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ABSTRACT

One aspect of Rousseau's prose style, not only in La Nouvelle
Héloise but also in the autobiographical writings, particularly

the Confessions and the Réveries du promeneur solitaire, is his

lyricism. While Rousseau's lyricism has always been generally
recognized it has rarely been given detailed examination, especially
in the case of the autobiographical works. In this thesis,
therefore, a detailed sfudy of lyrical passages in Rousseau's
autobiographical writings is undertaken. This analysis is linked
to the theme of happiness, which is usually related in some way

to Rousseau's lyricism.

The first chapter of Part One of this study considers the nature of
lyricism in relation to literary expression in poetry and in prose,
and also briefly surveys lyrical prose before Rousseau. Then
Rousseau's potential for lyrical expression, as so far defined,
is studied. As Rousseau's lyricism is to be analysed within the
framework of happiness, the role of happiness in his life and works
is considered in Chapter IIT.

Part Two, namely Chapters IV .te¢ VII inclusive, consists
of an examination of lyrical passages connected with happiness in
Rousseau's autobiographical writings. The subdivisions of happiness
in the different chapters into absence of happiness, wishful thinking,
happiness in personal relationships and happiness associated with
nature, respectiﬁely, are to be regarded as no more than a convenient

framework for stylistic analysis.

VICTORIA UNIVERSITY OF WELLINGTON
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The aim of the thesis is to discover, in the course of analysing
these lyrical passages, in what manner and with what effect certain
feelings and reflections are expressed; to show what characterizes
his lyrical suppleness and what is responsible for his melodious-
ness; to discover what features of style are, variously, characteristic,
special, unexpected or even disappointing, whether at one time

or more generally in Rousseau's lyrical expression.
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INTRODUCTION

July 1978 marked the bicentenary of the death 6f Jean~Jacques
Rousseau. If his personality and writings were of considerable
interest and a subjéct of controversy>in his own lifetime, Rousseau
has not ceased, since then, to provoke comment. This is witnessed
by the hundreds of studies which have been devoted to him'. Rousseau's
character, life and thought (political, social, educational, religious...),
in particular, have attracted much attentién. His manner of writing,
as opposed.to the contents of what he wrote, has not been ignored2
although treatment of this has more often than not been relatively
perfunctory.

It is well known that one especially notable feature of\Rousseau's
prose style, at times, is its lyricism. In fact it is virtuaily
standard, on the part of those who write general studies of his
life and works, to allude to it, but Rousseau's lyricism has not
often réceived closer attention. Faguet's chapter on Rousseau's

lyricism® is manifestly inadequate, his judgements being based on

too few examples. The best treatment of lyricism in La Nouvelle HEloise

is probably that given by J.-L. Lecercle. in Rousseau et 1l'art du roman" .

As far as the autobiographical writings are concerned, Robert Osmont's

study of thé Réveries® appears to be the most detailed account of

'See, below, Bibliography, sections A.b, C.

2See, e.g., Albert Schinz, Etat présent des travaux sur J.-J. Rousseau,
Ch.VII, Langue et style de Rousseau.

3In Rousseau artiste.

“Ch.VI, L'Expression lyrique.

St'Contribution & 1'&tude psychologique des Réveries du promeneur solitaire -
la vie du souvenir - le rythme lyrique', AJJR, xxiii, T-13L.
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this subject,.and it will be referred to from time to time in the
present study. Much, however, remains to be said, and therefore

it seemed worthwhile to undertake a detailed study of lyrical passages
in Rousseau's autobiographical writings!. In this thesis the analysis
is linked to the theme of happiness for this is usually related in

some way to - and indeed seems to permeate - Rousseau's lyricism.

The first chaptei of Part One considers the nature of lyricism
in relation to literary expression in poetry and in prose, and also
briefly surveys lyrical prose before Roussesu. Then Rousseau's
potential for lyrie-l exprescicn, as sc far deciled, ‘s studiedﬁ
As Rousseau's lyricism is to be analysed within the framework of
happiness, the role of happiness in his life and works is considered
in Chapter III.

Part Two, namely Chapters IV to VII inclusive; consists-of
an examination of lyrical passages connected with happiness in Rousseau's
autobiographical writings. The subdivisions of happiness in the
different chapters into absence of happiness, wishful thinking, happi-
ness in personal relationships and happiness associated with nature,
respectively, are to be regarded as no more than a convenient framework
for stylistic analysis.

The aim of the thesis is to discover, in the course of analysing
these lyrical passages, in what manner and with what effect certain
feelings and reflections-are expressed; to show what characterizes

his lyrical suppleness and what is responsible for his melodiousness;

ye are taking a broad view of the term 'autobiographical' to include

all pieces of writing where Rousseau writes about himself. This
includes, particularly, the Confessions, the Dialogues, the Réveries

and his Correspondance, as well as parts of basically non-autobiographical
works (e.g. the first of the Lettres morales). While La Nouvelle HEloise

contains many autobiographical elements it is, nonetheless, basically
fictional and as such has no place in the present study.



to disgover what features of style are, variously, characteristic,
special, unexpected or even disappointing, whether at one time or
more generally in R&usseaﬁ's lyrical expression.

Technical terms have been kept to a minimum in this analysis.
The phonological terms used (e.g.voiceless plosive consonant) are
standard, and the symbols used to represent sounds are those of the
International Phonetiec Association. (Sounds are represented phonemically,
between oblique lines, thus: / /.) Henri Morier's meticulous des-
cription of the expressive qualities of sounds, based on the acoustic
and articulatory features of these sounds, has been particularly usefull.
By 'rhythmic unit' is simply meant a typical group of syllables in
oral French having SHE (final) accent. The term '(rhythmic) sections'
usually refers to a group of words, of varying lengths, in a sentence
which form a unity because of the sense or syntax. While divisions
into sections other than those distinguished in this study ma; be
possible, we have endeavoured to follow the spirit of the writing as
far as possible. Apart from certain instances where a particular
intonation pattern of interest to the discussion seemed virtually
inevitable, intonation has received little attention as too often
the potential for personal variation would have necessitated excessive
and unfruitful qualification.

In the guotations from the writings of Jean-Jacques Rousseau,
the texts of the editions used have been strictly adheréd to, preserving
the irregularities and eccentricities in the spelling and punctuation
of the author. When this seems to have a bearing on the discussion,

modifications in Rousseau's manuscripts are noted.

'Dictionnaire de poétique et de rhétorique, 'Consonne' and '"Voyelle'.
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In the examination of the chosen texts in Part Two, the aim
has always been to provide as much detail of the particular lyrical
qualities of the different passages as is useful while still maintaining

a certain momentum. If the presence of various features of language

and style can be objectively ascertained (e.g. the use of particular
structures, words, sounds), there is necessarily an element of sub-
Jjectivity required in the interpretation of these fedatures: in the
discussion of lyricism, as of any kind of style, that essentially

non-quantifiable phenomenon, personal response, must play some part.



PART ONE



CHAPTER I

THE NATURE OF LYRICISM - LYRICAL PROSE BEFORE ROUSSEAU

Dieux! quels sons &clattans partent de cette Lyre!
D'un transport inconnu j'eprouve le d8lire!
Je forme sans effort des chants harronieux!
O Lyre! 6 cher prfsesnt des Dieux!
DEja par ton secours je parle leur langage.

J.-J. Rousseau, Les Muses galantes1

Whether it was inspired by the gods or not, Jean-Jacques Rousseau's
expression in prose, as we shall see when analysing passages in his
autobiographical writings, can sometimes be termed lyrical. Before
discussing Rousseaun's lyricism, however, it is necessary first of all
to be aware of the elements of meaning contained in this word and
its application to both verse and prose. As it is lyrical prose
which is to be examined in Part Two of the present study, a brief survey

of lyrical prose before Rousseau will also be undertaken.

i The qualities of lyrical writing

The origin of the word 'lyric(al)' can be traced back to the

rm

treeks. lo the writers of the Alexandrian age, who introduced
andh gmave currency to the expression, lyric meant primarily
wiiat the name iluwports - poetry sung to ths accompaniment of the

by [...] which was the first instrument employed in the history

ot Greek poetry'?. While it is known that the lyre was used to

Yog, i1, 1060.
“ii. W. Smyth, Greek Melic Poets, xvii-xviii.




accompany poetry in pre-Homeric times, the great period of Greek
lyric poetry dates from about the seventh to the fifth centuries BC,
following the decline of heroic poetry and preceding the rise of
Greek drama. When the musician and poet Terpander 'established

a regular scale for the seven-stringed lyre, he made proper

musical composition possible by giving it rules by which to work,
and the seventh century tock immediate advantage of his invention
and inaugurated a bold and rapid growth of musiec and with it

of lyric song'l. For the Greeks, this instrument was of divine
invention and it is credited with enchanting effects in their

mythology as the article 'Lyre' in the EncyclopZdie reminds us:

C'est par la lyre qu'Orfée apprivoisoit les bétes farouches,
& enlevoit les bois & les rochers; c'est par elle qu'il
enchanta Cerbere, gu'il suspendit les tourmens d'Ixion

& des Ananaides; c'est encore par elle qu'il toucha
1'inéxorable Pluton, pour tirer des enfers la charmante
Euridice.?

Strictly speaking, Greek lyric or 'melic' poetry was of two
main kinds, that sung by one person or that sung by a chorus.
Choral lyric poetry was accompanied, not necessarily by the
lyre alone but also by cther stringed instruments and sometimes
ty the fluted. Choral songs were composed for particular occasions:
there were hymns to the gods; maiden songs; dance songs; dirges;
victory odes; eulogies. There was a complex interaction of words,
musie and dancing. David A. Campbell writes:
We surmise that the music was sung in unison, and that the
accompanying instrument supplied the pitch, perhaps in a
prelude, and then supported the melody in unison with the
singers [...]. The dance was performed by the singers
and was interpretative. [...] so far as we know, the

poet was also the composer of the music, the chorus-master
and the choreographer.“

C. M. Bowra, Landmarks in Greek Literature, 80.
3o 4d., 1778, xx. S5T9.
. W. Smyth, op.cit., xviii.

by - :
Greek Lyric Poetry, xiv-xv.




If choral poetry tended to Te public in mood and character,
it was 'nonetheless an expression of the individual poet, and

it is ill-advised to defins chorzl poetry as objective in contrast

'd

to the subjective monody!
Greek lyric poetry sung by a single individual generally had

a personal, intimate quality:

The sphere of monody th2 sphere of emotion - the deepest

is
feelings of the individusl, his joy and sorrow, hate and
friendship; or his trifling mcods are equally the subject
of this song that exists for itself alone because it
is the outpouring of the heart and unprompted by the requirements

¥ 2
of a ritual. Its wealth of emotion, unimpaired by -the

maxes it for most of us the
most enduring of the relics of Greek song.2

Also lyrical monody was less =lzborate in structure than choral
poetry:

ely to have come from folk-

Their metres, which ara mors like

>4 impler and more obviously musical,
e
st

song than from a dence, =
" though they may lacx scmz of
of chorsl song. The unit is
it seldom has more than four lines and often not more
than two. In appearance these songs look much more
like what we are accustomed to expesct in lyric poe,ry.3

0re impressive EILeCtS

For the Greeks, then, lyric poetry was essentially associated
with music, especially sirnzingz sccompanied by the lyre. Also,

compared with other forms of Creek voetry, the relatively impersonal
epic and drama, it was generelly of a more personal and subjective
character, expressing the full range of sentiments of the poet.

'nis was apparent particularly in the case of lyrical monody,

but this does not mean that choral woetry lacked the possibility

of individual expression.

'he earliest French lyric noetry, so described, dates back

H. W. Smyth, op.cit., xxii.
’H. W. Smyth, ibid., xxi-xxii.

’C. M. Bowra, op.cit., 86.



to the songs of the troubadours from the end of tke eleventh century.
As in Greek lyric poetry, the pcet composed tcth werds and muic
and there was an intirmete connecticn between threm: 'it has bLueen

suggested that the ccomplex, subily veried melodic petterns evolved
by the troubadours 1lift their scngs above the frequent sensvalily

of the words and that, through its melcdies, this art form of nalle

E

endeavour transcends the emotions expressed by the words which

provide no more than a starting-point'’.

(=R 4

Of the subject metter of early French lyric pcetry Albert Pauphilet

writes:
Ce n'est pas sans raison qu'cn a pu dire cue 1'azcur &tait
une invention du loyen Age; sa poésie lyrique se fonde
& peu prés tout entilre sur 1l'exaltstion erocureise, d'autant
plus ardente qu'elle rencontre p’uc d'obstacles. ey
La poésie lyrique du Moyen Age puise sa princirzle source
d'inspiration en cet amour qui sere presque toujc
par la force des choses, un ‘'amour lointain';
le poéte, entirerment soumis au vouloir de sa 'dzme'
y exprime longuement ses craintes, ses désirs et
ses Jjoies. Soumis ou impatient, cynicue ou sutlime,
il est toujours un passionng.

3
€

Although much of this French lyric poetry hes a perscnzl, subjective
note, the formal conventions of composition tock on considerable
importance and sometimes poems appear to be more a literary treatment

of a theme (mainly love) than truly personal expression.

While the Dictionnaire de 1'Acedémie francezise of 1762 holds

that 'lyrique',apart from its applicaticn to Greek roetry, 'se dit

aussi par extension des vers frangois qui sont rropres & &tre chantés'a,
not all French lyric poetry has, in fact, necessarily been sung

from as far back as the Middle Ages. For Ren& Lazlou, the 'plus précieuse

originalit€' of Rutebeuf, writing in the thirteenth century, is

1 -
John Fox, A Literary Fistory of France: The Middle

ices, 121.

2..
Podtes et romanciers du moyen Zge, T61-T€2.

3
ii, 63.




'd 'avoir découvert les sources de lyrisme confidentiel'?. Hie lyric
poetry, however, was not written to be sung with cr without musical
acconpaniment. The growing separation of poetry and rusic was signalled

by Eustache Deschamps in his treatise of 1392 (Art de Dictieq) where

he dubbed poetry 'musique naturelle’. For Deschamps 'the very sounds

of the language can have a musicality of their cwn, & "musique d¢ Louche™!2.

Few of the Renaissance poets knew encugh about music to te able to
set their poems to music. If the great lyric peoet Feonsard fell that

music and poetry belonged together, he did not write music for his

]

own poems (although others put his poetry to music both contemporéneously
and later in his century). I. D. McFarlane dcutts

if Ronsard really did anything to stem the growing seraration
between music and poetry; his finest pcems stand on

their own. Nevertheless, the end of the century is

notable for the attempts made by merbers of the Pléiade

and others to bring the two arts into some sort of sywbiosis.?

The writer of the article 'Lyrique' in the Encyclouvédie ccmplains:

'Chez les Romains & parmi nous, Horace, Malherbe, Fousseau, faisoient
semblant de chanter sur la lyre; mais Crph€e, Armghicn ne faisoient
pas semblant [...]'“. In more modern times, tcc, tke term 'lyric(al)’
has not meant that the poetry referred to is literally sung.

On the nature of modern lyric poetry, let us now turn to the

second definition of 'Lyrique'! given in Paul Robert's Dictionnaire

together with some of the supporting quotations eprended to this
definition:

2° Littér.mod. se dit de la poésie qui exprire des €motions,
des sentiments intimes, au moyen de rythmes, d'images
propres & les transmettre au lecteur. Lz noticn

de poésie lyrique, 'personnelle en son fond cu dans

son expression' (Bruneti&re), s'est répandueavec

lgistoire de la pofsie francazise, 12.

2John Fox, op.cit., 297.

37 Literary History of Frence: Renaissence France, 16.

Y xx, 583.




1l'individualisme et le romentisme, su XIX® sidcle [...].
'Le poésie lyrique s'exprime au nom de l'auteur méme; ce
n'est plus dans un personnage qu'il se transporte, c'eut
en lui-méme gqu'il trouve les divers mouvements dont il
est animé: J.-B. Rousseau dens ses Odes religieuses,
Racine dans Athalie, se scnt mentrés poStes lyriques ...°

Mme de Stagél, De 1'Allemapre, IT, X,

'La poésie lyrique est 1'expression des sentiments personnels
traduits en des rythmes anzlogues & la nature de son

émotion; vifs et rapides comme la joie, languissants

comme la tristesse, ardents comme la passion ...'

Brunetigre, Evol.pofs.lyr.,
t.I, pp.154-155.

s s

'Il1 y 2 ... une meniére lyrique de sentir. Les hommes

les plus disgraci€s de la nature ... ont connu quelquefois

ces sortes d'impressions, si riches, que 1'&me en

est comme illumin€e, si vives qu'elle en est comme soulevée ...
Tout poete lyrique, en vertu de ss nature, opére fatalement

un retour vers 1'Eden perdu. Tout, hommes, paysages,

palais, dans le monde lyrique, est pour ainsi dire apothéost. '

Baudel., Art romant., XXIT, VII.
'les vrais thémes lyriques, ce sont ceux qui comportent,
sur une mere domée, trés générale, autant de variations

qu'il y a2 de sensibilit€s pour en &tre diversement affectfes.’

Bruneti€re, Evol.po€s.lyr.,
t.I, p.125.

Also:

O e . ; 2 p
3" Fig. Plein d'un enthcusiasme, d'une exaltation semblables
& ceux qu'on préte au podte lyrigue.®

For Brunetiére, indeed, lyric poetry.is 'de tous les genres
po€tiques, "le plus intime" et "le plus personnel”'®. And in addition
to the words of Mme de Sta€l gquoted by Robert, she remarks:

Le vEriteble pofte congoit pour ainsi dire, tout son poéme

au fond de son &me; sans les difficultés du langage, il

improviserait, comme la sibylle et les prophétes, les hymnes
saints du génie. Il est €branlé par ses conceptions comme

1.

iv, 179-180.
2 -

Tbid., 180.

3
L'Evolution de la poésie lyrique en France, i, 1L5.
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e
par un 2venement de ss vie

Jean-Baptiszte Rousseau expresses ai

ew that:

1]
g

Un »22<e 1 [...] e T N
n Toe yriqgue c'est une &me 2 nu qui passe et
te au milieu du monde, et selon les temps, et les

bR Al

ies divers, et les divers tons ol elle est montée,

. \
cette EZme peut rendre bien des espéces de sons.

It is alsc

useful to reproduce here Susanne Langer's comments

on the neture of lyriec poetry:

2s80nE

[...

“he fullest exploitation of language scound and rhythm,
nece and sensucus associegtions, is made in lyric poetry
a:d] it is the literary form that depends most directly

on purs verbal resources [..‘].

sound and emotional cheracter

ve*y
'conte

a '.fl S <

The reason vhy lyric poetry draws so heavily on the

of lenguage is that it has
scant materials to work witt The motif (the so-called
C:u') of a lyric is usually nothlng more than a thought,
icn, a mood, or a poignsent ewotion, which does not

. o . S : 3
offer z very robust freamewcrk for z piece of virtual history.

Twc other features of the st } e of lyric poetry have been

ez the use of the first person® and the use of the

enge”. Bennison CGrey remerks that

etic theory of severzl predominantly lyric poets

s ered the notion of poetry as a 'spontaneous overflow
rful feelings' on the part of the poet. And although
rth, for exsmple, very definitely specifies that

=1 remembered.eEOulon - 'recollected in tranguillity' -

an@ nct as an expression of the moment at all, still

easy to forget this qualification in the light
first and more powerful stauement, which Wordsworth
well enough of to use twice in the same ecsay.6

May not lyrical expression heve its source in either present or

past emoticn

s? It is possible tc contemplete, in the present,

1Quoted [o¥'4
Ibla.

Erunetigre, ibid., 150, n.l.

¢ Form, 258-259.

Feelm5 &n
“E. g. R. Jz
163.

SPierre Gui

axctson, quoted in P. Guireud & P. Kuentz, La Stylistique,

rzud, Essails de Stvlisticue, 173; Susanne Langer,

roblem and its Soluticn, b2.
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on either past or present emotions: the essential point really,
regardless of the tense used, is that the feelings be made to
scem immediate.

The themes expressed will necessarily be those which deeyply
affect an individual's sensibility, themes which ccncern basic
human preoccupations. Perhaps the oldest lyrical theme is love.
The poetess Sappho, whom the Greeks regarded as one of their finecst
poets, was renowned for her love poetry. Similarly, as we have
seen, the earliest French lyric poetry was often concerned with
love. It is a fact that this theme has been continually expressed
and re-expressed down through the ages. Other lyrical themes
include all the aspects of happiness from ecstatic joy to pro-
foundest grief. A poet may reflect on death if he is bereaved
or he may celebrate beauty in all the forms of which he is conscicus.

In the light of the preceding discussion, the following
conclusions about lyric poetry may be made:

(i) Modern lyric poetry, while not intended to be sung in
the manner of Greek lyric poetry and early French lyric poetry,
has tended to retain, in a broad sense, a song-like or melodious
quality. This is apparent in Mme de Stagél's reference to 'les hymnes
saints du génie' and J.-B. Rousseau's thoughts on 'une &me [...].qui
chante'. In modern times the musical characteristies lie in the
poetic choice of language, in the use of stylistic devices which
vary according to the nature of the feelings but which include
various sound effects, sound patterns and appropriate rhythms.

(ii) In relation to other literary forms, it has generally been,

and remains, the mést personal form of expression, and this subjectivity



10

is often underlined by the use ¢f first person pronouns.
(iii) The contents of lyric poetry are emctions, rocée, visicns.

errayp

7]

el

Lny feeling may be dealt with elthough subject matter ie
rore particularly drawn from the realm of especially mcving exparience.
The poet wants to express intimate experience so &s tc make it

seem immediathften seeking to cormunicate it to a recertive audience
(reader or listener). The theres embrace love, hapriness, teauty,
death and all manner of things thst reflect the precccupaticns, =t

any time, of one individual arnd the humen race.

The discussion of lyricisr so far has been concerrned with rpoetry.

However, this does not meean that lyricism is to be fourd only in

e

verse. Lyricism is essentially & poetic phencmenon, tut pcetic

sentiments do not necessarily have to be expressed in tke form of
what can be recognized as verse. Under Robert's definition cf

'Lyrique' is the following note:

- Par ext. En parlent de toute forme 11ttera1re gyent un
caractére poftique, perscrnel, &motif.

And under his second definition of 'Lyrisme':

- Par ext. Le lyrisme é'un prosateur.?

£nd Robert cites Chateaubriand as an example of a lyriczl prose writer.
It is to be emphesized thet the term 'lyrical' is spplicable

to prose by extension: Ilyricism is historicelly linked especielly

(end 8t first almost exclusively) with verse and it remains linked

more to verse than to prcse. The fact remains, however, thet scme

prose merits this term: that is, prose having the charecteristics

of lyric poetry in aim, content and means of expressicn as outlined

lop.cit., 180.

2Tpid.
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above; prose which has quelities which 1ift it above the arcas of

description, recording, nerrsticn and other 'neutral' functicus which

we more usually asscciste wiiz vrose form.

ii Lyricism in prose btefere J.-J. Rousseau

That the association of Iyricism with prose is mainly a relutively
recent phenomenon is reflected, for example, in the fact that the

long article 'Lyrigue' in the Encyclopédie makes no mention of prose.

If this implies that in the laiter part of Rousseau's own century
the word 'lyrical' had not yet teen seen to apply to prose, it is
worth considering whether such an cmission is Jjustifiable. By briefly
trying to assess how much lyrical prose had been written in French
before the lyrical prose exrression of Jean-Jacques Rousseau, we will
be able to judge more clearly where his lyrical writing stands within
an historical literary context.

The medievel rcmences include scme of the earliest examples
of French prose. They are essentielly nerratives: the story moves
from one incident or event to another, and the émotions of the different
characters at a particulzr roment are not usually lingered upon,

let slone expressed in a lyricel manner. In La Quéste du Saint Graal

(c. 1225) there is & touch of lyricism in the regret of King Artus
at Gauvain's ‘ennouncement of his intention to leave him and seek
the Holy Graill, There is 2 hint of lyricism, too, in Queen Gueqiévre's

lamenting monologue in La Mort le roi Artus (e. 1230)%.  Another

passage which also possibly merits the label 'lyrical' occurs in Erec

(1ate thirteenth century) wkere the tone of Erec's prayer is due

1 o
Ed. A. Pauphilet, Melun, Libreirie d'Argences, 1949, 25-26.

2
Ed. J. Frappier, Gendve, Droz & Paris, Minard, 1964, 91-92.
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to haying killed his own sister to honourably fulfil a rash promisel.

At one point in M&lusine, a fictional work written by Jean d'Arras
in the late fourteenth century, Rémond lyrically laments having
taken his brother's advice and having spied én his wife Mélusine,
thereby discovering her secret and becoming aware of all that
this entails:

Haa, Melusigne, dist Remond, dame de qui tout le monde
disoit bien, or vous ay je perdue sans fin. Or ay je perdu
joye a tousjours mais. Or ay je perdu beauté&, bont&, doulcour,
amistié, sens, courtoisie, charit&, humilit&, toute ma joye,
tout mon confort, toute m'esperance, tout mon eur, mon bien,
mon pris, ma vaillance, car tant pou d'onneur que Dieu m'avoit
prestee me venoit de vous, ma doulce amour. J'ay fait
12 borgne. Avevgle Fortune, dure, sure et amere, bien
m'as mis du hault siege de ta roe ou plus bas ou plus boueux
et ort lieu de ta maison ou Jupiter abeure les laz, chetifs,
doulereux et maleureux. Tu soies de Dieu maudite. Par
toy fiz je le grief forfait de mon tres chier seigneur.

Or le me veulz faire comparer. Heelas, tu m'en avoiez
getté et mis en haulte auttorité par le sens et la
valour de la meilleur des meilleurs, de la plus belle
des belles, de la plus saige des saiges. Or le me -~
fault perdre par toy, faulse borgne, traitre, envieuse.
Rien est fol qui en tes dons s'affie. Or hés, or
aimes, or fais, or despieces, il n'a en toi de seurté

ne d'estableté ne qu'en un cochet a vent. Las, ma tres
doulce amie, je sui le faulx crueux aspis et vous estes
la licorne precieuse. Je vous ay par mon faulx venin
trahie. Helas, vous m'aviez mediciné de mon premier
crueulx venin. Or le vous ay Jje crueusement mery,
quant je vous ay trayee et menty ma foy envers vous.

Par Dieu, se je vous pers pour ceste cause, je m'en yray
en egsil en tel lieu ou on n'ourra jamais nouvelles de
oYy «

Among the several features worthy of note in this passage - the

repetition of certain images and ideas, echoes of particular words

and sounds - let us single out the manner in which the varying

lengths of the sentences tend to follow the movement of Rémond's reflec-
tions. Sad, sharp realizations and a sense of finality are often evident
in some relatively short and abrupt sentences ('J'ay fait le borgne';

'"Tu soies de Dieu maudite'; 'Je vous ay par mon faulx venin trahi').

'Ed. C. E. Pickford, Gendve, Droz & Paris, Minard, 1959, 183-18lL.
’Ed. L. Stouff, Dijon, Bernigaud & Privat, 1932, 2L3.



On the other hand & heazviness of heert, z sustezined feeling of
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regret, is apparernt in some of the leonger sentences: in the third
sentence there is a slowness of moverent in the lerng list of what
he has lost (and 'percu(e)' occcurs in each of the Tirst three
sentences), and the sadness here is reinforced by the repetilion
of 'tout(e)' and first person pronouns. Simileriy there is o
slow regretful moverent in the fifth ('Lveugle Fortune ...')
and ninth ('Heelas, tu m'en avoiez getté ...') szertences.

It is interesting that regret is the écerinant inspiraticn
in the lyrical mecdieval prose passages that bave teen referred
to although it is irzrossible, of course, to generzlize confidently,
given the apparent peucity of lyricel prose exrression in this

sclated ones

) te

pefiod. The passages menticned, morecver, are
in the works in whicrz they occur.

The two greatest prose writers of trhe sixteenth century were
undoubtedly Rateleis and Montaigne. There is little in the verbal
rollicking of the wcrks of the former wkich can truly be called
lyriecal. In Pantegruel, Ch.III, Gargantua's tewziling his wife's
death (in giving birth to Pantagruel) hes perhaps & lyrical character -
even if the epithets azddressed to the dezr departed have a peculiarly
Rabelaisian flavour! However, the tone here is scon modified.

After a transiticnel sentence ('Et, ce disent, pleuroit comme une
vache; mais tout scutdain rioit comme un veau, guand Pantagruel

luy venoit en m€moire'), Gargantua then gives vent to something

like a boozy lyricism of joy celebrating the birth of his sonl.

Here as elsewhere, Fzbelais is playing with words rsther than

Yoeuvres complétes, eds Jacques Boulenger & Lucien Scheler, Gallimard,
-La Pléisde, 1962, 181-182,
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with feelings. In the Essais, too, lyricism is rare. Montaigne
is too phlegmatic to adopt readily a very personal tone although
his feeling of patriotism, for example, occasions one fine example
of lyrical prosel.

A substantial prose work published near the beginning of

the sixteenth century was the Illustrations de Gaule, et Singularitez

de Troyes of Jean Lemaire de Belges. At times this work has a
poetic turn, such as in the pastoral style apparent in the story
of Paris and Oenone (Book I, from Ch.xxiv)2. A more properly
personal and lyrical note is struck on a couple of occasions when
Oenone lengthily laments, respectively, Paris's infatuation with
Helen and his death?.

The collection of stories, L'Heptaméron, was published in

the middle of this century. The analysis of feelings is important
in Marguerite de Navarre's work. ConsideringAthe empheasis ;ore

on analysis than on actual expression of feelings, and'thé brevity
of most of the stories, it is not surprising that lyrical expression
is rare here. It is perhaps ironical that the most lyrical passages
occur in the long seventieth nouvelle, which is one of the most

romanesque stories in the collection.

Of more interest to the present discussion is Les Angoisses

douloureuses qui procédent d'amours of Hélisenne de Crenne (1538),

a major early roman sentimental. The first part of the story,

told in the first person, is an unhappy account. While the style
of this work is not without numerous imperfections, such as the

sometimes strange latinisms and the often strained classical analogies,

loeuvres complétes, eds Albert Thibaudet & Maurice Rat, Gallimard,
La Pléiade, 1962, 950.

2The poetic prose of this writer receives attention in Albert Chérel,
La Prose poétique francaise, 53f.

3pd. J. Stecher, Oeuvres, Gendve, Slatkine Reprints, 1969, ii, 120f., 205f.
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there is throughout a sustained personal note and an immedizc: of
emotion hitherto uncommon in French prose. The lyrical monerts

are characterized by successions of cries which are often prefaced
by the dolorous bass sonorities of '0'. The following sanple is

taken from the second paragraph of the opening chapter:

0 qu'd juste cause je doy mauldire 1l'heure que je
nasquis; las, que je fus nfe en mauvaise constellation;
je croy que n'estoit Dieu au ciel, ne fortune en terre pour
moy . 0 que j'eusse est® heureuse si le laict maternel
m'eust esté venin, qui eust &t& cause de la transmigraticn
de 1'ame sans ce qu'elle eust esté agitée de tant grand'zaxifté
et tristesse.

The writer's rather extravagant turn of phrase in her lyriczl expres-
sion of unhappiness is exemplified in the following passage from
Chapter xxii:

[...] o paoure dame, dolente et malheureuse, quelle chose
contre si grand malheur te pourroit prester secours? Cuel
art magicque de Zoroastre et Beroze, quel mistére d'Orpheus,
quel Aristotelique engin, quel Pithagorique secret, guelle
Socratique sanctimonie, quelle Platonique majesté en telle
d€solation me pourroit consoler? O inf€lice estoile de

ma naissance, je croy qu'en ma journ€e natale tous les dieux
contre moy conspirérent, car toutes les peines qui sont
particuliérement et divisement €s mis€rables sont en moy.

O mon corps tant délicat et délié, comment peulx tu scuffrir
tant de maulx inhumains? Acteon fut de ses familiéres
lacéré, Thiaceus fut de ses chiens dévoré, Portia fina

sa vie par avaller des charbons ardens, Berenice se précipita
et jetta en bas de la haulte tour de Créte. Les Sagontes
ou Abidiens craignans Hannibal de Carthage et Philippes Roy
de Macedone bruslérent et ardirent leurs biens et maisons

et eulx mesmes. Mais eulx tous ensemble n'ont eu tant

de peine que toy, car leur mort a esté subite, et moy
misérable de continuelle cruaulté suis angustiée. O

que j'eusse est€ heureuse si le laict maternel m'eust

esté venin, ou que du berceau m'eust esté faict sépulture.

0 Lachesis et tes seurs déesses fatales, pourquoi conservez
vous tant le fil de ma triste vie? 0 Charon, pourgucy

se déporte ta barque de me lever de ceste rive pour

me porter en la tienne, qui me seroit plus doulce habita-
tion; car je n'estime qu'au lieu tresformidable oll

réside Minos et Rhadamantus, il y ait peine si griefve

que la mienne, car de ma vie suis ignorante, et de mon
travail trés certaine.?

'Ea. Jéréme Vercruysse, Minard, 1968, 35.
2Tpid., 143-1Lk.
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Very occasionally lyricism is evident in the religious viitings
of the seventeenth century. Altert Chérel draws attention to
lyrical passages in the words of St Frangois de Sales!, On
a few occasions Bossuet's preaching surpasses the qualities of
eloguence alone; a sense of persconal involvement is sometimen
apparent in his writing, resulting in lyricel expression. This

is especially the case at moments in the Oraisons funébres for

Henriette-Anne d'Angleterre and Louis de Bourbon. Another deeply
religious man, Pascal, is lyricel at moments in what are sometimes
startlingly profound poetic perceptions in his Pens€es?, and

a more sustained lyricism is to be found in his Priére pour le

bon usage des maladies?

Another non-fictional prose vwriter of the seventeenth century
worthy of mention is Mme de S&vign€. In her letters to Mme de Grignan
she customarily demonstrates & more than maternal passion for
her daughter. Mme de S&vign€ writes perhaps too voluminously
in meinly unadorned prose to be readily poetic, but there are one
or two memoreble lyrical moments in these letters inspired by the
pain of separation. In the following letter of 24 March 1671,
the lyricism resides particulerly in the movement of the sentences
following the flow of emotion and, in the third and fourth sentences,
in repeated words, phrases or structures which underline the quality
of her feelings:

Je n'ai pas encore cess€ [de penser & vous] depuis que je

suis arriv€e, et ne pouvant tenir tous mes sentiments, je

me suis mise & vous &crire au bout de cette petite allée

sombre que vous aimez, essise sur ce si€ge de mousse
oll je vous ai vue quelquefois couchée. Mais, mon Dieu,

Op.c1t., 8L-86.

See, ed. Jacques Chevalier, Oeuvres complétes, Gallimard, La Pléiade,
1962, e.g. 1105, 1106-110T, 1113 ('Le silence &ternel de ces espaces
infinis m'effraie'’), 1156—1157

3Ibid., 605f., especially paregraph V (608-609).
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oll ne vous ai-je point vue ici? et de quelle fagon toutes ces
pens€es me traversent-elles le coeur? I1 n'y a point d'endroit,
point de lieu, ni dans la maiscn, ni dans 1'€glise, ni dans

le pays, ni dens le jardin, oll je ne vous aie vue; il n'y

en a point qui ne me fasse souvenir de quelque chose de cuelque

meni&re que ce soit; et de quelque fagon que ce soit aussi,

cela me perce le coeur. Je vous vois, vous m'étes présente;

Je pense et repense & tout; ma téte et mon esprit ce

creuse: mais j'ail beau tourner, j'ai beau chercher;

cette chére enfant que j'aime avec tant de passion

est & deux cents lieues de moi; Jje ne l'ai plus.  Sur

cela je pleure sans pouvoir m'en empé&cher; Jje n'en puis

plus, ma chére bonne: +voilZ qui est bien foible, mais

pour moi, je ne sais point &tre forte contre une tendresse

si juste et si naturelle.!

Notable here, too, are the frankness and directness of expression and
the combination of intimate details. The barrage of first person
pronouns constantly emphasizes the personal quality of this emction
which she no doubt successfully communicated to her daughter.

One of the most importent fictionsl prose works of the first
part of the seventeenth century is Honoré d'Urfé's I.'Astrfe. Those
few lyrical passages in the course of the narrative, both in poetry
and in prose, pale into insignificance alongside the prefatory
'L'Autheur & la riviere de Lignon' which precedes Book III. " This
appears to be one of the first significant passages in French prose
where a feeling for nature is given lyrical expression. Below, the
first paragreph of it is reproduced. Here the sinuous movement cf
the sentences seems to follow suitably both the flow of the river and

the continuity of the author's lingering reflections:

Belle et agrezble riviere de Lignon, sur les bords de
laquelle j'ay pass€ si heureusement mon enfance, et la

Lettres, ed. Grard-Gailly, Gallimard, La Plé€iade, 1956-1963, i,
235-236. Cf., ibid, 606-607, T21-T22.



plus tendre partie de ma premiere jeunesse, quelque jaycment

gue ma plume ayt pl te faire, j'avoue que je te suic enceore
grandement redevable, pour tant de contentemens que j'ai receus
le long de ton rivage, & 1l'ombre de tes arbres fTueillue, et

d la fraischeur de tes belles eaux, guand l'innocence de ron
aage me laissoit jouyr de moy-mesme, et me permettoiti de zo
en repos les bon-heurs et les felicitez que le Ciel d'une
liberale respandoit sur ce bien-heureux pais, que tu arro:
de tes claires et vives ondes. Mais il faut que tu croyes
pour ma satisfaction, que s'il me restoit encore quelaue

chose avec laguelle je peusse mieux tesmoigner le ressentiment
que j'ai des faveurs que tu m'ass faites, je serois aussi
prompt & te la vresenter, que de bon coeur j'en ay receu

les obligations et les contentemens. Et pour preuve

de ce que je te dis, ne pouvant te payer d'une monnoye

de plus haut prix, que de la mesme que tu m'as donnée,

Je te voue et te consacre, ® mon cher Lignon, toutes les
douces pensées, tous les amoureux souspirs et tous les

desirs plus ardens, qui durant une saison si heureuse

ont nourry mon ame de si doux entretiens, qu'a jamais le
souvenir en vivra dans mon coeur.’

It is rare to find such a personal note again until Guilleragues's

Lettres portugaises (1669) which were indeed believed for a long tirme

to be authentic and not fictional. In this work of merely thirty
pages there is a lyricel ambience which varies as Mariane's passion
evolves. Editors of this work have referred to 'la rigueur d'une
composition & la fois musicale et logique'?.

Fénelon's Tél€mague was written near the end of the seventeenth
century. If this work is poetic, as has often been claimed, it
is so in an epic rather than in a lyrical manner, as, for example,
in the noble language of heroic characters. Even Té€lémaque's love
for Antiope is a 'reasonable' one and his speech on this subject
has a generally detached and impersonal qualitya.

We now come to Rousseau's century. In the eighteenth cenﬁury,

prior to Rousseau, there is first an occasional touch of lyricism

1yon, Masson, 1925-1928, iii, 5.

’Eds Frédéric Deloffre & Jacanes Rougeot, GenSve, Droz § Paris, Minerd,
1972, 1k3.

Ed. A. Chassang, Hachette, 1858, 308-309.
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in Montesquieu's Lettres persanes’. One can find one or two instances

in the accounts of voyagers where their pleasure at what they find
gives rise to lyrical expression?.
It is our view that Charles D&d€yan exaggerates when he claims

of Prévost's Manon Lescaut that it is 'le premier de nos romans

lyriques par les d€clarations d'emour, les funfrailles poignantes

de Menon'?, What of H€lisenne de Crenne and Guilleregues? Moreover,
declarations of love as such are not necessarily lyrical and, as
reported in Manon, they tend rather to emphasize the dramatically
emotional quality of the events in the narrative and are not inherently
poetic. There are, however, a few lyrical passages in some other

romans sentimentaux. There are lyrical examples in Mme de Riccoboni's

Lettres de Fauni Butlerd (1757)%. There are, too, Zilia's early

expressions of love in Mme de Grafigny's Lettres d'une P&ruvienne

(1747)° where there is also & lyrical eppreciation of nature:

I1 faut, 6 1'ami de mon coeur! que la nature eit placé
dans ses ouvrages un attrait inconnu que l'art le plus
adroit ne peut imiter. Ce aue jlai wvu des prodiges
invent&s par les hommes ne m'a point caus€ le
ravissement que j'€prouve dans 1l'admiration de
l'univers. Les Campagnes immenses,qui se changent
€ se renouvellent sans cesse & mes regards, emportent
mon &me avec autent de rapidité que nous les treversons. [...]

Que les bois sont délicieux, mon cher Aza! En y entrant,
un charme universel se r€pand sur tous les sens & confond
leur usege. On croit voir la fraicheur avant de la _
sentir; les différentes nuances de la couleur des feuilles
adoucissent la lumiére qui les péné&tre, & semblent frapper
le sentiment aussitdt que les yeux. Une odeur agréable,

"Both A. Chérel, op.cit., 132-133, and A. Frencois, Histoire de

la langue franc¢aise cultivée, ii, 14T, quote from Letter xxvi.

’E. g. Charlevoix's Histoire de la Nouvelle France (1TLlL) quoted

by G. Chinard, L'Amérique et le réve exothue ve sy B09%

3Rousseau et la sensibilit€ franceise & la fin du XVIIIe siécle, 28.
“Oeuvres complétes, Foucault, 1818, iv, 29-30, LO-L1, 70

Ed. Gianni Nicoletti, Bari, Adriatica, 1967, 156—159 161 170.




mais indéterminée, laisse & peine discerner si elle af*ccte le
golit ou 1l'odorat; 1'air méme, sans &tre appergu, pcrte dans

notre &tre une volupt€ pure qui semble nous donner un cens Ze tlus,
sens pouvoir en désigner 1'orgene.!

It has been claimed that, unlike the seventeenth century, tre

eighteenth century is one of poetic prose:

Deux causes en général ont favorlse l'essor de la rrcse
poétique, genre hybride, au XVIII® siscle: d'ure part urn
certeine fatigue de la poésie versifige [...], d'eutre ra
les besoins profondsde 1l'art, qui sont aussi ceux de 1l'ére et
du golit, besoins tantdt €piques (narratifs), tantdt lyric
ces derniers, dirait-on, incoercibles.?

Alexis Francois also notes that:

L'harmonie s'impose communement au style des ecrlvaL:s
XvITI® si&cle. Voire tend-elle 3 se pous ser au prercier ¢l
'Cette harmonie de style, observe Diderot, & leguelle nous
devenus si sensibles, que nous lui sacrifions scuvent tcut
reste.' [...]

cu
lex

scr—es
le

Or, l'harmonie du style ne s'appuie pas seulerent Z la
philosophie, mais encore & 1a musique. C'est un feait cue
tous les &crivains du XVIII® ont &t8 plus ou moins rusiciers

en un temps féru de musique: amateurs comme Buffcn,

ex€cutents comme le flfiteur Beaumarchais, inspirateurs

comre le méme Beaumarchais et surtout Marmontel [...]

voire compositeurs comme Rousseau, sans parler des

th€oriciens comme Diderot et d'Alembert.
The names mentioned here belong to the second half of the century,
it sheoculd be noted. First and foremost of these, as far es the writing
of lyricel prose is concerned, is Rousseau.

While lyrical prose exists in French literature from as early
as the Middle Ages, it is a relatively rare phenomenon before 1T7€C
Not only eare there apparently few works, in relation to the large rceass
of published prose, with lyrical passages, but also these peassages
are usually isolated and are only very occasionally cheracteristic c?f
the works in which they occur. This background of little eerlier lyrical

prose alone confers an importance on the lyrical expressicn cf Fcusseau.

Henri Morier asserts that:

'Tpid., 197-200.
A. Frengois, Histoire de la langue francaise cultivée, ii, 1L3.
*Ristoire de la langue francaise, vi, part 2, 2067-2068.
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Avec Jean-Jacques Roussezu, la prose poétique est,
non seulement nombreuse, meis excore souverainement cluntante;
elle prend des intonations réveuses et caressantes d'une
incomparable sé€duction. C'est pourquoi on a pu sacrer
Rousseau inventeur de la 'prose rmusicale'.!
We will later see what part, in fact, is played by the 'musical’
as well as by other qualities in Rousseszu's lyricism. Betore
examining in detail the qualities of Rousseau's lyrical expressicn

in his autobiographical writings, however, it will be of interest

to try to determine some of the sources of his lyricism.

1Dictionnaire de po€tique et de rhftoricue, 859.
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CHAPTER IT

SONG AND SENSIBILITY: SOURCES OF ROUSSEAU'S LYRICISM

In Chapter T it was seen that the main characteristics cf
lyricism are that kind of language which bhas a song-like cuality,
whether this takes the form of verse or of prose, and the expres-
sicn of personal feelings. These two characteristics, as will
be shewn in Part Two, are to be found throughout the lyrical vrose
of Jean-Jacques Rousseau's autobiographical writingsl. It is
herdly surprising to discover that both of these elements were
of considerable importance in.his life: music played a continuing
and significant role while Rousseau's temperament was a highly
emotional one which was dominated by extremely subjective feeli;gs.
An exesmination of the part played by music and sensibility in kis
life can help us to understand the extent to which they are scources
of his lyricism.

In the first section of this chapter, the part played by
music, and particularly song, in Rousseau's life will be considered,
with particular reference to his writings on music and his musieal
compcsitions. In the second section of this chapter, Roussezu's
perception of the nature of sensibility, the character and meni-
festations of his own particular kind of sensibility, and the
emotional circumstances under which many of his writings were

conceived will be examined. We will thus attempt to gauge the

'And also in his lyricism elsewhere, especially in La Nouvelle E&€loise.




extent to which song and sensitilizy werz sources of Rousseau's
lyricism, by indicating as far as rcssitle what the range of this

experience was for Rousseazu, znd sugzest ng in what manner the

nature of this experience was likely, in turn, to influence the

character of his lyrical writing.

il Music and J.-J. Roussezu

O
w
[

In this section we will Tirst lc n general terms at the

extent to which music, and especizll;

1G]
(@]

rg, interested and involved
Rousseau. Then Rousseau's idess con znd reactions to music first

as expressed in his theoreticel writings on music and then as
demonstrated in his own musical ccrrositions will be examined, bearing
in mind how his conceptions zbout music could have had an influence

cn his lyrical prose writings.

Music, particularly song, wes., in one form or another, con-
tinually eamong Rousseau's occupaticns cr preoccupations. Rousseau
seys that 'J. J. &toit né pour le Musicue'?, and Bernardin de
Seint-Pierre reports that 'I1l discit cue la musique lui &toit aussi

5 s 4D
necessaire que le pain'®.

In his early childhood there were the songs of his Aunt Suzon

which he listened to and absorbed. ZLlsc, his father was at times
a dancing master. 'Ainsi chensors populeires et rythmiques flon-

. . 5 -
flons pertagent-ils son enfance, tandis qu'asu Temple proche 1'&choppe
paternelle le baignent de piftistes chorals'?d. The time spent
in Turin had some influence on the young Rousseau as 'Turin comptait

parmi les importantes villes musiceles d'Italie. Les artistes que

'Deuxi&me Dialogue, OC, i, 872.

“Te Vie et les ouvrages de Jeen-Jeccues Rousseau, 57.

“José Bruyr, 'Jean-Jacques et ls rusicue', Europe, no 391-392,
122,
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le rci y engageait & son service r'Ztzient pas jalousement réscrvis

8 ses seuls plaisirs et & ceux des

m

rends, mais le peuple Etait
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zdmis & jouir de leurs talents. zn-Jacques Rousseau put done

(]

entendre, non seulement la musigue militaire, dont 1'€clat 1'9ncﬁunta,
et le faux-bourdon des prétres reszlmcdiant aux processions, muis
encore il apprit & connaitre les virtuoses les plus renomnmds ' .

His introduction to musical instruction was from Mme de Warens
vho taught him to sing, to pley the rarpsichord and to read music.
Alsc at Annecy, Rousseau enjoyed nis musical tuition under M. Le Maitre
and he later organized Mme de Warens's little concert evenings

I

at Chambéry. Rousseau was proué c? his singing voice and he learnt

to play several instruments after z fashion, particularly the
harzsichord and spinet.
Tn late 1735 Rousseau wrote to his father:
La Musique est un esrt de peu de difficulté dens sa
pratique, c'est a dire que var tout pais on trouve facile
- ' . .o 1
a l'exercer. Les hommes scnt faits de maniére qu'ils
preferent assés souvent 1l'agrezble a l'utile [...]. La
musique est donc de tous les tezlens que je puis avoir, non
pas peut etre a la verité celui qui me fait le plus d'honneur,
mais au moins le plus Seur cguend a la facilit&, car vous
conviendré&s qu'on ne trouve pas tougours aisément 1'entrée
des maisons considerables et pendant qu'on cherche et
gqu'on se donne des mouvemens, il faut vivre et la musigue
peut toujours servir a expectatlve.z
The disastrous performance, five yeers earlier at a concert at
Lzusanne, of a piece of music written and conducted by Rousseau,
aliszs Vaussore de Villeneuve, should have been a lesson to him
thet music was not such an easy art to acquire.

Some years later (1T43-LL), Rousseau spent a year in Venice,

as secretary to the French empassador there. He was enraptured

1Jullen Tiersot, Jean-Jacgues Foussezu, 18-19.
CC i, 30.
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by the music he hegrd there and a taste for Italian music was to
remain with him and be influential on his ideas concerning mucic.

At varicus stages of his life, from the time he was still
under the tutelzge of Mme de Warens and up till and including his
last years, music was actually the main source of his livelihccd.
In particular, Rousseau gained his living for considerable periods
from copying music. At other times, but not for any great length
of time, he was a music teacher, knowing little more than his
Ecolilres in the first instance. He was also a sometime professional
composer?.

Writing rusical compositions (usually more =zs an amateur
than as a professional) and writing about music were activities
he was often engaged in, and the list of the resulting works is

very extensive, In addition to more substantial works such as

the Muses galantes and the Devin du village, of which he wrote

both the words and the music, he wrote a considerable number of
songs and a small number of instrumental pieces including an

Air pour deux clarinettes and a Symphonie & cors de chasse.

His principal writings on music include a Dissertatiorn sur la musigue moderne,

vhich is an expansion of his Projet concernant de nouveaux signes pour

la musigue, his Lettre sur la musigue francoise, the Essai sur l'origine

des langues, and a Dictionnaire de musique. He also wrote a number
of 'Lettres' as well as articles on music for the Encyclopédie. His
interest in music clearly took an active form. Indeed his first published

work, according to Sénelierz, was a song, 'Un papillon caressoit une rose',

published in the Mercure de France in June 1737. He was still writing

lsee E. Ritter, 'Notes et recherches', Ch.IV, AJJR, xi.
’Bibliographie générale des oeuvres de J.-J. Roussesu, 38.
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music at the time of his death.
A life-lcong interest in music could perhaps itself have teen

sufficient to dispose Rousseau towards lyricism in his prose writings.

More importantly though, the nature of Rousseau's views on music, which
will now be considered, implies & link between music and lyricism.
In his Projet concernant de nouveaux signes pour la muvisue,

presented to the Acad€mie des Sciences on 22 August 1742, and in his

Dissertation sur la rusique moderne (1742), Rousseau propcsed & syst

of musical nctation intended to meke music 'plus commode & noter, plus
ais€e & apprendre, et beaucoup moins diffuse'’. T'or Roussesu the

existing system of notetion has two main disadvantages, 'l'un &€
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un trop grand volume, et 1l'autre de surcharger la mfmoire des &ccli

.
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A. Pougin considers that Rousseau's system is 'plus ingénieux
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and that while usable for singing, it would be 'd'un usage impcssible

pour les instruments'®. However, it represents a serious atterzt ic

make music simpler, rmore accessible. Rousseau himself was to a ccnsiderstle
extent self-taught in matters of music, as in other aspects of his

education, and he therefore had first—hand_experience of the difficulties

in learning music. His interest in the suitability of music fer tesching

. purposes, his concern for basic elements, is evident in the subtitle

of his Canzoni da batello: Chansons italiennes ou Lecons de Musigue

pour les commengans. In both the Projet and the Canzoni, then, cre

of Rousseau's main concerns is to enable music, which was a joy for kim,

to be shared by more people, and music particularly in the form of sonz.

IE) iv, Los. Basicelly in this system, notes are designated by the
numbers 1 to T, and points, commas and lines are used to indiceate

note values, bars, etc.

*Tbid. :
$1J7.-J. Rousseau musicien', in J. Grand-Carteret, Jean-Jaccues Roussesu
jug€ par les Francais d'aujourd'hui, 339.
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In & lcng incomplete note destired “cr Grimm and written about
1750, Roussezu writes that '"une telle rusigue francaise est 110 capable
de plaire, mére aux &trangers"' and tis: 'Le supériorit€ de la musique
italienne est @'€tre "universelle", 2 czuse, non de la langue, mais
"du génie et du feu" de ses cecmpcsizeurz'l!.  Here Rousseau claims
Ttalian music does not touch the rhesrt wrile French music does ,
and that orchestrally, 'la sup€ricrit€ du coloris expressif est toule
& la Frence. Le mérite des Italienc es= donc seulement dans le
beau chant et la m€lodie'?. Fowever, crly e few years later

he wrote his Lettre sur la rusicue “ranccise and from this time

)
(4}

forth he had ncthing complimentar: to szr sbout French music while

heaping preises upon Italian music. Ir this Lettre he holds that

the French lenguage is 'celle des rhilcscrhes et des sages'’.

On the otker hand he finds thet Tiglian is well-suited to music

'car cette langue est douce, soncrs, herrcnieuse et accentue plus

qu'aucune sutre, et ces quatre auzlités scnt précisément les plus convenables

R

au chent end a little further cn he ssys that the three things

which together make for the perfecticn ¢f Itelian melody are 'la douceur de
la lengue', 'lz hardiesse des modulations' and 'l'extréme précision de

- . . s . . 6
mesure'®. He finds that 'le chent frenzois n'est qu'un aboiement continuel'’.

Elsewhere he claims that the French languzge, 'destitufe de tout accent, n'est

'Quoted by J. Tiersot, Jean-Jecgues Rcusssszu, 115-116.
21pig., 116.
H, iv, bi1.
“Ibid., L17.
5Ibla., Lai-Lp2,
Ile.. h39. And cf. a letter cf Sein

La Kouvelle Eflcise describing tie operz he has seen and heard

in Paris, 'les cris affreux, les longrugissemens' of the singing,
which is likened to 'les tours de force 4'un bZteleur 3 la foire!,
end the orchestral accompanirent which is styled 'un charivari sans
fin d'instrumens sans mélodie, un rorrcn treinant et perpétuel de
Basses' where there is 'ni chent ni mesure' (CC, ii, 285-286).

t=Creux to Claire in

<T
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nullement propre & la musique et principalement au récitatii'l.

Such ideas were not likely to make Rousseau peopular in certuin quarters
and indeed he played a prominent part on the side of the Italisns

in the debate of French versus Italian music, the cuerelle des Bouffons,

at this time. Rousseau's opinions, as summarized here, show, in
particular, his interest in beauty of form and in the use of certain
techniques (e.g. rhythm) to achieve a particular result. It 1s
understandable that a similar concern for melodic beauty and craftsman-
ship would be_in Rousseau's mind when he was himself engaged in the
act of creation.

One of the major prineciples which recurs in Pcousseau's writings
on music is in fact that of '1'unité de mélodie', a firm preference
for melody as opposed to harmony, and a dislike of polyphcny.

This view first appears in his Lettre sur la musioue francoise:

Quelque harmonie gue puissent faire ensemble tlusieurs parties
toutes bien chantantes, l'effet de ces beaux chants s'évanouit
aussitét qu'ils se font entendre i la fois, et il ne reste

que celui d'une suite d'accords, qui, quoi gqu'on puisse

dire, est toujours froide quand la mé&lodie ne l'anime pas:

de sorte que plus on entasse des chants mal Z propos, et

moins la musique est agréable et chantante, parce qu'il

est impossible & 1l'oreille de se préter au méme instant

& plusieurs mélodies, et que, 1l'une effagant 1'impression

de l'autre, il ne résulte du tout que de la confusion et

du bruit. Pour qu'une musique devienne int&ressante, pour
qu'elle porte & 1'8me les sentimens qu'on y veut exciter, il
faut que toutes les parties concourent & fortifier 1'expression
du sujet; que l'harmonie ne serve qu'i le rendre plus énergique;

'observations sur 1'Alceste de Gluck, H, iv, 468. Rousseau is

of course incorrect when he says French is unaccented, but what
he is perhaps trying to point to is the fact that Italian, unlike
French, is a stress-timed language, that is, one consisting of
combinations of stressed and unstressed syllables znd where the
Tormer are clearly longer than the latter. Rousseau is overstating
his case concerning the incompatibility of the French language
and music; the words he wrote to music himself were, after

all, French and not Italian. The seeds sown in Turin and

Venice did not apparently bear fruit immediately, but only after
more mature reflection.




que 1l'accompagnement l'erbtellisse szrns le couvrir ni

le d&figurer; que la basse, per une merche uniforme

et sirple, guide en quelgue sorie celui qui chante et
celui qui écoute, sans gue ni 1'un i l'zutre s'en
apercoive: il faut, en un mct, cue le tout ensemble

ne porte 2 la fois qu'une rélodie l'oreille et qu'une
idée & l'esprit.

The observance by Italian composers of this principle is one of Lhe
main reasons Rousseau prefers their music tc that of the French.

He admires their 'fréquens acccmpazgnemens £ l'unisson' which give
'une expressicn plus sensible £ la mBlicdie'”. This does nol mean
that accomparniment should always be in unison. Accompaniment should
suitably complement the singing part, ertellishing it or making it

more expressives, 'mais de faire chanter 2 part des violons d'un coété,

4

de l'autre des flltes, de 1l'autre des bassons, chacun sur un dessin
particulier et presque sans rerport entre sux, et d'appeler tout ce

chaos de le musique, c'est insulter E€gzlerent 1l'oreille et le jugement

des auditeurs'®. Rousseau objects to 'lz multiplication des parties'

in a piece of music, to 'l'abus ou plutdt 1'usage des fuguess, imitations,
doubles dessins, et autres bezutés arbitrzires et de pure convention'®.
He complains that the result of such techrnicues is merely noise. In
support of his ideas, Roussezu cites the case of the Italian boy who
sometimes accompanied at the Opfrz on the herpsichord. He often
suppressed the fuller harmonizestion, pleying with only two fingers

and these often playing octaves. The result, for Rousseau, was pleasanter

than if the music had been more fully herronized’. He concludes

1H iv, k23.

Ibld

Ibld., Lok _Lps,

Ibla., 425,

*Rousseau would not have liked J. S. Bzch's rusic if he had known it.
ﬁg} iv, Lkos.

‘ITbid., Lk27-L28.



that 'C'est donc un principe certain et fond€ dans lz naiure

que toute musique ol 1'harmonie est scrupuleusement rerrlis. tout
accompagnement ol tous les accords sont complets, doit feire t=succup de
bruit, mais avoir trés-peu d'expression: ce gui est précisfment le

-~ . . - . g -
ceractere de la musique fran§01se'1. A musician needs to xncw

not only which sounds to use but also those to avoid using fz=d
Itelian music provides models to study)?. Italian rmusic is less
fully harmonized than the French, 'ce qui ne signifie pas ci'il ne

faille jamais remplir 1'harmonie, mais qu'il ne fzut la rerrzlir gu'avec
choix et discernement'?.

Rousseau's insistence on unity of melody indicastes nis pre-
occupation with clarity of form and technique, and re relates
this to the intention of the artist. Unity of melcdy is, <hen,
a technique to be used by a composer, with discretion, to ensure

thet the intended effect, that is, of making as direct an i-zression
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on the listener as possible, is achieved. It faeili
munication between artist and audience. This theory kzs izrlicstions
for Rousseau's own art, for his own expression of feelings <c his

own audience.

In the Examen de deux principes avancés par Rzmezu (written

two years later, in 1755, but not published at the time), Rousseau
answers criticisms by Rameau of Roussezau's articles on rusic in

the Encyclopédie. Rameau, of course, was the greatest French

musician of the day. Rousseau denies that hermony guides the

'Tbid., Leg.
*Tbid.
*Tpid., U430.




artist and he asks, 'quel fut le guide de ces ignorans gui n'avoient
jamzis entendu d'harmonie dans ces chants que la nature a dict s
longtemps avant 1'invention de 1'art'!. He also btrings the musical
prectices of the Greeks into the argument?. And, 'Quoique l¢
principe de l'harmonie soit naturel, comme il ne s'offre au sens
gue sous l'apparence del'unisson, le sentiment qui le d&velorpe

'3

est acquis et factice'”®.

. Later, in the Essai sur 1l'’origine des langues, Rousseau

propounds the idea that the source of language was in men's passions
and not in their needsu, that early man sang rather than srokes,

and that.languages have lost their pristine musical gquality.

In his opinion, music has degenerated and melody and word tocok

on a separate, after an originally integrated existence. He

sees the difference between speaking and writing as one between

the expression of feelings as opposed to idease, and the idea

of music expressing feelings is ene he dwells on a little later

in this work.

In the Examen de deux principes Rousseau makes an analogy

between music and painting to say that 'Les plus beaux accords,
ainsi que les plus belles couleurs, peuvent porter aux sens une
impression agréable et rien de plus; mais les accens de la voix
passent jusqu'a 1'dme; car ils sont 1'expression naturelle des
passions, et, en les peignant, ils les excitent'’. In Chepter XIII

of the Essai sur 1l'origine des langues he uses the same analogy again.

H, i, 372-373.
STeid., 375.
€Tbid., 379.

H, iv, 452-453.

|



For Rousseau harmony is no mcre than a physical sensation, cne
that is pleasant at the tire but which passes:

Comme les sentimens qu'excite en nous la peirture ne viennent
point des couleurs, l'erpire que la musigue = zur ncs AuNES
n'est point l'ouvrage ses sons. [...]

La mélodie fait rrécisfment dans la muc'Q“e ce que Tait
le dessin dans la peinture; c'est elle gqui marcue les traits
et les figures, dont les zccords et les sons ne :cn: )
couleurs. Mais, dire-i-cn, la mélodie n'est gu'une succes-
sion de sons. Sans ccute; mais le dessin n'est aussi qu'un
arrangement de couleurs. '

u IS
Ly

An essential point for Zousseau, and one whicrh is prohably
made more explicit in the Zcszsi than in his earlier writings, is

that melody is expressive, it directly expresses feelings, while

harmony detracts from the fcrce of this expressicr ¢f feeling:

La mélodie, en imitant les inflexions de la voix, e¥xrrime
les plaintes, les cris de douleur ou de joie, les rensces,
les gémissemens; tous les signes vocaux des rassions sont:
de son ressort. Elle imite les accens des lzngues, et
les tours affect€s dans chaque idiome 3 certazins mcuvemens

de 1'ame: elle n'imite pas seulement, elle t

et son langage inarticul?, mais vif, ardent, rtassionng,

a cent fois plus d'€nergie que la parole méme. Veild

d'oll nait la force des imitations musicales; voilZ

d'oll nait 1l'empire du chant sur les coeurs sensibles.
L'harmonie y peut concourir en certains systémes, en

liant la succession des sons par quelques lois de mcdulation;
en rendant les intonations plus justes; en portant

d l'oreille un témoignzze assuré de cette justesse;

en rapprochant et fixent 3 des intervalles ccnsconnans

et 1i€s des inflexions inappréciables. Mais en

donnant aussi des entrzves 3 la mélodie, elle lui

6te 1'énergie et 1'expression; elle efface 1'sccent
passionn€ pour y substituer 1'intervalle harronigue [...].2

A musician must be able to touch if he is to pleases. Also,

'Les sons, dans la mélodie, n'agissent pas seulerent sur nous

JHs 1, 397,
Ibld., 399.
’Ibia., Loo.




comme sons, mais comme signes e rcos affections, de nos sentimeons;
c'est ainsi qu'ils excitent er ncus les mouvemens qu'i]s expriment,
et dont nous y reconnoisscns l'izage'l. Rousseau regards music,
then, as essentially e redium for the expressing and communicating
of feelings and all his argurents on the nature of music always
lead back to this point. Ee sees music functioning, in fact,
in a manner similar to thet of lyrical prose, which as has already
been said, is a song-like expression of personal feelings.

The points Rousseau mekes ir these writings are reinforced

in his Dictionnaire de musigue which was first published in 1767.

For example, in the articles 'Accorpagnement' and 'Accompagner',
he stresses the functicn of eccerrazniment is no more than to
'soutenir et fairgvaloir les verties essentielles'?. In the

erticle 'Harmonie' Roussezu egzin states that harmony is not based

on neture?®

and that 'Nen-seulerent celui qui n'aura jamais entendu
ni basse ni harmonie ne trouvers dée lui-méme ni cette harmonie

ni cette basse, mais elles 1lui é&fpleiront si on les lui fait
entendre, et il aimera beauccup rieux le simple ﬁnisson'". He
adds that Europeans alone use herrony and find chords pleasant
while other nations, esnimels, birds, 'aucun autre &tre dans la
nature ne produit d'autre eccord que l'unisson, ni d'autre musique
que la mélodie'>. For Remezu 'l'hdrmonie est la source des plus

grandes beautés de la musicue' wkile on the contrary for Rousseau

'les vEritables beautés de lz rusique, étent de la nature, sont

1bid.
H, iv, 578.
3§J v, 69.

“Ibid., 72, and cf. almeost exectly the same terms in the Essai,
H, 1, 399.
E, v, T2.




et doivent étre €galement sensitles & tous les hommes savans et
ignorans'l.

In the article 'Unité€ de ¥€lcdie' he reaffirms that the celight
experienced in listening to rusic in hermony is soon dissipatec,
while at the Opera in Venice he wes as attentive at the end asc &t
the beginning of an air: 'le tlzisir de la mélodie et du chant
est un plaisir d'intérét et du serntiment qui parle au coeur, et
cue l'artiste peut toujours scutenir et renouveler & force de génie‘2.
Earmony has its place provided tket certain principles are adhered
%05

Under 'M€lodie' he repests that rhythm is & necessary ingredient
in music, that 'la m€lcdie n'est rien par elle-méme, c'est la mesure
oui la d8termine'® and & lergusge 'Gont 1'accent est plus merqué
doit donner une m€lodie plus vive et plus pessionnée'. 'Expression'
is defined as the 'Qualit€ par lzcuelle le musicien sent vivement
et rend avec €nergie toutes les idées qu'il doit rendre et tous les
sentimens qu'il doit exprimer'®. It is slways 'du chant que se
doit tirer la principale expressicn, tant dans la musigue instrumentale
cue dans la vocale'® end 'Ce cu'cn cherche 3 rendre par la mélodie,

c'est le ton dont s'expriment les sentimens qu'on veut représenter'7.

11pid., 73.

’Tpid., 277.

Tpid., 277-278. Rousseezu's resction against polyphcny and harmony,
which is apparent from the esrliest writings through to the Dictionnaire,
is in effect against the barogue style. Edward E. Lowinsky observes
that '""singleness of melody" is en inalienable property of the

[new] rococo style in rusic. £nd this was well understood bty

the protagonists of the new style, the greatest, most articulete,

end most passionate of whem was Jean-Jacques Roussesu' ('Teste,

Style and Ideology in Eighteenth Century Music', in Earl R. Wesserman,
ed., Aspects of the Eighteentk Century, 190). An early example

of a rococo composer is Fergclesi whose short, simple work

La Serva Padrona was ruch eérired by Rousseau.

*Ibid., 95, and cf. 'Rhytkre', ibid., 195.

“Tpids, SO.

‘Trid.
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Just as the Projet and the Dissertation represent an attempt

to simplify the writing of music and thereby bring it within the

reach of more people, so too the Dictionnaire de musique helped

to popularize music!. In the words of Henri Roddier, 'cette

volonté passionnée de clarification que Rousseaui[...] partage
avec tout son si&cle, repose chez lui sur un besoin profond d'atteindre
& 1l'essentiel, & 1'&me méme des choses, sans s'attarder 3 des
subtilit€s qui distinguent aussi bien les p€dants que les vrais
savants. I1 veut une connaissance pratique immédiatement assimilable
qui domnne rapidement libre cours aux satisfactioné de la sensibilité
et de 1'art'?.

From his writings on music, then, it is apparent that Rousseau
regrets that music, like language, has 'degenerated', becoming
further removed from an earlier kind of more matural' music.
As L. Gossman says, 'Modern man's song is no longer immediate 3.
While harmony momentarily pleases, it telongs to the order of
'sensation' and passes, while unity of melody alone can continue
to evoke a response from the listener. In both.vocal and instru-
mental music, melody - and only one melody at a time -~ should dominate
vhile the role of harmony is to complement and support the melody,
to contributé to its expressiveness. Melody alone is natural;
harmony is based on convention. He also stresses the importance

of rhythm. Musiec, he says in the article "Musique' in his Dictionnaire,

lAlthough Rousseau was a popularizer, credit must be given for

his originality. A. Pougin notes that'le Dictionnaire deé musique
de Rousseau est le premier ouvrage de ce genre qui ait &t& publi&
de langue frangaise, et que ce seul mérite a son importance puisque
1l'auteur n'avait aucun mod&le & se proposer' ('J.-J. Rousseau
musicien', in J. Grand-Carteret, Jean-Jacques Rousseau jugé par

les Francais d'aujourd'hui, 343).

“J.-J. Rousseau en Angleterre, 311.

*'Time and history in Rousseau', SVEC, xxx, 326.




is the 'Art de combiner les sons d'une menilre egrferle & 1'oreille'l,
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Music should please end touch, and anything wkich
this should be decried. Itelian music, linked tc zu expressive
language, was seen by Rousseau to conform to these principles2.
Rousseau's ideas on music combine to meke a uvnified wkeole, &nd

having a unified theory about how music can best fulfil its exprescive
aims, Rousseau was more likely to have views about ncw to set about

being expressive through the medium of prose, ir lyricsl writing.

In a first draft of the Exemen de deux princites, which Robert Wokler

has published, Rousseeau wrote of early times:

Jamais le vain bruit de l'harmonie ne trcutlz ces divins concerts.
[...] Les Loix et les chansons portcient les réres noms ‘
dans ces tems heureux; elles retentissociert 1'unisson dans

toutes les voix, passoient avec le méme pleisir éens tous les
coeurs, tout adoroit les prémiéres ireges ce la vertu, et 1l'innocence
méme donnoit un accent plus doux & la voix du plaisir.3

hearts with unity of voices. In La Nouvelle Efloise, too, unity

of spirit is expressed in unison or in solos (singirg es with one

voice or singing with one voice for all) by the woren (hence a sweet
uniformity of tone) in the evening during the grape—harvest".

In Rousseau's mind there is a linkage between uniscrn of voices and

the sharing of feelings: wunison, simplicity, trenspazrence, a closeness
to sources, a full expression of feeling. The rigrt kind of song-

like quality belongs to ean ideal sphere of life.

1
H, v, 117.

“Whether Rousseau's interpretation of Itelien rusic wes completely
accurate is another matter. See L. Gossmen, cp.cit., 330-331.

3'Remeau, Rousseau and the Essai sur 1'origine des Jengues', SVEC,
cxvii, 207.
*oc, ii, 609.
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Rousseau did not limit himself to theorizing on music. The
characteristics of the music he actually wrote and the implicslions
of these musical works will now be discussed.

His first major musical composition was Les Muses galantces

which was completed in 17L5, written before the coming to fruition
of Rousseau's ideas on music. It reflects the Trench style of

the period and it was not a success. With the Devin du village

it wes another mztter. This work was performed at Fontainebleau
in the presence of the King in October 1752. Rousseau had the
satisfaction of seeing women touched by his musicl. This work
was written in a simple style and is musical evidence of the ideas

vhich he propounded shortly afterwards in the Lettre sur la musique francoise.

It is a pastoral opera end although pastorals were in voguez, the ideel
of & simple life in nature was one Rousseau mzde his own during his life-
time, and the quality of his pastoral was higher than the average judging
by its success. The Rousseau of the Dialogues judges that

I1 y a dens cette piece une douceur, un charme, une simplicité

surtout qui la distinguent sensiblement de toute autre

production du méme genre. I1 n'y a dans les paroles

ni situetions vives, ni belles sentences, ni pompeuse

morale: 1l n'y a dens la Musique ni traits savans, ni

morcezux de travail, ni chants tournés, ni harmonie pathetique.

Le sujet en est plus comique qu'ettendrissant, et cependant

la piéce touche, remue, attendrit jusqu'aux larmes; on

se sent ému sans seavoir pourquoi.3
And earlier he remerks on 'le perfait accord des paroles et de la musigue
[...]. ©Le Musicien a par tout pensé, senti, parlé comme le poete, 1'expressio

de 1'un repond toujours si fidellement & celle de l'autre qu'on voit

gu'ils sont toujours anim€s du méme esprit'". Edward E. Lowinsky writes:

'Confessions, 0C, i, 379.

s Mornet, Le Sentiment de la nature de J.-J. Rousseau & Bernardin de
Saint-Pierre, 178-181.

%0C, i, 866-867.

“Tpid., 683.
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'As folk song expresses the joys and sorrows of the people in @
simple, unexaggerated, but nevertheless touching manner, so Roucseau
wanted to create melodies at once touching and moving'l. Lovinsky
goes so far as to claim that 'In nc other work of the eightecnth
century have taste, style and ideclogy met in such felicitous
fusion. [...] The musical characteristics of the rococo style,
all present in Rousseau's score, are simplicity, pleasantness,
melodiousness, homophony, symmetry, regularity in phrase structure
and in rhythm and accent'?. The writing of such music was surely
good practice for writing lyrically in prose.

It is interesting to see that in the Devin the only time
there is four-part harmony is when, in Scene VIII, a song praises
the Devin for reuniting Colin and Colette. As the Devin has in
fact done no more than use some old-fashioned psychology, the song
is partly a celebration of something unreal and therefore, according
to & Rousseauist psychology, this musical artifice is appropriate.
The final chorus of the work is sung in unison: the joy is shared
end felt by all.

The simplicity which is characteristic of Rousseau's main
musical work is elso evident in the collection of songs posthumously

published as the Consolations des misé€res de ma vie (which included

some of the earlier published Canzoni da betello). Some of these

songs were totally his own while in other cases he wrote music to
the words of other poets. Many of these songs are romances written
for solo voice and the bass zccompaniment is often not written out.

While A. Pougin considers them to be amateurish and technically

117aste, Style and Ideology in Eighteenth Century Music', in
Earl R. Wasserman, ed., Aspects of the Eighteenth Century, 199.
2Tbid., 201.
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faulty at times, he concedes thet 'Ce gqu'il faut remarquer, c'est
le caractére général qui distingue ces petits airs [...]: ce
caractére se traduit per la tendresse, la gréce, la mélancolic,
une naivet€ qui peut passer perfois vour excessive, et presgue
jemais par la gaité''. 1In the cese of the 'Romance du saule',
Julien Tiersot judges that 'L'accent en est tout particuliérement
expressif. L'harmonie toujours simple, y a je ne sais quoi de
mystérieux et d'affin€ qu'on ne trocuve pas souvent dans les compositions
de notre auteur'?.

Rousseau also wrote a few motets, the last of which, 'Quomodo
sedet sola civitas' (1772) is founé by Tiersot to be 'd'un fort
bon style en sa simplicitd'?®. In the complete fragments of

Dephnis et Chlog 'sa langue rusicale parait s'@tre épurée'®.

His instrumental music includes & flute adaption of 'Spring' from

Vivaldi's Four Seasons and this reduction again indicates his

preoccupation with the melodic line.
Mme de Stagl seems to have understood the nature of Rousseau's

music very well. She writes: 'Rousseau a fait pour plusieurs

romances des airs simples et sencibles, de ces airs qui s'allient

si bien avec la situation de 1'Zme, et que 1l'on peut chanter encore
guand on est malheureux. [...] Que la musique retrace puissamment
les souvenirs! comme elle en devient ins€parable! Quel homme,

au milieu des passions de la vie pourrait entendre sans &motion
l'air qui, dans sa paisible enfance, snimait ses danses et ses

Jjeux! Lesnd Roussesu n'aimeit que les airs m&lancoliques;

2 la campagne, c'est ce genre de musigue que 1'on souhzite.

11J.-J. Rousseau musicien', in J. Grend-Carteret, Jean-Jaccues Rousseau
jug€ par les Francais d'aujourd'hui, 359. Such are the guelities,
then, that 'console' Rousseau, perticularly a marrisge of words
and melody for his own attendrissement.

2Jean-Jacgues Rousseau, 171.

*Ibid., 22k,
“Ibid., 229.
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La nature enti&re semble accompagner les sons pleintifs é'une voix
touchantel. I1 faut avoir une &me douce et pure rcur sertir

des jouissances'z. Rousseau's simple songs are c tern nostalgic
in quelity and they reflect simple, 'natural' feelings. There
are often pastoral elements or associations with (rest) herpy
innocent times and there is a tendency for sentiment to teconme
>sentimentality3.

It is clear that Rousseau put his ideas on music intc practice
to a considerable degree and it is this more than ernything else,
so far as his affinity for music is concerned, whick dermonstrates
his potential for lyrical writing. In his musicel compositions,

even if they are of uneven end perheps dubious cuslity, he largely
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succeeded in doing what he claimed was essentizl in rusic
expressed feelings in a direct, seemingly spcntenecus and natural
wey; in a manner calculated to suitably affect the listener.
In music, he is concerned with, and himself expresses irmediscy
of feeling through a sort of immediacy of technicue, thrcugh a
simple - perhaps at times oversimple - clarity.
It is probably true to say, with Oscar Comettent, tket 'L'€crivein
sensible & la musique, qui la recherche et la cultive, est mieux
préparé que 1'€crivain insensible & cet art, & se servir ée la
-langue, vers ou prose, pour exprimer les sentiments gqui trouvent

leur plus grende force d'expression dans le coleris, le mouvement,
g

!cf. Bernerd Bouvier's remarks concerning the sources of Fcusseau's
musicel inspiration: 'Dans ses promenades & travers laz cempagne
veudoise et la montagne neuch@teloise, il nourrisseit son sens
musical. I1 écoutait les vendangeuses, les teilleuses de chanvre,
chanter leurs refrains. Le charme des mélodies populzires se
révélait & lui, et lui fit mieux sentir la vanit€ &'une musique
savante et froide', Jean-Jacgues Rousseau, 5k.

Z'Lettres sur les &crits et le ceractére de J.-J. Rousseau',

OQeuvres complétes, i, 17. FEmphasis esdded.

*For the words of Rousseau's songs, see oc, ii, 1162-1173,
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la passion et les accents poftiques de 1'idéal; cer le coloris,

le mouvement, la passion, la pofsie indéterminée sont précisférent
les qualit@s par excellence de la musique'l. It is very likely,
then, that being attungd to music; having notions of what was
required in music to make it evocative; being aware of the link
between craftsmanship in music and emotional effect (as seen,

for example, in his devotion to a simple melodic line and in his
awareness of the importance of rhythm); all faciliteted Rousseau's
literary expression and especially his lyrical writing: 'le
meilleur €1l&ve de Rousseau musicien, c'est Rousseau Zcrivein'?

end, indeed, as Samuel Baud-Bovy points out, 'Les plus belles
mélodies de Rousseau ne sont d'ailleurs pas ses mélodies en musigue,

mais ses mélodies en prose'3.

ii Sensibility eand J.-J. Rousseau

While music, and particularly song, was of ccnsideratle
importance in Rousseau's life, the influence of sensibility was
even greater. In a century when to acknowledge end manifest one's
sensibility was common, not to say de rigueur, Rousseau stands
out as a supreme man of feeling. After briefly cornsidering the
changes in conditions in the eighteenth century which encourzged
the growth and expression of personal feelings, we may then discuss
sensibility in relation to Jean-Jacques Rousseau. First we will
see how he perceived sensibility then.hOW'he experienced it, in

general as well as in specific areas of his emotional response.

1'De 1'influence de la musique sur le style littéraire', in J. Grand-Carteret,
op.cit., L08.

2Bernard Bouvier, Jean-Jacques Rousseau, 58.

®1Rousseau musicien', in S. Baud-Bovy et al., Jean-Jacgues Rousseau, 6L.
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The relationship of emotion to his writings will also te discussed.

Sensibility is, of course, universally a trait of human nature.

The expression of feelings, however, both on the personal and literary
planes, varies according to the times, according to what is regarded
as socially acceptable or desirable. The conventions of the seventeenth
century were such that the expression of sensibility was not generally
regarded as a usual or proper phenomenon. The importance given by the
Quietists to feelings was exceptional and at odds with the tone of the
times. The prime literary exemple of the expression of feelings is,
of course, in the theatre of Racine btut it needs to be stressed that
Racine's characters are no ordinary mortals and their feelings, especially
passion and suffering, are on & majestic scale: it is a highly stylized
sensibility. This situation began to change towards the end of the
seventeenth centuryl.

In his studies of writings of the period 1690-1TLO, Geoffroy Atkinson
finds? that the expression of feelings becomes increesingly broader
in range. Pity was expressed for one's less fortunazte contemporaries
(of whom, owing to the wars of Louis XIV, famines and disease, there
were many) end for the poor3. As well as the expression of compassion
for one's contemporaries, there was an increasing expression of moral
Jjudgements by self-respecting commoners. The ordiﬁary men was coming
into his own and, as a corollary, the tastes of the increasingly influential

middle classes replaced those of the grend siécle. The feelings of

!The great contrast between sensibility in the seventeenth and eighteenth
centuries is poigted out by, e.g. Pierre Barrire, La Vie intellectuelle

en France du XVI siécle & 1'&poque contemporaine, 327T.

%G, Atkinson, The Sentimental Revolution, French Writers of 1690-17L0;

G. Atkinson & A. C. Keller, Prelude to the Enlightenment, French Literature
1690-1T40, Part 1, The Emotional Revolution.

*In evidence G. Atkinson cites, inter alia, Buvat's Journal de la Régence,
Barbier's account of the great fire of 1718, Robert Chasles's

Les Illustres Francoises.
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ordinary people take on a new significance. There was a liberation
of personal emotion. 'Overt expression of emotion, an awareness

that it was proper and even necessary to react strongly, and indeed

a certain pride in being emotionally stirred, are visible on every
hand in the writings of this period and represent a real transformation
of values'!.

A new psychology from the latter part of the seventeentﬁ century
increasingly proclaims the rights of the heart. 'Le coeur, l'instinct,
le sentiment, se trouvent ainsi exalté@s aux dépens de la raison dans
une partie de la littérature psychologique et religieuse. Abbadie?
fait du sentiment la voie la plus courte et la plus sfire pour atteindre
la v8rité'®. More and more the doctrines of the eighteenth century
asserted the primacy of feeling in matters aesthetic, moral and
religious“. Towards the middle of the eighteenth century, 'La
sensibilit? tout enti8re, avec ses &motions les plus douces et les
plus tendres, est en train de prendre dans la vie des hommes la premiére
prace'®,

The literature of the times increasingly encouraged and reflected
the growth of sensibility. Often in works such as those of Prévost
or Marivaux, the misfortunes and sufferings of characters are appeals
to and presuppose 'a tender heart and a susceptibility to a fellow

man's pain'. This is part of a trend where 'personal emotions and

1G. Atkinson & A. C. Keller, op.cit., 26.

2pnd this as early as 1692 (L'Art de se connaitre soi-méme).

’Roger Mercier, La R&habilitation de la nature humaine (1700-1750),
89-

*See ibid., 195-210, 333-437. Some of the earliest writers to rehabilitate

the feelings include Silvain, Traité du sublime (written 1708, published
1732) and Du Bos, Réflexions sur la poésie et la peinture (1719).
Rousseau knew the latter work (see 0C, ii, 1332).

R. Mercier, op.cit., 371. And in 1754 appeared Condillac's

Traité des sensations which proclaimed feeling as the only

source of knowledge.
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an unashamedly subjective outlook on the world beceme incressingly
acceptable'l.

Rousseau was enough a man of his century to be affected by
the sensibility in vogue? but, more importantly, he made his cwn
contribution to it both in his analysis of sensibility and esjecially
in the depiction of his own feelings. Rousseau's ideas on sensibility
can readily be inferred from his writings and these ideas will now
be discussed.

On the broadest level, Rousseau recognizes thaet 'tout agit sur
notre machine et sur notre ame par consequent'?. Ee hoped to draw

from this reelization the principles of a Morale sensitive which,

however, he never wrote. Rousseau believed that men could be encouraged
to lead a virtuous life if the appropriate conditions were created;
it is a matter of imposing order on man's sensations.

In the Deuxiéme Dialogue he writes:

La sensibilité est le principe de toute action. Un
&tre, quoiqu'animé, qui ne sentiroit rien, n'agiroit point:
car ol seroit pour lui le motif d'agir? Dieu lui-méme
est sensible puisqu'il agit. Tous les hommes sont donc
sensibles, et peut &tre au méme degré, mais non pas de la
méme meniére.”
He divides sensibility into what he calls 'sensibilité@ physique et
organique' which is passive and includes self-conservation, and
Sensibilit€& morale' which is active and concerns our relations with

others and the world atllarge. Rousseau further divides 'sensibilit@

morale' into 'positive', that deriving from 'amour de soi', and

'G. Atkinson & A. C. Keller, op.cit., 5L.

’0n sensibility in the eighteenth century, see also Pierre Trzhard,
Les maitres de la sensibilité francaise asu xwWIT1I€ sidcle and
Charles DEdéyan, Jean-Jacques Rousseau et la sensibilit€ littéraire
d la fin du XVIII sieécle.
oc, i, Lo9.

“Tbid., 805.
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'negative', thet deriving from 'amour-propre'; this is an oppcesition
of & natural feeling, one which gives rise to 'toutes les pessions
aimantes et douces', to a degenerate feeling, a comparing of cneself
to others which is the source of 'toutes les passions haineuses

yl

et cruelles This fundamental distinction between emour de soi

and amour-propre is one which appears on several occasions in

Rousseau's writings, meking its first appearance in Note XV of

the Discours sur 1'in€galit8?.

While amour de soi is at the root of our development, it assumes

a moral character only when the self expands on contact with others
through piti€ and amitié®. Rousseau felt that as & result of
careful education, innocence could be prolonged and an zdolescent
could be induced to feel amiti€ before EEEEE?' Once aware of

the misfortunes of others an adolescent will soon begin to feel

5

for others”, and Rousseau prescribes bienfaisance for 'c'est

en faisant le bien qu'on devient bon'®. However, negative virtue,
that is doing no harm, is more difficult to practise then active
. 7
virtue’.
This sensibility is experienced prior to angd is superior
to reason. 'Nous ne cherchons & connoitre, que parce gue nous

. ~ - 8 5 F
desirons de jouir'". 'Exister pour nous c'est sentir; notre

sensibilité est incontestablement antérieure & nétre intelligence'®.

Ibld , 805-806.

OC, 111, 219. Cf. Emile, OC, iv, 322, Lol, L93.

Enlle ot iv, S01f, Cf. OC, iii, 155.

OC, iv, 502.

Fﬁld., 512,

STbid., 543. ‘
’Ibld , 3ko.

OC, iii, 143,

’OC, iv, 600.




While reason (the last stage in human development') alcne teactes
us to recognize good and evil, only conscience can meke us love
goodz. Reason can deceive us but conscience is an unfailing guidea.
'[Dieu] nous a donné€ la raison pour connoitre ce qui est bien,
la conscience pour l'aimer, et le liberté pour le choisir'®.

For Rousseau sensibility is inextricably linked to religion.

The viceire savoyard says 'J'appercois Dieu par tout dens ses

oeuvres; Jje le sens en moi, je le vois tout autour de moi'®.

God is perceived through feelings and not through reason or revelation.
'Le culte que Dieu demande est celui de coeur'®. 'Songez que

les vrais devoirs de la Religion sont ind@pendans des institutions

des hommes, qu'un coeur juste est le vrai temple de la divinité'’.

The Bible is accepted on affective and not rational grounds®.

Similarly, in La Nouvelle HEloise, Julie perceives God in the

spectacle of neture and in its bounty®. She excleims in a letter
to Saint-Preux, 'O Dieu de paix, Dieu de bont&, c'est toi que
J'adore! c'est de toi, je le sens, que je suis 1'ouvrage, et
J'espere te retrouver au dernier jugement tel que tu parles &

mon coeur durant me vie'l®,

'La conscience est la voix de 1l'ame, les passions sont la

voix du corps,' we are told in the Profession de foill, end

the fourth book of Emile is a prescription for the right educstion

11bid., 317.

2Tbid., 600.

3Tbid., 59L4-595.

“La Nouvelle HéloIse, OC, ii, 683.
Soc, iv, 561. o
§Tbid., 608.

7Tbid., 631-632.

8Ibid., 625.

*0C, ii, 591-592.
16Thid., 696.
tloc, iv, 59k,
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of sensibility. For an analysis of the passions it would be (if-
ficult to equal La Nouvelle EfloIse. The protagonists traverse
ell manner of different emotions. 'Les signes et les effets

des passions, l'art de les réprimer, 1'influence que la solitude
ou le tumulte du monde exerce sur leur développement, la tyrannie
de l'amour et son pouvoir d'illusion, les tromperies du coeur,
le tourment du pass€, la lente &volution de 1'amour vers l'amitié,
1'€tat incertein des &mes partag€es entre les deux sentiments,
Jean-Jacques ne néglige rien'!. The passions are conquered only
with difficulty. Julie never really succeeds in totally stifling
her passion and it could be argued that her death saves her from
the possibility of falling once again.

Yet another perspective of Rousseau's views on sensibility

appears in his Lettre 3 d'Alembert sur les spectacles. Here

he objects to the idea of establishing a theatre in Genevs because,
in his view, plays cannot change feelings or morels? and they ceannot
evoke feelings we do not possess3. With its '€tres si gigantesques,
si boursouflés, si chimériques', tragedy is neither harmful nor
useful but everything in comedy is 'mauvais et pernicieux'™. As

for the depiction of love, 'Ses combats, ses maux, ses souffrances,
le rendent plus touchant encore que s'il n'avoit nulle résistance

& vaincre. Loin que ses tristes effets rebutent, il n'en devient
gue plus intéressant par ses malheurs mémes. [...] Ce qui achéve
de rendre les images dengereuses, c'est précisément ce qu'on fait

pour les rendre asgréables'®, Rousseau finds that

lpierre Trahard, Les maitres de la sensibilitéd francaise au XVIIIe siécle,
iii, 167.

g, i, 189.

*Tbid., 192.

“Toid., 199.

Tbid., 214-215.
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En favoris ant tous nos penchans, [le Lheatre] donne un nouvel
ascendant d ceux qui nous dorminent; les continuelles Cmoticns
qu'on y ressent nous &nervent, nocus affoiblissent., nous
rendent plus incepables de résister & nos passions; et
le stérile intérét qu'on prend & la vertu ne sert qu'd contenter
notre amour-propre sans nous contraindre 3 la pratigquer.
And he later asks, 'Est-ce en s'attendrissant tous les jours qu'on
apprend & surmonter la tendresse?'Z. Certain feelings need to
be kept under control and the excesses of the theatre can only make
it more difficult to restrain then.
Rousseau has, then, firm views of what sensibility is and
how it works. His ideas about it no doubt owe a lot to his aware-
ness of how it works in his own case. Indeed, Jean-Jacques Rousseau
is well equipped to write about the neture znd effects of sensibility
as will now be seen in an examinztion of his own feelings.

'La nature me donna l'ame la plus sensible,' he writes in the

Lettres morales’. The Rousseau of the Dialogues says that

J. J. m'a paru doué de la sensibilité physique & un
assez haut degré. I1 dépend beaucoup de ses sens et il
en dépendroit bien davantage si la sensibilité morale n'y
faisoit souvent diversion; et c'est méme encor souvent
par celle-ci que l'autre 1'affecte si vivement. De beaux
sons, un beau ciel, un beau paysage, un doux regard; tout
cela ne réagit si fort sur ses sens qu'aprés avoir percé
par quelque cdté jusqu's son coeur. [...]

J. J. esclave de ses sens ne s'affecte pas nfammoins
de toutes les sensations, et pour qu'un objet lui fasse
impression il faut qu'&d la simple sensation se joigne un
sentiment distinct de plaisir ou de peine qui 1l'attire ou
qui le repousse. I1 en est de méme des idées qui peuvent
frapper son cerveau; si 1l'impression n'en pénétre jusqu'a
son coeur, elle est nulle. [...]

Quant & la sensibilité morale, je n'ai connu aucun homme
qui en fut autant subjugué€, meis c'est ici qu'il faut s'entendre:
car je n'ai trouvé en lui que celle qui agit positivement,

1Ibld., 216.
*Tbid., 258.
oC, iv, 1102. He describes himself elsevhere as 'sensible & 1'excés'
(second Lettre & Malesherbes, OC, i, 113L).
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qui vient de la nature et que j'ai ci-devant décrite. Le
besoin d'attacher son coeur, satisfait avec plus d'empressement
que de choix a caus® tous les malheurs de sa vie: mais
quoiqu'il s'anime assez fréquemment et souvent tres vivewent,
Je ne lui ai jamais vu de ces demonstrations affectées ot
convulsives, de ces singeries & la mode dont on nous fait

des maladies de nerfs. Ses Emotions s'appercoivent quoi

qu'il ne s'agite pas: elles sont naturelles et simples comme
son caractére [...].

Enfin 1l'espéce de sensibilit@ que j'ai trouvfe en lui
peut rendre peu sages et tres malheureux ceux qu'elle gouverne,
mais elle n'en fait ni cerveaux brul&s ni des monstres:
elle en fait seulement des hommes inconsequens et souvent
en contradiction avec eux-mémes, quand, unissant comme
celui-ci un coeur vif et un esprit lent, ils commencent
par ne suivre que leurs penchans et finissent par vouloir
rétrograder, mais trop tard, quand leur raiscn plus tardive
les avertit enfin qu'ils s'égarent.'
This is & somewhat self-indulgent but still remarkably lucid end
revealing description of his sensibility. This extreme sensibility
is largely responsible for his changeable character, for the extremes
of mood which he sometimes experiences?. In the Confessiong he
says that he has 'des passions tr&s ardentes’ and that while these
act upon him he knows 'ni ménagement, ni respect, ni crainte, ni
bienseance', whereas when there is nothing to stir him he is 'l'indolence
et la timidité meéme'3.

Both Rousseau's family background and his early upbringing
contributed to his strong sensibility. He says of his parents
that they were 'Tous deux, nés tendres et sensibles'”. He records
that his father would weep over his late wife whose imege he saw
in the young Jean-Jacques®. His sensibility was further nurtured

by the novels which he would read with his father until all hours

of the night, a practice which heightened his imagination and gave

‘oc, i, 807-811.

’Le Persiffleur, 0C, i, 1108-1109; Dialogues, ibid., 817-818.
3 5

0C, i, 36.
“Tpid., 6.
*Ibid., T.
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him 'des notions bizarres et romanesques' of life wrich maturity
did not dispell. Reading moved not only the child tut alsc the
adolescent and adult Rousseau. The works which moved him included

L'AstrEe, Télémague and Cleveland®. It is possille that he was

influenced, too, by the lyrical moments in Fénelon's end Frévest's
works?.

Like many of his contemporaries, Roussezu is inclined to revel
in his sensibility. 'I1l est toujours doux d'8tre sensible,' he
writes to Mme d'Houdetot®. Often in his letters he is 'touch?é
de' ér 'sensible &' or 'attendri de' the 'attention(s)' or 'btentd(s)!
or 'zé€le' of friends or actions on his behalf arranged by friends.

He sometimes indicates his pride in hie sensibility; in a letter
to Malesherbes he writes that he is 'trancuille pourtznt dans 1'espoir
que vous voulez me Supposer un coeur sensible et honnéte, et cela

dit tout'S. He claims that attendrissement is increased by mis-

fortune. In November 1761 he writes to Mme Alissan ée La Tour,
'L'infortune attendrit 1l'ame, les gens heureux sont toujours durs'®,
end in July 1763 he tells Duclos that 'Je vous ai tendrement simé
dens les jours brillens de ma vie, et vous savez que l'edversité
n'endurcit pas le coeur'’.

He is easily moved to tears. Rousseau says of Jean-Jacques

that

'Ibid., 8, and cf. the second Lettre & Valesherbes, ibid., 113k,
*Tpid., 16k, 229, 220.
Rousseau's reading was very wide and his feelings end ideas were
influenced by writers such as Seneca, Tacitus and Cicero as much

as by Fénelon or Prévost. Tt would therefore be unwise to emphasize
possible connections between Rousseau's reeding and his own lyrical
expression. Moreover, as lyricism is essentially erd foremost

& highly personal phenomenon, it is the nature and exigencies

of his own sensibility which will have a more direct influence

on his lyrical expression.

*cc, v, 15.

°cC, ix, 131.

:Ibid., 227.

CC, xvii, 100.
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Il ne sauroit pleurer que d'attendrissement ou d'admiraiicn:
la tendresse et la gBnfrosité soni les deux seules cordes

sensitles par lesquelles on teut vraiment 1'affecter. 11
peut voir ses malheurs d'un ceil sec, mais il pleure en pensant
& son innocence, et au prix gu'avoit mérité son coeur.

Rousseau abundantly demonstrates his enjoyment in attendrissement

of the sensipilit?é larmoyante variety in this paragraph in (Lhe {curth

book of the Confessions:

Dans ce voyage de Vevai Jje re livrois en suivant ce
5

beau rivage 3 la plus douce mZlancolie. Mon coeur s'€lancoit
avec erdeur a mille félicités innccentes Je m'attendrisscis,
Je soupirois et pleurois ccrme un enfant. Combien de

fois m'arrétant pour pleurer £ mon asise, assis sur une
grosse pierre, je me suis srus? 3 voir tomber mes larmes

dans 1'eau??

His sensibility can alsoc be tyrannical. In the Huitiéme Promenade

he writes that he cannot resist impressions made on his senses, 'mais
ces affectations passagéres ne durent cu'autant gue la sensation
qui les ceuse'?, He easily becomes agitated, but once the source
of egitation disappears his 'naturel indolent' calms him"

Many éifferent things are capable of moving him:

Je 1l'ai vu se passionner de méme, et souvent Jusqu'aux

larmes pour les choses bonnes et belles dont il &toit

freppé dans les merveilles de 1z neture, dans les oeuvres

des hommes, dans les vertus, dens les talens, dans les

beaux erts et generalement aaps tout ce qui porte un caracté@re

de fcrce, de grace ou de vérit? digne d'émouvoir une ame

sensi‘cle.5
It may be sdded that this list is not evhaustive; 1t takes very
little to move him. While his sencibility sometimes degenerates
into sensiblerie - and it is impossible to Judge objectively what

degree of feeling is good or eppropriste in any particular situation -

Rousseau's emphasis on his being rmoved especially by 'les choses

1OC i, 82y,

Ibld., 152.

Ibld., 1082.

“Ibid., 108k,

*Deuxi eme Dialogue, ibid., 803.
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bonnes et belles' is probably quite fair. It is certainly ty
such things that he prefers to be moved.

It is evident that the range in extent and cuelity of kis
emotions was great: there is great scope in his feelings, then,
for lyrical expression. Having seen the importance of sensibility
in his thought and life, we will now examine the vericus espects
of emotional response in the different areas of sensibility which
were dominant in his life and work. These include Reousseau's
passionate response to music; his nostalgia for tre past and for
the Ancients; his strong feeling for patrie; his tenderress towards
children and his idealizetion of family life; +the mixed quality
of his emotional relationships with other people; Lis feelings
for nature, which at their deepest level constitute total icdentification
with it; and his religicus feelings which derive from nazture and

which set in motion his particular kind of sensibilité morale.

As has been seen in the first section of tkis chapter, Rousseau
requires of music that, above all else, it generate emoticn in
the listener. He wanted his own music to move (himself, foremost,

in the case of the songs of the Consolations des miséres de ma vie)

and he recalls in the Confessions, not without setisfecticn, that

when his Devin du villege was performed the women spectators were

touched and this brought tesrs to his eyesl. He speaks of music
as being a 'passion' for him?. He was particularly moved ty the
voices of the Scuole of Venice: 'Je n'ai 1'id€e de rien d'sussi
voluptueux, d'aussi touchant que cette musique'®. Fousseszu can

imagine angels singing, end even when he sees the girls anéd finds

loc, i, 379.
*Tbid., 72, 219.
Tpbid., 315.
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that they are disfigured or ugly he still chooses to find then
beautiful!

A recurrent feature in Rousseau's works is his nostalgis for
past times as is evident in his attachment to the idea of a
golden age1 and his emotional attachment to the Ancientis.
His enthusiasm for the Ancients, which dates back to his childhoca
reading of Plutarchz, is expressed in his major writings as

early as the first Discours. In the Lettre & d'Alembert he

writes of 'cette Sparte que je n'aurai jamais assez citfe

pour l'exemple que nous devrions en tirer'3. He is particularly
attached to what he sees as the noble moral qualities of the
ancient republics and the word vertu echoes throughout his werks.
If Rousseau does not want a theatre to be established in Geneva
it is largely because he feels that the traditional emusemente

'ont quelque chose de simple et d'innocent qui convient & des

moeurs ré€publicaines'". Rousseau fondly admired the 'images des

moeurs antiques's. His feelings are, then, a mixture of
regret for what exists no more and edmiration for what he regards
as fine quslities.

His strong attechment to the concept of patrie, a concept
vhich is itself an old one, alsc has the nostalgia of his
sentiments for the Ancients and o0ld customs as welllas 0.}
personal nostalgia for his own patrie. Rousseau's attitude
to Geneva is apparent in the ideelization of it in the D&dicace

of the second Discours. It is, too, very much Rousseau's

feelings for Geneva that Claire expresses in a letter to Julie

lsece below, Chapter III, section i.
208, iy 9.

°H, i, 268.

“Tbid., 2Ls,

*Tbid., 2k9.
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in La Nouvelle Héloise:

La ville est charmante, les habitans sont hospitaliers, les
moeurs sont honnétes, et la libert&, que j'aime sur toutes
choses, semble s'y étre réfugi€e. Plus je contemple

ce petit Etat, plus je trouve qu'il est beau d'avoir

une patrie, et Dieu garde de mal tous ceux qui pensent

en avoir une, et n'ont pourtant qu'un pays! Pour

moi, je sens que si q'étois née dans celui-ci, j'aurois
1'ame toute Romaine.

And Saint-Preux, in the same work, admires life in the Valais not
least because 'la famille est 1'image de 1'Etat'?. In a letter

to J;-L. Mollet (26 June 1761), Rousseau records his 'attendrissement'
on reading Mollet's letter concerning the féte of 5 June?. Genevafs
actions against him, following the nrubliecation of Emile and the

Contrat social, were a great blow and he writes to Marc Chappuis

(26 May 1763) of his renunciation of his 'droit de Bourgeoisie et de
Cité':
Flétri publiquement dans ma patrle sans que personne ait . réclamé
contre cette flétrissure; aprés dix mois d'attente, j'ai da
prendre le seul parti propre & conserver mon honneur si cruellement
offensé. C'est avec la plus vive douleur que je m'y suis
détermind."
He describes his recunciation as 'une démarche qui m'a déchiré'®. He
writes to Duclos, 'J'ai tendrement aimé ma patrie tant que j'ai cru

en avoir une'®. However much Geneva's actions hurt him, he still

claims, in a letter to d'Ivernois (24 March 1768), to be attached

to the place of his birth:

Rien dans le monde n'a plus affligé et navré mon coeur que le
decret de Gengve. I1 n'en fut jamais de plus 1n1que de plus
absurde, et de plus ridicule: cependant il n'a pu detacher
mes affectlons de ma patrie et rien au monde ne les en

peut détacher.’

loc, ii, 657.

’Tbid., 81, and cf. the Contrat goeigl, 0C, idii, 352,
3cc, ix, 33, -
CC xvi, 2Ls.
Ibld., 2L7.

Scc, xvii, 98.
?Eg xviii, 177.
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Rousseau enjoyed being nostalgic and being attendri. Tt is worth
remembering that even after Rousseau had been received back into
the Calvinist communion in 1754 he chose not to live in Geneva.
Jean-Jacques Rousseau, the avowed father of some five children,
all of whom were left at the Enfants Trouvés, makes much of his
feelings for children and family life. In a letter to Mme de Francueil
(20 April 1751) he both admits and Justifies putting his children
into the institution®. He persuades himself in the Confessions
that his 'chaleur de coeur', his 'bienveillance innfe' for others,
his great love of what is good and hatred of what is bad is incom--
patible with the notion that he is 'un pere dénaturé'?. In the

Neuviéme Premenade he tenderly reflects on his love for children

and egain justifies his actions concerning his own children?.

Life et Clarens, in La Nouvelle H€loIse, is in general very much

a family life, society as an extended family, and, in the particular,
Saint-Preux is perhaps the conscience of Rousseau when he senti-
mentalizes over Julie's children 'pour lesquels je donnerois ma vie',
P
he claims”.
In Emile is the following exhortation:
Aimez l'enfance; favorisez ses jeux, ses plaisirs, son
aimable instinct Qui de vous n'a pas regretté quelquef01s
cet &ge oll le rire est toujours sur les lévres et ol

l'eme est toujours en paix.

In this work Rousseau is often in loco parentis, referring to

The pupil as 'mon heureux, mon aimable &léve'®, 'mon Emile'”.

Imegining Emile both as a child end as a man acts as a tonic for

1cc, ii, 1bo-1kk,
OC, i, 356-357.
Ibld , 1087.
oc, 11, L77.

OC, iv, 302.
Ibnd , 419.
Ibld., 546, 637.
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21 : ’ ; \ e s .
him®. At other times, such as in the depiction of the love experienced
by Emile and Sophie, Rousseau seers, in his extravegant sensitility,
to be believing in his own fiction?.

On the first pege of Irile Rousseau s'attendrit lyrically

over motherhood and he addresses himself to the 'tendre et préveyente
mére' who has the noble and rewa rding task of protecting and cultivating
'la jeune plente'3. On occesions Rousseeu ideslizes women in

e domestic setting as in the Lettre 2 d'Alembert when he asks
g 5

Y a-t-il au monde un spectacle sussi touchant, aussi respectable,

que celui d'une me€re de famille entourde de ses enfans,

reglant les traveaux de ses domestigues, procureant

& son mari une vie heureuse, et gouvernant sesgement

la maison?®
Rousseau, then, is affected by chiidren, by family life, bty the
idea of parenthood, and by the role of motherhood. His feelings
are partly elevated, pertly merely sentimental.

Rousseau's feelings show themselves very strongly in his
relationships with other peovle. His highly active sensibility
is responsible for his ebility to become '€pris' or 'engoud' with
someone from the moment of meeting and he is ever reedy to feel
'tourmens' in the presence of a woran. His sensibility experiences
difficulties with respect to women because of the role he imaginatively
ascribes to himself, 'Etre sux genoux d'une meitresse impé&rieuse’',
with the result that his enjcyment necessarily is of en imeginative and

not a physical sort®. When he meets Mme Dupin, 'je me trouble,

Je m'égare; et bref, me voile épris de Mad® Dupin'®.  There is,

lTbld., 419, L23.

Ibld Ibid., 790, 860, 867.

*Tpid., 2&5-2&6

“H, 1, 237, and cf. Sophie in the fifth book of Emile.
560, s

‘Trid., 291.
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in particular, the coup de foudre for Mme d'Houdetotl. Ee claims

in the Confessions, 'Jamais passicrs ne furent en méme tems plus
vives et plus pures que les niennes; Jemeis amour ne fut plus
tendre, plus vrai, plus desintéressé'?. There are, tco, kis
more durable feelings for Mme de Warens who inspired him with
'non seulement le plus vif attacherent, mais une confiance parfaite!’?
when he first met her. On returning to her on one occasicn he
remembers, 'Que le coeur me battit en approchant de la maison

de Mad® de Werens! Mes jambes trembloient sous moi'®. £nd in

a letter written to a young Lyomnzise in 1739, Jean-Jacques is
unrestrained in praising the qualities of his heart?.

Rousseau requires reassurance from his friends and he scretimes
complains in his letters that it is time they wrote. Ee elso
directly appeals to the feelings of friends and people wheor he
knows less well: he ends a letter to his publisher Rey (8 january 1763),
'Adieu, mon cher Rey, plaignez-moi et aimez-moi'®; two years leater
he exhorts another correspondent, 'Aimez-moi, plaignez-moi, ressurez—
moi'’; end again he asks of Mirabeau (22 August 1767), 'Aimez-moi
et plaignez-moi'®.

Many are the times that Rousseau demonstrates his feelings
for his friends or registers his emotions when friends heve shown

their feelings for him. 1In & letter to Jacob Vernes (23 Koverter 1755)

he tells him:

1Ibid LLo, and cf. a letter to her where he writes of the 'sgitations
terrlbles que vous m'avez si longtemps fait eprouver (CC iv, 225).
OC, i, TT. Cf. 'Mon coeur qui ne sait point s'asttacher & demi'
(fourth Lettre & Malesherbes, 0C, i, 11L5). :

Ibld., 52.

“Ibld., 103.

CC, i, 103.

CC xv, 16.

CC xxiv,231.

CG xvii, 220. In a later letter to Mirabeau (13 January 1768)

he claims, for his part, 'Mes sentimens pour vous sont trop vrais’
Pour avoir besoin d'étre dits' (CG xviii, 58).
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Que je suis touch& de vos tendres inquietudes! Je ne vois

rien de vous qui ne me prouve de plus en plus vdtre emitié

pour moi, et qui ne vous rende de plus en plus digne de

la mienne.

In another letter to the seme correspondent (18 February 1758)
he writes:

Il est naturel, mon cher Vernes, qu'un solitsire souffrant et privé

de toute soci€t&, €penche son ame dans le sein de 1'amitié,

et je ne crains pas que mes confidences vous ¢érlaisent.?

In an emotional letter to Hume (19 Februery 17€3) he looks forward

to the day when with 'transports de joye' he will tcuch 'l'heureuse

terre ou sont n€s David Hume et le Mareschal d'Eccsse'?. Again

referring to George Keith ('Milord Mar@chal') in & letter to Mme de Verdelin
(19 September 1763), he protests that

le supréme voeu de mon coeur est de vivre et rourir auprés de

cet homme rare dont l'eame, pour parler comre Julie, a touché

la mienne par tant de points."”

In a letter to Conzie, comte des Charmettes, he writes that he has
'l'empressement le plus vif et le plus tendre de vous embrasser' but
ill heelth prevents him from visiting®.

On many occasions Rousseau announces to his correspondents that
their letters have touched him. He tells Mme de Boufflers (24 March 1768),
'Votre lettre me touche, ledame, parceque j'y crcis reconnoitre le
langage du coeur'®; he assures Saint-Germain (28 Februery 1770),

'"Votre lettre, Monsieur, m'ettendrit et me touche'’. But, and this

is still more enjoyeble for him, Rousseau cen also claim to have been

moved to tears. Dupeyrou, after writing to him preising the

'oc, iii, 208.
cC, v, 33.

’cc, xv, 199.
“cc, xvii, 2ko.
5CC, xvi, 1L5.
°CG, xviii, 170.
CG, xix, 265.
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Lettres €crites de la montagne, is told, 'Votre lettre m'a touché

Jusqu'aux larmes. Je vois que je ne me suis pas trompé, et asue
-~ - . N
vous avez une ame honnéte. Vous serez un homme précieux & rcn
coeur'?. Abraham de Pury learns that 'Vdtre lettre, Monsicur, m'a
pengétré jusqu'aux larmes. Que la bienveillance est une dcuce chese,
et que ne donnerois-je pas pour avoir celle de tous les honnites gene'c,

Several times he assures correspondents that he has 'le coeur nlein
de vous' and on many occasions, and in vriting to several different
people, he signs letters 'Je vous embrasse [or 'salue'] ée tocut ron
coeur'?.

Mention should also be made here of Rousseau's correspondence
with Mﬁe Alissan de La Tour ('Marianne') who first wrote to kim gfter

the publicaticn of La Nouvelle HZ2loise and with whom he enter-sined

a correspondence for over a decade. Her own sensibility was
certainly well-developed®. Rousseau writes to her on one cceasion

(24 November 1761),

Vous serez peu Surprise, Madame, et peut-&tre encore moins
flat€e quand je vous dirai que la rélation de votre amie
m'a touché jusqu'aux larmes. Vous &tes faite pour en
faire verser et pour les rendre délicieuses.

And over seven years later (3 January 1769) he can still write,

'Mon coeur ne peut cesser d'&tre plein de vous'®.

Friendship is clearly very important for Rousseau. He hzs stron

m

feelings about the value of friendship as such and strong feelings

for particular friends at certain times of his life. There sre goocd

‘ce, xxii, 337.

ZQQJ xxiv, 92. .

Some of Rousseau's correspondents, e.g. Duclos, end their letters
with similar sentiments. Similar expressions of tenderness can
also be found in the correspondence of the equally sensible Diderot.
Even Voltaire, who does not spring readily to mind when one thinks
of sensibility, sometimes ends his letters in this vein.

Sample: 'Les larmes me suffoquent: mais ne croyés pas que j'en
5rougisse' (cc, xvii, T78).

.CC, ix, 268-269.
€e, xix, b1,

L




and true feelings involved but there is also & more lachrymose esypect,
& readiness to be moved for sensibility's sake as well as for ihe seke
of a particular friend. The lively sensibility which so readily leads
him tovform attechments and also to expect a lot from his friends hes
negative effects too. From the time of the first brouilles
with Mme &'Epinsy, Grimm and Diderot, and particularly from 1762
onwards, the very real misfortunes which beset him together with
his vulnersble sensibility resulted in the loss of several friends
or led to streined relestions with them for a time. This is cne
of the prices he had to pay for 'un coeur trop sensible'l.

The relestionship between Rousseau's sensibility end nature is
of great importance. At one level, Rousseau is influenced
by an artificial sort of nature. Like meny of his contemporaries,

he edmired such works as Virgil's Eclogues, L'Astrfe and Gessner's

Idylls, end he was attached to productions of a pastoral type
throughout his life. In addition to his early poetry, he made

& contribution to the pastorel vogue with his Devin du village;

he left an unfinished Dephnis et Chlod; and, as was noted in

the first section of this chapter, he also wrote the music for
end in some cases the words of some Romences. While Rousseeau's
attitude towerds a golden age, in particular, has a deeper
significence in his thought?, his feelings for such a time, and

especially his taste for the bergeries so favoured by the age,

lgg) iv, 383. Rousseau's emotional involvement with other
people hed a considerable bearing on his heppiness (see,
below, Chepter III, section ii) end at times this receives
& lyricel trestment (Chapter VI).

2see, below, Chepter III, section i.
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is often redclent of sentimentality!.

It was not only at the superficiel pastoral level that Roussesau's
feelings ceme into contact with nature. In real life an ideal
nature or & neture with certain quelities affects him. In the
fourth book of the Confessions, describing his pleasure in 'la
vie embulente', he writes of the king of countryside he prefers:

Jemais pays de plaine, guelgue beau qu'il fut ne parut tel

2 mes yeux. I1 me feut des torrens, des rochers, des sapins,

des bois noirs, des montagnes, des chemins raboteux & monter

et & descendre, des précipices & mes cotés qui me fassent

bien peur.?

Rousseau can feel nothing for flatness or barrenness. His sort
of natur¢ must be richly adorned and green, complete with water
and the song of birds3._ Rousseau especially enjoys the influence
on his feelirgs of en environment which is 'riant'". When he

is in the presence of the kind of nature which does inspire happy
feelings, this gives rise to lyrical expression®.

Neture cen ect on the emotions either positively or negatively.

In Part 1, Letter xxvi of Lz Nouvelle E€loise, Saint-Preux describes

the surroundings as 'conforme & 1'état de mon eme'. His melancholic
state interscts with the wintry and forbidding environment®. Also

inthis work, Meillerie is described as & place vhich is rather wild

'His Lévite &'Erhreim was an attempt to imitete the 'style champétre et
naif' of Gessner's Idylls and his Lévite remained dear to him (QQJ is
586). On the teste for pastorel poetry and spectacles in the eighteenth
century, see Deniel Mornet, Le Sentiment de la nsture en France

de J.-J. Rousseau Z Bernsrdin de Saint-Pierre, Deuxieme partie,

Livre I, especially Ch.IV, L'Eglogue neive. Cf., too, C. M. Vance,
'The Extravegent Shepherd', SVEC, cv, Ch.I.
*oc, i, 172. -

*Réveries, OC, i, 1062. His feelings for these features of nature
were expressed es early as in his poem Le Verger de Madame de Warens
0C, ii, 112L) and cf. the greenery, flowers, running water and birds
in the Elysée (La Nouvelle Egloise, ibid., 471).
*In the Réveries 'riant' at applied to mature occurs, OC, i, 1003,
100k, 1oko, lOES, 10L8, 1068.
SSee, below, Chepter VII.

oc, ii, 90.




62

but suitable for lovers! It is 'plein de ces sortes de beautés
qui ne plaisent Qu'aux ames sensibles'l, sgolitary, with rocks,
fir-trees, the Alps and a lake as decor. For Roussean there is
usually a psychological and strongly anthropocentric relationship
with the natural environment: mountains and liberty; lakes and
tranquillity; the gloomy countryside (and the cold and wet) of
Wootton and depression; a spectacle which is 'riant' and delight;
an autumnal scene and reflections on his declining years. His
sensibility reacts strongly, then, to what surrounds him and this
often gives rise to a lyricism? whose character (e.g. enthusiastically
happy or nostalgic) depends on the nature of the psychological
link he senses.

Particular places have emotional associations and significance.
While the 'bosquet' where Julie was kissed is associated with_love
and passiong, the 'bosquets' of the Elysée garden are 'plantés -
par les mains de la vertu'®. Saint-Preux returning to Switzerland
is moved by seeing the country again, not only because it is home
but also because it revives 'mille souvenirs délicieux qui réveilloient
tous les sentimens que j'avois gofités'®. Similarly, Rousseau

is affected by Lake Geneva and the pays de Vaud not only because

of their inherent beauty but because of associations with feelings
for people and events in the past, with past feelings.

The feelings with which a real or imagined nature inspire

11pia., 518.

In La Nouvelle HEloise, where Saint-Preux often refiects Rousseau's

own feelings in similar circumstances, as well as in the autobiographical
writings.

%oC, ii, 6.

“Tbig., L485.

STbid., bL19.




Rousseau also go beyond the psychological and teycnd associations
with past feelings to a higher, and at times eprerertlv trans-
cendental, level. In a letter to the Mar&chal ds _uxerbourg
(28 January 1763), Rousseau describes the effect wiich a cave
in the Val de Travers had upon him:
je me mis & contempler avec ravissement cettie Superbe Salle
dont les ornemens Sont des quartiers de rocke diversement
situés, et forment la décoration la plus riche cue j'aye
Jamais vue, si du moins on peut zppeller ginsi celle
qui montre la plus grande puissance, celle gui ¢t ache
et intéresse, celle qui fait penser qui €léve 1'énme,
celle qui force 1l'homme & oublier Sa petitesse vour ne
penser qu'aux oeuvres de la nature.’
The sight he beholds takes him out of himself and elevates his
spirit to reflect on the greatness of nature. Sirilerly, in
the Haut-Valais, the high altitude with its pure zir not only
restores the 'paix int8rieure' but lifts the spirit of Bousseau-
Saint-Preux to the ethereal heights:
Les méditations y prennent je ne sais quel czrzctere grand
et sublime, proportionné aux objets qui nous frzppent,
je ne sais quelle volupté tranqullle qui n's rien d'acre
et de sensuel. I1 semble qu'en s'€levant zu dessus du
s€jour des hommes on y laisse tous les sent;ze:s bas et
terrestres, et qu'd mesure qu'on approche des régicns
etherees l'ame contracte quelque chose de leur inaltérable
puret?.
The starting point is a psychological relationshir between high alti-
tude and high thoughts but the feelings inspired ty the situation
apparently become independent of it and move to zncther sthere where
the being undergoes a kind of spiritual uplift.
A spiritual peak is reached in a total immersicn in znd identi-

fication with nature and a coming closer to GodS. In the Cinguiéme

.5 ~ . - .
and Septiéme Promenades of the Réveries, in particular, Rousseau

1cc xv, 116-117.
OC, 14, T8
’Third Lettre § Malesherbes, 0C, i, 1141, 2and Confessions, ibid., 6Lk,




shows the importance of the right kind of natural environmendt

in prompting reveries which occasionally lead to the expericncing
of the most desirable feeling of all, 'le sentiment de 1'existence'!
Nature is the starting point for this feeling but 'le sentiment de
1'existence' itself is independent of it, on a cosmic and not

on a more loczal level.

: ; . 2
'Le sentiment de la nature' existed in Europe before Rousseau®.

1The importance of nature and reveries for Rousseau's hapriness

is discussed below, Chapter ITT, section ii and the lyrical trestment

of this is analysed in Chapter VII.

?'Le sentiment de la nature' was not generally a very conspicucus
phenomenon before Rousseau. While nature is treated in French
poetry from the earliest times, it was then and later linked
especially to the theme of love, often in a superficial manner

(the poet is in love, nature is verdant, the birds are singing ...).

Much nature poetry up to and including the eighteenth century

is conventional and seems little more than pale imitation of
Greek and Roman models: few poets appeared to write about

nature out of a genuine feeling for it. There are exceptions,
however. In the sixteenth century, for example, Ronsard

shows a love of his native country in several poems (A la source
du Loir, A la Riviére de Loir, Contre les biicherons de la

forgét de Gastine). Also, a number of seventeenth century

poets seem to manifest a deeper than usual appreciation of
nature. Both Meynard and Durand, in Sonnet I and Chanson
respectively, show pleasure in the peace and quiet of woods.
Noteworthy, too, are certain poems of Saint-Amant (La Solitude,
Le Soleil levant, L'Hiver des Alpes). In his Epitre & un

emi sur les divertissements de la campagne, Salomon de Priezac
recognizes that 'Le silence des bois a ses enchantements;/

Les replis des ruisseaux, 1'Zmail d'une prairie,/ Ne font
qu'entretenir ta douce réverie' while in O douce Volupté

(in Les £mours de Psyché et de Cupidon, Book II) La Fontaine,
too, writes of 'Les for&ts, les eaux, les prairies,/ Méres

des douces réveries'. D'Urfé's L'Astrée stands out from

the bergeries of the period, but even here admiration of

nature is more often than not linked to the subject of love

(the author's addressing the River Lignon prior to Book IIT

and other tributes to it are the main exceptions). In Té1émaque
Fénelon rerhaps makes more of an attempt to describe scenery

than other prose writers of the times.

In the eighteenth century people began to show more of an interest
in nature and by about mid-century nature had even become rather
fashionable. Country walks, sojourns in the country (by the
likes of Mme de Pompadour, Helvétius and Buffon) and other country
activities became increasingly popular. If Chaulieu writes

Les louanges de la vie champétre § Fontenay (1707) combining
retreat from the world and real feeling ('Beaux arbres, qui
m'avez vu naitre,/ Bientdt vous me verrez mourir', although he did
not, in the event, die in his native Normandy ) with convention

(‘hameaux', 'troupeaux', 'grotte'), most nature poetry of the first

half
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However, he stends out for he enriched and edded new dimensions

to 1ts Rousseau more fully revealed the evocatory possibilities
of nature, especially of mountains and leakes. There is a new
emphasis on the importance of the self with the exteribr scenery
acting on the interior being. Nature helps Rousseau's imaginative
creation of ideals' and in the reverie and beyond it Rousseau

shows a new depth of feeling and the gregt elevation of spirit

that nature can inspire.

Like his vicaire savoyard, Rousseau owes his religious aware-

ness to nature. The wonderful spectacle of nature makes him

awvare of a sentient creator. The theological treppings of religion,
the dogmas and rituals of the Church, the man-inspired conventions,
hold no interest for him. In the twelfth book of the Confessicns,
Rousseau observes, 'Je ne trouve point de plus digne hommage &

la divinit€ que cette admiration muette qu'excite la contemplation

de ses oeuvres et qui ne s'exprime point par des actes developpés?.

The beauties of nature move him, he does not know why; he just accepts

it, allowing and inviting God through nature to act upon him.

of the eighteenth century seems to lack genuine feeling (moreover,
Rousseau's own early nature poetry is conventional enough).

Outside Frence, a 'sentiment de la nature' was menifested in

the poetry of Albrecht von Haller (e.g;'Die'AlEen), James Thomson's
Seasons and in letters of Thomas Gray (Turin, 1739). Rousseau

was acquainted with some of these as well as with a notable

French prose work of the period, the abb€ Pluche's Le Spectacle

de la nature (1732).

See D. Mornet, Le Sentiment de la neture en France de J.-J. Roussezu

& Bernardin de Seint-Pierre, lére partie & 2e partie, livre I;

G. Atkinson, Le Sentiment de la nature et le retour & la vie simple
(1690-1740); R. A. Rice, 'Rousseau and the poetry of nature in

eighteenth century France', SCSML, vi, nos 3-4; C. Dédéyan,

Jean-Jacques Rousseau et la sensibilit€ littéraire & la fin du XVIITe siécle,
Ch.I.

lRousseau created an ideal world with imaginary beings. This is discussed
2Within tﬁe context of Rousseau's happiness below, Chapter III, section ii.
oc, i, 6ka.
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Rousseau was brought up in Geneva as a Protestant, was converted
to Roman Catholicism under the influence of Mme de Warens, and later
officially returned to the Calvinist fold. He has a sentimentsl atteach-
ment to Protestantism as is evident in this letter to Dupeyrou
(8 August 1765) concerning the pastor of M@tiers, Montmollin, (vwhom
Rousseau will call in later letters 'L'archiprétre') and vhere he seems
to have forgotten the first sixteen Protestant years of his life:

Dans les premiers tems je m'attendrissois au Temple jusqu‘aux

larmes. N'ayant jamais v&cu chez les Protestans, je

m'€tois fait d'eux et de leur Clergé des images eangéliques.

Ce culte si simple et si pur &toit précisfment ce qu'il

falloit & mon coeur; il me sembloit fait exprés pour

Soutenir le courage et 1'espoir des malheureux; tous

ceux qui le partageoient me Sembloient autant de vrais

chrétiens, unis entre eux per la plus tendre charité. Qu'ils

m'ont bien guéri d'une erreur si douce!?
The simple Protestant religious practices satisfied Roussesu emoticnzlly.
Following the 'lapidetion de Métiers' and his subsequent departure,

Rousseau's only church was in his own heart.

Also like his yicaire savoyard, Rousseau claims for himself the

infellibility of his conscience as cpposed to his reason: 'Jemais
1l'instinct moral ne m'a tromp€: il a gardé jusqu'ici sa puret€ dans
mon coeur assez pour que je puisse m'y confier, et s'il se tait quelgque
fois devant mes passions dans ma conduite, il reprend bien son empire

sur elle dans mes souvenirs'?. Rousseau's sensibilit€ morale attzches

him to others and ever since 'la prémifre injustice' he suffered as

a child, he has felt strongly about the suffering some men cause others.
'Quand je lis les crusut€s d'un tyran féroce, les subtiles noirceurs
d'un fourbe de pré&tre, je partirois volontiers poﬁr aller poignarder

ces mis€rables, dussai-je cent fois y périr'?. In the Dialogues ,

lee, xxvi, 157.
2Quatridme Promenade, OC, i, 1028, and cf. ibid., 1018.
“Tbid..; 20.
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too, Rousseau describes Jean-Jacques as the 'Défenseur indiscret du
foible et de 1'opprimé€ qu'il ne connoit mé&me pas'!.  His feeling

for others is menifested in his bienfaisance but he regrets, in the

Sixiéme Promenade, that he is no longer in a position to 'faire du bien'?.

In this Promenade he'describes himself, not without a certain complecency,
in the following manner:

K€ sensible et bon, portant la Piti€ jusqu'd la foitlesse, et

me sentant exalter 1'ame par tout ce qui tient & la générosité,

Je fus humain, bienfaisant, secourable par §oﬁt, per passicn

méme, tant qu'on n'interessa que mon coeur.

And in the Neuvi€me Promenade he records his feelings of joy in being

the source of the enjoyment of others®.

From the preceding discussion it can be seen that Roussezu's
sensibility tekes sometimes an active, sometimes a passive forr.
Rousseau's emotional response is active, for example, when his feelings
towards other people, both on the level of personal friendship and

bienfaisance, are concerned; or when he fondly imegines ideel family

relationships or ideal beings. His passivity is cdemonstrated by

his letting music act on him (but his response to music is alsc active
in that he also writes music of the kind that he cen emotionally react
to); in his expectation, at times, of strong emotions from his friends;
and, above all, in not only allowing the natural environment to act
psychologically on his sensibility but in abandoning himself to the
impressions nature makes on him, 'il se livre aux extases'®. The
active or passive quality of Rousseau's feelings is ancther factor

which could be expected to affect the tone of his Iyricism.

'Ibid., 803. And cf., too, his claim in the fourth Lettre & Mezlesherbes
that he loves mankind and hates injustice (oc, i, 11LLY,

2Tbid., 1051.

*Tbid., 1053.

*Tbid., 1090-1093.

*Tbid., 1062.




It is perhaps inevitable, considering the sﬁrength of his
sensibility, that Rousseau's works often have an emotional or
inspirational source. Particular ideas and his circumstances
at the time of writing act on his sensibility and this is often
evident in the writings themselves. We will now look at Rousseau's
sensibility in relation to his writings as a whole.

While reading a copy of Le Mercure de France on his way to visit

Diderot at Vincennes, he saw advertised the essay question of the
Acad®mie de Dijon. He recalls that he was immediately inspired:

tout & coup, je me sens 1'esprit €blotii de mille lumieres;
des foules d'idées vives s'y presenterent 3 la fois avec
une force et une confusion qui me Jetta dans un trouble
inexprimable; je sens ma téte prise par un etourdissement
semblable & 1'ivresse [...]" ana

Toutes mes petites passions furent €touffées par 1'enthousiasme
de la vErit€, de la liberté, de la vertu, et ce qu'il

¥ a de plus &tonnant est que cette effervescence se soutint
dans mon coeur durant plus de quatre ou cing ans & un

aussi haut dégré peut &tre qu'elle ait jamais &t& dans

le coeur d'aucun autre homme. 2

From this account his inspiration was of no ordinary kind; his feelings
were overwhelming and unique. If the first Discours had inspiretion
as its source, the second Discours was also due to the inspiration

with which he was filled during a trip he made to Saint-Germain.

Here,

enfoncé dans 1a forest, j'y cherchois, j'y trouvois 1'image
des prémiers tems.dont Jje tragois fiérement l'histoire;

Je faisois main basse sur les petits mensonges des hommes ,
Jj'osois dévoiler & nud leur nature, suivre le progrés

du tems et des choses qui 1'ont défigure, et comparant
1'homme de 1'homme avec 1'homme naturel, leur montrer

dans son perfectionnement prétendu la véritable source

de ses mis@res. Mon ame exalté€e par ces contemplations
sublimes s'€levoit auprés de la divinité fs5ale?

'Second Lettre & Malesherbes, OC, i, 1135.

2Confessions, OC, i, 351. But he finds that this work, in spite of
being 'plein de chaleur et de force' is lacking in both logic and style
(ibid., 352).

Tbid., 388.
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At Montlouis, in the winter of 1758, 'sans sutre feu cue celui

de mon coeur, je composai dans l'espace de trois seraires rsa

Lettre & d'Alembert sur les Spectacles'!, and in writing it, 'que

Jje versai de délicieuses larmes!'Z?.

An ideal natural environment acted on his feelings fcr the
composition, at the Petit Ché@teau of Montmorency, of the last took
of Emile which he claims to have written 'dans une continuelle
extase'?. It.is true that this book is generally more ezcticnal
than most of the rest of Emile.

La Nouvelle HEloise had its origins in Roussezu's erctional

needs. The requirements of his 'ame naturellement expansive'
not being met, he has recourse to 'le pays des chiréres', to 'un
LT < [ Pt 12 |l‘ 0 L3
monde idéal [...] peuplé d'étres selon [son] coeur'". Ee writes:
'Je me figurai 1'emour, 1'amitié, les deux idoles ée ron coeur,
sous les plus ravissantes images's, and so he dreared ur tre characters
of his novel.

The autobiographical writings both record end reflect Fousseau's
sensibility. At the beginning of the seventh book of the Confessions,
Rousseau mekes it very clear that his life has been 2 succession
of feelings and that his Confessions are s history of these feelings.
At the time of writing, he lacks documents and relies on Fis memory:

Je n'ai qu'un guide fidelle sur lequel je puisse corrter;

c'est la chaine des sentimens qui ont marqué la succession

de mon &tre, et par eux celles des &venemens cui en

ont €t la cause ou 1l'effet. J'oublie aicfment mes

malheurs, mais je ne puis oublier mes fautes, et j'oublie

encor moins mes bons sentimens. Leur souvenir m'est
trop cher pour s'effacer jamais de mon coeur. Je puis

7pid., L49s.
*Tpid., Lo6.
3Tvid., 521.
“Tbid., Lo6-LoT.
*Tbid., 430.
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faire des omissions dans les faits, des transpositions,

des erreurs de dates: mais je ne puis me tromper sur ce

que j'ai senti, ni sur ce que mes sentimens m'ont fait faire;

et voila dequoi principalement il s'agit. L'objet propre

de mes confessions est de faire connoitre exactement mon

interieur dans toutes les situationsde ma vie.'

The Dialogues are a continual cry of anguish, the fruits of an
overpowering sensibility which has reached a dangerous level of
hypersensitivity and where his Teelings are, in fact, largely
misleading him. Rousseau's intention in the Réveries is to
meditate on his 'dispositions intérieures'; he wants to do nothing
other than enjoy 'la douceur de converser avec [son] ame'?. And
in all three of these works there is, to a considerable extent,

an interaction of present and past feelings.

While Rousseau's writings often have an emotional source - his
feelings for mankind or his feelings concerning himself - this
sensibility menifests itself in varying degrees in his writings.

- - . ; 3
The political writings are carefully written and well-organized”.

His emotion surfaces, though, right from the time of the two

Discours (the conclusion of the Discours sur 1'inégalité being

particularly impassioned). Yet the abstract nature of the Contrat
sociel conceals the idealism which lies behind it: it is tempting,
too, to suggest that while Rousseau recognized the need for a
new socio-political order, his heart was less attached to this
than to his Emile or nostalgia or his fantasies. If much of

the Lettre & d'Alembert is methodical reasoning, the writer's

feelings for Geneva and its traditions are clearly shown towards

the end, in particular, and this is, of course, the best place

'Ibid., 278,
?Tbid., 999.
*ind writing was not easy for Rousseau. See 0C, i, 11k,
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to appeal to & reader’s emotions. [Emile is more than a treatise

on education. Rousseau's attitude towards Emile (and imagining

e pupil alone helps remove this work from the sphere of atsiraction),
especially in the last book, is an emotional - sometimes sentimental -
one. Rousseau knows how to argue when he chooses, but he dces

not usually keep emotion totally out of his arguments. In most

of his major writings, end especially in La Nouvelle Héloise

and the autobiographical writings, Rousseau manifests his sensibility.
As he has so much emotion in him, and emotion which he wants to
communicate to the reader, it is not surprising fhat this sometimes
tekes a lyrical form.

'On n'est pas Rousseau si 1l'on ne s'enflamme pas,' as
G. Bretonneau says!. 'La sensibilit€ bouleverse 1'individu,
régénére le monde, aspire au divin'?. Rousseau's sensibility
is part of his greatness or his ruin depending on one's point
of view. For C.-A. Fusil, in his revealingly-titled

Rousseau juge de Jean-Jacques ou la com€die de 1'orgueil et du coeur,

'il est le grand maitre de tous les rh€teurs, de tous les sophistes,
de tous les charlatens, de tous les sazltimbanques du sentiment'a,
while Pierre Trahard's assessment is rather different: 'Trop
sensible pour agir, trop timide pour briser 1'cbstacle, trop
hésitant pour accomplir la réforme dont il accuse les lignes

avec vigueur, il sert, eu péril de son repos et, peut-€tre,

de sa vie, les grandes valeurs Supra—terrestres qui s'opposent

aux valeurs terrestres, et qui sont des valeurs abstraites,

1Valeurs humaines de Jean-Jacgues Rousseau, 60.

2p. Trahard, Les maitres de la sensibilité francalse au YVIII siécle,
111, 8.

*0p. eitw 3 ITE.
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intemporelles, universelles, la modération et la tolérance,
la justice et la v8rité'!, While it is not inaccurate to dub
Rousseau 'le maitre des Zmes sensibles'z, it is excessive to
claim, as some critics have, that Rousseau was responsible for
the Romantic sensibility virtually single-handed?. It is
probably more reascnable to state, as Daniel Mornet has, that
'Rousseau n'a pas créé le gofit ou 1'eppétit du sentiment , mais
il les a fait souverains. Avant lui on aime les plaisirs de
la vie, et 1'on se persusde que sentir est un des meilleurs;
aprés lui, on veut que ce soit le meilleur et le seul'®.
'[Rousseau] & aimé les hormes, il a pleuré sur eux, il
a souffert par eux et pour eux,' declares Pierre Trahard®.
Avare of his own great and indeed excessive sensibility, Rousseau
strove to convert it into a positive principle in his life.

His sensibilit€ physique sometimes interacts with his sensibilit? morale

as when the sensations deriving from nature lead him to turn his

attention inweards. If his sensibilit€ physique is only too spon-

teneous end often leads to unease, his strong sensibilit€ morale,

his expansiveness towards others is sometimes rewarding and sometimes
'not: this requires, after all, something like mutual feelings
on the part of Rousseau and someone else. On the other hand,
his expansiveness towards the cosmos occasionally reaches the

point where he feels he has become integrated into it. Attempts

'0p.cit., 253.
*The title of vol.2 of Andre Monglond's Le Préromantisme francais.

3Especially Pierre Lasserre, Le Romantisme francais, 1L-15.

His attitude to Rousseau is obvious in the part entitled La Ruine

de 1l'individu. He likewise regards Romanticism as a pernicious phenomenon.
“'Le Rousseauisme svant Rousseau', in F. Baldensperger et al.,

Jean-Jacques Roussesu, 65. :

*0p.eit., 258.
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to dominate and chennel his feelings cannot be guaranteed success

&s his sensibility is ultimetely indomitzble.

When the individuzl and combined importance in Rousseau's
life of song and sensibility are teken into account, it would
perhaps be surprising if Rousseau had not sometimes written in
a lyrical vein, especially in his autobiographical works. The
influences exerted on Rousseau by song end sensibility were,
moreover, numerous and varied.

Not only did ke enjoy music and not only did it take up
& considersble amount of his time, but he also became embroiled
in a debate on it with Ramesu as one of his adversaries, and the
views expressed by Rousseau on music over a number of years were

collected, revised ané added to in his Dictiocnnaire de mugique.

Rousseau's concern for technique in the vriting of music was almost
sure to be transmitted to his writings in prose. There is, indeed,
evidence that Roussezsu was preoccupied with, and had a sense of
style. He made very numerous modifications to the manuscripts

of his works and in certain letters to his publisher, Rey, insisted,
for instence, on the importance of harmony in stylel. His own
musical compositions, meinly songs or instrumental works with one
instrument - one voice - dominating, exemplified to a considerable
extent the kind of music he felt was the best, music that he believed
could most readily touch a listener's (especially his own) feelings.
It is only one step from combining such features as melody, rhythm
end feelings in song to doing the seme in writing to create lyrical

prose.

cc, v, 111, 125-126; cC, vii, 131-132.







5

CHAFTER III

HAPPINESS IN THE LIFE AND WORKS OF J.-J. ROUSSEAU

Happiness is a major lyrical theme. In Rousseau's case,
lyricism is nearly always related in some way to happiness.
In Part Two, it is within the context of happiness thaf the
lyricism of Rousseau's autobiographical writings will be analysed.
First, however, it is necessary to see how happiness was perceived
by Rousseau, and therefore in the present chapter happiness
in his life and works will be discussed. We will briefly examine
the eighteenth-century context here. Then in the first section
of this chapter, the treatment of happiness in Rousseau's works
as it affects both society and the individual will be outlined,
vhile in the second section héppiness in his life, with particular
reference to the autobiographical writings, will be discussed.
This discussion of happiness is not intended to be exhaustive
but to be, rather, a syntheéis of the main aspects of happiness
as seen and experienced by Rousseau.

Jean-Jacques Rousseau was certainly a man of his times in
so far as happiness figures prominently in his works and was
constantly in his thoughts. This is epitomized by the opening

words of the second Lettre morale: 'L'objet de la vie humaine

est la felicit€ de 1'homme''. As Robert Mauzi, in particular,
has shown, the idea of happiness received a greaf deal of attention

in the eighteenth century. While the quest for happiness

oc, iv, 1087T.
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was not new, what was new was 'la veleur quasi obsessionnelle
que prend alors ce théme''. L. G. Crocker finds that 'There
was almost unanimous agreement that human nature must not and

could not be violated in its basic demend for happiness'

Numerous are the works written on happiness in the eighteenth

century. Treatises appeared with such names as Sur la Vie heureuse
(d"Argens), Essai sur le bonheur (Beausobre; Gourcy), Réflexions

sur le bonheur (Mme du Chételet), Discours sur le bonheur (Fontenelle),

Trait€ du bonheur (Formentin), Lettre sur le bonheur (Maupertuis).

Certain titles indicate something of the orientation of such
works 3, Happiness was also present in the titles of some literary
works, such as a poem by Helv&tius, Le Eonheur, an anonymous

poem called Dialcgue sur le bonkeur de la vie champétre, and

Savérien's pley L'Heureux'.

In addition to works where happiness
is explicitly mentioned in the title, heppiness is a frequent
and indeed obsessive preoccupation in philosophical and literary
works throughout the century.

While there was virtually universal sgreement that the aim
of life was happiness®, not everyone wes convinced that this

was so readily eattainable. 'Tentét la vie terrestre est

c€l€brée comme un s€jour €dfnique, avec des délices de toutes

'R. Mauzi, L'Id€e du bonheur au XVITIC sicle, 1k, n.3.
*Nature and Culture, 498. £And cf. R. Vercier, La R€habilitation
de la nature humaine (1700-1750), 229-230.

’E. g. Traité matnemathpe sur le bonheur (Boalanser) Les D&lices
de la solitude, ou Réflexions sur les matifres les plus importantes
au vrai bonheur de 1l'homme (Cramezel), Du Plaisir, ou du Moyen
de se rendre heureux (Hennebert), Des Causes du bonheur public
(Gros de Besplas), L'Heureuse nstion (Le Mercier de La Rivi&re).
“The main source cf the prececl ¢ details is R. Mauzi, op.cit.,
Blbllographle 1L.8, IL.ls ITed, IT:K.

Epltomlzed in this ouotaulon from Legendre de Saint-Aubin's
Tralte de 1'cpinion: 'Il1 n'y & aucun sentiment plus naturel

d 1'homme, plus unanime, plus insé€parable de sa volonté,

que le de31r de se rendre heureux' (qucted by Jean Ehrard,

L'Id€e de neture en France dans Ia premiére moitié du XVIII siecle, 5h3)-
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sortes et des consolations pour tcus les malheurs. Tentdot
une mal@diction semble peser sur 1'homme, victime &lue @'un
Destin qui s'acharne'’. Optimistic and pessimistic trains
of thought coexisted throughout the century. On the negative
side, Voltaire pointed to the helplessness of man in the face

of Providence in works such as Zedig end Candide, Maupertuis

considered that 'dans la vie ordineire, la somme des maux surpasse
celle des biens'z, end there were, toco, 'des inquiftudes métaphysiques
(la peur devant le myst@re de l'su-delf et 1'instabilité de 1'univers)
ou les tourments 1lis & la nature huraine: 1'homme plus sensitble
2 la douleur qu'au plaisir [...]'®. On the other hand, some
writers considered happiness as teing naturally part of the human
condition. (Mauzi cites d'Holbzch, Montesquieu, Beausobre. )
The Lisbon earthquake tended to silence the more facile currents
of optimism, but optimism continued in a different form in the
second half of the century, 'trarsmuted into a disguised secular
shape. It will appear as a faith in the goodness of nature, |
or of natural laws, and form & skerp dichotomy with distrust of
nature, or at least of human neture'".

As is to be expected, there were differing end sometimes
conflicting notions concerning the nature of happiness and how
it could be attained. D'Argens defines happiness in besically
negative terms, in not suffering, in having 'un corps sain, une
conscience paisible, une conditicn dont on est content'® while

for Montesquieu 'il suffit pour &tre heureux de préférer la vie

'R. Mauzi, op.cit., T5-T6.

2Quoted in ibid., 61.

3Ibid., 69-70.

“L. G. Crocker, An Age of Crisis, 68.
°R. Mauzi, op.cit., 110.
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au néant'!. Ancther type of happiness is that based on resirictions,
trying to preserve the fragile state of happinessz. Mme du Chatelet,
in her work on happiness, 'amalgame des &l€ments "philosophiques"
(absence de préjugés), traditionnels (vertu et santé) et personnels
(gotits, passions, illusions)'?. There are different styles
of happiness"”.

It was generally agreed that happiness depended on an aptitude
of mind and not on social condition®. While some writers variously
justified inequality of social condition, others, including
Montesquieu, Mably, Lévesque de Pouilly, d'Argens and Rousseau,
favoured 'médiocrité', that is 'cet &tat intermédiaire entre le
dénuement, avec toute l'aigreur de son ascétisme forcé, et 1'excessive
richesse, qu'escortent l'inassouvissement; 1'instabilité, 1'inquittude
morale'®.

The characteristics of 'le bonheur philosophigue', which
was influential at this time, are all found, according to Mauzi,

in Lévesque de Pouilly's Thorie des sentiments agréables: 'C'est

un bonheur universel, qui se d€duit de la nature de l'homme; un
bonheur ratiomnnel, qui suppose un €quilibre fondé sur 1'appréciation
et le calcul; un bonheur social, réservé 3 1l'individu solidaire

de la communaut&'’. With Voltzire and Diderot, 'Le philosophe

a rompu avec la métaphysique et renoué avec la vie. I1 est 1'homme

bienfaisant et vertueux par excellence, et le mod&le de toutes les

'Tbid., 109.

’Tbigd., 111.

$Tvid., 112.

"Mauzi compares those of Montesguieu, Diderot and Rousseau,.op.cit.,
37-38.

Ibid., 1Lo.

%Eig:: égg? and cf. Jean Ehrard, op.cit., Ch.IX, second part, esp. 603.
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aptitudes sociales. A partir de Rousseau, c'est un nouvezau
d€calage qui se manifeste. L'ame sensible croit touvoir se
passer de la philosophie’?. Yet 'les &mes sensibles' like the
moralistes and the philosophes, also tended to thirk of happiness
as an art to be acquired and thus to some extent the work of reason?.
On the question of heppiness, reason and the heart are by
no means incompatible in the eighteenth céntury. This is the
case mainly because reason still has a largely metaphysiczl cuzlity
and 'les exigences secrétes des Zmes' play quite a part in the
theorizinga. Reason and the heart are reconciled in three ways,
says Mauzi: 'la raison, inlassable et complzisante ouvrigre,
forge des mythes merveilleux: 1'Ordre du monde [e.g. Diderot,
Leibniz, Beausobre], la Nature [e.g. Rousseau, d'Eclbach], le
Progres [e.g. d'Holbach, Condorcet]. Jamais le sentiment, &
lui seul, ne pourrait se reposer sur de telles certitudes’”.
A recurrent notion of happiness throughout the century
was that of repos, a notion implying an absence of or 2t least
a control over the passions, 'une intervention consterment attentive
de la raison', a good conscience, and some pleasures to avoid
boredom”. The ethics of the mondains, Christian thilosophers
and philosophes 'sont fond€es sur une commune sagesse: ce sont
des morales du repos'®. Repos is particularly associated with

the countryside, family life and friendship, and it has imaginary

1Ibid., 259. Rousseau's opposition to the thought of the philosophes
is due in part to his distrust of 'la raison raisonneuse' and

to his horror of atheism.

Ibid., 515.

Ibid., 54k,

Ibid., 579.

Tbid., 330-331.

Ibid., 350.
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manifestations such as in the pastoral. In repos there is both

plenitude and evasion® and 'C'est le repos qui réalise le mieux la

grande ambition du si@cle: "Etre heureux et innocent tout ensemble"'?2.
Happiness is also possible in 'movement': in éction, in love,

in one's feelings, in imegination, in pleasures. To a certain

extent happiness and pleasure are synonymous before about mid-

century. 'D'Argens, Toussaint and Ladvocat [among others] all maintained

the necessity of pleasure for happiness end defended sensual pleasures

teken in moderation'?. Usually the emphasis was on moderation"

but a more extreme case for pleasure was put forward by La Mettrie.
However, if in the first part of the century there was a

more particular emphasis on individual happiness, 'La morale de la

générosité et de la bienfaisance triomphe jusque chez un mat€rialiste

comme La Mettrie'®. There was an increasing emphasis on the

happiness of the greatest number, happiness and sociability;

there is a movement from en emﬁhasis on personal happiness, moderate

enjoyment of pleasures balanced with virtue, to a‘greater emphasis

on 'virtue', happiness involving a greater element of renunciation®.
Crocker describes the two approaches to reconcile individual

and social happiness in 'secular, naturalistic terms' as enlightened

self-interest and the virtue-happiness equivalence. 'Enlightened self~

interest calls for a rational calculation of ultimate gainy it

concedes that the virtuous ect may not itself produce happiness'7,

and this notion was particularly supported by the Encyclopédistes

Ibld., 38k,

Ibld-, 385.

L G. Crocker, Nature and Culture, 23k,

Cf ibid. 230

R Merc1er, og.c1t., 346,

R Mauzi, op.c » T7-78; L. G. Crocker, op.cit., 223.
p cit., 266.
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(but opposed by Rousseau). '"The virtue-happiness equivalence assumes
that an act of virtue possesses a guality which is in iteelf happiness-
producing and immediately so'! and was an idea suppbrtnd by Diderot,
Toussaint and others (including to some extent Rousseau: virtue is
rewarded in our hearts if not by the world?) but cpposed by la Mettrie
who considered that virtue was unrelated to happiness3. A

calculated virtue or virtue for its own sake. Happiness and

sociability were particularly combined in the virtue of bienfaisance,

about which Voltaire, Diderot, d'Holbach (and Rousseau) were

enthusiastic®: 'Faire des heureux pour &tre heureux est un théme

universellement et perp€tuellement repris's.

It was generally thought that there was no contradiction between .
the happiness of the individual and that of society, first because
of man's supposed natural sociability, or second because 'une fois
opérée accidentellement 1'intégration de 1'homme naturel # la
sociét&, 1l'ordre social, devenu souverain, prend en charge toutes
les exigences individuelles, auxquelles il>est en mesure de répondre

complétement's, which is the case with Rousseau's Contrat social.

Mauzi, however, goes so far as to claim that in the eighteenth
century 'la question du bonheur individuel et celle du bonheur collectif

ne coincident jamais: le premier dé€pend d'un choix personnel; le

second est le résultat nécessaire d'un ordre;politiqge'7, the

main exception being the Contrat social where the two are reconciled®.

The eighteenth century was united in its obsession with happiness,

even if attitudes to the nature of happiness and the means of possessihg

‘L. 6. Crocker, op.cit., 266.
Tbid., 289.

- Ibid., 290.

5R..Mauz:L, op.cit., 605-606.
Ibid., 607,

Ibid., 1k1.

Ibid., 14, and cf. ibid., 1k3.

Tbid., 14, n.1.
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it varied. We have already seen, in passing, some views which
Rousseau did or did not share with his:contemporaries and we will

now specifically consider Rousseau's perception of happiness.

* * *

i Happiness in the non-autobiographical works of J.-J. Rousceau

The happiness of man is a constant preoccupation in Rousseau's
works. Tn this section, attention will be focused on the happiness
of man in present society, the idea of former happier times and
happiness in an ideal society, the happiness which finds expression

in fétes publigues, and the elements which constitute individual

happiness.
Society as it now exists is depicted by Rousseau as being in
en unfortunate state which is incompatible with man's desire

for happiness. As early as the Discours sur les sciences et les arts,

Rousseau condemns certain aspects of society. While he is no
doubt carried away with his own rhetoric in this work, the con-
demnation of 'luxe' and moral weskness, as opposed.to the 'Roman'
virtues, is a consistent feature of his works.

The idea of stability and of not seeking to change one's
condition in life finds a very conser&ative expression here:
'"Voil® comment le luxe, la dissolution et 1l'esclavage ont été de
tout tems le chdtiment des efforts orgueilleux que nous avons faits

pour sortir de 1'heureuse ignorance ol la sagesse €ternelle nous

avoit placés'l. Rousseau concludes, in effect, that ignorance
for the many is bliss, while exhorting the privileged few to use
their greater ability to contribute towards the happiness of mankind,

and a happiness in which the moral element vertu is exalted:

loc, iii, 15. Fmphasis added.



83

[...] Que les savans du premier ordre trouvent dans leurs cours

d'honorables aziles. Qu'ils y obtiennent la seule rE€compense
digne d'eux; celle de contribuer par leur crédit au bonheur
des Peuples & qui ils auront enseigné la sagesse. Clest

alors seulement qu'on verra ce que peuvent la vertu, la

science et 1'autorité anim€es d'une noble €mulation et

travaillant de concert 3 la félicité du Genre-humain.!
This, in Rousseau's mind, would help rectify the present state of society.

The individual in society should be content with obscurity and
should not seek a reputation he could not acquire, for the source of
happiness is in oneself and not in the opinion of others?. Each
person in society should fulfil his duties, and the Discours concludes
with an apostrophe to vertu3, the 'Science sublime des ames simples'
where, as in later works, virtue and happiness are linked, and to learn
virtue's principles one must 'rentrer en soi-méme' and 'Ecouter la voix
de sa conscience dans le silence des passions’“. Rousseau's pres-
eription for improving society, as he sees it in the first Discours,
lies in individual moral effort, the effort of one contributing to the

happiness of all.

As reconstructed in the Discours sur 1l'origine de 1'in€gzlitg,

society developed in a negative way, corrupting man and thereby taking
away the happiness which should have been his if he had followed the
weays of nature. Ronald Grimsley sums up Rousseau's position thus:

Society [...] has reduced man's life to a permanent state of
contradiction and inner conflict; instead of allowing him to

exist as a complete human being, it constantly pulls him in different
directions, drawing him further and further away from his natural
feelings and imprisoning him in an artificial and depraved mode

of existence which has lost contact with the true sources of
personal being. In short, because of the pernicious influence

of society, man has forgotten how to live.’

'Tpid., 30.

*Tbid.

*0n the meanings of vertu in this work, see James F. Hamilton, 'Virtue in
Rousseau's First Discourse', in SVEC, xcviii, 119-129. Virtue for Rousseau
involves primarily an effort over self. (On virtue as belonging to culture
qand.not to nature, see L. G. Crocker, Nature and Culture, 301.)

oc, iii, 30.
*1Rousseau as a Critic of Society', YFS, no Lo, 5. Unlike meny of

his contemporaries, Rousseau did not see sociability as being & natural
phenomenon but as being accidental.
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In society, as it has developed, man has become dependent on, and "
therefore enslaved by others. He depends on things ocutside himself

for happiness and on the opinion of others. 'Le Sauvage vit en lui-ménme'
while 'l'homme sociable' is only aware of 'le sentiment de sa propre
éxistence' through the judgement of others’.

In society man is subject to amour-propre, comparing himself

to others and wanting to excel &t the expense of others, as apposed

to amour de soi which is.é& natural feeling of self-conservation®.

'Because his desires take him away from himself towards external cbjects and
values, modern man is at the mercy of changing fortune and circumstances.
[...] Man is a permenent prey to anxiety‘a. That is, man's life has
become unstable and unpredctable yhile for Rousseau stability is one
of the essenfial conditions for a lasting happiness: happiness is
in a permanent state.
Man in society now is not truly happy. Was there ever a time
when men living together were happy? For Rousseau the idea of a golden
age or a happier time in the past is an emotional as well as a dialectic

necessity. He evokes such & time in the Discours sur les sciences et les arts:

On ne peut r&fléchir sur les moeurs, qu'on ne se plaise &
se rappeller 1'image de la simplicité des premiers tems. C'est
un beau rivage, paré des seules mains de la nature, vers lequel
on tourne incessamment les yeux, et dont on se sent €loigner &
regret. [...] "

In the Discours sur 1'in€galit€ Rousseau situates the golden age at

the time when men first came together:

Ainsi guoique les hommes fussent devenus moins endurans, et que
la piti€ naturelle elt d€j3 souffert quelque alt&ration, ce
période du développement des facultés humaines, tenant un juste

oe, idi, 193

’Ibid., 219, and cf. Emile, OC, iv, 491; Dialogues, OC, i, 670.
°R. Grimsley, op.cit., 9, and cf. OC, iii, 192.

‘oc, iii, 22.
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milieu entre 1'indolence de 1'&tat primitif et la pétulante
activité de ndtre amour propre dut &tre 1'époque la plus
heureuse et la plus durable. Plus on y réflechit, plus

on trouve que cet état €toit le moins sujet aux révolutions,
le meilleur & 1'homme, et qu'il n'en a du sortir que

par quelque funeste hazard qui pour l'utilit® commune et

dd ne jemais arriver.

The above passages indicate that there is happiness in reflecting
on such a time as much as at the time itself.
Rousseau divides man's social progression into three steps

in the Essai sur l'origine des langues: 'Le sauvage est chasseur, le

barbare est berger, l'homme civil est laboureur'?. The 'barbare'
lived in small isolated groups with the family being the only
social unit. Rousseau claims:
Ces temps de barbarie €toient le si&cle d'or, non

parce que les hommes &toient unis, mais parce qu'ils étoient

séparés. Chacun, dit-on, s'estimoit le maftre de tout;

cela peut &tre: mais pul ne connoissoit et ne désiroit

que ce qui &toit sous sa main; ses besoins, loin

de le rapprocher de ses semblables, l'en &loignoient.

Les hommes, si l'on veut, s'attaquoient dans la rencontre,

mais ils se rencontroient rarement. Partout régnoit 1'état

de guerre, et toute la terre €toit en paix.
And he says that 'L'art pastoral, pére du repos et des passions
oiseuses, est celui qui se suffit le plus & lui—méme'", providing
food, clothing and even shelter (skins for tents). But he
also paints a happy picture of the time when, in his reconstruction
of events, wells in arid areas brought people - separate families -
together. He writes of 'cet@ge heureux ol rien ne marquoit
les heures', of the taming of 'une ardente jeunesse' meeting

. = : " 5 -
'sous de vieux chénes', of 'les premiéres fétes'”. Once again

Rousseau allows his emotions to enter into his 'historical' perspective.

‘Tbid., 171.
’H, i, 388.
*Tbid., 385.
“Tbid., 387.

EIbid., 392.




While Rousseau is certainly fond of the idea of an ideal are
in the past!, he is not always so optimistic that such was iie
case. At the beginning of Chapter II, 'De la socifté gfnférale 4du

genre humain', of the first version of the Contrat social - =

chapter which was omitted from the final version - Rousseuu sighss

Ainsi la douce voix de la nature n'est pfﬁs pour nous
un guide infaillible, ni 1'indépendance gque nous avons receu
d'elle un €tat desirable; 1la paix et 1l'innocence nous ont
&chappé pour jamais avant que nous en eussions gouté les df€lices;
insensible aux stupides hommes des prémiers tems, €chappfe
aux hommes €clairés des tems postérieurs, 1'heureuse
vie de 1'4ge d'or fut toujours un état &tranger 3 la
race humaine, ou pour l'avoir m€connu gquand elle en pouve
Jolir, ou pour 1l'avoir perdu quand elle auroit pu le conn

itre.?

i
o
For Rousseau there may or may not have been some sort of golden
age in the past when men lived together in harmony. While Zousseau
is sometimes subject to nostalgia in his thoughts in this area,

he also devotes attention to happiness in an ideal society in

more present day terms (the Geneva of the Dédicace of the Discours

sur 1'in€galit€), or projects this into a future time (the Centrat

social), or gives an ideal society fictional realization (the

Clarens of La Nouvelle Héloise).

In the Dedication to the Republic of Geneva at the beginning

of the Discours sur 1'inégalit€, after saying that he had 'le

bonheur de naitre parmi eux]’a, Rousseau lists the ideal quslities
P q

of the country in which he would choose to live. After this

Not only in the past but also in the more timeless fiction of

La Nouvelle Héloise as will be seen later in this section.

°0C, iii, 283. Yet when Rousseau put Gresset's idyll Le Silcle
pastoral tc music, he substituted three more optimistic verzes

of his own for the original pessimistic last verses. Here
Rousseau says, as C. M. Vance puts it, 'we should not try to

know [the golden age] as a historical reality. Instead we should
find an image of the golden age within ourselves. [...] 1In
addition Rousseau envisions the rebirth of the golden age within
us: "L'age d'or renaitra pour nous"!, 'The Extravegant Shepherd',
SVEC, cv, 22. Cf. 0oC, ii, 1169-1170; 1908 (n.1 to 1169).
Tbid., 111.
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description we learn, to nobody'é surprise, that he is describing

Geneva, or at least the Geneva of his imagination. While the Dedication
is no doubt intended to flatter tre 'magnifiques, tr&s honorés et
souverains seigneurs' he is addressing!, and while the events of his

life were soon to make him have rezther different thoughts aboul. his
birthplace, the qualities of the ideal state in the Dedication are
nonetheless those Rousseau particularly admires: a state with 'chacun
suffisant @ son emploi', 'tous les perticuliers se connoissant entr'eux',

where there exists 'cette douce rzbitude de se voir et de se connoitre!

and 'un pais ol le Souverain et le peuple ne pussent avoir gu'un seul
et méme int€rét, afin que tous les mouvemens de la machine ne tendissent
Jamais qu'au bonheur commun','un gouvernement démocratique, sagement
temp€ré', freedom under the 'Joug szlutaire et doux' of the law?,

'une heureuse et tranquille Réputlique dont 1'ancienneté se perdit

en quelque sorte dans la nuit des ters [...] détournée par une heureuse
impuissance du féroce amour des Ccnquétes, et garantie par une position
encore plus heureuse de la crainte de devenir elle-méme la Conquéte
d'un autre Etat'3. One of the features of this society, as Rousseau
describes it, is the trensparency (to use Starobinski's term) between
the different members of it". Tnere is no conflict between the
individual and society, the idea of 21l sharing the same interest

being one which will recur in the Contrat social. There is, too,

an emphasis on balance, order and calmness: repos on the social

level.

'Tbid., 111, 115, ete.

*Tbid., 112.

*Tbid., 113.

*As will be seen later in this section, transparency is also one of
the features of the society of Clarens in La Nouvelle Héloise.
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For Rousseau one may have either 1'homme , a man educated
according to natural principles, man essentially for man, as i«

the case in Emile, or le citoyen, man raised foremost for society s

an essentially socio-political being. The unity of the one is
not that of the other, nor the happiness of one the happiness of

the other. In one of the Fragmenis politiques Rousseau observes:

Rendez 1'homme un vous le rendrez heureux autant gu'il

peut 1'8tre. Donnez-lui tout entier 3 1l'etat ou laissesz-le
tout entier & lui-méme, mais si vous partagez son coeur vous
le déchirez; et n'allez pas vous imaginer que 1'é€tat puisse

€tre heureux quand tous ses membres patissent. [...] Rendez
les hommes consequens & eux-mémes &tant ce qu'ils veulent paroitre
et paroissant ce qu'ils sont. Vous aurez mis la loi scciale

au fond des coeurs, hommes civils par leur nature et Citoyens
par leurs inclinations, ils seront uns, ils seront bons ,

ils seront heureux, et leur Télicit® sera celle de la
République [...]. Quand nul ne veut &tre heureux que

pour lui il n'y a point de bonheur pour la patrie.1

The intention of the Contrat social is to create the citoyen,
a being dfnaturé for society. If Rousseau sometimes shows his
nostalgia for an ideal past age, he recognizes nonetheless, that

history is irreversible?. The abstract nature of the Contrat social

lends itself to very diverse interpretations. While the state

envisaged is a small one, not unlike Geneva in some ways, it

is an abstract ideal state projected into an imaginary future.

It is clear, however, that the distinction between the individual

and the collective disappears: 'le citoyen est précisément cet homme

en qui 1'individuel et le collectif ne se congoivent plus comme sépards'3,
and 'there is no dissonant private will, but the harmony of sublimaticn

in the organic whole'®. In the opinion of Albert Schinz, 'I1 explique

que ce qu'on peut atteindre de bonheur général dans 1'€tat social repose

oc, iii, 510-511.
Troisiéme Dialogue, OC, i, 935.

3 - .

R. p- i 41 .

s Mauzi, o -c1t . %El

L. G. Crocker, op.cit., 250.
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sur la contrainte des volont&s particulifres; et il présente 1z
chose comme si le bonheur général reposait au contraire sur un

v A - . P P - .~
megnifique systéme de liberié des volontZs particuliéres. [...]
L'homme civil est celui qui choisit la contrainte pour le bonheur
au lieu de la libert? avec le non-bonheur'?!. Ernst Cassirer writes
that it is the ideal task of making people into citizens and not
'the happiness and welfare of the individual' which is the real

purpose of the state?. The extract from the Fragments politiques

seems to indicate that the happiness of the citoyen lies in being

a2 collective being, in unity. The Contrat scecial does not make

it clear how this happiness expresses itself.
A more concrete, though fictional, version of a society in which
the happiness of the individual is identical to that of every member

of society is found in the description of Clarens in La Nouvelle Héloise.

This work is indeed very much concerned with happiness both in its
content and in Rousseau's original design of creating happiness
for himself in fiction. The happiness of Clarens derives from a
combination of peacefulness and order, simplicity and modesty,
togetherness of spirit and isolation from the outside world. The
beauty of the physical setting also plays a part. In a letter

to Milord Edouard, Saint-Preux enthuses:

Milord que c'est un spectacle agrézble et touchant que celui
d'une maison simple et bien r&glée ol regnent 1'ordre, la
paix, l'innocence; oll 1'on voit rfuni sans eppareil, sans
Eclat, tout ce qui r€pond 3 la véritable destination de
1'"homme ! La campagne, la retraite, le repos, la saison,

la vaste plaine d'eau qui s'offre & mes yeux, le sauvage
aspect des montagnes, tout me rappelle ici me d€licieuse
Isle de Tinian. [...] Tout y est agréable et riant;

tout y respire 1'abondance et la propreté, rien n'y sent

12 Pensde de Jean-Jacques Rousseau, 399, L02.
“The Question of Jean-Jacques Rousseau, 63.




la richesse et le luxe. [...] ©Par tout on & sutctitud
l'utile & 1'agréable, et 1'agrésble y a presque toujours
gagné. Quant 3 moi, du moins, je trouve cue le truit

de la bassecour, le chant des cogs, le mugissement du
bétail, 1'attelage des chariots, les repas des champs,

le retour des ouvriers, et tout 1'appareil de 1'€conomie
rustique donne & cette maison un air plus charuéire, plus
vivant, plus animé, plus gai, je ne sais quoi gui sent

la joye et le bien-8tre, qu'elle n'avoit pas dans sa rorne
dignité.?

Clarens is a patriarchal society. In the Contrat sceial

Rousseau writes that 'La plus ancienne de toutes les scciétés

et la seule naturelle est celle de la famille'?Z. The znelogy
between a family and the society of Clarens is made cuite explicit.
The 'bonnes gens' of Clarens whom Julie looks after zre referred
to as 'ses enfans'® and it is said of the servants that in leaving
their original homes to come to Clarens, 'ils n'ont fzit, pour
ainsi dire, que changer de pere et de mere, et en gezner de plus
opulens'*.  TIn this Letter (IV.10) there is much eryhasis on
orderliness, on the 'father', Wolmer, Being in firm centrol but
exerting a control which is made not to seem oppressive ('je n'ai
Jemais vl de maison ol chacun fit mieux son service, et s'imaginit
moins de servir'®). In effect the 'bonnes gens' are manipulated
by the Wolmars with great skill so that they are unaware of it

and enjoy doing what in fact they are forced to do®.

The happiness of Clarens is very carefully orchestrated and
maintainéd. Those conditions which might ruffle the social calm
and its attendant happiness are avoided. A servant who does not
fit in is dismissed. People report on the wrongdoings of others

and 'M. et Made de Wolmar ont s@i transformer le vil rétier d'accusateur

'La_Nouvelle Héloise, IV.10, oC, ii, Lhi-lkp,
‘oCc, iii, 352.

oc, ii, bk,

“Tbid., Lbs.

SThid.

®Tbid., Us3.




en we fonction de zele, d'intégrité, de courage, aussi noble,

ou du moins aussi lousble qu'elle 1'Btoit chez les Romains'?t.

The members of this society are encouraged to enjoy their conditicn
and are discouraged from wanting to change it%, and Julie hersclf

is said to want each day to resemble the day before?. Clarcns

is a self-sufficient community with a minimum of contact with the
outside world. Saint-Preux writes of 'le gofit que prend Madame de
Wolmar & remplir ses nobles devoirs, & rendre heureux et bons ceux qui
1l'approchent', of 'des coeurs contens et des visages gais‘". And

he judges that 'S'il faloit dire avec précision ce qu'on fait dans cette
maison pour étre heureux, je croirocis avoir bien répondu en disant

on y sait vivre [...] de la vie de 1'homme et pour laguelle il est

né'>,

Clarens is an isolated community and an agricultural one.

As such it is close to nature and not too far in spirit from the

" perfect heppiness of the golden age. Through his alter ego Saint-Preux,

Rousseau allows himself to be moved by the spectacle of people at

work:

" [...] i1 rapelle & 1'esprit une idée agréable, et au coeur
tous les charmes de 1'Zge d'or. L'imagination ne reste
point froide & 1l'aspect du labourage et des moissons. La
simplicité de la vie pastorale et champétre a toujours quelque
chose qui touche.®

Becoming even more carried away, he says of this pastoral scene:

quel charme de voir de bons et sages regisseurs faire de
la culture de leurs terres l'instrument de leurs bienfaits,
leurs amusemens, leurs plaisirs, verser 3 pleines mains

les dons de la providence; engraisser tout ce qui les
entoure, hommes et bestizux, des biens dont regorgent

leurs granges, leurs caves, leurs greniers; accumuler
1'abondance et la joye autour d'eux, et faire du travail

1 Thid., L63.
2 Tbid., 535-536.
% Ibid.s 553.




qui les enrichit une f&te continuelle! Comment se dérober

4 la douce illusion que ces ctjets fcnt naitre?  On oublie

son siecle et ses contemrcrzins; on se transporte au tems

des patriarches [...].!
The last sentence specifically likens the society of Clarens to
an earlier one, nearer in time to the golden age. The agricultural
labour is described as 'une féte continuelle' and the idea of public
happiness in the féte is one which will now be examined.

The idea of the féte occurs in several of Rousseau's works.

There is the description and prescription of fétes in the Lettre 3 d'Alembert;

the agricultural labour at Clarens and particularly the grape harvest
is a féte. Rousseau also mekes recommendations on holding fétes in

the Considérations sur le gouvernement de Pologne?.

In the Lettre & d'Alembert he opposes Geneva's 'fétes publiques' to the

theatre, to the disadvantage of the latter:

[...] Non, peuples heureux, ce ne sont pas 13 vos fétes. C'est
en plein air, c'est sous le ciel gu'il faut vous rassembler et
vous livrer au doux sentiment de votre bonheur. Que vos plaisirs

ne soient effemin€es ni mercenaires, que rien de ce gui sent

la contrainte et 1'int&rét ne les empoisonne, qu'ils soient libres

et généreux comme vous, gue le soleil &claire vos innocens spectacles;
vous en formerez un vous-méres, le plus digne qu'il puisse éclairer.’

Very little is needed to create = f&te and the unity of hearts on these

occasions is emphasized:

Plantez 2u milieu d'une plece un piquet couronn€ de fleurs, rassemblez-y
le peuple, et vous aurez une féte. Faites mieux encore: donnez

les spectateurs en spectacle; rendez-les zcteurs eux-mémes ;

faites que chacun se voie et s'azime dans les autres, afin que

tous en soient mieux unis.”

These fétes also have a utilitarisn function. Rousseau contends that

s'il est vrai qu'il faille des amusemens & 1'homme, vous conviendrez
au moins qu'ils ne sont perris gu'autant gu'ils sont né€cessaires,

et que tout amusement inutile est un mal pour un &tre dont

la vie est si courte et le temps si précieux.?®

1 )
Ibid.
ZQ_Q_3 iii, 962-96L. Rousseau alsc expresses his pleasure at seeing

Joyful faces at fétes in the NeuviEme Promenade, oC, i, 1093.
*H, i, 263.

“Ibid.
STbid., 187.
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In a footnote this utilitarian function is made very explieit.

As well as bread, people need circuses, he seems to be say.ing.
People happy with their '&tet' work welll. Fétes should also
serve to make the Genevans attached to their country so that when
they are elsewhere they will think longinglyvof Geneva?.

In La Nouvelle Héloise, too, the féte of the grape harvest

serves a useful function. People are happy in their work and
they therefore work weil. There is also an illusion of equalitys.

Indeed as public happiness and work are here combined, this féte

is more economic than the CGenevan fétes which are not working days
(but an investment for good results")! The grape harvest is evoked

thus:

Vous ne szuriez concevoir avec quel zele, avec quelle
gaité tout cels se fzit. On chante, on rit toute la journée,
et le traveil n'en va cue mieux. Tout vit dans la plus
grande familieritZ; tout le monde est Egal, et personne
ne s'oublie. Les Demes sont sans airs, les paysanes sont
décentes, les hommes badins et non grossiers. Clest &
qui trouvera les meilleures chansons, et & qui fera les
meilleurs contes; 2 qui dira les meilleurs traits. > ‘

In the evening 'on revient gaiment tous ensemble' to eat in 'une Sale
g l'entique avec une grende cheminée ol 1l'on fait bon feu'®. And

afterwards the vendangeuses sing singly or together in unison’.

Jean Sterobinski corments that the féte is 'le moment ol tous les
voiles semblent avoir disparu, oll les personnages connaissent 1'intimité

la plus confiante'® and this is "un spectacle qui simule le retour

'Ibid., 263-264, n.1.

*Tbid., 268.

J. Starobinski notes: 'il suffit 3 Rousseau que 1'égalité

se réalise comme 8tet d'Zme collectif', Jean-Jacques Rousseau,
la trensparence et 1'obsteecle, 123,

. s 264, penultimate sentence of note.

°oc, ii, 607.

*Tbid., 608.




& 1l'innocence premiére'l: not only does Saint-Preux speciiically
state that work in the countryside recalls 'tous les ctar:e§ je 1'age
d'or'? but the society is a patriarchal one and even thre =zcrge

are 'de vieilles romances' which have 'je ne sais quoi d'zrn<icue et
de doux qui touche & la longue’. The spectacle is like trs Jenevan

fétes publiques in the Lettre 3 d'Alembert where Etre ard raraitre

are reconciled. Also, in Starobinski's view, 'L'exalteticn de la
féte collective a la méme structure que la volonté g€nérzle du

Contrat social. La description de la joie publique ncus ciZre

l'aspect lyrique de la volont? gén€rale: c'est 1'aspect gu'elle
prend en habits du dimanche'".

The preceding discussion has been mainly concerned with sccial
happiness where individual happiness is only part of a ccllective
happiness. Happiness as it more specifically affects the individual
will now be examined. '

Julie de Wolmar's main consideration in educating kher children,
'e'est de voir mes enfans heureux. Ce fut le premier vceu de mon
coeur en portant le doux nom de mere, et tous les soins &e mes jours
sont destinfs & 1'accomplir'®. Similarly the educztion of Emile
is intended to produce a happy man: 'I1 faut &tre heurewx, cher
Emile; c'est la fin de tout &tre sensible; c'est le prérier
desir que nous imprima la nature, et le seul qui ne nous gquite
jemais'®. Faced with the choice of creating 'un homme ou un citoyen'7,

a man for himself or a man G€naturé for society, Roussezu copts

for the former in Emile.

;Ibid., 11k,
,0C, ii, 603.
,Ibid., 609.
«Op.eit., 119.
¢La Nouvelle HEloise, OC, ii, 568.
'7Emi1e, oC, iv, 81k.
Tbid., 2L8.




A major cordition for man's happiness is that he be awvarc of
his nature and his place in the scheme of things and live accordingly:
'L'humanit€ a sa place dans 1'ordre des choses'!. Roussesu

says that 'Nous ne savons ce gue c'est que bonheur ou malheur
absolu', that all is mixed in life but that there is less enjoy-
ment than sadness. Happiness is defined negatively: 'La {Flicité
de l'homme ici-bas n'est done gqu'un €tat négatif, on doit la
mesurer par la moindre quantité des meux qu'il scuffre'?.

En quoi donc consiste la ssgesse humaine ou la route
du vrai bonheur? [...] c'est .} diminuer 1'exc@s des desirs
sur les facult€s, et 3 mettre en €galité parfeite la puissance
et la volont€ [...]. Plus 1'homme est rest? prés de sa
condition naturelle, plus la différence de ses facultés
& ses desirs est petite, et moins par consecuent il est
€loigné d'etre heureux. [...] Le monde réecl a ses
bornes, le monde imaginaire est infini; ne pcuvant &largir
1'un retrécissons l'autre; car c'est de leur seule différence
que neissent toutes les peines qui nous rendent vraiment
malbeureux. Otez la force, la santé, le ben témoignage
de soi, tous les biens de cette vie sont dans 1'opinion;
Otez les douleurs du corps et les remords de la conscience,
tous nos maux sont imaginaires. [...] L'Ange rebelle
qui mEconnut sa nature &toit plus foible gque 1'heureux
mortel qui vit en paix selon la sienne.?

Happiness on esrth can only be limited and for this reason
the expectétion of a future life is coﬁforting end indeed necessary
in order to be able to bear the sorrows of this life®. We
cannot do anything about the 'maux physiques', zlthough Emile
is to be brought up fit and strong to reduce these to a minimum,

while 'nos maux moraux sont dans 1l'opinion'® and therefore avoid-

able if one practises resserrement:

1Ibid., 303, and ef., Lettres morales: 'Soyons humbles de nétre
espéce pour pouvoir nous enorgueillir de ndtre individu. Ne
disons point dans nétre imbecille vanité gue l'homme est le
Roi du monde [...]', OC, iv, 1100.

Tbid., 303.

*Tbid., 30L4-305.

“Tbid., 306.

Ibid.




O homme! resserre ton existence au dedans de toi, et tu ne
seras plus mis€rable. Reste & la place que la nature t'assigne
dans la chaine des &tres, rien ne t'en pourra faire sortir:
ne regimbe point contre la dure loi de la necessité [...]1.!

The only dependence Emile will know is 'la seule d€pendance
des choses'?. He must learn that he cannot have everything he
wants and that he must respect other people and their property.
In order to have 'un rang' which he cannot lose, he is to learn
a trade, something useful. Emile is 'un sauvage fait pour habiter
les villes. I1 faut qu'il sache y trouver son né€cessaire, tirer
parti de leurs habitans, et vivre, sinon comme eux, du moins

' 3
avec eux'”.

The happiness of the individual, while it need not depend
on others, in the sense of the influence of 'opinion', does depend
on others because of the phenomenon of scciability:

C'est la foiblesse de l'homme qui le rend sociatle:

ce sont nos misres communes qui portent nos coeurs &

1'humanité, nous ne lui devrions rien si nous n'étions

pas hommes. Tout attachement est un signe d'insuffisance:

si chacun de nous n'avoit nul besoin des autres il

ne songeroit guéres & s'unir & eux. Ainsi de ndtre

infirmit€ méme nait nétre fréle bonheur. Un &tre vrai-

ment heureux est un &tre solitaire: Dieu seul joiiit

d'un bonheur absolu; mais qui de nous en a 1'idée?

8i quelgue &tre imparfait pouvoit se suffire & lui-méme,

deguoi joliroit-il selon nous? I1 seroit seul, il seroit

mis€rable. Je ne congois pas que celui qui n'a besoin

de rien puisse aimer quelque chose: je ne congois

pas que celui que n'aime rien puisse &tre heureux.

Other people are necessary for one's happiness. Also the

y . - 5

happiness of other people contributes to one's own happiness”.

Emile's happiness will be made complete by sharing life with

Sophie whose education is intended to make the couple complementary

11bid., 308.
2Tpbid., 311.
*Tpid., L8L,
“Tpid., 503.
5Ibid., 597.




so that they will make each other happy. There is, though, no
doubt in Rousseau's mind that the wife's role is to serve the
husband: 'Le bonheur d'une honnéte fille est de faire celui
d'un honnéte homme’'’.

Happiness is described as being particularly feltl as a
uniformity of feeling:

Le vrai contentement n'est ni gai, ni folatre; Jjaloux
d'un sentiment si doux, en le gofitant on y pense, on

le savoure, on craint de 1'évaporer. Un homme vraiment
heureux ne parle guere, et ne rit guere; il resserre,
pour ainsi dire, le bonheur autour de son coeur. Les
Jeux bruyans, la turbulente joie voilent les dégoiits

et 1'ennui. Mais la mélancolie est amie de la

volupté: 1'attendrissement et les larmes accompagnent
les plus douces jouissances, et l'excessive joie
elle-méme arrache plutét des pleurs que des ris.

51 d'abord la multitude et la variété des amusemens
paroit contribuer au bonheur, si 1'uniformité d'une vie
€gale paroit d'abord ennuyeuse; en y regardant mieux,
on trouve, au contraire, que la plus douce habitude
de 1l'ame consiste dans une moderation de jouissance,
qui laisse peu de prise au desir et au dégoit. [...]

On ne s'ennuye jamais de son &tat quand on n'en connoit
point de plus agréable.?

It is an unruffled uniformity of feeling which characterizes
the social happiness of Clarens, described above, and the greatest
enjoyment of this uniformity of feeling on a personal level

is described in the 'matinde & 1'anglaise' in Le Nouvelle Héloise,

which will be discussed later in this section.

The expectation of happiness is more enjoyable than the
reality, whether waiting to enjoy the fruits of love® or any
other pleasures. The imagination is capable of creating more

happiness than will actually be experienced:

Tvid., 755.
2Tbid., 515.
Tpid., T82.
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L'imagination qui pare ce qu'on desire 1'abandcne dans la
possession. Hors le seul Etre existant par lui réme il
n'y a rien de beau que ce qui n'est pas. Si cet ftat eut
pu durer vous auriez trouvé le bonheur supréme. Fais tcut

ce qui tient & 1'homme se sent de sa caducité; tcut €S
fini, tout est passager dans la vie humaine, et guand 1
gqui ncus rend heureux dureroit sans cesse, l'kabitude d'en

jolilr nous en dteroit le goit. Si rien ne change au dc; TS
le coeur change; le bonheur nous quite ou nous le oulhunh.l

b
i

While happiness is the aim of human existence, it is, Fcus

tn

5 eau

says once again, difficult to attain: 'Mais ol est le tenheur?

,2

Qui le sait? Chacun le cherche et nul ne le trouve Ezppiness

cannot be dissociated from morality; one must deserve harpine

n
0
.

'0 soyons bons prémiérement, et puis nous serons heureux. L'€xigeons
. . . 2 : s 3
pas le prix avant la victoire ni le salaire avant le travail'®.

The infallible moral guide is the conscience®. Rousseau holds that

n

'il n'y a point de bonheur sans courage ni de vertu sans corbaz'”,

and 'l'homme vertueux' is 'celui qui.sait vaincre ses affectic:s =

The rather stoical idea of happiness which emerges in Emile is

m

marized in these words:

Veux-tu donc vivre heureux et sage? N'atteche ton
coeur qu'ad la beaut€ qui ne périt point; que ta conditicn
borne tes de51rs, que tes devoirs aillent avant tes
penchans; &tends la loi de la necessité€ aux choses
morales: apprends & perdre ce qui peut t'é&tre enlevé;
apprends & tout quiter quand la vertu l'ordone, & te mettre
au dessus des Bvénemens, & détacher ton coeur sans gu'ils
le @échirent, & &tre courageux dans 1'adversité afin de
n'étre jamais mis€rable; & étre ferme dans ton devoir
afin de n'étre jamais criminel. Alors tu seras heureux
malgré la fortune, et sage malgré les passions. [...]

La mort est la fin de la vie du méchant et le commencement
de celle du juste.7

lIbla. 821.

Ibld » 81k, and cf. Lettres morales, OC, iv, 1G87.

Ib1d , 589.

Tbld., 600-601. But, Rousseau says of this guide in the Letires morales,

'ce n'est pas ass€s qu'il existe, il faut savoir le connoiire et le
suivre' (0OC, iv, 1112) and to this end periodic recueillement in the
country51de is prescribed (ibid., 1113-111k).

Ibld., 817, and cf. Julie's opting for a difficult vertu in Lz KNouvelle
HEloise.
®Ibid., 818.

Tbid., 820.
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This is the essence of a bonheur-sagesse, the principles of = way

of life which will ensure as much earthly happiness as is hwoily
possible. Whereas earlier in Emile an afterlife was posited as
a compensatory necessity for the sorrows of this lifel, it isz row

regarded as part of a moral sanction.

L. G. Crocker contends that 'If La Nouvelle HEloise nortrays

the regenerated family and small community, the Social Contrzct

the regenerated society, then Emile is the citizen who will 7ii into
these collectivities. The three works, written at about the sams

time, are variations of a single doctrine’'?. This assessment dces

not seem to be quite accurate for if Emile is 'un sauvage fzit ¢

O
3

u
habiter les villes'z, the ideal setting Rousseau fondly envisages
for him is not a cit& but a patriarchal society like Clarens. Here
Emile and Sophie would be like M. and Mme de Wolmar, that is, as in

the relationship of parents to children and not the individual-collective
entity which the citoyen is. In the imagination of Roussezu, the

golden age is reborn (and not the cité of the Contrat socizl created)

'autour de l'habitation de Sophie'".

While in La Nouvelle HEloise there is much emphasis cn the

general happiness of Clarens and which reaches its highest expression
in the grape harvest, happiness at a more individual level is elso
treated. A privileged happiness is that of M. de Wolmar. It is
the happiness of one vho commands. It is also the happiness of
'un pere de famille' who may enjoy a God-like self—sufficiencys.
There is, too, the happiness experienced in the Elys€e, 'cet sgréable

azile'® where nature has, as it were, been outnatured. Robert Mauzi

'Tpid., 306.

2Jean—Jacgues Rousseau: The Prophetic Voice, 161-162.
Soc, iv, L8k,

“Tpid., 859.

s0C, ii, L66-46T.

®Tvid. , L75.
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observes that 'L'@tre collectif de Clarens se resserre ici Zzuz con essence
la plus pure. C'est le symbole de la solitude dé&licieuss 4= 1'&re innocente
et comblfe. Plus encore que les autres parties du demaine, _'Zlys€e est
le lieu privilégié du bonheur. Les Volmar n'eont plus sucure “cnction
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domestique & assumer. Ils peuvent y déposer le masgu
ne quittent gudre autrement. Tci la vertu est tout & fait naturslle et
n'exige ni effort, ni mensonge. Dans cet étroit univers Ze lz limpidité et
de la fraicheur, le plaisir physique des sensations se ccrnicnd zvee le
plaisir moral de la bonne conscience en un all€gement de 1'8tre tcut entier'?,
ike elect

The happiness experienced in this privileged place where cnl

may penetrate is a sort of prototype of the collective harriness cf

e

Clarens: a place of happiness for the gods whose spirit cemmunicates
itself to the mere mortals, the 'bonnes gens' of Clarens.

The happiness shared in the 'matinfe & 1'anglaise' (V.3) is also
a privileged kind where loving hearts spend their time in silence, in
contemplation, 'golitant & la fois le plaisir d'é&tre ensertle et lz douceur
du recueillement' in an 'immobilité d'extase'Z. This mayiwell ce a symbol
of the collective happiness of Clarens but it remains that this perticular
communion of like souls is a more intimate realization of hazpriness
than in the more anonymous spiritual communion of the 'family'. The
communion of the gods is seemingly superior to that of their sutjects.
Repos at the personal level as exemplified in the 'matinée £ l'englaise'
has its social equivalent at Clarens in the general state of happiness
which Mauzi calls 'médiocrité'?®, a balanced assured happiness.

To what extent in the works of Rousseau are indivicduel end ccl-

lective happiness compatible? Emile is educated to be & happy men,

lop.cit., 372:
2oC, ii, 556,

36£:cit., 175, and cf., above, the introduction to this chepter.
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an individual, a being intenced to live in society 'sincn corme eux,
du moins avec eux''. Whether the being created by Roussezu could
in fact live in society is another matter and, moreover, Roussedlu
has visions of Emile and Sophie recreating the society of the

golden age. While Emile is in principle a treatise on educalion,
it has at times the quality cof a novel and Emile is to a considerable
extent a model child (and mcdel man), the child Rousseau rever
reared in real life. At tires Rousseau seems to forget that

Emile is not a real person, especially in the final book when he
becomes very sentimental, particularly about the time of Emile's
weddingz.

The situation is different in the Contrat social (and in

'Du bonheur public’ in the Pragments politiques). Here there

is no conflict between individual and collective happiness because
the one is but part of the other?®. While Emile is an idealized
man, one who does not yet exist, the cit€ is an even iess tengible
projection into the future e&nd it is difficult to conceive of
how the happiness of the citcyen would be realized.

The happiness of Clarens, a self-sufficient society of self-
sufficient people, is specifically fictitious, being in a novel.
But also the framework of this sccial happiness is not as solid
as it might seem. Ultimately the happiness of the many depends
on the goodwill and skill of M. and Mme de Wolmar, If M. de Wolmar

is something of a god-like figure®, Julie is a goddess. If the

loc, iv, LBL.
2E.g., '"Combien de fois contemplant en eux mon ouvrage, J& me& sens
saisi d'un ravissement qui fait palpiter mon coeur!' (OC, iv, 867).
3And ef. L. G. Crocker, Nature and Culture, 250.

*oc, ii, L67T.
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carefully constructed illusicrzs cn which happiness at Clarens depends
derive largely from the 'bienfzits' of Julie, she herself finally
puts her own happiness first. She is sated with the happincss of
life on earth; she has nothing left to look forward tol, she is hored
with happinessz. It is for this reason that she becomes d€vote;
contemplation of 'l'Etre immense' is something which 'suppl€e au sentiment
du bonheur qui s'@puise', it £ills 'le vuide de 1'ame'®.  The novelist
allows her to die and death iz = release both because, as Rousseau
says in Emile, virtue implies = continuous struggle®, and because of
the greater happiness which will be hers in the life hereafter. But
her accession to this higher herviness is at the expense of the social
happiness of Clarens. 'Le rort de Julie €quivaut & la destruction
de tout le bonheur social gqui s'£tait construit autour d'elle. [ 5atncl)
Entre 1'absolu de la communzut? et 1l'absolu du salut personnel, [Rousseau]
a opté pour le second. La rert de Julie signifie cette option’s.

Perhaps personal happiness is ultimately more convincingly evoked
by Rousseau than collective hsppiness. He easily becomes carried
away emotionally by the happiness he imagines for Emile and Sophie.

The Contrat social, on the other hand, is the most abstract work ever

written by Rousseau and the collective happiness supposedly enjoyed

in the cit€ is not warmly evcked. In La Nouvelle Héloise the happi-

ness of the patriarchal society of Clarens depends on the benevolence
of the 'parents' and the descrirvtiion of the carefully ordered happi-

ness has a rather chilling quzlity. Moreover, the happiness of the elect

;Ibid., 689, 693.

3Ibid., 69L.

Ibid., 695.

qgg} iv, 817.

J. Starobinski, Jean-Jacoues Fcusseau, la transparence et l'obstacle,

1k9o-150.
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(1'Elyse and the 'matin€e & 1l'anglaise') is richer and more privileged
than the general happiness. Also Julie is confident of being personally
reunited with Saint-Preux in 'le s&jour Zternel'’. Again, the songs
sung in the evening during the grape harvest have a special sipgnificance
for Saint-Preux and Julie, bringing back memories of past happiness, and
this is not shared by the others. In the description of the grape
harvest the orderly nature of the happiness is emphasized ('personne

ne s'oublie', 'décentes', 'pour les mettre & leur aise', ete.), and

|
'2 have, in their generality, a blanket |

the sentences beginning 'Cn ...
anonymity. Similarly, in describing and prescribing the Genevan

fétes publiques, Rousseau seems to be standing back, observing and com-

menting, rather than participating in the public joy, a spectator rather
than part of the spectacle3. Rousseau is specifically the tutor who
creates the happiness of Emile; he is in effect the legislator of the

Contrat social®; he is the creator of the happiness of Clarens and

implicitly the Wolmar-legislator; he is emotionally Saint-Preux and,
to some extent, Julie. He seems, then, to identify with the privileged
happy individual rather than with the happy collectivity.

While it is evident that happiness is a dominant preoccupation
in Rousseau's works and while happiness is at times evoked with consider-
able feeling, the principal characteristics of happiness seem to be
at least as negative in character as positive. Happiness consists of

an sbsence of conflict; in avoiding conditions which create unhappiness;

5e, i, ThS.

*Tpid. , 607.

3Although he claims, in the Neuvifme Promenade, that 'Pour jouir moi
méme de ces aimables fétes je n'ai pas besoin d'en &tre, il me suffit
de les voir; en les voyant je les partage' (0C, i, 1093-109k).

“cf. 'La grande ame du Législateur est le vrai miracle qui doit prouver
sa mission' (0C, iii, 384).
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in accepting limitations, both natural (man's place in the scheme of
things) and social (one should keep to one's ézég_and not wieh to change
it); din controlling the passicns and in renunciation (vertu); in avoiding
other than a fairly stable uniformity of feeling; in relative isolation
where there are few people (sﬁall states, small communities) and avoiding
the corruption of society as manifested in the towuns. Man needs others

in order to be happy but his sociability is also a weakness, both because
an individual in society is not self-sufficient and becazuse men in society,
having leff the path indicated by nature, have become 'mEchans' and
destructive in their dealings with their fellow men. Earthly happiness

is seen as being inadequate and the righteous or deserving can therefore
-expect a greater happiness in the life to come. The greatest happiness
comes beyond the grave or from the imagination as real happiness cannot
live up to one's expectations. It was, moreover, the lack cf happiness

of modern man which promptéd Rousseau's theoretical writings; Rousseau
the moralist, the visionary, wants to recreate happiness. £nd it was

his own need for happiness which led to the creation of thet eighteenth-

century bestseller La Nouvelle HEloise. Man's happiness is &t best

fregile and, as we shall now see, the same applies to the happiness

of Rousseau himself.

id Heppiness in the life and autobiographical writings of J.-J. Rousseau

The life of Jean-Jacques Rousseau could not be described as a
happy one; parts of it were very unhappy or even miserable - in spite
of the fact that in his life and writings the potential happiness of

menkind and his own happiness are often dominant preoccupations.
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In his Vie de Rousseau, Emile Faguet writes of him that he was

at one and the same time 'capable de voir ol est le bonheur et
d'indiquer aux autres ol il est et 1'un des plus malheureux mortels
qui aient cherché en gémissant'l. In a somewhat melodramatic
vein, Arthur Chuquet judges: 'Le malheur 1l'a sacré. On plaint ces
niséres, et 1'on ne peut se défendre de 1l'aimer, d'étre entrainé
vers lui, comme les nobles coeurs de son temps, par la piti€ et
par une irré€sistible sympathie'z. It must be noted that not all
critics have judged Jean-Jacques with as much indulgence. In a
recent work, which has but little sympathy for Rousseau, J. H. Huizinga
complains: 'Of all the different types of headgear worn by man,
none, it seems, is more difficult to dislodge than the halo'?®.
So often uncompromising in the moral attitudes expressed in his
works, Rousseau is uncompromising on the subject of personal happiness:
'En fait de bonheur et de jouissance, il me falloit tout ou rien,'
he writes in the ninth book of the Confessions"”. R. Groethuysen
believes that 'ce fut 13 la grandeur de Rousseau qu'il ne sut &tre
heureux d'un bonheur imparfait et relatif, qu'il ne sut s'arréter aux
termes moyens, qu'il resta toute sa vie l'esprit romanesque, le grand
enfant qui croit aux réves, 1'homme qui ne sait vivre d'une vie
mixte et croit & la réalisation int@grale d'un id€al'®.

As recounted in the first book of the Confessions, pure
innocent happiness did not last long for Rousseau. According

to the analysis of Marcel Raymond, this first book has the following

'Op.cit., LiT.
2T =3 . Rousseau, 201.

*The Making of a Saint, the tragi-comedy of Jean-Jacques Rousseau,
220.

“oc, i, lhe2.

SEE&n-Jacques Rousseau, 332.




form: '1) le bonheur, qui réside dans l'union des &mes, ou dans

la solitude domine, protégfe par une figure paternelle ou maternelle
aimante divinisée [i.e. his aunt Suzon, Mile Lambercier, ete.]s

2) 1a chute dens une existence socigle corrompue par 1'inégnli1é,

par le jeu de l'amour-propre et de la concurrence, ou la conscience,
au lieu de pouvoir jouir d'elle-méme et de son autonomie, est

jetée dans l'isolement, opprimée, malheureuse [triggered off by

the unjust accusation of having broken the teeth of a comb];

3) la recherche d'une compensation, d'un dédommagement dans 1'imaginszire
[i.e. through imagining himself as the heroes in the books he reads]' .
Elsewhere, M. Raymond writes that 'l'autobiographie entiére de
Rousseau est le réeit d'une suite d'exils et de retours d'exil.

Apré&s Bossey, aprés Annecy, les Charmettes. Aprés les Charmettes,
1'Ermitage, Montmorency, 1'Ile de Saint-Pierre. Ce sontl comme

des crétes successives d'une méme et longue vague. Tout y est

axé sur la quéte du bonheur. Or, pour Jean-Jacques, tout vral
bonheur est dans le commencement du bonheur. Dans les premiéres
heures du jour, dans les premiers mois de 1l'année ("je n'aime que

le printemps"), dens la découverte de la vie, de 1l'amour - dans

les commencements sussi de 1'humanit€. [...] Quand Rousseau déclere,
eu premier livre des Confessions, qu'il veut "ressaisir [sa vie]

ar ses cormencemens'., cela signifie qu'il va remonter jusqu'a
, g el u'a

’2

‘une sorte d'enracinement paradisiaque'”.

If Rousseau was alternately in and out of paradise, he spent

more time in exile than in paradise, eand this is partly responsible

'Tean-Jacques Rousseau, la guBte de soi et la réverie, 115.

2993 i, XLIT-XLIII (Introduction to the Confessions), and cf.

la Quéte de sol ..., 21l. New beginnings whether in new or
femiliar places, reawskenings, new or freshly-repeated experiences,
a return to parsdise: this retour theme, in different forms, is

a recurrent one. See, below, 112-113 (new starts at 1'Ermitage

and Montmorency); 113 (new friends); 117; 118; and particulerly
Marcel Raymond's pertinent remarks, 126.




for the intensity of the evocation of the happier moments in the
Confessions. The Confessions, the Dialcgues and the

Réveries du promeneur solitaire are written from the perspective

of enforced exile.

The sources of unhappiness in his life are indeed numercus:
the seeking of an ideal of immediate happiness difficult to
realize; 1illnesses, real or imagined, which are referred to

1

many times, particulerly in the Confessions™ and at various

times in the Correspcndance; the many troken friendships,

including those with Diderot., Mme d'Epinay, Hume; and, in the
period following 1T7€2, real persecution in the form of the banning
and burning of his works, the warrants issued for his arrest,
and his béing forced to move from place to place, as well as
imagined persecuticn.

Parallel to Rousseau's general condemnation of society and
his view thet it is incompatible with true happiness is his
own experience of it. His attitude to himself vis-&-vis
society is not, however, consistent: sometimes he claims
to reject society zs being unsuited to his inner needs; sometimes
he says he was never fit for society and that is why he could
never be happy in it; or he claims he has an innate taste for
solitude; at other times he declares he has been forced into
solitude. The view depends on the time and circumstances in
which it is expressed.

In Mon Portrait he writes: 'Jje ne suis solitaire que

parce gue je suis malade et paresseux'z. However, in the

'E.g., OC, i, 218-221, 227-228, 247-248, 361, L8y, 56k, 572.
’Tpid., 1125,
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