t t l r a t u r e , 
ce n'e'tait pas dutout dans mes intentions J.. Le re'sultat c'est 
peut-e'tre de dlcaper l a l i t t l r a t u r e de ses r o u i l l e s diverses, de 
ses croutes. Si j'avais pu contribuer un peu accela, j'en serais 
bien f i e r , surtout s i j e l ' a i f a i t sans trop ennuyer l e lecteur. 102 

I n exploring the l i m i t s of r h e t o r i c , Queneau i s attempting t o extend 

the s t y l i s t i c boundaries of the novel. I t appears v i r t u a l l y certain 

that the Joycean manner, which asserts the continued relevance of the 

novel precisely by challenging t r a d i t i o n a l approaches, has created the 

climate w i t h i n which Queneau works. 

d) Poetry and the novel 

Of these approaches, the most enduring i s the notion, i m p l i c i t i n 

the arguments of both Edmund Wilson and J . I . M. Stewart, t h a t , as 

d i s t i n c t from poetry, the novel i s the form a w r i t e r chooses when he 

has an idea t o communicate and which he sets out t o contain w i t h i n the 

101. Cf. F-T. M a r i n e t t i , 'Train de soldats malades', 
"kO Km. a l'heure k$ = pression grandissante sur les viscSres qui 
vont encore a l a vitesse de 30 Km. 
armee des ferments lactiques + armee de levure de bieire 900,000 
microbes b a t a i l l e dans un pays secoue par un trem'blement de t e r r e . . . " 

Indeed Marinetti anticipates Queneau i n more ways than t h i s : 
"Avant l a guerre d€ja, Marinetti avait re'clame' l a suppression de l a 
syntaxe et l a l i b e r a t i o n des mots." (M. Raymond, De Baudelaire au 

Surrgalisme, Paris 19^0, p.2Ul 
102. R. Queneau, 'Conversation avec G. Ribemont-Dessaignes1, Batons, 
c h i f f r e s et l e t t r e s , p. 1+3 
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structure of his f i c t i o n . Paul Vale'ry's r e j e c t i o n of the novel i s based 

on t h i s assumption: 

... un roman peut-Stre resume", c'est a dire raconte" lui-m€me; 
i l supporte qu'on en de"duise une figure semblable; i l contient 
done toute une part qui peut, a. volonte, devenir i m p l i c i t e . 103 

This, of course,-makes the c r i t i c ' s task much easier., f o r he can 

measure the success of a novel by the quali t y with which the pre-

established idea, that part which can be summed up, i s conveyed. I t 

w i l l be remembered that t h i s i s precisely the complaint Stewart makes 

against Ulysses ('any aumming up ... is singularly hard t o achieve*^®^). 

Not s u r p r i s i n g l y , the notion has been disputed. As early as 1929 the 

Transition proclamation stated as i t s eleventh p r i n c i p l e that the w r i t e r 

- n ovelist or otherwise - 'expresses, he does not communicate'^^. 

For some time, the p r i n c i p l e has been accepted, v i r t u a l l y unchallenged, 

as f a r as poetry is 1 concerned. I f a poem communicates anything, i t i s 

the poet's sense of aesthetic values. On the other hand, as regards the 

novel, the point i s s t i l l under c o n t e n t i o n . F o r Queneau, there i s 

no question: . 

Je n'ai jamais vu de differences essentielles entre l e roman, t e l 
que j ' a i envie d'en € c r i r e , et l a poesie. 107 

The whole manner of Queneau's f i c t i o n , from his f i r s t novel, must 

be seen i n the context of t h i s desire t o give his narrative the aspect 

and the density of poetry: 

103. Ef.YiaiLexy.j.,'Hojamage a. Marcel Proust', Oeuvres 1, Biblioth§que de 
l a Pleiade, Paris 1957, p.771 

104. Cf. Part 1, n.98 

105. Cf. Part 1, n.21 

106. Cf. D. Lodge, Language of F i c t i o n , London 1966, part 1, pp.3-98 
107. R. Queneau, 'Conversation avec G. Ribemont-Dessaignes*, Batons, 
c h i f f r e s et l e t t r e s , p.^3 
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The r i g i d inner structure of Le Chiendent...represents Queneau's 
desire t o achieve a poetic novel: numbers, afber a l l , are the 
basis of poetic structure. 108 

More obviously than the novel, poetry aims at the reader's appreciation. 
109 

There i s no attempt t o engage his b e l i e f . The devices a poet uses, 

rhythm, metre, rhyme, etc., a l l serve t o weal the essential contrivance 

of the a r t . In Queneau's novels, corresponding devices are used (and 

clearly underlined) so that the reader has no choice but t o give the 

novel the same close attention as he would give a poem. 

A theme which Queneau shares with Joyce, and which i s i n t u r n 

borrowed from Vico, as Joyce acknowledges i n the f i r s t sentence of 

Finhegan's Wake^-^, i s the self-negating c i r c l e turned by a l l human 

thoughts and actions. The simple device of rhyme allows him t o echo 

t h i s theme i n the structure of his novels, or, more properly, the 

structure allows both the novelist and his reader t o discover the f u l l 

significance of the pattern. So, the f i r s t and l a s t two sentences of 

Le Chiendent are exactly the same; the brother-in-law of Le Dimanche de 

l a Vie i s given a d i f f e r e n t name each time he i s mentioned, except f o r 

the f i r s t and l a s t , which, again, are exactly the same. As Queneau 

108. M. E s s l i n , 'Raymond Queneau', The Novelist as Philosopher, p..82 
109. Cf. D.I. Grossvogel, Limits of the Novel, New York 1968, p . l 
110. 'Riverun, past Eve and Adam's from swerve of shore t o bend of bay 
brings us by a commodius vicus of r e c i r c u l a t i o n , back t o Howth Castle 
and Environs.' I t i s a sentence which anticipates the progress of the 
whole novel. Queneau makes his acknowledgement t o Vico i n the preface 
t o Une Histoire Module (Paris 1966), and i m p l i c i t l y throughout each 
section of the book. 
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says, 'Le cercle se referme et r e j o i n t exactement son point de depart!^" 1 

112 
By his own admission these are rather obvious examples , but, he 
indicates, they do not represent the l i m i t s of the device's p o s s i b i l i t i e s , : 

On peut f a i r e rimer des situations ou des personnages comme on 
f a i t rimer des mots, on peut meme se contenter d ' a l l i t e r a t i o n s . 113 

The main feature of Queneau's 'extension of certain poetic conventions 

t o the novel form,' say Bree and Guiton, i s not, 

as with the s u r r e a l i s t s , the convention of metaphor, which he uses 
sparingly, but that of r e p e t i t i o n . . . A sentence, perhaps a single . 
word, recurs i n s i s t i n g l y . Characters alone or i n groups of two or ) 
three s..advance and re t r e a t at regular in t e r v a l s and mirror each 
other's words and gestures. 11U 

Le Dimanche de l a Vie begins and ends with a search f o r Valentin Brfl, 

i n more or less the same circumstances and involving the same characters. 

Whatever happens i n the novel simply displaces the characters geographically, 

and wherever they f i n d themselves brings them back t o the s t a r t of 

something we have seen them begin elsewhere. A l l a c t i v i t y i s reduced 

t o r i t u a l because the process of w r i t i n g a novel i s i t s e l f fundamentally 

r i t u a l i s t i c . 

The s t r u c t u r a l rhyming of Les Derniers Jours i s altogether more 

int r i c a t e ^ " ' ' : the main feature of the pattern i s t h a t i t rhymes the 

theme of d i s i l l u s i o n with the theme of. death. The 'last days' of the 

t i t l e refers t o the eventual death of three o l d men (Brabbant, Tolut 

and Brenuire p_ere_) and t o the f i n a l disillusionment of the t r i o of 

students (Tuquedenne, Rohel and Brenhuire f i l s ) , who depart f o r m i l i t a r y 

111. R. Queneau, 'Technique du roman', Batons, c h i f f r e s et l e t t r e s , p.28 
112. i b i d . , p.29 . 
113. i b i d . , p.U2 
l l U . G. Bree and M. Guiton, An Age of F i c t i o n (The French Novel), p.170 
115. Cf. 0. de Magny, 'Preface', Les Derniers Jours, pp.17-19 
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service at the novel's close. Accordingly, the d e f l a t i o n of Tolut's 

s e l f - s a t i s f a c t i o n occurs j u s t an obsession with death begins t o grow i n 

his mind; his defl a t i o n becomes the sudden anguish of the geography 

teacher who has never l e f t France and who i s brought t o discover the 

falseness of his own prestige. He eventually makes one journey t o 

London, but his feelings of alienation only serve t o accentuate his 

anguish, (he goes t o London t o v i s i t his dying brother). His departure 

rhymes with the e a r l i e r departure of the studen^t^ Hublin, who disappears 

t o South America t o the amazement and admiration of his fellows. But 

t h i s , too, i s a deception;)he returns to France and reveals his 

m a t e r i a l i s t i c motives t o his friends. 

Hublin l e conquistador n'a done dScouvert que les pantoufles 
avunculaires et l a somnolente m&re pa t r i e du l i e u commun. 116 

Tolut's r e a l i s a t i o n that he i s an imposter rhymes with the d e f l a t i o n 

of Hubliris's prestige as an adventurer. Moreover, each minor incident 

which occurs w i t h i n t h i s pattern echoes a more c r i t i c a l incident i n the 

novel's development. These i n turn have t h e i r p a r t i c u l a r significance 

deflated when they are reported i n two or three lines of the newspapers' 

f a i t s divers, secondary t o the heavyweight boxing t i t l e s and the execution 

of famous criminals, which dominate the headlines. Even.these, with the 

defeat of the French champion and the death of Landru, echo the central 

equation. 

The equation i t s e l f i s by no means o r i g i n a l . Queneau i s not t r y i n g 

t o point a moral but, again, using a commonplace idea, as the foundation 

f o r his formal devising: a l l these i n t e r n a l rhymes and echoes are 

116. i b i d . , p.18 
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enclosed 'dans l a c i r c u l a r i t ! du regard d'Alfred', 

pour lequel i l n'y a pas d'avenir, p u i s o u ' i l d£chiffre l a g r a v i t a t i o n 
a. Cuô - - c i r u l a i r e des planStes qui regie t o u t . 117 

This i n t r i c a t e system of formal dependence has i t s pattern completed 

by the enclosing c i r c l e . Valery thought such f i n a l i t y peculiar t o j-

poetry: 

{le romanjpeut §tre developp€ int^rieurement ou prolong^ a, l ' i n f i n i , 
comme i l peut §tre l u en plusieurs stances... I I n'y a dila.utres 
bomes a. sa dure"e et a sa di v e r s i t e que celles memes.des l o i s i r s 
et forces de son lectuer. 118 

i What Queneau does i s t o turnnhis novel i n t o an object no less immutable 

.. than poetry. 

I n t h i s context, the f u l l significance of Queneau's approach t o 

language i n f i c t i o n also becomes clear: his i r o n i c s t y l e points t o the 

a r t i f i c i a l i t y of his art and therefore o b j e c t i f i e s i t . The Homeric 

parodies, the s t y l e parl£, the juxtaposition of extremes, are a l l part 

of a manner which i s above a l l a poetic manner. Even the 'phonetic' s p e l l i n g , 

bien qu'elle r e s t i t u e assez exactement l a prononciation courante, 
ne se l i m i t e pas a cet humble r61e, mais cree un choc poe"tique de I 
depaysement. 119 . 

The lines of Queneau's defence of the novel are thus highlighted: the 

novel must survive i f poetry survives. Any c r i t i c who undertakes a 

defence of poetry i s i m p l i c i t l y defending the novel at the same time. 

The c r i t i c who attempts t o argue the redundancy of the novel because of 

certain essential features i s probably mistaken i n judging those features 

essential. I f he i s not, he i s also arguing the redundancy of poetry 

117. i b i d . , p;l6 
118. P. Valery,' 'Hommage a, Marcel Proust', Oeuvres 1, Bibliotheque de 
l a PlSaide, p.772 
119. J. Bory, 'Po£sie et fran^ais parle"', Romanic Review, 1966, no.57, p. 
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without knowing i t , since any feature which can be judged t o be r e a l l y 

essential t o the novel must be so basic as to be held i n common with 

poetry. They can be reduced t o the simple statement that the w r i t e r i s 

using language t o create something imaginary w i t h i n a certain framework. 

Much of Queneau's questioning of the novel, therefore, has taken the 

form of discreditingthose features which t r a d i t i o n a l l y have been thought 

essential. I n t h i s he has largely anticipated the iconoclasm of the 

New Novelists. They have quarreled, above a l l , with what Sturrock c a l l s 

the consolation of a mechanistic sequence of events, v/itfi i t s 
confident marriage of cause and e f f e c t , and of an es s e n t i a l i s t 
psychology which lends spurious coherence t o the a c t i v i t y of 
unknowable other minds. 120 

Almost twenty years before the beginnings of the New Novel, Queneau 

showed his awareness of the 'spuriousness' of such prefabricated 

coherence, a fact which Alain Robbe-Grillet acknowledges: 

I I faut souligner i c i 1'importance... des romans de Raymond Queneau 
(Le Chiendent et Loin de Rueil en p a r t i c u l i e r ) dont l a trame ' 
souvent et toujours sLe mouvement sont d'une fag on rigoureuse ceux 
de 1*imagination. 121 

I n those early novels Queneau substitued an absurdly a r b i t r a r y 

mathematical progression f o r the t r a d i t i o n a l cause and effect sequence. 

The denouement of a l l his novels depends on a series of coincidences 

generally so numerous and so fantastic as t o cancel out the idea of action, 
122 

as such, altogether. Queneau's i s most d e f i n i t e l y not a comedy of 

120. J. Sturrock, The French New Novel, p.9 
121. A. Robbe-Grillet, 'Du re"alisme a. l a r ^ a l i t e " ' , Pour un nouveau roman, 
Paris 1963: Gallimard ('Idees'), p.177 
122. Queneau i s most clearly 'phenomenological' i n the manner of the 
New Novelists i n Loin de Rueil. "When anything actually happens i n the 
novel, i t i s unexplained. We are simply presented with the fact of i t s 
occurrence, which usually does not depend on anything which has preceded 
i t i n the p l o t . 



- 46 -

character; he i s p a r t i c u l a r l y careful t o make the response i t s e l f , rather 

than the character making i t , bear the brunt of r i d i c u l e . He shies away 

from comedy of character p a r t l y becuase, l i k e the New Novelists, he 

doubts the p o s s i b i l i t y of giving anyone, r e a l or imaginary, a conclusive 

psychology. Indeed his l a t e s t novel, Le Vol d'Icare, makes fun of 

the novelist whose practice i t i s t o give his characters a ready-made 

past and a ready-made psychology on which the future action of the 

novel w i l l depend. Icarus, the hero of a newly-begun novel (twelve pages 

old) escapes from between the pages because he objects t o what his author 

has i n store f o r him. He i s conceived as a romantic, conventionally 

poetic and melancholy. Given his freedom, he becomes a remarkably 

e f f i c i e n t garage mechanic. His escape sets o f f an epidenic. To the 

Paris of the l a t e l890's i s added a growing population of f i c t i o n a l 

characters who discover t h e i r ' r e a l selves' and r e v o l t against t h e i r 
123 

pre-ordained psychology . There i s an obvious p a r a l l e l i n the conception 

of t h i s novel with Flann O'Brien's At-Swim-Two-r Birds, not only i n the 

notion of a novelists's characters r e b e l l i n g against his autocracy, 

but also i n the snowball e f f e c t t h i s has among the characters of his 
fellow-novelists. Although O'Brien's novel was translated i n t o French 

12 U 
i n 1964, . and Queneau i s l i k e l y t o have read i t then because of his 

125 
position with Gallimard, i f he hadnot done so already, i t i s unwise t o suggest any borrowing on Queneau's part. Queneau1s characters have 

123. The Sartrian implications are obviously i n t e n t i o n a l . The novel 
ends with a cunning ambiguity: Icarus t r i e s t o f l y and f a l l s t o his death. 
Either i t i s an aggressive Sartrian gesture or, exactly the opposite, Icarus 
i s reverting t o his name-type. 
12U. Kermesse Irlandaise, translated by H. Morisset, Paris (Gallimard) 196U 

125. Queneau joined Gallimard as lecteur d'anglais i n 1938. fie has been 
Secretary General since 19U1. 

been aware of t h e i r own f i c t i t i o u s n e s s since his f i r s t novel; 126 . i t i s 

126. Cf. Part 1, n.23 



almost l o g i c a l that they should eventually t r y t o break out. The 

p a r a l l e l i s nevertheless i n t e r e s t i n g i n that i t represents two very 

s i m i l a r advances from what i s unmistakenably a Joycean approach t o f i c t i o n . 

Here, then, i s the key t o the ambiguity of Queneau's position i n the 

t r a d i t i o n of the French, novel. On the one hand we see a deliberate 

reaction against Surrealism and against the theories of c r i t i c s such 

as VaLlry and Breton, on the other an equally deliberate iconoclasm 

faced with the problems of the novel i n France. Marl;in Esslin sees 

Queneau as 'an o r i g i n a l thinker...of p a r t i c u l a r importance' 

i n that his thought represents a p o i n t t o f intersection between 
French exist e n t i a l i s m on the one hand and Anglo-Saxon l i n g u i s t i c 
philosophy on the other. 128 

The two modes of thought would appear u t t e r l y unconnected and so, without 

taking Esslin's assessment too l i t e r a l l y , the reader can see i n i t an 

ind i c a t i o n of the breadth of Queneau's a c t i v i t y . The fact i s that 

Existentialism provides raw material f o r the exercise of the second 
129 

'philosophy' Esslin mentions ( j u s t as Freudianism does elsewhere ) 
and that Queneau's irony tends, on the whole, t o condemn the methodology 

130 
of Existentialism. The problem i s further complicated by the fact 

that Queneau began w r i t i n g at a time when l i t e r a r y movements were once 

more transcending national barriers and i n the place on which so much . 

of t h i s a c t i v i t y was centred. Thanks t o the influence of figures such 

as Gide, Jean Paulhan and Edmund Wilson, l i t e r a t u r e i n English was 

having an increasingly decisive e f f e c t on the directions the French 

t r a d i t i o n would take. Queneau was the f i r s t French w r i t e r t o react i n 
127. I t i s possible, moreover, that the source of the idea, i n both 
cases, i s Pirandello's Six Characters i n Search of an. Author. 
128. M. Esslin, 'R. Queneau*, The Novelist as Philosopher, p.79 
129. Cf. p.36 
130.. Cf. Part 3, (d) 
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any comprehensive way to the particular example of Joyce, and i t is 

largely through Queneau that Joyce has been assimilated into the 

French tradition more fully, probably, than he has either in England 

or in America. I t is not surprising, then, notwithstanding his 

anticipation of the New Novelists, to find Queneau unwilling to 

refute the past as Robbe-Grillet has done. His essays ,̂ on the 

contrary, tend to speak out in defence of those noveiLists whom 

fashion rejects. Like Joyce, he must recognise, just how much his 

highly allusive approach depends on that 'immensely literate and 

literary tradition' with which writers are trying to break in both 
131 

the English and French-speaking worlds. 

131. Cf. F. Kermode, 'Is an Slite necessary?' The Listener, 29.10.1970 
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Part 2. The relation of theme to technique 

a) The significance of parody 

Queneau's Saint Glinglin was published in its f inal form in 1948. 

I t combines in revised versions two previous novels, Gueule de Pierre 

(1934) and its sequel Les Temps Mele"s ( l94l) , with a coda, 'Saint 

Glinglin 1 , added to the final chapter.1 Gueule de Pierre was Queneau's 

second published novel. I t continues in the consciously fictional 

vein established by Le Chiendent. Martin Esslin finds in the whole 

'trilogy' 

an attempt at retelling the myth of the son's killingoof the father 
which Queneau found in Freud's Totem and Taboo. 2 

This holds true, however, only for Gueule de Pierre (in both versions). 

Both chapters of this f irs t section concern the expanding consciousness 

of .Pierre, the mayor's eldest son. The f irs t shows Pierre in a foreign 

capital supposedly learning the language. In fact he spends his whole 

time, in an aquarium contemplating different species of fish. The 

chapter is written, i t would seem, in the fê m of a pastiche of Pascal 
r 

contemplating the stars. In the unease which the fish provoke in Pierre's 

consciousness are the seeds of his revolt against his father's authority. 

In Freudian terms, the awareness of his father's fa l l ib i l i ty is caused 

by the realisation, at f irst unwilling, that there are phenomena beyond 

the father's understanding. The fact that Pierre's mind is at an embryoni 

stage is suggested by the distortions Queneau works on the word 

existence; fish have an aiguesistence (which plays on the homonymity 
•3 

of the modern French aigu and the Old French form of aqua ) , lobster 

1. For detailed analysis of the variation between the f irs t and the 
revised versions (more radical in Les Temps Meigs than Gueule de Pierre), 
cf. G. Bataille: 'La mechancete" du langage' Critique, no.31, Dec. 1948 
2. M. Essl in , 'Raymond Queneau', The Hovelist as Philosopher, p.87 
3. which, of course, survives into modern Frenchiin several forms: 
aiguade, aiguail, aigue-morte, etc. 
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an ogresistenee and Pierre an eggzistence. 

Against his father's wishes, he returns home for the F§te du 

Printannier, an annual occasion attracting a long stream of tourists. 

With the anticipation of the F@te and its climax in the background, 

Pierre's obsessive unease reaches its own climax when he feels driven 

to address the people on the subject of marine l i f e . A further Freudian 

twist, which gives a second meaning to eggzistence, is added when 

Pierre reaches his conclusion: 

Ah bon, i l suppose qu'on ne comprend pas. Son petit voyage l ' a 
rendu craneur. C'est 5a: qu.'il essplique par des egzamples. Ca 
ne ferait pas mal apr§s tout, car c'est pas bien clair ce qu'il 
dit. Koua koua? la Vie Foetus? On ne peiit pas s'empecher de 
rigoler en entendant ga. Ah bon, s ' i l vient i c i pour raconter des 
salpperies, on va peut-gtre s'en payer une tranche. Et i l continue. 
I I continue et i l a l ' a i r convaincu de ce qu'il raconte. I I 
pretend maintenant que la vie c'est bien souvent quaique chose de 
dif f ic i le et de dur et on sait jamais ce qui vous attend. Et qu'on 
a du souci dans la vie et des emb§tements et des ennuis et des 
maladies et des deuils. En consequence de quoye i l a l'id€e comme 

5 ga qu'on e"tait plus tranquille quand on e"tait dans le ventre de i a 
me*re, bien que ce soye un peu cochon de dire tout haut des choses 
comme ga. U 

As a result of this address, Pierre is publicly humiliated by his father, 

who, in so doing, brings about his own assassination. The whole trilogy, 

however, is also open to religious interpretation, seen by Paul Gayot 

as the cycle 'du Paradis perdu au Paradis retrouve'^ The mayor is 

killed and his successor, Pierre, abolishes theiinstitution of the 'chasse-

nuages' which ensured unending fine weather. This is succeeded by 

perpetual rain, and Pierre is deposed. The fine weather is eventually 

restored by the self-sacrifice of Jean, who has taken over as mayor: 

by some hideous device which requires a human in the attitude of crucifixion 

he replaces the 'chasse-nuages' himself, and the youngest brother, Paul, 

becomes maypr. The sequence is revolt against the Creator, chaos and, 

4. R. Queneau, Saint Glinglin, Paris 19^8, p.88b 
5. P. Gayot, Queneau, Paris 1967, p.85 

9 
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redemption. Neither interpretation of the novel (Freudian or religious) 

excludes the other. I t is typical of Queneau that in his construction ' 

he should use to the same effect two interpretations of the human 

condition which, traditionally at least, are mutually exclusive. 

The background against which this drama is set i tself presents a 

fairly clear pastiche of the kind of picture givenoof Spanish custom / 

(bullfights, fiestas, and the endless drinking rituals) typified by J 

Hemingway in The Sun Also Rises (1927) and Death in the Afternoon (1932). 

In 1936, between Gueu&e de Pierre and the appearance of its sequel, 

Queneau went to Spain with Michel Leiris . They saw a bullfight and we 
7 

learn from Leiris that Queneau was rather less than impressed. I t 
would seem that he underwent some kind of reaction when faced with the 

reality behind Hemingway's self-acclaimed 'honesty and true, not tricked, 
8 

emotion' . The irony of Les Temps M§l6s, which uses the same background 
as Gueule de. Pierre, is recognisably less gentle: the pastiche has 

9 

become parody . When Pierre destroys the 'chasse-nus.ges' and i t rains 

for the f irs t time in La Ville Natale, the'statue' of his father, 'ce 

grand cadavre devenu mine'ral^, begins to melt. 
Les yeux qui n'avaient jusqu'alors, depuis midi, absorbe" que des 
signes humides se porterent sur la statue au passage, et l'on 
commenga de faire ah,ah,ah, car l a statue fondait. 

Dussouchel, egalement charme" par cette divinite" locale, suivait 
passionnement le/procls de dissolution. La couche mine'rale ne ? 
faisait plus armWe^eile cessa soudain d'Stre, et le cadavre 
s'affala, pourissant soudain avec intensity. 11 

6. Perhaps significantly also entitled Fiesta; the ' fu l l ' t i t le of 
Queneau's novel might be La F§te de la Saint Glinglin. 
7. M. Le ir i s , 'Surrlalisme', in J . Bens, R. Queneau, Paris, 1962, p.13 
8. E . Hemingway, Death in the Afternoon, New York 1932. Penguin, London 
1966, p.15 
9. Cf. 'In defence of the Novel', n.k0 
10. Pierre's father dies by falling into *le lac pe"tr:Lfiant'„ His petrified 
corpse is exhibited as a statue in the city square. 
11. R. Queneau, Saint Glinglin, p.191 
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The deadpan tone and the concentration upon apparently objective 

description parodies the Hemingway manner, as when he speaks in Death 

in the Afternoon of the 'visceral accident' of a horse disembowelled 
. 12 

in the bullring . The suggestion of satire becomes noticeable as soon 

the reader's attention is focused on the tourists. Ihree of these 

correspond in more ways than one to Hemingway's group in The Sun Also 
13 

Rises; Alice Phaye, the film star, becomes involved with Paul, Pierre's 

younger brother (who, admittedly, cuts a considerably less impressive 

figure than Pedro Romero) and so incurs the jealousy of her two companions, 

one of whom, like Robert Conn, spends the whole fiesta in his hotel 
Ik 

room recovering from what is presumably too much to drink . 
The Spaniards Hemingway creates are easily fooled by his swagger: 

I went down the street looking for the shop that made leather wine 
bottles... 
'What are you going to do? Sell them in Bayonne?' 
•No. Drink out of them. • 
He slapped me on the back. 
'Good man. Eight pesetas for the two. The lowest price. 1 

Anticipating a cynical reader, he adds: 

The man who was stencilling the new ones and tossing them into a 
pile stopped. 
•It 's true,' he said. 'Eight pesetas is cheap.' 15 

Queneau's •Urbinataliens * are more able to see through the foreigners' 

pose, particularly that of 'tojitistes habitue's afficionados de l a 
l6 

Saint Glinglin, fe"rus de printannier et gobeleurs da fifrequet •: 
- Et vous mademoiselle, d€sirez-vous que rien ne soit change" 
a l'ordonnance de l a F€te? 
Se souvenant de son pere, i l ajouta: 
- Car jie suis i c i le maire. 
Alice qui trouvait naturelle cette galanterie, emit les paroles 

12. E . Hemingway, Death in the Afternoon, pp.9-12 
13. Cecile Haye in the f irst version. 
ih. Cf. R. Queneau, Saint Glinglin, p.l60 
15. E . Hemingway, The Sun Also Rises, New York 1927. Complete in The 
Essential Hemingway, London, Penguin, 196U, p.120 
16. R. Queneau, Saint Glinglin, p.l6o 
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suivantes: 
- Oui, je desire. 
- Alors mademoiselle, monsieur, vous assisterez encore cette annge 
a une Saint Glinglin classique... 17 

'Classical' is a word which tends to recur in Hemingway. It is essential 

to (his {pose of connoisseur: 

Finally, when they have learned to appreciate values through 
experience, what they seek... is always classicism and the purity 
of execution of a l l suertes, and, as in the change in taste f<5r 
wines, they want no sweetening hut prefer to see the horse with 
ho protection worn so that a l l wounds may be seen and death given 
rather than suffering caused by something designed to allow the 
horse to suffer while their suffering is spared the spectator. 18 

In the chapter entitled ,?Les Touristes ' , the endless obligatory drinking 

bouts, the reverence for local wines, and so on, rather affectionately 

depicted ; i*1 Gueule de Pierre, have their vacuousness clearly emphasised: 

% Qui vous a dit ga? 
- Des gens d'ici que j ' a i rencontre's. 
-Ou 5a? 
- Dans une taverne. 
- Ca ne m'Stonne pas, essplosa Le Busoqueux. Croyez rien de ce 
qu'on raconte dans ces bas endroits. Mais quelle idee d'aller la? 
Dussouchel avala cette grossierete . et repondit faiblement: 
- On m'avait recommande" le fifrequet de l'annee ou Yves-Albert 
Tromath gagna le Prix Triomphal de Printannier. 
- J'en ai bu du meilleur, dit Le Bu. 
- Je n'Stais pas invito. 
-Allons en vider une bouteille. 
- Bonne idee, dit Saimpier 19 

In imginative literature any such persistent allusion to existing 

literature necessarily has the effect of emphasising the formal aspect 

and therefore shifting the significance of the particular work out of 

the usual context in which i t either reflects l i f e or reflects on i t , 

and into that context where, ini t ia l ly at least, i t relates only to 

literary tradition. Such practice has the preliminary effect of 

17. K. Queneau, Saint.Glinglin, p.165 
18. E . Hemingway, Death in the Afternoon, p.15 
19. R. Queneau, Saint Glinglin, p.175 
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undermining the story's credibility. For D.I . Grossvogel, the modern 

novelist should assume that credibility is already lost: 

The devising which is the novel starts after the loss of faith, 
once successful imitation has become problematical because of a 
reader who refuses the subterfuge of the word and shows his 
sophistication through his interest in the mode of an author's 
fiction rather than in the fiction's simple statement. 20 

Where Queneau aims to ensure this loss of faith through irony and to 

f ix the reader's attention on the formal arrangement, Grossvogel insists 

that technique must consist of the author's effort to re-engage the 

reader's belief. He can, for example, resort to the device of engaging 

the reader at the level of dialogue. In this respect, an author's pose 

of disclaiming his characters' reality, as when 'Cervantes' joins in the 

mockery of Don Quixote, Sterne betrays Walter Shandy, Kafka plays tricks 

Joseph K . ' , is part of the devising. The author pretends to assume that 
20 

his fiction is. 'mere pattern -r a recognisably fraudulent object' , but 
this is generally but thd author's preliminary guile: i f he can 
engage his readeriin a dialogue about the literary circumstances 
of his characters and their actions, the extrafictiorial nature of 
that dialogue wi l l give a f irst measure of reality to those 
characters; to talk even disparagingly about someone is to 
acknowledge his existence. 21 

I f this is not so, i f alienation is an end in i t se l f , then the art fails 

in what seems to Grossvogel its function: i t avoids "the human appeal 

and the human quandary for an impersonal aesthetic*, leaving the writer 

someone 

concerned primarily with not being a dupe, a purposeless Cervantes 
standing off his creation by means of irony and refusing to 
consider i t more than a game. Such pattern without purpose... 
represents l i t t l e more than dereliction on the part of the author -
an acceptance of new elements however they may impoverish his 
writing, rather than an attempt to overcome them. 22 

What Grossvogel's approach overlooks is that the creation of such 

'pattern without purpose' may express an author's attitude which 

20. D..I. Grossvogel, The Limits of the Novel, New York 1968, p.256 
21. ibid. , p.257 
22. ib id . , p.258 



is anything but 'dehumanized1. As is the case with Queneau, i t may 

express two things: f irs t a profound uncertainty about the value of 

human judgements (his primary concern, rather than with not being a | 

dupe himself, is with the gullibility of men who accept such judgements 

on face value), second, a belief in the capacity of literature constructed 

according to an impersonal aesthetic to discover the kind of human 

predicament and moral truth which Grossvogel feels, a writer should be using 

a l l his guile to express in credible form. In Queneau1s own words, a ' 

certain approach to literature can imply the essence of certain philosophies, 
2k 

just as a writer can imply the essence of l i f e by describing an egg. 

According to such a view, the writer's responsibility is aesthetic; i t 

is not to use technique purposefully as means of illustrating a truth 

already discovered. The impersonal approach has the potential to give 

new insights into the human quandary. Grossvogel's, i f i t is the only 

one, can only present in a different way an already established idea, ^ 
25 

which, as Vale"ry suggests, can always be reduced to its original form. 

Grossvogel i s , therefore, unwittingly arguing the superfluousness of the 

novel. 
23. Grossvogel substantiates his argument by reference to Ortegayy 
Gasset's The Dehumanization of Art. He is presumably referring specifically 
to the conclusion of the chapter entitled 'Artistic Art'. 

'When we analyze the new style we find that i t contains certain 
closely connected tendencies. It tends ( l ) to dehumanize art, (2) to avoid 
living forms, (3) to see to i t that the work of art is nothing but a work 
of art, {k) to consider art as play and nothing elsee;. .fr5:)'itofbe;:essentially 
ironical, (6) to beware of sham and and hence to aspire to scrupulous 
realization,.(7) to regard art as a thing of no transcending consequence.1 

(The Dehumanization of Art, and other essays on art , culture and literature, 
by J . Ortega y Gasset, translated into the American by H. Weyl, Princeton 
19U8, new edition 1968, p . lU) 

Grossvogel fails to point out that Ortega's essay was f i rs t published 
in 1925, that those works which are 'new' to Ortega are the same near-
classics to which Grossvogel himself refers approvingly, and that Ortega's 
essay is far less tendentious than we might otherwise imagine. ' I have 
been moved', he says in his conclusion, 'exclusively by the delight of 
trying to understand.* ( ibid. , p.53) 
2k. Cf. 'Interview', p. 
25. Cf. Part 1, p.ifO, n.l£>3 
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In his essay on L'Ecole des Femrnes, Jacques Guicharnaud argues that 
the significant innovation of Moli§re's play lies in the fact that the 
mask of farce 'suddenly becomes three-dimensional1. In a l l his attitudes 
except one, Arnolphe is a reasonable man holding conventional bourgeios 
attitudes. The comedy therefore directly involves the reality of the 
spectator's own potential raideur in relation to specific issues. 
Amolphe's obsession is an analogy for the mania of a l l otherwise 
reasonable men: 

Although Harlequin when he is now revived remains an esthetic 
delight and even a reminder of the essence of theatre, Arnolphe 
is truer, while just as stylized: Harlequin speaks to us of theatre, 
Arnolphe speaks to us of man. 26 

The masks of Queneau's fiction are without exception one-dimensional,his 

primary aim is aesthetic achievement; his novels speak to us directly of 

literature, not of man. All this suggests a movement back towards the 

commedia dell'arte (or atlleast an acceptance of its premises), which 

i tse l f is consistent with what Queneau calls his 'nostaigie de l a 

litterature innocentej . For Grossvogel, the fact that Queneau1s novels 

go no deeper than his characters1 masks should be sufficient reason to 
28 

dismiss him, as indeed he does . Yet to be consistent with his own 

basic assumptions, he is wrong to do so, because Queneau*s novels are 

incidentally characterised by a few powerful and recurrent 'human' themes. 

These themes are discovered by a technique which rejects the usual 
29 

mimetic conventions. The aim, as Michel Butor sees i t , is to force 

reality to reveal i tse l f . 
26. J . Guicharhaud, 'Introduction', Moli§re_, 20th Century Views, ed. 
J . Guicharnaud, New.Jersey, 196U,p.5 
27. Cf. 'Interview', p.128 
28. Though on other grounds: Limits of the Novel, p.42-3, 'Like a l l 
surrealist novels...no more than mood creations, polemics, or humorous 
fantasy.' (of Pierrot mon ami) 
29. Cf. Part 1, n.85 
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A device Queneau frequently uses to this effect is the technique of 

incongruous substitutions; A recognisably conventional form of human 

activity is replaced throughout the novel by an incongruous convention. 

What the technique discovers is the mechanics of human activity, since 

the imaginary convention appears no more absurd than the real one. 

This perception explains, in part, at least, Queneau's preoccupation 

with 'les fous litt^raires*, those men who propose alternative premises 

for human behaviour without achieving any following for their theories. 

What is questioned is not the fallacy of their assumptions but the 

justification fbr our own. Accordingly, in several of Queneau's novels 

some kind of clairvoyance replaces rational thought as the motivation 
30 

for characters• actions; in Le Dimanche de l a Vie. Valentin receives 

metaphysical guidance from the imbecile, Jean Sans-TSte; in Pierrot 

mon ami, Pierrot's human companions are replaced by two animals. Indeed, 

in this case, the reader is introduced to them f irs t as Pierrot's work­

mates. I t is only after they have been seen to achieve some kind of 

harmonious relationship based on mutual understanding that we discover 

that one is a chimpanzee, the other a wild boar. The picture Queneau 

presents, on the other hand, is hardly Utopian. Pierrot's companions 

are by no means perfect; their weaknesses are manifold. As Yvonne, who 

shares their bedroom says, 

Le petit sanglier e'tait bien gentil, mais le singe, quel cochon! 31 

Condemnation, therefore,, is not always implied in the device. Its 

function, is to isolate features of human behaviour and objectify them. 

In this perspective, Queneau's 'phonetic spelling' can be seen as part 

of the same design: 

30. This plays a major role in Les Dernier Jours and Le Dimanche de l a Vie. 
31. R. Queneau, Pierrot mon ami, p. 169 



Sous l a plume de Queneau le langage se fait Strange. D'abord 
parce qu'il est ecrit. Le mot le plus connu devient me"connaissable, 
brusquement ramene" a. ce qu'i l cachait d'arbitraire:;, de cri d'animal 

k.-,; m£canique, s i sa graphie transcrit l a prononciation. 32,33 

Queneau's phoneticism often emphasises not the word's real meaning but 

its objective existence. As Etienne says in Le Chiendent, 

Les mots aussi sont des objets fabriques. On peut les envisager 
independemment de leur sens. 3*+ 

b) One paragraph from Loin de Rueil 

Since the assumption is that the human appeal Grossvogel demands 

wi l l be implied as a necessary incidental of the technical exercise, i t 

is revealing to consider a passage from one of Queneau's novels to see 

precisely what can be inferred at the level of detail. Several passages 

invite such close examination because of deliberate and easily discernible 

styl ist ic distinctions which isolate them from their context. A . 

particular example from Loin de Rueil shows the poet, des Cigales, 
35 

suffering an attack of asthma . 

The passage is rendered as one long paragraph which represents a 

hiatus in the f irs t chapter, otherwise entirely made up of conversations 

which serve to introduce most of the characters who wi l l appear in the 

novel. Even jbypographically, then, i t stands out as a solid chunk of 

prose surrounded by fragments of dialogue. Forrthe^convemence of 

32. Y. Belaval, 'L'Envers du lyrisme', PoSmes d'aujourd'hui, Paris 1964 
p.153 
33. Incongruous substitution is used to objectify a different feature of 
language in Loin de Rueil; l ice become the subject of ritual conversations 
where normally we would expect to hear about the weatheri";- Cf. 'The theme 
of language and communication', p.71. 
3^. R. Queneau, Le Chiendent, p.126 
35- It is a scene which has occurred in a previous novel. Cf. Les 
Enfants du Limon, pp.20^-206 
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reference, the paragraph has been divided into f i f ty-s ix separate 
36 

breath-units, that i s , into units determined by pauses which seem 
imposed by the meaning, the syntax, or by Queneau's own punctuation. 

At the end of each enumerated unit the number of syllables i t contains 
38 

is noted. The pattern created by the particular relation of the 
number of syllables in each breath-unit to the number of units in the 

39 
paragraph is most clearly shown in the appended graph. 

By dividing the number of syllables in the whole passage by the number 

of breath-units, we find that the average unit is between twelve and 

fifteen syllables long. The reader can assume those units of under six 

syllables to be significantly short, those of over twenty-eight 

significantlylong. As the graph shows, there are three sections in the 

passage containing one or two significantly long units, and four 

containing a succession of significantly short units. The shortest 

(numbers thirty-seven to forty-one) is juxtaposed with the longest 

(forty-two and forty-three).. 

The shorter units appear, at- f i r s t , an attempt to give the reader 

an objective idea of what i t feels like to be Louis-Phillipe des Cigales 
ko 

during an attack of asthma; the longer ones use metaphor and abstraction 

36. Cf. 'Appendix', pp.137-'39 
37. Obviously there are cases which are open to discussion, where 
allowance is made for a pause which another reader may consider unnecessary 
and vice versa.. Cf. 'Appendix', 138, n . l . 
38. Again, this may be the source of possible difference, particularly 
since the passage is rendered in a style parle: French pronunciation is 
by no means uniform and, in such a case, there are no applicable syllabic 
conventions Neither of these instances of possible disagreement is 
significant, since i t is the general syllabic pattern of the whole 
paragraph which is being shown, not that of particular breath-units. 
39- Cf. 'Appendix' (d), p. H+0 
40. In particular that of the landed f i sh , which is also prominent in 
the corresponding passage from Les Enfants du Limon (Cf. n .35) , as is the 
association of physical pain with metaphysical anguish. 
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to suggest analogies. At the level of words and their meaning, the attempt 

fa i l s . But the failure of words is contrived by the author so that a 
hi 

greater effectiveness may be achieved by the paragraph as a whole. 

In the pattern of 'stop and try again', whioh is repeated throughout 

the passage, is suggested the desperation of Louis-Philippe des Cigales 

trying and failing to draw a satisfactory breath: 
on ne peut pas dire qu'il halite, non on ne peut pas dire ga mais 
i l est afflige en ce moment 42 

The device Queneau is applying clearly demands the participation of the 

reader's imagination. I t can best be appreciated i f the reader imagines 

himself reciting the passage out loud: the longer units leave him out 

of breath, the shorter ones involve him, like des Cigales, in the process 

of trying to get his breath back. Those units of around average length 

(whose arrangement echoes the more extreme pattern) use up the breath that 

has just been retrieved, and so ensure that the reader is never quite 

iahead*. This lends an air of desperation to the whole procedure. 

Significantly, too, three of the paragraph's last six units are of more 

than twenty syllables. The imaginative reader wi l l feel, at least mentally, 

out of breath by the end of the passage. 

The length of breath units 3, 23, 42, 1+3, 52 and 56 also indicate 

des Cigales' attempt to resist the symptoms of his condition. They suggest 

an attempt, on the one hand, at calm detachment (particularly since 

they represent an attempted abstraction) and, on the other, at slowing 

41. Cf. G. Steiner, 'Silence and the Poet', Language and Silence, London, 
Pelican I 9 6 9 , pp. 60-63. Steiner sees poetry, that of Dante in particular, 
at its most intense and expressive when the poet brings the reader to 
realise the inadequacy of words. 
42. R. Queneau, Loin de Rueil, p.4l , (breath-units 5, 6 , 7 , Cf. 
1Appendix', p.137 



- t i l -

down. The device recalls a technique common in Proust, although, in 

this case, i t is a third person narration, Queneau's own style indirect 

libre. Through i t , he manages to suggest a precise state of mind in 

his subject without having to do so explicitly and therefore diverting 

the reader's attention from what is actually happening. We are not 

once told what des Cigales is thinking; a l l we are given is an attempt 
44 

to describe the symptoms of his condition, an attempt which deliberately 
45 

fa i l s . I t is nothing but the arrangement of words Queneau uses, 

apparently to t e l l us something else, which indicates both what his 

character is trying to do and how unlikely he is to succeed. 

This, of course, has added a delicacy to the operation and, furthermore 

has meant that the novelist avoids any direct implication to the effect 
46 

that he can see into his characters' minds, whi3.e he does not deprive 

the reader of such an insight. Quite clearly, i t has also allowed complete 

stress to f a l l on the physical experience of an attack of asthma, even 

to the extent of making the reader 'feel' i t to a certain degree. I t is 

an effect magnified by the very precise description of where the pain is 

felt which makes use of a deliberately clumsy medical vocabulary and 

43. Cf. D. Lodge, The Language of Fiction, pp.20-23, in which Lodge 
examines a single sentence from the 'Overture' of Du C6tl de Chez Swann 
(in which Marcel describes the moment during his childhood when his 
mother climbed the stairs to kiss him goodnight). Lodge indicates that 
by insistence on detail in the words describing the mother's dress and 
appearance (only indirectly relevant to the.child's emotions), nouns 
'lengthily and elaborately qualified', Marcel suggests his young self 
half-consciously trying to 'arrest the inexorable passing of time'. The 
hopelessness of the effort - like des Cigales' - is conveyed not by 
what we are told but by the way words describing the mother with apparent 
(an<i yet irrelevant) objectivity are arranged. (The sentence i s from 
the same passage examined in detail by Auerbach in Mimesis.) 
44. I t is not exactly asthma but 'une ontalgie...maladie existentielle 
qui ressemble a. l'asthme mais c'est plus distingue". 1 (Loin&de Rueil,p. 15) 
45. Cf. D. Lodge, The Language of Fiction, p.73 
46. Queneau's avoidance of this i s , here, purely teclinical. I t is not a 
question-of doctrine. Occasionally we are given such insights; whether 
they are are to be trusted or not is another matter. Cf. Part 3,p.102-113 
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which again, fa i l s . Queneau is consciously confronting the poet, the man 

who fashions dreams out of reality (and des Cigales is-man who boasts 

that even the basest subject is not unworthy of his poetry), with reality 

at i ts harshest add most unpoetic. 

Queneau is more explicit in the corresponding passage from Les Enfants 

du Limon: 

Un homme torture" renverse tous les systemes et d£truit toutes les 
ideologies, kj 

In this case, des Cigales, is the tortured man and what is overthrown, at 

least for the moment, is his own, rather reassuring notion„of the poet's 

role. His relief comes with an injection of morphine, symbolic of deflation: 

an illusion is punctured and replaced by another,, more obviously a r t i f i c i a l , 

dream. In this perspective, des Cigales' wish to avoid deliverance, 

through morphine is understandable: i t forces him to recognise an even 

more painful truth. Again, the idea i tse l f , that some subjects are too 

painful to express, is commonplace. I t i s , on the other hand, discovered 

in a very real way by the failure of Queneau's own words and his honesty 

about the technical limitations of the writer in that, rather than conceal 

the failure, he accentuates i t . The passage therefore discovers much 

wider implications. 

The fact that the perpetually changing centre of pain is impossible to 

locate is suggestive of Montaigne. JJO conclusion is possible, 'et le 

jugeant et le jugeegtant en continuelle mutation et branil^' 

47. R. Queneau, Les Enfants du Limon, p.205 
4 8 . I f there is no direct allusion to Montaigne's Apologie in this passage, 
there is an obvious one in the corresponding section of Les Enfants du Limon 
(pp.205-206): Tout est fugitif mais le mal s'accroit sans cesse...Le 
vrai mal est celui qui vient de 1'homme; non celui qui vient de la nature.' 
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The reminder this also carries of the Baroque poets of the sixteenth 

century is equally deliberate, as is suggested by the wildness of the 

imagery and the sudden, unannounced, metaphysical correspondences: 

Et maintenant et maintenant ga ne va plus du tout, car c'est 
pire qu'un e"tranglement, pire qu'un encerclement, pire qu'un 
£touffement, c'est un abime physiologique, un cauchemar anatomique, 
une angoisse me"taphysique, une reVolte, une plainte, un coeur qui 
bat trop vite, des mains qui se crispent,. une peau qui sue. 49 

This presents one of the more striking examples in Loin de Rueil of 

the way Queneau examines the relationship between imagined worlds and 

the real world. Throughout the novel, involuntary dreams are seen to 

compensate for mediocrity and unhappinessexcept in a few extreme 

examples, and this is one, where the pain of reality, while inexpressible, 

is too insistent to be forgotten. Later in the novel, especially 

when Jacques' dreams begin to dominate, we are often by no means certain 

of what i s and what is not fantasy. In this passage, because of the 

stress Queneau gives to the physical experience, we can be quite sure. 

Such themes are not peculiar to Loin de Rueil. They recur because 

the honesty of Queneau's approach to technique descovers them and because 

the aesthetic preconceptions which govern that technique have not 

changed to any great extent since Le Chiendent, although, he insists 

himself, his opinions on specific features have themselves changed. 

Because the task of constructing a novel requires an interrelation of 

two basic elements, words and structures(plot), the (fchemeŝ which most 

persistently recur are: 

49. R. Queneau, Loin de Rueil, p.c:2 (breath-units 30-41). Note also the 
emphasis in the insistent rhythm: '..un coeur qui bat trop v i te . . 1 

50. The significance of the t i t l e , Loin de Rueil, is that Rueil stands 
as the epitome of suburban mediocrity. The only way a character can escape 
'far' from this is through fantasy, either via dream or the illusion of 
the cinema. The eventual escape of Jacques into the film world is no 
more real than his dream of becoming Pope. 



1. Language and communication.:, (words1) 

2. Patterns of existence ( p l o t ) . 

c) The Theme of language and communication 

Queneau has w r i t t e n at great length on the present state of the 
52 

French language, on the distance which separates the spoken from 

the w r i t t e n idiom. He considers i t t o be as great as that which 

separated Classical Latin from the early Romance languages and argues 

the need f o r a t h i r d French: a w r i t t e n expression of the spoken 

language. Dominating his f i c t i o n i s the theme of language and 

communication and the inadequacy of any language t o express what 

people want t o say. The subject i s one which imposes i t s e l f i n 

almost every public interview Queneau has given. The longest of these, 

the Entcztiens avec Georges Charbonnier, gave him the opportunity of 

expressing his concern i n depth. He referred immediately t o 'un l i v r e 

qui me p a r a l t particulidrement s i g n i f i c a t i f , c'est un ouvrage d'un 

medecin, l e docteur Carson, un l i v r e qui s'appelle Les V i e i l l e s Douleurs, . 

i n which are recorded conversations between doctor and patient. What 

str i k e s Queneau as 'notableet manifeste, evidente et qui se retrouve 

dans toutes les conversations, 1 

c'est 1'incapacity de ses malades a s'exprimer; 1'incapacity j e 
d i r a i presque maladive a. manier l e langage. I I semblerait que l e 
langage s o i t un instrument relativement f a c i l e s. manier pour dire 
qu'oh a mal a l a te*te ou qu'on a mal au centre. Eh bien, pas du 
t o u t ! I I semble que ce s o i t dSja une a c t i v i t y t r e s complexe et 
presque l i t t e " r a i r e de savoir dire qu'on a mal a l a te"te ou qu'on 
a mal au ventre.1. 

51. Cf. 'Interview 1, p. 
52. There i s a t h i r d element - character - which i n Queneau's case can 
be seen as merely a part of the 'pattern' of the second. The significance 
of Queneau's avoidance of any r e a l characterisation i s considered i n 
Part 3: "Surface and t r u t h " . 
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He goes on t o quote an example: 

Le me'decin demande au malade: "Quiest ce qui vous avez?" Le 
malade repond: "Des anomalies." Le me"decin demande: "Quel 
traitement avez-vous suivi?" L 1autre repond: "On m'a f a i t t r o i s 
radios." . "Quel metier exercez-vous?" Le malade re"pond: 11 Je suis 
inspecteur au batimentB." "Et en quoi cela consiste au juste?" 
"C.'est l e batiment au. fond de l a cour." 53 

Although the two subjects (the incongruity of w r i t t e n and spoken French 

and the inadequacy of any language as a t o o l of communication) are 

obviously connected, and Queneau's preoccupation with the f i r s t can 

be seen t o spring, i n p a r t , from his concern over the second, i t i s 

nevertheless possible t o consider the two more or less separately with 

regard t o his w r i t i n g . 

As has already been suggested, i t i s misleading t o look on 

Queneau's f i c t i o n as an obvious extension of the argument he offers 

against current l i t e r a r y French. As f a r as i t goes, his position on 

t h i s subject i s p l a i n : he i s presenting a solution t o a spe c i f i c 

problem. As regards the inadequacy of language i n general, he merely 

perceives a 'zone of trouble'"^ f o r which there i s no simple or obvious 

solution. His technical exercises examine the problem and the ways i n 

which i t can be surmounted. Nevertheless, whatever Queneau has w r i t t e n 

on the f i r s t subject can indicate the dir e c t i o n from fehich he w i l l 

approach the second. 

He considers that the general application of a s t y l e parle" e"crit 

w i l l give a new impetus t o l i t e r a t u r e , indeed that i t w i l l be the 

53. K. Queneau, Entretiens avec G. Charbonnier, Pairs 1962, pp.lU-15 
5k. Cf. Part 1, p.19-20 
55. The.term i s used by Martin Esslin throughout his essay i n The 
Novelist as Philosopher. 
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source of a whole new l i t e r a t u r e . " ^ The language i t s e l f w i l l give 

much more than a new s t y l e , i t w i l l impose an e n t i r e l y d i f f e r e n t (and 

much-needed) kind of l i t e r a r y creation. Queneau's conclusions are 

based on his i n t e r p r e t a t i o n of past experience: 

C'est l'usage de 1 ' i t alien qui a creS l a th€ologie poe"tique de 
Dante, c'est l'usage de l'allemand qui a cre§ l'existentialisme 
de Luther, c'est l'usage du ne"o-frangais de l a Renaissance qui a 
fonde* l e sentiment de l a liberte" chez Rabelais et Montaigne. Un 
langage nouveau sus c i t e des ide'es nouvelles et des penseurs 
nouveaux veulent une langue fralche. 57 

One assumption stands out from behind these theories: t h a t ideas cannot 

be considered separately from the language used t o express them. 

Their existence i s not only r e l a t i v e t o the synchronics of a language 

but wholly dependent upon them. This aspect of the relationship between 

word and idea i s at i t s most obvious i n neologisms (a new word amounts 

t o a new idea), and at i t s most complex i n syntax (the 'algebraic' 

relationship between words.)58 There are numerous examples of such 

coinage i n Queneau. Kis 'pleurire' i s perhaps the simplest: by making 

one word out of two, rather than have one qualif y the other, he 

establishes the existence of a d e f i n i t e condition which i s neither 

laughter nor tears, but both. Naturally, the condition exists before the 

word i s found t o describe i t , but the perception of i t as a d i s t i n c t i v e 

phenomenon does not. The creation of new forms of expression therefore 

has the power t o expand our perception of the e x i s t i n g world. I t i s 

f a i r l y clear, then, that i f new words and new syntax combine today, 

• they w i l l occasion a whole new way of t h i n k i n g , j u s t as they have done 

?6 . But the application must be general ( c f . P a r t i , n.1+5). For the 
present, i t i s not and, indeed, much of Queneau's l i n g u i s t i c humour 
exploits t h i s f a c t : 

Je vis a. une epoque ou effectivement i l y a cette contradiction l a . 
(Entretiens avec G.Charbonnier, p. 7*0 

The e f f e c t of Queneau's innovations requires a reader who bears the 
'correct' form i n mind. 
57- B. Queneau, 'Le Chinook', Batons, c h i f f r e s et l e t t r e s , p.63 
58. Cf. Queneau's reference t o Vendryis, 'Ecrit en 1937' , Batons, 
c h i f f r e s et l e t t r e s , p.13 
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i n the past: 

Un Empereur changea les moeurs des Chinois en modifiant l a langue, 
v o i l a qui me paralt f o r t possible. 59 

Applying the argument to imaginative l i t e r a t u r e , i t i s f a i r l y 

clear, too, that the idea, as expressed i n character, p l o t , etc., 

cannot be considered separately from the words used and the order i n 

which these words are arranged. I t i s therefore unsound practice t o 

consider what a w r i t e r of f i c t i o n has t o say and then how successful 

he i s i n f u l f i l l i n g his intentions. I n other words, the o l d r h e t o r i c a l 

notions of 'appropriateness' of form which are s t i l l applied t o the 

novel by some c r i t i c s , are out of place. They beg the question 

'appropriate t o what?': 

Since the imaginative w r i t e r does not use language t o describe 
an e x i s t i n g set of circumstances, 

David Lodge has noted, 

his 'denotative' use of words i s of aesthetic significance... We 
cannot assume i n poetics that there i s a denotative l e v e l of 
language at which meaning i s embodied p r i o r t o the expressive 
a c t i v i t y of the reader... The w r i t e r creates what he describes. 60 

Lodge makes a dire c t challenge to those, l i k e J.R. Warburg, who seek 
6l 

t o 'substitute a theory of e f f i c i e n c y f o r a theory of value 1 For 

Lodge and equally f o r Queneau, 'the f i c t i o n a l world of a novel i s a 

verbal world, determined at every point by the words i n which i t i s 

represented.' This being so, the role of the c r i t i c i s 
t o go deeper than the basic descriptive terms, such as character 
and ' p l o t ' , and t o examine the 'verbal arrangements' i n which 
these are created. 62 

59. R. Queneau, 'Conversation avec G. Ribemont-Dessaignes•, Batons 
c h i f f r e s et l e t t r e s , p .^5 . The reference i s t o an anecdote recounted t o 
Queneau by Jean Paulhan (Cf. i b i d . , p.51) 
60. D. Lodge, The Language of F i c t i o n , p.6U 
61. C Cf. J. Warburg, 'Some Aspects of S t y l e 1 , The Teaching of English, 
Studies i n Communication 3 , London 1959, pp.^7-75 
62. D. Lodge, The Language of F i c t i o n , p.73 
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He i s r i g h t t o i n s i s t that his approach should he tested by applying 

i t t o the work of those novelists who seem at f i r s t t o challenge 

i t s v a l i d i t y , rather than those l i n g u i s t i c a l l y self-conscious novelists 

whose-work abounds i n what must seem tempting v e r i f i c a t i o n . This i s 

not only because t o indicate a primary aesthetic concern i n Zola i s 

t o give more s t r i k i n g proof of generality, but also because the work 

of a novelist l i k e Queneau adds a s i g n i f i c a n t complication. The 'idea' 

his words express i s more often than not d i r e c t l y concerned with language 

i t s e l f and with the nature of l i t e r a r y expression. Gaetan Picon, f o r 

example, would at f i r s t appear t o be supporting Lodge's contention 

when he says of Queneau, 

Que l e sujet ne s o i t r i e n , que:iseule compte l a forme, c'est ce que 
nous laissent entendre.. .Les Temps M§le*s et surtout Exercices de 
Style. 63 

and when, t o describe Queneau's f i c t i o n , he uses phrases l i k e 'exercices 

de mots'. 

But i f the language a novelist uses cannot be considered separately 

from what i s being said, i f t o change a single word or comma i s t o 

change the significance , then, the reverse must be t r u e : language cannot 

be used t o say nothing, "when we say ' I t ' s a nice day,1 what we are 

communicating may have nothing at a l l t o do with the weather, but i t 

does express something, i f only a desire t o break a silence. This desire 

i s communicated owing t o a process known t o l i n g u i s t i c psychologists 

as redundancy. The same process i n a d i f f e r e n t context i s referred t o 

by Queneau i n the Entretiens avec Georges Charbonnier: 

63. G. Picon, La Houvelle L i t t e r a t u r e Frangaise, Paris 19^9, p.101* 
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I I y a des t(5le"grammes, r i t u e l s en quelque sorte, que l'on peut 
envoyer en les de"signaht simplement par un c h i f f r e , cela se f a i t 
couramment.aux Etats Unis...U y a un te*l6gramme de f e l i c i t a t i o n s , 
un te'le'gramme pour l e bapt§me, l e mariage, etc; Et alors au l i e u 
de transmettre de nombreuses phrases, on d i t : 1 , 2 , 3 , 4 , 5 , . . . . 64 

Indeed to use language and appear t o say nothing i s arguably t o make 

an extremely profound statement. Whether i t i s made consciously or not, 

i t i s a statement concerning the nature of language. The man saying 

' I t ' s a nice day 1, i s communicating no objective information. He i s 

using, a euphemism f o r 'This silence i s embarrassing'., or even, 'Please 

t a l k t o me1, and so on. I m p l i c i t i n his pronouncement i s a comment 

on the d i f f i c u l t y - which i s p a r t l y l i n g u i s t i c and p a r t l y social - of 

expressing what he has t o say. 

To conclude of Pierrot mon ami, as does Picon, that since the novel 

se pr£sente.comme un roman p o l i c i e r (ou) on ne s a l t m€me pas s i 
l e crime a eu l i e u , s ' i l s'est re"eliement passe" quelque chose, l e 
l i v r e n'est done qu'un poeme - entendons: un exercice de mots. 65 

i s to. go no deeper than 'the basic descriptive words such as 'character' 

and ' p l o t ' , ' and, f i n d i n g none, t o claim an absence of meaning. To draw 
66 

such conclusions implies a b e l i e f i n the 'pure musicality of words' , 
but, as Lodge stresses , 

The w r i t e r ' s medium d i f f e r s from the media of most other arts -
pigment, stone, musical notes, etc., - i n that i t i s never v i r g i n : 
words come t o the w r i t e r already violated by other men ,• impressed 
wi t h meanings derived from the world of common experience. 67 

64. R. Queneau, Entretiens avec G. Charbonnier, p.27 
65. G. Picon, La Nouvelle L i t e r a t u r e Francaise, p.103 
66. Cf.vT.Bory, 'Raymond Queneau, poe"sie et frangais p a r l i ' , Romanic 
Review, 1966 "J No. 57 >p. k9, i n which Bory points t o Queneau's own s a t i r e 
of such b e l i e f s , as i n Chene et Chien, 

Dans l e no i r jus j e trempe une t a r t i n e grasse.. (R. Queneau, Si t u 
t'imagines, Paris I968, p.5®). 
The word jus at once answers Mallarm^'s c a l l f o r the neuter and the vague 
and, at the same time, epitomizes the 'violated' word, meanipg i n vulgar 
speech, quite precisely, 'coffee'. 
67. D. Lodge, The Language of F i c t i o n , p. 47 
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To seek to avoid these implications i s , again, t o make f o r c e f u l 

implications. I n t h i s respect, Mallarm^'s 'ptyx' i s the most loaded, 

most impure, word i n a l l his poetry. 

Redundancy i s a key factor i n t h i s process of ' v i o l a t i o n 1 . I f , 

as Picon says, a f t e r two-hundred odd pages, the reader s t i l l does not 

know i f anything at a l l has happened, his doubt must imply something. 

I f t o say ' I t ' s a nice day1 i s to imply a comment on the nature of 

everyday communication while saying nothing about the weather, t o write 

two-hundred pages and s t i l l 'say nothing' must be t o make a s i m i l a r , i f 

i n f i n i t e l y more complex, comment on the nature of l i t e r a r y expression. 

The significance of Pierrot mon ami, of course, does not only 

concern language. Queneau's own priere d'insurer i s i l l u m i n a t i n g : 

En e"crivant Pierrot mon ami, l'auteur a pense" qu'eVidemment l e 
roman-de'tective i d e a l s e r a i t celuioou non seulement on ne 
connaltra pas l e c r i m i n e l , mais encore ou l'on ignorerait m€me 
s ' i l y a eu crime, et quel est l e detective. 
...Un grand savant l ' a d i t : " i l y a i m certain p l a i s i r a ignorer 
parce que 1'imagination t r a v a i l l e . " 

P l a i n l y , Picon has based his remarks on these words. The task Queneau 

set himself bears an obvious reminder of Conrad's Lord Jim, a work whose 

influence Queneau readily acknowledges.^^ Like Marlowe, who plays the 

role of disinterested investigator i n Conrad's novel, the reader of 

Pierrot mon ami sets out t o make a specific discovery and f a i l s . He 

does make inc i d e n t a l moral discoveries, and these, says the narrator i n 

Under Western Eves, should be 'the object of every t a l e ' : 

The task i s not i n t r u t h the w r i t i n g i n narrative form a precis 
of a strange human document, out the rendering... of the moral 
conditions r u l i n g over a large portion of the earth's surface; 
conditions, not easily understood, much less discovered.in the l i m i t s 
of a story, t i l l some key word i s found; a word that could stand at 
the back of a l l the words covering the pages, a word which, i f not 
t r u t h i t s e l f , may perchance t o hold t r u t h enough t o help the moral 

68. Cf. 1) 'Interview' p.RL2) Entretiens avec G. Charbonnier, p.50-?2 
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discovery. 69 

Queneau's notion of 'the object of every t a l e ' may hot be the same, 

i n spite of a declared admiration f o r Conrad's l i t e r a r y methods, and 

the reader, of course, has no guarantee that the narrator speaks'for 

Conrad. Nevertheless, the advice t o the c r i t i c i s quite sound; the ' 

objective i s discovery, not demonstration. Picon makes his conclusions ^ 

without giving evidence of having looked f o r any key word. One such 

word, moreover, does stand out from Pierrot mon ami: ne. Nothing i s 

achieved or demonstrated; whatever i s done has no discernible motive. 

The subject does not 'count for;,nothing', i t i s nothing, or rather, 

nothingness. 

Taking the structure of the t r a d i t i o n a l detective novel, Queneau 

systematically deprives the reader of what would normally appear t o 

make him read on. That i s , a piece by piece revelation of information 

leading up t o a moment of complete i l l u m i n a t i o n on the l a s t page. 
70 

'J'avais l a volonte" de ne pas informer,' says Queneau. I n t h i s way, 
he can investigate what actually makes the reader persevere. Queneau ca l l s 

71 
his novel 'un anti-roman p o l i c i e r ' . As i s often the case with a n t i -

novels, i t s discoveries are p o s i t i v e : since no objective information 

i s transmitted, the w i l l t o read on must be connected with the arrangement 

of words and, even i n a detective story, involve the pleasure derived 

from the formal design. 

Picon i s r i g h t - t o a f f i r m that t h i s involves the c r i t e r i a of poetry 

69. J. Conrad, Under Western Eyes. London 1911, 1", p . i i i 
70. Cf. 'Interview' p. 
71. Cf. 'Interview', p.i^H-



rather than those more normally (and, Lodge would say, quite i n c o r r e c t l y ) 
72 

associated with the novel. But he i s wrong t o conclude; as he does, 

that the novel i s therefore simply an exercise i n words taking no 

account of meaning. The patterns of words do have a meaning, which may 

objectively have l i t t l e t o do with the subjects they r a i s e , and much 

more with the way these subjects are expressed, th a t i s , how the novelist 

has arranged and juxtaposed them. What they have i n common are the 

implications they, automatically carry about language. I n the f i r s t 
73 

quotation made from the Entretiens avec Georges Cnarbonnier, Queneau 

said: 
I I semble que ce s o i t de"ja une a c t i v i t y tr§s complexe et presque 
l i t t g r a i r e de savoir dire qu'on a mal a l a t§te ou qu'on a mal 
au ventre. 

In his novels, he uses the contrivance of f i c t i o n t o investigate the 
ways of overcoming these obstacles: 

En e f f e t , puisque l e langage est r e l a t i f , pourquoi les obstacles 
au langage ne s e r a i e n t - i l s pas r e l a t i f s aussi? 

Queneau1s conscious use of popular speech at i t s most banal i s therefore 

suggestive. He i s not t r y i n g t o change the way people speak, but using 

the spoken language i n a l i t e r a r y context and using l i t e r a r y a r t i f i c e 

t o discover what people are r e a l l y expressing when they use the 

conventional and apparently meaningless formulae of everyday conversation. 

To h i g h l i g h t the processes, he again turns t o the technique of incongruous 

substitutions. Thus i n Lojn de Rueil, l i c e are mentioned twenty-two 

times i n a l l . Six of these occasions concern the meeting of strangers 

or of people who have not seen each other f o r considerable lengths of 

time. Each time, the conversation follows the same i?itual pattern: 

someone scratches nervously, probably out of embarrassment, and the 

72. Cf. Part 2, n.65 
73. Cf. Part 2, n.53 
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subject i s introduced. A discussion follows on the d i f f e r e n t v a r i e t i e s 

of louse which necessarily involves experience from m i l i t a r y service. 

One of the characters then refers t o a breed which expresses his own 

personal preoccupations. Thus the would-be perverter of young g i r l s , 

L i n aire: 

- D'ailleurs, d i t Linaire en s'adressant tout particuiilrement a. 
P i e r r e t t e , d ' a i l l e u r s , d i t Linaire apris s'etre passe" l a langue sur 
les l§vres, d'ailleurs i l n'y a pas seulement gue l e s poux de 
cheveux, ma p e t i t e , i l faut savoir cela, i l y a aussa|des poux de 
corps, de certaines parties speciales, bien spe"ciales. 
- Quelles parties? demanda poliment Pierrette,' que l a question 
n'inte*ressait pas spe'cialement. 
- Allons, aliens, monsieur L i n a i r e , d i t Jacques, soyez s€rieux. 
- Le phthyrius pubis, commenca Linaire. Ginette se leva. ~ K 
- Oui, d i t Jacques, e'est 5a. I I est temps de rentrer chez s o i . 

Convention of one kind prevents Linaire from expressing himself d i r e c t l y 

but the fact t h a t , i n Loin de Rueil, l i c e are as conventional a 
75 

subject of conversation as the weather, allows him the chance of 

expressing i n d i r e c t l y what he r e a l l y wants t o say. The obstacles 

i n the way of e f f e c t i v e communication are not overcome by any process 

of l i n g u i s t i c p u r i f i c a t i o n but, on the contrary, by taking account of 

a l l the corruptions a word derives 'from the world of common experience.' 

Similar examples occur throughout Queneau*s novels. Since such 

devices can be used by his characters t o communicate with each other, 

they can be used by the novelist t o communicate w i t h his reader, and 

the subject of l i c e i s also used t o t h i s end i n Loin de Rueil.. The 

technique i s one anticipated by Corneille. Acknowledging Francois 

Rostand's L'Imitation de soi chez Corneille, Queneau remarked, 
^k. R. Queneau, Loin de Rueil, p.l2l* 
75. I n Saint G l i n g l i n , the process i s reversed: weather, as such, has 
been abolished. Owing t o the 'chasse-nuages', the sky i s perpetually 
cloudless; that i s , u n t i l the contraption i s sabotaged. After that i t 
rains perpetually. I n t h i s s i t u a t i o n , when there i s absolutely no 
information t o communicate, each conversation is. prefaced by an observation 
of the weather. Invariably, i n the f i r s t h a l f of the novel i t i s 
'Fait beau', i n the second, 'Y pleut'. 
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Corneille s'est recopie* lui-m§me; i l a u t i l i s e " des vers de ses 
prec^dentes pieces dans les pieces suivantes. I I y a m§me quatre 
ou cinq vers qui passent comme cela d'une pi§ce a 1*autre. A 
ce moment l a e'videmment... l'information est n u l l e , p u i s q u ' i l u t i l i s e 
ses vers comme des vSritables formules passe-partout. 76 

Because Queneau i s concerned with drawing the reader's attention t o the 

device i t s e l f , and because of the opportunity i t affords f o r i n t e r n a l 

'rhyming', he repeats himself i n the same way not only from novel t o 

novel, but also several times w i t h i n a single novel. 

However, i f r i t u a l conversations automatically express something, 

what they do express i s not necessarily of any i n t e r e s t . Jacques and 

Camille meet by chance i n Loin de Rueil. After a conventional dialogue 
r 

concerning t h e i r parents' health, 

l i s se regarderent. l i s entrevoient t r e s le"g§rement l S ou peut 
vous mener l a connerie du langage humain. 77 

They may, too, serve as a means of avoiding r e a l i t y : i n the same novel 

Jacques quite, f a c t u a l l y declares his love f o r Camille's s i s t e r , 

Dominique. She prevaricates. While appearing t o analyse the s i t u a t i o n , 

she uses t a l k as a means of avoiding a decision. Her affirmations, 

meaningless i n one sense, betray.y an indecision which i s self-evident 

anyway, and Queneau holds the whole process up to r i d i c u l e . 

By the same token, not t o say anything at a l l can communicate 

much more: Dominque' f i n a l l y convinces Jacques that the thought of a 

l o v e - a f f a i r fundamentally repels her; he makes the decision f o r her 

and leaves Paris. On the t r a i n he chances t o meet his old school-friend, 

Lucas, who by a similar chance had met Dominique three or four months 

previously: 

76. R. Queneau, Entretiens avec G. Charbonnier, p.30 . 
77. R. Queneau, Loin de Rueil, p.73 
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- £a c'est l a premiere f o i s que j e l ' a i vue, continua Lucas, a 
voix plus basse encore. Tu comprends que j e ii'en suis pas reste" l a . 
- Ah oui? 
- Oui. J'ai tout de suite vu que c'e'tait une femme qui couchait. 
- Eh alors?' 
- Eh alors en e f f e t : e l l e couchait. 78 

These words mark the end of the chapter and of Section I I . Jacques 

Guicharnaud analyses the e f f e c t of the silence: 

Queneau has us jump immediately t o the beginning of part I I I : 
"Du haut de l a c o l l i n e i l s aper§urent San Culebra del Porco..." 
Jacques state of shock i s j u s t symbolized, with-out any explanation-,, 
by that huge jump i n space, which at once leads us t o South America! 

The technique i s reminiscent of the cinema. Jean Queval sees t h i s as a 
80 

major influence on Queneau's work and a possible source of Queneau's 

phenomenological approach t o the problems of description: unless there 

i s a narrator, the spectator at a f i l m often has t o i n t e r p r e t the thoughts 

and emotions of. the characters f o r himself. I n the context of a novel, 

Queneau's technique expresses a b e l i e f i n the power of the reader's 

imagination. Queval, moreover, sees i n Queneau's novels not only the 

cinema's influence, but" also Queneau's anticipation of the developments 

of the 'nouvelle vague'. There i s considerable evidence t o t h i s e f f e c t , 

as anyone who knows the Resnais/Robbe-Grillet L'Anne'e derniere a. 

Marienbad w i l l r e a l i s e : the deliberately contrived s e t t i n g , the s e l f ­

consciously random selection of d e t a i l on which to focus a t t e n t i o n , the 

confusion of fact and fantasy and the odd snatches of conversation 

systematically repeated, a l l combine t o ask a question which can only 

be solved by the spectator's imagination, and then^ynever conclusively. 

More than t h i s , even, Queval sees i n Queneau's technique an improvement 

on the cinema, while the technique remains clear l y cinematic. Among the 
78. R. Queneau, Loin de Rueil, p.l80 
79. J. Guicharnaud, Raymond Queneau, Columbia Essays on Modern Writers, 
New York 1965, p.^0 
80. Cf. J. Queval, Essai sur Raymond Queneau, Paris 1960, pp. 1U9-159 

'.] 

i 
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numerous examples Queval cites i s the scene from chapter two of 
8l 

Pierrot mon ami : through a telescope Pradonet follows the path of 

a young lo a f e r ( P i e r r o t ) paying court t o his daughter. From Pradonet's 

angle we watch the young man cross L'Uni-Park l i k e a shadow i n the 

background: 
C'est du cinema ame'liore", ou tout au moins d'us age assez rare. 
(Hitchcock m§me ne recourt a. cette figure de s t y l e dans Fen§tre 
sur cour qu'avec une moindre souplesse..) 82 

S i m i l a r l y , 

entre les chapitres 8 et 9 du Dimanche de l a Vie s*e*tend un fondu 
enchain^ puisqu'on passe de Nanette a Nanette, mais de Nanette 
vivante a Nanette morte. E l l e g t a i t a l a caisse, or maintenant: 
"Nanette avait b e l l e a l l u r e avec sa mentonni^re. On l'emballe et 
on l a porte au cimeti§re de Reuilly." 82 

'Cinematic silence' plays an important role i n Queneau's narrative. 

Where he does use language d e s c r i p t i v e l y , his tone i s predominantly 

conversational - though not exclusively so. At such times, the narrative 

can be seen i n general terms as an attempt t o show how much can be said 

i n the French language i n i t s most 'violated' condition - as i t i s 

spoken i n the streets - given the advantage of l i t e r a r y contrivance. 

Although the manner i s more poetic than r e a l i s t i c , i t necessarily carries 

a reminder of r e a l i t y because as r e a l i t y changes (so, i f i t i s t o 

reamin f u n c t i o n a l , must the spoken language. 

d) Patterns of F i c t i o n 

I n his preface t o Nathalie Sarraute's P o r t r a i t d'un Inconnu, 

Sartre said: 

81. R. Queneau, Pierrot mon ami, pp.42-43 
82. J. Queval,, Essai sur Raymond Queneau, p. 153 
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I I s'agit de contester l e roman par lui-m§me, de l e d ^ t r u i r e sous 
nos yeux dans l e temps qu'on semble l ' e " d i f i e r , d'^crire l e roman 
d'un roman qui ne se f a i t pas, qui ne peut pas se f a i r e , de cr€er 
une f i c t i o n qui s o i t aux grandes oeuvres composles de Dostoievsky 
et de Meredith ce qu*e"tait (pux tableaux de Rembrandt et de Rubens 
cette t o i l e de Miro, intitule'e Assassinat de l a peinture. Ces 
oeuvres etranges et d i f f i c i l e m e n t classables ne temoignent pas de 
l a faiblesse du genre romanesque, eelles marquent seulement que 
nous vivons a une epoque de re f l e x i o n et que l e roman est en t r a i n 
de re"fl£chir sur lui-meme. 83 

The fact that the f i c t i o n a l world i s f i r s t and foremost a verbal world 

means t h a t , f o r Queneau, language and i t s effectiveness as communication 

must always be a theme i n his w r i t i n g . S i m i l a r l y , the consciously 

f i c t i o n a l pattern of his characters' a c t i v i t y must inescapably stand i n 

some r e l a t i o n t o the r e a l patterns of human a c t i v i t y . 

As he has himself repeatedly emphasised, the aesthetic p r i n c i p l e 

behind Queneau1s f i c t i o n aims above a l l at mathematical harmony. At 

the l e v e l of the words he arranges i n t o sentences, that harmony may be 
81+ 

called algebraic, at the l e v e l of external structures, as w i l l be 

shown, i t may be called geometric. There i s a constant desire t o 

formulate the problems of construction, symptomatic of the s e l f -

consciousness of Queneau1s method. A good i l l u s t r a t i o n of his mathematical 

predisposition can again be found i n Loin de Rueil„ dominated as the 

novel's construction i s by Queneau's desire f o r symmetry. I n his 

'Conversation avec Georges Ribemont-Dessaignes', he mentions the place 

of what he ca l l s 'rhyme and echo' i n his technique. As i s e f f e c t i v e l y 

demonstrated i n Loin de Rueil, these are repetitions w i t h i n the cycle of 

the novels external structure. The plot does not draw ahstraight l i n e 

of cause and e f f e c t leading t o a conclusion i n the f i n a l pages, but 
83. J-P. Sartre, 'Preface', N. Sarraute, P o r t r a i t d'un Inconnu, Paris-
1956, p.7 
Qk. Cf. Reference t o Vendry§s' Le Langage, R. Queneau, 'Ecrit en 1937'', 
Batons, c h i f f r e s et l e t t r e s , p.13 

85. Cf. i b i d . , p.U2 
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rather s t a r t s as an arc, and, by the end of the novel, has described 

a f u l l c i r c l e . But t o indicate only one arc would be t o over-simplify 

the essentially complex construction, which involves more than one f u l l 

c i r c l e and the l i f e of more than one character. Since symmetry i s the 

governing p r i n c i p l e , the f i r s t event of the novel i s the l a s t t o be 

repeated, the second the penultimate, and so on. The two main cycles i n 

the l i f e of the protagonist, Jacques L'Aumone, (atleast i n as f a r as the 
86 

reader i s witness t o his l i f e ) begin at a precise moment of his 

childhood i n Rueil: his t o t a l i d e n t i f i c a t i o n w i t h the heroes of both 

films in' a double programme at the local cinema. Queneau achieves a 

careful and wry confusion between Jacques1 personal fantasies and the 

narration of what occurs i n the f i l m s , i n both of which the hero loses 

his screen name and, f o r the reader, becomes 'Jacques1: 
...et l'on montre en f i n l a gueule du type, un g a i l l a r d a. t r o i s 
p o i l s , un mastard pour qui l a vie des autres ne compte pas plus que 
celle d'un pou, et Jacquot n'est nullement e"tonne* de reconnaitre 
en l u i Jacques l'AumQne. 

Comment e s t - i l la? C'est assez simple. AprSs avoir abdique* 
pour des raisons connues de l u i seul Jacques cozvbe des Cigales a 
quitte" 1'Europe pour les Ame'riques et l e premier metier q u ' i l a 
choisi de f a i r e en ces regions lointaines est c e l u i d'orlaloua. 87 

The second i s a rather sordid melodrama showing the decline of an 

unfortunate s c i e n t i s t . I t ends, 

cocufie", mi§connu, ratine" l e pauvre inventeur meurt. 
Revient l a lumiere. 88 

The f i r s t i s a conspicuously more impressive f i l m . I t i s a western 

w i t h a f a r more s a t i s f y i n g conclusion: 

£a galope pendant cinq minutes §a barde pendant t r o i s et en f i n 
de compte i l d €livre l a mignonne mais comme ga l'emb§te de l'epouser 
car i l n'a pas envie de f a i r e une f i n i l pr6f§re s'acclimater une 
b a l l e mortelle dans l b u f f e t q u i t t e a re*ssuciter ulterieurement. 89 

86. Cf. 'Interview', p. 129 
87. R. Queneau, Loin de Rueil, p.39 
88. i b i d . , p.U6 
89. i b i d . , p.1+3 
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I f , t o ignore the chapter d i v i s i o n s , the novel can be seen t o have four 

sections corresponding t o four stages i n Jacques' l i f e (the boxer, the 

s c i e n t i s t , the t r a v e l l i n g actor and the American), i t w i l l be seen that 

the second c i r c l e i s completed with the end of Jacques1 career as a 

sc i e n t i s t i n section two: c o c u f i i , me'connu, ruin€, he leaves hisvwife 
90 

and c h i l d t o j o i n a troupe o f t r a v e l l i n g actors . The completion of 

the f i r s t c i r c l e (that which begins with the cowboy-film) f i n a l l y 

closes the novel: Jacques has become the American f i l m - s t a r James 

Charity. I n Rueil his son and namesake goes t o the cinema with his 

'stepfather', des Cigales: the Ramon Curnough Company presents The 

Skin of Dreams with James Charity and Lulu L'Aumone. The f i l m begins 

i n France; the cameras focus on the f i r s t cinema, a hangar f u l l of 

benches: 
Des tas de gosses sont l a , l ' o b j e c t i f distingue 1'un d'eux, un de 
ses camarades l u i c r i e "Eh James"un autre "eh Charity".. On a 
cbmpris: ce j o l i p e t i t gargon brun boucle c'est l e f u t u r grand 
acteur James Charity. 

On p r o j e t t e un f i l m de cow-boys avec William Hart. Enthousiasme 
des momes. L'un d'eux, c'est James Charity, se leve, monte sur l a 
scene, entre dans l'e'cran. I I a grandi, i l est devenu homme, i l 
est habille" en cow-boy maintenant, i l saute sur un cheval et l e 
v o i l a qui galppe. Pi&ursuites, coups de revolver, jeunes f i l l e s 
blondes et bottees , Indiens a plumes, morts vibJentes. L' action se 
termine. James embrasse 1'heroine sur l a bouche, puis i l sort de 
l a t o i l e , redescend de l a scene et reprend sa place, de nouveau p e t i t 
gargon. 91 

The simple design, then, i s an outer c i r c l e beginning and ending with 

the cowboy f i l m , containing an inner c i r c l e of Jacques' unlucky career 

as a s c i e n t i s t , w i t h the tangent as the cinema i n Rueil. But pattern has 

a furt h e r complication; the f i l m i t s e l f describes a minor c i r c l e or i t s 

own. While Jacques' l i f e i n the novel describes two c i r c l e s , i n the process 

90. This does not correspond exactly to the death of the s c i e n t i s t i n the 
f i l m . But Jacques does not reappear as a s c i e n t i s t . The correspondence 
seems more exact i f the reader considers the a t t i t u d e of Queneau's 
narrative i n Le Chiendent t o the disappearance of characters: ' i l s 
s'gloignent, et pour ai n s i d i r e , meurent. (Le Chiendent\ p.213) 
91. R. Queneau, Loin de Rueil, pp.228-229 
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o f t r a c i n g these l i n e s h i s l i f e completes s e v e r a l smaller c i r c l e s (see 

diagram) i n two apparently d i s t i n c t i v e ways: i n what he does and i n 
92 

what he imagines. For example, d u r i n g h i s career as a p e t t y crook 

( s e c t i o n one), he defrauds des Cigales out o f ^00 f r a n c s , w i t h t h e 

promise o f p u b l i s h i n g a c o l l e c t i o n o f h i s poems. Having gone t o great 

lengths t o e x p l o i t t h e poet's u n f u l f i l l e d dreams, Jacques i s remorseful: 

I I p r i t un t a x i pour l a rue duLouvre et envoya un mandat-carte de 
quatre cents francs a. des Cigales. 
I I r e v i e n t a p i e d . 
- Je s u i s un peu con t o u t de me"me. 
I I s u i v i t l e s quais. 93 

He i s as penniless as he was at the beginning of t h e l e n g t h y episode. 

A l l o f Jacques 1 a c t i o n s take him round i n c i r c l e s ; he never achieves 

anything by h i s own i n i t i a t i v e . 

The c l e a r e s t i l l u s t r a t i o n o f Jacques'circles o f fantasy occurs i n 

t h e i n c i d e n t ( t o which reference has already been made ) where h i s 
N 

i m a g i n a t i o n imposes the i d e n t i t y o f Dominique on an unsuspecting bus-

conductress. A scene o f c o u r t s h i p takes place i n h i s mind and completes 

i t s own c i r c l e w i t h t h e d e f l a t i o n o f the dream: Jacques i s simply 

s i t t i n g on a bus s t a r i n g i n t o space. For the reader, t h i s c i r c l e i s a l l 

the more d i s t u r b i n g since i t i s n o t i i m m e d i a t e l y recognisable as fantasy. 

The d e l i b e r a t e confusion could be c a l l e d s u r r e a l : whatever takes place 

i n a character's mind has as much r e a l i t y as t h a t which forms p a r t o f 
95 . . . h i s a c t u a l experience. The e f f e c t i s t o b r i n g i n t o question t h e 

d i s t i n c t i o n the reader must make between t h e a c t u a l and t h e imagined i f 

92. The existence o f t h e minor characters i s also r e p e t i t i v e l y c i r c u l a r . 
93. i b i d . , p-87 
9k. Cf. P a r t i 1, n.63 
95. The technique i s also reminiscent o f t h e 'Circe* episode i n Ulysses 
i n which Joyce uses the excitement of h i s characters t o blend t h e r e a l 
and the imaginary and e v e n t u a l l y t o a c t i v a t e inanimate o b j e c t s i n t o a 
k i n d o f burlesque dance. 
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he i s t o f o l l o w Jacques 1 s t o r y at a l l . I f Jacques can impose a f a l s e 
i d e n t i t y on a bus-conductress and f o r a few pages convince both h i m s e l f 
and t h e reader o f i t s a c t u a l i t y , then he i s capable o f doing t h e same 
t o anyone else and s u s t a i n i n g deception f o r t h e d u r a t i o n o f the n o v e l . 
When a scene o f c o u r t s h i p a c t u a l l y appears t o take place l a t e r i n the 
n o v e l , t h e reader has no guarantee t h a t t h e woman i n question i s r e a l l y 
Dominique. This being so, th e r e i s no story' t o f o l l o w . A l l the reader 
i s l e f t t o appreciate i s t h e p a t t e r n and the i m p l i c a t i o n s o f h i s own 
u n c e r t a i n t y . 

Although t h e r e does seem t o be a l e v e l a t which t h e language o f 

the n o v e l informs and even t e l l s a s t o r y , L o i n de R u e i l appears, i n t h i s 

l i g h t , no l e s s impenetrable than Finnegan's Wake, a nove l which pretends 

t o o f f e r t h e reader no i n f o r m a t i o n . Whatever i n f o r m a t i o n Queneau o f f e r s 

i s f i n a l l y undermined by t h e simple suggestion t h a t i t mjay a l l be q u i t e ' 

f a l s e . There i s , then, no p o s s i b l e d i s t i n c t i o n between what t h e reader 

assumes Jacques t o have done and 'tous l e s germes de f i g u r e s s o c i a l e s 

q u ' i l a v a i t i r r e " a l i s 6 e s ' , some o f which he enumerates d u r i n g a pensive 
96 

i n t e r l u d e i n t h e n o v e l . The e l u s i v e ' r e a l * f i g u r e o f Jacques becomes 

no more than a framework which contains a p a t t e r n drawn out of some o f the 

t h i n g s he i s n o t , j u s t as Mr. Po r t e r ' s subconscious i s no more th a n a 

vessel s e r v i n g t o c o n t a i n an i n f i n i t y o f p o s s i b l e i d e n t i t i e s and confusions 

i n Finnegan's Wake, 'the whole of H i s t o r y i n a n i g h t ' s sleep' according 
97 

t o Anthony Burgess. I t i s a h i s t o r y which can be sketched i n o u t l i n e 

or recorded i n t h e minutest d e t a i l . 
96. i b i d . , p p . ^ - l ^ O 
97. A. Burgess, A Shorter Finnegan's Wake, London 196U, p.8 
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The reminder of Finnegan's Wake i s c e r t a i n l y not a c c i d e n t a l . Queneau 
poi 
p o i n t s t o i t c l e a r l y i n the naming of h i s characters. The f i r s t t o 

appear i n Loin de R u e i l i s L o u i s - P h i l i p p e des C i g a l e s , whose name 

Jacques assumes i n fantasy as r e a d i l y as Mr. P o r t e r assumes the e q u a l l y 
98 

entomological Humphrey Chimpden Earwicker. I n s p i t e o f t h e a l l u s i o n , 

however, the r o l e o f Queneau1s characters does not depend on those i n 

Joyce's novel. Des Cigales' name, o f course., alludes t o La Fontaine's 

f a b l e , which Joyce r e t e l l s as 'The Ondt anad t h e Gracehoper' w i t h the 

a r t i s t Shem, Earwicker's son, l i k e des Cigales, i n the r o l e o f s u p p l i c a n t . 

A l l o f Queneau's novels r e f l e c t t h i s d e s ire t o c o n t a i n h i s characters 

w i t h i n the symmetrical p a t t e r n of h i s own e x t e r n a l s t r u c t u r e s , i n t h i s 

case represented as a fantasy. I t i s h i s awareness o f t h e i n f i n i t e number 

o f p o s s i b l e i d e n t i t i e s and confusions he c o u l d create which makes i t 

e s s e n t i a l t o c o n t a i n them. A dream at l e a s t has a beginning and an end, 

however abrupt t h a t end may he, and there i s no sense unless an end e x i s t s . 

Frank Kermode r e l a t e s the problem t o ' t h e d e f i n i t i o n o f time i n i t s 

simplest form: t h e t i c k i n g o f a clock: 

We ask what i t says: and we agree t h a t i t says t i c k - t o c k . 

By t h i s f i c t i o n we humanize i t , make i t t a l k our language. 99 

But whereas the f i r s t i n t e r v a l (between t i c k and t o c k ) i s 'organised and 

l i m i t e d ' , t h e second (between tock and t i c k ) i s n o t : 1 0 C ) 

The f a c t t h a t we c a l l t h e second o f the two r e l a t e d sounds t o c k . i s 
evidence t h a t we use f i c t i o n s t o enable the end t o confer o r g a n i z a t i o n 
and form on the temporal s t r u c t u r e . The i n t e r v a l between the two 
sounds...is now charged w i t h s i g n i f i c a n t d u r a t i o n . The clock's t i c k -
t o c k I take t o be a model o f what we c a l l p l o t , an o r g a n i z a t i o n t h a t 

98. Or Persse O ' R e i l l y , which plays on the French p e r e e - o r e i l l e , ' e a r w i g ' . 
99; F. Kermode, The Sense o f an Ending, Oxford 1968, p.UU 
100. ' I t can be shown by experiment t h a t subjects who l i s t e n t o rhythmic 
s t r u c t u r e s such as t i c k - t o c k , repeated i d e n t i c a l l y , "can reproduce t h e 
i n t e r v a l s w i t h i n the s t r u c t u r e a c c u r a t e l y , but they cannot grasp 
spontaneously the i n t e r v a l between t h e rhythmic groups," t h a t i s between 
t o c k and t i c k , even when t h i s remains constant, ( i b i d . , p.^5) 
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humanizes tic© is? g i v i n g i t f o r m j and t h e i n t e r v a l between took 
and t i c k represents p u r e l y successive, disorganized t i a s of t h e ooSrt; 
we need t o iii^-zaiise. 101 

By the suggestion t h a t the whole i s contained i n the fantasy w o r l d o f an 

undefined ' r e a l ' f i g u r e , Quenenu encloses end so defines hi3 novel i n 

t h e same vay t h a t oaeh i s o l a t e d c i r c l e o f fantasy i s fiefined once t h e 

reader sees i t f o r what i t i s . 

What Qusneau c o n t r i v e s and emphasises i n t h i s way throughout h i s 

novelc i s t h e i r f i n a l i t y * He describes La Chicndent aa 'comparable a 

un heame q u i , apres a v o i r longtemps marcho", oe r e t r o u v e l a , d'ou i l 

S t a i t p a r t i ' . 1 0 * 2 This i a an over s i m p l i f i c a t i o n . F o l l o w i n g the analogy 

i t would be more accurate t o £3ay chat, as i n L o i a de ftueil, t h o uan 

walks a path which i s already d e f i n e d by the author and tfhieh describes 

oeveral amailer c i r c l e s before completing t h e e n c l o s i n g c i r c l e . The 

p a t t e r n o f both novels r e f l e c t s the design o f Ulysses, a l s o c i r c u l a r and 

v i t a a c e n t r a l s e c t i o n ('The Wandering Roc&a*) v h i c h i n s t r u c t u r e ( c i r c u l a r ) 

and t e c h n i c ( l a b y r i n t h ) 'may be regarded as a s a i a l i - s c a l e imodal o f Ulysses 

as a -rfbole*. Corresponding t o the eighteen major sections o f t h e n o v e l , 

'The Wandering Hocks' co n s i s t s o f eighteen short Gcenes f o l l o w e d by 
a coda d e s c r i b i n g a v i c e r e g a l passage through D u b l i n . A l l these 
scenes take place i n the s t r e e t s o f Dublin &etveen the hours o f 
3 and ** p.a., and t n e i r synchronism i s i n d i c a t e d by the i n s e r t i o n i n 
each fragment o f one or more excerpts from o t h e r fragments, v a i e h 
serve t o f i x t h e correspondence i n t i s e . 103 

Each l a r g e c i r c l e o f a c t i v i t y i n Loin de S u a i l contains a c e n t r a l passage 

i n which vhole conversations or odd sentences from e a r l i e r sections are 

repeated. I f t h e completion o f a c i r c l e corresponds t o t h e rhyming l a s t 

101. i b i d . , p. 1*$ 
102. K. Qusneau. 'Technique du ro5aaa', Batons , c h i f f res e t l e t t e e s , p.31 
103. 8. G i l b e r t , Janes Joyce's Ulysses, p.225 
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s y l l a b l e o f t r a d i t i o n a l p o e t r y , these minor echoes are e q u i v a l e n t t o 
i n t e r n a l rhymes and a l l i t e r a t i o n s . Le Chiendent i s even moe s t r i k i n g 
i n t h e way i t r e c a l l s t h e p r i n c i p l e s o f Joycean a b n s t r u c t i o n . 

10k 

With one o r two exceptions, Queneau t e l l s us, each s e c t i o n o f 

Le Chiendent i s a u n i t i n i t s ownaright and each s e c t i o n i n d i v i d u a l l y 

observes t h e r u l e s o f t h e Three U n i t i e s . To these may be added t h e u n i t y 

o f manner, pure n a r r a t i v e , n a r r a t i v e broken by r e p o r t e d speech, d i r e c t 

speech ( t h e dramatic, according t o Lubbock's formula'^''), i n t e r n a l 

monologue, r e p o r t e d monologue, spoken monologue ( t h e dramatic a g a i n ) , 

l e t t e r s c u t t i n g s from newspapers or r e c i t a l o f dreams. Of the s e x 

u n i t s , each t h i r t e e n t h , t h a t i s the l a s t i n each chapter, i s placed 

outside the chapter, 'dans une autre d i r e c t - i o n ou dimension'; these are 

r e f l e c t i v e pauses o c c u r r i n g where we would expect t o f i n d t h e chorus 

i n Greek t r a g e d y . ' I n e v i t a b l y * t h e i r manner i s e i t h e r monologue, r e p o r t e d 

dream o r newspaper c u t t i n g . The n i n e t y - f i r s t s e c t i o n i s t h e exception: 

i t r e t u r n s t o t h e pure n a r r a t i v e o f s e c t i o n one and so closes i n t h e c i r c l e 

The approach i s overwhelmingly Joycean i n the manner w i t h which device 

f i g u r e o f speech, mood, and so on, are made t o succeed and repeat each 

other according t o a p r e - e s t a b l i s h e d p a t t e r n . The treatment i s almost 

symphonic, w i t h t h e ' r l c i t purement n a r r a t i f as t h e simple melody. The 

d i f f e r e n c e i s t h a t whereas i n music (as i n t r a d i t i o n a l p o e t r y ) t h e p a t t e r n 

depencds very much on convention, here i t depends on t h e f r e e w i l l o f t h e 

author. I t i s i n t h i s sense t h a t the novels of Joyce and Queneau may 

10k. Gf. R. Queneau, 'Technique du roman', Batons, c h i f f r e s et l e t t r e s , p. 
105. Cf. P. Lubbock, The C r a f t o f F i c t i o n , London 1921 

106. Here t h e technique parodies not only t h e e p i s t o l a t o r y h o v e l , but 
also 'certaines l e t t r e s d ' i n j u r e s de l a b e l l e epoque du s u r r i a l i s m e ' 
(Cf. C. Simonnet, Queneau dSchiffre*, p.23) 
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be c a l l e d p e r s o n a l , even eg o c e n t r i c . At t h e same t i m e , t h e i n s i s t e n c e 

on a r i g i d geometric p a t t e r n ensures an o b j e c t i v e a t t i t u d e t o t h e 

characters and events w i t h i n t h a t p a t t e r n . The mathematical approach, 

t h e r e f o r e , expresses not only the personal t a s t e o f t h e author but h i s 

desire t o preserve a detachment, suggested i n Queneau's case by the 

r e t i c e n c e of h i s most obviously a u t o b i o g r a p h i c a l c r e a t i o n , Roland Travy: 

...une p a r t i e de mes id€es ne s'accordent pas t r e s b i e n avec l e 
m a t e r i a l i s m e , m§me d i a l e c t i q u e . 
- Par example en mathematiques? 
- Oui. Je c r o i s t o u j o u r s a l e u r . o b j e c t i v i t e " intrins£que. 
Je suis plus prSs de P l a t o n que de Marx. 107 

But Travy i s s t i l l a f i c t i o n a l c r e a t i o n and h i s evidence may be suspect. 

Confirmation can be found, however, i n Queneau 1s essay 'La d i a l e c t i q u e 

des mathematiques chez Engels': 

A i n s i l a mathematique superieureeou non a subi pendant t o u t l e 
cours du XIX si£cle une E v o l u t i o n en t o u t p o i n t c o n t r a i r e au 
programme d*Engels: e l l e a e'limine' t o u t e apparence de d i a l e c t i q u e . 108 

I t i s t o t h i s end t h a t the Ouvroir de L i t e r a t u r e P o t e n t i e l l e (0ULIP0), 

the s o c i e t y which Queneau founded w i t h t h e mathematician Frangois Le 

L i o n n a i s , may be seen t o work. W r i t i n g o f i t i n t h e Times L i t e r a r y 

Supplement, Queneau s a i d t h a t since 1960 i t has been working towards 

t h e discovery o f new.or r e v i v e d l i t e r a r y forms, t h e research being 
i n s p i r e d by an i n t e r e s t i n mathematics. I t s aim co u l d be described 
as the foundation o f a new k i n d o f r h e t o r i c , a new r h e t o r i c which 
...nowadays could not do w i t h o u t mathematics. 109 

I n s p i t e o f t h i s preoccupation, not a l l o f Queneau's novels are as 

p e r f e c t l y symmetrical as Le Chiendent or L o i n de R u e i l . While they a l l 

have c i r c u l a r form, t h e c i r c l e s are not always completed w i t h such 

p i n p o i n t accuracy. Having e s t a b l i s h e d t h e need f o r complex fo r m a l 

107. R. Queneau, O d i l e , Paris 1937, p.91* 
108. R. Queneau, 2La d i a l e c t i q u e des mathematiques chez Engels', Bords, 
P a r i s , Hermann 1963, p.131*. Cf. J. Queval, Raymond Queneau, p.l6U 
109- R. Queneau, '0ULIP0', The Times L i t e r a r y Supplement, 19^7, PP.863-U 
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s t r u c t u r e s , Queneau o c c a s i o n a l l y allows h i m s e l f some freedom i n 

p r a c t i c e , l i k e a poet t a k i n g c e r t a i n l i b e r t i e s w i t h conventional 

forms. Speaking o f Gueule de P i e r r e , Queneau s a i d , 

Le mouvement c i r c u l a i r e ne re t r o u v e pas son p o i n t de d e p a r t , 
mais un p o i n t homologue, et forme un arc d'he*lice. 110 

Paul Gayot claims t o f i n d a d i s t i n c t i o n between c y c l i c a l and l i n e a r 

s t r u c t u r e i n Queneau'.s novels. The c l a s s i f i c a t i o n i s p a r t i c u l a r l y 

a r b i t r a r y , w i t h both Loin de R u e i l and Les Enfants du Limon seen as 

p a r t o f the l i n e a r group, and no place a t a l l found f o r P i e r r o t mon 

. a m i . ^ I f any such d i s t i n c t i o n i s t o be made, i t i s between the 

c y c l i c , , t h a t i s i n t e r n a l l y r e p e t i t i v e n o v e l s , and those which are 

simply enclosed i n a c i r c l e o f a c t i v i t y whose end i n some way echoes 

the beginning. 

To b r i n g a character back t o h i s 'point de d e p a r t 1 ( o r even t o a 

•point homologue*) i s more or l e s s t o negate any i d e a o f purpose or 

meaning i n h i s journey ( o r r a t h e r , t o show t h a t whatever s i g n i f i c a n c e l 

t h e r e i s i s i l l u s o r y ) , i n t h a t i t can achieve n o t h i n g apart from t r a c i n g 

t h e l i n e o f an a r b i t r a r y r o u t e . A c c o r d i n g l y , almost a l l human a c t i v i t y 

i n Queneau1s novels 

i s ceremonial r a t h e r than p r a c t i c a l i n nature - assiduous movie < 
attendance, shopkeeping (devoid o f p r o f i t ) , walks (devoid o f 
d e s t i n a t i o n ) , conversations (devoid o f meaning), quests (devoid o f 
o b j e c t ) , c o u r t i n g r i t e s ( g e n e r a l l y devoid o f consummation), not 
t o mention t h e many f u n e r a l s s c a t t e r e d throughout h i s pages. 112 

As B r i e and Guiton say, 'the c o n t r a s t between the g r a v i t y and t h e 
T 

v a n i t y o f these occupations suggests a meaning more s u b t l e than s a t i r e . 

110. R. Queneau, 'Technique du roman', B a t o n s c h i f f r e s e t l e t t r e s , p.29 

111. Cf. P. Gayot, Queneau, pp.68-70 
112. G. Bree and M. Guiton, An Age o f F i c t i o n , p.171 
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The p a t t e r n o f meaningless a c t i v i t y c a r r i e s t h e f o r c e o f moral 

theme when i t i s considered i n r e l a t i o n t o the characters' a t t i t u d e 

towards i t s meaninglessness: 

De j u i l l e t Tuquedenne ne conserva aucun souvenir. Plus t a r d , i l 
s'en e*tonna e t chercha.ce q u ' i l a v a i t bien.pu e"tre pendant ce 
temps, mais i l ne parvimt jamais a se l e r a p p e l l e r . XI l u i sembla-
t o u j o u r s q u ' i l y avait^-un mois de sa v i e , t r e n t e j o u r s que l ' o u b l i 
a v a i t vide"s comme l e s charognards curent l e s yeux du b e * t a i l mort. 
A i n s i j u i l l e t d i s p a r u t , gobe" par l e n£ant. 113 

But Tuquedenne, preoccupied as he i s w i t h g i v i n g 'un sens a sa v i e ' , 

i s aneexceptional hero i n Queneau's novels. More o f t e n than n o t , they 

are merely i n d i f f e r e n t and f a i l t o react t o t h e i r circumstances i n 

any conscious way. They t r e a d t h e narrow l i n e which., by Queneau's 
l l U 

d e f i n i t i o n , separates philosophes from yoyous. This i s t h e case 

w i t h P i e r r o t i n P i e r r o t mon ami. He d r i f t s through t h e events o f the 

novel w i t h a k i n d o f bemused d i s i n t e r e s t e d n e s s , making no attempt t o 

order h i s l i f e along t h e l i n e s o f any personal philosophy, or even 

t o a t t a c h any. meaning t o what happens: 
C'6t a i t un des episodes de sa v i e l e s plus ronds, l e s plus 
complets, l e s plus autonomes. 115 

His acceptance o f t h e a b s u r d i t y o f h i s c o n d i t i o n i s as t o t a l as i t i s 

unconsidered: 

- Monsieur a l ' a i r r§veur, d i t l e v e i l l e u r de n u i t . 
- Ce n'est pas mon genre, d i t P i e r r o t t Mais ga m'.arrive souvent 
de ne penser a, r i e n . I l 6 

P i e r r o t i s i n many ways a comic equivalent of Camus' Meursault. Unlike 

Meursault, however, he i s never f o r c e d t o consider t h e value o r meaning 

of h i s e x i s t e n c e ; i t s r o u t i n e i s endless. 

113. R. Queneau,- Les Derniers Jours, p.108 

l l 1 * . Cf. R. Queneau, 'Philosophes e t voybus', Les Temps Modernes, Jan. 1951» 
pp.1193-1205. The essay i s b a s i c a l l y a r e f l e x i o n on the etymology o f 
voyou. The word i s g e n e r a l l y agreed t o d e r i v e from v o i e . Queneau examines 
i r o n i c a l l y t h e 1 i m p l i c a t i o n s o f i t perhaps having t h e same source as v o i r . 
115. R. Queneau, P i e r r o t mon ami, Paris 19^3, L i v r e de Poche, P..171* 
116. i b i d . , p.l66 
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Jacques L'Aumone, perhaps t h e most self-conscious o f Queneau's 

heroes, does evolve some k i n d o f code o f behaviour and t r y t o l i v e 
117 

a c c o r d i n g l y : *Je voudrais t a n t devenir un s a i n t . ' A one-time 

boxing champion, he u n t h i n k i n g l y i n s u l t s a man i n t h e s t r e e t and i s 

s t r u c k on the face. To the disappointment o f t h e crowd, he does not 

r e t a l i a t e : 
Jacques se re ' j o u s i s s a i t en son coeur d'avoir pour l a premiere 
f o i s de sa v i e accompli un acte d ' h u m i l i t y . Un champion (de 
France) (amateur) de boxe fpoids m i - l o u r d ) , se l a i s s a c a l o t t e r 
simplement pour ne pas montrer sa s u p e r i o r i t y . 118 

'Je deviens humble},' he t e l l s Dominique, 

j e veux devenir humble. Pas modeste. Humble. C'est tr§s 
d i f f i c i l e d ' a i l l e u r s , tr£s' complique", pas simple du t o u t . 119 

But even t h i s i s as s e l f - d e f e a t i n g as any other c i r c l e o f a c t i v i t y , 

since he aspires t o absolute h u m i l i t y ; 

Ce q u ' i l y a de cale" la-dedans c'est d i r e qu'on est humble c'est 
ne plus l ' S t r e , l e penser meme c'est deja. ne plus l ' g t r e . 119 

V a l e n t i n Bru i n Le Dimanche de l a Vie conceives t h e same d e s i r e : 

'Vers l e m i l i e u de cet h i v e r , V a l e n t i n e n t r e p r i t de devenir un s a i n t ' . 

At t h e o u t s e t he i s more confident o f success than Jacques: 

La chose l u i p arut d'autant plus f a c i l e que, ne croyant t o u t au 
plus qu'a un faux d i e u , e t encore s i peu que r i e n , i l p e nsait 
a v o i r un avantage imme'diat sur ses collogues Chretiens candidats 
a l a b e a t i f i c a t i o n , puisque l ' e s p o i r d'une recompense quelconque ^ 
ne v i e n d r a i t jamais j e t e r une ombre sur l ' u n quelconque de ses actes. 

His approach i s t h e same: 

L o r s q u ' i l p a r v i n t a f a i r e l a corve*e de c h i o t t e s quotidiennement 
sans que Foinard s'en apercut, i l se f E l i c i t a d 1 a v o i r a i n s i a t t e i n t 
sans tapage un c e r t a i n degree dans 1*abnegation. 121 

And t h e d i f f i c u l t y i s i n e v i t a b l y t h e same: 

117. R. Queneau, Loind de R u e i l , p.157 
118. i b i d . , p.148 
119. i b i d . , p.lU6 
120. R. Queneau, Le Dimanche de l a V i e , p.290 
121. i b i d . , p.292 
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Ensuite i l f a l l a i t s ' a bstenir de se f e " l i c i t e r , ce q u i devenait 
beaucoup plus d i f f i c i l e . Et l o r s q u ' i l d£couvrit q u ' i l p r e n a i t 
un v i f p l a i s i r a tracer , un chemin datts l a neige ou a v i d e r l e s 
ordures, i l estima justement n'y a v o i r aucun merite e t par 
consequent n ' a v o i r meme pas f a i t un pas dans l e chemin de l a 
s a n c t i f i c a t i o n . 122 

The desire 'd'accomplir pour l e s autres l e s taches l e s plus emmerdantes 

presents a curious v a r i a t i o n o f Pascal's wager. The self-imposed 

a s c e t i c i s m o f Jacques and V a l e n t i n corresponds t o t h e f r e e - t h i n k e r who 

humbles h i s i n t e l l e c t by observing C a t h o l i c r i t u a l . Like'Jacques, 

Pascal admits t h a t absolute success i s u n a t t a i n a b l e : God can never 

be o b l i g e d t o extend h i s grace. Jacques' only hope i s t h a t 'ce 
123 

marquer-le-pas repre*sentant un manque s i g n i f i a i t un mieux'. The 
d i f f e r e n c e i s , o f course, t h a t h i s s a i n t l i n e s s i s a t h e i s t i c , although 

12 k 

h i s confusion w i t h des Cigales, by i t s a l l u s i o n t o Finnegan's Wake 

making him the Gracehoper, perhaps suggests a subconscious d e s i r e t o 

b e l i e v e . But before Jacques achieves any r a d i c a l change, h i s h u m i l i t y 

degenerates i n t o an i n d i f f e r e n c e s i m i l a r t o P i e r r o t ' s : 

Moi, ga me gSnepas. La mort ou autre chose ga m'est b i e n egal. 125 

There i s , on the o t h e r hand, no condemnation i m p l i e d in.Queneau's 

d e p i c t i o n o f i n d i f f e r e n c e . He i s not t r y i n g t o convince t h e reader o f 

any need t o f i n d a meaning i n existence: 

I t i s p r e c i s e l y because P i e r r o t i s not t r o u b l e d by t h e u n r e a l i z e d 
p o s s i b i l i t i e s o f h i s adventures... because t h e r e f o r e he remains 
i n t h e realm o f being and moves forward w i t h o u t any s t r o n g desires 
o r predetermined p l a n s , t h a t he avoids disappointment and remains 
w h o l l y f r e e . 126 

I t i s i n t h i s context the t h e q u o t a t i o n from Hegel which prefaces Le_ 
^ _ _ _ _ _ _ _ _ _ _ _ _ v 

122. i b i d . , p.292 
123. R. Queneau, Loin de R u e i l , p.l66 
12U. Cf. Part 2, pp.82-83 
125. i b i d . , p .l63 
126. M. E s s l i n , 'Raymond Queneau', The N o v e l i s t as Philosopher, p.91 
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Dimanche de l a Vie should he seen as s i g n i f i c a n t : 

C'est l e dimanche de l a v i e q u i n i v e l l e t o u t e t fsloigne t o u t ce 
qui est mauvais: des hommes dou€s d'une aussi bonne humeur ne 
peuvent §tre fonciSrement v i l s ou mauvais. 

The Hegelian i d e a t h a t t h e a r t i s t must r i d h i m s e l f o f h i s p a r t i c u l a r 

i d e n t i t y and become n o t h i n g before he can assume u n i v e r s a l i d e n t i t y 

i s r e f l e c t e d w i t h Queneau 1s c h a r a c t e r i s t i c i r o n y i n Le Dimanche de l a 

Vie. V a l e n t i n seeks t o make h i s mind t o t a l l y blank: 

- Mais voyez-vous meussieu, j e pense au temps, pas au temps q u ' i l 
f a i t , j e c r o i s que c'est i n u t i l e quand on v i t dans une r e g i o n 
temperee, non, j e pense au temps q u i passe e t , comme i l est 
i d e n t i q u e a iui-me"me, j e pense t o u j o u r s a l a mSme chose, c'est a, 
d i r e que j e f i n i s par ne plus penser a r i e n . 127 

But V a l e n t i n i s no a r t i s t . Once h i s mind i s blank he i s happy t o 

remain i n the vacuum. 

I f the e x t e r n a l s t r u c t u r e o f t h e f i c t i o n which contains a character 

i s c i r c u l a r , the character's existence must also t u r n i n c i r c l e s i f he i s 

t o remain i n harmony w i t h h i s environment. Once an a c t i o n begins i t 

cannot a v o i d c i r c u l a r p r o g r e s s i o n , cannot be complete, u n t i l i t has 

cancelled i t s e l f o u t ; then i t may begin again. I n Queneau's n o v e l s , 

characters alone or i n groups o f two or t h r e e . . . advance and 
r e t r e a t at r e g u l a r i n t e r v a l s and m i r r o r each other's words and 
gestures. Our f i n a l impression i s t h a t o f a dance, at times 
s t a t e l y , at times w i l d l y o r g i a s t i c , but always ceremonial i n n a t u r e . 128 

The l i v e s o f characters i n a novel cannot be anything but r i t u a l i s t i c 
• 

i f the author's a t t i t u d e t o f i c t i o n i s t h a t i t i s f i r s t and foremost 

a question o f p a t t e r n s . 

And i f i t were t o be argued t h a t the i m p o s i t i o n o f such p u r e l y 
a r b i t r a r y p a t t e r n s must need produce an extremely a r b i t r a r y p i c t u r e 

1 5 o f r e a l i t y , Queneau's answer would undoubtedly be t h a t thisy\indeed 
• / j t h e poet's and t h e a r t i s t ' s t a s k : t h e w o r l d i t s e l f i s a r b i t r a r y 

127. R. Queneau, Le Dimanche de l a V i e , p.286 

128. G. Bre"e and M. Guiton, An Age o f F i c t i o n , p.170 
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and absurd; only t h e t h i n k i n g i n d i v i d u a l can g i v e i t a p a t t e r n , 
however a r b i t r a r y . Things have meaning only i n so f a r as they 
e x i s t i n a mind, so the mind i s f r e e t o impose i t s own p a t t e r n 
on being. 129 

Queneau 1s p i c t u r e i s consciously a r b i t r a r y because he f e e l s t h a t 

t h i s i s t h e one e s s e n t i a l f e a t u r e o f i m a g i n a t i v e l i t e r a t u r e . F i c t i o n 

cannot but be a r b i t r a r y i n i t s design, so i t should d i s p l a y i i t s 

nature honestly. But the e f f e c t o f Queneau1s self-consciousness has 

more wide-reaching i m p l i c a t i o n s , 1 ^ i m p l i c a t i o n s which assume the 

form o f i r o n i c c o n t r a s t . The language used t o r e f l e c t a d isordered 

w o r l d and t h e s t r u c t u r e s which co n t a i n t h a t language, by drawing a t t e n t i o n 

t o t h e h e a v i l y c o n t r i v e d nature of t h e i r own order and meaning ( i n 

other words t o t h e i r f a l s e n e s s ) , emphasise simultaneously t h e very 

u n a t t a i n a b i l i t y o f any such order and meaning i n t h e n a t u r a l w o r l d . 

F i c t i o n a l o r d e r , moreover, can not only i n d i c a t e the absence o f r e a l 

o r d e r , i t can compensate f o r i t : 

.. .we no longer l i v e i n a w o r l d w i t h an h i s t o r i c a l t i c k which w i l l 
c e r t a i n l y be consummated by a d e f i n i t i v e t o c k . And among a l l 
t h e other, changing f i c t i o n s , l i t e r a r y f i c t i o n s take t h e i r place. 
They f i n d out about the changing world, on our b e h a l f ; they arrange 
our complementarities. They do t h i s , f o r some o f us, perhaps 
b e t t e r than h i s t o r y , perhaps b e t t e r than t h e o l o g y , l a r g e l y -
because they, are consciously f a l s e . . . I t i s not t h a t we are 
connoisseurs of chaos, but t h a t we are surrounded by i t , and 
equipped f o r co-existence w i t h i t only by our f i c t i v e powers. 131 

129. M. E s s l i n , 'Raymond Queneau 1, The N o v e l i s t as Philosopher, p.82 
130. Cf. G-E. C l a n c i e r , 'Le discours e t l e s methodes', L'Arc, No.28, 
S p e c i a l e d i t i o n on Queneau, I e r t r i m e s t r e 1966, pp.71-75 
131. F. Kermode, The Sense o f an Ending, p.64 
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Part 3. Surface arid t h e u n d e r l y i n g t r u t h 

a) The problem discovered: t h e i d e n t i f i c a t i o n o f characters 

I n h i s treatment o f character Queneau p l a i n l y r e j e c t s t h e p s y c h o l o g i c a l 

approach which attempts t o show a r e l a t i o n between a character's 

p e r s o n a l i t y and h i s circumstances. Speaking Of Edgar A l l a n Poe's 

' a n a l y t i c ' works, i n which 'Poe se montre... un prScurseur de Conan 

Doyle e t du roman p o l i c i e r 1 , Queneau wrote: 

Tous ces essais ou contes sont bases sur une me*me the"orie; que 
1 ' e s p r i t humain est permeable a 1 ' e s p r i t humain, que t o u t e r u s e , 
t o u t e astuce est demasquable, que 1 ' i n s p i r a t i o n m§me l a i s s e 
d£montrer ses p r e s t i g e s lorsqu'analysee par un e s p r i t suffisamment 
p e n e t r a n t , c 1 est a d i r e par Poe lui-m§me. 1 

The characters i n Queneau's own novels o f f e r t h e reader a s i g n i f i c a n t l y 

d i f f e r e n t problem: w h i l e Poe's are presented f o r a n a l y s i s , Queneau's 

characters are presented w i t h the assumption t h a t any a n a l y s i s i s q u i t e 

p o i n t l e s s ; they are impermeable. I t i s e v i d e n t , t h e n , t h a t one o f t h e 

main problems f o r Queneau i s how t o give h i s characters some k i n d o f 

i n d i v i d u a l i d e n t i t y w i t h o u t suggesting impossible i n s i g h t s i n t o t h e i r 

minds. Any surface f e a t u r e which might d i s t i n g u i s h a character i s 
/ 

t h e r e f o r e c a r e f u l l y examined t o determine i t s r e a l value and, c o n s i s t e n t h 
/ 

w i t h Queneau's technique, t h e method o f examination i s i n t e g r a t e d i n t o 

t h e novel,'s development. I t i s perhaps here, moreover, t h a t Queneau 

has been m o s t i i n f l u e n t i a l i n terms o f t h e progressoof French F i c t i o n : 

speaking o f the New Novel, John Sturrock says, 
I t must never be read as an exercise i n naive r e a l i s m or n a t u r a l i s m 
but as a s t u d i e d d r a m a t i s a t i o n o f the c r e a t i v e process... ( i t I 
d i s p l a y s ) t h e n o v e l i s t at work. 2 

1. R. Queneau, 'Poe e t l ' a n a l y s e 1 , Bords, pp.69-70 
2. J. S t u r r o c k , The French New Novel, p.U 
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For .Queneau t h e p a r t i c u l a r , problem i s s t r i c t l y t e c h n i c a l and l i t e r a r y 

but the examination discovers i m p l i c a t i o n s o f unmistakable moral and ] 
— • - j 

p h i l o s o p h i c a l s i g n i f i c a n c e . 

The most s t r a i g h t f o r w a r d i l l u s t r a t i o n i n v o l v e s t h e apparently 

simple process o f g i v i n g a character a name. Many o f Queneau 1s 

characters are named i n a way t h a t leaves them b a r e l y more d i s t i n c t i v e 

than i f they were e n t i r e l y anonymous. Not s u r p r i s i n g l y , t h e p r i n c i p l e 
3 

i s most e x p l i c i t l y demonstrated i n Le Chiendent. Throughout t h e f i r s t 
chapter the character we e v e n t u a l l y know as Etienne Marcel, when he i s 

k 

d i s t i n g u i s h e d from o t h e r s , i s q u a l i f i e d r a t h e r than named. Even when 

he i s e v e n t u a l l y asked h i s name and t h e r e f o r e becomes Etienne Marcel, 

i t i s h a r d l y a d i s t i n g u i s h i n g d e s i g n a t i o n , as i s emphasised by t h e 

dialogue which f o l l o w s : 
...Ah a l o r s non, sur q u ' i l n'a pas eu vot'chance, meussieu? 
meussieu? 
- Meussieu Marcel. 
- Vous Stes c o i f f e u r ? 

- Oh non j e m'appelle Etienne Marcel. 5 

A s i m i l a r i n t e n t i o n governs the designat i o n o f Mme Cloche: cloche, i n 

French s l a n g , can mean simply ' d a f t ' ^ , which i s o f course what she appears 

t o t h e reader. I n s t e a d o f 'Mme Cloche', Queneau c o u l d e q u a l l y w e l l c a l l 

her ' l a dame cloche'; t h e name does not confer any s p e c i f i c i d e n t i t y . 

The same p r i n c i p l e may also be seen t o work w i t h t h e hero o f P i e r r o t 

mon ami: ' P i e r r o t ' denotes a clown no more i n d i v i d u a l than Harlequinr;.. 

Queneau i s not c l a i m i n g u n i v e r s a l i t y f o r h i s characters but r a t h e r 

r e f u s i n g t o d e l i n e a t e them. Each character represents a c o l l e c t i o n o f 

a t t r i b u t e s which are brought t o g e t h e r i n one p e r s o n a l i t y f o r reasons 

3. Cf. Part 1, p.11 
k. Cf. P a r t 1, p.22 
5. R. Queneau, Le Chiendent, p.35 
6. '..used more or l e s s a f f e c t i o n a t e l y ' . Cf. J. Marks, French-English 
D i c t i o n a r y o f Slang and C o l l o q u i a l i s m s , London (Harrap), 1970, p.60 
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which, i n i m a g i n a t i v e l i t e r a t u r e , should be p u r e l y t e c h n i c a l . The 
reader cannot t u r n t o t h e author's p s y c h o l o g i z i n g t o e x p l a i n away the 
discrepancies o f p e r s o n a l i t i e s he encounters i n f i c t i o n , f o r any such 
ps y c h o l o g i z i n g i s n e c e s s a r i l y f a l s e (a f i c t i o n a l s o l u t i o n f o r a 
f i c t i o n a l problem) and, i n Queneaufs case a t l e a s t , consciously so. 

Queneau's d e v i s i n g can, o f course, l e a d us i n t o t h e t r a p o f over-

reading. There i s a danger o f seeing the q u a l i f i c a t i o n o f names as 

absolute: cloche, i t should be remembered, has more than oneemeaning. 

Queneau i s p l a y i n g a game w i t h the reader's i n t e l l i g e n c e : f i r s t a 

name appears t o describe a character's r o l e and then t h e process i s 

reversed and the name i s reduced t o a simple means o f reference. An 

over-responsive reader may be tempted t o view the widow i n Zazie dans 

l e m l t r o as an Everyman f i g u r e because o f t h e way she chooses t o 

i n t r o d u c e h e r s e l f : 

- Eh b i e n moi, d i t l a veuve en rougissant un t a n t i n e t , j e m'appelle 
Mme Mouaque. Comme t o u t l e monde, q u ' e l l e a j o u t a . 7 

But such a p l a n i s f a r t o o pompous f o r Queneau. What Ms i r o n y t e l l s . 

us i s t h a t he i s s c e p t i c a l of the w r i t e r ' s a b i l i t y t o create a man, 

l e t alone Everyman. I n t h i s case he i s simply making a joke by i s o l a t i n g 

a common v e r b a l mannerism. 

Frequently, moreover, a character may have s e v e r a l names, and, i n 

the case o f Brabbant ( M a r t i n - M a r t i n , B l a i s o l l e , D u t i l l e u l ) i n Les 

Derniers Jours, a d i f f e r e n t p e r s o n a l i t y t o accompany each one, a 

p e c u l i a r i t y which Queneau i s at pains t o emphasise: a f t e r h earing t h e 

7. R, Queneau, Zazie dans l e mgtro, p.102 
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t a l e o f a business contact who has been b l i n d e d i n a f i g h t , 

M. B l a i s o l l e l e s l a i s s a d i s s e r t e r e t s o r t i t en murmurant: 
. - C'est h o r r i b l e . 
Dans l a r u e , M. D u t i l l e u l bougonnait: 
- Deux m i l i e b a l l e s q u i me passent devant l e nez. 
Au S o u f f l e t , M. Brabbant demanda au gargon: 
- D i t e s done, A l f r e d , e ' e t a i t un bon j o u r aujourd'hui? 8 

I n Loin de R u e i l , Jacques l'Aumene o f t e n confuses h i s own name 

w i t h the poet L o u i s - P h i l i p p e des Cigales', The reader can never be 

sure whether i t i s conscious or not and whether t h e j u s t i f i c a t i o n f o r 

the confusion (which assumes a union between t h e poet and Jacques,1 

mother) i s r e a l or f a n t a s t i c . ^ S i m i l a r l y , t h e a r i s t o c r a t i c descent 

which des Cigales may or may not have passed on t o Jacques may be, f o r 

a l l the reader knows, i l l u s o r y . I f the connexion does not e x i s t , i t 

i s at l e a s t d e s i r e d on both s i d e s , which suggests t h e analogy of t h e 

theme o f Hamlet and fatherhood which runs through Ulysses. By the end 

o f t h e novel t h e c h i l d l e s s des Cigal e s , disappointed by Jacques, f i n d s 

a s u b s t i t u t e i n Jacques 1 own son, Michou, and by t h i s t i m e , t o o , Jacques 

has become t h e American f i l m s t a r James C h a r i t y . Those members o f h i s 

f a m i l y who r e g u l a r l y a t t e n d t h e cinema appear unable t o recognise him 

simply because they cannot t r a n s l a t e aumdne i n t o E n g l i s h . 

Paul B., the b r o t h e r - i n - l a w o f Le Dimanche de l a Vie i s q u i t e 

g r a t u i t o u s l y given a d i f f e r e n t surname each time he i s mentioned. At 

f i r s t t h i s seems t o i n d i c a t e h i s f a m i l y ' s contempt f o r him but the 
i 

n a r r a t i v e a l so pursues what becomes t h e convention o f f i n d i n g a new 

designation each time he appears. His r e l a t i o n s do seem t o agree on 

h i s C h r i s t i a n name, Pau l , but Queneau has him c a l l h i m s e l f J u l e s . 

8. R. Queneau, Les Derniers Jours, p.127 
9. Cf. Part 2, n.95 
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Queneau .is c l e a r l y being i r o n i c since t h e slang words j u l e s and j u l i e 
u s u a l l y r e f e r t o a d u l t e r e r s and, w h i l e h i s w i f e i s p e r s i s t e n t l y 
u n f a i t h f u l , Paul remains apparently incapable o f r e t a l i a t i o n . ^ 

This device i s reversed i n Le Dimanche de l a V i e . While one 

character i s given s e v e r a l names, one name i s used at d i f f e r e n t i n t e r v a l s 

by t h r e e d i f f e r e n t people: Mine Saphir, t h e c l a i r v o y a n t e , dies and her 

name and place i n t h e community are assumed f i r s t by Mme Bru and l a t e r 

by Mme Bru's husband V a l e n t i n ^ 1 The change o f p r o t a g o n i s t does not 

change the c l a i r v o y a n t e ' s r o l e and, t o the r e s t o o f t h e community, 

Mme Saphir remains Mme Saphir. 

An e a r l y chapter o f Les Enfants du Limon i s devoted e n t i r e l y t o 
12 

the complicated genealogy o f t h e Limon/Chambernac f a m i l y . I t i s 

d e t a i l e d i n such p r e c i s e terms t h a t t h e reader would be j u s t i f i e d i n 

the assumption t h a t , i n t h i s case at l e a s t , t h e i n s e r t i o n has been made 

t o r e l i e v e h i s confusion. Unless t h e reader i s f a m i l i a r w i t h Queneau1s 

nov e l s , and so n a t u r a l l y s u s p i c i o u s , he has no reason at a l l t o doubt 

th e genealogy's a u t h e n t i c i t y u n t i l , s e v e r a l chapters l a t e r , Henry de 

Chambernac begins t o r e f l e c t on t h e circumstances o f h i s b r o t h e r Edmond's 

death. The manner o f t h e r e f l e c t i o n ("Reportons-nous v i n g t - c i n q ans en 

arri£re, commenca Chambernac d'une v o i x mouille"e.. 1 1). suggests t h a t f o r 

10. J u l e s , o f course, has other connotations ( c f . J. Marks, French-English 
D i c t i o n a r y o f Slang and Colloqualisms) but i t s p r e c i s e i m p l i c a t i o n i n 
t h i s example i s made even more c l e a r by t h e f a c t t h a t h i s sasber-in-law, 
who i s e q u a l l y preoccupied by t h e thought o f her husband's i n f i d e l i t y , i s 
c a l l e d J u l i a . 
11. V a l e n t i n provides a second example of t h e way names can f a i l i n t h e i r 
primary f u n c t i o n : even- a f t e r f o u r years i n t h e same regiment, t h e r e i s no 
rec o r d o f h i s name on t h e army f i l e s . The n o v e l opens w i t h a search f o r 
V a l e n t i n emphatically complicated by t h i s f a c t . E x a c t l y the same 
circumstances are repeated at t h e end o f t h e novel once he has been 
r e c a l l e d f o r war s e r v i c e . 
12. R. Queneau, Les Enfants du Limon, pp.UO-Ul 
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a b r i e f moment he may be o f f h i s guard, t h a t he may, t h e r e f o r e , "be 

r e v e a l i n g some hidden t r u t h : 

" . . . t o u t e"tait calme, s t a b l e , t r a n q u i l l e , chacun a v a i t sa v i e 
assuree, avec des p e t i t e s rentes on pouvait f a i r e l ' o i s i f , b r e f on 
v i v a i t comme des cochons - des cochons qu'on a saignes en 191^, 
j e ne d i s pas ga pour mon pauvre f r e r e , ce pauvre Henry. 

I I se m i t a. p l e u r e r . 13 

The e f f e c t o f t h i s i s t o undermine the c r e d i b i l i t y o f t h e genealogy and 

t o cast doubts on t h e i d e n t i t y o f each i n d i v i d u a l member o f th e f a m i l y . i 

Names i n Queneau are never r e l i a b l e ; they merely create u n c e r t a i n t y . 

This u n c e r t a i n t y i s i n t e n s i f i e d by Queneau1s p r a c t i c e o f g i v i n g h i s 

characters s t a t i o n s i n l i f e which are s u p e r f i c i a l l y a t variance w i t h t h e i r 

preoccupations and p a t t e r n s o f behaviour. Jacques L'AumSne s t a r t s h i s 

career as a boxer, a semi-underworld f i g u r e , and becomes a m i c r o b i o l o g i s t 

before t u r n i n g t o a c t i n g . Such change as does take place i n h i s 

a t t i t u d e s , and i t i s considerable, has l i t t l e r e l a t i o n t o the changes i n 

h i s s i t u a t i o n . Throughout t h e n o v e l s , Queneau1s heroes are shown t o 

be capable o f extreme changes o f circumstance w i t h o u t being p e r s o n a l l y 

a f f e c t e d i n any way. I t i s n a t u r a l enough, t h e r e f o r e , t h a t Queneau 

should conspicuously seize on a l l popular French myths which b e l i e v e 

such i n c o n g r u i t y t o be t h e essence, almost, o f c e r t a i n occupations. To 

be a tramp so i m b e c i l i c as t o be incapable o f connected speech i s t o 

be a profound m y s t i c , t o be a concierge or a w a i t e r i s n e c e s s a r i l y t o be 

a philosopher. Promiscuity i s centred around p r i e s t s and middle-class 

housewives, moral s e v e r i t y around p r o s t i t u t e s , and so on. The manner i s 

i r o n i c , but Queneau does challenge t h a t i n s t i n c t which supposes a 

r e l a t i o n between what a person i s underneath and what he appears on the 

s u r f a c e , a challenge which i s w h o l l y c o n s i s t e n t w i t h h i s own l a c k o f 

13. i b i d . , p.135 
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Ik i 
sympathy f o r t h e e x i s t e n t i a l i s t case. Equally p e r s i s t e n t l y , however, V* 

he refuses i n i n d i c a t e e x a c t l y what a character i s underneath, or r a t h e r , 

i n s i s t s on h i s i n c a p a c i t y t o do so. 

As i f t o emphasise t h i s i n c a p a c i t y , a year a f t e r t h e p u b l i c a t i o n o f 

Zazie dans l e me'tro, Queneau issued *un c h a p i t r e €carte de Zazie *"'"'' 

expanding the biographyoof Marceline, Gabriel's ' w i f e 1 . The f i n a l 
l6 

chapter o f t h e n o v e l had revealed her t o be a man, Marcel, a f a c t 

which i s now f u r t h e r q u a l i f i e d by t h e r e v e l a t i o n t h a t he i s also a 

deserter from t h e German army and what i s more, a ' ccfftwaisseur e t exegeie 

de Clausewitz. 1 The a d d i t i o n i s d i s t u r b i n g not so much f o r what i t 

reveals but f o r the i m p l i c a t i o n t h a t t h e r e are any number o f other 

p o s s i b l e r e v e l a t i o n s from which t h i s one was chosen. I t does not b r i n g 

the reader any nearer the t r u t h b u t , r a t h e r , i n d i c a t e s t h a t t h e gap which 

separates him from t h e t r u t h i s unbridgeable. . 

I t i s p e r f e c t l y a p p r o p r i a t e , t h e r e f o r e , t h a t .a character i n a novel 

may o c c a s i o n a l l y be able t o see through another's disguise w h i l e t h e 

reader i s s t i l l completely deceived: 

E n f i n apparurent une p a i r e de bas de soie d'une extreme f i n e s s e e t 
l e personnage q u i l e s u t i l i s a i t , l a q u e l l e , g t a i t - i l juge", ne pouvait 
Stre que l ' S t o i l e . E l l e s ' a p p e l l a i t Roftana Pontez, du moins sur l e s 
a f f i c h e s c o l l S s sur l e s murs de l a v i l l e . . . IT 

Once the reader discovers ( s e v e r a l chapters l a t e r ) t h a t Rojana i s i n f a c t 

lU. Cf. J-P. S a r t r e , L'Etre e t l e N l a n t , Paris 19^3, p.11: 
' I I est c e r t a i n qu'on s'est dgbarasse" en premier l i e u de ce dualisme q u i 
oppose 1*existant l ' i n t ^ r i e u r a l ' e x t S r i e u r . I I n'y a plus d'exterieur de 
l ' e x i s t a n t , s i l ' o n entend par l a une peau s u p e r f i c i e l l e qui dissimulerait 
aux regards l a v e r i t a b l e nature de l ' o b j e t . Et c e t t e v e r i t a b l e n a t u r e , 
a son t o u r , s i e l l e d o i t Stre l a r e a l i t e " secrete de l a chose, qu'on peut 
p r e s s e n t i r ou supposer mais jamais a t t e i n d r e parce qu'elle est 'int£rieure' 
a, l ' o b j e t conside're', n ' e x i s t e p l u s . 1 

15. L i v r e s de France, 10.12.1960 
16. Cf. P a r t i , p.15 

R. Queneau, Loin de R u e i l , p.129 ^ i t a l i c s ) . 
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t h e Camille o f chapter one, t h e negative value o f t h e words 'du moins' 
becomes c l e a r . But we must assume t h a t f o r Jacques and ..Camille, 
coincidences o f t h i s s o r t are the most normal t h i n g i n t h e w o r l d since 
n e i t h e r shows any s i g n o f s u r p r i s e , although, as t h e reader l e a r n s l a t e r , 
they do recognise one another. We must assume also t h a t disguises are 
e q u a l l y commonplace since t h e y , t o o , appear unworthy o f comment. Both 
Jacques and Camille are n a t i v e s o f B u e i l and,the i m p l i c a t i o n i s , t h a t 
since they must both share the desire t o escape from R u e i l , they connive 
at each other's success by t h e i r s i l e n c e . But t h i s i s a l l revealed 
l a t e r . At t h e t i m e , the reader has very l i t t l e reason t o suspect 
Rojana's i d e n t i t y and none at a l l t o suppose t h a t he has met her b e f o r e . 

This device i s t h e reverse o f one more f r e q u e n t l y used by Queneau. 

Normally a character who assumes a d i s g u i s e , or at l e a s t a f a l s e name, 

assumes a d i f f e r e n t p e r s o n a l i t y t o go w i t h i t . When Mme Cloche dresses 

up as l'abbe' Rounere i n Le Chiendent she i s not simply posing as a 

p r i e s t , she e f f e c t i v e l y becomes a p r i e s t and t h e n a r r a t i v e accordingly 
18 

r e f e r s t o her no longer as Mme Cloche but as l e cure". Again t h i s 

should p l a n t a s i g n i f i c a n t element of doubt i n t h e reader's mind. Rather 

than simply t a k i n g a s c e p t i c a l a t t i t u d e towards the r o l e and motives o f 

l'abbe" Roune*re, he i s o b l i g e d t o reconsider h i s a t t i t u d e towards Mme Cloche 

h e r s e l f . There i s no reason why t h e a u t h e n t i c i t y o f t h e f i g u r e dressed 

up as a p r i e s t should be any more d o u b t f u l than the one who may w e l l 

be dressed up as Mme Cloche. I t i s not enough t o argue t h a t t h e f i g u r e 

appeared f i r s t as Mme Cloche and i s accepted (or appears t o be accepted) 

as such by the other c h a r a c t e r s , since what i s i n v o l v e d i s a knowledge o f 

18. R. Queneau, Le Chiendent, p.190 
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events p r i o r t o the moment where the novel begins. These i n t u r n may-

i n v o l v e t h e deception of the other characters or p o s s i b l y t h e i r 

connivancesat the. d i s g u i s e . There i s good reason, f o r example, t o 

suspect the motives behind des C i g a l e s 1 f a i l u r e t o recognise James 

Charity at t h e end o f L o i n de R u e i l . He may, o f course, be as 

unsuspecting as any of the other characters. On t h e o t h e r hand, Jacques 1 

l e g i t i m a t e w i f e has by then become h i s mistress and so he has a vested 

i n t e r e s t i n Jacques 1 truancy. Queneau i s c h a r a c t e r i s t i c a l l y c a r e f u l not 

t o suggest t h a t e i t h e r a l t e r n a t i v e i s the more l i k e l y . 

I n Queneau1s case i t cannot be argued t h a t - t h e reader must simply 

take on t r u s t t h a t a character i s who t h e author says he i s . From the 

very beginning Queneau d e l i b e r a t e l y undermines the reader's f a i t h by h i s 

systematic i r o n y . Although the i n i t i a l e f f e c t i s comic and t h i s has 

value i n i i t s e l f , i t can reasonably be argued t h a t Queneau i s simply 

being honest about h i s a r t . By c h a l l e n g i n g t h e t r a d i t i o n a l r e l a t i o n s h i p 

between the n o v e l i s t and t h e reader which depends on some k i n d o f 

'suspension of d i s b e l i e f , Queneau shows t h a t the essence o f f i c t i o n i s 

something f a r l e s s r e s t r i c t i v e than c r e d i b l e characters i n c r e d i b l e 

s i t u a t i o n s . There i s no p a r t i c u l a r reason why a n o v e l i s t who has 

emphasised t h e g r a t u i t o u s n n a t u r e o f h i s choice o f when and where t o begin 

h i s n a r r a t i v e shouldconcern h i m s e l f w i t h s e t t l i n g t h e reader's u n c e r t a i n t y 

about something outside t h e l i m i t s he i s f r e e t o impose on h i s f i c t i o n . 

Moreover, i t can be i n f e r r e d t h a t these p r i o r events may i n v o l v e an 

i n f i n i t e number o f d i s g u i s e s , deceptions and connivings and t h e r e f o r e 

t h a t t h e n o v e l i s t i s as incapable as t h e reader o f f i n d i n g t h e t r u t h 

or t h e r e a l m o t i v a t i o n behind t h e behaviour o f h i s c h a r a c t e r s . 
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I n t h i s c o n t e x t , what might he c a l l e d t h e entomological obsession 

o f L o i n de R u e i l can be explained i n terms Queneau made c l e a r on two 

separate occasions i n 'Lectures pour un F r o n t ' , the 'chronique 

l i t t e r a i r e ' he wrote weekly f o r Front N a t i o n a l from September 19hk t o 

November 19b5. I n t h e f i r s t of these i n s t a n c e s , he r e f e r s t o t h e 

i n s e c t w o r l d t o i l l u s t r a t e how a surface conceals r a t h e r than expresses 

the r e a l i t y underneath: 

Les moeurs de ces b e s t i o l e s sont i g n o b l e s , a f f r e u s e s , immondes. 
. Tout ce beau monde se deVore, vorace e t i m p i t o y a b l e , avec des 
ruses abominables, t o u t ce beau monde v i t plus ou moins d*excrements 
e t de cadavres. Lorsque l e calme regne dans l a campagne e t qu'un 
sot s'extasie sur c e t t e p a i x , i l y a des m i l l i e r s d'insectes q u i 
s'entremangent ou preparent de f u t u r s f e s t i n s en pondant sur des 
oeufs. dont l e u r s larves,. plus t a r d , d^gusteront vivantes l e s l a r v e s 
q u i en n a f t r o n t , cependant que de plus p e t i t s i nsectes ont djsja 
parasit£ l e s predateurs, e t a i n s i de s u i t e . 19 

The c o n f l i c t between surface impression and r e a l i t y i s a f a c t o f nature 

and a f a c t o bviously r e f l e c t e d throughout Queneau's novels. But t h e 

deception, as f a r as i t goes, i s a c c i d e n t a l and i n v o l v e s t h e inadequacy 

o f t h e observer's p e r c e p t i o n r a t h e r than w i l f u l d e c e i t . I n a l a t e r 

a r t i c l e , i n which he reviews L. Chopard's La Vie des S a u t e r e l l e s , Queneau 

draws our a t t e n t i o n t o those mimetic i n s e c t s who do consciously deceive 

t h e i r observer: 

Les habitue's du v i v a r i u m du Jar d i n des Flantes connaissent b i e n l e s 
p h y l l i e s q u i presentent 1'aspect des f e u i l l e s , t a u t pour l a forme 
que pour l a couleur e t jusqu'aux nervures memes. Leurs oeufs 
ressemblent a. des graines. Mais c e r t a i n e s s a u t e r e l l e s - f e u i l l e s 
l e s depassent encore dans l ' a r t de 1 ' i m i t a t i o n : l e u r s formes ont 
non seulement l'apparence de f e u i l l e s , mais encore de f e u i l l e s 
rongees par une c h e n i l l e , avec ces d e n t e l l e s fornixes par l e s 
nervures l a i s s e e s de cote", comme t r o p r ^ s i s t a n t e s . Chez d'autres, 
l e s a i l e s ressemblent a. des f e u i l l e s attaquee's par uhe moissure, 
e t aux d i f f e r e n t e s Stapes de c e t t e c o r r u p t i o n . E n f i n , une espe^ce 
va m§me jusqu'a. i m i t e r l e s p e t i t s p o i n t s n o i r s que f o n t l e s oeufs 
d'une l a r v e rongeuse sur l a f e u i l l e q u ' e l l e copie... 

The problem i s no l o n g e r simply t o d i s t i n g u i s h between t h e impression 

19. R. Queneau, 'Lectures pour un F r o n t 1 , Batons, c h i f f r e s e t l e t t r e s , 
p.179-180. c f . P a r t 3, n.59 



- 103 -

and r e a l i t y , but t o discover t h e motive f o r the deception. I t has 
been proved, as Queneau p o i n t s o u t , t h a t predatory animals can e a s i l y 
d i s t i n g u i s h between the i n s e c t and t h e r e a l l e a f , however s o p h i s t i c a t e d 
t h e disease, and so the i n s t i n c t f o r s e l f - p r o t e c t i o n can no longer be 
seen t o provide a complete explanation f o r t h e phenomenon o f camouflage 
i n nature. Equally u n s a t i s f a c t o r y t o t h e s c i e n t i s t i s t h e ' e v o l u t i o n i s t 1 

argument: 

On congoit mal l e processus q u i p o u r r a i t amener. des s a u t e r e l l e s 
a s'eyertuer de generation en generation a i m i t e r une f e u i l l e 
rongee par une l a r v e q u i a depose1 ses oeufs dans un c o i n . 

I n despair o f a s o l u t i o n , Queneau t e l l s us, one modern b i o l o g i s t has 

t u r n e d t o psychoanaifcysing grasshoppers i n search o f t h e ' i n f r a - c o n s c i o u s ­

ness ' o f i n s e c t s , 
20 

ce q u i r e v i e n t a j e t e r son f i l e t a p a p i l l o n s par dessus l e s moulins. 

I t i s a s o l u t i o n which, f o r s t r i k i n g l y s i m i l a r reasons, has a t t r a c t e d 

a number o f modern n o v e l i s t s faced w i t h the problem o f m o t i v a t i n g 

t h e i r characters. 

b) The problem d e f i n e d ; t h e m o t i v a t i o n o f character 

Claude Simonnet's an a l y s i s of t h e chronic u n c e r t a i n t y which Queneau 

s y s t e m a t i c a l l y p l a n t s i n the reader's mind approaches an explanation o f 

i t s i g n i f i c a n c e : ( 

En m§me temps que l a l a r g e u r du d e s s i n , une c e r t a i n e i m p r e c i s i o n 
calcule*e, 1'espSce de h a l o d'indetermination q u i entoiire l e s e t r e s , ; 
concourent au meme r e s u l t a t . Le caractere i n c e r t a i n des he"ros suppose 
un j e u d'ombres e t de lumiere,d'unite" e t de d i v e r s i t y , de p a r t i c u l i e r 
e t de general': a i n s i dans Le Dimanche de l a V i e , l e beau-frSre de 
Bru, sous l a d i v e r s i t y de ses denominations, perd sa vaine 
p a r t i c u l a r i t y de c o n t r o l e u r de poids e t de mesures pour acqu£rir 

20. i b i d . , pp. 217-220 
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une s o r t e de gene'ralite symbolique de p e t i t bourgeois o p p o r t u n i s t e 
e t inconsistent." 21 

But f i n a l l y Simonnet misses t h e p o i n t . The word ' i n c o n s i s t a n t ' covers 

a d i v e r s i t y o f meaning which demans expansion: . t h e f a c t i s t h a t the 

b r o t h e r - i n - l a w has a complete change o f i d e n t i t y i n t h e second h a l f 

o f t h e novel. From nowhere he acquires t h e opportunism which t u r n s 

him i n t o a h i g h l y successful armaments manufacturer at the outbreak o f 

war. Just as Mme Cloche becomes the priest,so he becomes the haut 

bourgeois and, indeed, plays t h e p a r t w i t h great panache, only r e v e r t i n g 

t o h i s o r i g i n a l r o l e i n the f i n a l chapter. I n s p i t e o f the l i p - s e r v i c e 

i t pays t o t h e n o t i o n o f 'gene'ralite' symbolique', Simonnet's a n a l y s i s 

seeks t o reduce t h e character o f the b r o t h e r - i n - l a w t o a p a r t i c u l a r 

common denominator and i m p l i e s t h a t a l l Queneau's heroes can be s i m i l a r l y 

reduced. I t presupposes an acceptance o f t h e approach which, looks f o r 

th e essence o f a character's psychology as t h e means o f i d e n t i f y i n g 

him, and t h i s i s p r e c i s e l y the approach Queneau1s c h a r a c t e r i s a t i o n challenges 

Queneau's concern w i t h the n o v e l i s t ' s t e c h n i c a l problem o f i d e n t i f y i n g 

h i s characters and the demonstration he makes o f i t s ultimate' i n s o l u b i l i t y 

can be seen i n the play o f masks and disguises which are t h e foundation 

o f each novel's s t r u c t u r e . This i s h i s means o f i n d i c a t i n g what seems 

t o him the only p o s s i b l e response t o the problem. The i m p l i c a t i o n 

behind h i s r e f u s a l t o i d e n t i f y which o f the several masks i s t h e r e a l 

one i s t h a t no charct e r can honestly be reduced t o an essence. I n j 

h i s E s s a i , Jean Queval d i s t i n g u i s h e s between t h e t h r e e ways a character 

i n Queneau's novels can deceive t h e reader as t o h i s i d e n t i t y . Two o f 

these i n v o l v e i n v o l u n t a r y deception: metamorphosis and r e s u r r e c t i o n . 

21. C. Simonnet, Queneau de"chiffre", p.69 



- 105 -

22 The t h i r d i s conscious d i s g u i s e . More o f t e n than n o t , however, when 

th e reader i s faced w i t h a c t u a l examples, these d i s t i n c t i o n s are impossible 

t o make. 

As w i t h t h e s i l e n c e o f des Cigales at t h e end o f Lo i n de R u e i l , 

i f the o r i g i n s o f conduct are unknowable then n o t i o n s o f consistency o f 

character are i n a p p r o p r i a t e . This leaves t h e n o v e l i s t f r e e t o impose 

whatever fagade he chooses on any o f h i s characters. As i f t o emphasise 

h i s own freedom, Queneau shows the same freedom at work among the characters 

themselves. Since a fig u r e presents what i s e f f e c t i v e l y c a r t e blanche, 

he can h o l d any. number o f d i s t i n c t i d e n t i t i e s and, l e s s than t h e 

v a r i e t y o f h i s own p a r t i c u l a r p e r s o n a l i t y , these express the p r e ­

occupations o f those people con s i d e r i n g him. A c c o r d i n g l y , the grocer, 

Gramigni, i n Les Enfants du Limon can harbour i d y l l i c dreams about t h e 

daughters o f the Limon f a m i l y because ( a t f i r s t , at l e a s t ) hesis 

u n r e s e n t f u l o f the s o c i a l b a r r i e r which d i v i d e s h i m s e l f from them. Indeed 

i t i s t h e g i r l s * very u n a t t a i n a b i l i t y which preserves h i s i l l u s i o n and, 

f o r him, they represent the apotheosis o f p u r i t y and charm. For l e f i l s 

Bossu(whose name, common though i t i s , i s o b v i o u s l y intended t o suggest 

an image o f p h y s i c a l d i s t o r t i o n and b i t t e r n e s s ) , beset by s o c i a l and 

sexual a n x i e t i e s , they are t h e opposite. 'Moi, a t a p l a c e , 1 he remarks 

w i t h considerable v i o l e n c e t o t h e i r c h a f f e u r , 

i l y a u r a i t longtemps que j e me l a s e r a i s envoy§e; Ces f i l l e s la. 
ga ne demande que 5a. Tiens mon vieux t o u t e s ces b e l l e s momes qu i 
v i v e n t dans l e l u x e , ga me b a r a t t e l e coquentin. Je f i n i r a i par 
en devenir fada s i ga continue. Quand j e pense q u ' i l y a des p e t i t s 
gars^parce q u ' i l s sont r i c h e s q u i peuvent y toucher comme ga l e u r 
p l a i t e t s' e n f o u i r l a f i g u r e e n t re l e s cuisses, t i e n s , ga me t o r d 
l a , j u s t e au-dessous de l a cravate que j e n ' a i pas. Rien que d'en 

22. c f . J. Queval, Essai sur Raymond Queneau, pp. lUl-1^5 



- 106 -

p a r l e r j'en soul^ve l a t a b l e avec mon dard. 
- Tu as de 1 1 i m a g i n a t i o n , d i t F l o r e n t . 23 

To accentuate t h e device, at t h i s e a r l y stage i n t h e novel Queneau 

allows t h e reader t o assume t h a t the t r u t h about Agnes and No&ni l i e s 

half-way between the two p r o j e c t e d images. While not as innocent as 

Gramigni would have them,their comfortable upbringing has p r o t e c t e d 

them from the baseness o f l e f i l s Bossu. L a t e r , however, t h i s estimate 

i s undermined. The g ' i r l s assume t o t a l l y d i f f e r e n t i d e n t i t i e s , tfoemi 

marries her f i r s t cousin and j o i n s the classe commercante w h i l e Agn&s 

becomes deeply committed t o a r o l e i n popular p o l i t i c s . I f Agn§s*s 

a t t i t u d e s appear s i n c e r e , Queneau makes i t c l e a r t h a t they are no l e s s 

o f j n a s k , p r o j e c t e d t h i s time not by another character but (consciously 

or n o t ) by h e r s e l f . Just as f o r l e f i l s Bossu she is_ what he imagines 

her t o be j i n t h i s case she i s what she imagines h e r s e l f t o be. The 

l a t t e r i s no less o f a f i c t i o n a l i d e a than t h e f i r s t and both,.of course, 

depend on t h e caprice o f t h e n o v e l i s t . As f o r what Agnds r e a l l y i s , 

we cannot expect t o know.,-. 

S i m i l a r l y , i n Le Chiendent, l e pdre Taupe i s h i d i n g a vast s t o r e 

of r i c h e s simply because such an idea possesses Mme Cloch^ as she appears 

t o the reader. The r e a l i s a t i o n t h a t she i s probably wrong and t h a t t h e 

o l d man i s as poor as he looks does not b r i n g .the reader any c l o s e r t o 

the r e a l mystery o f Taupe. lie may not be h i d i n g money, but he may 

w e l l be h i d i n g something e l s e . He may e q u a l l y w e l l n o t ; the u n c e r t a i n t y 

i s what counts. I n h i s f i r s t h ovel Queneau i l l u s t r a t e s how a simple 

l i t e r a r y contrivance can produce a succession o f meanings which, f o r a l l 

23. R. Queneau, Les Enfants du Limon, p.27 
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h i s i r o n y , are p h i l o s o p h i c a l l y s i g n i f i c a n t . He shows how one set o f 

i m p l i c a t i o n s can i n t r o d u c e others which, i n t h i s case, l e a d t o a 
25 

baroque accumulation o f u n c e r t a i n t i e s . Queneau1s technique here i s 

t o place a character i n an enclosed s i t u a t i o n w i t h o nly t h e most 

banal objects on which t o focus h i s a t t e n t i o n ( i n t h i s case the shoes 

o f a f e l l o w t r a v e l l e r ) . 'SerrS dans son c o i n de wagon par un ob£se 

puant du bee,' Etienne Marcel, i n a ruminative mood which has been 
26 

c a r e f u l l y created from t h e opening s e c t i o n , f a l l s i n t o c o n s i d e r i n g t h e 
need f o r systematic doubt as a p r e l i m i n a r y t o any p h i l o s o p h i c a l research: 

Tout ce q u i se p r l s e n t e , se dSguise. A i n s i , par exemple l a 
chaussure d r o i t e du t ype q u i se t r o u v e en face de moi. Bien s u r , 
e l l e p a r a l t chausser son p i e d ; e l l e p a r a i t . Mais peut-Stre 
a - t - e l l e quelqu'autre sens. D'une fagon £lementaire, ga peut §tre 
une b o i t e ; i l y a de l a coco . cachee dans l e t a l o n . Ou b i e n ga peut 
e t r e un instrument de musique. ga p o u r r a i t f a i r e un numero de 
m u s i c - h a l l ; ou b i e n peut-Stre encore q u ' e l l e est comestible, c'est 
peut-Stre un.Meussieu prudent q u i c r a i n t de se t r o u v e r sans 
ressources, a l o r s i l mangera ses croquenots. Et b i e n d'autres 
choses encore, e t l e s hommes, c'est encore p i s que l e s choses; e t 
l e monde e t t o u t ce q u i se passe. On c r o i t q u ' i l se passe ce c i e t 
c'est c e l a . On c r o i t f a i r e c e c i e t l ' o n f a i t c e l a . Toute a c t i o n 
est deception, t o u t e pensle implique e r r e u r . Fr^cis^ment par 
n a i v e t e : on admet l a s i n c e r i t y de t o u t e apparence, a l o r s qu'au 
c o n t r a i r e i l f a u t en douter. 

And so, i t seems t o Etienne, Mme Cloche deserves p r a i s e f o r her s u s p i c i o n s ; 

she appears t o mistake Etienne f o r a gangster f o r t h e r i g h t reasons: 

E l l e ne se l i m i t e pazozap-parences. Je me presente comme employe" 
de banque, honnete, scrupuleux, marie', beau-pere de f a m i l l e et l e 
r e s t e ; b r e f comme l a chaussure d r o i t e du type qu'est en face. Mais 
Mme Cloche ne se laissenpas prendre. E l l e cherche plus l o i n ; 
Et me decouvre b a n d i t . . . 

Also so p r e l i m i n a r y doubt does not ensure t h e r i g h t conclusion: 
< 

. . . l ' o n peut douter d'une apparence et se gourer., car t o u t e chose 
a de m u l t i p l e s apparences, une i n f i n i t e " d'apparences. Cette 
chaussure d r o i t e poss£de une i n f i n i t e de p r e t e n t i o n s . Qui t o u t e s 
sont fausses. I I y a des p r e t e n t i o n s e t des d^guisements. Bien 
s u r , t o u t ga c'est pour l e Meussieu q u i regarde. L'autre, c e l u i 

2k. Much o f which i s aimed a t Descartes. 
25. More u s u a l l y Queneau allows t h e reader t o make these inferences f o r 
himself,. b u t , as has already been suggested (Cf. Part 1, p.11) Le Chiendent 
i s i n many ways a conscious statement o f the p r i n c i p l e s from which t h e 
r e s t o f Queneau's f i c t i o n does not s i g n i f i c a n t l y d e v i a t e . 
26. Cf. Demonstration o f t h e c o g i t o , P a r t i , p.23 
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l a qu'est en face de moi et p l i e soigheusement son P e t i t J o u r n a l , 
1'autre se sent de sa chaussure; que l u i importe l e s apparences. 
Mais s ' i l ne s ' S t a r t pas apergu que c e t t e godasse, on l ' a v a i t 
f a b r i q u ^ avec une matiSre s o l u b l e dans l'eau e t qu';uh j o u r de 
p l u i e i l se r e t r o u v e trempant ses chausettes dans l a boue? (Ja 
l u i apprendrait a prendre t o u t ce q u i v i e n t pour argent comptant. 
I I n'y a pas d*argent comptant, i l n'y a que de f i c t i v e s operations 
de banque. 27 

The t o t a l u n c e r t a i n t y , concentrated i n Etiennes p e r c e p t i o n t h a t 

'toute chose a de m u l t i p l e s apparences 1 and which Queneau i n s i s t e n t l y 

forces on h i s reader from novel t o n o v e l , leads Bernard Pingaud t o t h e 

r e a l i s a t i o n t h a t Zazie dans l e metro i n p a r t i c u l a r can only be i n t e r p r e t e d 
28 

i n terms o f 'une traverse*e des apparences'. With t h e p o s s i b l e 
exception o f t h a t e a r l y semi-autobiographical t r i l o g y (Les Derniers Jours, 

29 

Odile and Un Rude•Hiver ) , Pingaud 1s conclusion stands f o r any o f 

Queneau's novels , although Zazie dans l e metro arguably o f f e r s t h e c l e a r e s t 

f o r m u l a t i o n o f Queheau's approach, i n c l u d i n g a few broad h i n t s from 

the a u t h o r . ^ Queneau i s obviously q u i t e aware t h a t , once he has 

i n d i c a t e d the s u p e r f i c i a l nature o f h i s d e p i c t i o n s , he evades c o n s i d e r a t i o n 

o f these depths o f p o t e n t i a l t r u t h concealed by t h e surfaces o f h i s 

f i c t i o n . As Pingaud has noted, 

Zazie 6 t a i t venue a Pa r i s avec l ' e s p o i r de v o i r l e metro. Dans 
metro i l y a §tre. Ce .n'est :pas par hasar.d s i cet animal q u i rode 
sous t e r r e , done d e r r i e r e l e s apparences, est en greve au moment 
ou l'avehture commence; ce n'est pas par hasard non plus s i l'aventure 
s'acheve au moment ou l e metro se remet en marche, Laissant a 
Zazie l e souvenir d'une decouverte t r o p breve. 31 

I f we take the underground as the symbol o f r e a l being as opposed 

t o appearance, we f i n d in.Queneau's suspension o f i t t h e symbol o f h i s 

27. R. Queneau, Le Chiendent, pp.222-22U 
28. B. Pingaud, Zazie dans l e metro, E s p r i t , March 1959, p.531 
29. Cf. Part 1, n. 17. 
30. Cf. R. Queneau, Zazie dans l e metro, p.5^: 

Ce n ' e t a i t pas un s a t y r q u i se donnait l'apparence d'un Faux f l i c , 
mais un v r a i f l i c q u i se donnait l'apparence d'un faux s a t y r q u i 

se donne l'apparence d'un v r a i f l i c . 
31'. B. Pingaud, Zazie dans l e metro,1 E s p r i t , March 1959, p.53. 
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reluctance t o answer the questions h i s novels pose. Revelations such 

as those concerning Marcel/Marceline, r a t h e r than reducing c o n f u s i o n , 

add t o the reader's u n c e r t a i n t y . That Marceline i s a man appears t o 
32 

answer the question r a i s e d by Gabriel's sexual ambiguity. At the 

same t i m e , however, i t r a i s e s another question: w h i l e i t i s reasonable 

t o expect G a b r i e l h i m s e l f t o be shy o f p u b l i c i s i n g t h e i n t i m a t e d e t a i l s 

o f h i s 'marriage', what o f the o t h e r characters? Are they deceived, 

or do they combine w i t h G a b r i e l t o deceive a l l s t r a n g e r s , i n c l u d i n g 

the reader? I n p a r t i c u l a r , the ingenuousness o f Gridoux's vehement 
. 33 

defence o f G a b r i e l i n f r o n t o f the faux f l i c i s made t o seem h i g h l y 

suspect. I f Gridoux's innocence i s t o be questioned, so must t h a t o f 

the c a b - d r i v e r , Charles, and t h e r e s t o f Gabriel's c i r c l e . 

I n t h i s c o n t e x t , Pingaud's cautious r e f l e x i o n on h i s own u n c e r t a i n t y 

appears p e r f e c t l y reasonable: Zazie dans l e me'tro, he argues, i s a 

novel so c a r e f u l l y planned t h a t when our l a u g h t e r i s provoked we must 

ask ourselves i f Queneau i s not using humour t o conceal, behind t h e 

very spontaneity o f our l a u g h t e r , a deeper sense t o h i s novel: 
Peut-Stre l e pie*ge c o n s i s t e - t - i l , d ' a i l l e u r s , a nous l a i s s e r 

• ' c r o i r e que l e sens e x i s t e . Tout a r t est d i s s i m u l a t i o n . Mais l a 
d i s s i m u l a t i o n l a plus f i n e n ' e s t - e l l e pas c e l l e q u i se dissimule 
elle-m§me, p a r e i l l e a ces trompe l ' o e i l t r & s e t u d i e s , dans le s q u e l s 
c e r t a i n s p e i n t r e s sont passes m a i t r e s , e t q u i donnent a, s'y 

. meprendre 1 * i l l u s i o n de l a profondeur. Je ne s u i s pas c e r t a i n que 
Zazie dans l e m£tro s p i t un l i v r e profond. L ' a r t de Queneau 
consiste pre'cisiment a f a i r e en s o r t e u u ' i l nous paraisse t e l . Et 
c'est peut-Stre c e l a l a v r a i e profondeur. 3^ 

Confirmation o f Pingaud's id e a can be found i n the whimsical observation 

o f t h e concierge, S a t u r n i n , d u r i n g t h e wedding f e a s t i n Le Chiendent: 

32.. Cf»ICj;,ySimonnet- Queneau de"chif f re~, p. 65-66 
33. R.. Queneau, Zazie dans l e me'tro, pp.76-78 
3U.B. Pingaud, 'Zazie dans l e me'tro,' E s p r i t , March 1959, p.531* 
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l i s ne se doutaient pas que l ' a s s i e t t e p l e i n e cachait une 
a s s i e t t e v i d e , cqmme l ' S t r e cache l e ne"ant. 35 

The remark has obvious associations w i t h Saturnin's v e r s i o n o f 

Plato's Parmenides, h i s discourse on 'l'§tre e t l e nonnite' , which 
36 

appears l a t e r i n the novel. Our a t t i t u d e t o the l a t t e r passage, as 
37 

Jean Queval has shown, should i n t u r n be mo d i f i e d by the e a r l i e r 
dialogue between P i e r r e and Etienne, which Etienne concludes w i t h : 

Ce n'est pas t o u t . Cette q u e s t i o n , en elle-m§me, a - t - e l l e . un 
sens? est-ce que l e mot € t r e a un sens? 

The i m p l i c a t i o n here seems t o be t h a t the d i s t i n c t i o n S a t u r n i n makes 

between being and nonbeing (as opposed t o being and nothingness) i s 

p u r e l y l i n g u i s t i c , corresponding t o n o t h i n g we can a c t u a l l y r e l a t e t o 

common experience. I t s place i s among l i t e r a r y a b s t r a c t i o n s and 

hypotheses, j u s t l i k e t h e novel i t s e l f . I f t h i s i s the case, we can 

f i n d a d i s t a n t echo o f the same idea i n t h e l e i t m o t i f o f Zazie dans 

l e m£tro, Laverdure's 

Tu causes, t u causes, c'est t o u t ce que t u sais f a i r e . 

I n Zazie dans l e m&tro t h e reader's u n c e r t a i n t y i s extended not 

only to. t h e m o t i v a t i o n o f the c h a r a c t e r s , but also t o apparently 

v e r i f i a b l e d e t a i l s o f P a r i s i a n topography. Suddenly exasperated, 

G a b r i e l exclaims, 

La v e r i t e ! . . . ( g e s t e ) , comme s i t u s a v a l s cexe. Tout 9a ( g e s t e ) , 
t o u t ca c'est du bidon. Le Panthe'on, l e s I n v a l i d e s , l a caserne 
de R e u i l l y , l e tavac du c o i n , t o u t . Oui, du bidon. 38 

I t i s a f a c t t h a t f o r t h e stranger i n Paris t h e me'tro i s t h e most 

35. R. Queneau, Le Chiendent, p.182 
36. i b i d . , pp.256-258 
37. J. Queval,RRaymond Queneau, p . l l 8 
38. R. Queneau, Zazie dans l e m^tro, p. <V-
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r e l i a b l e means o f o r i e n t a t i o n . The i n f e r e n c e t o be made i s t h a t , 

once t h i s has been suspended, the stranger ( t h e reader?) has t o r e l y 

on t h e word o f r e s i d e n t s , policemen and t a x i d r i v e r s , none o f whom, 
39 

i n the novel at l e a s t , are m any way r e l i a b l e . 

Zazie .dans l e metro represents t h e c l e a r e s t and most extreme 

f o r m u l a t i o n of t h e problem which has preoccupied Queneau since Le 

Chiendent. By almost doubling the speed w i t h which'characters assume and 

r e j e c t t h e i r various disguises and by g i v i n g us t h e image o f t h e under­

ground on s t r i k e , Queneau has given symbolic expression t o h i s concept 

o f t h e n o v e l . R e a l i t y i s also suspended. I n one sense, t h e r e must 

be a t r u e f i g u r e behind the endless succession o f masks, but t h a t 

f i g u r e i s no more r e a l since i t can be n o t h i n g more than an extension 

o f t h e author's i m a g i n a t i o n . F i c t i o n cannot have any o t h e r essence 

than i t s imaginary c o n d i t i o n . 

There can.;be few w r i t e r s whose views d i f f e r as w i d e l y from Queneau's 

as do those o f the American n o v e l i s t Mary McCarthy. 

I t h i n k t h i s t e c h n i c a l development has become a b s o l u t e l y k i l l i n g 
t o t h e n o v e l , 

ko 
she s a i d i n an i n t e r v i e w . And y e t they appear t o agree on one 
fundamental p o i n t . E a r l i e r i n t h e same i n t e r v i e w , she remarked, 

What I r e a l l y do i s take r e a l plums and put them i n an imaginary 
cake. I f you're i n t e r e s t e d i n t h e cake, you get r a t h e r annoyed 
w i t h people saying what species t h e r e a l plum was. hi 

That Gab r i e l and Marcel are homosexuals i s no r e a l discovery since 

even t o say 'they are men' i s s t r i c t l y u n true. To emphasise the p o i n t , 

39. Cf. P. Gayot, Raymond Queneau, p.110 
1*0. ' I n t e r v i e w w i t h Mary McCarthy', Paris Review, Winter-Spring,1962, p.91 
hi. i b i d . , p.67 
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Queneau plants what amounts t o an obsession w i t h 'the underlying t r u t h 1 

i n his reader's mind, and sets him the task of discovering something 

which he resolutely withholds. I n the l a s t short chapter o f Zazie 

dans l e mgtro, with the reader no nearer his goal, the mStro begins t o 

work again. This s i g n i f i e s that the novel has reached i t s end and that 

the reader must return t o the re a l world, where the pursuit of t r u t h 

i s a l e g i t i m a t e , i f vain, occupation. 

The novel therefore demonstrates a point which could be called a 

moral t r u t h , and demonstrates i t i n f u l l awareness of i t s hypothetical 

nature. But the demonstration i s a by-product of the novel's construction 

i t isnnot made w i t h i n the novel but implied by i t s conclusion. Within 

the novel, Queneau sets out t o formulate rather than solve the technical 

problem of giving his characters and t h e i r l o c a t i o n an i d e n t i t y . Also, 

but i n c i d e n t a l l y , i t raises the fundamental moral question of any 

human being's f i c t i o n a l idea of himself and other human beings. Even 

the apparently simple problem of naming a character i n a novel, as 

David Lodge has pointed out, involves c r i t e r i a which are f i r s t and 

foremost aesthetic. Whether the writer's f i n a l choice i s loaded with 

implications, as when William Faulkner gives a character the i n i t i a l s 
U3 

J.C., or whether i t i s deliberately nondescript, as with Queneau1s 

P i e r r o t , i t s significance concerns the role of the character w i t h i n 

the formal structure of the novel. Important moral or philosophical 

implications are made, but they are discovered i n the course of the 

formal exercise. 

D.I. Grossvogel, i n his dismissal of purely formal f i c t i o n , refers 

1+2. 

1+3. 

D. Lodge, Language of F i c t i o n , p.UU 
Joe Christmas i n Light i n August. 
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t o Harry Levin's contentiontthat Zurich, during World War I , was 
not only Joyce's headquarters, but also that of Jung and the 'in t e r n a t i o n a l 
psychoanalytic movement';44 and suggests that some kind of cross-
f e r t i l i s a t i o n , however vague i n nature, probably took- place. Free 
association and stream of consciousness are seen t o be the point of 
intersection and the natural issue of movements i n the arts such as 
Impressionism and Bergsonian philosophy. These 'endeavours' are a l l 
characterised by a 

common desire t o reach the unknown i n man - that ultfwnan sensed 
beyond the shortcomings of normative d e f i n i t i o n s . 45 

Against t h i s background and that of the b i r t h of Dada and Surrealism, 

Ulysses i s seen as an attempt t o 

contrive a novel that would record the minute scrutiny of a 
private awareness. 46 

Thus f a r , Grossvogel gives us a useful reminder of the context i n which 

so many of these innovations were made. But again he returns t o his 

theme of 'committing the reader 1 to an in t e r e s t i n the developing 

psyche of an imagined being. This i s , for Grossvogel, the r e a l aim 

of Joyce's technical experimentation, w'e are given a rather naive 

image of t h a t modern l i t e r a t u r e which seems worthwhile: i t f i g h t s an 

u n w i l l i n g and sceptical reader along a path which leads deeper and 

deeper i n the search f o r 'ultraman'. That f i c t i o n which diverges from 
47 

t h i s path i s dismissed as 'mere contingency'. 

I t i s remotely possible that Joyce's intentions f i t i n w i t h t h i s 

view, although his irony seems t o indicate the contrary* But those 

44. H. Levin, James Joyce: A C r i t i c a l Introduction, London 1960 
45. D.I. Grossvogel, Limits of the Novel, p.26l 
46. i b i d . , p.262 
47. i b i d . , p.265 
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post-Joycean n o v e l i s t s , Queneau i n p a r t i c u l a r ^ .whom Grossvogel 

dismisses f o r missing t h e i r cues, have been i n a positio n t o see the 

f a l l a c y of a search f o r t r u t h i n depth. I f these were Joyce's 

int e n t i o n s , he i s i n f l u e n t i a l "because he has been misinterpreted. The 

f i c t i o n of these novelists may be'mere contingency 1. More di s t u r b i n g l y , 

i t may also have discovered the mere contingency of existence. I n 

i t s e l f , of course, there i s nothing new i n the discovery, but i t i s 

at least refreshing t o f i n d some reaction against c r e d u l i t y , t o f i n d 

a reminder of the t r a d i t i o n of French scepticism which, i f i t begins with 

Montaigne, was cer t a i n l y brought i n t o the modern age by Flaubert, 

the Flaubert of Bouvard et Pe'cuchet i n p a r t i c u l a r . 

c) Queneau and Flaubert 

Queneau has made no secret o f his admiration f o r Flaubert. I n 

his three prefaces t o Bouvard et Pe'cuchet, he confesses t o almost 

complete sympathy w i t h Flaubert's attitudes t o the technique and 

themes of his f i c t i o n . I t could perhaps be argued t h a t Queneau's 

admiration f o r Flaubert stands i n contradiction with the view that 

Queneau sees the imaginative w r i t e r as i d e a l l y concerned, f i r s t and 

foremost, with technical accomplishment and not with moral or 

philosophical issues. I n his novels, i t may be argued, Flaubert 

presents highly charged moral situations whose e f f e c t , moreover, i s 

often achieved by the dir e c t opposition of a character and his own-

p a r t i c u l a r e t h i c a l code. Almost i n v a r i a b l y , i t i s the code i t s e l f 

which suffers i n the comparison. Characters are frequently seen t o be 

48. The' f i r s t published i n Fontaine, Algiers 19^3, the second N.R.F., 
Paris 19^7 (collected i n Batons, c h i f f r e s et l e t t r e s ) „ the t h i r d as an 
introduction t o the Livre de Poche Bouvard et Pe'cuchet, Paris 1959 
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trapped w i t h i n the i n f l e x i b i l i t y of the moral systems they have imposed 
on themselves. Flaubert, on the other hand, clearly did not w r i t e 
romance these. Such moral c o n f l i c t should not he seen as part of an 
argument committed t o the demonstration of Flaubert's own p a r t i c u l a r 
case (he i s hardly consistent enough t o have a case), but as part of 
the raw material from which an aesthetic whole i s constructed. As 
much as Queneau, Flaubert was concerned above a l l w ith designing patterns. 
This i s , at l e a s t , how Queneau interprets Bouvard et Pe'cuchet. 

Queneau readily admits that his approach to the business of 
. k9 

c r i t i c i s m has more t o do with personal taste than with scholarship. 

While there i s l i t t l e doubt that he has been an important influence 

behind current readiness t o accept Bouvard et Pe'cuchet as one of 

Flaubert's major works, i n themselves, his prefaces represent a r e l a t i v e l y 

s l i g h t contribution t o the f i e l d of Flaubert c r i t i c i s m . I n his present­

ation of Flaubert as v i r t u a l l y the i d e a l n o v e l i s t , on the other hand, 

we are given an insight i n t o the preconceptions which govern Queneau's 

own work as a n o v e l i s t . 'Ihis i s not t o b e l i t t l e Queneau's. perceptiveness 

as a c r i t i c . The prefaces o f f e r valuable insights which do not depend 

solely on sympathy and i n t u i t i o n , but reveal a close f a m i l i a r i t y with 

Flaubert's w r i t i n g s . Queneau, nevertheless, i n s i s t s on the s u b j e c t i v i t y 

of his judgement, an a t t i t u d e which allows him t o make assumptions 

without seeking t o j u s t i f y them. There has been much c r i t i c a l 

speculation on the subject of Flaubert's personal a t t i t u d e towards his 

heroes. On t h i s p o i n t , Queneau i s unequivocal: 
Le f a i t que les deux copistes soient finalement en mesure d ' ^ t a b l i r 
non seulement 1'Album mais encore l e Dictionnaire montre d'autre 
part qu'ils sont devenus, dans une certaine mesure, les porte-

k9. Cf. R. Queneau, Batons, c h i f f r e s et l e t t r e s , pp.98-99 
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parole de Flaubert, Bouvard surtout, dont les meditations sur l a 
philosophie et l e monde, les critiques de l a r e l i g i o n ou les £-„ 
attitudes philosophiques sont bien celles de Flaubert lui-m@me. 

I t might be said that Queneau's l i m i t s as a c r i t i c are perhaps 

uncomfortably demonstrated by his readiness to embrace the 'Bouvard, 

c'est moi' i n t e r p r e t a t i o n . He does, nevertheless, go on t o j u s t i f y 

t h i s assumption: 

Lorsque Bouvard declare: "La science est f a i t e suivant les 
donnle fournies par un coin de l'e"tendue. Peut-e"tre ne convient-
e l l e pas a tout l e reste qu'on ignore, qui est beaucoup plus s 

grand et qu'on ne peut de"couvrir", c'est du Flaubert - ou presque. 

I t i s hard t o believe that Queneau has missed the double irony of 

Bouvard's pronouncement. The l a s t sentence, at l e a s t , i s worthy of a 

place i n any dictionnaire des ide"es reques. This, of course, does not 

negate i t s wisdom, but rather emphasises the essential ambiguity of 

the projected 'dictionary', neither does i t deny the p o s s i b i l i t y that 

Bouvard i s speaking f o r Flaubert; the platitudinousness of r e a l wisdom 

i s arguably a major theme of his f i c t i o n . Queneau i s , moreover, aware 

that his own 'wisdom' as a c r i t i c may also merit a place f o r his words 

i n l e Dictionnaire, but he argues, j u s t i f i a b l y , that the author's use 
. . 52 

of irony gives no excuse f o r the reticence of the c r i t i c . 

Queneau1s argument i s most e x p l i c i t i n his second preface: 

Bouvard et P^cuchet se termine sur une conclusion sceptique -
au.sens ou scepticisme et science sont identiques... 
. ... Flaubert est pour l a science danes l a mesure justement ou 
c e l l e - c i est sceptique, r6servee, meVnodique, prudente, humaine. „ 
I I a horreur des dogmatiques, des mStaphysiciens, des philosophes. 

50. i b i d . , p.lOU 
51. i b i d . , p.105 
52. The remark implies a rebuke t o A. Thibaudet, Cf. i b i d . , pp.97-100 
53. i b i d . , p.121 
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Though he f a i l s t o acknowledge Flaubert's notorious inconsistency, 

Queneau establishes a convincing relationship between his assessment 

of the novel and Flaubert•s own pronouncements. Two of these are 

given p a r t i c u l a r emphasis: f i r s t , 

. . . " j e ne m'e" tonne pas de gens qui cherchent a expliquer 
1•incomprehensible, mais de ceux qui croient avoir trouve 1 

1*explication, de ceux qui ont l e bon Dieu... dans leur poche. 
Eh bien! o u i , tout dogmatique m'exasp^re. Bref, l e matSrialisme. 
et l e spiritualisme me semblent deux impertinences. Aprds avoir 
derni§rement l u pas mal de l i v r e s catholiques, j ' a i p r i s l a 
philosophie de Lefevre ('dernier mot de l a science'): c'est a. 
Jeter au l a t r i n e s . Voila mon opinion. Tous ignorants, tous 
charlatans, tous i d i o t s , qui ne voient jamais qu'un cote" d'un ensemble 

and, of course, 'L'ineptie consiste a vouloir conclure.'"^ Too many 

readers of Flaubert, i n Queneau1s opinion, 

ont vu dans Bouvard et Pgcuchet un "sceptieisme s t e r i l e " . Le 
scepticisme, d'abord, lorsqu'on en f a i t bon usage, n'est jamais 
s t e r i l e . 57 

Given the measure of his approval, i t should hardly be surprising t o 

f i n d Queneau's sympathy with Flaubert r e f l e c t e d i n his own novels. 

I n p a r t i c u l a r cases i t i s often d i f f i c u l t t o say with any certainty 

whether Queneau i s consciously echoing Flaubert or not. The reader 

who i s f a m i l i a r with Queneau's work w i l l be accustomed t o f i n d i n g 

occasional passages i n which ..allusion and parody are used more or 

less obviously t o indicate the author's respect f o r a precursor. On 

the other hand, since Queneau appears t o share so many of Flaubert's 

fundamental a t t i t u d e s , the 'echoes' may resul t j u s t as frequently not 

from conscious borrowing but from the principles the two writers hold 

i n common. This 'condominium' i s summarised by Jean Queval i n terms 

of a philosophical approach: 

5U. i b i d . , p.122 
55. i b i d . , p.l2U 
56. I t i s an in d i c a t i o n of the l i b e r t i e s Queneau allows himself that 
he does not f e e l any need t o say precisely who these people are. 
57. R. Queneau, 'Preface' t o Bouvard et Pecuchet, Livre de Poche, p.10 
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Le bon usage du scepticisme n'est jamais s t e r i l e : N'importe quel 
usage du fanatisme est monstrueux. Or l e fanatisme resulte 
toujours d'une conclusion toujours premature'e. 58 

I n defining these a t t i t u d e s , Queval indicates the importance of 
59 

Queneau's 'Lectures pour un Front 1. Understandably, since i t 

belongs t o time immediately following the Second World War, much of 

Queneau's weekly column i s concerned, d i r e c t l y and i n d i r e c t l y with an 

exegesis of Fascism. Given the circumstances, i t would be u n f a i r t o take 

too l i t e r a l l y much of the rationale. I n tone i t has a great deal i n 

common with Camus1 Lettres a, un .ami allemand. Unlike Camus, however, 

several years l a t e r Queneau allowed selections from the work t o be 
6o 

republished without any preface pleading the p a r t i c u l a r circumstance. 

What i s more, i n the attitudes Queneau expresses towards the more fashion­

able reactions t o the moral and philosophical questions raised by 

German m i l i t a r i s m , the reader i s given a useful way i n t o the foundations 

of Queneau's thought (rather than material which w i l l help a f a i r 

assessment of i t s q u a l i t y ) . 

I n 'Lectures pour un Front', Queneau i s mainly concerned wi t h the 

relationship between l i t e r a t u r e and l i f e ; that i s t o say, he i s less 

concerned with the r e f l e x i o n of l i f e i n l i t e r a t u r e and more i n 

conjecture upon the a b i l i t y of l i t e r a t u r e t o affect the course of 

History, whether at a p o l i t i c a l or a social l e v e l . The a t r o c i t i e s 

perpetrated by the Germans represent the incursion i n t o 'le r l e l ' of 

those grotesque absurdities which h i t h e r t o had been apparently confined 

t o the imagination and revealed only through a r t i s t i c expression of one 

form or another, as i n Sade's Les cent vingt jours de Sodome, or, 

58. Cf. J. Queval, Raymond Queneau, pp. 174-175 
59. Cf. Part 3, n.19 
60.. I n both editions of Batons, c h i f f r e s et l e t t r e s , Paris N.R.F, 1950 
and Idees, 1965 
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more recently, the jokes of Dada and Surrealism: 

Que s i x semaines aprls l a deliverance de m i l l i o n s d'esclaves du 
joug nazi, un joyeux raciste derive dans les couloirs du me'tro: 
'Les j u i f s nous reviennent gros et gras 1, v o i l a , encore, de 1'humour 
noir. 

What disturbs Queneau about black humour i s that i t s p r a c t i c a l expression 

appears quite invariably t o be essentially reactionary. Nazi Germany, 

he claims, 'applied' black humour with deliberate method: 

e l l e a mis en oeuvre une sorte de dadaisme p o l i t i q u e dont les 
pre'eurseurs, sur l e plan l i t t e " r a i r e , pourraient etre Nietzsche 
et Sade, e l l e a r€alis€ 1'atmosphere des romans de Kafka, e l l e 
a rigoureusement applique" les m^thodes pr€conis€es par S w i f t , 
e l l e a trouve* dans son Volk de nombreuses incarnations d'Ubu -
tous noms qui figurent dans l'Anthologie de 1'humour noi r d'Andre 
Breton. 62 

Kafka i s the most p l a i n l y disturbing of the writers Queneau names because 

he.presents his dark jokes i n such a way as t o make us believe. I t 

i s 'sa fag on de t r a i t e r un "imaginaire" avec des m€thodes purement 
63 

r e a l i s t e s * which forces the reader t o take the nightmare seriously. 
There i s a clear moral i n t h i s f o r Queneau: 

Le nazisme est 1'humour noir p r i s au s€rieux et non moins 
" d e s t r u c t i f " sur l e plan " r e e l " , que l'humour n o i r sur l e plan 
des idees. 6k 

Queneau sees a l l these w r i t e r s sharing an i n t e l l e c t u a l n i h i l i s m , 

'dernier mot, f i n et principe de l'id€ologie. nationale-socialiste 
6s 

d'apres Rauschning1. I t appears beyond question that the world 

imagined by Sade i s ' l a pre"figuration hallucinante 1 of the world 

ruled by the Gestapo: 
Or Sade f a i t p a r t i e integrale de l'ideologie s u r r e a l i s t e , par 
exemple, et Breton, dls 1939» montrait quelque enbarras dans 
l'ex6g§se"de cet auteur. Que Sade n'ait-pas St6 un t e r r o r i s t e . . . , 
que son oeuvre a i t une valeur humaine^profonde (ce que personne ne 
peut contester), n*emp§cheront pas tout^ceux qui ont donn6 une 

62. R. Queneau, Batons, chiffres et l e t t r e s , pp.192-193 
63. i b i d . , p.lSU. Queneau sees the same technique displayed i n the 
f i c t i o n of Erskine Caldwell. 
6k. i b i d . , p.l9U 
65. i b i d . , p.216 
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adhesion plus ou moins grande aux theses du marquis de devoir 
envisager, sans hyppcrisie, l a re'alite' des camps d'extermination 
avec leurs horreurs non plus enfermies dans l a t g t e d'un homme, 
mais pratique"es par des m i l l i e r s de fanatiques. 65 

d) Conclusion: the novelist as sceptic 

Queneau's misgivings are so often expressed i n r e l a t i o n to the 

p a r t i c u l a r example of Dada and Surrealism, not only because of his 

own involvement i n the Surrealist movement, but also, and much more 

emphatically, because of Surrealism's claim t o be a way of l i f e . To 

Queneau's way of t h i n k i n g , the danger of any philpsophy l i e s with 

the t r a n s i t i o n from imagination t o r e a l i t y . The f a l l a c i e s of any 1 

philosophy are discovered f a r more p a i n f u l l y i f they are discovered 

through experience rather than i n t e l l e c t . I t i s on these, same grounds 

that Queneau quarrels with Existenialism: f o r a l l i t s claim t o be 

humanistic, 'L'existentialisme passe pour un mode de.vie,'^ and so 

condemns i t s e l f . 

Several attempts have nevertheless been made, notably by Martin 

E s s l i n , ^ t o make something of an e x i s t e n t i a l i s t of Queneau. Speaking 

of Etienne's i n f l a t i o n from a shadow among a m i l l i o n other shadows 
68 

i n t o a three-dimensional human being m Le Chiendent, Esslin points 
r " 

out that notonly does Etienne exist because he has shown himself 

capable of thought, but also because a t h i r d person begins t o take 

an i n t e r e s t i n him and observe his movements: 
66. i b i d . , p.167 
67. Cf. Part 1, n. J3-ff 
68. Cf. Part 1, p.23 
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Thus Etienne acquires, at one and the same moment, not only 
subjective being but also objective existence in-the eyes of an 
observer - or i n Sartrian terms B e i n g - f o r - i t s e l f as w e l l as 
Being-for-others. 69 

What Esslin overlooks i n his desire t o establish the seriousness of 

.Queneau's thought, despite i t s humorous presentation, i s the technique 

Queneau uses t o achieve humorous e f f e c t . Etienne's i l l u m i n a t i o n bears 

the same incongruously t r i v i a l r e l a t i o n t o Descartes* (and therefore, 

i n d i r e c t l y , t o S a r t r e ' s ^ ) sober rationale as Blooms c a l l f o r breakfast 
71 

i n bed does t o the heroics of Odysseus at the end of Homer's epic. 
Esslin continues: 

The a f f i n i t y between Queneau's thought and Sartre's e x i s t e n t i a l i s m , 
which was formulated at a much l a t e r date, i s c e r t a i n l y s t r i k i n g . 
What Sartre c a l l s ' the nothingness at the centre of B e i n g - f o r - i t s e l f , 
the pure p o t e n t i a l i t y at the core of human consciousness which i s 
nothing but freedom, the r e a l i z a t i o n that man perceives himself i n 
his a b i l i t y t o choose between modes of being, i s very much akin to-/ 
Queneau's conception that i n the absurdity of the universe r e a l i t y 
i s a product of chance, choice and the curious by-products of 
consciousness, the perception of true and false ideas. 72 

The p l a i n fact i s that the 'ideas' Martin Esslin a t t r i b u t e s t o Queneau 

are more than commonplace. I t would be singularly d i f f i c u l t t o f i n d a 

philosopher, whatever his bias, who would attempt t o refute them. 

I t i s only by rigorously selective reading that agreement between 

Sartre and Queneau can be posited. The one passage from Le Chiendent 

which Esslin quotes at length contains statements by each of the 

characters involved which obviously undermine the p o s s i b i l i t y of placing 

them i n any philosophical category. These have been 'edited out' by Esslin 

1. - Vous re'fle'chissez longtemps a ces questions? demanda Pierre. 
- Oh non, rSpondit Etienne, j e les invente au f u r et a mesure. Je 
parle et 9a veut dire quelque chose. Du moins pour moi; du moins 
j e l e suppose. Est-ce que vous trouvez un sens a ce que j e dis? 73 

69. M. Esslin, 'Raymond Queneau', The Novelist as Philosopher, p.83 
70. By way of other philosophers; cf. Part 3, p.123 
71. Cf. Part 1, n.97 
72. M. E s s l i n , 'Raymond Queneau*, The Novelist as Philosopher, p.8U 
73. R- Queneau, Le Chiendent, p.126 
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2. - Et vous savez, ajouta Pierre, j e ne tiens pas plus que cela a 
que j e viens de vous d i r e . Je m'exprime rarement en termes' 
m£taphysiques. 7^ 

I f both statements do not e n t i r e l y daflate what i s said, they at least 

indicate that i t can be interpreted i n any number of ways and that 

neither a t t i t u d e i s the burning preoccupation Esslin makes i t out t o be. 

Esslin goes f u r t h e r than t h i s even, fo r he introduces the quotation 
75 

with 'For Etienne, or Queneau, said ...* I t i s obviously very dangerous, 
given the detachment of Queneau's manner, to assume that any of his 

76 
characters f i l l the role of mouthpiece, even i n the early t r i l o g y 

i n which elements from Queneau's past are clearly recognisable. I f 

Queneau does have a mouthpiece i n Le Chiendent i s i t not more l i k e l y t o 

be Pierre, the observer, than Etienne, the observed? 

There i s , however, one point of agreement between Sartre and 

Queneau which Martin Esslin overlooks and that i s t h e i r common reaction 

from the preconceptions of e s s e n t i a l i s t psychology. I t i s t r u e , 

moreover, that the reader of Queneau's highly allusive f i c t i o n w i l l 

encounter many of the philosophical preoccupations commonly associated 

with Sartre's existentialism. But a p e r f e c t l y reasonable explanation 

f o r this- l i e s i n the l i t e r a r y ancestry Sartre and Queneau hold i n common, 

and t h i s does not imply any philosophical sympathy. Montaigne, 

Descartes and Pascal are among the more obvious w r i t e r s to figure i n 

t h e i r French ancestry and t o these may be added the German philosophers 

Hegel, Husserl and Heidegger: 

Queneau himself t e l l s us that he and B a t a i l l e were reading and 
discussing together, i n the period 1929-1932, not only books by 
Wahl, Gurvitch and. Levinas dealing with Hegel, Husserl, and 
current German philosophy i n general, but also the works by 

Ik. i b i d . , p.127 
75. M. Esslin, 'Raymond Queneau', The Novelist as Philosopher, p.86 
76. Cf. Part 1, n.l6 
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Heidegger and Husserl f i r s t published i n French i n 1931. I n other 
words, Queneau and B a t a i l l e were reading some of the philosophers 
who l a t e r helped Sartre to develop his e x i s t e n t i a l i s t philosophy; 
at the time, however, Sartre himself was not quite ready t o 
understand them. Simone de Beauvoir admits that she and Sartre 
read the t r a n s l a t i o n of Heidegger's Was i s t Metaphysik? which 
appeared i n rthe periodical B i f u r i n 1931 without understanding 77 
a word of i t . • B a t a i l l e and Queneau, presumably, understood i t b e t t e r . 

Each one of these writers can now be seen as a seminal influence behind 

various modes of thought which now stand i n d i r e c t opposition. 

Occasionally, as with Montaigne, t h i s can be explained by the conscious 

inconsistencies i n the d e t a i l of t h e i r argument. More often, i t has 

been because p a r t i c u l a r sections of t h e i r thought have been isolated 

t o corroborate the 'new' thinking: Hegel and Heidegger can be quoted 

approvingly by s u r r e a l i s t and e x i s t e n t i a l i s t a l i k e . I n the same way, 

Martin Esslin isolates p a r t i c u l a r features of Queneau's f i c t i o n and 

then reduces the whole t o a kind of corroboration of existentialism. 

Queneau's r e a l d i s t i n c t i o n i n the twentieth century- i s t h a t , having no 

personal axe t o grind, he i s able t o appreciate the arguments of his 

precursors i n f u l l breadth, or at least t o look upon the apparent 

certainty of his contemporaries with a scepticism appropriate t o his 

own awareness of the past. 

Queneau's most e x p l i c i t response to modern French exist e n t i a l i s m 

i s l a r g e l y provoked by Simone de Beauvoir's Pyrrhus et Cineas, an essay 

which proposes indifference as the common enemy of men. Paul Gayot 

quotes Queneau as saying that t o think 

que c'est un'tort pour un i n t e l l e c t u e l de ne pas e"tre dans 1'action 
a l'heure actuel, c'est supposer q u ' i l faut agir pour agir. 78 

77. V. Mercier, The Mew Hovel (from Queneau t o Pinget), New York 1971, p.62, 
Cf. 'Interview' p.135; also R. Queneau, 'Premieres confrontations avec 
Hegel', an a r t i c l e mainly concerned with Georges B a t a i l l e and Queneau's 
early association with him, Critique, August 1963; also G. B a t a i l l e , 'La 
Me'chancete' du langage', mainly an analysis of the d i f f e r e n t versions of 
Saint G l i n g l i n , but making reference t o the relationship between Queneau's 
f i c t i o n and Hegel's philosophy, C r i t i q u e , December 19^3. 
78. P. Gayot, Queneau, p.36 
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This i s precisely the supposition Simone de Beauvoir makes. Presenting 
79 

the c l a s s i c a l argument which gives Cineas the role of wise man, she 
makes a d i r e c t assault on the idea of that wisdom: 

Simone de Beauvoir.•.propose done, pour l u t t e r contre l a t e n t a t i o n 
de .1'indifference, l e secours de 1*action, et souligne que l'homme 
n:'est pas seul au monde: "Nous avons besoih d'autrui pour que 
notre existence devienne fondee et ne"cessaire". 80 

Queneau1s a t t i t u d e i s that as soon as any philosophy which involves 

other people (as f o r c i b l y as does existentialism) becomes a way of l i f e , 

i t i s i n serious danger of degenerating i n t o Fascism: 

C'est a i n s i que j e n'ai jamais compris les e f f o r t s f a i t s par 
certains pour absoudre Nietzsche de toute responsability dans 
l ' h i s t o i r e allemande depuis 1'autre avant-guerre. Quelques 
ci t a t i o n s de"favorables aux Prussiens et favorables aux j u i f s 
n'empScheront pas l e f a i t incontestable que pan-germanistes et 
h i t l i r i e n s ont pu l i r e Nietzsche avec f r u i t . . . I I est bien plus 
inte"ressant de re'fle'chir sur Nietzsche en tenant compte de sa 
posteri t y m§me i l l ^ g i t i m e . . . q u e de l'abstraire totalement du 
monde moderne; i l y a dans cette dernidre a t t i t u d e quelque chose 
de cette^ tendance de l'homme de l e t t r e s a. refuser l a responsabilite 
de ses Merits et a. accorder cette innocence a. tous ses confreres. 81 

The l a s t remark, of course, can hardly be an appropriate c r i t i c i s m of 

e x i s t e n t i a l i s t s , and, i n making i t , Queneau shows tha t tie shares at least 

some of t h e i r attitudes. Simone de Beauvoir, one imagines, would prefer 

t o be convinced of her r e s p o n s i b i l i t y f o r any action rather than t o 

face the vacuum of innocence. Such an indiscriminate approach t o the 

idea of action (and Queneau would argue t h a t any r e a l discrimination i s . 

impossible) lays Sartrian e x i s t e n t i a l i s m open t o the same kind of 

dis t o r t i o n s as Nietzsche's superman. Even when one's struggle aims at 

the eventual l i b e r t y of s e l f and others, 

79. Pyrrhus makes plans f o r war and, before departing, t e l l s Cineas 
that he w i l l rest only a f t e r he has conquered the world. Cin£as r e p l i e s , 
•Why not take your rest now?' 
80. G. Gennari, Simone de Beauvoir, Paris 1965, p.31 
81. R. Queneau, Batons, c h i f f r e s et l e t t r e s , p.215 



- 125 -

I I faut que l a l i b e r t y des autres se situe a mon propre niveau. 83 

' For Queneau, any vacuum i s preferable t o t h i s kind of r e s p o n s i b i l i t y . 

His objection i s perhaps an obvious one. E x i s t e n t i a l i s t s would 

reply that the kind of fanaticism Queneau fears i s incompatible with 

the self-consciousness they preach and that t o argue the possible 

distortions of a philosophy i s not legitimate c r i t i c i s m , however 

much Simone de Beauvoir's essay seems t o demand such a reply. On the 

same, perhaps s i m p l i s t i c l e v e l , Queneau reiterates his case with an 

example: 

...Bien que Camus se de"fende de f a i r e du theatre a th£se, i l 
est Evident que dans son Caligula i l a voulu montrer quelque chose, 
a savoir que l a liberte" a. laquelle parvient l e tyran est une 
l i b e r t y mauvaise, car e l l e s'exerce contre les autres hommes.,. 

Lorsque Camus montre les pontes r i d i c u l e s " l i c h e r leurs 
immortelles t a b l e t t e s " sur l'ordre de Caligula, on sent l a balance 
pencher en faveur de c e l u i - c i - alors que dans l a "vie re'elle" 
Camus a e'tS un de deux qui ont lutte" pr£cisement pour empecher 
H i t l e r de f a i r e le"cher aux pontes leurs immortelles t a b l e t t e s . Qk 

I n the same way, many of Queneau's heroes c a l l out sympathy through 

t h e i r very indifference, which amounts t o a respect f o r the i n d i v i d u a l i t y 

of others. I f his argument is_ platitudinous and even, t o some, 

i r r i t a t i n g , so i s the wisdom of Cine"as, of Bouvard ( i n the l a t t e r part 
86 

of Flaubert's novel) and indeed of Flaubert himself. I t i s nevertheless 

wisdom and offers a remarkable contrast to Queneau's own attitudes as 

a young s u r r e a l i s t . Maurice Nadeau makes an i n t e r e s t i n g note on Queneau's 

personal reaction t o the e x i l e of Trotsky i n 1925: 
Queneau marque l ' i n s u f f i s a n c e et l e danger d'une action i n d i v i d u e l l e 
qui ne peut retomber que dans l e scepticisme et l a poSsie, alors 
que l ' a c t i o n c o l l e c t i v e est .Rule efficace e t , dans ce but, d o i t 
etre l'oeuvre d'individus moralement propres. 87 

I n a footnote, Nadeau quotes a l e t t e r from Queneau which .could have 

been w r i t t e n twenty years l a t e r by Simone de Beauvoir: 

83. i b i d . , p.167 
8h. • i b i d . , pp.168-170 
85. Cf. Part 2, p.89 
86. Sartre,, f o r one, c e r t a i n l y finds Flaubert's wisdom i r r i t a t i n g . 
87. M. Nadeau, Histoire du Surre'alisme, p . i t 1 * 
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La l i t e r a t u r e guette son nomine au carrefour du scepticisme 
et de l a poe'sie. L'action c o l l e c t i v e peut seule redresser les 
egarement individuels...11 s'agit done de vaincre l e confusionnisme 
qui semble obnubiler l a plupart des esprits..„II ne faut pas 
t r a h i r les ouvriers qui font l a Revolution: les questions 
personnelles se posent l o r s q u ' i l s'agit de t r a i t r e s . 88 

Queneau's l a t e r qualms' , more i n l i n e with the a t t i t u d e expressed 

by Ribemont-Dessaignes t o Andre" Breton at the time of 1'Affaire Trotsky, 

are not r e s t r i c t e d t o any p a r t i c u l a r philosophy but cover any system 

which advocates an approach t o existence depending on f a i t h i n absolutes. 

The innate danger of any such f a i t h i s , f o r Queneau, the moral t o be 

discovered in. Bouvard et Pe'cuchet: 

l i s sont Spris d'absolu et ne peuvent supporter les contradictions, 
l i s croient a l a validate 1 absolue du fonctionnement de 1'esprit 
humain confronts avec les phenomenes. 90 

As Jean Queval has indicated, t h e i r problem i s one f a m i l i a r t o any 

student of Hegel: 

Comment re"concilier l a f i n a l i t y de l a v e r i t y a. laquelle aspire l a 
pense"e r a t i o n e l l e avec l e caractere conditionne 1, r e l a t i f et 
incomp'let de toute pensSe humaine. 91 

Hegel was by no means the f i r s t t o see t h i s as the fundamental problem. 

That such a r e c o n c i l i a t i o n i s impossible i s the assumption governing 

the arguments of Montaigne and Pascal. The sober conclusion Queneau 

makes i n 'Lectures pour un Front' i s worthy of the assertive scepticism 

of Montaignes: 

Les charniers complement les philosophies, s i d^sagriable que 
cela puisse §tre. 92 

Queneau's own novels, with t h e i r systematic refusal t o state the 

88. i b i d . , p.17^, n . l 
89. " A i n s i , v o i l a a quoi about i t toute votre volon-be" commune: jugement, 

jugement, jugement, jugement et de quelle sorte! En somme avez-vous 
jamais f a i t autre chose?..Je m'e"l§ve de. toutes mes forces contre les 
moeurs que vous voulez maintenir, contre l a mauvaise f o i qui a regn6 
durant l a reunion de l a rue du Chateau et contre l e guet-apens mal 
organise".. .qui se cachait sous l e pretexte Trot sky"'..(ibid, p.175, n . l 

90. R. Queneau, Batons, c h i f f r e s et l e t t r e s , p.120 
91. J. Queval, Raymond Queneau, p. 191+ 
92. R. Queneau, Batons, c h i f f r e s et l e t t r e s , p.215 
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absolute t r u t h behind each character's mask, indicate hov seriously he 

takes his own dictum. This p a r t i a l l y explains why his approach t o 

f i c t i o n i s nearly always resolutely technical: Queneau i s too apprehensive 

to use the novel t o impose his own ideas. Although a convinced, i f 

u n w i l l i n g sceptic, his application of some form of methodological doubt 

i s a technique rather than an aim of his f i c t i o n . There i s perhaps an 

underlying hope that 'le doute, en s'exprimant, se n i e ' , as Georges-
93 

Emmanuel Clancier suggests, but the aim i s not to replace doubt w i t h 

c e r t a i n t y , rather t o create a vacuum of contented insignificance of the 

kind abhorrent t o Simone de Beauvoir. 

A paragraph e n t i t l e d 'De l'age d'or* from Une Hi s t o i r e Module gives 

the reader an insight i n t o the assumption which governs Queneau's 

approach to the a r t of f i c t i o n : 
Dans cette hypothSse, on considSre un groupe humain plonge" dans l e 
bonheur. Cet age n'a pas d'histoire. Lorsque l ' h i s t o i r e cesse, 
cet age. on rSint§gre. _ 9k 

I t i s t h i s consideration which seems t o j u s t i f y his pursuit of 'pattern 

without purpose 1 and which shows his poem 'Bien places bien choisis/ 

quelques mots font une poe'sie', from Pour un a r t po&tique, t o be less 

f l i p p a n t than i t may appear: 
on s a i t pas toujours ce qu'on d i t 
lorsque na£t l a po€sie 
faut ensuite rechercher l e thdme 
pour i n t i t u l e r l e po£me. 95 

This being so, the task of Queneau's c r i t i c s should not.be t o examine the 

ideas discovered by his novels, since i n so doing they can only describe 

what i s obviously there, but t o examine the means by which these ideas are 

discovered. This i n t u r n would necessarily involve an investigation of'the 

role of language and i t s a b i l i t y t o control our perceptions, an a c t i v i t y 
which should even s a t i s f y the demans f o r human enlightenment made by such 
c r i t i c s as Grossvogel. 
93. G-E. Clancier,'Raymond Queneau et l e roman', Livres de France, December 
1960, p.5 
9k. R. Queneau, Une Histoire Modele, Paris 1966, p.25 
95. R. Queneau, Si t u t ' imagines, Paris 1968, p.2'40 



APPENDIX 

a) Interview, with'Raymond Queneau 

The t e x t which fol l o w s i s the t r a n s c r i p t o f two separate 

i n t e r v i e w s which took place i n M. Queneau's o f f i c e at ̂ a Nouvelle 

Revue Frangaise', 5 rue Se"bastien Botin', P a r i s , on March 2k and 

Ju l y 13 1971.. 

The t e x t has been revised', and corrected by M, Queneau 

him s e l f . 
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H.:: Vous connaissez, peut-e'tre', l ' e s s a i de Jacques Guicharnaud sur 

L'Ecole des Femmes ou i l prStend que l a grande i n n o v a t i o n de Moliere 

dans c e t t e piece est de presenter des personnages presque r e e l s - du 

moins qui ont t r o i s dimensions: 'Malgre l e p l a i s i r esthStique q u ' i l 

nous f o u r n i t , Harlequin ne nous parle que du theStre; Arnolphe nous 

pa r l e des hommes.1 Des Le Chiendenf, n'est-ce pas, vous montrez un 

p a r e i l souci quant au nombre de dimension's que possedent vos person­

ages? 

Raymond. Queneau: Oui. 

H.: Mais l e s votres n'en ont qu'une seule, qui n'est pas plus 

profonde que l e u r s masques. 

Raymond Queneau: Vous trouvez que mes personnages manquent de 

profondeur? Eh bien', j e ne sais pas... 

H.: Non', j e voudrais savoir s i vous reconnaissez', dans vos romans 

surtout', une r e a c t i o n vers l a l i t t l r a t u r e du temps de l a commedia 

d e l l ' a r t e . Et sinon une r e a c t i o n , une n o s t a l g i e peut-etre? 

Raymond Queneau:. Ah o u i . Certainement. J ' a i eu une n o s t a l g i e de l a 

l i t t e r a t u r e , disons', innocente. Je l ' a i t o u j o u r s . 

H*:: Vous n'essayez jamais', ou presque jamais', de p§netrer l a su r f a c e , 

l a couche du masque', de vos personnages. Est-ce que ce r e f u s reprSs-

ente une a t t i t u d e consciente? Que vous indiquez par cela que', vous 

non plus", vous ne pouvez pas connaitre l e s secrets de vos persohnages? 

Raymond Queneau: Oui', m a i s . . . I l y a la. deux voies plus ou moins 

c o n t r a d i c t o i r e s . I I y a l'autonomie de mes person­

nages. Je n'en sais pas plus que l e l e c t e u r . J'ignore 

t o u t ce que l e l e c t e u r a t t e n t i f i g n o r e . En meme temps 

i l y a l e f a i t i n c o n t e s t a b l e que mes persannages font 
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ce que j e veux q u ' i l s fassent. l i s ne sont pas 
autonomes jusq'au p o i n t de me d ^ f i e r . 

H.: C'est c e t t e c o n t r a d i c t i o n que vous i l l u s t r e z dans Le Vol d'Icare. 

Vos personnages ne sont pas autonomy's au poi n t de pouvoir s'Svader. 

Raymond Queneau:. C'est ca. 

H.: Toujours sur c e t t e question de reaction', v o t r e premier roman se 

caractSrise par sa r i g e u r et par sa complexity f o r m e l l e . N'Stait-ce 

pas une r e a c t i o n contre l e manque de forme des te x t e s s u r r S a l i s t e s ? 

Raymond Queneau:: Ciest exact. J ' a i r§agi contre l a do c t r i n e de 

l ' e c r i t u r e automatique'i une r e a c t i o n t r e s v o l o n t a i r e . 

J'avais s u r t o u t l e souci de l a construction', ce qui 

n ' S t a i t pas du t o u t surr§aliste. C'Stait par nostalgie 

s i vous voulez, ou par volontS de classicisme. 

H.: En m£me temps, l ' o p i n i o n de c e r t a i n s i n t e l l e c t u e l s de l'epoque 

S t a i t contre l e roman. Je pense s u r t o u t a l'Hommage a. Marcel Proust 

de Valery et au Premier Manifeste de Breton. Dans ce contexte, 

n'Stait-ce pas rSact i o n n a i r e de penser', meme', a S c r i r e un roman? 

Raymond Queneau: C'est a d i r e qu'a l'£poque i l n'y a v a i t pas de v r a i 

roman f r a n c a i s comme i l y a v a i t un roman a n g l a i s . 

Mais par l a reaction', que vous q u a l i f i e z de volontaire', ne visiez-vous 

pas precisement l e s arguments de Val6ry et de Breton? Est-ce que vous 

de'fendiez l e roman contre eux? 

Raymond Queneau: PrScisement? Non. J'avais envie de developper l e 

roman par l a construction', une c o n s t r u c t i o n complexe 

qui ne" 3!e rSduise pas au r S c i t lin§aire. 

H.: C'est a l o r s que l ' o p p o s i t i o n qui p a r a f f , pourtant', t r e s n e t t e est 

cfisi'incidentale. DonnS v o t r e n o s t a l g i e du classicisrae, vos soucis 
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fbrmels', vous vous opposiez naturellement a Valery', qui v o u l a i t 
pretendre que l e roman n'avait pas de forme. 

Raymond Queneau:. Oui, ca', peut-e"tre^ 

H.: Vous avez- p a r l e du roman anglais de. l'epoque. I I y .avait s u r t o u t 

Ulysse', que vous avez l u , j e crois', au moment ou vous q u i t t i e z l e s 

s u r r e a l i s t e s en 1929. Quels t r a i t s de ce roman vous ont d'abord 

f r a p p ! l e plus? 

Raymond Queneau: C'etait surtout sa. c o n s t r u c t i o n . 

H.: Dans: son essai sur vous dans The Novelist as Philosopher', Martin 

E s s l i n pretend que c ' e t a i t en me'me temps 1-a v i r t u o s i t e l i n g u i s t i q u e 

de Joyce, et surtout sa facon de manier l e langage p o p u l a i r e . . . 

Raymond. Queneau: J' a i l u Ulysse en 1929 dans l a t r a d u c t i o n francaise', 

et quelques ann§es plus t a r d dans l e t e x t e o r i g i n a l 

avec l ' a i d e du l i v r e de Stuart G i l b e r t . Alors', quant 

au langage d'Ulysse', i l est.- peu ;"P.robable que j ' a i e 

ete tellement sensible a ses nuances a l'epoque et', 

meme, j e n'en a u r a i sans doute pas compris lesi com-

p l e x i t e s de sa co n s t r u c t i o n sans l ' a i d e de G i l b e r t . 

H.: Un bon exemple de l a c r i t i q u e l i t t e r a i r e qui a pu i n f l u e n c e r 

l e cours de l a l i t t e r a t u r e . La. c r i t i q u e a done son r o l e a jouer? 

Raymond Queneau: Oh o u i . Et i l y a-, un autre exemple d'a peu pires l a 

me'me epoque. C'est Axel's Castle d'Edmund Wilson', 

un l i v r e qui a eu pour moi une importance p a r t i c u l -

iere', s u r t o u t la. ou i l t r a i t e de l a technique du 

roman. 

H.:- C'est en p a r t i e grace a"Edmund Wilson que vous vous etes mis a. 

mieux connaxtre l a l i t t e r a t u r e anglo-saxonne? 
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Raymond Queneau:: Oui. 

H.:. Et c ' e t a i t s u r t o u t l e s questions de technique qui vous 

i n t e r S s s a i e n t l a dedans?. 

Raymond Queneau: ®ul. 

H.: Est-ce que Joseph Conrad a pu vous i n f l u e n c e r dans ce domaine? 

Raymond Queneau: Bien sur. Conrad a donne', avec son Lord Jim', un 

modele de c o n s t r u c t i o n complexe, et j e c r o i s que 

Wilson l'§tudie dans Axel's Castle. 

H*: C'est t o u j o u r s une question de tecjjpnique? Vous avez f a i t des 

Studes de philosophie', mais vous ne vous considerez pas un S c r i v a i n 

philosophique. I I n'y a pas:, s i j e comprends b i e n , d'idSes predeter­

mines a communiquer au lecteur', comme l e suggere Valery de t o u t roman 

et i l d i t meme que ces i d 6 e s peuvent e t r e facilement 'rSsumSes'? 

Raymond Queneau; Mais non. Une ce r t a i n e p r a t i q u e de l a l i t t e r a t u r e 

implique une ce r t a i n e p h i l o s o p h i e . 

H.: Sans que ce s o i t l e but envisage par l'auteur? 

Raymond Queneau: Oui, sans que ce s o i t son b u t . De l a .meme facon', on 

peut d ^ c r i r e objectivenient un oeuf. l>a d e s c r i p t i o n 

implique 1'essence de l a vie', mais l e but c'est de 

dScrire l ' o e u f . 

H.: Done on peut envisager 1 * a p p l i c a t i o n d'une technique comme un 

voyage de decouverte, de decoflverte morale', philosophique, e t c . 

Raymond Queneau: C'est 5a. Parfaitement. 

Vous avez d i t , l o r s d'un e n t r e t i e n avec Marguerite Duras', que ce qui 

vous rebute l e plus dans l e s romans des autres c'est l e l a i s s e r - a l l e r . 
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Raymond Queneau: C'est p o s s i b l e . 

H.: Mais cela ne vous empeche pas d'aimer Stendhal', para£t-il. 

Raymond Queneau: Oui. Stendhal a p r a t i q u e l a technique du 

l a i s s e r - a l l e r , du raoins l ' a - t - i l d i t . Nous n'en 

sommes pas stirs.. De toute fagon', i l en donne l 1 im­

pression et c'est peut-etre l'exception qui prouve... 

Oui', eh b i e n , Stendhal est pour mbi une f a i b l e s s e i 

Hi-s Vous considSrez ces r e s t r i c t i o n s formelles qui paraisaent absentes 

chez Stendhal', comme 1'Equivalent des conventions poetiques? 

Raymond Queneau:: Oui. 

H.: Mais n'y a - t - i l pas de difference? Le. romancier a plus de l i b e r t l " , 

n'est-ce pas? I I peut i n v e n t e r l e s conventions qui s'acc.ordent l e 

mieux avec son sujet', t a n d i s que c e l l e s de l a poesie sont l i m i t e s et. 

beaucoup moins f l e x i b l e s . 

Raymond Queneau: E.ffectiveraent, l e romancier a plus de l i b e r t e de 

choix. Ce q u ' i l f a u d r a i t , a f i n d ' e t a b l i r des con­

ventions romanesques", c'est d ' e c r i r e c i n q ou s i x 

romans ayant l a m&rae s t r u c t u r e et des s u j e t s t o u t 

a. f a i t d i f f S r e n t s . 

BT.:: Pour r e v e n i r k c e t t e question cUt langage, vous avez d i t dans 

Batons', c h i f f r e s et l e t t r e s que vous concevez vos Merit s pour e t r e 

l u s a haute v o i x . Vous avez appel6 l a rime pour l ' o e i l 'une stu p -

Sfian t e convention...qui ne peut a b o u t i r qu'aux Calligrammes et a 

Un coup de d§s .jamais n ' a b o l i r a l e hasard 1 . 

Raymond Queneau: I I y a t o u j o u r s une o r e i l l e . . . J e veux d i r e que 

lorsqu'on l i t t o u t seul', on entend' quand meme l e s 

sons qui sont represehtes sur l a page. De t o u t e facon' 

s i j'aa d i t cela'» e ' e t a i t i l y a assez longtemps e t . . 
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H.:- Vos opinions ont chang!? 

Raymond Queneau:: Bien s f i r . Vous me posez.des- questions sur des choses 

que j ' a i S orites i l y a v i n g t ou merae t r e n t e ans et... 

Et d ' a i l l e u r s i l y a un p e t i t essai que j ' a i e"crit 

recemment. l i n t i t u l e Errata', ou j e re v i s e un peu mes 

idees. Je reconnais que l'"ecart entre l e p a r l e et 

l ' e c r i t ne s'aacuse pas', comme on pouvait l e c r o i r e 

avant l e developpement de l a ra d i o et de l a t e l e v ­

i s i o n oil l e s gens s'efforcent de p a r l e r comme on 

e c r i t avec plus ou moins de re'ussite. 

H.: Et v o t r e emploi du langage p a r l e dans l ' e c r i t ' , est-ce pour vous 

comme une epreuve des idees classiques de l e s reclire dans l e langage 

l e plus contemporain? 

Raymond Queneau: Une epreuve? Non, j e ne d i r a i pas c e l a . C('est', s i 

vous voulez', un renouvellement', un rajeunissement 

p l u t o t . 

HT: !C:e discours de Saturnin dans Le Chiendent, par exemple. I I n'y a 

pas de commentaire i m p l i c i t e ? 

Raymond Queneau: Cela v i e n t du Parmenide', naturellement. I I y a 

c e r t a i n s c r i t i q u e s qui ont vu dans ce procede une 

d e r i s i o n des p e t i t e s gens. I I n'y a\ aucune d e r i s i o n . 

Au c o n t r a i r e , i l me semble que 1 ' i n t e l l i g e n c e est 

bien disseminee parmi toutes l e s classes soci a l e s et 

qu'en France depuis Napoleon l a philosophic est 

devenue beaucoup t r o p u n i v e r s i t a i r e . 

H.: Au s u j e t de P i e r r o t mon ami, Gaetan Picon a d i t que puisque 

au bout de deux cent pages environ on n'a aucune idee de ce qui s'est 

pass!, ce roman ne peut-etre qu'un exercice de mots 'ou l e s u j e t n'est 

rien', ou seule compte l a forme'. 'Le s u j e t n'est rien',' est-ce possible 
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Raymond Queneau: Eh bien', j ' a v a i s l a volpntS de ne pas informer', certes', 

mais cela non au niveau du langage mais au niveau de 

l a s t r u c t u r e . C'est l a , j e crois', l ' e r r e u r de Picon. 

P i e r r o t mon ami', c'est, s i vous voulez', 1'anti-roman 

p o l i c i e r . 

H.: Dans l e meme roman', et su r t o u t dans l e s r e l a t i o n s entre E i e r r o t et 

le s deux animaux q u ' i l t r a n s p o r t e , peut-on v o i r uh de s i r de d l g o n f l e r l e 

mythi de l a camaraderie humaine t e l que l e pjreeente Hemingway? 

Raymond Queneau: Oh, j e ne c r o i s pas que j ' a i e eu 1 ' i n t e n t i o n de 

degonfler aucun mythe. La camaraderie? Eh b i e n , 

au c o n t r a i r e , c'est ce qui est m o n t r l . P i e r r o t et 

les animaux, ce sont des camarades', des copains. 

H i : Vous n'aviez pas 1 ' i n t e n t i o n de degonfler Hemingway? 

Raymond Queneau: Non. Et pou r t a n t , j e n ' a r r i v e plus a comprend're 

l'estime qu'on a pour l u i . Hemingway d o i t appeler 

l 1 i n d u l g e n c e comme Stendhal. 

H.: Mais dans Saint G l i n g l i n n'y a - t - i l pas une parodie de The -Sun Also 

Rises, avec l a Fete de l a Vaisselle', ses aficionados', l e s norabreuses 

scenes de b i s t r o t ' , l a ' s t a r ' etrangere', A l i c e Phaye. Est-ce que cela 

ne v i s e pas l a tauromachie e t c . chez Hemingway? A l i c e n ' e s t - e l l e pas 

en quelque sorte B r e t t ? 

Raymond Queneau: Oui, p e u t - S t r e , i l y a un peu de ce l a . k a tauromachie 

et l a Fete de l a Vaisselle', s i vous voulez. Quant a 

A l i c e Phaye et B r e t t , j e ne c r o i s pas. C'est possible', 

mais j e ne pense vraiment pas. 

H.:- Et dans ce meme roman', est-ce que l e debut avec Pi e r r e dans 

1'aquarium .parodie Pascal devant l e s e t o i l e s ? 
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Raymond Queneau:- Non. Mais i l y a quelques annles', dans un bouquin 

sur Paris qui s'appelait Paris vu par l'Acad^mie 

Gojncourt', ou quelque chose comme ca', j ' a i §crit un 

p e t i t essai qui s ' i n t i t u l a i t 'Paris qui bouge 1 sur 

le s services de t r a n s p o r t en commun. Et bien sur, a 

ce moment l a , j ' a i pense a ^ a s c a l . 

H.:- L es parodies ont t o u j o u r s quelque chose d'ambigu. 0 n ne peut pas; 

savoir s i vous etes vraiment pour ou con t r e . Mais que pensez-vous des 

gens qui veulent v o i r en vous un e x i s t e n t i a l i s t e ? Vos passages d i t s 

• e x i s t e n t i a l i s t e s 1 ', ne s o n t - i l s pas des parodies? Et n'y a - t - i l pas •• 

autant des passages outeertement a n t i - e x i s t e n t i a l i s t e s ? 

Raymond Queneau:: J' a i t o u j o u r s §t§ a n t i - e x i s t e n t i a l i s t e . I I me 

semble',d'ailleurs !., que 6"'est un. mode litt§raire 

qui n'a vraiment pas dure. 

H.:- Vous avez 6te p r i s pour un e x i s t e n t i a l i s t e ' , peut-etre', parce que 

vous connaissiez des t e x t e s vfi'nlres par eux bien avant que L'Etre et 

l e Neant..... 

Raymond Queneau: Oui', et sur t o u t La.Phenomenolfogie de 1'Esprit que 

j ' a i connue bien avant. Mais i l y a aussi des 

c r i t i q u e s qui veulent v o i r en moi un precurseur du 

Nouveau Roman. Le plus rScent c'est V i v i a n Mercier. 

Cela me para£t beaucoup plus j u s t e . 

H.: Vous Stes t r e s conscient des mouvements et des t r a d i t i o n s l i t t S r a i r e s ! 

Raymond Queneau: Ah o u i . J'ai t o u j o u r s StS sensible aux mouvements 

ou', p l u t o t , aux modes l i t t e r a i r e s ' , par mon metier 

d'editeur. 

Dans Pour une Bibliotheque ideale', v o t r e propre l i s t e comprenaif, en 

t e t e des auteurs francais', Montaigne, Descartes', Pascal... 



Raymond Queneau; J 1 e f f a c e r a i s maintenant Descartes. 

H.:. Completement? 

Raymond Queneau: Completement. 

H.: Pourquoi? 

Raymond Queneau: Comme car 

H.: Vos idSes sur l a technique du roman ont autant change? 

Raymond Queneau: C'es.t a d i r e q u ' i l y a comme un c e r c l e . Au debut 

j ' e t a i s preoccupe par l a technique', l a ri g e u r : , 

jusqu'a. j e ne sa i s pas , mettons P i e r r o t mon ami, 

puis j e m'en suis moins s e r v i e . Maintenant j *.-y 

suis revenu', s u r t o u t avec 1' 01J-LI-P0...ou l e s 

questions de technique nous obn u b i l e r a i e n t d'une 

facon presque maniaque s i nous n|y yoyons aussi 

l'aspect j e u . 
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b) Breath-units, Loin de Rueil pp.21-23.. 

1. Louis-Philippe des Cigales des deux poings appuye's sur ses genoux. (17) 

2. Louis-Philippe des Cigales penche" commence a mal respirer tout 
simplement (20) 

3. c'est a dire q u ' i l est en t r a i n de prendre conscience de sa 
respiration par l e simple f a i t qu'elle ne fonctionne pas epatammeht 
en ce moment. (36) 

k. Louis Philippe des Cigales (7) 

5. on ne peut pas dire .qu'il hal§te (8) 

6. non on ne peut pas dire ga (7) 

7. mais i l est afflige" en ce moment, (10) 

8. ce moment apr§s l a prise de conscience de l a d i f f i c u l t e de respirer,(20) 

9. Louis^Philippe des Cigales est afflige" d'une co n s t r i c t i o n des 
poumons, (l8) 

10. des muscles pulmonaires, (6) 

11. des nerfs pulmoneux, (5) 

12. des canaux pulmoniques, (6) 

13. des vaisseaux pulmoniens, (6) 

Ik. c'est une esp§ce d'e'touffement, (7) 

15. Mais ce n'est pas un gtouffement qui prend par l a gorge, (13) 

16. par le tuyau d'en haut, (6) 

17. c'est un Stouffement qui part d'en bas, (9) 

18. qui part des deux cote's a l a foi s aussi, (11) 

19. c'est un e"touffement thoracique, (8) 

20. un encerclement du tonneau r e s p i r a t o i r e . (12) 

21. Et maintenant (k) 

22. et maintenant ca ne va plus du t o u t . (10) 

23. Ce n'est pas un ^touffement qui prend par l e cou comme s i on 
ten a i t l e d i t col de deux poignes solides, (26) 

2k. non c'est un Stouffement qui monte des t^n^bres du diaphragme, (l6) 

25. qui se deploi a p a r t i r de l'aisne, (9) 
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26. et puis aussi c'est un e'touffement t r i s t e , (10) 

27. un effondrement du moral, (8) 

28. une crise de conscience, (7) 

29. Et maintenant (h) 

30. et maintenant ga ne va plus du t o u t , (10) 

31. car c'est p i r e qu'un e'tranglement, (8) 

32. p i r e qu'un encerclement, (6) 

33. pi r e qu'un e'touffement, (5) 

3U. c'est un abime physiologique, (9) 

35. un cauchemar anatomique, (7) 

36. une angbisse me'taphysique, (7) 

37. une re"volte, (3) 

38. une p l a i n t e , (2) 

39. un coeur qui bat trop v i t e , (6) 

kO. des mains qui se crispent, (5) 

hi. une peau qui sue. (h) 

h2. Louis-Philippe des Cigales n'est plus que l e poisson jete" sur l e 
plancher d'une barque et .qui ouvre l a bouche de'sesp^re'ment parce q u ' i l 
se sent mourir et parce q u ' i l va mourir. [h2) 

h3. Louis-Philippe des Cigales qui sans bouger de son f a u t e u i l a e'te" 
lance" dans un monde ou les hommes ne parviennent pas plus a respirer que 
les aquatiques sur t e r r e arrache's a leur eau, (U8) 

hh. Louis-Philippe des Cigales ne mourra pas bien q u ' i l se sente 
mouriry (17) 1 

^5. i l ne mourra pas cette f o i s - c i , (10) 

h6. i l respire de plus en plus f o r t , (8) 

^7. et l a respiration s'arrSte, (8) 

h8. r i e n ne rentre dans l a p o i t r i n e , (8) 

**9. on c r o i t q u ' i l n'y a pas moyen de t e n i r , (10) 

1. Obviously a pause could be j u s t i f i e d by the placing of bien que 
i n t h i s u n i t . Cf. n.2. 
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50. et puis on t i e n t quand m§me. (6)' 

51. La grande atmosphere qui entoure ce globe ou pas plus grand qu'un 
pou v i t Louis-Philippe des Cigales, [2k) 

52. l a grande atmosphere bien q u ' i l ouvre s'pasmodiqement l e bee avec 
des amplitudes croissantes, (23) 2 

53. e l l e n 1 arrive pas a. penStrer ses profondeurs a l u i , tlU) 

5k. i'homme pas plus grand qu'un pou, (6) 

55. i l y a un p e t i t espace ou e l l e ne penltre p o i n t , ( l i t ) 

56. un p e t i t espace tout ramifie' p a r e i l a un arbre double et qui 
ne veut pas de l a grande atmosphere. (28) 

2. Cf. n . l . (Appendix b) 
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Graph of s y l l a b i c arrangement i n one paragraph from 

Loin de R a e i l 
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d) Bibliography 

The bibliography i s divided i n t o two main sections; f i r s t , a 

complete l i s t of works by Queneau: f i c t i o n , poetry, drama, essays, 

prefaces, etc., ecah subdivision being l i s t e d i n chronological order 

of publication. Also i n chronological order i s the second section 

which provides a complete l i s t of secondary sources, with subdivisions 

f d r books devoted t o a specific study of Queneau1s work, books 

containing a consideration of Queneau's work at a more general l e v e l 

and a r t i c l e s about Queneau i n newspapers and periodicals i n France, 

Belgium, B r i t a i n and America from 1933 t o 1970. A short t h i r d 

section l i s t s only those general c r i t i c a l works t o which direct 

reference i s made i n t h i s study. 

Note: The editions quoted i n t h i s study are' as l i s t e d i n the 

bibliography except: 

1. R. Queneau, Pierrot mon ami, 

2. R. Queneau, Zazie dans l e me'tro. 

In these two cases, reference i s made to the Liyre de Poche editions. 
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1. Works by Queneau 

a) F i c t i o n 

Le Chiendent, P a r i s : G a l l i m a r d , 1933 

Gueule de P i e r r e , P a r i s : G a l l i m a r d , 193k 

Les Derniers Jours, P a r i s : G a l l i m a r d , 1935 - out o f p r i n t . New e d i t i o n 
Lausanne, 1965 

O d i l e , P a r i s : Gallimard, 1937 

Les Enfants du Limon, P a r i s : G a l l i m a r d , 1938 

Un Rude H i v e r , P a r i s : Gallimard, 1939 

Les Temps M61es, P a r i s : G a l l i m a r d , 19^1 

P i e r r o t mon ami, P a r i s : G a l l i m a r d , 19^2 

Loin de R u e i l , P a r i s : Gallimard, 1 9 ^ 

Exercices de S t y l e , P a r i s : G a l l i m a r d , 19^7 

A l a l i m i t e de l a for§t ( f i r s t chapter o f an u n f i n i s h e d n o v e l ) , P a r i s : 
Fontaine. 

On est t o u j o u r s t r o p ban avec l e s femmes, (published under the pseudonym 
o f S a l l y Mara), P a r i s : E d i t i o n s du Scorpion, 19^1) 

Une t r o u i l l e v e r t e ( t h r e e short s t o r i e s : 'Une t r o u i l l e v e r t e 1 , 'Dino', 
and 'Panique 1, P a r i s : E d i t i o n s de M i n u i t , 19^7 

Le Cheval t r o y en ( s h o r t s t o r y ) , P a r i s : V i s a t , 19I+8 

Saint G l i n g l i n (lpre'ce/de/ d'une nouvelle v e r s i o n de Gueule de P i e r r e e t 
des Temps M e i g s 1 ) , P a r i s : G a l l i m a r d , 19^8 

J o u r n a l I n t i m e ( p u b l i s h e d under t h e pseudonym o f S a l l y Mara), P a r i s : 
E d i t i o n s du Scorpion, 1950 

Le Dimanche de l a v i e , P a r i s : G a l l i m a r d , 1952 

Zazie dans l e me'tro, P a r i s : G a l l i m a r d , 1959 

Les oeuvres completes de S a l l y Mara (reetiition o f On est t o u j o u r s t r o p 
bon avec l e s femmes and J o u r n a l I n t i m e plus appendix: ' S a l l y 
plus i n t i m e 1 ) 

Les Fleurs Bleues, P a r i s : Gallimard, 1965 

Le Vol d ' I c a r e , P a r i s : Gallimard, 1968 
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b) Poetry 

Ch§ne e t Chien, P a r i s : Denoel, 1937 

Les Ziaux, P a r i s : G a llimard, 19^3 

L ' I n s t a n t f a t a l , P a r i s : Les N o u r r i t u r e s t e r r e s t r e s , 19U6 

Bucoliques, P a r i s : Gallimard, 19^7 

P e t i t e cosmogonie p o r t a t i v e , P a r i s : Galliraard, 1950 

S i t u t'imagines ( s e l e c t e d verse 1926 - 1950), P a r i s : G a l l i m a r d , 1952 

Le Chien a, l a mandoline, Verviers Belgium, 1958 

Sonnets , P a r i s : H a u t e f e u i l l e , 1958 

Cent m i l l e m i l l i a r d s de poemes, P a r i s : G a l l i m a r d , 1 9 6 l 

C o u r i r l e s rues, P a r i s : G a l l i m a r d , 1967 

B a t t r e l a campagne, P a r i s : G a l l i m a r d , 1968 

Fendre l e s f l o t s , P a r i s : G a l l i m a r d , 1969 

/ 

c) Plays 

En passant, Lyon: Bauchart, 19kk 

/ 

d) Essays 

Foutaises , P a r i s : S.L.N.N. , 19kk 

Batons, c h i f f r e s e t l e t t r e s ( s e l e c t e d essays 1937-1950), P a r i s : 
G a l l i m a r d , 1950 

Lorsque l 1 e s p r i t , P a r i s : College de Pataphysique, 1955 

P r e s e n t a t i o n de l'encyclopgdie de l a Pl e i a d e , P a r i s : Gallimard, 1956 

fiords, (mathematiciens ,. precurseurs , encyclope*distes), P a r i s : Hermann, 1963 

Batons, c h i f f r e s e t l e t t r e s ( s e l e c t e d essays 1937-1965), r e v i s e d and 
enlarged e d i t i o n , P a r i s : Gallimard ('Idees'), 1965 

Une H i s t o i r e Module, P a r i s : G a l l i m a r d , 1965 
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e) Uncollected a r t i c l e s from newspapers and p e r i o d i c a l s 1935 - 1970 

'La mode i n t e l l e c t u e l l e • , La B§te N o i r e , 1.4.1935 

' L ' a i r e t l a chanson 1, La B6te N o i r e , 1.5.1935 

'Jean Helion aux Cahiers d'Art', La Nouvelle Revue Frangaise, 1.4.1936 

•Compte rendu de Tropic o f Cancer e t Black Sp r i n g ' , La Nouvelle Revue 
Frangaise, 1.12.1936 

Chrbnique: •Connaissez-vous P a r i s ' , L ' I n t r a n s i g e a n t , 1936 - 1939 

'L'humour e t ses v i c t i m e s 1 , Volonte's, January 1938, No.2 

'Qu'est-ce que l ' a r t ' , Volontes, February, 1938, No. 3 

'Richesse e t l i m i t e ' , Volonte's, March 1938, No.4 

'De Jean Coste e t 1'experience poe"tique', Volontes, April-May 1938, No. 5 

'Lyrisme e t p o i s i e ' , Volonte's, June 1938, No.6 

'Le plus e t l e moins', VolontSs, August 1939, No.8 

'James Joyce, auteur c l a s s i q u e ' , Volonte's, September 1938, No.9 

'Droles de gouts' Volonte's, November 1938, No.11 

'lies horizons perdus', Volonte's, January 1939, No.l4 

'Psychologie anglo-saxonne', La Nouvelle Revue Frangaise, 1.6.1939 

'L'e'crivain e t l e langage', V o l o n t ^ s , J u l y 1939, No. 19 

'Compte rendu de Guide t o Kulchur, d'Ezra Pound', La Nouvelle Revue 
Frangaise, October 1939 

'Saint G l i n g l i n chez l e s Medians', Poe'sie 44, pp.44-47, No.21 

'Chronique L i t t e " r a i r e : Lectures pour un F r o n t 1 , Front N a t i o n a l 29.9.. 1944 

12.11.1945 ( e x t r a c t s r e p r i n t e d i n Batons, c h i f f r e s e t l e t t r e s , 1950 
and 1965) 

• V i e i l l i r ' , Le Point ( S o u i l l a c ) , March 1945, No.31 

• E l i e Lascaux', Poe'sie 45, June-July 1945, No.25 

•He'lSne aux Anthropodes •, L a b y r i n t h , A p r i l 1946 

'Le Cafe" de l a France', Les Temps Modernes, February 1947, No. 17 



- 1U5 -

'Ne coassons pas', Les Nouvelles L i t t g r a i r e s , September 19^7, No.lO-UU 

'Sur quelques aspect r e l a t i v e m e n t peu connus du verbe en f r a n g a i s ' , Le_ 
Surrealisme r e ' v o l u t i o n n a i r e , March-April 19^8, No.l. 

'Philosophes e t voyous', Les Temps Modernes, January 1951 

'Pour mon chien', Le Figaro L i t t g r a i r e , 17.3.1951, No.256 

'Un nouveau genre l i t t g r a i r e ' , C r i t i q u e , March 1951 

'Glabre de l a v a i s s e l l e ' , La Gazette des L e t t r e s , August 1951 

•Quartier l i b r e ' , A r t s , May 1952 

'La rgforme de l'autographe•, La Wallonie ( L i S g e ) , 21.8.1952 

•Sagesse authentiquement f e m i n i n e 1 , Le Figaro L i t t g r a i r e , 2k.1.1953 

'Frangais d'hier e t f r a n g a i s d'aujourd'hui', Les l e t t r e s Frangaises , 
lU.7.1955 

'Verhaeren: Le V i s i o n n a i r e • , ADAM. I n t e r n a t i o n a l Review, X X X I I I , 1955 

'Bonjour Christophe', L'Express, 17.11.1955 

•La lggende de Robert Desnos', Simoun, 1956, pp.73-75 

'Proust: The u n f i n i s h e d symphony', ADAM. I n t e r n a t i o n a l Review, XXXV, 1957 

tUn heros de n o t r e temps', Les Temps Meigs , (Brussels) ;, 15. k. 1957 

'Zazie dans son jeune age', Les L e t t r e s Nouvelles, 11.3.1959 

'Le Chant du Styrene', Les L e t t r e s Nouvelles, 29.It. 1959 

'A propos de Charles F o u r i e r e t de l a lune'., La revue f r a n g a i s e de 
sciences at des techniques, November-December 1959 

'Six p o i n t s , sept v i r g u l e s ' (poem), Mercure de France., A p r i l 1960 

'Queneau au cinema' ( I n t e r v i e w ) , L'Express, 27.10.1960 . 

•Promenade pigtonne autour d'lonesco', Cahiers de l a Compagnie Renaud-
B a r r a u l t , February 1963 

'Le Baron M o l l e t ' , Revue de P a r i s , October 1963, p.75 

'Premieres c o n f r o n t a t i o n s avec Hegel' ( o b i t u a r y t o G. B a t a i l l e ) , C r i t i q u e , 
No.19, 1963, pp.69^-700 

'Un l e c t e u r de Duras', Cahiers de l a Compagnie Renaud-Barrault, December 
1965 

'OU-LI-PO', Le Nouvel Observateur, 2.3.1965 
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' M i r o i r Double', La Quinzaine L i t t g r a i r e , 1.10.1966 

•Dans l a confidence des Goncourt 1, Les Nouvelles L i t t g r a i r e s , 3.11.1966 

' E r u t a r e t t i l ' ( o f A. B r e t o n ) , La Mouvelle Revue Frangaise, 1967, 
, pp. 60^-605 

'Science and L i t e r a t u r e ' , The Times L i t e r a r y Supplement, 1967, pp.863-86U 

'Vu par Raymond Queneau', Le Monde (des l i v r e s ) , 20.8.1968 

'Les services de t r a n s p o r t en commun', Regards sur P a r i s , (Ed. G. P i l l e m e n t , 
75th anniversary issue o f La Revue de P a r i s , 10.10.1068) 

/ 

f ) Prefaces 

La Plume au vent (anthology o f pastiche and p a r o d y ) , P a r i s : Gallimard 19^5 

G. F l a u b e r t , Bouvard e t Pe"cuchet, P a r i s : P o i n t du j o u r , 19^7 

A. Koj^ve, I n t r o d u c t i o n a l a l e c t u r e de Hegel (KojSve's l e c t u r e s on 

Phenomenology c o l l e c t e d and e d i t e d by Queneau), P a r i s : Gallimard 19^7 

W. Faulkner, Moustiques, P a r i s : E d i t i o n s de M i n u i t , 19^8 

J. Queval, Rendez-vous de j u i l l e t , P a r i s : Chavanne, 19^9 

Joan Miro ou l e po§te p r g h i s t o r i q u e , Geneva: S k i r a , 19^9 

Vlaminck ou l e v e r t i g e de l a matiSre, Geneva: S k i r a , 19^9 

E. Bauwens, L i v r e de c o c k t a i l s , Brussels: Un coup de de"s, 19^9 

R. Rabiniaux, L'Hdnneur de P6donzigue, P a r i s : Corr§a, 1951 

Les E c r i v a i n s c ^ l ^ b r e s , P a r i s : Mazenod 1951 

B. Vian, L'Arrache-coeur, P a r i s : V r i l l e , 1955 

Anthologie de jeunes auteurs, P a r i s : J.A.R., 1955 

•Pour une b i b l i o t h ^ q u e i d S a l e , P a r i s : Gallimard 1955 

H i s t o i r e des L i t t 6 r a t u r e s (volume l ) , P a r i s : P l l i a d e 1956 

H i s t o i r e des L i t t g r a t u r e s (volume I I ) , P a r i s : Pl£iade 1957 

A. J a r r y , Le Vieux de lamontagne, Geneva: Connaitre, 1957 

B. Constant, Adolphe, P a r i s : Mazenod, 1957 

http://10.10.1068
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E. Poe, Contes-, P a r i s : Mazenod, 1957 

M. Henry, A b o u t p o r t a n t , P a r i s : Gallimard 1958 

H i s t o i r e des L i t e r a t u r e s (Volume I I I ) , P a r i s : Ple"iade, 1958 

G. F l a u b e r t , Bouvard e t Pgcuchet, L i v r e de Poche, Paris 1959 

Catalogue de l 1 e x p o s i t i o n d'Elie Lascaux, P a r i s : Galerie Louise 
L e i r i s , 1959 

g) Miscellaneous 

Monuments, P a r i s : E d i t i o n s du Moustie", ±9hQ ('texte par Raymond Queneau, 
bu r i n s par J-P. Vroan^ 

Raymond Queneau, ou une nouvelle defense e t i l l u s t r a t i o n de l a langue 
frangaise ('decade organised par G-E. Clancier e t Jean Lescure 
au Foyer C u l t u r e l I n t e r n a t i o n a l de C 6 r i s y - l a - S a l l e , septembre 1 9 6 0 ' ) , 
t e x t o f Queneau's address, BrusselB: Les Temps M6les, V e r v i e r s , 1 9 6 l 

E n t r e t i e n s avec Georges Charbonnier, P a r i s : G a l l i m a r d , 19b2 

/ 
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2a) Books s p e c i f i c a l l y devoted t o a study o f Queneau's work: 

J. Queval, Raymond Queneau, P a r i s : Seghers ( C o l l e c t i o n Pbetes d ' a u j o u r d ' h u i ) , 
1960 

C. Simonnet, Queneau de'chiffre' (notes sur Le Chiendent), P a r i s : 
J u l l i a r d , 1962 

J. Bens, Raymond Queneau, P a r i s : Gallimard ( C o l l e c t i o n La B i b l i o t h e q u e 
i d e a l ) , 1962 

N. Arnaud, J. Bens, P-F. David, P. Gayot, J-H. Sainmont, Quelques 
Etudes sur l e s oeuvres du Transendant Satrape, P a r i s : College de 
Pataphysique, 1962 

A. Bergens, Raymond Queneau, Geneva: L i b r a i r e Droz, 1963 

J. Guicharnaud, Raymond Queneau, New York: Columbia Essays on modern 
w r i t e r s , 1965 

P. Gayot, Queneau, P a r i s : E d i t i o n s U n i v e r s i t a i r e s , 1967 

/ 

b) General c r i t i c a l s t u d i e s c o n t a i n i n g passages which give c o n s i d e r a t i o n 
t o Queneau's work: 

M. Blanchot, Faux Pas, P a r i s , 1943 

G-A; Masson, A l a fagon de..., P a r i s 19^9 

A-M. Schmidt, Constantes de l a l i t t e r a t u r e f r a n g a i s e , Paris 1949 

G. Picon, Panorama de l a nouvelle l i t t g r a t u r e f r a n g a i s e , Paris 194-9 

J. Rousselet, Les nouveaux poetes f r a n g a i s , Paris 1950 

M. S a i l l e t , B i l l e t s doux pour J u s t i n Saget, P a r i s 1960 

C r i t i c u s , Le s t y l e au microscope, Paris 1951 

A. G i l l o i s , Qui §tes-vous? P a r i s , 1953 

H. Peyre, The Contemporary French Novel, New York, 1955 

G. Bree and M. Guiton, An Age o f F i c t i o n , New Brunswick, 1957 

W. Fowlie, A Guide t o Contemporary French L i t e r a t u r e , Cleveland Ohio ,1957 

P. de B o i s d e f f r e , Une h i s t o i r e v i v a n t e de l a l i t t e r a t u r e d'aujourd'hui, 
Paris 1958 

P.. Brod i n , Presences contemporaines, P a r i s , 1958 
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0. Lutgen, En d e p i t de l e u r g l o i r e , Del Duca, 1961 

J. Cruikshank, The N o v e l i s t as Philosopher, London 1962 

P. .de B o i s d e f f r e ( e d i t o r ) , D i c t i o n n a i r e de L i t t g r a t u r e Contemporaine, 
P a r i s , 1962 

Y. B e l a v a l , Po§mes d'.aujourd 1 h u i , P aris 196Q 

M. L e i r i s , Brisges , P a r i s , 19^5 

J. M a j a u l t , J-M. Nivat., Ch. Geronomi, L i t t g r a t u r e de n o t r e temps, Paris 
1966 

D. Bourdet, Encres Sympathiques, P a r i s 1966 

J-L. Bory, Tout f e u , t o u t flamme, P a r i s , 1966 

P. M i c l a u , Le Rgel dans l a l i t t g r a t u r e e t dans l a langue, Strasburg 1967 

R. Etiemble, 'C'est l e bouquet', Hygiene des l e t t r e s Volume V, P a r i s , 19^7 

J. Cabanis, P l a i s i r e t l e c t u r e s , P a r i s 1967 

G. Zettrer-Neukomm, La grande aventure du roman f r a n g a i s au XX s i ^ c l e , 
P a r i s , 1967 

Essays and Reviews from the Times L i t e r a r y Supplement, Oxford, 1968, 
pp. k0-k6 

B. Dupriez, L'Etude des s t y l e s o u - l a communication en l i t t g r a t u r e , 
B russels, 1969 

E. D'Astier, P o r t r a i t s , P aris 1969 

J. Bersani, M. Autrand, J. Lecarme, B. V e r c i e r , La L i t t g r a t u r e en France 
depuis 19^5, Paris 1969 

V. Mercier, The New Novel (from Queneau t o P i n g e t ) , New York 1971 

/ 
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c) A r t i c l e s about Queneau i n newspapers and p e r i o d i c a l s , 1933 - 1970: 

L. de G6rin R i c a r d , 'Le Chiendent', Le P e t i t M a r s e i l l a i s , 18.11.1933 

H. Bidou, 'Le Chiendent', J o u r n a l des dgbats, 24.11.1933 

P. Descaves,'Le Chiendent', L'Avenir, 1.12.1933 

A. B i l l y , 'Le Chiendent', LJOeuvre, 16.1.1934 

J. Gurin ( J . Paulhan), La Nouvelle Revue Frangaise.., A p r i l 193k 

A. P e t i t j e a n , • Gueule de P i e r r e ' , La Nouvelle Revue, Frangaise, A p r i l 1935 

L. de Ge"rin Ridard, 'Les derniers beaux ( s i c ) j o u r s ' , Le P e t i t M a r s e i l l a i s , 
26.11.1936 

A. B i l l y , 'L'Impasse de l a jeune poe"sie' Le Figaro L i t t e r a i r e , 28.1.1939 

E. T r i o l e t , 'Un Rude H i v e r ' , Le F i g a r o , 19.11.1939 

G. Charensol, 'Un Rude H i v e r ' , Les Nouvelles L i t t ^ r a i r e s , February 1940 

E. Jaloux, 'Un Rude H i v e r ' , Les Nouvelles L i t t ^ r a i r e s , March 1940 

M. S a i l l e t , 'Raymond Queneau, r e ' a c t i o n n a i r e 1 , Le Rouge e t l e Bleu, 
November 1941 

H. H e l l , P i e r r o t mon ami', Fontaine I V , No.25, 19k2 

J. F o l l a i n , 'Gueule de P i e r r e et Les Temps M§les', La Nouvelle Revue 
Frangaise, March 1942 

J. F e l l a i n , ' P i e r r o t mon ami', La Nouvelle Revue Frangaise, October 1942 

E. T r i o l e t , ' P i e r r o t mon ami', Poe'sie, January 1943 

J. Bourniquel, 'Loin de R u e i l ' , La Nef, May 1945 

B. Marsour, 'Du Re"veur au Come'dien', L'Arche, August 1948 

G. Picon, 'De Queneau a. Ramuz', Confluence V, No.7, 1945, pp. 778-782 

A. Rousseaux, 'En marge de nos grandeurs', Le F i g a r o , 3.10.1945 

A. A s t r u c , 'Raymond Queneau', A c t i o n 2k.4.1946 

H. J. Kaplan, 'Pairs L e t t e r ' , P a r t i s a n Review, Winter 1946 

J. Lommarchaud, 'En passant', Combat, 12.4.1947 

A. Iloog, 'L'explosion du langage', Carre f o u r , 30.4.1947 
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Reviewer, "Theme and v a r i a t i o n s ' ( o f Exercices de S t y l e ) , The Times 
L i t e r a r y Supplement, 7.^.19^7 

C. Simonnet, 'Raymond Queneau: Exercices de S t y l e , Bucoliques, 
Pictorogrammes•, C r i t i q u e , June-July, 19^7, pp.16-23 

G. Picon, 'Raymond Queneau', La Gazette des L e t t r e s , 0.9.19U7 

C. Chonez, •Instantann£s', Les Nouvelles L i t t ^ r a i r e s , September 19^7 

E. DanSes, 'Raymond Queneau remet a, l a Saint G l i n g l i n ' , Combat, 29.1.1948 

G. d'Aubardde, 'Raymond Queneau, l'ami des fous e t des mots,' Gavroche, 

E. Danoen, 'Rencontre a u b a l c o n ' , Les L e t t r e s Frangaises, i9.-8.i9H8 

J. B l a n z a t , ' s a i n t G l i n g l i n 1 , Le Figaro L i t t ^ r a i r e , k.9.19^8 

J-H. Roy, 'Saint G l i n g l i n par Raymond Queneau', Les -Temps Modernes, 
November 19^8, p.9^8-950 

G. B a t a i l l e , 'La Mgchancete" du langage 1, C r i t i q u e , December 19^8, pp.1059-
1066 

M. L e i r i s , 'Ideas i n motion', The Times L i t e r a r y Supplement, 19.2.19^9 

P. Deslargues, 'Raymond Queneau 1, A r t s , March 19^9 

Y. B e l a v a l , 'L'envers du l y r i s m e ' , Les Temps Modernes, June 19^7 

M. Nadeau, 'Une Nouvelle L i t t S r a t u r e , ' Mercure de France, March 1950 

E.M. P h i l l i p s , 'The Skin o f Dreams' (review o f E n g l i s h t r a n s l a t i o n o f 
Loin de R u e i l ) , French Stud i e s , A p r i l 1950, p.177 

Reviewer, 'Parisian episodes' ( o f P i e r r o t mon a,mi, t r a n s l a t e d i n t o E n g l i s h 
by J. McLaren Ross), The Times L i t e r a r y Supplement, 27.10.1950, p.673 

M. S a i l l e t , 'Raymond Queneau e t l a poe"sie', Mercure de France, February, 
1951, p. 30^-313 

P. Guth, 'Flemmard comme une couleuvre', Le Figaro L i t t g r a i r e , 17.3.1951 

S. Zegel, 'Raymond Queneau veut reformer 1•orthographe' , Samedi-Soir, 
17.3.1951 

P. MacOrlan, 'Raymond Queneau, nouveau academicien Goncourt', Le Compagnon, 
A p r i l 1951 

Y. B e l a v a l , ' P e t i t Kenogonie', Cahiers de l a Ple~iade, Spring-Summer 1951 

L. B a r j o n , 'Raymond Queneau chez l e s Goncourt', Etudes, May 1951 

http://i9.-8.i9H8
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J. Rostand, 'Queneau e t l a cosmogonie', C r i t i q u e , June 1951 

P-J. Calvanis, 'Raymond Queneau 1, Q u a r t i e r L a t i n , June 1951 

C. Roy, 'Raymond Queneau', La Gazette des L e t t r e s , 6.9.1951 

J. Guichamaud, 'Raymond Queneau's U n i v e r s e 1 , Yale French Studies Mo.8: 
•What's novel i n t h e novel?', 1951, pp.38-47 

A. P a t r i , 'Jeux Sauvages, ou l e s p r i x l i t t ^ r a i r e s * , Paru, February, 1952 

A. B i l l y , 'Raymond Queneau, ou l e f r a n g a i s t e l qu'on l e p a r l e ' , Le•Figaro 
12.3.1952 

M. Nadeau', 'Le Dimanche de l a l i t t e r a t u r e ' , Samedi-Soir, March 1952 

M.P. Fouchet, 'DrQle de r i r e , d r o l e de drame 1, Carr e f o u r , March 1952 

P. Berger, ' E n t r e t i e n avec Raymond Queneau, humouriste automatique' , 
La Gazette des L e t t r e s 15.4.1952, pp.15-22 

A. Koj§ve, 'Les romans de sagesse 1, C r i t i q u e , May 1952 

F. Marceau, 'Queneau, ou l e triomphe de l a grammaire', La Table Ronde, 

May 1952 

G. Ganne and H. H i l l i n g , 'Raymond Queneau 1, Re*forme ? 10.5-1952 

Ch. L a v a l , 'Le dimanche de l a v i e ou l e vide du temps?', Roman, J u l y , 1952 
J. Dubois, ' E n t r e t i e n avec Raymond Queneau', Les L e t t r e s Frangaises, 

23.10.1952 

G. Charles, 'Si t u t'imagines', Paru, November 1952 

G-E.Clancier, 'D'Ulysse aUHysse', L i t t e r a t u r e , 24.1.53 

N. Arnaud, 'Avdnement d'un Queneau g l o r i e u x 1 , Les Temps Meigs, No. 5-6, 
( V e r v i e r s , Belgium), June 1953 

A. B l a v i e r , 'Que Queneau marque*, Les Temps Mel^s, June 1953 

A. V i a l e t t e , 'Raymond Queneau a decouvert l'Orphee N o i r ' , A r t s , August 1953 

J. Doniol-Valcroze, 'Un programme de courts me'trages', L'observateur 
d'aujourd'hui, 19.11.1953 

C. Floupe, 'Imite" de quelques pontes', Les L e t t r e s Nouvelles, A p r i l 1954 

P. P i a , 'L'encyclope'die du si£cle va n a i t r e ' , A r t s , 12.6.1954 

G-R. Dessaignes, 'Au c l a i r de l a lune mon ami Queneau' , Gazette de Lausanne, 
4.9.1954 

A. B i l l y , 'Raymond Queneau e t l e n ^ o - f r a n g a i s , 1 Le Figaro L i t t e V a i r e , 25.6.55 



- 153 -

St.-L. Johnson, 'Reflexions on the philosophy o f Queneau', French Review, 
XXIX, 1955/56 

J. de Beuken, 'Raymond Queneau, po§te', Marginales, 28.4.1957, pp.4-11 

M. Blanchot, 'Le temps des encyclopgdies' , La Nouyelle Revue Francaise, 
May 1957 

A. Bosquet, 'Les sonnets de Raymond Queneau', Combat, 21.8.1958 

M. Nadeau, 'Nouveaux po£mes de Raymond Queneau', L'observateur L i t t g r a i r e , 
11.9.1958 

P. Toynbee, 'Permutations' (review o f Eng l i s h t r a n s l a t i o n o f Exercices 
:de S t y l e ) , The Observer, 18.1.1959 

C. Roy, 'Zazie dans l e mgtro', L i b g r a t i o n , January 1959 

M. Duras, 'Uneuravek', L'Express, 22.1.1959 

Ch. Canproux, 'Langue e t s t y l e de Queneau', Les L e t t r e s Frangaises, 
30.1.1959 

B. Pingaud, 'Zazie dans l e mgtro', E s p r i t , January-June 1959 

J. D'Ormesson, 'Zazie dans l e mgtro', A r t s , U.2.1959 

D. Mascolo, 'Zazie, ou l a p h i l o dans l e me'tro 1, L'observateur l i t t g r a i r e . 
12.2.1959 

M. Chapsol, 'Zazie dans l e mgtro', L'Express, 12.2.1959 

P. Daix, 'D'un comique nommg Queneau', Les L e t t r e s Frangaises, 12;2vl959 

R. Lefdvre, 'Zazie dans l e mgtro, ou mon c. sur 1 1 incommode•, Le Canard 
Enchaing, 18.2.1959 
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