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Mais quand on est foible, ce qui donne de la force, c'est de depouiller !es hommes qu'on 
redoute le plus, du moindre prestige qu'on a encore tendance a leur preter. Il faut s'apprendre 
ales considerer tels qu'ils sont, pires qu'ils sont c'est-a-dire, a tousles points de vue. <::a 
degage, 9a vous affranchit et vous defend au-dela de tout ce qu'on peut imaginer. <::a vous 
donne un autre vous-meme. On est deux. 

Louis-Ferdinand Celine 
Voyage au bout de la nuit 

Writing is not arriving; most of the time it's not arriving. 
One has to go away, leave the self. 
How far must one not arrive in order to write? 
One must walk as far as the night. 
One's own night. Walking through the self towards the dark. 

Helene Cixous 
Three steps on the ladder of writing 
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Abstract 

This study examines Louis-Ferdinand Celine's quest for the actualization of his 

creative aesthetic through the transgressive and maieutic agency of the figure of the 

Double manifest in his works. In that capacity, we examine the Double's role as a 

vehicle for the production of the author's poetic prose. To this end, we interrogate the 

role of the Double as a coping mechanism for the author's fractured psyche caused by 

the trauma of his war experiences and a concomitant horror Celine perceived as extant 

in man's inhumanity to man, concealed by a veneer of 'civilised' behaviour. 

Because the figure of the Double is manifest in Celine's works in two distinct 

capacities, both as a coping mechanism and in providing the impetus for the 

production of his poetic prose, we have divided this study into two sections 

comprising Transgressors and Midwives. The first analyses those elements in Celine's 

aesthetic which were transgressive, iconoclastic, providing the initial impulse for 

creative production. These influences include war and the author's concept of death; 

father figures who exerted an influence on both the medical and literary careers of the 

author; Celine's transgressive use of idiolect, and the presence in the author's work of 

Dionysian and Apollinian elements as a metaphor for creative conflict. 

The second section examines those aspects of the Double which are maieutic in the 

Socratic sense in that they deliver the outcome of dialectic argument present in the 

fundamental conflictual (and creative) opposition or rivalry between Doubles as a 

product of that dissent, in the form of poetic prose. Those elements which act as 

'Midwives' in this context include the act of writing per seas a catalyst for the 

resolution of Celine's fragmented psyche; ambiguity and the grotesque in 

subterranean spaces as a site ofregeneration and finally, Shakespeare's works as an 

intertextual touchstone and seat of linguistic and poetic inspiration. 

If the word 'maieutic' relates to the Socratic method or dialectic of eliciting 

knowledge by a series of questions and answers, we posit that Celine's figurative use 

of a maieutic method for eliciting truth or authenticity in his work is evidenced in the 

high level of poetic prose as its outcome. It is also extant in the effect that the author's 

prose has on the reader in eliciting an active response in the form of a participatory 
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reading of Celine's works by appealing directly to the reader's emotions as well as, in 

a best-case scenario, prompting the reader to re-write Celine's works. 

An observation of the trajectory of the figure of the Double throughout Celine's 

oeuvre, from his first manifestation in the person of the author's avowed double 

Bardamu 1 in tandem with the protagonist's Double Robinson in Voyage au bout de la 

nuit, t~ough the gradual decline of his avatars in successive novels, culminating in 

his final elimination in Celine's last work Rigodon, revealed a significant pattern in 

terms of a literary solution to a personal issue. We discovered a parallel between the 

novels in which the highest degree of poetic prose was attained and the presence of 

those figures of the Double who were most transgressive: Mille-Pattes in Guignol 's 

Band and Jules in F eerie pour une autre fois. We also noted that a relative diminution 

in the level of poetic prose in the novels of the trilogy coincided with a decline and 

eventual demise of the figure of the Double. This led us to conclude that the figure of 

the Double was simply a literary device for the actualization of the author's project: 

the resolution of Celine's internal conflict and his reliance on the Double as a seat of 

both refuge and inspiration, and a concomitant manifestation of an authentic voice 

represented in his poetic prose. However, we emphasise that the disappearance of the 

figure of the Double in Celine's works does not imply an abolition of that figure, but 

rather an assimilation by the protagonist of all those elements which constituted his 

'Otherness'. This factor is inherent in the attainment of a state of immanence, both by 

Celine and the protagonists in his novels. 

1 « Bardamu? - Ce n'est pas moi, c'est mon double. Mais Robinson aussi. » : Jeanne Carayon: Le 
docteur ecrit un roman: Cahiers de l'Heme No 3 : Paris 1962 : p 22 
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Introduction 

This study examines the manifestation of the figure of the Double in the novels of 

Louis-Ferdinand Celine in the context of its transgressive, maieutic and ultimately 

catalytic agency in the production of the author's poetic prose. We draw the reader's 

attention to the fact that this term in no way implies an association with Baudelaire's 

Poemes en prose, but simply denotes a level of lyricism and poetic imagery present in 

Celine's works. While the transgressive element in the Double is one which triggers 

fundamental change in an iconoclastic defiance of the rules of convention, it is 

through the Double's maieutic function that the fruit of that transgressive act bears 

fruit. We submit that the realisation of Celine's creative aesthetic manifest in the 

degree of poetic prose present in his works is the outcome of a creative dynamism 

inherent in the two opposing elements of transgression and gestation examined in this 

work. In a maieutic role which emulates Socrates' delivery of knowledge through 

dialectic, Celine presents the reader with the outcome of the creative rivalry between 

the narrator-protagonist and his Double in a narrative style which induces an active 

reading and interpretation of his works. 

For clarity, we have divided the chapters into two categories; those Transgressors 

whose iconoclastic force shatters the mould of hidebound convention and monolithic 

social structures - a spirit that is at the root of the creative impulse - and those figures 

who, in the role of Midwives, bring the author's prose into being after a period of 

gestation. In their dual agency as transgressors and midwives, the figures of the 

Double act as catalysts for the actualisation of Celine's creative impulse by helping to 

reconcile the divergent facets of his fractured psyche. 

War played a pivotal role in Celine's life, not simply as a thematic backdrop and 

framework for his oeuvre, but also in prompting the author's creation of the Double as 

a defence against the horror of man's inhumanity to man witnessed during both World 

Wars. Sylistically, in an accretion of poetic prose augmented by the intercession of the 

Double, Celine's works mirror his emotional passage from a resistance to war 

evidenced in the early novels to a gradual acceptance of it as a facet of life; one which 

is as integral to man's destiny as death. We therefore posit that an acceptance of war 

on these terms rendered the Double redundant, hence the gradual disappearance of 
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this figure from the later novels, culminating in his complete absence at the close of 

Celine's last novel, Rigodon. We examine the trajectory and role of the figure of the 

Double in this context. 

In Celine's work, transgression and midwifery complement each other as agents for 

the procreation and delivery of the author's poetic prose. The inherently violent act of 

sexual procreation finds its literary pendant in the act of writing itself, often in a state 

of delire, with the catalytic agency of the Double bringing it to fruition. Profoundly 

ambiguous, both on a personal as well as a literary level, the significance of Celine's 

work lies as much in the fabric of the narrative itself as it does in the spaces intrinsic 

to that fabric; much as the reality of lace is inherent in the holes between the tracery of 

the filigree. We accordingly examine the role of the Double as an expression of the 

creative creux within the author as expressed in his work, in the belief that the 

significance of his work lies in the interstices produced by the catalytic action of the 

Double. 

The presence of the Double in Celine's works appears to be an allegory for the 

ambivalence which pervades the author's work on several levels. We therefore 

explore each of the manifestations of the Double present in his work in order to grasp 

more fully the author's intention in creating this figure, as well as the impulses which 

underpin his work as a whole. Such an examination will provide an insight into the 

wellspring for the creation of the characters which populate his work, and in particular 

their function as Doubles in the context of an expression of the author's alter ego. 

It is clear that whilst Celine's works are not, strictly speaking, autobiographical, the 

transposed events in all his works are based on those he experienced throughout his 

life. His boyhood in Paris is the subject of Mort a Credit, while Casse-Pipe and 

Voyage au bout de la Nuit describe his enlistment in the army during the First World 

War. His youth in London is the subject of Guignol's Band, while the start of the 

publication of the pamphlets is set against a background of the interwar years. Feerie 

pour une autre fois I and its sequel, Feerie pour une autre fois II (Normance) depict 

Celine's life in Montmartre during the early days of the second World War, and the 

bombing of Paris in April 1944. His last three novels, D'un Chateau l'autre, Nord and 

Rigodon, commonly referred to as the 'Trilogy', commence with the author's flight 
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from Paris in the company of his wife and friend Robert le Vigan subsequent to the 

sacking of his apartment in the rue Girardon, continuing with his exile in Germany 

and finally the journey north to Denmark and eventual imprisonment. 

The profoundly ambiguous nature of the author is evident in his choice of the 

pseudonym 'Celine' 1 to denote his identity as a writer. Importantly, it also served as a 

mask to conceal his literary identity from his medical colleagues. Dr Destouches 

therefore adopted the persona of Mr Celine in a calculated action that revealed a 

fundamental schism in his personality. Given the subject of this study, it is significant 

to note the evolution of the names of the narrators of Celine's novels, successively 

revealing a gradual rapprochement to the author's true self, and a discarding of the 

mask he had assigned to the characters designated as his porte-parole. Although 

Ferdinand Bardamu, the narrator of Voyage au bout de la Nuit bears Celine's middle 

name, it is perhaps the furthest removed onomastically from the author's origins. 

Ferdinand is the name assigned to the narrator of Casse-Pipe, Mort a Credit and 

Guignol 's Band as well as the pamphlets, while the narrator relating the events of 

Feerie pour une autre fois I and II is both Ferdinand and Celine, signalling the pivotal 

role of this novel in his oeuvre. However, the narrator of D 'un Chateau l'autre, Nord 

and Rigodon bears the pseudonym Celine-Destouches in an indication of the 

reconciliation of the divided facets of the author's Self; Celine the writer and 

Destouches the medical doctor. 

Transgressors 

War, Death and the Double 

In this chapter we examine war as a pivotal element in Celine's life and oeuvre, and 

its implication in terms of trauma as an agent for the expression of the author's 

creative impulse. War, and in particular Celine's direct experience of combat at the 

Front in 1914 during World War I where he was wounded, had a profound effect on 

his psyche. We therefore posit that it was as a result of this experience, coupled with 

possible trauma experienced in infancy2 that led him to adopt the figure of the Double 

in both his personal as well as his literary capacity as a shield against possible 

recurrent danger and emotional injury. We draw on Freud's early papers on War 

1 One of the names of the author's grandmother Celine Guillou 
2 As there is no anecdotal evidence to support this supposition, this notion remains purely speculative. 
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Neuroses in support of this hypothesis. We also note Celine's comments on war 

contained in his Hommage a Zola where he deflected his address to an anti-war 

polemic and a reflection on war and death. Equally relevant is Freud's 1932 letter to 

Einstein questioning the fundamental meaning and function of war in the context of 

man's two basic instincts of self-preservation and destruction. 

The second section of this chapter examines the implication of Celine's attitude to 

death, both as a medical doctor who has taken a Hippocratic oath to preserve life at 

any cost, as well as that of a writer with a fatalistic attitude towards man's demise. We 

also discuss the notion and implication of an elective death, or suicide present in 

Celine's earliest work, his medical thesis on the Hungarian doctor Philippe Ignace 

Semmelweis, as well as the self-induced death of Robinson, Bardamu's Double in 

Voyage au bout de la nuit. Also significant is the 'suicide' of Pliny the Elder to whom 

Celine dedicated Feerie pour une autre fois II (Normance) 

The third section comprises an analysis of various key figures of the Double, 

including their female counterparts. We believe the latter express the anima or female 

component in Celine's personality with which he appears to have conducted an 

ambiguous relationship. In this context we explore the sensation of uncanniness 

produced by the presence of the daemonic female which Freud ascribed to the 

unheimlich or a sensation of the uncanny in a confrontation with the female genital 

organs. This phenomenon is particularly significant in Mort a credit in the 

relationship between the narrator Ferdinand and his mother Clemence. Importantly, 

we examine the figure of the Double in the context of a protective device or shield 

adopted to mitigate against the threat of a possible recurrence of past trauma 

expressed in flashbacks to the narrator Ferdinand's war experience in Guignol 's Band. 

Father-figures as initiators to the au-dela 

The important initiatory role played by father-figures in Celine's life, both in a 

medical and literary context, is outlined and examined with regard to its implication 

for the creation of the author's ceuvre. Each father-figure, whether real or fictitious, 

was a catalyst for the creation of Celine's work, with many real-life figures such as 

Henry de Graffigny-Raoul Marquis being transposed into a fictional role as Roger­

Marin Courtial des Pereires. In a medical context, Philippe Ignace Semmelweis, the 
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Hungarian doctor who discovered a cure for puerperal fever, and who was the subject 

of Celine's medical thesis, played a pivotal role in the author's life, as he was the 

subject of the author's first literary work, albeit intended for a more scientific purpose. 

We also examine the reasons for the phenomenon of 'death by caricature', the fate 

that befell some of Celine's father-figures, notably Ludwig Rajchman, the author's 

employer at the SDN (Societe des Nations). Rajchman's distinguished medical record 

coupled with his seniority contributed to the admiration Celine felt for him. However, 

this did not prevent the author from savagely caricaturing Rajchman in his play 

L 'Eglise in the ridiculous figure ofYudenzweck and later in Bagatelles pour un 

massacre transposing him into the figure of Gutman and Yubelblat. 

Dancing - and singing - with Dionysos 

This chapter explores the mythical divine duality of Dionysos and Apollo as a 

metaphor for the ambiguity expressed in the figure of the Double in Celine's work. 

That ambiguity finds its expression in dance and song, both of which act as agents for 

the creation of the author's lyrical prose. We examine Dance as an expression of the 

desire for evasion and ascension as a metaphor for a creative attempt to escape the 

strictures of society, and its association with Nietzsche's notion of La Grande Sante 

and a concomitant sublimation of the individual's ego. Dance as an expression of the 

transgressive presence of Dionysos is explored in the context of the production of 

poetic prose in the Celine's work. The presence of song, predominantly expressed in 

the form of the chanson populaire, is examined in parallel with the function of the 

Chorus in Attic Greek tragedy as a reflection and interpretation to the audience of the 

events featured at the performance. 

The conflictual relationship of these divinities is examined terms of a creative conflict 

from which artistic excellence emerges in an echo of the rivalry present in the 

relationship between Celine's protagonists and their respective Doubles. The outcome 

of that conflict in Celine's novels is that of poetic prose brought to fruition through 

the intercession of the two divinities. 
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The transgressive and maieutic function of Celine's idiolect in the production of 
comedy and caricature 

The transgressive element in Celine's idiolect is ideally suited to the production of 

comedy and its offshoot caricature in the author's work, both frequently embodied in 

ironic laughter. Celine's idiolect was thus his chosen vehicle for the expression of his 

poetic prose as well as for the caricature of both individuals and society in an attempt 

to assert his authority over them. The notion of transgression is directly coupled to 

that of power and the concept of hierarchical difference in varying degrees. Celine 

was thus able, through the adoption of his own literary style - his idiolect - to 

transgress the accepted norms and laws of syntax and narrative. However, the power 

issues inherent in those of difference are subtle and dangerous, as Celine discovered 

when, after writing two novels in which he explored transgression in both stylistic and 

thematic formats, he embarked on writing anti-Semitic pamphlets, thus carrying his 

form of literary subversion to the extreme, and earning him public disapprobation and 

alienation from French society. Argot is ephemeral, scintillating for a brief moment 

before being overtaken by time. But, as Celine pointed out in an interview, as a result 

of his use of idiolect, unlike those written in conventional prose style, his works 

would truly have lived, and not merely existed. Celine's use of his particular idiolect 

fits the description of Victor Hugo's use of this form of literary genre as a subversive 

narrative device where "Le souterrain perturbe la langue et reforme le style"3. 

Midwives 

Maieutikos 

We use the word 'maieutic' in the Socratic sense, relating to the philosopher's 

dialectic or method of eliciting knowledge by a series of questions and answers .The 

word is derived from the Greek maieuiikos relating to midwifery, and was used 

figuratively by Socrates. It is not indifferent to note that the profession of Socrates' 

mother Phaenarete was that of a midwife, and that implicit in the definition of 

maieutikos is the notion of assisting at the 'birth' of a hitherto unknown element.4 

3 Chelebourg, C : Sur un fond de tenebres quelque bizarre alphabet - le souterrain et la langue chez 
Victor Hugo : in L'Imaginaire du Souterrain p 130 
4 "Maieutique: gr maieutike 'art de faire accoucher' : Methode par laquelle Socrate, fils de sage­
femme, disait accoucher les esprits des pensees qu ' ils contiennent sans le savoir. » : Le nouveau Petit 
Robert 2001 : p 1488 
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For Socrates, the prerequisite for his maieutic method was to cleanse the mind of all 

false knowledge or preconceived ideas. For this reason, he always started his 

instruction by leading his interlocutors to confess their ignorance of that which they 

had been certain they knew best. This is widely accepted as the basis of Socratic 

irony, which we believe also parallels the transgressive phase in the production of 

Celine's poetic prose. When Socrates' questioning began again, its objective was to 

lead his interlocutors whose thought it guided, in the desired direction, to discover for 

themselves the Truth about which they had previously admitted ignorance. This is the 

essence of the Socratic method: his maieutic - the art of intellectual midwifery. 

Socrates' method consisted of gradually weaning his interlocutors away from the 

immediate attraction of Sophistic dialogue or eristics, thus allowing the conceptual 

seeds of imagination and creativity to be maieutically nurtured, until they reached full 

term when they were 'delivered' by Socrates. As the son of a midwife, he is known to 

have described himself as a metaphoric heir to his mother's literal midwifery. 

Consequently, in his Dialogues, Plato's fictional Socrates often used the metaphor of 

'birthing' an idea whose development had been gradual, but which would endure in 

contrast to the immediate but transient result of the eris tics employed by the Sophists. 

This work examines Celine's particular maieutic method which, as a sequel to a 

preliminary transgressive phase, culminated in the 'delivery' of poetic prose written in 

a style designed to reach directly to his readers' emotions, thus ensuring that the 

interlocutor became part of the text. The essence of the maieutic method is thus one of 

self-discovery, by both the author and his readers. Parallels between Socrates' 

maieutics and the Sophists' eristics - the former in pursuit of human excellence and 

the Truth in human relationships; the latter self-seeking and agonistic - reveals an 

image of Celine's aversion to facile intellectual ideas and his proclivity for an 

emotional reaction elicited in the reader through his poetic prose: "Cela me demande 

d' avoir des Ideeaaas! Et Dieuje n'ai pas d'Idees"5 was his response to Jean Paulhan's 

request for an article to be published in the Nouvelle Revue Fran9aise - a request 

which was to result in the creation of Entretiens avec le Professeur Y. 

5 Celine: Romans t IV: Editions Gallimard 1993 : p 1354 



Writing as a catalyst for the integration of Celine's divided self 

This chapter explores the phenomenon of writing per seas a catalyst for the 

containment and resolution of the schism present in the author's personality expressed 

in the assumption of a pseudonym or literary 'mask'. The issue of the writer 'dying to 

himself in a sublimation of his ego as defined by Jacques Derrida in his work 

L 'Ecriture et la difference or the writer's "complication primaire", is a key element in 

this chapter. The figures of Hermes and, by extension, Mercury, underpin Celine's 

entire oeuvre, and we therefore examine this phenomenon in the context of the 

writer's artistic production, bearing in mind that the duality Hermes-Mercury is 

relevant as a pivotal alchemic figure in Celine's work. We therefore explore the role 

of this figure in the context of psychogogy- and instrument ofmaieutic - in the 

'delivery' of Celine's poetic prose. 

We examine the role of fantasy in Celine's novels in the context of the alchemic 

agency of the duality Hermes-Mercury and the significance of this divinity in Celine's 

life and work. The catalytic function of writing is also interrogated in the context of 

Rank's observation that the creative act of an artist is none other than " . . . an 

appointment as such of the artist with himself; a spontaneous expression of the 

creative instinct, the first manifestation of which is embodied in the production of the 

personality itself."6 

Ambiguity and the grotesque in subterranean space as a metaphor for the Double 

The subterranean world is eminently ambiguous, representing the seat of both refuge 

and regeneration and, by implication, creation. It is in this context that we interrogate 

the role of the literal and figurative subterranean spaces in Celine's works as the site 

of a descent into oneself in pursuit of the Truth. That descent implies an initiatory 

process on both a spatial and an emotional level into an enclosed space which 

facilitates a hypogeal journey pursued by the author in search of himself. The 

outcome of sequestration within such a space is eloquently demonstrated by Celine in 

the degree of poetic prose present in his novel Feerie pour une autre fois II in an 

evocation of the confines of a prison cell in the Vestre Faengsel. 

6 Rank, 0 : L 'Art et I 'Artiste ; Creativite et developpement de la personnalite : Bibliotheque scientifique 
Payot 1998 : p 55 : « ... le rendez-vous en tant que tel, de !'artiste avec lui-meme est une expression 
spontanee de la tendance creatrice dont la premiere manifestation est ( .. . ) la formation de la 
personnalite elle-meme. » 
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The grotesque as a subterranean space is in itself an iconoclastic notion implying the 

seat of creativity, derived from the Italian word grottesca meaning 'cave'. 

Significantly, Victor Hugo viewed the grotesque as "La plus riche source que la 

nature puisse offrir a l'art,"7 and it is in this context that we explore that notion in 

relation to Celine's works, where images of the grotesque and the abject abound. 

My Bard-a-moi: Shakespeare and Celine 

Celine's fascination with the works of the Elizabethan playwright known as the 'Bard 

of Avon' predates by several years the establishment of his literary career. An 

enthusiastic theatre patron, Celine first recorded his admiration for Shakespeare in 

correspondence with Charles Dullin, a French playwright, in 1929; one in which 

Celine vaunts the playwright's work as the epitome of theatrical creation. That 

fascination was to continue throughout Celine's life, with references to, and direct 

(and indirect) quotes from the English playwright occurring throughout the author's 

oeuvre, culminating in both volumes of Guignol's Band and Feerie pour une autre 

fois. Above all, Celine admired Shakespeare's ability to express a level of emotion 

through literature; one which he wished to emulate. 

In the context of the parallels between Shakespeare's last play The Tempest and 

Celine's work, we interrogate the intertextual references present in both Guignol 's 

Band and Feerie pour une autre fois , contrasting the stylistic and thematic elements in 

the narrative of both works, and exploring the extent to which Shakespeare influenced 

the degree of fantasy and magic present in Celine's work. 

Invitation ... 

In his prologue to Voyage au bout de la nuit, Celine leaves us in no doubt as to the 

power of the imagination, particularly in its literary form, to transport both author and 

reader to"( ... ) l'autre cote de la vie," (V p 5) - the au-dela. It is a journey on which 

Celine invites us to accompany him, our passport being earned through intimate, 

active participation in his works. It is in this sense that Celine's text is maieutic in the 

Socratic context, as it assists us in the delivery of the spirit that animates our thoughts. 

7 Le Petit Robert p 1180 

12 



List of Abbreviations 

The works by Louis-Ferdinand Celine referred to in the text are identified under the 

following symbols : 

BM Bagatelles pour un massacre 

BD Les Beaux Draps 

CA D 'un chateau l'autre 

EC L 'Ecole des cadavres 

EY Entretiens avec le professeur Y 

FI Feerie pour une autre fois I 

FIi Feerie pour une autre fois II (Normance) 

GBI Guignol 's Band I 

GBII Guignol 's Band II (Le pant de Landres) 

Mac Mort a credit 

MC Mea Culpa 

N Nord 

R Rigodon 

V Voyage au bout de la nuit 
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I : Transgressors 

Chapter One 

War, Death and the Double 

War 

Almost immediately after impetuously enlisting in the Army, Bardamu, the narrator of 

Voyage au bout de la nuit, finds himself caught up in a headlong and apparently 

suicidal race towards destruction. Having unwittingly embarked upon « une croisade 

apocalyptique », war proves to be the occasion of Bardamu's emotional deflowering, 

as, finding himself« pris dans cette fuite en masse, vers le meurtre en commun, vers 

le feu, »he« venai(t) de decouvrir la guerre tout entiere. (Il) etait depucele.» (V p 14) 

Bardamu undergoes an epiphany that not only sets the tone for this novel, but for 

Celine's entire oeuvre: a calculated decision not to follow absurd, senseless orders in 

the name of duty:« Je n'etais point tres sage pour ma part, mais devenu assez pratique 

cependant pour etre lache definitivement. Sans doute donnais-je a cause de cette 

resolution !'impression d'un grand calme. » (V p 36) Taking belated cognisance of his 

impetuous enlistment, Bardamu questions how, before leaving the Place Clichy, he 

could have predicted the horror that awaited him, as well as " ... tout ce que contenait 

la sale ame heroique et faineante des hommes?" (V p 14) As though that horror« venait 

des profondeurs », he finds himself ineluctably « pris dans cette fuite en masse vers le 

meurtre en commun, vers le feu. » (V p 14) Despite his desire for flight, Bardamu 

resigns himself to his fate: « J'allais m'en aller. Mais trop tard! Ils avaient referme la 

porte en douce derriere nous les civils. On etait faits, comme des rats. » (V p 10) And 

any lingering doubt as to Bardamu's denouncement of war as a social malaise or 

Man's venality is dispelled in his observation that: 

«La grande defaite, en tout, c'est d'oublier, et surtout ce qui vous a fait crever, et de crever 

sans comprendre jamais jusqu'a quel point les hommes sont vaches. Quand on sera au bord du 

trou faudra pas faire les malins nous autres, mais faudra pas oublier, non plus, faudra raconter 

tout sans changer un mot, de ce qu'on a vu de plus vicieux chez les hommes et puis poser sa 

chique et puis descendre. <;a suffit comme boulot pour une vie tout entiere. » (V p 25) 

We speculate that Bardamu's obsession with flight stems from the effects of Celine's 

traumatic experience in combat, described in a letter to his childhood friend Simone 

Saintu on 31 July 1916 which depicts the survivors of war trauma as phantoms 
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wandering aimlessly in search of peace in oblivion: « Presque tous ceux avec lesquels 

je suis parti en campagne sont tues, les rares qui subsistent sont irremediablement 

infirm es, enfin quelques autres comme moi, errent un peu partout, a la recherche d 'un 

repos et d'un oubli, que l'on ne trouve plus( ... ) »8 

Krogold 

Although the reality of war is present throughout Celine's oeuvre, an example of 

mythological war in the form of the The Legend of King Krogold9 offsets the horror 

of contemporary warfare to a certain degree through its element of fantasy. Indeed, 

the Legend is « proche du conte de fees, ( ... ) defense contre les miseres du monde. » 

10 Moreover, the appearance of the Legend in various works throughout Celine' s 

reuvre signals« !'opposition fonciere entre les deux poles de !'existence, a la fois 

symbole et these du monde de !'imagination, de la poesie, du reve.11 » At the height of 

the bombardment of Paris in Feerie IL the narrator lists the Legend among other 

unfinished, unpublished works: "Legendes et soucis ... . Le Roi Krogold .... Casse-

Pipe ... .. Guignol 's .. .. en rade! plus de papier !" (FIi p 251). We speculate that the 

mention of these novels at that point in the narrative was an attempt to attenuate the 

horror of war, much in the same way as the figure of the Double was employed for 

this purpose in this and other novels. Curiously, in D 'un Chateau l 'autre, we 

encounter a King Krogold « d'autant plus terrible qu'il est devenu femme: Aicha qui 

regne avec ses dogues et regle l'ouverture des portes de l'Enfer. »12 However, similar 

to the opposition found in the original legend between the terror inspired by Krogold 

and the beauty and harmony found in Gwendor, in the Chateau, the horror of Aicha 

and her 'room 36' is offset by "des jeunes filles gracieuses qui passent un instant dans 

une vie; de vieilles dames fragiles qui habitent le monde de la poesie", as well as 

Madame Bonnard in whom one "ressent une 'musique de fond." 13 Above all , the 

sinister environment is mitigated by« les danseuses finalement qui s'acheminent vers 

8 Cahiers Celine 4 : Lettres et premiers ecrits d 'Afrique 1916-1917 : Editions Gallimard 1978 : p 61 
9 The version of the Legend lost when Celine fled Paris was called La Volante du roi Krogold. 
"Disparue aussi, ( .. .. )La Volante du roi Krogold, une espece de feerie hors du temps, a laquelle je fais 
allusion dans plusiers de mes livres, et ouj'avais mis, a grand effort, une autre face demon 
imagination" (Poulet, R: Entretiensfamiliers avec L-F Celine: Librairie Pion 1958 
10 Ostrovsky, E: Celine et le theme du Roi Krogold in Cahiers de !'Heme No 5 1985 p 201 
11 Ibid p 201 
12Ibid p 206 
13 Ostrovsky, E: Celine et le theme du Roi Krogold in Cahiers de !'Heme No 5 1985 p 206 
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toute la poesie, l'harmonie possible a l'homme, et a leur tete celle qui en est 

I 'incarnation : Lili, Arlette, Lucette. » 14 

The recounting of the Legend of King Krogold at the start of Mort a credit makes this 

chapter one of the most important in that work, as it is an allegory for the ongoing 

conflict between reality and fiction encountered in life. However, when the narrator 

Ferdinand attempts to recount the legend to his cousin and fellow medical colleague 

Gustin Sabayot, he encounters a "demarche passive et desinteressee (qui) fait de la 

legende un recit prononce dans le vide ( . . . )" 15 • (our emphasis) Given that Gustin is to 

Ferdinand, by reason of a shared medical profession "en quelque sorte le double ( ... ) 

comme Robinson l'etait pour Bardamu dans le Voyage" 16, the effect of the retelling of 

the Legend falling on deaf ears is capital, as it destabilizes the narrator of Mort a 
credit to the same extent as did Robinson's lack ofresponse to his greeting in Africa. ( 

v p 170) 17 In each case, it appears as though the narrator's attempt to establish an 

identity through the medium of his Double fail, leaving him in a void. 

The dialogue between Gwendor and Death in the Legend is perhaps one of the most 

revealing passages relating to Celine's aesthetic, setting the tone in Mort a credit for 

the entire work: "La Mort: 'Il n'est point de douceur en ce monde, Gwendor! Rien 

que de legende! Tousles royaumes finissent dans un revel" (Mac pp 512-513) The 

Legend also reveals Celine's fundamentally pessimistic view oflife; one in which all 

that is opposed to the lyricism of Gwendor - « la cruaute, la victoire, 1' autorite etablie, 

la vie impitoyable », 18 eventually triumphs, and«( ... ) l'amere verite s'impose: le 

monstre n'est pas vaincu par le heros; la justice ne triomphe pas ». 19 The wisdom 

encapsulated in the Legend is thus a leitmotif that traverses Celine's entire oeuvre, 

depicting an ongoing battle between the molar societal forces of Capitalism and the 

14 Ostrovsky, E : Celine et le theme du Roi Krogold in Cahiers de l'Heme No 5 1985 :p 206 
15 Ibid p 202 
16 Ibid p 203 
17 This occurrence is mirrored in Guignol 's Band II when Ferdinand tries to identify Mille-Pattes : 
"Alors c'est toi?" que j'y fais ( .. .. )ah! Ce vide . .. comme aspire moi." (GBII p 465) 
18 Ostrovsky, E: Celine det le theme du Roi Krogold in Cahiers de !'Herne No 5 1985: p 204 
19 Ibid : p 204 
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molecular ones of creativity, humanity, instinct and above all, music and dance.20 

Theatre of war 

The Legend of King Krogold, traces of which appear throughout Celine's amvre, 

narrates the absurdity of war in a hyper-theatrical manner. This 'facialising' 21 of war 

emphasizes its heartlessness and also objectifies war in an apparent bid by the author 

Celine to come to terms with its dehumanizing element. The theatricality of the 

presentation sets the tone for the rest of Celine's oeuvre, gradually developing into a 

"mode de vision et de fiction de toute l'ecriture."22 Llambias observes that quite early 

on in his literary career, Celine might have become aware that "cette ecriture theatrale 

etait necessaire a sa vision de l'histoire.".23 We in tum speculate that this form of 

distancing through facialising or theatricality - the donning of a protective mask -

enabled Celine, through the agency of figures of the Double present in his work to 

move within the context of History (a molar institution) while remaining creatively 

productive. We believe that Celine attains this goal by countering the molar paranoid 

phenomenon of History by 'innoculating' himself with a similar phenomenon, that of 

theatricality, in much the same way that a vaccination counters the spread of a disease 

through the administration of a small quantity of the disease itself. The embodiment 

offacialising in Celine's work is the figure of La Vigue, based on the real-life actor 

Robert le Vigan, one of Celine's acquaintances in Montmartre. Already introduced to 

the reader as Norbert and silent movie actor in Feerie JI, he is present in the Trilogy 

as the gaucho in D 'un Chateau l 'autre and, significantly in the context of Deleuze' s 

20 The terms molar and molecular are used in this context are defined as such in Deleuze and Guattari ' s 
work Capitalisme et Schizophrenie: Mille Plateaux. In deleuzo-guattarian terms, the word 'molar' 
represents all that is repressive in society, encompassing Capitalism, education, social norms and 
literary convention. In opposition to this term, the word 'molecular' denotes all that is creative, free 
from convention and propitious for the achievement of Celine's oeuvre 
21 The term 'facialising' is derived from Deleuze and Guattari's work Mille Plateaux, in which the term 
represents the social (repressive) norm: " .. .it is White Man himself, with his broad white cheeks and 
the black hole of his eyes. The face is Christ" [A thousand Plateaus: Deleuze G and Guattari F : 
translation B Massumi: Continuum, London: 2004] p 196. This definition has obvious implications 
for racism and a concomitant creation of the Other: "If the face is in fact Christ ( ... ) your average, 
ordinary White man, then the first deviances, the first divergence-types are racial: yellow man, black 
man, men in the second or third category.( . .. ) They must be Christianized, in other words, 
facialized.( ... ) Racism operates by the determination of degrees of deviance in relation to the White-
man face,( ... )" p 197 Ibid. Given this definition of 'facializing', it is significant that La Vigue, on 
parting from Celine and Lili in Rigodon assumes a Christ-like gesture: "11 reprend sa pose Christ( ... ) II 
etend le bras droit, vers nous, au-dessus de nous tres doucement. .. 'La Vigue, je vois tu nous benis"' (p 
801 Rigodon) 
22 Llambias, R : Guerre, histoire et langage dans le recit celinien : Revue des Sciences Humaines : 
Octobre-Decembre 1986 : p 89 
23 Ibid p 89 
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definition of 'facialising', as Christ in both Nord and Rigodon. 24 Throughout the 

Trilogy he also appears as La Vigue, traveling companion of the protagonist Celine­

Destouches and his wife, Lili. 

Nomad 

Celine's novels play themselves out against the backdrop of two World Wars, and as 

we will see25 , the creation of the Double is a defence mechanism for both the author 

and the narrator Celine against the horror he experienced during both those wars. 

However, a positive side of war does exist, and it is this aspect of war which we 

believe plays a dual transgressive and regenerative role in the evolution of Celine's 

stylistic quest to attain a state of pure emotion; a smooth space which is propitious for 

creativity. It is in Nord that we encounter a form of war, a 'war machine' "which has 

escaped the control of the State to revert to its natural nomadic multiplicitous state, 

thereby becoming unstoppable."26 Celine's words at the start of a chapter in Nord 

evoke a nomadic image which is precisely the context in which Deleuze and Guattari 

draw a distinction between the positive and negative aspects of war: « ( ... ) chaque 

fois que l'on confond !'irruption de la puissance de guerre avec la lignee de 

domination de l'Etat, tout se brouille, et l'on ne peut plus comprendre la machine de 

guerre que sous les especes du negatif, puisqu'on ne laisse rien subsister de 

l'exterieur a l'Etat lui-meme ( ... ) »27 However, war reveals its positive face when it 

comes up against «( . .. ) Etats et aux villes, comme aux forces ( de striage) qui 

s'opposent a l'objet positif; des lors la machine de guerre a pour ennemi l'Etat, la 

ville, le phenomene etatique et urbain, et prend pour objectif de les aneantir. C'est la 

qu'elle devient guerre: aneantir les forces de l'Etat, detruire la forme-Etat. »28 

We posit that this description of the positive and negative aspects of war parallels that 

of Celine's quest for creative resolution, as war permeates every aspect of his 

nomadic journey in search of a 'metro-emotif', a vehicle to carry him seamlessly 

towards his destination; the expression of pure emotion through his works. 

24 « II prend facilement l 'air tout au bout de tousles malheurs . ... Christ aux Oliviers .. ... ( . .. )»(Np 
342) ; « II reprend sa pose Christ ... devant nous, la . . . . ( ... ) » (R p 801) 
25 In the section of this chapter devoted to the figure of the Double 
26 Rainge, G : Capitalism and Schizophrenia in the later novels of Louis-Ferdinand Celine: Peter Lang 
publishing: 2001: p 172 
27 Deleuze and Guattari : Mille Plateaux : pp 438-439 in Rainge G, Capitalism and Schizophrenia in 
the later novels a/Louis-Ferdinand Celine:p 173 
28 Ibid: p 173 
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Passage 

It is in the Voyage that we witness the greatest degree of transgressive, iconoclastic 

behaviour of both the narrator, Bardamu and his Double, Robinson with regard to the 

phenomenon of war. One by one, each element of heroism and patriotism is 

debunked, mainly through the mechanism of farce, in a novel that "ne retient que la 

totale abjection de la guerre, et desacralise toutes les notions entoures du plus haut 

respect. Le patriotisme et l'hero'isme dont a fait reellement preuve le brigadier Des 

Touches sont completement effaces par le romancier Celine( ... )»29 In an echo of the 

Legend of King Krogold, « le but n' est pas de montrer que le courage est une vertu, 

une qui trouve sa recompense, mais au contraire d'eriger la peur et la Jolie en seules 

attitudes responsables dans un monde collectivement insense. »30(our emphasis) Early 

on in the Voyage, the narrator Bardamu recognises the value of the imagination when 

faced with his own imminent, abject end in the mud of Flanders : « Quand on a pas 

d'imagination, mourir c'est peu de chose, quand on en a, mourir c'est trop. » (V p 19), 

and he decides to take cover under the guise of cowardice, a figurative form of 

evasion; to "( ... ) etre lache definitivement."(V p 36) At this point, death, for the 

narrator Bardamu has not yet become an intrinsic part of life, and his most urgent 

need is to preserve himself from death instead of accepting it: "J e preferais la mienne 

de mort, tardive, .... Dans vingt ans ... Trente ans .... peut-etre davantage, a celle qu'on 

me voulait de suite, a bouffer de la boue des Flandres, a pleine bouche, plus que la 

bouche meme, fondue jusqu'aux oreilles, par un eclat. » (V p 19) Significantly, the 

solution to this problem« prend la forme d'un dedoublement de sa personnalite 

( ... ) » 31 , a notion which supports our thesis regarding the origin of Celine ' s creation 

of the figure of the Double as a shield against trauma. This is evidenced in the fact 

that the chapters on war in the Voyage, relayed by the 20 year old Cuirassier 

Destouches, constitute a violent diatribe "du meurtre institutionnalise au moyen de 

descriptions exhaustives de ses aspects les plus terribles",32 and a concomitant 

disillusionment regarding the "vacherie" of his fellow combatants, in which he 

concludes that it is man alone who inspires fear: "C'est que je ne connaissais pas 

encore les hommes. Jene croirai plus jamais ace qu'ils disent, ace qu'ils pensent. 

29 Llambias, R : Guerre, histoire et langage dans le recit celinien : Revue des Sciences Humaines tome 
LXXV No 204 octobre-decembre 1986: p 91 
30 Ibid p 91 
31 Day, Philip Stephen : Le Miroir allegorique de Louis-Ferdinand Celine: Editions Klincksieck 1974 : 
p 70 
32 Ibid p 70 

19 



C'est des hommes et d'eux seulement qu'il faut avoir peur, toujours. » (V p 15) (our 

emphasis) At this point, the stage is set for the creation of the first in a series of 

Doubles present in Celine's works ; the archetypal alter-ego or shadow self­

Robinson, the quintessential transgressor who dares to execute what Bardamu only 

dreams of doing. 

According to Day, « La juxtaposition de la mort des hommes et du spectacle 

d'abattoir permet a !'auteur d'imposer a son lecteur une violente impression visuelle 

qui lui sera essentielle pour comprendre et partager les reactions ulterieures de 

Bardamu. »33 This is an important observation in terms of Celine's aesthetic which 

aims to "creat(e) an expression capable of passing directly to the reader's emotive 

core"34, in order to create a situation where there is a mutual assimilation between 

reader and text; a "becoming-reader/text". 35 Far from impeding Celine's creative 

process (and progress), war and writing are complementary; they are two sides of the 

same coin. Indeed, « Guerre et ecriture possedent les memes effets, les memes 

vertus. »36 Both war and writing « operent un dedoublement de l 'homme qui le 

transforme en mort-vivant. 37 Toutes deux elevent la mort hie et nunc au statut de 

createur: creation d'une alterite38 irreductible a soi et au monde. »39 (our emphasis) It is 

in this 'alterite' then, the fruit of a synthesis of war and writing ( and, by implication, 

death) that the figure of the Double has its origin. The transgressive nature of that 

figure is thus a mirror-image of War and Death. Turning on their creator, both the 

« survivant des combats et l'ecrivain accedent aux portes d'un monde etrange, 

constamment menace par la destruction au moyen du double dont Celine dit avoir ete 

accompagne toute sa vie. »40 (our emphasis) The presence of that Double is 

acknowledged by the author in Nord on being presented with a passport photograph 

33 Day, Philip Stephen: Le Miroir allegorique de Louis-Ferdinand Celine: Editions Klincksieck 1974: 
: p 72 
34 Rainge, G: Capitalism and Schizophrenia in the later novels of Louis-Ferdinand Celine :Peter Lang 
publishing 2001: p 123 
35 Ibid p 150 
36 Llambias, R: Guerre, histoire et langage dans le recit celinien : Revue des Sciences Humaines : Oct­
Dec 1986: p 100 
37 Ibid p 100. We note that the figure ofMille-Pattes in Guignol's Band is the embodiment of this 
phenomenon. 
38 We note the transgressive nature implicit in the definition of this word:« L'alterite est le concept le 
plus antipathique au 'bon sens' » (Barthes) : Le Petit Robert p 72 
39 Llambias, R : Guerre, histoire et langage dans le recit celinien Revue des Sciences Humaines : 
octobre-decembre 1986: p 100 
40 Ibid p 100 
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which he scarcely recognises: «j'etais pas encore habitue a etre identique et moi­

meme et cependant meconnaissable ... plus tard je m'y suis fait, tres bien fait, 

promener un double, un espece de mort, un mort avec cannes et soucis ... un mechant 

qui vous abatterait, ferait que vous renvoyer au cimetiere d'ou vous n'auriez pas du 

sortir ... moi depuis 14 .... Pas que de 44 ! »(Np 349) 

Pacifist 

Given the tone and content of Celine's pamphlets, the reading public could be 

forgiven for not realising that the author, far from promulgating war, was essentially a 

pacifist, an ideology he had espoused since his youth. This view is expressed 

unequivocally in letters written from Africa to his childhood friend Simone Saintu: 

« Voici aujourd'hui que je quittai Rambouillet pour la grande aventure ( .... )la guerre 

commence a me faire l'effet d'une ignoble tragedie, sur lequel le rideau s'abaisserait 

et se releverait sans cesse ( ... ). »41 It is clear from this letter that the horror Celine has 

witnessed, as well as the injuries he suffered have conspired to tum him against the 

inhuman side of war for ever. However, the experience has also had a positive effect, 

having "fait prendre conscience a Celine de !'importance de la pulsion de mort chez 

l'homme, et l'ecriture n'est que le moyen privilegie de decouvrir cette pulsion sous 

tous ses masques.( .... ) l'horreur de la guerre et la blessure subie secretent un 

pacifisme de plus en plus affirme, dont on pen;oit assez vite la pente 

prophetisante. »42 It was precisely this pacifism that prompted Celine to write the 

pamphlets in an attempt to avert a second World War equal in horror to that of its 

predecessor of which he had first-hand experience. And it is this viewpoint he shares 

with the reader in Feerie I: ''J'ai voulu sauver la glotte ( .... ) leur faire esquiver 

l' Abattoir, mes livres pour ~a!" (FI p 13) 

Transgression 

War is a primary transgressive element in Celine's works, and will be considered thus 

as an agent for the destruction of molar entities faced by the narrators in his works, 

and by extension, as a liberating force acting on the author-narrator himself to achieve 

aesthetic fulfillment. Significantly, it is the traumatic experience of war itself that 

41 Cahiers Celine 4 : p 60 : Lettre du 31 juillet 1916 
42 Llambias, R: Guerre, histoire et langage dans le recit celinien: Revue des Sciences Humaines Tome 
LXXV No 204 octobre - Decembre 1986 p 93 
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prompts Celine to create figures of the Double who, in tum inhabit the transgressive 

environment of war. 

In the early novels, we are witness to the fact that the transgressive agency of the 

Double on the narrator is successful to a degree, despite the fact that at the close of 

Mort a credit Ferdinand still yearns to return to war: "Je veux partir mon oncle! ... Je 

veux aller m'engager demain . .. "43 Hainge believes that the failure of both Bardamu in 

the Voyage and Ferdinand in Mort a credit to achieve liberty is reflected in Celine's 

literary style, as "the delirium on which Celine's aesthetic is to be constructed is never 

fully integrated into the writing of his first two novels, remaining primarily on the 

level of content and not that of style." 44 We therefore trace the evolution of both the 

transgressive agency of the Doubles present in Celine's subsequent work as well as a 

parallel development in his poetic literary style which develops as a result of that 

figure's catalytic action. 

While the narrative in both Voyage and Mort follows a linear trajectory, from 

Guignol 's Band onwards there is a fundamental change ; the narrative structure 

becomes inchoate, privileging style over thematics : 

"Entre ces aventures et le lecteur vient s' interposer un narrateur, dont le present et la memoire 

ne peuvent qu'interferer avec l'ordre des evenements, le bouleverser, lui imposer leur ordre 

propre, c'est-a-dire leur desordre. On atteint ainsi peu a peu les derniers romans, ceux de la 

trilogie allemande, dans lesquels le lecteur ne trouve plus l 'histoire qu'il attend qu'a travers la 

presence d'un narrateur constamment au premier plan (pour commencer en debut de roman) et 

seulement au gre des caprices de sa memoire.»45 

Apocalypse 

The role of war as an agent for the actualisation of Celine's aesthetic expression is the 

matrix on which the author's entire reuvre is based, even though both war and the 

historical context in which it occurs hardly appear propitious for artistic creation. 

Paradoxically, « ces recits pleins de la guerre aient toujours ete affirmes comme une 

43 Celine : Mort a credit : Romans t I: Editions Gallimard 1981 : p 1100 
44 Rainge, G : Capitalism and Schizophrenia in the later novels of Louis-Ferdinand Celine; D'un . .. 
l'autre : Peter Lang publishing 2001 : pp 18-19 
45 Godard, R : Les Ref erences au travail narratif dans le roman celinien : Actes du Colloque 
International d'Oxford, septembre 1975 : Australian Journal of French studies : p 7 in Rainge, G: p 19 
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incessante mise en garde contre (la guerre). »46 Despite the constant presence of war, 

Celine's corpus therefore constitutes a pro-humanity, anti-war message. 

The transgressive element inherent in War, namely the quest for dominance of one 

faction over another - can therefore be said to act, not simply as a trigger for the 

creation of a Double in the narrator, as we have remarked earlier as a function of his 

inability to cope with the horror of war, but also the creation of "l' aventure plus 

fascinante d'une ecriture en constante invention, oscillant entre le recit impossible de 

la bataille et la mise en scene de l'operette.( .... ) entre l'Histoire, parfaitement 

indechiffrable des lors qu'elle se pose en ennemie, et la "Feerie", sorte de chronique 

de l'outre-la. »47 In an antidote to« l'effrayable culpabilite, l'immense lourdeur du 

monde et de l'haine », Celine rewrites History in a style that is« beant de trous de 

plus en plus profonds, et de points de plus en plus aeriens »48 , an image which is 

evoked by the Orleans bridge which literally disintegrates under bombardment in the 

preface to Guignol's Band I. The image of the exploded bridge evokes an apocalyptic 

scene of chaos, a state in which creativity flourishes, as it is the polar opposite of 

ordered, predictable life. Bonnefis endorses this notion in his observation that the 

"Archipont nous donne tout. D'un seul coup toutes les arches, tousles archi, toutes les 

arkhe; l'arche proprement <lite, qui est la partie cintree d'un viaduc; l'arche de Noe, 

l'arche sepulcrale; les deux arcs triomphaux de la vie et de la mort ... Toutes les 

arches et tousles archai:'smes. Le chaos. »49 What is more, there is« Pas de pont qui 

tienne, sans le chaos. Ponts et chaos tiennent ensemble ( ... ) Un pont est, par essence, 

une structure boiteuse », a factor which augments its potential for creativity. Indeed, a 

bridge is defined by its very instability, as « s 'il n' etait agite, secoue de soubresauts, 

c'est bien simple: aux yeux de Celine, ce ne serait pas un pont ( ... ) »50 If, when intact, 

a bridge already possesses an eph~meral, unstable quality, and thus, by extension, the 

potential for aesthetic creation, how much greater that potential if the bridge were 

fragmented, as is the case of the Orleans bridge in Celine's novel? War or no war, a 

bridge in the Celinian sense "n' est jamais trop d' aplomb", it is a fragile structure 

46 Llambias, R : Guerre, histoire et langage dans le recit celinien :Revue des Sciences Humaines tome 
LXXV No 204 octobre-decembre 1986 p 90 
47 Ibid p 90 
48 Ibid: p 90 
49 Bonnefis, P : Le Rappel des Oiseaux : Presses Universitaires de Lille 1992 p 17 
so Ibid p 18 
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between man and the void, bearing within its definition the implied warning that 

anyone "qu'a tant flirter avec l'abime ( ) ne l'embrasse a folle etreinte." 51 

As the embodiment of a creative agent, then, the symbolism of the bridge is capital in 

Celine's works, not only in Guignol's Band where it frames both segments of the 

work, but also in other works such as the Voyage, at the close of which Bardamu 

observes a tug passing under several bridges as well as a lock: "son appel a passe le 

pont, encore une arche, une autre, l' ecluse, un autre point, loin, plus loin ( ... )" (V pp 

504-505), and in the author's last work Rigodon, where the bridge over the Kiel canal 

represents his final destination: "le pont du Kana!! Ohje m'etais doute que nous en 

approchions ... et nous y sommes! » (R p 878), thus circumscribing Celine's entire 

ceuvre, starting with the Voyage and ending with Rigodon. There is no doubt then, 

that the bridge is the "primordial symbol in Guignol 's Band, the gravitational centre 

from which all begins and to which all returns, that which spans every aspect of the 

work; for the bridge in Guignol 's Band is used not only as a narratival frame, but also 

to create a link between the thematic and stylistic levels of the text. "52 While this 

notion undoubtedly applies to Guignol's Band, we would extend it to include Celine's 

entire oeuvre as mentioned above, for which the bridge acts as a metaphor for "that 

which annuls death not by attempting to ignore and dissimulate it, but by confronting 

it and converting it into a source of amusement, divertissement, comedy."53 

It is precisely the outcome of the creative quality embodied in the structure of the 

bridge that the protagonists in Guignol 's Band I experience; an indiscriminate 

disintegration of animate and inanimate beings and objects reduced to the sum of their 

parts and rendered in one of the most poetic passages present in Celine's work. An 

example of the positive effect of the war-machine occurs in the scene of the bombed 

bridge, almost atomized, fragmented by the violence of the blast, from the chaos of 

which a scene of pure poetry emerges in the form of a grotesque image of a 

dismembered hand: 

51 Bonnefis, P: Le Rappel des Oiseaux: Presses Universitaires de Lille 1992 p 18 
52 Rainge, G : Capitalism and Schizophrenia in the later novels of Louis-Ferdinand Celine.: Peter Lang 
Publishing 2001: p 69 
53 Ibid p 69 
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"Je voyais plus haut maintenant que les nuages ... la alors c'etait du special. .. la en plein ciel! 

.... En plein azur! ... la vision feerique ... une main coupee je voyais ... une main bien pale sur 

des flacons ( ... )et qui saignait au goutte a goutte . . . une main pale blanche et tout autour des 

nuees d'oiseaux ... tout rouges .... voletantjaillis de ces plais meme ... Jes doigts tout scintillant 

d'etoiles ( .... )tout vous emporte ... tout vogue aux reves ... tout abandonne ... aux fetes du 

Palais des Nuits ... » (GBI p 94) 

Duality of war 

Apart from the figures of the Double that appear in Celine's works, we believe that 

War represents an over-arching Double in and of itself, expressing the dark side of the 

author's creative impulse from which he flees in the Voyage. War, and its outcome, 

Death, is the leitmotif of a manifestation of horror and abjection that at first pursues 

the author Celine as well as his protagonists, before they come to assimilate it and to 

recognize its regenerative power. 

This study demonstrates how, throughout the evolution of Celine's novels, played out 

against a backdrop of both World Wars, the concept of death evolves from something 

that is to be feared - and thus delayed or postponed - hence the title of Mort a credit, 

to an element that is to be welcomed and embraced. We will observe how the author 

evolves in tandem with his literary creation, to a point where death no longer 

represents fear and immobility, but the promise of a new life and a concomintant 

stimulus for creation. This notion is embodied in the pregnancy of Virginie in 

Guignol 's Band II, as well as in the images of pregnant women in D 'un chateau 

l'autre, one of whom, "une Allemande de Memel" (CAp 289), is in the process of 

giving birth at the conclusion of the novel. 

War is perhaps the dark side of e".'ery human being; the combative, destructive aspect 

that we hide even from ourselves as something that is socially unacceptable. War is 

the socially sanctioned transgressive facet of humanity; transgression being its most 

fundamental tenet in a bid for survival. Death (of the enemy) is its desired outcome, 

and when that war is internalised in an individual due to the clash of two opposing 

facets of his personality, the outcome is no different. It is in one's attitude to the death 

of one's subjectivity or individuality that one truly becomes a creative human being­

one devoid of ego. Deleuze defines this state as "becoming-imperceptible". The 

Double is a metaphor for the battle within each one of us, and accentuated in a 
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creative personality- for the reconciliation of the dual warring factions in one's 

nature; a striated nature striving for what Deleuze termed a 'smooth space' in which 

to realize its full creative potential. 

We posit that the Doubles created by Celine in his works are the agents for the 

resolution of the internal conflict the author experiences between the dual facets of his 

nature. In his novels, we witness a bid not to vanquish his shadow self, but to become 

reconciled to it, just as he comes to accept the presence of War and ceases to fight 

against it, and in the process recognises its positive creative aspect. Contrary to 

previous definitions of War and Death as simply the principal thematics in Celine's 

works, they are, in addition, a stylistic device that operates in his works to release the 

creativity of the prose. The figures of the Doubles therefore represent thematics in the 

service of stylistics; transgressive, iconoclastic agents that bring about the dissolution 

of hierarchical, institutionalized norms and constructs, thus releasing Celine's creative 

impulse. 

Traditionally, transgression is associated with the notion of an accession to a position 

of power - usually associated with the supplanting of one figure of power by 

another. 54 In the context of Celine's use of the Double as a transgressive agent, we 

submit that the outcome of this strategy is the accession of the author's creative power 

through the sublimation of the polar, paranoiac facets of his being, and the subsequent 

emergence of his creative schizophrenic side. The Double therefore serves as an 

agent in the battle for dominance between one's negative, strictured self and the free, 

creative aspect of one's being. The end result is the space created between the two 

54 We deal with this aspect of transgression in a subsequent chapter, in the context of Celine's frequent 
quotes from Shakespeare. 
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opposing poles (paranoia - schizophrenia)55 ; that space which is so often represented 

in Celine's works by the image of a bridge. It is also present in the holes in the lace 

that define and demarcate the fabric as lace; and that 'lace' is Celine's text, the 

outcome of the battle between his Self and the Other, his shadow self or alter ego; that 

state of existence that Rainge perceptively describes as 'To be and not to be', thus 

conflating Hamlet's dialectic, and with it the hesitation implied in the original quote: 

'To be or not to be, that is the question'. In Feerie L this conflation is embodied in the 

narrator Ferdinand's question 'Binotoubi?' (FI p 114) Rainge identifies the figure of 

Mille-Pattes in Guignol's Band as a successful example oflnter-Polarity56 and thus a 

trope for Celine's 'metro emotif: "Like the metro emotifthat he comes to embody, 

then, Mille Pattes is but a vehicle to convey the individual into a space in which desire 

can be liberated."57 In this context, he represents a figure of a Double capable of 

transporting both author and narrator towards their aesthetic goal through the agency 

of delire as defined by Deleuze and Guattari as an "oscillation entre les deux poles" of 

schizophrenia and paranoia. 

State of siege 

An important facet of war in Celine's novels is that of a state of siege, from which an 

escape route is offered through the transgressive force inherent in a cavalry charge 

which is evoked on several occasions by the image of the Colonel des Entrayes and 

his horse. Celine's first memory of a literal state of siege no doubt dated from the 

events at No 59, rue de Chabrol where the anti-Semite and anti-Mason Jules Guerin 

immured himself in order to avoid arrest for activities relating to the French 

Antisemitic League. The siege lasted from 13 August to 20 September 1899, when 

55 Deleuze, G and Guattari F : L 'Anti-OEdipe : p 451: in Rainge; G: Capitalism and Schizophrenia in 
the later novels of Louis-Ferdinand Celine : pp 10-11: "The vision of existence that Deleuze and 
Guattari propose, then is one in which there exists a fundamental antinomy, an apparently 
irreconcilable division of life into a schizophrenic, desiring, molecular level, in which all is 
fragmentary, instantaneous and intensive, and a paranoid, fascistic , extensive, molar level( ... ) for, as 
Deleuze and Guattari state, "L'investissement paranoi:aque et l'investissement schizoide sont comme 
deux poles opposes de l'investissement libidinal inconscient, dont l'un subordonne la production 
desirante a la formation de souverainete et a !'ensemble gregaire qui en decoule, et l'autre effectue la 
subordination inverse, renverse la puissance et soumet !'ensemble gregaire aux multiplicities 
moleculaires des productions de desir. Et, s'il est vrai que le delire est coextensif au champ social, on 
voit dans tout delire les deux poles coexister, et des fragments d'investissment schizoide 
revolutionnaire coincider avec des blocs d'investissment paranoiaque reactionnaire. L'oscillation 
entre les deux poles est meme constitutive du delire. ( .. . ) »( our emphasis) 
56 The space between the paranoiac and schizophrenic poles as defined by Deleuze 
57 Rainge, G : Capitalism and Schizophrenia in the later novels of Louis-Ferdinand Celine : Peter Lang 
publishing 2001 : p 61 
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Guerin eventually surrendered, to be condemned to "dix ans de reclusion, transformes 

l'annee suivante en peine de bannissement"58 . The author witnessed this event in the 

company of his father when he was five years old. Celine's memory of Fort Chabrol 

was entrenched ten years later when, as a young man of fifteen, he witnessed Guerin's 

funeral cortege floating down the Seine, the anarchist having perished during the 1910 

flooding of the Seine at Ablon. 

There is no doubt that these events impressed themselves indelibly on Celine's 

memory, according to the description he evokes in Nord: "Parlant du Fort Chabrol, 

souvenir de m6me, j 'ai vu ce siege .... Et la reddition .... apropos encore, j 'ai lu 

depuis, combien ce Guerin etait suspect. .. bourrique ou pas, je l'ai vu embarquer a 

Ablon, par les pontonniers du 1 er Genie, mort de sa belle mort, quai de l'Ecluse ... 

pendant la grande inondation, 1910 ... les souvenirs de m6me sont toujours si c' etait 

d'hier. .. »(Np 359) Celine also evokes this memory in Version B of Feerie pour une 

autrefois, comparing it to the RAF bombardment of Paris, thus corroborating our 

thesis that the author's experience of war is closely linked to that of a state of siege. 

"Ils etaient gentils dans un sens. J' en avais vu des choses pareilles ... le fort Chabrol 

dans mon enfance ( ... ) C'etait encore avec mon pere apres son bureau. Ils tiraillaient 

par les fenetres, ils soutenaient un siege ..... des anarchistes .... ( ... ) C'etait un 

evenement terrible. J e crois que c' est les premiers coups de feu que j 'ai 

entendus. »59(our emphasis) Significantly, the siege of Fort Chabrol is also recalled in 

Version B' of Feerie when Ferdinand is pursued by a menacing crowd together with 

the dog Piram: " ... tout l'attroupement au trottoir ... la au moins cinquante 

personnes .... ( ... ) je barricaderais ... Fort Chabrol! Ah! Fort Chabrol! Et la bande 

alors ... Bonnot ... et Buzenval et Cartouches."60 Godard notes that Celine is never at a 

loss for examples of buildings and houses under siege, having quoted from no less 

than four examples in the above paragraph. Apart from the siege of fort Chabrol 

already mentioned, they include« ... la villa de Choisy-le-Roi dans laquelle Bonnot 

s'etait retranche en 1912 (ces deux episodes reparaitront ensemble dans Nord (p359); 

le chateau de Buzenval, dans la commune de Rueil-Malmaison, qui fut en 1871 

l'enjeu d'un des demiers combats du siege de Paris, enfin le tableau qui date de 1873 

58 Celine: Romans t II Editions Gallimard 1974: p 1164 
59 Version B de Feerie pour une autrefois: Romans t IV Editions Gallimard 1993 p 856 
60 Ibid : Version B' de Feerie pour une autre fois : p 1007 
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et represente la defense hero"ique d'un batiment lors de la bataille de Bazeilles en 

1870. » 61 Significantly, each of these instances of a state of siege involves an 

interaction with the police force, a 'molar' institution of repression to which Celine 

was subjected in prison62 - the restrictive environment in which Feerie II was written 

- thus reflecting the author's rebellion against the public disapprobation and censure 

that had resulted in his emprisonment. 

We posit that the only manner in which to liberate oneself from a state of siege, such 

as that in which Celine found himself both in practical terms, incarcerated within his 

prison walls, as well as figuratively through the public censure he had invoked 

through the publication of his pamphlets, was through a literary act of transgression in 

the form of a simulated act of war, notably in the form of a cavalry charge. As we 

have already witnessed in Guignol 's Band I and II, whenever the narrator was 

subjected to emotional pressure, this act of aggression is personified in the cavalry 

charge of Colonel des Entrayes, who Celine had first encountered during his traumatic 

experience at the Front in 1914. The most striking examples of this evocation occur in 

Guignol 's Band II, on each occasion close on the heels of a traumatic event in the 

narrator's life. On the occasion of the death of Van Claben and Mille-Pattes, 

Ferdinand, having assumed the identity of des Entrayes' horse, exclaims" .. me voila 

la charge et la force!" (GBII p 429), while the second instance occurs when the narrator, 

haunted by guilt and the spectre of the policeman Matthew in pursuit, exclaims "La 

force que j'incame! Et le colonel sur mon dos! ( .... )la charge! Chaargez! Chaargez!". 

(GBII p 593) We note the importance in these citations of the use of the words 'force' 

and 'charge', which underscore the violence of the act of transgression which will 

result in a lifting of the state of emotional siege in which the narrator found himself. 

As Godard notes, « La sortie que peut tenter un assiegie n'est pas sans ressemblance 

avec une charge de cavalerie, elle aussi lancee contre la ligne ennemie pour la 

percer. » 63 ( our emphasis) 

61 Ibid: Notes et variantes p 1491 
62 « Dans un caveau je pousse mon fant6me de roman » the author writes in a letter to Lucette 
Destouches dated 11 September 1946. 
63 Feerie pour une autre fois : Notice : Romans t IV Editions Gallimard 1993 : p 1164 
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Jules-Entrayes 

In Version B' of Feerie pour une autrefois, we encounter a reversal, a mirror-image 

of the situation regarding the colonel des Entrayes and his horse, in which previously 

(in Guignol 's Band) « Ferdinand se voyait alors en situation non seulement de 

cavalier recevant l'ordre, mais de cheval. »64 However, in Version B' of Feerie, the 

positions are reversed, with Ferdinand as narrator in the person of des Entrayes 

launching the battle cry, mounted on Jules as his 'horse': "La cavalerie est representee 

par Jules, soudain reapparu dans }'atelier, et que son chariot a quatre roues transforme 

pour la circonstance en un centaure grotesque. »65 Devoid of the arrogance he 

displayed on the Moulin de la Galette while hurling invectives at, and directing the 

Allied bombers towards Montmartre, Jules is in this instance reduced to an abject 

figure. In this version of Feerie he is not only reduced physically through his infirmity 

in his representation as a horse, but is "aussi soumis, begayant, humilie, qu'il pouvait 

etre triomphant et arrogant la nuit precedente ( ... )"66 Mounted on the equestrian 

incarnation of Jules, Ferdinand echoes des Entrayes' battle-cry "Haut les coeurs!"67 in 

a moment of triumph and liberation, signaling a release from the stricture of 

emprisonment and moral censure that had reduced him to a state of siege: « Ferdinand 

s'est enfin mis ici en situation de prononcer lui-meme cette injonction qu'il subissait 

comme cavalier au moment critique des attaques, pendant la guerre, et qui, depuis, n'a 

cesse de le hanter ... »68(our emphasis) In other words, Ferdinand- Celine has begun to 

take charge (literally and figuratively) of his own life in an act of transition which was 

made possible through the transgressive actions of the figure of his Double, Jules. 

That transition is symbolized by his assumption of the role of des Entrayes - formerly 

a figure of authority and fear; a trigger of traumatic memory which he has subsumed, 

thus rendering it powerless - and a concomitant recovery of his authentic voice and, 

by extension, his creative power. 

J 1 ' t ("T' d d h ?" d " 1 ' ' ' u es s s ammer, as es... es .. . po .. . po ... poc es. an pour es pe pe pe 

pe . .. »)69 as well as several other examples in this episode, recalls that of Mille-Pattes 

in Guignol's Band II, signaling the "embodiment of Ferdinand's schizophrenic, 

64 F eerie pour une autre fois : Notice : Romans t IV Editions Gallimard 1993 : pp 1164 - 1165 
65 Ibid p 1165 
66 F eerie pour une autre fois : Notice : Romans t IV Editions Gallimard 1993 p 1165 
67 F eerie pour une autre fois Version B ' : p 1019 
68 Ibid p 1492 (Note 1 of page 1019) 
69 Feerie pour une autre fois :Version B' : Romans t IV Editions Gallimard 1993 : p 1020 
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emotive side that is still ensnared by the paranoiac molar pole ( ... ) in other words that 

side of Ferdinand that Ferdinand knows can do him harm within molar society, that 

side of him of which, in a moment of excessive paranoia, he tried to rid himself by 

pushing Mille-Pattes under a train."70 Incensed that the crowd gathered outside Jules's 

studio, where the narrator and the cripple are holed up, ("cemes ... c'est un siege"71 ), 

appears to make no distinction between himself and Jules, and that "ils (les) fourrent 

dans le meme sac ... lui qu'etait RAF assez, merde! La fa9on qu'il menait l'orchestre 

d. 1 L' h d 1· 1 . C' 1 fu 1 . "72 ... un peu 1tes. a- aut, u mou m toute a nmt.. .. est a reur, a pass10n... , 

Ferdinand launches a warlike attack, a 'cavalry charge' to liberate them from the 

impasse in which they are caught: "En selle! Que je te saute en voltige!"73 On this 

occasion, Ferdinand has no hesitation in exacerbating Jules's degradation, teaching 

him to neigh like a horse, "Fais 'hin ... hin' Je lui montre a hennir", and going as far 

as to observe "Faut que je lui parle cheval". 74 Thus launched into battle against the 

crowd- a symbol of public disapprobation suffered by Celine - Ferdinand urges his 

'steed' ever faster, although conscious of the precariousness of their trajectory: "tu 

verses pas, t'inclines hein .... Tu te penches a Junot . .. tu te lances pas aux 

marches"75 , spurring him on with verbal abuse and insults, which are the equivalent of 

the spurs worn by des Entrayes : "Allez! Allez! fougueux corsaire! Tomate! Ivrogne ! 

Faut que je l'injurie ... et puis la (mot illisible) de la guerre. »76 Eventually losing his 

'mount' as Jules takes a comer too fast, overbalancing due to the weight of 

Ferdinand's manuscripts stowed between his stumps, Ferdinand is deposited on the 

pavement, while Jules continues to careen downhill alone towards the metro 

Lamarck-Caulaincourt. 

In the figure of Jules-cum-horse, at one with his wheeled platform and weighted with 

Celine's manuscript as ballast, we discern a parallel with the author's 'metro emotif. 

Just as for Celine's« metro-tout-nerfs-rails-magiques-a-traverses-trois-points »77 to 

function efficiently, ballast is required: "Pour poser mes rails emotifs! .. simple 

70 Rainge, G: Capitalism and schizophrenia in the later novels of Louis-Ferdinand Celine: Peter Lang 
Publishing 2001: p 59 
71 Feerie pour une autrefois :Version B' : Ibid p 1021 
72 Ibid p 1021 
73 Ibid: p 1021 
74 Ibid: p 1022 
75 Ibid p 1025 
76 Ibid p 1025 
77 Entretiens avec le professeur Y: t IV: Editions Gallimard 1993 : p 543 
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comme bonjour! ... sur le ballast( ... ) ils tiennent pas seuls mes rails! ... il me faut 

des traverses!"78 , for Jules too "C'est le poids, le lest aussi son salut"79 ; a 'literary' 

ballast, Ferdinand having stowed his manuscript between the cripple's stumps at the 

start of their trajectory. Bereft of his 'horse', Ferdinand is in tum reduced to an abject 

state, staggering towards the metro, while pretending to hurl explosives at the crowd. 

Deprived of his manuscript, Ferdinand is left with a single ray of hope, that "(Il a) 

sauve la vie, c'est quelque chose .... "80 . It appears that having apparently been 

thwarted in his literary vocation, the narrator has no other recourse but to fall back on 

his medical one; that of healing, of saving lives. 

Vocation 

In the same Version B' of Feerie, we discover another allusion to Celine's dual 

vocation of writer - doctor, when describing the labour and ultimate reward involved 

in creating his literary works, he compares it to "l'achamement de terrassier ... de 

terrassier des ondes .. . tout petit trait de scalpel pres, le temple fripe, effrite, s'efface 

.. .. Yous attrapez plus rien, rien vient. .. C'est la magie ... "81 . There is no doubt that 

for Celine, his predeliction vacillates between writing and medicine as a means of 

expression through a form of self-sacrifice in order to regain oneself: 

"La plume est un scalpel de mage, de mage en terrasse ( . .. ). C'est un travail de fee c' est tout, 

ou l'homme perit damne, perd l'ame, la bonne gentillesse, la bite, tout .... ( ... ) brandit sa 

pauvre *ardoise* de tete, qu'il a vu des plans, la comete, passee de cent millions d'annees . .. 

qu ' il a dit ( ... ) enfoui devant que la lune naisse. Oh ! c'est du tourment pas dicible .... Oh! la 

medecine est encore mieux ... tourments de nenette pour tourments ( ... ) » 82 

Any doubt as to the degree to which the phenomenon of war influenced and 

determined Celine's creative output is dispelled in Lucien Rebatet's evocation of 

Celine's Odyssey across wartom Germany in the company of his wife Lili, Le Vigan 

and Bebert the cat, together with the manuscript of Guignol 's Band II concealed in 

Bebert's basket: "Il s'engageait dans un monologue inoui:, la mort, la guerre, les 

armes, les peuples, les continents, les tyrans, les negres, les Jaunes, les intestins, le 

vagin, la cervelle, les Cathares, Pline l' Ancien, Jesus-Christ. La tragedie ambiante 

78 Entretiens avec le professeur Y: t IV : Editions Gallimard 1993 :p 542 
79 Feerie pour une autrefois Version B': t IV :Editions Gallimard 1993 : p 1026 
80 Ibid p 1027 
81 Ibid : p 972 
82 Feerie pour une autrefois :Version B' : p 972 
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pressait son genie comme un vendange. Le cru celinienjaillissait de taus cotes. »83 

(our emphasis) It is thus clear that as a metaphor for the Double, war, and its 

concomitant suffering experienced by the author was the catalyst for the production of 

his particular literary 'vintage'. 

Backdrop 

When Celine commenced writing Feerie pour une autre fois84, three situations existed 

which were propitious for the creation of this oeuvre, both of which encapsulated the 

elements of a state of siege: public censure incurred as a result of the publication of 

his pamphlets; his experiences of a journey across war-tom Germany and his 

incarceration in the 3 square-metre cell in the Vestre Faengsel in Denmark. Each 

situation symbolized a form of restriction; the first limiting his social space, the 

second representing a constriction of his emotional space through the experience of 

trauma while the third literally constrained his physical existence.« Avec ses 

experiences des deux demieres annees - le printemps de 1944 a Paris tel que pouvait 

le vivre quelqu'un dans sa situation, la traversee de l' Allemagne a feu et a sang, cette 

cellule du fond de laquelle il commence a ecrire -, il a le sentiment de tenir le sujet qui 

lui permettra de donner une nouvelle fois toute sa mesure. » 85 Indeed, Celine 

regarded this combination of circumstances in so favourable a light that he felt 

capable of« crev(ant) une deuxieme fois le plafond », a sentiment expressed in an 

unpublished letter to J-G Daragnes in 1948, as he had done more than a decade earlier 

with the Voyage. While Celine's first novel had as its background the First World 

War, Feerie is set against a backdrop of the Second, where "Aux mitraillades et obus 

de 1914 repondent les bombes de 1944 ( ... )"86, linked by a common interrogation that 

had preoccupied Celine for most of his life, and one to which he was almost reluctant 

to uncover the answer, so unthinkable was it: "( ... ) une violence inherente a 
l 'homme. "37 

Regrettably, despite the poetics of the text in a novel which saw its thematics 

deployed in the service of stylistics, and not the conventional reverse, a general 

83 Rebatet, L: Herne p 236 : in Romans t II p 997 
84 We note that the version of this novel published as Feerie II was written during Celine ' s 
incarceration, prior to F eerie I 
85 Feerie, pour une autrefois: Preface :Romans t IV Editions Gallimard 1993 pix 
86 Feerie pour une autre fois : Preface : Romans t IV Editions Gallimard 1993 p x 
87 Ibid p X 
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incomprehension of Celine's text and style, together with a legacy of moral censure as 

a result of the anti-Semitic content of the pamphlets conspired to condemn both 

versions of Feerie to commercial failure. Celine would therefore only realize his 

vision of 'breaking the ceiling' in his next novel D 'un chateau l 'autre. Despite a level 

of stylistics deployed in Feerie which Celine described as "purement emotif', and 

therefore completely liberated from the strictures of conventional written French, his 

novels failed to find favour with postwar French public in whose minds the content of 

the pamphlets, conflated with postwar revelations of Nazi atrocities towards the Jews, 

created a degree of moral censure that eclipsed an objective appreciation of the 

stylistic achievement present in both versions of Feerie pour une autre fois. 

Prophetically, Celine declared in an interview with Robert Sadoul that his emotive 

style was the element in his literary oeuvre which would "remport( er) tout de meme la 

victoire, quand (il) serait mort". 88 

Thoughts on war and death 

In the Voyage, Celine depicts Man in his most primal state; that part of his nature that 

is conventionally dissimulated behind a veneer of 'civilised' behaviour. In his essay 

Thoughts for the times on War and Death, published in 1915, Freud speculates that 

modem man is perhaps more primitive, more savage than so-called 'primitive man', 

as the former is able to return from war, apparently psychically unscathed: "When the 

frenzied conflict of this war shall have been decided, every one of the victorious 

warriors will joyfully return to his home, his wife and his children, undelayed and 

undisturbed by any thought of the enemy he has slain, either at close quarters or by 

distant weapons of destruction."89 In contrast, primitive man's behaviour appears far 

more 'civilized', as he may not "set foot in his village nor touch his wife until he has 

atoned for the murders committed in war by penances which are often prolonged and 

toilsome."90 Indeed, the very emphasis on the biblical commandment 'Thou shalt not 

kill' has its corollary in man's innate blood-lust; the fact that "we spring from an 

endless ancestry of murderers, with whom the lust for killing was in the blood, as 

88 Ibid p xi: Interview avec Robert Sadoul de mars 1955 : Le Magazine litteraire sept 1990: p 102 et 
l'Annee Celine 1990 p 56 
89 Freud, S : Thoughts for the times on war and death: Collected papers vol IV: The International 
Psycho-Analytical Library No 10: Hogarth Press 1925 pp 311-312 
90 Ibid p 312 
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possibly it is to this day with ourselves."91 In underscoring the principle of man's 

innate desire to kill, Freud draws attention to a passage in Balzac's Le Pere Goriot, 

where the author alludes to an extract from the works of J-J Rousseau which refers to 

the death of a mandarin in Peking, and the possibility of that death being brought 

about by a pure act of will. Rousseau implies that the life of the mandarin would 

easily be dispatched if there were no possibility of the origin of his death being 

uncovered, hence the origin of the expression "tuer son mandarin" which 

encapsulates man's innate capacity to kill. 

Seventeen years later in a letter to Einstein,92 Freud makes the astonishing claim that 

despite the ambivalence of the warring instincts of self-preservation (Eros) and self­

destruction (Thanatos) present in Man, he is inherently a pacificist for "organic 

reasons".93 Elaborating on this concept, he goes on to say that "This is not merely an 

intellectual and emotional repudiation; we pacifists have a constitutional intolerance 

of war, an idiosyncracy magnified, as it were, to the highest degree."94 This statement 

finds its parallel in Bardamu's declaration that "La verite de ce monde c'est la mort. 11 

faut choisir, mourir ou mentir. Je n'ai jamais pu me tuer moi." (V p 200) In tum, this 

evokes Celine's sentiments expressed in his Hommage a Zola in 1933 when he 

suggests that man is incapable of existing in a brutalized, masoschistic society " ... 

sans la violence d'un mensonge".95 Violence countered with violence then, in an 

attempt to attenuate its malign influence on Man through the 'inoculation' of a lie. 

Freud ends his contemplation on war and death with an existential question that might 

have been drawn directly from the Voyage, and indeed, we speculate that the 

psychiatrist's article could have been the source of related questions raised in Celine's 

first novel. They included the po~sibility of war continuing to exist as long as " ... the 

repulsions between peoples (were) so intense"96, causing Freud to pose the question 

"Is it not we who must give in, who must adapt ourselves to (wars)?", instead of 

91 Freud, S: Thoughts for the times on war and death: Collected papers vol IV: The International 
Psycho-Analytical Library No 10: Hogarth Press 1925 : p 312 
92 Why War ?(1932): Freud, S : Collected Papers Vol IV: The International Psycho-Analytical Library 
No 37: American edition 1959 
93 Ibid p 286 
94 Ibid p 287 
95 Cahiers de !'Herne No 3 : p 179 
96 Ibid p 316 
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"living psychologically beyond our means',97, thus denying the truth of man's innate 

nature. He also questions whether it might not be "( ... ) better to give death the place 

in actuality and in our thoughts which properly belongs to it, and to yield a little more 

prominence to that unconscious attitude towards death which we have hitherto so 

carefully suppressed?"98 This argument resonates closely with Celine's observation 

that "Toute la jeunesse est allee mourir deja au bout du monde dans le silence de 

verite. ( ... )La verite, c'est une agonie qui n'en finit pas. La verite de ce monde c'est 

la mort." (Vp 200) And in his dialogue with the Abbe Protiste99 Bardamu's reflection 

on the culmination of earthly happiness being conditional on the ability to "( ... ) 

mourir avec plaisir, dans du plaisir ... " (V p 380) reveals his viewpoint on death while 

simultaneously issuing the caveat that« Le reste c'est rien du tout, c'est de la peur 

qu'on n'ose pas avouer, c'est de l'art. » (V p 380) 

In paraphrasing the maxim "Si vis pacem, para bellum (If you desire peace, prepare 

for war) as Si vis vitam, para mortem (If you would endure life, be prepared for 

death)", 10° Freud offers us an indication of the origin of Celine's dictum regarding 

death being the only truth in life. In tum, Celine acknowledges his debt to Freud, and 

more specifically to the article from which this quote was taken, in an interview with 

Charles Chasse in 1933, when he justifies the importance of literature in general and 

97 Cahiers de l'Heme No 3: p 316 
98 Ibid : p 3 16 
99 A name that evokes the Greek God Proteus who is defined by his capacity to become amorphous or 
protean: Dieu grec. L'un des« vieillards de la mer». Fils de Poseidon et de Phenice ou d'Ocean et de 
Tethys. 11 garde les troupeaux de monstres marins appartenant a son pere. 11 a le don de divination, 
mais il se refuse a donner sa prediction a moins qu'il n'y soit force : il suffit de surprendre pendant sa 
sieste et de l'enchainer; il rend a la fin sa prophetie apres avoir essaye de s'echapper, prenant des 
formes effrayantes ou insaisissables, comme celle de l'eau ou du feu . Dans une tradition 
posthomerique, Protee est un roi d'Egypte qui garde Helene a sa cour et renvoie Paris a Troie avec une 
nuee (selon Euripide) a la place de la femme enlevee. Mais il accepte de la rendre a Menelas quand 
celui-ci vient la reclamer. Protee: Le Petit Robert des noms propres 2002 ppl688-1689 
'Protiste' is also a name that evokes Freud's association with his colleague Weismann: Bellosta, M-C: 
Celine ou l'art de la contradiction: "Auguste Weismann observa qu'a l'oppose des etres vivants 
superieurs (qui sont constitutes d'un corps individuel, ou soma, mortel, et de cellules germinales, ou 
plasma germinatif, immortel) , les protistes ont un corps immortel, puisqu'il ya identite chez eux entre 
individu et cellule germinale. Pour appuyer son hypothese de la pulsion de mort, au chapitre VI d'Au­
dela du principe du plaisir, Freud recourt aux « protistes » en faisant observer la « frappante analogie 
qui existe entre la distinction weismannienne 'soma-plasma germinatif et notre distinction 'instincts de 
vie - instincts de mort' ( ... ) »: p 117 
10° Freud, S: Thoughts for the times on war and death (1915): Collected papers vol IV: The 
International Psycho-Analytical Library No 10: Hogarth Press 1925: p 317 
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of a style of 'delirium' in particular in his remark that "Le delire, il n'y a que cela, et 

notre grand maitre actuellement a tous, c'est Freud."101 

War neuroses 

In his work Beyond the pleasure principle, as well as his Introduction to Ferenczi, 

Abraham, Simmel and Jones's work Psycho-Analysis and the war neuroses, Freud 

expressed the belief that the explosion of war neuroses, and especially those of a 

traumatic nature were provoked by an earlier conflict or division of the 'I' or Ego 

experienced prior to the actual incident which caused the trauma: "The conflict takes 

place between the old ego of peace time and the new war-ego of the soldier, and it 

becomes acute as soon as the peace-ego is faced with the danger of being killed 

through the risky undertakings of his newly formed parasitical double. " 102(our 

emphasis). Differently phrased, the old (peacetime) ego protects itself from the danger 

posed to its existence by a flight into traumatic neurosis in defence against the new 

(wartime) ego which it recognizes as life-threatening. It is from this vantage point, 

besieged like the political agitators Guerin, Liabeuf and Bonnot103 that the pacifist ego 

defends itself against annihilation by its new warlike incarnation. In this description it 

is impossible not to recognize the figure of Robinson, encountered by Bardamu 

immediately after the horrific events suffered at the Front; a figure that is capable of 

the 'risky undertakings' mentioned by Freud, entirely are foreign to Bardamu, and 

which inspire in the narrator ambiguous feelings of fear and admiration 

In the image of the besieged, pacifist 'I' we discern a symbol of one half of a double 

entity, or rather another face of a single entity with two different faces which we 

believe lies at the root of Celine's creation of the figure of the Double in his works. 

We may therefore deduce that thi_s phenomenon was brought about by a traumatic 

occurrence - probably the incident in 1914 at Poelkapelle during which the author 

was wounded and subsequently decorated for an act of bravery in saving the life of an 

IOI Chasse, C: La Depeche de Brest et de l'Ouest 1 loctobre 1933 in Cahiers Celine Ip 88 
102 Ferenczi et al: Psycho-Analysis and the war neuroses: Introduction by S. Freud: pp 2-3 
' 03 Referred to supra under the subheading State of siege. In addition, Yves Pages' description of the 
triad: "Si la triade Guerin-Liabeuf-Bonnot experimente une synthese specifique, ce n'est pas celle de 
l'anarchiste de droite, mais celle du forcene type, de l'assiege permanent qui reinterprete les categories 
sociales, culturelle, historiques et politiques ( ... ) L'agitateur Guerin s'adresse surtout a un public de 
petits commen;:ants et de boutiquiers; Liabeufprolonge l'image d'Epinal de l'artisanat des faubourgs ; 
Bonnot et sa bande incarnent le desarroi d'une mouvance <lite 'sous-proletarienne': trimardeurs, 
refugies, sans-travail etc." : Pages, Y : Les fictions du politique chez L-F Celine : p 37 
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officer-but which wasprecededby an earlier conflict of the ego. We can only 

speculate that this might have occurred as a result of traumatic childhood or youthful 

experiences, although historically there is little to substantiate an hypothesis that 

Louis-Ferdinand Destouches' childhood was anything like as violent as that of the 

narrator Ferdinand in Mort a Credit. 

Alter ego 

The figure of Bardamu in Celine's first novel embodies the characteristics of a 

neurotic personality riven by a conflicted ego, evidenced in Bardamu's declaration 

that he "n'avait plus la tete tres solide" (V p 9). His internal duality is reflected in the 

dialogue between himself and Arthur Ganate, in which opposing ideas are exchanged, 

together with the roles of each interlocutor. This fundamental duality is underscored 

by the fact that Celine's original intention was to make Arthur, the conformist, the 

narrator while Bardamu the anarchist was to be his dialogic interlocutor. It was 

therefore Celine's original intention that Arthur Ganate be the one to enlist in the war, 

and not Bardamu. The 'Je' (I) of the unpublished version of the Voyage - the one who 

supported the French race, love and religion and professed respect for one's 

forefathers - was therefore originally Arthur Ganate, contrasted with an 'Il'(He) -

Bardamu - who opposed these notions. 

In a key episode at Le Stand des Nations which clearly demonstrates Bardamu's 

Double or alter ego, the narrator sees his own silhouette among the targets at the 

shooting range; "( .. . ) celui-ci entre les pipes et les petits ballons, sur tout 9a on avait 

tire tant qu'on avait pu, a present sur moi on tirait, hier, demain." (v p 58) Terrified, 

Bardamu exclaims "Sur moi aussi qu'on tire Lola!" (Vp58), leading Bellosta to 

comment that 

« ( ... ) c'est lui-meme qui est invite a tirer pour se massacrer, assassin alter ego de sa victime. 

Ce dedoublement se prolonge en se modifiant dans le recit des jours qui suivent la crise : le 

narrateur pen;:oit alors en lui la dualite d'un moi agresse et d'un moi agressif » 104 

As a result of this emotional crisis, Bardamu is placed under observation in a clinic, 

and it is here that he becomes conscious of his duality while formulating a mechanism 

104 Bellosta M-C: Celine ou l 'art de la contradiction: Presses Universitaires de France; Paris 1990: 
p 124 
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to control the fear that his fellow man inspires in him by reducing him to his lowest 

common denominator: « I1 faut s'apprendre ales considerer tels qu'ils sont, pires 

qu'ils sont ( ... ) » (Vp 63) In applying this stratagem, Bardamu frees himself from the 

weight of perceived censure in the discovery that "<;a vous donne un autre vous­

meme. On est deux." (Vp 63) This is a clear demonstration of the function of the 

Double, created as a device to control or manage a traumatic experience, whether it 

arises from an external or an internal source. This episode and its outcome also 

vindicates Freud's notion of a conflict between the "ideal habituel" and the new "ideal 

guerrier" which characterizes victims of traumatic war neuroses, resulting in an 

internal conflict which weakens the 'I' or Ego. Significantly,«( ... ) la difference entre 

la paix et la guerre est que dans la premiere, le moi est fort, mais attaque par surprise, 

tandis que dans la seconde, il est prepare a l'attaque mais affaibli. »105 

Flashback 

In his essay Action du traumatisme, Traumatisme en action, Action sur le 

traumatisme, the psychiatrist Barrois refers to « cette fameuse triade specifique 

comprenant le blocage des functions du Moi - les crises emotives - les troubles du 

sommeil et les symptomes de repetition », 106 all of which are characeristic of Celine's 

behaviour. The first trait is discernible in what the author termed his de/ire; the second 

in an avowed tendency towards insomnia while the third is evidenced in recurring 

dreams or flashbacks to traumatic war episodes. In Celine's novels Guignol's Band I 

and II, this last characteristic is played out in episodes relating to a recurrent dream 

involving the Colonel des Entrayes and his horse in an obsessional replay of the most 

horrific incidents of war: "Et al ors joujou la mitraille ... l' enfer des combats! les 

ventres qui s'ouvrent! Qui se referment! Les tetes qu'eclatent! Boyaux partout! ... 

glouglous ... ( ... )Des boucherie~ si rouges, si epaisses que c'est plus parterre qu'une 

bouillie" (GBII p 340) The recurrent nightmare suffered by Ferdinand, the narrator in 

Guignol 's Band I and II is particularly significant in the context of the figure of the 

Double as the embodiment of the split 'I' or Ego, as« Le cauchemar repetitif est le 

type du ratage du reve dans sa fonction de second Moi, qui echange avec le Moi vigile 

des representants pulsionnels, dans une sorte dejeu de miroir et d'amortissements 

105 Barrois, Cl: Action du traumatisme, Traumatisme en action, Action sur le traumatisme : Nouvelle 
Revue de la Psychanalyse Vol No 31 : 1985 : p 249 
106 Ibid p 246 
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successifs. Dans le cauchemar, dans la terreur nocturne, il semble que le Moi du reve 

avait besoin d'urgence de passer la main au Moi vigile devant un etat de veritable 

indigestion psychique. »107 (our emphasis) This is an empirical demonstration of 

Bardamu's protective device which he adopts following the traumatic incident at Le 

Stand des Nations. The result is the creation of a Double as a means to both dissipate 

and cushion the shock of a traumatic incident. 

Password 

Expanding on the definition of the traumatised personality, Barrois notes that they 

« ressentent leurs troubles comme a la fois une sorte de persecution inteme (par 

}'intrusion repetitive du cauchemar devenu traumatisme renouvele) et un tendance au 

repli, au retrait social, qui repond, chez certains d'entre eux, a un sentiment 

persecutoire exteme diffuse( .... ) »108 Once more, we identify Celine in this 

description, particularly with regard to a sense of persecution which led to the writing 

of the pamphlets, and later, following their publication, with a redirected sense of 

persecution regarding the moral censure of the French public. Also characteristic of 

those suffering from war neuroses is a "conduite de secret" caused by the 

"traumatisme inteme qui le hante", or a 'secret space' which« n'est pas sans evoquer 

certaines societes initiatiques, que parfois seulement un 'mot de passe' suffit a ouvrir 

( ... ) ». 109 We believe that the pivotal role accorded the 'password' in Celine's novel 

Casse-Pipe vindicates the notion that the author not only exhibited the character traits 

defined by Barrois, but also that he, in conformity with his autodidactism, submitted 

himself to psycho-analytical therapy through his writing, consciously employing the 

narrative device of the mot de passe as a mechanism for liberation from recurrent 

images of war-invoked trauma by entering a 'secret space' inhabited by the Double 

where both author and protagonist were able to confront the fears that haunted them. 

In Casse-Pipe, that space is characterized by the narrator's silence and amnesia. This 

demonstrates a transgressive tactic that « permet a Celine de mettre le langage en 

entier en etat de dysfonctionnement : 'personne n'arrive veritablement a 
communiquer, dans Casse-Pipe ; les uns, les figures hierarchiques, par exces, 

emportes qu'ils sont dans la demesure d'un discours sans cesse eclate, les autres, les 

107 Barrois Cl : Action du traumatisme, Traumatisme en action, Action sur le traumatisme : Nouvelle 
Revue de la Psychanalyse Vol No 31 : 1985; p 252 
108 Ibid : p 246 
109 Ibid p 247 
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acteurs soldatesques, par manque, parce qu'ils restent perdus dans la pate, toujours 

grommelee, grognee, d'une sorte de sous-langue animal et infantile. Et le heros lui­

meme se taisant.' » 110 Not only is the narrator silent, he is also amnesiac, a fact that 

increases his isolation from his fellow soldiers : « Tu sais comment que tu t'appelles 

au moins? ( ... )tu l'as oublie ton nom? Je vais te le dire, moi, le mot. » (CP p 33)111 

Enemy within 

In his article Beyond the pleasure principle published in 1920, Freud distinguishes 

two separate instincts: the Ego-instinct which has as its aim "the reinstatement of an 

inorganic state" 112 from which life emerged- Death or Thanatos. The other instinct is 

sexual and reproductive, linked to creativity and ultimately to a "semblance of 

immortality" - the Libido or Eros. This article marked a turning point in Freud ' s 

thinking as, before this essay, he had placed the sexual instinct on centre stage as the 

motivating force of Man's actions. Positing a theory that went 'beyond' the pleasure 

principle, Freud developed his theory of the primacy of a death-drive. 

We interpret this description of the conflict or rivalry between the ' old' and 'new' 

egos as emblematic of the function of the figure of the Double as employed by Celine 

in his narrative; that of a protective device against the potential destruction of the Ego 

posed by a conflict between the two opposing ego-instincts. What is more, the 

threat of dissolution does not only appear in the form of a bellicose manifestation of 

the Ego itself, but also from the sexual or libidinous instinct, as 

In the traumatic and war neuroses, the ego of the individual protects itself from a danger that 

either threatens it from without, or is embodied in a form of the ego itself; in the transference 

neuroses of peace time the ego regards its own sexual hunger (libido) as a foe , the demands of 

which appear threatening to it. In both cases the ego fears an injury: in the one case through 

the sexual hunger (libido) ancl in the other from outside forces. 11 3 

11° Cornille, J-L: Conte d'auteur: L 'Jmpressioniste : Presses Universitaires de Lille : 1992 : p 236 
quoting Richard, J-P : Celine et Marguerite: Critique 1976 pp 924-925 
111 Ibid p 236 
112 Freud, S: Beyond the pleasure principle: The International Psych-Analytical Press: 1922:p 54 
113 Ferenczi et al: Psycho-Analysis and the war neuroses: Introduction by S. Freud: pp 2 
113 Ibid p 4 
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Freud posits that in the case of war neuroses, the element most feared is "after all an 

inner foe" - one which distinguishes it from pure traumatic neuroses, and more 

closely approximates the transference neuroses. 

We submit that Celine was prey to both categories of neurosis as defined by Freud 

and, by extension, was subject to both forms of threat posited by the psychiatrist. With 

regard to a threat from within, Celine at the age of nineteen, leaves us in no doubt as 

to the intrinsic fragility of his ego:« Je suis de sentiments complexes et sensitifs - la 

moindre faute de tact ou de delicatesse me choque et me fait souffrir car au fond de 

moi-meme je cache un fond d'orgueil qui me fait peur a moi-meme ( ... ). »114 On the 

other hand, while delighting in the pleasure experienced in sexual encounters with a 

number of women, both in the author's life as well as those depicted in his novels, the 

protagonist, be he Bardamu or Ferdinand, appears to engage in a love-hate 

relationship with all of his female companions, as though he feared their power over 

him. The exceptions are Molly in the Voyage who counters the narrator's misogyny 

with a patience and understanding that disarm him completely, in granting him the 

freedom to pursue his journey of self-discovery: "C'est le voyageur solitaire qui vale 

plus loin ... Yous allez partir bient6t alors?" (V p 235). The second is Lili-Arlette of 

Feerie pour une autre fois I and the Trilogy. However, even in Feerie the relationship 

is tainted by jealousy and the perceived threat of a loss of the narrator's creative 

mastery to the malevolent artist Jules. Only in the Trilogy does the narrator enter into 

a semblance of tranquil relationship with a female partner - his wife Lili, which is not 

only indicative of a reconciliation of the ego-conflict which gave rise to the creation 

of the Double, but also of the necessity for that figure's demise, having become 

redundant in the life of both author and narrator. 

Trauma in action 

In a meta-grammatical analysis of the "structure propositionnelle de la nevrose", 115 , 

Barrois illustrates that texts which display evidence of trauma and of nightmarish 

episodes, are characterized by« la fonction sujet (souvent '9a' ou un 'je' suivi d'une 

forme passive pronominale ), la brievete des enonces, la rarete des adjectives. » 116 This 

114 Carnet du Cuirassier Destouches (1913): Romans t III: Editions Gallimard 1988: p 75 
115 Barrois Cl : Action du traumatisme, Traumatisme en action, Action sur le traumatisme : Nouvelle 
Revue de la Psychanalyse Vol No 31 : 1985 : p 254 
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phenomenon is evident from the outset in Celine's novels, the first of which, the 

Voyage starts with the words "Ca a debute comme 9a. Moi, j 'avais j amais rien dit. 

Rien. C'est Arthur Ganate qui m 'afait parler. " (V p 7) (our emphasis) -phrases that 

display both the impersonal 9a as well as the causative-passive form of the verb 

parler. Given that the novel closes with the words "qu'on n'en parle plus" (Vp 505)117, 

we submit that the use of the repetition-as-mantra, together with the use of the 

demonstrative pronoun 9a, coupled with the impersonal pronoun on serve both the 

narrator and the author as an incantatory shield against the disruptive power of trauma 

to shatter, or at the very least, to split the Ego. As such, they are textual indicators of 

the immanence of the Double in Celine's works. Barrois cites Celine as one of a 

number of artists who were "agis par leur trauma". 118 As such, he was the subject of a 

study in abjection by Julia Kristeva who observed that "La douleur, l'horreur et leur 

convergence vers !'abjection nous semblent etre des indications plus adequates a cette 

vision apocalyptique qu'est l'ecriture celinienne." 119 Barrois concludes his analysis of 

Celine's work with the observation that« Le style, le caractere lancinant, repetitive, 

de l'horreur toujours rappelee ( ... )la biographie meme de Celine (l')inclinent a faire 

l'hypothese que cet homme etait en proie au 'traumatisme en acte'. »120 

It is widely believed that the act of artistic creation per se is capable of 'disengaging' 

or freeing the traumatized individual from his compulsion for repetition. Although 

this phenomenon has frequently been noted in those recovering from infantile trauma, 

it is less common in sufferers from adult neuroses. However, Celine's work occupies 

a unique and ambiguous role in this regard, as "tellement le contenu de ses livres 

semble etre, malgre la technique stylistique et la puissante creativite, une traduction 

directe du cauchemar."121 Whether that nightmare preceded the one experienced by 

Louis Destouches at the Front; ~hether it was caused by a childhood event or simply 

116 Barrois Cl: Action du traumatisme, Traumatisme en action, Action sur le traumatisme: Nouvelle 
Revue de la Psychanalyse Vol No 31 : 1985: p 254 
117 In which Rabate discerns in the impersonal 'on' an indicator of absolute value : « 'qu'on n'en parle 
plus' , dont la toumure impersonnelle traduit la valeur absolue » : Rabate, D : Poetiques de la voix : 
Librairie Jose Corti : 1999 : p 109 
118 Barrois Cl: Action du traumatisme, Traumatisme en action, Action sur le traumatisme: Nouvelle 
Revue de la Psychanalyse Vol No 31 : 1985 : p 255 
119 Kristeva, J: Pouvoirs de l 'horreur: Editions du Seuil 1980: p 180 
120 Barrois Cl : Action du traumatisme, Traumatisme en action, Action sur le traumatisme : Nouvelle 
Revue de la Psychanalyse Vol No 31 : 1985 ; p 255 
121 Barrois Cl : Action du traumatisme, Traumatisme en action, Action sur le traumatisme : Nouvelle 
Revue de la Psychanalyse Vol No 31 : 1985 : p 256 
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the product of an over-sensitive mind, 122 we will never know. However, what we do 

know is that Celine's entire oeuvre represents an attempt to come to terms with his 

personal Apocalypse through the agency of the figure of the Double in his works. 

Zola 

In June 1933 at Medan where Celine was asked to render hommage to Zola, he 

converted his address to an anti-war polemic and a reflection on war and death. In that 

address, he evoked the brutality of the modem world of which he became conscious 

for the first time at the age of six while visiting the Universal Exhibition of 1900 with 

his father. That brutality was encapsulated in the image of an escalator, "ce trottoir 

roulant qui grin9ait jusqu' a la galerie des machines pleine, pour la premiere fois de 

metaux en torture, de menaces colossales, de catastrophes en suspens."123 In the face 

of a threat of this magnitude to one's being, there is no question that Celine perceived 

that the only possible form of combat existed through his art in a bid to retain a 

vestige of his identity. Observing that current reality had become untenable, Celine 

emphasized that as a result, man had increasingly taken refuge in "les symb6les et les 

reves" 124, a state in which he lived out nine-tenths of his life. On a more optimistic 

note which underscores the role of tragic circumstances as a vehicle for creative 

activity, he observed that man's "tragique et grotesque" circumstances had created a 

climate where "jamais la litterature ne fut si facile a concevoir."125 In the context of a 

world inhabited by the images of a war that had recently ended, coupled with the 

impending threat of another, Celine's use of the word 'anaphylactique(s)' in the text 

dedicated to Zola, is significant. An adjective, the word is derived from the noun 

'Anaphylaxie' meaning "augmentation de la sensibilite de l'organisme a une 

substance etrangere apres que celle-ci a ete introduite."126 Celine thus creates a clear 

image of man invaded by external threat, the traumatic effect of which is capable of 

precipitating him « dans des convulsions meurtrieres an' en plus finir. » 127 Indeed, 

Barrois notes that 

122 Celine frequently described himself as an ecorche vif or hypersensitive person 
123 Hommage a Zola: L'Herne No 3 : Lettres Modernes 1962: p 169 
124 Ibid p 169 
125 Hommage a Zola : L'Herne No 3 : Lettres Modernes 1962 : p 170 
126 Le Petit Robert : 1993 : p 89 
127 Hommage a Zola: L'Herne No 3 : Lettres Modernes 1962: p 170 
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« .. .il est hautement probable que si tel sujet n'avait pas connu (l'enfer de la guerre) son destin 

psychique ( quelle que soit sa vulnerabilite anterieure, comme l' ont prouve de nombreuses 

etudes) se serait deroule 'comme pour tout le monde'. ( ... )la serie ininterrompue des guerres 

depuis 1939 a demontre que chacun, y compris 'le vieux sergeant' chevronne et non 

pathologiquejusque-la, est susceptible de faire sa 'mauvaise rencontre' ( .... )qui le conduira 

au psychiatre ( ... )en cas de formes chroniques de la nevrose traumatique de guerre. »128 

(our emphasis) 

In his homage to Zola, Celine underscores the notion of a war-traumatised nation in 

his observation that civilization appears to be in the grip of "une incurable psychose 

guerriere" in which man is condemned to live "pour ce genre de redites 

destructrices."129 And, in a nod to Freud, he questions whether the death-instinct (of 

the Ego) has not gained ascendance over the instinct for survival (Life and the 

Libido), as man appears to seize every opportunity "a jouer a la mort." 130 Indeed, 

modem man appears to possess a "desir de neant", of self-annihilation inherent in the 

individual but especially in the collective; a sort of "impatience amoureuse, a peu pres 

irresistible, unanime, pour la mort." 131 Man would be the last to admit his quasi­

sexual passion for death, but as Celine shrewdly points out, "le tropisme est la, et 

d 'autant plus puissant qu 'il est parfaitement secret et silencieux. " 132 It is the 

clandestinity, the refusal to openly acknowledge the death-wish that makes it so 

powerful an agent and determinator of Man's actions. Steeped in a desire for 

annihilation, there is no doubt that "l'ame de l'Homme s'est definitivement 

cristallisee sous cette forme suicidaire." And in a direct reference to Freud's essay 

Beyond the pleasure principle, Celine links the death-instinct to that of the Ego, 

emphasising death's ineluctability by placing it metaphorically on the zero-point of 

the roulette wheel, from which vantage point, "le Casino gagne toujours". 133 

Death 

Inherent in the Hippocratic Oath taken by every medical doctor, is the vow to preserve 

life at any cost, a notion which appears to be at odds with Celine's fatalistic view of 

128 Barrois Cl : Action du traumatisme, Traumatisme en action, Action sur le traumatisme : Nouvelle 
Revue de la Psychanalyse Vol No 31 : 1985 ; p 243 
129 Hommage a Zola: L'Herne No 3 : Lettres Modernes 1962 : p 170 
130 Ibid p 170 
131 Ibid pp 170-171 
132 Hommage a Zola: L'Herne No 3 : Lettres Modernes 1962 : p 171 
133 Ibid p 171 
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death, expressed in an interview with the journalist Andre Brissaud a year before the 

author's death: "La mort qui est au bout, seule compte ... pour moi, quand elle viendra, 

je lui dirai que je suis bien content. .. Salut la compagnie ! vous creverez tous, comme 

moi, dans la barque a Caron .... »134 This dichotomy of a personal ideology and 

medical professionalism is emblematic of the public and professional antinomy Celine 

presaged when he took on the additional role of writer, conceding that« (La 

litterature) est tres mal vue dans le monde medical, vous ne vous doutez pas a quel 

point. I1 fallait que moi, medecin-romancier, je cachasse bien mon jeu. Le docteur et 

M. Hyde.( ... ) »135 

In a lucid examination of the part played by death in the creation of Celine's works, 

Hainge observes that"( .... ) though death and darkness provide the canvas on which 

his works are painted, Celine's brush strokes are vibrant slashes of colour brimming 

with delirious energy and laughter." However, Celine's aesthetic creation is not 

simply made possible despite death, but perhaps 

" ... . because death is his canvas that his palette is so bright, for it is only when death is 

accepted as the ineluctable end towards which all is traveling on this voyage au bout de la nuit 

we call life,( .... ) that one is able to live in freedom and lucidity, to take desire/delirium as the 

guiding principle of existence and not the dissimulating lies proffered by molarity." 136 

This definition of the role of death in the creation of Celine's oeuvre, based on 

Deleuzo-Guattarian principles, defines death as a positive force, provided that it is 

accepted and not resisted. Moreover, "If death can be said to constitute the plane of 

immanence of the Celinian universe, the primary mode of production on this plane is 

surely delirium( . . . )" 137, a state of mind in which emotion predominates, relegating 

reason to a minor role; in short, the goal of Celine's aesthetic. 

In coming to terms with the inevitability of Death in man's life, Celine is in effect 

privileging Life. His novels may therefore be said to constitute a polemic for the 

affirmation of a life-giving force that is attained through the act of writing and a 

134 Brissaud, A : Voyage au bout de la tendresse: Cahiers de l'Reme No 3 : Lettres Modemes, Paris 
1962: pp 230-231 
135 Poulet, R: Entretiensfamiliers avec L-F Celine: Librairie Plan 1958 : p 43 
136 Rainge, G: Capitalism and Schizophrenia in the later novels of Louis-Ferdinand Celine: Peter 
Lang publishing 2001 :p 13 
137 Rainge, G : Capitalism and Schizophrenia in the later novels of Louis-Ferdinand Celine: Peter 
Lang publishing 2001 : p 14 
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conscious acceptance of the inevitability of death. Even the pamphlets, in condemning 

the various aspects of social ills present in French society ( alcoholism, an outmoded 

education system, capitalism and social injustice), may be interpreted as "a 

regeneration of the spirit oflife". 138 This notion is borne out in the dedication of the 

pamphlet 1 'Ecole des cadavres to Julian the Apostate, as he was the Roman emperor 

who ejected a corrupt Christian structure and restored the cult of the ancient pagan 

gods. In this context, the inscription following the dedication - "Dieu est en 

reparation" is extremely significant, indicating a reformulation of the very idea and 

function of the Creator. 

A happy death 

For Celine, music undoubtedly held the power to enliven the conventionally sad 

business of death, and to disabuse it of its solemnity. This is evidenced in Celine's 

depiction of a scene where death is enlivened by the unexpected trill of a flute, at 

least twice in his novels, an occurrence that was probably inspired by the death of the 

sailor Nielsen who died singing in the cell next to his in the Vestre Faengsel. In 

Guignol's Band I, a text that predated and prefigured Celine's prison experience by 

several years, the author speculates that it would be"( ... ) ensorcelant, qu'a !'instant 

meme, au moment juste ou tout nous cloue, s' echappe, j aillisse hors du cercueil 

miraculeux trille de flute ! tout preste, guilleret a ravir ! " (GBI p 177), while in the first 

draft of Feerie pour une autre fois, Celine declares « Voila Nielsen - ( ... ) il meurt en 

chantant les chansons de marin ( ... )Tout fait musique dans ma tete, je ne peux plus 

rien tenir de chagrin, tout part en danse et en musique - Nielsen me donne le coup 

d'envoi- c'est la paix- ( ... ) »139. And in his Preface to Feerie pour une autrefois, 

Godard speculates that Celine would « assiste au miracle » that he had imagined in 

Guignol 's Band, a miracle mad~ possible by Nielsen, « qui parvient a cette ultime 

victoire, et du coup, il desensorcelle Celine, pour qui de nouveau 'Tout fait musique'. 

( ... ) il vase mettre a ecrire Feerie, a transmuer l'horreur en ecriture. »140(our emphasis) 

Death thus transformed by ( and into) music, has the power to break the spell of the 

horror of war and its outcome for the author in a prison cell . The image of the trill of a 

flute rising from a coffin cannot fail to evoke an image of regeneration and renewal, 

138 Nettlebeck, C: Journey to the end of Art: the evolution of the Novels of Louis-Ferdinand Celine: 
PMLA 87.1 (1972)p82 
139 lre esquisse de Feerie pour une autrefois: Romans t IV Editions Gallimard 1993 ; p 586 
140 Preface a Feerie pour une autre Fois I et II : Romans t IV Editions Gallimard 1993 : p xiv 
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and ultimately the eternal cycle oflife and death. The poignancy of this notion is 

enhanced when it is born of man's inhumanity to man in the form of war. 

In the same volume, Godard observes that Nielsen's death acted both as an antidote 

to, and a means of liberation from the baleful spell cast on Celine by the presence of 

Clemence Arion and Jules:« C'est, dans l'esquisse des Cahiers de prison; !'episode 

de la mort d'un compagnon de prison, le matelot Nielsen, qui, mourant en chantant, 

devait desensorceler Ferdinand, le delivrer du charme malefique qu'avaientjete sur 

lui, le premier jour, Clemence Arlon, Jules, et d'autres agents du mal. »141 We are thus 

witness to Celine's ability to incorporate and transpose the transgressive act of a 

joyful, musical death into a vehicle for the liberation of his creative power, and in so 

doing, liberate himself from the restrictive spell of impending doom and moral 

censure personified by the perceived harbingers of death, Clemence Arlon and Jules. 

We view the image of regeneration evoked in the trill of a flute rising from a coffin as 

a symbol of Celine's triumph over the ravages of war and an emergence of his 

creative power due to his ability to assimilate his experience of its horror and to 

transpose it through his art. This experience undoubtedly influenced Celine's 

imagination in a world dominated by« la terreur la plus radicale, celle d'un monde 

non plus seulement hostile, mais devenu inhabitable. »142(our emphasis) However, the 

full horror of the situation lay in the fact that it was self-inflicted : « le fait que cette 

violence du monde soit l'reuvre des hommes, et qu'avec elle se pose une fois encore 

( .. .. )la question de savoir si la violence a laquelle l'homme reussit a donner ici des 

dimensions cosmiques n'est pas le fond de sa nature». 143 Horrific as it might appear, 

and perhaps precisely because of its apocalyptic, inchoate nature, an image of war 

such as that of the bombardment captured by Celine in Feerie II conflates destruction 

with creation in a cataclysmic poetic image which, "avant de rendre le monde 

'nh b' bl 1 " 144 · 1 a 1ta e, commence par e montrer nouveau. (our emphasis) 

141 Notice: Feerie pour une autrefois: Ibid p 1177 
142 Celine: Romans t IV Editions Gallimard 1993 Feerie pour une autrefois: Preface: 
pp xxvii - xxviii 
143 Ibid : pp xxvii - xxviii 
144 lb 'd ... I : p XXVIII 
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Bomb 

The immense power of bombs to change the fundamental order of the world was not 

in dispute in the mid-20th century, as their transgressive force was unimaginable : 

« Elles mettent le jour a la place de la nuit, elles font se lever le soleil a l'ouest, elles 

solidifient l'air et font bouillir l'eau des fleuves; par elles les ombres ne se projettent 

plus d'en-haut sur le sol, mais du sol sur les nuages ». 145 This image of simultaneous 

destruction and regeneration evokes the initial reaction experienced by Robert 

Oppenheimer, creator of the first atomic bomb on witnessing its successful detonation 

in 1945. In an interview twenty years later he recalled: "We knew the world would 

not be the same.( .... ) I remembered the line from the Hindu scripture the Bhagavad 

Gita; 'Now I am become death, the destroyer of worlds'. I suppose we all thought 

that, one way or another." 146 This image of Armageddon; of a battle between the 

forces of good and evil, is emblematic of Celine's work, where the creation of poetic 

prose takes place both against and within a backdrop of war- an inherently 

transgressive and destructive phenomenon which is nevertheless intrinsic to the 

creative process. 

Suicide 

The presence of death by suicide is discernible in Celine's works from his earliest 

novel, Voyage au bout de la nuit, and indeed even prior to that, in his medical thesis 

on the Hungarian doctor Philippe-Ignace Semmelweis who deliberately provokes his 

own death: "Il reprend son scalpel et fouille avec ses doigts en meme temps qu' avec 

la lame une cavite cadaverique suintante d'humeurs. ( ... ) il se coupe 

profondement."147 In the Voyage, Bardamu's Double Robinson is technically 

murdered by his fiancee Madelon, but actually engineers the act, by ignoring her 

ultimatum, provoking what amo~nts to a staged suicide. "Tu viens pas alors? ... -

Non! Qu'il lui a repondu, sans bouger d'un pouce. Fais comme tu veux ! » ( .. ) C'etait 

une reponse. »(V p 494) Robinson's death is significant in that it implies a subversion 

of the conventional rules of the Bildungsroman. 148 In Celine's novel, the "faux suicide 

d'un anti-heros" leads not to a glorious hero's end, but instead one in which "le 'heros 

145 Celine : Romans t IV : Editions Gallimard : Feerie pour une autre fois: Preface : p xxviii 
146 Encyclopaedia Britannica 2005 
147 Semmelweis :Editions Gallimard 1999 : pl 16 
148 A novel of self-realisation 
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s'enfonce dans une nuit toujours plus noire."149 The next suicide occurs in Mort a 
credit with that of Courtial des Pereires. The scientist, having failed in an attempt to 

produce electronically-grown potatoes, faces financial and social ruin, his dream of a 

'Familistere de la Race Nouvelle' in tatters, he shoots himself in the head in a gesture 

that evokes an image of the decapitated« cavalier a pied (qui) n'avait plus sa tete »(V 

p 1 7) who is killed in front of Bardamu at the Front. 

We posit that the head being traditionally viewed as the seat of reason, it is targeted 

by Celine in a symbolic act of destruction of that part of the body which he saw as an 

obstacle or threat to the emergence of emotion and a concomitant conduit for aesthetic 

production. 

Although not suicides, other deaths involving cranial damage occur in Guignol 's 

Band I when Van Claben is dropped on his head in an attempt to extricate the gold 

coins he has swallowed, "Pfouff! sur la dalle son crane si dur! .... que ya ebranle toute 

la boutique!. .. ( ... ) sa tete qu'est fondue!..". (GBI pp 222-223) And in Feerie pour une 

autrefois II, Normance's head is used as a battering ram to gain entry into the 

adjacent apartment. " .. .ils l' etayent, ( ... ) la tete en avant! .. en butoir: ( ... )bien la tete 

contre la lourde : ( ... ) ya serait plaisir que son crane eclate ! pas que la porte ! »(FII pp 

340-341) This thesis is supported by Celine's declaration that « ( ... ) tout se gate par 

l'exces de raison, a mesure que la societe devient plus rationnelle, plus logique 

cartesienne.( . .. ) » in an interview with Robert Poulet, adding succintly in support of 

one of man's least 'rational' acts: « qu'y a-t-il de moins explicable, de moins 

justifiable, qu'un colt? »150 

At this point we are reminded of the suicidal behaviour of Pliny the Elder (the 

'Naturalist') to whom, together with Gaston Gallimard, F eerie pour une autre fois I is 

dedicated . The events leading to the death of the Roman emperor while observing the 

eruption of Vesuvius in AD 79 are recorded in La Grande Encyclopedie "source 

ordinaire de !'erudition de Celine", which recounts the death of Pliny as follows: "Il 

monta en un lieu d'ou il put aisement observer ce phenomene; puis, dans son zele 

pour la science, il voulut 1' examiner de plus pres encore. 11 s' avanya jusqu' au pied 

149 Rabate, D : Poetiques de la voix: 'Qu 'on n 'en parle plus' (Voyage au bout de la nuit de Celine) : 
Librairies Jose Corti I 999 : p I 06 
150 Poulet, R: Entretiens avec L-F Celine: Librairie Plon 1958 :p 68 
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meme du volcan. C'est la qu'il mourut, asphyxie par les emanations. »151 Indeed, 

Celine's admiration for Pliny's action is manifest in the words«( ... ) personne 

conteste Pline l 'Ancien ! il fait toujours autorite ! ... » (FIi p 469) In the context of the 

bombardment of Paris he observed from his rue Girardon apartment,« Celine est un 

Pline l 'Ancien qui aurait note sur le moment les details de la catastrophe a laquelle il 

assistait, »152 thus establishing a parallel between Celine's actions and those of the 

Roman statesman. This is especially relevant in the context of the journey on which 

the author and his companions were to embark across a war-ravaged Germany, in full 

knowledge of the devastation they would encounter. We also cannot fail to take into 

account the fact that La Grande Encyclopedie also carried a citation from Pliny 

describing death as the "plus grand bien que la nature offre a l 'homme" 153 , a notion 

which could not have failed to make an impression on Celine, as it so closely reflected 

his own views. Yet another parallel between Celine, Pliny the Elder and Semmelweis 

is mentioned in Yves Pages's work Les Resurgences de la sensibilite anarchiste 

d'avant 1914 dans !'oeuvre de L-F Celine, in which the the author cites an article by 

Elie Metchnikoff published in 1909 « qui a la fois s'etend sur le cas de Semmelweis 

martyr de la science, et fait de Pline l' Ancien un des premiers exemples de cette 

lignee. » 154 

Sacrifice 

Bardamu's observation on death by suicide in the Voyage is revealing in terms of both 

a conscious and unconscious motivation for the act: "La verite de ce monde c'est la 

mort. 11 faut choisir, mourir ou mentir. Je n'ai jamais pu me tuer moi. Lemieux etait 

done de sortir dans la rue, ce petit suicide. » (V p 200) This enigmatic statement would 

seem to indicate that while Bardamu' s conscious, rational mind refuses the idea of 

suicide, his unconscious may be _able to accept that possibility- by offering himself 

up as a victim of chance. Denise Aebersold appears to support this argument, 

observing that « On voit Celine reprendre, dans les demieres decennies de sa vie le 

theme de !'oeuvre sacrificielle. Pour lui, la creation, la seule digne d'un ecrivain et 

dont il s'approprie la gloire exclusive, se paye par le don de soi-meme. Elle signifie le 

151 Celine: Romans t IV Editions Gallimard 1993 Feerie pour une autrefois II : Notes et variantes 
p1339 
152 Celine: Romans t IV Editions Gallimard 1993 Feerie pour une autrefois II : Notes et variantes 
p 1340 

153 Ibid p 1340 
154 Feerie pour une autrefois II: Editions Gallimard 1993 : Godard, H : Notes et variantes p 1302 
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martyre, le calvaire. »155 (our emphasis) For Celine, then, the most noble and most 

creative form of death is that caused by self-sacrifice, which for the author was a self­

fulfilling prophecy, as he expired the day after completing his last novel, Rigodon. 

The complete elimination of self or subjectivity, to the point of self-sacrifice appears 

to be symptomatic of the "( ... ) latent phantasm of suicide present throughout Celine's 

career as he abjectifies himself to the point of imperceptibility( ... )" 156 This course of 

action was to help Celine achieve his destiny both as a writer and a medical doctor, as 

"si l 'homme a un destin, ce sera plut6t d'echapper au visage, defaire le visage et les 

visageifications, devenir imperceptible, devenir clandestin. "157 

Death by poetry 

In both the Voyage and Mort a credit, many instances of "la tentation fusionnelle" 158 

occur between both death and a life force, described in some of Celine's most poetic 

prose, in itself emblematic ofregeneration: 

"Ce corps a nous, travesti de molecules agitees et banales, tout le temps se revolte contre cette 

farce atroce de durer. Elles veulent aller se perdre nos molecules, au plus vite, parmi l'univers, 

ces mignonnes ! Elles souffrent d 'etre seulement « nous», cocus d'infini. On eclaterait si on 

avait du courage, on faille seulement d 'unjour a l'autre. Notre torture cherie est enfermee la, 

atomique, clans notre peau meme, avec notre orgueil. » (V p 337) 

Images oflightness and fluidity are expressed in evocations of« L'eau, le ciel, les 

brumes, le vent, tout un univers fluide de formes transparentes qui se font et se defont 

( .. . ) » 159, metaphors for dissolution and disintegration that infuse the notion of death 

with poetry, convincing us that « 'Mourir de poesie' restera un fantasme latent dans 

l'reuvre de Celine, exprime le plus souvent comme une metamorphose rendant l'etre 

humain assimilable a un souffle. »160 

155 Aebersold, D : Celine : un demystificateur mythomane : Archives des lettres Modemes, 185 : 
Archives Louis-Ferdinand Celine 3 (Paris Lettres Modemes Minard 1979) p 103 
156 Rainge, G : Capitalism and schizophrenia in the later novels of Louis-Ferdinand Celine: Peter 
Lang Publishing 2001: p 180 
157 Deleuze and Guattari : Mille Plateaux : Capitalisme et schizophrenie : Paris : Editions de Minuit 
1980 
p 209 in Rainge, G : Cap italism and schizophrenia in the later novels of L-F Celine : Peter Lang 
Publishing 2001: p 180 
158 Debrie, N : fl eta it unefois ... Celine: Editions Aubier 1990: p 106 
159 Debrie, N : Il eta it unefois ... Celine: Editions Aubier 1990: p 107 
160 Ibid p 107 
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Portrayals of death and mutilation are frequently imbued with poetry, such as the 

body ofNormance thrown into the lift shaft that emits« une de ces giclees 

d'etincelles », (Fil p 422) or the severed hand in the prologue to Guignol 's Band I 

mentioned earlier in this work, 161 both of which lead us to believe that it is possible to 

"mourir de poesie", a notion developed by Debrie in her work fl eta it une fois ... 

Celine: 

« Des Voyage commence pour Celine une sorte de cours contre tout ce qui se cristallise, se 

fige, corn;:u comme un obstacle a la communication, a la subjectivation. Veritable course a 
'contre-courant' peut-on dire de !'existence. Vivre en faisant abstraction de son individualite 

biologique? De son identite? Ce n'est pas sans raison que notre auteur qualifiera l'effort de 

l'ecriture et de toute creation comme un geme de 'suicide' »162 

And an observation by Pierre-Marie Miroux leaves us in no doubt as to the symbiosis 

between death and creation when, commenting on Normance's death in Feerie II, he 

observes: 

« De meme que la tete de Normance a eclate liberant des gerbes d'etincelles semblables au 

feu feerique, n'est-ce pas, symboliquement, l'ecrivain qui explose dans cette ceuvre qu'est 

Feerie II, ou l'ecriture de Celine n'ajamais ete aussi eclatee, meme s'il s'agit bien sur d'un 

delire totalement maitrise par le travail destine a produire cette emotion, qui est la visee de 

Celine en tant qu'ecrivain? ( .. ) dans cet eclatement se produit un renversement des forces de 

la mort en forces de production d'une feerie, au sens propre du terme ( ... ) »163 

Danse macabre 

An important dimension in Celine's conception of death is its absurdity; not only did 

he accept its inevitability, but it also amused him: "Moi, la mort m'habite. Et elle me 

fait rire! Voici ce qu'il ne faut pas oublier: que ma danse macabre m'amuse, comme 

une immense farce. Chaque fois que l'image du 'fatal trepas' s'impose dans mes 

livres, on y entend des gens qui fesclaffent. Ma Camarde, c'est un effet 

comique. ( .. .. ) et c'est pour 9a que mes livres sont dr61es, et qu'au fondje suis 

gai. »164 

161 Under the sub-heading Apocalypse : p 22 
162 Debrie, N: fl etait unefois ... Celine: Editions Aubier 1990 p 56 
163 Miroux, Pierre-Marie : Feerie de la mart in Actes du colloque international de Paris, juillet 1976 pp 
183 - 193 (in Rainge, G: Capitalism and Schizophrenia in the later novels of Louis - Ferdinand 
Celine : p 239 
164 Poulet, R: Entretiensfamiliers avec L-F Celine: Librairie Plon 1958 p 165 
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The Mediaeval Dance of Death or danse macabre, was an allegory for the all­

conquering, equalizing power of death; an allegory on death's universality. Indifferent 

to one's station in life, death spared no one, all of humanity being united in the dance 

of death. The dance itself consists of the personified figure of death leading a row of 

dancing figures from all walks oflife to the grave - typically represented by an 

emperor, king, pope, monk, child, beautiful girl, all depicted as skeletons. The 

Hundred Years' War in France, coupled with an outbreak of the plague dubbed the 

'Black Death' presented people with the prospect of an imminent death, one which 

increased the religious desire for penitence, while also evoking a hysterical desire for 

amusement while still possible; a last dance as cold comfort in the face of death. The 

first artistic images were produced as a reminder of the fragility of life and the 

unimportance of earthly possessions and pleasures. 165 

Essentially, the danse macabre is a dialogue with death, and in this sense Baudelaire's 

eponymous poem is not a true depiction of the dance, as it is simply an evocation of 

the figure of Death. Nevertheless, the conclusion of Baudelaire's poem encapsulates 

the ephemerality and absurdity of humanity which could not fail to appeal to Celine. 

We can only speculate that at the time he made his statement to Robert Poulet, he was 

fully cognisant of the implication of Baudelaire's verse: 

"En tout climat, sous ton soleil, la 
Mort t 'admire; En tes contorsions, risible Humanite; 

Et souvent, comme toi, se parfumant de myrrhe, 
Mele son ironie a son insanite!" 166 

The Dance of Death was also depicted in works by Bosch and Brueghel, whose work 

Celine admired, and in particular the artist's Combat de Carnaval et de Careme which 

Celine called the "Fete des Fous". 167 It is this work that most closely approximates 

the danse macabre, where 

"Un fou chemine ( ... )au centre du tableau( . .. ) II eclaire de son flambeau allume uncouple 

d'adultes, en depit de la clarte du jour - signe du monde 'renverse'. Renverse peut-etre en 

165 The earliest artistic depiction of the Danse macabre existed in the frescoed cemetery of the Church 
of the Holy Innocents in Paris (1424). The frescoes were destroyed in 1699. 
166 Baudelaire, C : Les Fleurs du Malet autres poemes: Garnier-Flammarion 1964 :XCVII-Danse 
Macabre : p 119 
167 « Bref, dans !es annees trente, apres avoir compose Voyage et sur le point d'ecrire Mort a credit, 
Celine prend conscience de son affinite avec Bruegel. Il continuera toute sa vie a !' admirer. Cependant, 
vers la fin de la decennie, alors qu'une nouvelle guerre approche, et puis quand celle-ci !'aura entraine 
dans son desastre, Celine s ' interesse egalement, sinon davantage, a Jerome Bosch( ... )» :Hanrez, 
Marc : Tableaux choisis : Magazine Litteraire 4e trimestre 2002 : p 37 
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raison des durs combats auxquels le livraient justement catholiques et protestants, les premiers 

representes en maigres figures de careme, Jes seconds en goinfres avides de plaisir. Autour 

d'eux, Breugel deploie une multitude de scenes folkloriques : enfants qui jouent, infirmes qui 

mendient, marchands de poissons, fideles sortant de l' eglise avec leurs chaises, personnages 

costumes evoquant une procession. »168 (our emphasis) 

The key to Celine's fascination for Brueghel's images undoubtedly lies in the 

procession, orfarandole, as "La danse macabre prend plus souvent la forme d'un 

farandole" 169, a word the author uses in no less than three of his ballets: Voyou Paul. 

Brave Virginie and Van Bagadan (both incorporated in Bagatelles pour un massacre), 

as well as Foudres etfleches (which he intended to include in Feerie II). In a more 

ominous version of the dance in Scandale aux Abysses, Celine employs the concept of 

thefarandole as 'La Danse du Massacre' performed by Kapitaine Krog's crew. This 

ballet was Celine's second choice for inclusion in Feerie II, but, like its predecessor, 

was also abandoned. 170 

In the first ballet mentioned, Voyou Paul. Brave Virginie, Paul, who has drunk from 

the 'flacon maudit', blindly follows the "foule endiablee ( .... )la farandole l'entraine 

... I1 disparait". 171 In Foudres etfleches, Cyclops, ignored by those engaged in "la 

farandole du bonheur", steals one of Cupid's arrows and pierces his own heart, 

crowns himself with Cupid's crown of roses and joins the dance "au milieu des rires 

et de la farandole!" 172 In Van Bagadan, we witness yet another trope of the farandole, 

as a force capable of deflecting authority. Despite Van Bagadan's injunction to Peter 

to quell "Cette sarabande insultante!", and recall the workers to their duty, Peter is 

powerless to carry out his master's wishes, finding himself" .... tout eperdu, avec son 

baton, ( ... ) contre toute cette foule ... contre toute cette joie, cette folie ... l 'immense 

farandole." 173 

168 Hagen, Rose-Marie et Rainer: Pieter Bruegel l'Ancien vers 1525-1569: Paysans, Jaus et demons : 
Benedekt Taschen Verlag 1994 : p 50 
169 Encyclopaedia Britannica : www.lamortdanslart.com: Danse Macabre p 1 
170 « D'autre part, il mentionne son intention d'achever ce memoire par le ballet qu'il est en train 
d' ecrire, Foudres et jleches, 'comme d'habitude' , precise-t-il, ( ... ) comme il l 'avait fait dans Bagatelles 
pour un massacre. A partir du debut d ' octobre, ayant appris que le scenario Scandale aux Abysses etait 
reste inedit en 1944 contrairement ace qu'il pensait, il le substituera au ballet dans ce projet. »: 
Notice : Romans t IV : pp 1113-1114 
171 Celine, L-F : Ballets sans musique, sans personne sans rien : Editions Gallimard 2001 : p 68 
172 Ibid p 164 
173 Ibid p 76 
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The notion of Death, then, is as intrinsic to the production of Celine's poetic prose 

through the agency of the Double, as is the phenomenon of War in which death is the 

projected outcome. We believe that the death of two of Celine's protagonists by 

suicide - Robinson and Courtial des Pereires - is significant in that this form of 

elected death signals an attempt by the author to contain the uncertainty of natural 

death in an engineered demise; one over which he had control. Also not indifferent to 

our thesis is the fact that these suicides were both figures of the Double of the 

narrator, and as such, a representation of his alter ego or shadow self. In tum, we see 

their elimination from the narrative as an anticipation of the moment when that figure 

would disappear from Celine's work entirely in Rigodon, having become redundant in 

all spheres of its function. We also note that Life is the natural pendant of Death, in an 

eternal circle that represents the essence of Celine's creative output. Life is therefore 

implicit in each instance of death in Celine's works, whether by suicide or from 

natural causes. 

The Double 

The evolution of the figure of the Double in Celine's works is closely linked to both 

the realisation of his aesthetic, creative output, as well as the establishment of "a 

connective synthesis between text and reader that will not be reterritorialised, but 

allow the text to operate like a 'lanteme magique' which illuminates (the narrator's) 

past in such a way that it is 'comme si vous y etiez!' (R p 731)"174 Proof that this has 

been achieved lies in the use of the pronoun 'nous'(Nous voici! .. hommage au 

lecteur! reverence! ... ) (R p 733) which, according to Hainge, was made possible by the 

narrator through "fully intemalis(ing) these processes of abjectification and 

becoming-imperceptible, directing his discourse towards himself'( .... )"175 The 

synthesis thus produced with the reader is termed a "becoming-reader-text". 

The early novels 

Celine's first literary work Voyage au bout de la nuit which the author described as 

« un recit a la troisieme puissance; Celine fait delirer Bardamu qui dit ce qu'il sait de 

174 Hainge, G: Capitalism and schizophrenia in the later novels of Louis-Ferdinand Celine :Peter Lang 
Publishing 2001: p 151 
175 Ibid p 150 
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Robinson, »176 incorporates two Doubles of the author- Bardamu and Robinson. This 

statement is underscored by Celine himself, quoted in Jeanne Carayon's work Le 

docteur ecrit un roman: "Bardamu? - Ce n'est pas moi, c'est mon double. Mais 

Robinson aussi."177 However, as we shall see, the figures of the Double present in 

Celine's works comprise not only male, but also female figures; those that are, if 

anything, more terrifying than their male counterparts. 

In Celine's first novels, Voyage au bout de la nuit and Mort a credit, the role of the 

Double is linked to an attempt to attenuate the horror of war ; in the first instance 

through the creation of the figure of Robinson, in the second, in the person of Courtial 

des Pereires. In both instances, not only does the creation of the Double act as a shield 

against the horror of war, but also as a protection against individuals who inspire fear, 

especially if one is traumatized and vulnerable. Although Bardamu does not feel an 

immediate sense of identity with Robinson, « ce changement dans la disposition de 

l'ombre » ( V p 41) who he meets one night at the Front, Robinson's influence on him 

is implicit in the remark that« Decidement d'avoir suivi dans la nuit Robinson 

jusque-la ou nous etions j'avais quand meme appris des choses » (V p 308). And later, 

« Robinson etait un gan;on tracasse par l'infini aussi dans son genre, avant qu'il soit 

arrive son accident( .... )» (V p 354) (our emphasis) Robinson also shares Bardamu's 

persecution complex which was revealed in the latter's experience aboard the Amira! 

Bragueton, causing the narrator to observe that « ( ... ) ii etait obstine comme un 

bourdon, Robinson, une vraie nature de persecute que s'etait. II ne voulait pas 

comprendre, se resigner. » (V p 391) An interesting metamorphosis takes place in 

Bardamu while working at the Ford factory in Detroit, where« On cede au bruit 

comme on cede a la guerre » (V p 226) In this instance, Bardamu employs the same 

defence mechanism that he useq to cope with his experiences at the Front to come to 

terms with the brutalising forces of Capitalism, forcing him to submit to the status quo 

and to assume a new identity: "Alors, a force de renoncer, peu a peu je suis devenu 

comme un autre ... Un nouveau Ferdinand."(V p 226) This is yet another instance of 

the assumption of a protective identity in the face of a brutalizing, dehumanizing force 

- in this case that of capitalism. 

176 Interview avec Merry Bromberger (L '/ntransigeant) : Cahiers Celine 1 : Celine et l 'Actualite 
Litteraire 1932 - 1957: Editions Gallimard 1976 : pp 30 - 31 
177 Jeanne Carayon: Le docteur ecrit un roman : Cahiers de / 'Herne No 3 : Lettres Modemes Paris 
1962 :p 22 
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In both Voyage au bout de la nuit and Mort a credit, we observe the author's creation 

of figures of the Double as a mechanism for dealing with brutality suffered by the 

narrator, be it as a result of war in the case ofBardamu, or war coupled with a 

childhood punctuated by scenes of domestic violence in the case of Ferdinand the 

narrator of Mort a credit. In each case, the Double created performs a transgressive 

function in that he represents that which the original, pre-war, pre-traumatised 

personality dared not do. This is particularly true of Robinson who, as Bardamu's 

alter ego, dares to go where Bardamu can only follow; who expresses Bardamu's 

repressed desires, and is capable of carrying out an assassination, even though his first 

attempt on the life of the Mere Henrouille ends in failure. Robinson is« une figure 

decidement aventureuse ( ... ) meme une de ces tetes de revolte qui entrent trop vif 

dans !'existence au lieu de rouler dessus ( ... )»(our emphasis), an anarchic trait which 

cannot fail to impress Bardamu, who in a comment which betrays his empathy for the 

unfortunate of the world concludes:« Celui-ci c'etait un malheureux."(V p 163). 

In this commentary on Robinson's adventurous, subversive nature and subsequent 

condemnation (or at best, pessimism) of those aspects of his nature, we observe an 

instance of what Hainge defines as the repression of a "schizophrenic, desiring, 

molecular level in which all is fragmentary, instantaneous and intensive," in favour of 

a "paranoid, fascistic, extensive molar level( ... )"178 We posit that it is in Bardamu's 

inability to accept and internalize the creative adventurous aspect oflife proffered by 

Robinson that the author Celine has to dispense with this figure at the close of the 

novel, leaving Bardamu in a state of autistic limbo reflected in the words "qu'on n'en 

parle plus." (V p 505) In rejecting the transgressive element proffered by the figure of 

Robinson; in repudiating an offer to live life not as a "being but as a becoming, a body 

without organs" 179, Bardamu remains trapped in the hidebound strictures of 

conventional society. He manifests an inability "to shrug off all of those normalized 

patterns by which it is almost universally accepted that life is led, instead to live as a 

supermolecular individual governed solely by desire, by one's own individual 

178 Hainge, G : Capitalism and schizophrenia in the later novels of Louis-Ferdinand Celine: Peter Lang 
Publishing 2001: plO 
179 Ibid; pp 11-12 
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style."180 This is reflected in the novel's conventional narrative style in which 

thematics dominate over stylistics; one in which instances of poetic prose are rare. 

In Mort a credit, the narrator Ferdinand's defence against war through a splitting of 

his personality is less literal than that of Bardamu. The first instance of a divided Self 

is mentioned during a fever when he is being nursed by his mother and Mme Vitruve. 

The 'enemy' that he flees from is "la folie" which has pursued him "Depuis la guerre 

( ... )tout et plus pendant vingt-deux ans." (Mac p 536) The cacophony in his head is 

shared with his "grande rivale ( . . . )la musique", which is "coincee ( . .. ) se deteriore, 

dans le fond de (son) es gourde . ... " (Mac p 536) A fierce battle ensues during which 

music "en finit pas d'agonir .. elle (l)'ahurit a coups de trombone, elle se defend jour et 

nuit," a battle which is« du travail pour celibataire ... Rien a redire. C'est (sa) seconde 

vie. Elle (le) regarde. » (Mac p 537) (our emphasis) The second indication in the same 

novel of a split identity occurs in relation to the ongoing domestic violence between 

the narrator Ferdinand's father Auguste and his mother Clemence where the latter, 

recounting her misfortune to Mme Vitruve, hypocritically hides the true state of 

affairs, "Ma mere raconte pas non plus comment qu'il la trimbalait, Auguste, par les 

tiffs, a travers l'arriere-boutique.( .... ) Nous sommes dans la poesie ( .. . )on s' aimait 

enormement." (Mac p 540) Instead, Clemence blames her son for the family ' s 

misfortune, « II me cherissait si fort papa, ( ... ) mes perilleuses dispositions, mes 

avatars abominables ont precipite sa mort . ... »(Mac p 540) (our emphasis) 

It is significant that each allusion to a split identity is complemented by a reference to 

writing; in the first instance« C'est un beau suaire brode d'histoires qu' il faut 

presenter a la Dame» (Mac p 537), while the second indication of a multiple 

personality is followed by a m~ntion of the legend of King Krogold: « Tant qu 'a 

battre la vache campagne j'aime mieux rouler dans des histoires qui sont a moi ( . . . ) j e 

vois le roi Krogold lui-meme ... II arrive du Nord» (Mac pp 540-541 ). The close 

association between an instance of divided Self and literature seems to indicate that 

Celine viewed the act of literary creation as a mechanism for coming to terms with 

trauma experienced in war on a personal level. That mechanism is expressed as a 

literary device through the creation of the figure of the Double in the author 's novels. 

180 180 Rainge, G : Capitalism and schizophrenia in the later novels of Louis-Ferdinand Celine: Peter 
Lang Publishing 2001: p 12 
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It is also evident in the author's dual identity as novelist and pamphleteer; as 

renowned writer and reviled individual; as well as his dual vocation as doctor 

Destouches and Mr Celine. 

In Mort a credit, the figure of the Double is represented by Roger-Marin Courtial des 

Pereires, an eccentric inventor and friend of Ferdinand's uncle Edouard with whom 

the narrator is placed after a particularly abusive bout of domestic violence during 

which he attempted to assassinate his father, Auguste with a typewriter. Ferdinand 

feels an immediate sense of identification with Courtial, an affinity which is described 

in burlesque terms: "Seulement il etait comme moi, il cocotait dur des panards."(MaC p 

844) Other connections are more profound, as Courtial awakens Ferdinand's interest in 

scientific discovery and an awareness of Nature 181 and its salutary effect on man: 

"Voila l'Homme Ferdinand! Toute la nature! une fuite dans !'imponderable! ( .... )En 

!'Harmonie Ferdinand, la seule joie du monde! La seule delivrance ! La seule verite." 

(MaC p 846) 

Given that Celine's literary aesthetic quest was ultimately to create a text that would 

pass straight into the reader's core, in much the same way that the 'metro-emotif ran 

seamlessly below the surface of the city, a goal that remained unfulfilled at the close 

of both the Voyage and Mort a credit- the reader is left, if not in a state of absolute 

detachment, at best in one of objectivity. However, that was to change with the 

progress of the transgressive action of the Double in effecting the culmination of 

Celine's literary aesthetic objective, starting with Guignol 's Band, including Feerie 

pour une autre fois I and IL and terminating in the Trilogy where the Double is 

dispensed with, the narrator Celine-Destouches having assimilated and come to terms 

with the horror of human existence, and therefore no longer requiring the presence of 

a Double as a buffer against man's inhumanity to man. 

The later novels 

As a result of this progression, we observe, from Guignol 's Band onwards, the 

emergence of thematics in the service of style, and not the conventional opposite of 

181 Celine's admiration for naturalists is evident in his dedication of Mort a credit to Lucien Descaves, 
"romancier d'inspiration naturaliste (Romans t Ip 1419) and that of Feerie II to Pliny the Elder, Roman 
statesman and naturalist who perished while watching the eruption of Vesuvius in AD 79 
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that literary procedure that had predominated in Celine's early novels. As readers, we 

are witness to a narrative style that engages us directly, bearing us along on the 

author's 'metro-emotif 182 which "intended to carry its passengers along with it as 

one body, a feat which is only possible once man, with his fixed notions of duty, race, 

class, creed and subject has been introduced into a smooth space - such as the 

underground- where stratification can never be complete." 183 From this moment 

onward, it is impossible for the reader to remain objective or disengaged; he or she is 

actively involved in the text, drawn along by the emotional intensity of Celine's 

poetic prose. 

Sheba 's arena (l 'Arene de Saba) 

Female avatars of the Double in Celine's works are characterised by a malice which 

appears to pose a threat to the narrator's self-confidence and the equilibrium of his 

ego. They are consequently depicted as menacing, and to a certain extent, grotesque. 

In the Voyage, Lola is described as "comme une charmante embusquee ( ... )a l'envers 

de la guerre, a l'envers de la vie" (V p 55). (our emphasis) Significantly, this judgement is 

preceded by a disavowal of Lola's mental faculties as the narrator declares "J e croyais 

a son corps, je ne croyais pas a son esprit." (V p 55) The use of the word 'embusquee' 

is particularly revealing as, being derived from the noun embuscade (ambush), it 

suggests the threat of hidden, unexpected violation. Indeed, each female relationship 

engaged in by Celine's narrators is tinged by the undercurrent of hidden menace, of 

separation and loss, be it self-imposed as in the case of the benevolent Molly to whom 

Bardamu declares "Je vous assure que je vous aime bien, Molly, et je vous aimerai 

toujours ... comme je peux .... a ma fa<;on"(V p 235), or by an external factor such as the 

suicide of the tragic Nora in Mort a credit. Apart from the grotesque female figures of 

Mme Gorloge or the androgynous Irene des Pereires in Mort a credit, perhaps the 

most interesting sexual relationship between the narrator and a female figure occurs in 

Guignol 's Band in the person of the child-woman Virginie. The significance of this 

relationship lies in the extent to which it reveals the ambivalence of the narrator's 

attitude towards women, and consequently the degree to which it expresses a threat to 

182 Entretiens avec le professeur Y: Romans t IV Editions Gallimard 1993: p 536 :« J'embarque tout 
mon monde dans le metro, pardon! ... etje fonce avec: j'emmene tout le monde ! ... ( ... )le metro 
emotif, le mien! ( ... )au but! direct! dans l'emotion ! par l'emotion ! rien que le but: en pleine 
emotion ... bout en bout ! » 
183 Hainge, G: Capitalism and schizophrenia in the later novels of Louis-Ferdinand Celine: Peter Lang 
publishing 2001 p 26 
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Ferdinand's ego. Virginie, initially benign and childlike, a malleable object in the 

narrator's hands is described successively as "Une fee!" (GBII p 314), "Quelle angel 

Quelle gracieuse douceur!" (GB II p 318), but importantly, also as "quelle mignonne 

malice aussi!" (GBII p 318) (our emphasis). In the eys of her uncle Colonel Collogham, 

Virginia, "she is shrewd! Elle est ruseee" (GBII p 325) - an epithet that evokes the 

accusation of demonism and wiliness leveled by King Solomon at the Queen of 

Sheba, and, by extension, an evocation of the threat of women's power over men. 

Initially unthreatening in her apparent innocence, Virginie becomes progressively 

more menacing to Ferdinand's equilibrium, gradually abandoning a semblance of 

childlike innocence, starting with the episode involving the degenerate prostitute 

Bigoudi: "La fee demon Coeur si coquine .... Qu'est-ce qu'une pelote de vices! ... 

avec Bigoudi la crapaude!" (GBII p 45). Her downfall in the eyes of Ferdinand 

culminates in a scene of debauchery at the Touit-Touit club, anticipated by 

Ferdinand's description of Virginie as "l'ange dechirant en personne ( .... )" (GBII p 

487) From that moment on, the relationship degenerates with Ferdinand's violation of 

Virginie and her subsequent pregnancy for which the narrator is loath to take 

responsibility, dreaming of taking flight on a boat, the Kong Hamsun. Ferdinand's 

mental state descends into paranoia, marked by an increasing loss of reason and a 

recurrence of the nightmare involving the Colonel des Entrayes. In this particular 

episode, the narrator assumes the identity of a horse ridden by his former army chief 

in which it is impossible not to discern an image of homosexuality. Although 

Ferdinand and Virginie are reconciled at the close of the novel, and the narrator 

renounces his plans to sail away from responsibility, we know that she is destined to 

die, consumed by fire, in the projected version of the novel. The manner of her death 

is significant, as it conjures the image of a ritual, purifying form of death by 

immolation, suggesting a release from the malevolent female character traits 

attributed to her by the narrator and, by extension, Celine himself. In summary, then, 

we believe that apart from the external threat and subsequent trauma occasioned by 

war, the next greatest threat to the psychic equilibrium of both author and narrator 

arose from the perception of women as a source of disempowerment and 

destabilisation. 
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Uncanny 

Commenting on the psychiatrist Otto Rank's investigation of the phenomenon of the 

Double in his work Der Doppelganger, Freud observes that in Rank's view,"( ... ) the 

'double' was originally an insurance against destruction to the ego, an 'energetic 

denial of the power of death', ( ... ) and prob ab I y the 'immortal' soul was the first 

'double' of the body."184 What is more, Freud held that the invention of doubling "as 

a preservation against extinction, has its counterpart in the language of dreams, which 

is fond of representing castration by a doubling or multiplication of the genital 

symbol."185 This notion evokes that of the pre-Oedipal triad oflsis, Osiris and Horus, 

where Osiris is killed and dismembered by Seth, who tore the corpse into fourteen 

pieces, dispersing them over Egypt. Eventually, Isis wife of Osiris, and her sister 

Nephthys found and buried all the pieces except the phallus which was believed to 

have been swallowed by a fish. By magical means, Isis revived Osiris and conceived 

her son Horus by him. He was later to become king of Egypt, having slain Seth. Isis, 

defined as "la grande magicienne, celle dont le pouvoir depassait celui des autres 

<lieux et meme Re le dieu-soleil »186, was a powerful female mythological figure; one 

which Celine used to good effect in his novel Nord, in the figure of Isis, wife of the 

legless cripple, « le fils von Leiden, ( ... ) un infirme, et toujours de mauvaise 

humeur. » (N pp 408-409), thus emphasising the malevolent side of her nature. 

Importantly, the goddess Isis was also"( ... ) mere consolatrice, (son culte) repondait 

ainsi a I 'inquietude morale grandissante des individus en apportant une solution aux 

problemes de la survie dans l'au-dela", 187 an indication of Celine's identification with 

a female divinity who expressed his own concerns regarding death and the after-life. 

On a cautionary note, Freud points out that, because the idea of the Double as an 

agent of preservation has its origin in the "soil of unbounded self-love, from the 

primary naricssism which holds sway in the mind of the child( . .. . )", 188 once that 

stage of development is left behind, the Double assumes a different guise: "From 

having been an assurance of immortality, he becomes the ghastly harbinger of 

184 Freud, S: The 'Uncanny'(l919): Collected papers Vol IV: The International Psycho-Analytical 
Library No; 10 : Hogarth Press 1925: p 387 
185 Ibid p 387 
186 La Dictionnaire des noms propres : p 1036 
187 Ibid p 1036 
188 Freud, S: The 'Uncanny'(l919): Collected papers Vol IV : The International Psycho-Analytical 
Library No; 10 : Hogarth Press 1925: p 387 
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death." 189 This reversal of the roles of the double is borne out in the figure oflsis 190 in 

Nord who, far from representing immortality as she does in her incarnation as 

goddess, has truly become a harbinger of death. She is a woman who is capable of 

asking Celine, the narrator of the novel to collude with her in an attempt on the life of 

her husband. Malevolent in the extreme, at once temptress and murderess, this image 

of a female double is indeed one that fits Freud's description of a 'ghastly harbinger 

of death'. In a scene which is a fusion of sex and cynicism, Isis attempts to seduce 

Celine by leading him into the woods:"( ... ) elle retrousse ses jupes! ... haut aux 

hanches! Elle s'amuse! .... ( ... )Elle m'embrasse .... ( .... ) 'Vous savez que mon mari 

me frappe ... ( ... ) Vous savez ce que je vais vous demander?' Elle entrouve sa 

blouse ... blouse de soie bleue ... fa9on que je voie bien ses seins .... Et entre ses seins 

un papier. .. bien replie .... Elle me le passe, que je lise ... . " (N pp554-556) Shocked, 

Celine realises that Isis intends him to be her courier, sent to procure drugs from 

Wohlmuth the pharmacist in Moors burg, "voyons ces produits ( ... ) dolosal ... 

curare ... morphine ... cyanure ... " (Np 556) destined to accomplish her husband's 

assassination. 

The female Double is a figure that finds particular resonance in Celine's life and work 

where it appears as a daemonic figure in the person of Isis, as well as a synthesis of 

both angel and devil in the person of Virginie in Guignol's Band. We attribute this 

phenomenon to what Freud ascribes to the "extraordinarily strong feeling of 

something uncarmy that pervades the conception (of the double),"191 added to which 

"nothing in the content arrived at could account for that impulse towards self-

189 Freud, S: The 'Uncanny'(l919): Collected papers Vol IV: The International Psycho-Analytical 
Library No; 10 : Hogarth Press 1925: p 387 
190 Although a detailed study of the relevance of the goddess Isis in the context of Celine's works is 
beyond the scope of this study, the author's use of her name in his novel Nord bears some elucidation. 
In a Preface to Claude Valence's work on the traces of the Isis cult in relation to the establishment of 
the city of Paris, Theophile Briant - poet and friend of Celine - notes that on one of the principal doors 
of Notre Dame cathedral, "Isis Myrionyme, sous l'apparence de Cybele, port(e) le thyrse (symbole 
generateur) ( .. .. )".The thyrsus, a staff tipped by a pine-cone is traditionally borne by Dionysus 
(Bacchus) and his followers; the divinity in question being the subject of a later chapter in our work in 
the context of a transgressive element in Celine's works. We also consider it important that Isis ' s 
cultural emblem was a Vessel or ship; an object which bore particular significance for Celine: "L'objet 
du culte allegorique d ' Isis etait un Vaisseau: !es noms d'Isis, d 'Eses et d'Hesus qui furent donnes ace 
Vaisseau, exprimaient egalement dans le langage des Celtes: "feu-feu; double-feu; ou encore hymen­
creation ». : Valence, C : Les traces du culte d 'lsis dans le Norn, l'Embleme et le Theme Zodiacal de 
ville de Paris: Editions du Gaeland Parame : 1952 : p 11 
191 Freud, S: The 'Uncanny '(l919) : Collected papers Vol IV: The International Psycho-Analytical 
Library No; 10: Hogarth Press 1925: p 388 
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protection which has caused the ego to project such a content outward as something 

foreign to itself." 192 The psychiatrist attributes this phenomenon to "a very early 

mental stage, long since left behind( ... ) in which (the double) wore a more friendly 

aspect. The 'double'has now become a vision of terror, just as after the fall of their 

religion the gods took on daemonic shapes." 193 In this context, it is impossible not to 

recognize the parallel Girard draws between the double and the monster: "Le principe 

fondamental, toujours meconnu, c' est que le double et le monstre ne font qu'un. ( ... ) 

I1 n'y a pas de monstre qui ne tende a se dedoubler, il n'y a pas de double qui ne 

recele une monstruosite secrete. »194 And later in the same text, with reference to the 

dialogue between Dionysius and Penthee in The Bacchantes : « Dionysos est a la fois 

homme, dieu, taureau ; la reference aux comes du taureau fait le pont entre les deux 

themes; les doubles sont toujours monstrueux ; les monstres sont toujours 

dedoubles. » 195 ( our emphasis) 

Frequently coupled with a feeling of uncanniness associated with the Double is one of 

helplessness caused by disorientation and a feeling of dislocation from all that was 

previously 'normal' and familiar in one's life. Freud ascribes this sensation to one of 

"involuntary repetition" 196 evoked in the Voyage by Robinson's unexpected 

appearances at regular intervals throughout the novel. It is precisely the manifestation 

of this type ofrepetition which "surrounds with an uncanny atmosphere what would 

otherwise be innocent enough, and forces upon us the idea of something fateful and 

inescapable where otherwise we should have spoken of 'chance' only," 197 thus 

underscoring the strangeness of a particular occurrence. This repetition-compulsion, 

based on instinctual behaviour, is a precept powerful enough to overrule the pleasure­

principle which Freud dealt with in his paper Beyond the pleasure principle. It is this 

principle that imbues certain aspects of the mind with a daemonic nature which is 

present in the tendencies of very young children. And it is this revelation that 

whatever triggers the memory of the inner repetition-compulsion lends a sense of the 

192 Freud, S: The 'Uncanny'(l919): Collected papers Vol IV: The International Psycho-Analytical 
Library No; 10 : Hogarth Press 1925 p 389 
193 Ibid: p 389 
194 Girard, R: La Violence et le Sacre: Editions Bernard Grasset: 1972 : p 223 
195 Ibid p 226 
196 Freud, S : The 'Uncanny '(1919) : Collected papers Vol IV: The International Psycho-Analytical 
Library No; 10: Hogarth Press 1925: p 390 
197 Ibid p 390 
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uncanny to the experience. Indeed, a sensation of uncanniness is in reality nothing 

new or foreign, but merely something familiar to the mind that has been "estranged 

only by the process ofrepression." 198 We therefore submit that Celine's attempt to 

free himself of an early psychic repression is manifest in the creation of figures of the 

Double in his works. 

Death is the human experience that perhaps most easily and frequently arouses 

feelings of the uncanny within us, and it is this question that is fundamental to 

Celine's works; the question of whether "death is the inevitable fate of every living 

being or whether it is only a regular but yet perhaps avoidable event in life."199 

Although we are presented daily with the fact of our mortality - especially in time of 

war - there is no doubt that "no human being really grasps it, and our unconscious has 

as little use now as ever for the idea of its own mortality."200 

(Un)Heimlich 

In a return to the origin of the uncanny, or, as Freud expressed it, the 'unheimlich', 

which relates to the feeling of uncanniness inherent in a confrontation with the female 

genital organs, it is necessary to examine the feelings of Ferdinand, the narrator in 

Mort a credit, regarding his mother's deformed leg and, by extension, its proximity to 

her uterus. This is described by Freud as "This unheimlich place, ( ... ) the entrance to 

the former 'heim' of all human beings, to the place where everyone dwelt once upon a 

time."20 1 In this instance, the unheimlich was once heimisch or familiar and 

welcoming, where the prefix 'un' is a token of repression, reversing the positive sense 

of the original meaning. 

The first instance of Ferdinand's repressed feelings regarding his mother's deformity 

occurs during an episode of delirium caused by a bout of malaria in which his latent 

fury towards his mother results in his literally vomiting his disgust: "( ... ) je lui 

retrousse sa jupe, dans la furie. J'y vois son mollet dechame, comme un baton, pas de 

viande autour, le bas qui godaille, c'est infect! ... J'y ai vu depuis toujours, .... Je 

198 Freud, S: The 'Uncanny '(J919): Collected papers Vol IV: The International Psycho-Analytical 
Library No; 10: Hogarth Press 1925: p 394 
199 Ibid p 395 
200 Ibid p 395 
201 Ibid: pp 398-399 
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degueule dessus un grand coup ! » (Mac p 543) It is clear that his mother Clemence's 

deformed leg is part of Ferdinand's earliest memory, one which had disgusted him 

from infancy. The next episode revealing the extent of Ferdinand's revulsion also, 

significantly, occurs during an attack of meningitis causing delirium. We believe that 

these episodes of delirium serve to free from the unconscious the repressed ( and 

therefore unacknowledged) images of the daemonic female which could date back to 

Celine/Ferdinand's earliest memory. This incident involves a gigantic 'Cliente' who, 

we believe, symbolizes the all-powerful dominant female-figure imbued with a sense 

of dread and the uncanny, inspiring fear and revulsion in the narrator: "D' abord j 'ai 

vu tout en rouge .... Comme un nuage tout gonfle de sang( .. .. ). I1 a pris la forme 

d'une cliente ... Et alors d'une taille prodigieuse! ... Une proportion colossale . .. Elle 

s'est mise a nous commander ... La-haut. .. ( . . .. )Elle a ordonne qu'on se manie 

( ... )."(our emphasis) (Mac p 586) Not only does this image conjure up that of a dominant 

female indicated by the verbs we have italicized, but it also evokes that of a previous 

dominant female in the Voyage, that of the"( ... ) grande femme qui est la, qui garde 

l'Ile c'est la demiere. Sa tete est bien plus haute encore que les buees les plus hautes. 

( ... ) Ses cheveux rouges au-dessus de tout, dorent encore un peu les nuages, c'est tout 

ce qui reste du soleil. » ( p 369) Not only is this 'guardian of the Isle' the image of a 

supreme female, but, on a more sinister level, she evokes death embodied in the 

mythical ferryman Charon with her « rame qui est enorme » which occupies her in an 

eternal attempt to stir tea in a teapot made from a boat's hull. 

The menace inherent in this episode involving Clemence, Ferdinand's mother, is 

heightened by the fact that she leads the narrator towards the Universal Exhibition, a 

source of earlier horror caused by its display of mechanisation - a symbol of 

dehumanisation and the death of creativity. Suddenly, the hallucination ends in a 

tempest caused by a flurry of the 'Client's' skirts, in itself a terrifying image: "Elle a 

retrousse d'un seul coup tousles volants ~e ses jupes .... Son pantalon .. . plus haut 

que la tete ... jusque dans les nuages ... Une vrai tempete, un vent si glacial s;est 

engouffre par-dessous qu'on en a hurle de douleur ( .... ).»(Mac p 591) Uncanny and 

terrifying as it was, this image is replaced during Ferdinand and Clemence's flight 

from the giantess by one which evokes a more abstruse horror, one that is as 

daemonic as that which was anticipated in the Queen of Sheba who was ordered by 

King Solomon to walk across a glass-covered lake in order to ensure that her feet 
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were not cloven, nor her legs covered in hair: "Ma mere retroussait ses jupes ( .... ) si 

poilus en meme temps( ... ) telle une araignee." (Mac p 591) 

We believe that this image of hairiness encapsulates a primary horror felt by the 

young child for the female form, and in particular for its proximity to the genital 

organs; a horror that appears to have been shared by Ferdinand's father Auguste who 

"piquait des rages horribles quand elle boitait derriere lui" (Mac p 777) However, the 

culmination of this mixture of dread and revulsion, in which the point of man's entry 

into the world is explicitly mentioned, occurs just prior to another instance of 

delirium, occasioned not by illness but by Ferdinand's fury directed towards his 

father; an episode during which he attempts to assassinate him with a typewriter: "Elle 

tient plus elle sur sa quille ( ... ) Elle se redecouvre toutes les cuisses, le bas du ventre, 

la fente et le poilu ( ... )"(Mac p 821) Hairiness, symbolizing a regression to the animal 

state, appears to be the common denominator in the evocation of a primal horror as 

well as the revelation of a daemonic element in the female, the perception of which, in 

the eyes of both Ferdinand and his father Auguste, is judged to be "infect!"(MaC p 821). 

This comment is revealing in its degree of disgust and fear for the slightest betrayal of 

the idealized female form. 

Primal fear 

Given that "the uncanny proceeds from something familiar which has been 

repressed"202, and that the act of birth is perhaps the earliest and therefore the most 

'familiar' of a human being's perception oflife, is the transgression of that repressed 

memory in provoking a recall of the event, not the source of a primal sense of the 

uncanny? And, as a result, is the necessity to create a Double in order to protect one 

against that sense of the uncanny with its daemonic association, not a consequence of 

that transgression? In noting Freud's observation that in literature, the fantastic or 

uncanny is "a much more fertile province than the uncanny in real life, for it contains 

the whole of the latter and something more besides"203 , we conclude that the writer 

possesses far more freedom to experience and create uncanny situations than those 

encountered in real life. This is due primarily to the fact that far more means exist to 

202 Freud, S : The 'Uncanny '(1919) : Collected papers Vol IV : The International Psycho-Analytical 
Library No; 10: Hogarth Press 1925: p401 
203 Ibid : p 403 
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create uncanny effects in literature than those that exist in reality as "The story-teller 

has this licence ( ... ) that he can select his world of representation so that it either 

coincides with the realties we are familiar with or departs from them in what 

particulars he pleases."204 This is the realm of fairy-tale, Celine'sfeerie, his poetry 

which we believe is the apogee of literary achievement. It is the world of Feerie pour 

une autrefois, both volumes of which require the reader to suspend disbelief; novels 

in which the author, through the narrator, transcends the uncanny through 

transgression - and transposition - of the repression which brought the novel into 

being. In this pivotal work, we witness the endgame of the Double. Having been 

unmasked, his raison d'etre no longer exists, and we attend his demise in a welter of 

fairy-tale magic peopled by figures and events that defy logic, because "So long as 

they remain within their setting of poetic reality, their usual attribute of uncanniness 

fails to attach to such beings."205 

Ai'cha 

Ai cha von Raumnitz, wife of Herman von Raumnitz in D 'un Chateau l 'autre is, like 

Isis in Nord, an incarnation of the daemonic female . Of Levan tine origin, she is the 

archetypal 'Outsider', with hardly any knowledge of German, "elevee a Beyrouth .... 

Elle est de par la( ... )" (CAp 149); a genealogy which underscores her 'otherness ' . 

Even her adopted married surname has a sinister connotation, as it implies a stifling, 

oppressive non-place diametrically opposed to the chthonic space that lends itself to 

creativity. This deduction is arrived at in an analysis of her surname, for the German 

noun der Raum (space) coupled with its suffix - nitz ( closely allied to the German 

word nichts or 'nothing) results in the meaning 'non-space'. Clad in red boots and 

wielding a yellow whip, she is accompanied by two mastiffs, all of which imbue her 

image with a feeling of menace:. "( ... ) elle porte bottes .... bottes cuir rouge . .. . elle 

fait cavaliere orientale, toujours a tapoter ses bottes, . ... et une tres grosse cravache 

jaune."(CA p 150). In short, she presents the reader with an almost stereotyped image of 

the dominatrix, accentuated by the fact that wherever she goes, she demands 

deference: "Aicha, ses dogues, on s'ecarte!" (CA p 150) At once enigmatic and 

seductive, she is the daemonic female incarnate as she leads Celine and Lili towards 

204 Freud, S: The 'Uncanny'(l919): Collected papers Vol IV: The International Psycho-Analytical 
Library No; 10 : Hogarth Press 1925 404 
205 Ibid: p 405 
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Room 36, symbol of the Gates of Hades through which the insane, infirm and 

criminal inhabitants at the Lowen hotel pass, never to be seen again. "Ai cha parle non 

plus .. . elle va assez langoureusement.. . ondulante ses hanches ... pas vite ( ... ) Ai"cha 

a l'oeil!. .. elle est langoureuse mais precise! » (CA pl50) Unlike the rest of the Lowen 

hotel which has fallen into disrepair, Room 36 is the only structure which has 

remained intact, perhaps a symbol of the immutability of the power of evil and state 

control ; an image of molarity. Indeed, Room 36, « c'etait la seule chambre solide de 

tout le Lowen .. .. Comme fortifiee vous auriez dit, les murs beton, porte de fer, 

fenetres a barreaux ( ... ) des 'super-prison', je connais ( ... ) la cellule absolument 

nette !» (CA pp151-152) » (our emphasis) . This, in contrast to all the other rooms in the 

hotel, which« etaient comme flottantes, ondulantes, jeux de briques et de fissures .. . 

tout debinait ! les platras, le plafond, let lits, tout!» (CAp 151); the embodiment of 

molecularity or creativity. 

An atmosphere of uncanniness pervades the scene, accentuated by the rumoured 

disappearance of the inmates of the 'cell' in a lorry at night. Curiously regarding their 

fate, Celine notes that« moi, je l'ai jamais vu ce camion ! » (CA p 152), despite the fact 

that he« sortai(t) cependent pas mal a toute heure de nuit! » (CA p 152). The 

strangeness of the disappearance is heightened by the the fact that « la legende, le 

ragot, c'etait que ce camion devaitjamais etre vu par personne . . . qu'on les 

embarquait enchaines ( ... ) (CA p 152) - an hallucinatory image similar to that evoked 

earlier in the same novel, of Charon's phantom barge on which the dead embark for 

their last voyage, and one which, similar to that episode, evokes the uncanny, the 

inexplicable. 

The Other 

A reflection on the phenomenon of mixed race and its implication for French society 

is provoked by a potentially dangerous incident involving Aicha' s daughter Hilda at 

Berlin station. This leads Celine to embark on a racist-inspired polemic regarding 

Aicha's origin and the effect of mixed-blood marriages on the French population, all 

of which augments the sense of 'Otherness' in von Raumnitz ' s wife. How was it 

possible that Aicha, married to von Raumnitz, « si Diirer, de stature, nature, et de cette 
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personne Aicha, si elle tellement Trebizonde !206 .•. Beyrouth ! ... ondulante, si 

brune, lascive, bovine, pas Diirer du tout. .. ait donne une si belle enfant? » (CA p 173) 

(our emphasis) The italicized words emphasise the importance accorded by Celine to 

colour of the skin, lack of moral fibre and an association with the most passive of 

animals. Celine also implies that in marrying Ai"cha, van Raumnitz saved her from the 

fate suffered by many Levantine women who were condemned to a life of submission 

in the harem where they were constantly under surveillance by eunuchs: "s'il l'avait 

pas epousee, ramenee avec lui en Allemagne, elle subissait le sort et coutume! ( ... ) les 

Grands Jaloux du Proche-Orient vous ant de ces eunuques aux Hautes Oeuvres! . .. les 

harems votaient pas encore ... elle 1' avait echappe de tres juste, Ai cha ! » (CA p 174) 

Celine's dread of crossbreeding is encapsulated in his remarks concerning the 

offspring born of the marriage of van Raumnitz and Ai cha which is the start of a 

hybrid, and by implication, inferior race : 

« Oh, les croisements sont pleins de perils, d'aleas ... la petite Hilda avait de l'etrange 

et garcerie .. .. Beyrouth ... .. Trebizonde ... ( ... ) » (CA pp 173-174) (our emphasis) Celine 

underscores these remarks with those relating to Aicha herself, who embodies a 

projected and feared influx of people of her genre who, saved from slavery by van 

Raumnitz and his ilk, are "ces seduites du Proche- Orient ( ... ) nous en avons avise 

bien d'autres des dames du genre Aicha proche-Orientales, Sino- Armeniennes, 

Mongolo-Smymes, devenues Landgravines . .. Comtesses ... ( ... ) » ( CA p 174) - a 

sardonic litany of foreigners in which one discerns overtones of racism provoked by a 

fear of the dissolution of the pure Aryan race. 

The figure of Aicha therefore represents the epitome of the Other; not only is she a 

Levantine who has produced a 'hybrid" child signaling the downfall of the 'purety' of 

the Aryan race, but she is also, like the Queen of Sheba, an astute, wily and cruel 

female figure capable of dominating- and, by implication - annihilating not only her 

male partner but also possibly men in general. A primal fear of the feminine power 

embodied in the figure of Aicha is expressed by Celine in a declaration that is based 

on a comparison with Laval with his "meche ebene" and his "peau bistre" (CA pl 74): 

"hybrides alertes, intelligents, inquiets aussi .... Ils avaient de quoi etre inquiets ces 

hybrides colonels alertes ( ... ) si les hybrides me.font peur, j'ai des raisons ! » 

206 Possibly a reference to the seductress in Jacques Offenbach's operetta The Princess of Trebizonde 
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( our emphasis) (CA pp 174-175) And in a torrent of hate-speech against a woman who he 

perceives as the embodiment of all that is alien and destructive, Celine launches into a 

cathartic invective against all that the narrator perceives as daemonic, not only in the 

woman herself, but also as a symbol of the corruption of society itself. This verbal 

tirade is in fact an exorcism of the suppressed anger and fear felt with regard to the 

uncanny power of women to sow corruption through the temptation and subsequent 

downfall of men- and its concomitant implication for the fate of Man in general. : 

"gros cul Aicha! soubresauteuse, croupe, danseuse aux serpents! ... salut! gamberge, 

petasse! que je suis horrible! os et la haine! ... Et que je te l'empalerais moi, vif ! 

t'entends? olive! <latte! morue ! 1900; je la vois a la porte ! ... danseuse aux 

serpents comae ! bottes croco rouges, et gros bijoux ! et la cravache ! » (CA p 192) 

Guignol 's Band 

An important aspect of the situation of Guignol's Band I in the midst of war - the 

prologue depicting the bombing of the city of Orleans in 1940 - is that the reader is 

"plunged into a narrative recounted by a narrator and peopled by protagonists who 

cannot easily indulge in the death-dissimulating illusions rife in Capitalist society and 

the preceding two novels."207 The chaotic, apocalyptic atmosphere that permeates the 

first pages of the novel are symptomatic of the transgressive agency of war in not only 

destroying the literal trappings of molar hidebound society, but in reformulating 

man's thinking with regard to certain societal norms and conventions he may hitherto 

have regarded as inviolable. We shall see how the transgressive action of war comes 

to be embodied in the figure of the Double in both versions of Guignol 's Band, and 

the resultant partial liberation from convention of the narrator Ferdinand that ensues, 

accompanied by a parallel development in the poetics of Celine's prose. 

De/ires 

The calibre of a text founded in delire is emblematic of the centrifugal force of a 

creative impulse as opposed to the centripetal forces of convention. Based on this 

premise, by "valorizing delire as the foundation for an aesthetic, converting it into a 

plane composed of and emanating style, the becoming-music of Celine's aesthetic 

allows his assemblage to pass into that of the reader who must not, cannot provide a 

207 Rainge, G: Capitalism and schizophrenia in the later novels of Louis-Ferdinand Celine: Peter Lang 
publishing 2001 : p 26 
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reading, but must instead de-lire"208 .(our emphasis) In other words, the reader must 

desconstruct his conventional form of reading in order to be able to participate fully in 

Celine's ( deconstructed) text, an act that requires the conversion of a passive reader 

into an active one. 

Celine's style, founded in delirium, his "primary mode of production"209, is 

increasingly present in his work from Guignol 's Band onwards, and far from 

representing a feigned pathological schizophrenia as a ploy to abrogate responsibility 

for having written the pamphlets, his is primarily "a style, an organizing principle, a 

mode of composition". Indeed, it is the "only possible means of survival and 

continuance for those refusing to conform to the simulacra of life presented by 

molarity"210 . An insufficience of delire sounds the death knell for the authentic artist, 

the spectre of which leads a despairing Bardamu to declare "Et ou all er dehors, je 

vous demande, dis qu'on a plus en soi la somme suffisante de delire? ( . .. )" (V p 200) 

Chaos 

The opening scene in the Prologue of Guignol 's Band is one of complete chaos, which 

implies the reduction of all fixed structures to the sum of their individual parts. We 

are presented with a scene that is propitious for the production of aesthetic creation in 

that it depends on no prior reference to a fixed state of existence - it simply is. The 

bombardment itself is a transgressive act, as it destroys all preconceived notions of 

social and personal hierarchy, reducing the citizens of Orleans traversing the bridge to 

a homogenous mass; a conglomerate of humanity united in a common horror of the 

event. The image of this bombardment presented to us by Celine is redolent of artistic 

potential, as we are witness to an event in which "the paranoiac reterritorialising 

axiomatics of Capitalism crum~le, to leave room for the expression of a properly 

schizophrenic desire that can set up connective syntheses - either thematically 

between protagonists or stylistically between text and reader."211 For the first time in 

this novel, Celine actively solicits the reader to participate in his work, an invitation 

that is implicit in the choice offered in the Preface's suggestion : "<;::a sera tout ce que 

208 Rainge, G: Capitalism and schizophrenia in the later novels of Louis-Ferdinand Celine: Peter Lang 
publishing 2001 : p196 
209 Ibid p 14 
210 Ibid p 15 
211 Ibid: p 32 
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vous y mettrez! l'orage ou la.flute! comme aux Enfers, comme chez les 

A 1,,212( h . ) nges. our emp as1s 

From the outset then, the text itself is placed under the aegis of a duality which 

prefigures a thematic interpretation privileging either the poetic or the apocalyptic 

aspect of the text. We posit that both are possible, being indissoluble one from 

another; both sides of the same coin and a metaphor for the figure of the Double. 

Although 'molar' figures representing Capitalist society are present in the novel in the 

person of Matthew, the policeman, Cascade the pimp who is also in Matthew's 

employ and, in retrospective narrative, the Colonel des Entrayes who embodies 

institutionalized warfare213 , other 'molecular' characters exist, such as Sosthene de 

Rodiencourt, Borokrom and even the pawnbroker Van Claben - whose 'molar' 

adherence to commerce and materialism is redeemed by his love for music - Virginie 

and Mille Pattes represent examples of the 'flute' part of the dichotomy orage-flute. 

Balanced equally between 'molar' and 'molecular' figures, the thematics of the text 

therefore reflect the duality inherent in the figure of the Double. 

Des Entrayes2 14 

Although not actually present in the text except in retrospective narrative, the Colonel 

des Entrayes who we first encountered in the Voyage, is present in Guignol 's Band as 

a fantastical figure who appears three times to Ferdinand on the occasion of the 

murders of Van Claben and Mille-Pattes, the theft of the Colonel's mercury and the 

violation of Virginie, a minor. The appearance of this figure on each occasion ofreal 

trauma experienced by the narrator indicates his role as a coping mechanism for both 

present horror in the narrative as well as retrospective trauma experienced at the 

Front. 

In the first hallucinatory incident, Ferdinand recalls des Entrayes' battle-cry "Haut les 

coeurs! ... et au gal666p! .... Chaaarge!" (GBI p 257) following the murder of Van 

Claben and Mille-Pattes, prompting the narrator to present himself at the French 

embassy to join up - proof that he has not yet thrown off the trappings of a molar 

212 Celine: Guignol's Band I: Romans t III: Editions Gallimard 1988: p 12 
213 As opposed to its positive opposite, the nomadic 'war machine' discussed above. 
214 We believe that Celine's choice of this name was deliberate, as its phonetic pronounciation evokes 
the word entrailles - innards or entrails - an image of slaughter. 
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society, and that patriotism is still important to him, albeit prompted by an expedient 

flight from the horror of the pawnbroker's death. The second hallucinatory 

appearance of des Entrayes occurs after the theft of the mercury from Virginie's 

uncle, as Ferdinand waits for her in the vestibule of their building. "Haut les coeurs!" 

Je reconnais son cri .... ( .. . ) j'en ai la bave partout de cheval . .. .je croque dans le tapis 

mors aux dents .... " (GBII pp 429-430) It is important to note that Ferdinand's 

identification with des Entrayes is so complete in this episode that he becomes a 

horse, which is no longer the case in the third hallucinatory appearance. In this third 

and last episode, Ferdinand's guilt arises from the violation and subsequent pregnancy 

of Virginie, a sense of persecution that he identifies with that of his father, Auguste: 

" ... je suis un martyr des scrupules ... je suis en plein supplice . . .. c'est tout a fait 

comme mon pere ... je souffre tout pareil."(GBII p 588) Similar to the previous 

hallucinations, des Entrayes appears as a result of Ferdinand's guilt and persecution 

complex, but this time the narrator is no longer a horse itself but like one "Toute ma 

force est revenue! Et bien pire encore tel un cheval!" (GBII p 590) (our emphasis), despite 

the fact that he subsequently imagines himself mounted by the colonel des Entrayes, 

« La voix tout de suite du colonel. .. du mien, des Entrayes chef de corps! I1 me monte 

en cuirasse!" (GBII p 593) This hallucinatory episode is interesting in the context of 

Durand's note on the significance of the link between Evil and Death in the 

Apocalypse, 215 which leads us to deduce that the Colonel des Entrayes represents 

Death, mounted on his 'pallid horse' in the person of Ferdinand. We note that at the 

end of the episode, despite Ferdinand's having initially described himself as like a 

horse, he eventually identifies as completely with the animal, as he had previously: 

"C'est moi le cheval corps et fune!" (GBII p 594) 

As an explanation for Ferdinan~'s hallucinations involving the Colonel des Entrayes 

and his horse, Hainge observes that "Obviously realising that molarity can only be 

fought with molarity, Ferdinand enlists the help of des Entrayes to combat the molar 

forces that he sees lined up against him, imagining himself - in full-blown paranoid 

215 Durand, G: Les structures anthropologiques de l 'lmaginaire : Dunod Paris 1992 p 79 : « D 'autres 
cultes lient encore de fa;:on plus explicite le cheval, le Mal et la Mort. Dans l'Apocalypse, la Mort 
chevauche le cheval blafard ( . . .. )Le folklore et Jes traditions populaires germaniques et anglo­
saxonnes ont conserve cette signification nefaste et macabre du cheval : rever d'un cheval est signe de 
mort prochaine. » 
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delirium - to be a horse ridden by his former Army commander."216 While this 

observation does make sense, we believe it ignores the significance of the 

transgressive role of the Double embodied in des Entrayes as an expression of 

Ferdinand's paranoiac self, in attempting to break free of the strictures of society (in 

this case represented by the Army), by using an identical element of that society to do 

so, in much the same way as a vaccination works to counter the spread of a disease 

with a quantity of the same virus or bacteria that caused it. 

Sosthene 

Several factors attracted Ferdinand to Sosthene de Rodiencourt the magician who the 

narrator encounterd on being ejected from the French Embassy where he had 

attempted to enlist in the army. Not only does Sosthene offer the narrator the promise 

of spirituality through a version of Orientalism, but he also professes to being able to 

achieve a degree of heightened spiritual awareness through the medium of dance; a 

genre of artistic expression that Ferdinand admires to the point of devotion. Moreover, 

the promise that the mystic quest for a magic Tibetan flower, "La Tara-Tohe, Fleur 

des Sanges!" (GBII p 289) will liberate him from the weight of social convention cannot 

fail to entice the narrator. What is more, Sosthene displays a disdain for patriotism, 

gently mocking Ferdinand's misdirection of his life in attempting to enlist in a war 

that "( . . . ) n'est qu'une petarde! La Vie est breve!" (GBII p 271) The temptation to free 

himself from convention is too strong for Ferdinand, and he rapidly falls under 

Sosthene' s spell. 

However, Sosthene de Rodiencourt proves to be a venal sham on several levels; 

although he professes spirituality, he mistreats his wife, and despite haranguing 

Ferdinand about becoming 'initiated', his religious practice is merely a pastiche for 

authentic spiritualism. Most importantly for Ferdinand, even Sosthene's dance is 

farcical. Far from being contemplative, concentrated and self-referential, the form of 

dance practiced by the magician borders on exhibitionism. To illustrate this point, we 

refer to an article by Jean-Marie Guinebert217 : 

216 Rainge, G : Capitalism and schizophrenia in the later novels of Louis-Ferdinand Celine: Peter Lang 
publishing 2001: p 4 
217 Guinebert, J-M: Presences de la danse dans Guignol's Band et Feerie pour une autre fois in 
L'Annee Celine 1991 (Tusson & Paris; Du Lerot/IMEC 1992) pp 181-198 ; p 190 in Rainge, G: 
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"La danseuse ne renvoie qu'a elle-meme. On retrouve ici la distinction majeure qui etait faite 

entre la danse de ballet et la danse orientale incarnee par Sosthene. Dans cette derniere, 

tournee en ridicule par Celine, le danseur est a interpreter comme une figure symbolique. Par 

le jeu de son corps, il renvoie a une realite superieure. Mais ce ne peut etre qu'un echec, une 

'evasion manquee vers un sens evanescent'. Le corps est toujours amene a reprendre ses droits 

et Sosthene finit toujours par retomber 'seul subsistant, nu comme un ver, pale et grisiitre ... ' 

( .... )La danseuse de ballet, tout au contraire, ne fait reference qu'au corps lui-meme et c'est 

en cela que sa danse peut etre une reussite, dans sa dimension a-symbolique. » 

( our emphasis)218 

Ferdinand's disenchantment with Sosthene culminates in the latter's inability to stop 

the traffic in Piccadilly Square219 in a farcical Vega dance that results in a public 

beating and ignominy. 

By the end of the novel Sosthene's alleged mysticism has entirely dissipated, and he is 

depicted in the company of Virginie and Ferdinand on London Bridge, a frail old man 

devoid of mystery- "Il gele, il tremble. Je le vois toe .... ( ... ) je le laisse qu'il se 

repose ... " (GBII p 755) Once more, Ferdinand is disillusioned, his spiritual aspirations 

in tatters, although at the novel's end, he does possess a form of hope and 

regeneration in Virginie who carries his child. In the context of the transgressive role 

of the Double, we cannot ignore the fact that it was Sosthene who introduced 

Ferdinand to Virginie, thus setting in motion a dynamism that was to affect him 

fundamentally in that it made him question his motivation for wishing to board the 

Kong Hamsun, an action he decides to waiver, thus taking responsibility for his 

actions and in so doing, partially exorcising the guilt that has plagued him throughout 

the novel. 

218 Capitalism and schizophrenia in the later novels of Louis-Ferdinand Celine : Peter Lang publishing 
2001 p 223 
219 Godard's interpretation of the word 'Scrum', as well as Celine's orthography are both erroneous. 
"Go way! ... Go way! .... Fool! Scrum! "(GBII p 608) The correct word in this context is 'Scram' which, 
in Cockney dialect spoken in London means 'Go away, clear off!'. Godard interprets the meaning of 
the word as follows: "Scrum, qui veut dire "melee (de rugby)", "bousculade", pourrait etre ici une 
erreur, peut-etre de transcription, pour scum (« salaud »). Note No 2 : page 1143 Notes et variantes : 
Guignol's Band II: Romans t III. 
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Mille-Patt es 

Mille-Pattes' appearance is the embodiment of the grotesque, a criterion for 

transgression - and, by implication, of 'becoming' - as defined in the work The Politics 

and Poetics of transgression: 

"The openings and orifices of this carnival body are emphasized, not its closure and finish. It 

is an image of impure corporeal bulk with its orifices (mouth, flared nostrils, anus) yawning 

wide and its lower regions (belly, legs, feet, buttocks and genitals) given priority over its 

upper regions (head, 'spirit', reason)( ... ) To complete the image of grotesque realism one 

must add that it is always in process, it is always becoming."220 

Mille-Pattes embodies an extended definition of the Double, as, of all those figures 

present in Guignol 's Band I and II, he is undoubtedly the most transgressive; he is the 

embodiment of what Deleuze describes as a 'corps sans organes ', a metaphor for 

creativity. That protean state is one 

" ... which can be thought of as a reformulation of the Thanatic drive, a model of death in the 

unconscious, ( .. ) a moment of antiproduction in the process of production, and without which 

desiring-production would be impossible - the molecular level proceeding only by breaks, by 

a constant move forwards away from all that is fixed, stagnant, pre-ordained."221 

Even though the reader's introduction to Mille-Pattes - the spider-like creature who 

pounces on Delphine and sells her drugged cigarettes - might evoke an image of an 

evil, sinister being, he proves to be no more than a projection of Ferdinand's "own 

persecution complex that sees danger everywhere( .... )."222 His name alone implies 

multiplicity- a facet of his being that is underscored by his sleight-of-hand at 

cards,223 while his self-styled moniker 'Physicien du Ciel' or 'Sky Physician' confers 

a cosmic dimension: "Je suis le Physicien du Ciel - Le Mage des Ames! .. . Je sais 

rendre le scuffle aux innocents ! » (GBI p 211) ; « I am your friend ! Your friend ! the 

Sky Physician! ( ... ) ses propres paroles!» (GBI p 212) 

Despite having initially struck up a friendship with Mille-Pattes, and reluctantly 

220 Stallybrass, P and White, A : The Politics and Poetics of transgression: Cornell University Press 
1986:p9. 
221 Hainge, G: Capitalism and schizophrenia in the later novels of Louis-Ferdinand Celine: Peter Lang 
publishing 2001: p 11 . 
222 Ibid p 57 
223 « ( .. . )Mais surtout adroit le nain aux cartes ! ... ( ... ) sa magie ! Ah, tout ce cu'il voulait aux 
jeux ! » 
(GBI p 246) 
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acknowledging an admiration for him - "11 se cache pas d'etre intelligent"(GBI p 246) -

observes the narrator - his new-found friend also inspires fear in Ferdinand, as he 

appears to know the circumstances surrounding Van Claben's death, having tried to 

persuade Ferdinand to return to the Leicester to confront Delphine and Borokrom. 

However, Mille-Pattes endears himself to Ferdinand through a common anarchic 

ideology based on a contempt for institutionalized power in any form, be it political or 

educational, mocking Ferdinand for his erudition, "T'as de !'instruction, pote! ( .... ) 

C'est pas tout, retiens, !'instruction! Ce qui compte dans la vie c'est ]'intelligence 

naturelle! ( ... ) » (GBI p 252) Finally, Mille-Pattes having persuaded Ferdinand to take 

the metro with him, they descend to the station where Ferdinand, imagining that he 

sees the policeman Matthew on the opposite platform, and suspecting that Mille­

Pattes has led him into a trap, pushes the dwarf under the wheels of the train. The 

narrator is so unnerved by this episode that his sense of self becomes fragmented, 

causing him to exclaim: "Je vois plus rien - et puis je vois tout! Je suis plus moi! ... 

C'est moi! Je l'ai ballotte le sale nabot ... en l'air le Mille-Pattes! ( ... )» (GBI p 255) 

Nettlebeck sees Mille-Pattes as "a symbol of the widespread power of distintegration 

represented by the Cascade civilization myth", and the killing of the dwarf as "a 

metaphor of Celine's attempt to reject completely that decadent civilization, (which) 

corresponds to the higher level of the pamphlets." 224 It is also significant that 

Ferdinand carries out the murder in full view of the policeman Matthew, "for here 

Celine's own need to make his rebellion public appears in a different light. While his 

anti-Semitism is the attitude of a megalomaniac judge whocannot be held responsible 

for his actions, his rejection of decadence has more the value of witness."225 

Moreover, in contrast to the murder of Van Claben, "the murder ofMille-Pattes ( . .. ) 

is a vital step in Ferdinand's eyolution, for it leads directly to his encounter with 

Sosthene and the beginnings of creation"226 through his meeting with Virginie. Unlike 

Mille-Pattes whose action on Ferdinand is transgressive in that it is fundamentally 

iconoclastic, releasing him from the bonds of convention, Sosthene is "capable of 

acting only as a catalyst to initiate Ferdinand into the spiritual dimension."227 These 

224 Nettlebeck, C : The Antisemite and the Artist: Celine's pamphlets and Guignol's Band: Australian 
Journal of French Studies vol IX No 2 1972: p 186 
225 Ibid p 186 
226 Ibid: p 186 
227 Ibid p 186 
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two examples of the transgressive and catalytic role of the Double in Celine's works 

clearly demonstrate its capacity to act as a trigger for creative production. 

Spectre 

The return ofMille-Pattes, the mort-vivant into Ferdinand's life is an important step in 

the narrator's evolution towards a 'molecular' state of becoming, founded on a 

principle of acceptance of the cultural context in which he lives, instead of conducting 

his life in opposition to it: "In other words, creation, symbolized by Virginia's 

pregnancy- appears to be possible only within the cultural context."228 Importantly, 

"accepting the culture means accepting the death principle which it contains 

(represented by the living corpse of Mille-Pattes), but paradoxically, the acceptation 

of death, in so far as it acts as a stimulus for creation, is also a means of 

transcendence. "229 

Mille-Pattes' transgressive power is directly proportionate to his grotesque 

appearance, as Ferdinand discovers, on examining him closely: « ... je me penche 

par-dessus la table, tout dessus je le vois bien .... la plein dans l'oreille ... tout vert 

que c'est dans son cou, et puis arrache des bouts de chair. ... Et puis une sorte 

d'humeur qui coule ... et puis des bouts de peau rose etjaune ... ah! si c'est 

immonde ! ... » (GBII pp 471-472) Ferdinand's incantatory manner of describing Mille­

Pattes'grotesque features infuses them with a fantastic, magical quality, thus 

impressing his image indelibly on the reader's mind. In addition, like Robinson in the 

Voyage, Mille-Pattes emerges from the night spectre-like, an image of Ferdinand's 

shadow self or alter ego. On the point of taking Virginie to supper, Ferdinand notices 

that she is pale, her gaze fixed on the far side of the lawns, he too straining to detect 

what has frightened her. At first he sees nothing but, gradually, a form emerges from 

the gloom:«( ... ) puis la si, ya un bonhomme ... une forme qu'avance au bout de 

l'allee ( ... ) les buees dansent autour ... il se rapproche ... fige .. puis il remarche .... 

228 Nettlebeck, C : The Antisemite and the Artist: Celine's pamphlets and Guignol's Band: Australian 
Journal of French Studies vol IX No 2 1972 : p 186 
229 Ibid pp 186-187 
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11 

Des pas lents230 comme 9a ... somnambule .... tout posement ( .... ) c'est une rafale de 

pluie qui voile ... la flotte reprend qu'on voit plus rien ( ... ) » (GBII p 461) 

Mille-Pattes' gait alone cannot fail to recall that of Robinson in the Voyage, himself a 

creature of the night and equally as transgressive. Other intertextual similarities exist 

between the figures of Robinson and that ofMille-Pattes, indicating their dual role as 

Doubles and mediators in the production of an event that defies the laws of logic and 

reality. In the first instance, in the Voyage Bardamu's encounter with Robinson in the 

African jungle sees him struggle to place his Double' s face, sure that they have met 

before: "La figure de ce Robinson m'apparut encore une fois avant que j'eteignisse, 

voile par cette resille d'insectes. C'est par cela peut-etre que ses traits s'imposerent 

plus subtilement a ma memoire, alors qu'auparavant ils ne me rappellaient rien de 

precis. »(V p 169) And in Guignol 's Band II, Ferdinand is equally puzzled, certain that 

he has met Mille-Pattes before: « ( .... ) je le reconnais .... Je le reconnais pas ... je 

suis pas certain ... il me donne un malaise ... c'est lui, c'est pas lui! ». (GBII p 462) 

Ferdinand is particularly traumatised when the phantom addresses him by name, as 

though the spectre knew him as intimately as he knew himself: "Comment qu'il 

connait mon nom? Je begaye, je peux pas lui repondre ... ( ... ) Qu'est-ce c'est? que 

j'y fais, qu'est-ce que c'est? » (GBII p 462) 

Identity 

Even more significant in the context of Ferdinand's evolution towards a sublimation 

of his ego necessary for him to attain a molecular, creative state of being, is the 

concurrence between the desubjectifying effect of Robinson on Bardamu in the 

African jungle, and that ofMille-Pattes on Ferdinand. Pivotal to this issue is that of 

the affirmation of identity. In the former instance, Bardamu seeks a response from 

Robinson who fails to reply: "Robin.son! Robinson! Appelai-je gaillard ( ... ) Hemon 

vieux. He Robinson. Aucune reponse. II etait parti," (V p 170), leaving a void into 

which Bardamu's identity appears to dissipate. In the latter case, in reply to 

Ferdinand's exhortation to dispense with the play-acting he perceives Mille-Pattes to 

be guilty of, "Faut que 9a finisse! ( ... )" (GBII p 468), the dwarf fails to respond, 

230 We cannot help noticing the similarity between the appearance of Robinson and that ofMille-Pattes 
in Voyage au bout de la nuit: « 11 marchait bien ponderement, avec un peu de veritable majeste, comme 
s'il venait d'accomplir des choses dangereuses et pour ainsi dire sacrees dans la ville. » (V p 233) 
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provoking in Ferdinand the same traumatized reaction as when he addressed the 

narrator by name: "11 me repond pas. 11 me regarde, il me pose seulement la main sur 

le bras, sa main, son genre, des petits bouts d' os ... 9a y est. flof ! j 'existe plus. J e 

suis comme vide net ... je begaye. » (GBII p 468) Ferdinand is left in the same state of 

limbo as Bardamu in the Voyage, his identity dissipating into a void of non­

affirmation. 

Eruption 

In Guignol 's Band IL the dinner at the Corridor restaurant ends in an explosion 

caused by a bomb hurled by Mille-Pattes, the ultimate expression of a centrifugal, 

iconoclastic -and therefore creative - movement. We posit that this is a metaphor for 

Mille-Pattes's capacity to lead Ferdinand away from a static, centripetal way oflife to 

a more liberated, molecular one, defined by the centrifugal forces of creativity. The 

transgressive act of bombing underscores this function in a literal expression of the 

meaning of the word 'iconoclastic' - 'shattering the images'.231 Ferdinand's close 

identity with Mille-Pattes, revealing that they are in fact Doubles of one another, is 

disclosed in the phantom's reply to Virginie's question regarding the length of his 

acquaintance with Ferdinand. Mille-Pattes replies "Depuis toujours chere petite! 

Nobody knows him better! Personne le connait mieux que moi ! » Moreover, Mille­

Pattes claims to have known Ferdinand« Dans un autre monde ! », (GBII p 477) which 

proves to be none other than the narrator's birthplace, Paris. 

Stammer 

When Mille-Pattes describes himself as "Je je suis le plus grand detenteur des 

passions extra" (GBII p 490), the repetition of the pronoun 'je' is deliberate, in 

counterpoint to the use of the word 'begaye' used twice by Ferdinand in dialogue with 

Mille-Pattes, and each time in reaction to trauma caused by the spectre. (GBII pp 462 & 

468) In stuttering, Mille-Pattes is expressing the "embodiment of Ferdinand's 

schizophrenic, emotive side that is still ensnared by the paranoiac molar pole. He is, in 

other words, that side of Ferdinand that Ferdinand knows can do him harm within 

molar society, that side of him of which, in a moment of excessive paranoia, he tried 

23 1 Greek : eikonoklastes from eikon (icon) + klastes - breaker 
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I 

to rid himself by pushing Mille-Pattes under a train."232 Mille-Pattes therefore 

represents that side of Ferdinand that creates " 'un autre monde' from within 

stratified space, being little more than a puddle on the metro rails in death, in his life 

after death he becomes the metro'emotif."233 Mille-Pattes' reincarnation as a 

phantom; a mart vivant/ metro-emotifrepresents the vehicle required by Ferdinand­

Celine's magic form of transport capable of removing all obstacles to the smooth 

passage of emotion: 

"( .. . ) toute la Surface! Embarquee! Amalgamee dans mon metro! Tousles ingredients de la 

Surface! Toutes les distractions de la Surface ! ( . . . ) jamais le moindre arret nulle part ! ( ... ) 

direct !dans !'emotion ... par !'emotion rien que le but: en pleine emotion ... bout en 

bout! »234 

It is in Guignol 's Band that Celine is finally able to become "( . .. ) un etranger dans sa 

propre langue. Faire une ligne de fuite,"235 thus denoting the achievement of a style in 

the true sense of those "dont on dit d'habitude 'ils n'ont pas de style . .. "' - those who 

have learned how to "begayer dans sa propre langue".236 Deleuze defines this 

linguistic evolution as« ... etre bilingue meme en une seule langue, ( ... ) avoir une 

langue mineure a l'interieur de notre langue ( ... )faire de notre propre langue un usage 

rnineur. »237 And in an allusion to the acquisition of a 'minor language' in the creation 

of poetic prose, Proust clarified it as « une sorte de langue etrangere », a prerequisite 

for the creation of« Les beaux livres ».238 

Saturnale 

It is at the Touit Touit club that Mille-Pattes reveals his true schizoid self in a series of 

events that are centrifugal in their power to destabilize; the emotional equivalent of a 

bomb blast or a volcanic eruption. Having apparently consented to board Mille-Pattes' 

'metro-emotif', Ferdinand and Virginie embark on a journey designed to destabilize 

their sensibilities by ridding them of every preconceived idea of morality as well as 

232 Hainge, G: Capitalism and schizophrenia in the later novels of Louis-Ferdinand Celine: Peter Lang 
publishing 2001: p 59 
233 Ibid : p 60 
234 Entretiens avec le professeur Y: Romans t IV Editions Gallimard 1993 : p 536 
235 Deleuze, G and Pamet, C: Dialogues: Flammarion Paris 1977: pl0 
236 Ibid p 10 
237 Ibid p 11 
238 Ibid p 11 
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notions of form, time, space and even gravity. For during what Ferdinand successively 

terms a "furie bacchanale", "une satanee pagaye", a "grand sabbat" and a "satumale" 

(GB II pp 502-503), Mille-Pattes appears to disregard the forces of gravity by clinging to 

the ceiling like a spider : "II leur mimait des rigodons, des gambades de folle 

araignee ... tout au dessus de leurs tetes." (GBII p 499) The participants at the orgy 

merge into a homogenous mass, characterized by their incantatory chanting of the 

refrain 'Touit Touit!' in unison, "et puis ils hurlent en plus ceux-la ... 'Touit Touit' en 

refrain en cadence." (GBII p 497) 

We posit that the behaviour of the revelers is a metaphor for Ferdinand's loss of 

individual identity, a loss which is intrinsic to his liberation from the strictures of 

conventional behaviour, and a prerequisite for his entry into a smooth creative space. 

However, despite his dissolute behaviour at the club, Ferdinand is still caught up in 

"the paranoiac pole with its repressive mechanisms of shame and guilt"239, until 

Mille-Pattes betrays the liberating role he has hitherto played in Ferdinand's life. This 

comes about through a complete volte face that involves Mille-Pattes reverting to his 

profession of card-player and sleight-of-hand artist, in this instance gambling not with 

people' s money but worse, with their souls: "II ramasse maintenant les funes . .. Les 

ames aussi jouent tout ce qu'elles ont. .. les Touit Touit! ( ... ) c'est un peu comme les 

creurs .. . mais tout pales et tout translucides." (GBII p 510) Expressing disillusionment 

at his role model ' s fall from (artistic) grace, Ferdinand cannot help exclaiming« II a 

pas vole son metro( ... ) » (GBII p 510) enraging the narrator to a degree that he 

threatens to kill Mille-Pattes once more: "Je le ferai repasser sous la rame!" (GBII p 

510). Hainge comments that "This misappropriation of the metro enrages Ferdinand so 

much that it liberates him from the paranoiac pole that has held him in check up until 

now ( . . . )", 240 prompting him to exclaim "Je suis gueri!" (GBII p 510) Mille-Pattes is 

castigated for his behaviour by a curious Camarde-like being- a silent drummer 

wearing a cap inscribed with the word Cimetry, who leads the dwarf away like one of 

the Pied Piper's rats, the curiousness of the episode underscored by the words "Ils 

disparaissent dans la nuit! .. . par la porte qui s'ouvre toute seule!" (GBII p 511) . Freed 

from any influence Mille-Pattes might have wielded, the liberation of Ferdinand's 

239 Hainge, G : Capitalism and schizophrenia in the later novels of Louis-Ferdinand Celine : Peter Lang 
publishing 2001 p 63 
240 Ibid p 63 
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suppressed desire for Virginie culminates in her deflowering and subsequent 

pregnancy; a symbol of regeneration and creativity born of a transgressive act of 

violence. 

Mille Pattes' name cannot fail to recall Lafcadio's band of villains in Gide's Les caves 

du Vatican, in which« ... d'un bout a l'autre de la bande ( elle avait nom le Mille­

Pattes) regnaient une entente et une discipline merveilleuses. »241 The impression of a 

gang of ne'er-do-wells is heightened by the appearance, in Guignol's Band II of 

Mille-Pattes in the company of Bigoudi the prostitute and Nelson the pavement artist, 

intent on sowing as much discord as the eponymous band in Gide's novel, causing 

Ferdinand to exclaim "Ah! C'est de l'achamement infect! C'est de la persecution 

vicieuse ... je suis le jouet des machinations ... » (GBII p 618) 

Pivot 

Just as Guignol's Band acts as a pivot between two halves of Celine's work, 

appearing after the pamphlets and therefore necessarily incorporating the legacy of 

their negative public reception into the text, so too does Mille-Pattes fulfil the same 

role in this novel, in setting the narrator (Bardarnu, Ferdinand) on a course towards 

artistic liberation and fulfillment. We believe that it is no coincidence that Mille­

Pattes is the most grotesque - and therefore the most transgressive - of all the figures 

of the Double in Celine's work, with perhaps the exception of Jules, in Feerie I and II 

who, though mutilated, does not possess the phantom-like, uncanny aspect of Mille­

Pattes who is amorphous, protean.242 It is for this reason that we have accorded the 

figure of Mille-Pattes such prominence in this chapter. He is the catalyst for 

Ferdinand's liberation from molar stricture, and a concomitant accession to aesthetic 

freedom that is paralleled in Celjne' s text in a heightened degree of poetic prose, and 

evidenced in the pre-eminence of stylistics and a reversal of the conventional role of 

stylistics in the service of thematics present in Feerie pour une autre fois. 

241 Gide, A: Les caves du Vatican: Librairie Gallimard 1958 : p 786 
242 Note: Given Celine's fascination with the sea and ships as an expression of true liberty, it is 
significant that Mille-Pattes evokes a protean image, as Proteus was a prophetic sea god capable of 
changing his shape at will. 

85 



Feerie pour une autre fois 

In Feerie pour une autre fois, the two versions of which are mirror-images of 

themselves, we first observe the centripetal, repressive forces of society at work, 

followed by the triumph of the centrifugal force of artistic expression. The catalyst for 

this transition is the transgressive figure of the narrator Ferdinand's Double Jules, the 

legless artist. Although Feerie I and II differ substantially with regard to style in 

comparison with Celine's previous works, his creative aim remains unchanged- "to 

find that very same inter-polarity sought by Ferdinand, to attain a means of stylistic 

expression (and mode of existence therefore) that lies somewhere between molarity 

and molecularity, paranoia and schizophrenia, to create a pure aesthetic, a work of the 

imagination, a centrifugal intensity that does not spin off into a pathological condition 

( . .. )"243 

Confinement 

Feerie pour une autre fois I, written while Celine was imprisoned under house arrest 

in Denmark, is dominated by a sense of literal and figurative confinement embodied 

in a combination of Celine's prison cell in the Vestre Faengsel where he had spent 

fifteen months, and what Hainge terms the "Centripetal force of History"244, the latter 

a legacy of social disapprobation with regard to the pamphlets written just before the 

outbreak of the Second World War and during its early days. The fact that Feerie I 

was written and narrated from within both these repressive environments "can be seen 

as a chronicle of the effects of an excessive centripetal force on a centrifugal 

(schizophrenic/desiring) subject."245 This situation could only result in paranoia; in 

much the same way that a child subjected to excessive discipline becomes paranoid, 

losing all spontaneity, so too did Celine "(the narrator of Feerie pour une autre fois), a 

molecular being, become excessively paranoid in prison."246 In order to overcome the 

stricture of censure imposed upon him by the French reading public as a result of his 

pamphlets," .. .in the first volume of Feerie, Celine intensifies the centripetal forces 

to which his narrator is subjected in an attempt to tum them to his advantage,"247 , 

pitting those repressive forces against themselves in the hope that they might self-

243 R ainge, G : Capitalism and schizophrenia in the later novels of Louis-Ferdinand Celine: Peter Lang 
publishing 2001 p 77 
244 Ibid p 81 
245 Ibid p 81 
246 Ibid p 81 
247 Ibid p 23 
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destruct. However, in Feerie 11,248 which was written from inside the prison walls, the 

author changes tack, using as his weapon against repression a splitting of the character 

Jules into an abject Double. Jules is ideal for this role as he carries no Historical 

'baggage' and is thus capable of "emit(ting) a centrifugal desiring force ( ... ) to 

overcome the inverse force of molarity." 249 

Jules-the-malevolent 

In the face of a concrete manifestation of man's violence towards man, and of a 

fundamental transgression of all the humanistic norms that had existed thus far, a 

cataclysm that Celine described as a "seisme de la fin" caused by the explosion of 

bombs, resulted not simply in the detonation of explosives but also in "explosions des 

fonds de l'fune."250 Such an immanent destruction of man's being could not remain an 

abstract concept in Celine's view, and for this reason his only recourse to such trauma 

was the creation of yet another figure of the double in the person of Jules, the 

narrator's double "qui incame cette vacherie du tronc des hommes."251 This figure is 

based on the real-life painter Gen Paul, Celine's neighbour and friend in Montmartre 

with whom the author conducted an ambiguous relationship, vacillating between 

admiration for his artistic ability and contempt for his venal nature.« A l'epoque ou il 

ecrit, Gen Paul lui inspire assez de ressentiment pour qu'il puisse faire de Jules 

satanique, responsable d'un tel dechainement d'anti-nature. » 252 However, despite the 

animosity felt by Celine towards the painter, they nevertheless remained bonded by a 

fraternity dating back to the first World War in which both had been wounded, 

coupled with a profound admiration for the artist's ability to depict « Les sillage des 

avians, les trajectoires de fusees en tous sens, les visions d'immeubles decolles de 

terre et dont les murs ondulent ( ... ) », in which all appeared to Celine as an 

« extension a l'univers de l'ecla~ement des formes ( ... ) ou les solides n'etaient plus 

suggeres que par des rencontres de courbes interrompues, jamais d'aplomb, en 

mouvemerit. »253 But most of all, Celine envied « son charme, sa fac;:on de dire, le 

mechant crochet de ce tordu, comment qu'il allait au creur, a l'ame des choses 

248 Originally entitled La bataille du Styx and Maudits soupirs pour une autre fois respectively. 
249 Rainge, G: Capitalism and schizophrenia in the later novels of Louis-Ferdinand Celine: Peter Lang 
f ublishing 2001 p 81 

5° Feerie pour une autrefois II: Romans t IV Editions Gallimard 1993: p 191 
251 lb"d p ;,, . 1 : re;ace : p xx1x 
252 Ibid p xxix 
253 Ibid p xxix 
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( . . . ) », 254 a fascination that bordered on the hypnotic : « 11 me possedait je tolerais 

tout. I1 avait l'ensorcellerie . .. »255 In his commentary on the ambiguity of this 

relationship, Godard observes that 

« Le pole negatif est abondamment present par la reprise periodique d'un enumeration infinie, 

directe on indirecte, des defauts, vices ou vilenies de Jules. A l'oppose,jamais Celine n'a ete 

aussi loin dans son effort pour cemer ce qui l' 'envoute', l' 'ensorcelle' , le 'hante' dans son 

ami-ennemi. Le genie de Jules est defini comme une aptitude a saisir la verite profonde d'un 

etre ou d'une situation( .... ) »256(our emphasis) 

Because Jules is the embodiment of transgression, he is thus perhaps better equipped 

than any of his precursors (with the exception, perhaps of Mille-Pattes) to liberate the 

author-narrator from the bonds of moral censure suffered as a result of actions that 

had resulted in his incarceration in Denmark. Jules also serves as the repository of 

Celine's sexual fantasies regarding his wife and Gen Paul. In transforming Jules from 

a one-legged war invalid to one who was legless, Celine's objective was no doubt not 

simply to avoid abvious identification with Gen Paul, but also, more importantly, 

"dans le sens de sa transfiguration enfigure du mal. Alors que l'ampute de guerre est 

un homme que l'on ne peut que respecter, le cul-de-jatte est du cote de la difformite, 

et par la facilement dote de pouvoirs malefiques dans l'imaginaire collectif. »257 

We posit that the degree to which the figure of the Double is depicted as 'malefique' 

is in direct proportion to the weight of guilt, repressed emotion and trauma that Celine 

wished the figure of Jules to represent as a repository for these emotions. Thus, 

having accumulated the weight of social disapprobation through the publication of his 

pamphlets, having witnessed the horror of two World Wars, and finally having 

experienced physical and mental anguish in his flight from Paris to Denmark via 

wartom Germany, Celine was in need of a Double who would be sufficiently 

'malefique ' and transgressive to process these emotions and in so doing, to absolve 

the author of their weight. It is thus fitting that the figure of Jules was to be the most 

cathartic of all representations of the Double, appearing in a work that, together with 

Guignol's Band, represents a pivot in Celine's oeuvre. 

254 Feerie pour une autrefois: Version D: p 939 
255 Ibid p 939 
256 Feerie pour une autrefois : Notice : p 1156 
257 Ibid: p 11 83 
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Ambivalence 

Completing Celine's feelings of ambivalence towards Gen Paul-Jules is the element 

of sexual jealousy involving the author's wife Lili - a sentiment which resulted in the 

scene of seduction towards the end of Feerie I and the narrator's subsequent 

abjection. In this scene, we witness a transposition of Celine's suppressed desire to 

witness his wife being seduced by Gen Paul, as well as her collusion in the act. 

However, it is significant that each imprecation regarding Jules's behaviour towards 

Lili is tempered by a declaration of affinity towards him, thus clearly demonstrating 

the ambivalence inherent in the relationship between the narrator and his Double: 

"Lui qu'a le premier remarque Lucette, il est man beau-.frere d'un sens . . . il les 

connait les sortileges, c'est monfrere d'*amour* et de vacherie ( .. .. )"258{our emphasis) 

As the seduction scene progresses, Ferdinand observes" ... tous les incendies, les 

rafales du ciel RAF, il les rafflue sur nous vr vr. Ah ! il est vicieux au possible ... je 

l 'adare de plus en plus ... Lucette aussi l'aime, il la hait. .. "259( our emphasis) This 

ambivalence is continued in Version D of Feerie, with Ferdinand declaring "Je l'aime 

bien quand meme. Je voudrais pas qu'il meure, satane Jules! I1 est mechant maisje 

l'aime. »260(ouremphasis) . And later,« I1 m'intimide c'est certain. Je veux dire son 

culot intime, sa fa<;on qu'il a secrete d'aller a l'ame en rigalade, les vannes qu'il 

envoye, feroces ( ... ) Je voudrais qu 'il brule, je l'adare. »261 (our emphasis) The 

following paragraph clearly demonstrates that Jules is not simply the repository for 

Celine's envy of his intuitive social ease, his creative ability, but also for his sexual 

fantasies regarding his wife: « J'aurais voulu qu'il suce Lucette ! Je le dis je le dis <;a 

me vient. .. !'imagination des flammes! Braum ! je vois la .... Je pense a tout de le voir 

en l'air sur sa petite bascule ! I1 est beau. I1 me fait signe ! »262 

The relevance of Jules's transgr_essive behaviour, perched atop the Moulin de la 

Galette hurling missiles at the sky cannot fail to escape us, as it is the very nature of 

his behaviour that appears to elicit a poetic response in the narrator Celine who, at the 

close of Feerie I is a despairing figure vomiting in the gutter, reduced to a state of 

emotional and physical abjection, "Au fond du trou". (Flp 158) The source of his 

258 Feerie pour une autre fois: Version B : p 721 
259 Ibid p 722 
26° Feerie pour une autre fois; Version D : p 938 
261 Ibid p 942 
262 Feerie pour une autrefois; Version D: p 942 
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despair is that he has given Lili his wife permission to be seduced by Jules, who 

wishes her to model for him, effectively ceding his creativity to the legless artist: 

"( ... )Lili, being a dancer, is the incarnation of the affective aesthetic sought .by Celine 

in his writing. By giving Lili permission to pose for Jules, then, Celine effectively 

hands over his aesthetic to Jules, relinquishing the only thing that enabled him to 

survive during his times of trouble( ... )"263 To Jules's cry "Donne-moi Lili! Donne­

moi Lili!" (FI p 150), the narrator has no hesitation in replying "Prends-la eh cochon! 

Prends-la:" (FI p 151). Not content to have Celine's wife in his possession, (or perhaps 

for that reason) Jules proceeds to insult the narrator by designating him "Boche!" (FI p 

151), an epithet he knows will cut to the quick, evoking allegations of his anti­

Semitism, and thus eliciting a bitter response from Celine: "Il savait ce qu'il avait dit! 

qu'il m'avait designe traitre! Traite les crocs que je voyais! Les crocs des personnes!" 

(FI p 151), evoking an image of a public prepared to tear him apart like a pack of 

savage wolves. History thus closes in on Celine once more, evoking the confines of 

his cell: "The final pages of Feerie I thus describe the conversion of the narrator's 

poetic voice into a territorializing mechanism as a defence against the containment of 

that voice by the centripetal forces of History - fighting territorialisation with 
. . 1 · . ,,264 265 temtona 1satlon. (our emphasis) 

Having assimilated the narrator's poetic voice in the person of Lili, Jules now 

becomes the Other, simply by being in possession of that which the narrator has ceded 

to him. He thus literally and figuratively posses the narrator's poetic, aesthetic voice. 

Moreover, the cession of Lili to Jules is made more insidious through the narrator's 

feigned excitement designed to mask the true motive in his apparently benevolent act: 

"J'etais excite comme tout! C'est tout .... Excite! Client! La vie passe ... le sang 

passe .. .. Il emmene." (FI p 176) The irony of the feigned excitement in the narrator's 

words is contained in the word 'client', Hainge drawing our attention to Godard's 

notes on Celine's disdain for the figure of the 'client' ,266 interpreting this as 

"apparently referring to the narrator himself (this term) would therefore seem to 

263 Rainge, G: Capitalism and schizophrenia in the later novels of Louis-Ferdinand Celine: Peter Lang 
publishing 2001: p 97 
264 Ibid: p 100 
265 Once more we are confronted by Celine's penchant for fighting malign forces with their equivalent 
in an act that resembles its medical equivalent of inoculation or vaccination. 
266 Celine: Feerie pour une autrefois: Romans t IV Editions Gallimard 1993 : Note 2 : ( . .. ) ou Celine 
parle parle de son mepris pour Jes ' clients' : : p 1301 
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express his disgust at his own integration into molarity. This interpretation may also 

explain why it is that one of the highest insults repeatedly directed against Jules by the 

narrator is 'artiste', for it is both what the narrator no longer is, and precisely what he 

still desires to be."267 

Brother 

The ambivalence and rivalry present in Celine's real-life relationship with Gen Paul 

as well as his fictional depiction in the person of Jules, is the quintessence of the 

Double. Nowhere is this more clearly demonstrated than in the abundant references he 

makes to the painter in his personal correspondence. Jules is the quintessential Double 

embodying the opposing elements in Celine's nature in a transgressive figure that acts 

as a catlyst for the expression (and processing) of emotions that the author found too 

painful to acknowledge, suppressing them and giving them textual utterance through 

the voice of the Double. All the opinions expressed in Celine' s correspondence 

regarding Gen Paul « ont tous en cornrnun de se presenter sous forme binaire de 

qualificatifs antithetiques qui opposent tous les defauts ou vices du monde a un 

'genie' qui, de ce fait, peut etre dit al' occasion genie du ma!, mais qui est plus 

souvent defini en termes d'intuition, de trouvailles verbales, et de drolerie 

irremplac;ables. »268 Godard observes that« Ces portraits violemment contrastees sont 

tous a lire dans la cle essentielle que donne Celine lorsque, dans plusieurs d' entre eux, 

il ajoute que Gen Paul est 'son frere'. »269 In a letter to Lucette Destouches, Celine 

refers to Gen Paul as« vil, bas et genial »270, and Paul Marteau is told that the painter 

is « un enfant gate du Malheur, bien plus intelligent et plus dangereux encore! Paree 

que genial »271 , while for Milton Hindus, Gen Paul is described as « ( . .. ) Caliban -

toutes les bassesses, toutes les trahisons »272 

. 
We believe that the figure of Jules is the most clearly defined expression of the 

Double in Celine's works; he is the culmination of a succession of those figures 

present in the author's works, from Robinson in the Voyage to Courtial des Pereires in 

267 Rainge, G: Capitalism and schizophrenia in the later novels of Louis-Ferdinand Celine: Peter Lang 
publishing 2001: pp 235-236 
268 Feerie pour une autrefois: Notice: p 1182 
269 Ibid p 1182 
270 8 juillet 1946. Extrait cite dans F Gibault, Celine t III p 177 
271 Sans date. Extrait cite ibid. t II p 110 - 111 
272 30 juin 1947. M Hindus: Celine tel queje !'au vu p 190 
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Mort a credit, and Mille-Pattes in Guignol's Band. Jules's duality and ambivalence 

are not only expressed by Celine in relation to the real-life figure of Gen Paul on 

whom he is based, but also, in his fictional depiction, Jules is the figure that most 

clearly incarnates the author's shadow self, imbued with emotions that are the obverse 

of his public persona; those that in the Voyage Bardamu described as man's "sous­

homme claudicant" (V p 418) Significantly, the escape route offered by each figure of 

the Double emerges as a result of an act of War, and in Jules's case, that of the most 

extreme form of war - a bombardment with its implication of total annihilation.273 

The figure of the Double personified by Jules is therefore the repository of both the 

author and the narrator's traumatic reaction to the apocalyptic phenomenon of war. 

Indeed, in an echo of Freud's theory on war neurosis discussed supra, Blondiaux 

views the splitting of Jules into the narrator's Double as "une defense de type 

psychotique (qui) consiste en un mecanisme de projection a l'exterieur du sujet du 

danger qui le menace a l'interieur. »274 (our emphasis) Jules is thus the receptacle for 

Celine's fears regarding public censure he invoked through the publication of his 

pamphlets; it is he who whispers "Boche!" from beneath the sofa in his studio, 

"trempant dans les glaises, la merde!"(FI pp 151, 154), like a creature from the nether 

world, one that appears to emerge from Celine's personal shadow world in an 

embodiment of his alter ego. 

Feerie pour une autrefois II (Normance) 

This novel is almost entirely "a variation on and an intensification of ( . .. ) the effects 

of desire on molar society"275 , expressed in the text by Jules' s violation of Lili. It is in 

a state of complete abjection that the narrator, having ceded his muse276 to Jules, 

watches the bombardment from the window of his apartment at the start of Feerie 

pour une autre fois II. The destructive power of what the narrator terms 'trajectoires' 

appears to exist in inverse proportion to the poetic images they evoke, leading us to 

conclude that it is the inherent destructive (transgressive) power of the trajectories (as 

273 It is important in this context to note that Feerie II was written before Feerie I 
274 Blondiaux, I: Une ecriture psychotique : Louis-Ferdinand Celine A.G. Nizet Paris 1985 p 63 
275 Rainge, G: Capitalism and schizophrenia in the later novels of Louis-Ferdinand Celine: Peter Lang 
publishing 2001: p 105 
276 « J e vis que par elle .... J' ai plus de corps ! .... Presque plus d' ame ! » F eerie I : p 163 We note that 
this image of emptiness or a state of limbo resembles that of Ferdinand in Guignol's Band II and 
Bardamu in the Voyage when confronted by a non-response from their respective Doubles mentioned 
supra. 
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I. 

a metaphor for the anger Celine feels towards Jules) that is responsible for the poetic 

images: 

"( ... ) les panaches partent en paillettes .... Plein le Ciel.. .. Vertes, . .. jaunes .. .. bleues! ... . En 

poudre crepitante ! Je vous parlais de feu d'artifice !. .. feerie d'artifice ! ( . . .. ) je voudrais etre 

magicien moi-meme, dans le moment!( . .. . ) j'irais lui botter le pouet, le Jules! je l'attraperais 

par le colbac ! ( .. . ) Gniaf ! ivrogne ! satyre ! Pflouaf I j 'y ferais prendre une trajectoire ! ( ... ) 

yen a plein le Ciel ! ... » (FIi p 224) 

And later, although Jules is not mentioned, one imagines that he is still the butt of the 

narrator's anger : « Et que voila d'autres artifices ! des obus tra~ants de tres loin ... 

des trajectories originales ... spirales! De canons de plus loin que Poissy ! .. . l'effet 

comme s'ils cousaient les nuages ... les cousaient ensemble .. . les ourlaient ! . . . en 

bleu ! .. . mauve ! .... jonquille ! » (FIi p 264) 

These poetic images, brought about by the destruction wrought by the 'trajectoires ' 

acquire their poetic intensity from the demolition ofliteral 'molar' construct (ions) in 

the form of buildings, signaling a metaphorical destruction of their figurative 

counterpart - the institutions they house. The result is an expression of pure stylistics, 

these poetic images being "in accordance with Celine's conception of his literary 

project in which ideas - the preserve of molarity- are nothing and style is 

everything."277 The poetic scenes of bombardment present at the start of Feerie II 

therefore represent tropes for the destruction of materialistic, Capitalistic society, by 

the force of molecularity or aesthetic expression present in the poetics of Celine's 

particular style. 

As we noted supra, Celine's body of work progressively reflects thematics in the 

service of stylistics, and this is particularly true of both volumes of Feerie p our une 

autre fois, where the text attains a level of poetics that renders it musical. Indeed, the 

phenomenon of musicality is succinctly encapsulated in Debrie's observation that 

« ( ... ) la feerie, pour Celine, se situe de toute evidence, dans le mouvement d 'une image en 

expansion, la transformation d'un microcosme ou l' auteur se situe,278 en un macrocosme qui 

va bientot, tout en le comprenant, le depasser. La feerie se situe dans cet intervalle precis et se 

277 Rainge, G: Capitalism and schizophrenia in the later novels of Louis-Ferdinand Celine: Peter Lang 
publishing 200 l p l 06 
278 The Vestre Faengsel in Denmark 
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rapproche beaucoup de l'art de la fugue. Parfois elle est servie par les themes eux-memes mer, 

nuages, ville, nuit. »279(our emphasis) 

Underscoring this viewpoint are Celine's observations in conversation with Robert 

Poulet, where he describes Normance as 

« ( ... )la verite dans l'absurdite. Trois cents pages de temperature, qui fait voir un evenement 

reel, le bombardement de Paris, dans toute son ampleur et dans ses significations secretes. 

( ... )'Au commencement etait l'emotion' sous le coup d'une emotion, l'animal se contracte; 

l 'homme fait des vers, ou la musique ... J'ai voulu faire de la prose, qui naisse comme nait la 

musique, de la prose qui exprime ce qu'exprime la musique ( ... ) »280 

Trilogy 

As we indicated supra, the presence of the figure of the Double as a defence against 

the horror of war experienced by the narrator Celine, as well as the author Celine­

Destouches becomes increasingly redundant as the author's oeuvre progresses. The 

Double is, in fact, both a defence, a shield281 provided by its transgressive power, and 

a mechanism for the achievement of Celine's goal of "creating an expression capable 

of passing directly to the reader's emotive core( ... )"282 We believe this is an 

expression of the author Celine's having come to terms with the horror of war, having 

transgressed it (through the agency of the Double), emerging on the other side of the 

tunnel into the light. That state of mind is present in the Trilogy, despite its all­

pervading backdrop of war. It is present in the humour, the burlesque and the 

'operatic' decor present in all three of the later novels, D 'un chdteau l'autre, Nord 

and Rigodon, the title of the latter representing a trope of dance that encapsulates the 

spirit present in all three of these novels. Having analysed the reasons for the creation 

of the figure of the Double, we now turn to those leading to his demise. 

Vanishing point 

Just as the pictorial artist uses the vanishing point to denote infinity, so too does the 

writer use it for the same purpose, rendering the work universal. Celine's passage 

279 Debrie, N: Jl etait unefois ... Celine: Editions Aubier 1990: pp 144 - 145 
280 Poulet, R: Entretiens avec L-F Celine Librairie Plon 1958: p 46 
281 A shield of which humour is an intrinsic element, hence the absurdity of certain figures of the 
Double, such as Courtial, Sosthene, Mille-Pattes ... « L'humour est son bouclier » declared Jeanne 
Carayon in her work Le docteur ecrit un roman: Cahiers de !'Herne No 3 Lettres Modemes Paris 
1962: p 23 
282 Rainge, G: Capitalism and schizophrenia in the later novels of Louis-Ferdinand Celine: Peter Lang 
publishing 200 I : p 123 
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through war-tom Germany and finally to Denmark in the company of his wife Lili, 

the actor La Vigue and the cat Bebert is a trajectory, a divagation during which the 

narrator Celine-Destouches is gradually rendered capable of dispensing with all the 

barriers to a realisation of his poetic style that he encounters on the way. And one of 

those obstacles to the attainment of aesthetic production was Celine's friend Robert le 

Vigan, 'La Vigue' whose theatricality is an expression of man's tendency to 

dissimulate life's most salient truth; the ineluctability of death. Fittingly, he is 

portrayed disguised as a gaucho collecting money from passengers embarking on La 

Publique, Charon's boat in D 'un chateau l'autre: « ( ... ) je vois un personnage, une 

sorte de chienlit ... chienlit gaucho boy-scout, un deguise quoi!( . .. ) De le retrouver la, 

quai Faidherbe ! .. La Vigue ! ( ... ) » (CA p 73) 

Charon 

Charon and his barge - a figure of death requiring the reader to suspend disbelief - is 

the most significant figure in the first section of Chateau. In fact, Celine "par un de 

ces tours de magie dont il a le secret, se retire soudain du devant de la scene ( .. . ) pour 

ceder place a Caron, et lui confier la tache de sortir le lecteur de I 'impasse dans 

laquelle il l'avait un peu trop imprudemment fourvoye. »283 Through the intervention 

of Charon then,« avec le Nocher du Styx c'est la mort, et elle seule, qui nous aura 

permis d'entrer dans le vif du sujet »284 (our emphasis) , drawing us closer to Celine's 

ideal of creating the potential for an immersion of the reader in the text. Bonnefis 

seems to imply that we, the readers should have the courage to embark on Charon' s 

vessel, embracing Death in the interest ofliving Life to its fullest potential, or, as 

Rainge speculates, « Could it be, thus that Caron and his boat achieve the avowed aim 

of a writing which is truly 'feerique' ... one in which a life-affirming expression is 

positively invested with death; one in which the two terms of Hamlet's question285 are 

fused into one?"286 Charon appears to be the only one capable of divesting his 

passengers (readers?) of their egotism: "Caron la fa9on qu'il leur fera passer leur 

moimoiisme! Tous! A la sacree rame plein le museau! vrrang! d'une oreille l'autre! 

(CAp18) Intrinsic to this scene is the figure of Le Vigan, "homme de nulle part" 

283 Bonnefis, P : Celine : Le Rappel des oiseaux :Presses Universitaires de Lille: 1992 p 34 
284 284 Bonnefis, P : Celine : Le Rappel des oiseaux :Presses Universitaires de Lille : 1992 : p 34 
285 Instead of the dialectic inherent in Hamlet's question 'To be or not to be', the question is 
reformulated as 'to be and not to be' 
286 Rainge, G: Capitalism and schizophrenia in the later novels of Louis-Ferdinand Celine: Peter Lang 
publishing 2001 pp 127-128. 
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(Np 359), who at this stage appears as a Double for the narrator Celine-Destouches, 

"Ce meme le Vigan qu' on verra Celine trainer apres lui comme son ombre tout au 

long de la trilogie allemande."287(our emphasis) The significance of La Vigue, Celine's 

'shadow self or Double is that the narrator is able to rid himself of this figure on 

reaching a stage of non-dependence on him as a shield or defence against horror 

arising both from within himself and externally. As we shall see in Rigodon the 

narrator is able to reintegrate himself with both art in the form of Lili and animal 

intuition in the form of Bebert. 

Hainge's interpretation of the Charon episode concurs with the theme of the Double 

present in "the various literary guises of Celine, the mythomaniacal (through 

transposition) vicious hate-filled buffoon".288 It therefore follows that if Caron is "a 

hallucinated projection of the narrator himself, his boat- a means of transport which 

operates in a smooth space289 - would be the text."290 In a recall of the episode in 

Mort a credit where the narrator attempted to assassinate his father by hurling a 

typewriter at his head, it is significant that members of the public embarking on the 

eponyrnously-named boat have their heads split open by Caron's oar, thus signifying 

a destruction of the seat of reason, and the ascendance of emotion over intelligence. 

This is a significant example of a weapon of death simultaneously employed as a 

vehicle for liberation and regeneration. It is also important to note that the weapon 

which kills the passengers, setting them free, is also the vessel's means oflocomotion, 

"its mode of communication its style."291 However, if this episode approaches the 

poetic,f eerique style to which the author Celine aspired, it is curious that the narrator 

Celine does not board the boat at this point. Hainge attributes this failure to embark to 

the presence of La Vigue, someone who "colludes with molarity by facialising 

himself', and more importantly, because of the "antagonism between la Vigue and 

287 Bonnefis, P : Celine: Le Rappel des oiseaux : Presses Universitaires de Lille: 1992 p 35 
288 Hainge, G: Capitalism and schizophrenia in the later novels of Louis-Ferdinand Celine: Peter Lang 
publishing 2001 p 130 
289 Like Celine's 'metro-emotif' that, according to the professor, runs on "Jes rails qu'ont !' air tout a 
fait droits et qui le sont pas! . . . que vous avez, vous, biseautes ! ... vous-meme ! d'une fa~on tout a fait 
magique ! . .. vicieuse ! »: Entretiens avec le professeur Y: Romans t IV Editions Gallimard 1993 : 
pp 539-540 
290 Hainge, G : Capitalism and schizophrenia in the later novels of Louis-Ferdinand Celine: Peter Lang 
publishing 2001 : p 130 
29 1 Ibidp 131 
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(the narrator Celine)"292, once more signaling the rivalry intrinsic in figures of the 

Double. 

Clandestine 

An extreme form of La Vigue's theatricality or tendency to facialise occurs in 

Rigodon, where he imitates Christ: "Il etend le bras droit, vers nous, au-dessus de 

nous .... Tres doucement .... 'La Vigue, je vois tu nous benis ... "' (R p 801), in an 

action that reveals his faciality. La Vigue, then, appears to represent a metaphor for 

Celine's public face, "that facialised part of himself which finds expression in th 

character of La Vigue, namely Celine, the reviled author of the pamphlets."293 It also 

becomes imperative that both the author Celine and the narrator Celine-Destouches 

'lose' that public face in order to achieve clandestinity, a prerequisite for achieving 

the destiny of all mankind, and particularly in the case of the artist, to achieve full 

creative expression: "si l 'homme a un destin, ce sera plutot d' echapper au visage, 

defaire le visage et les visageifications, devenir imperceptible, clandestin."294(our 

emphasis) It is significant that at the moment of parting from La Vigue, the narrator 

expresses a desire to envelop himself in clandestinity: "11 me laisse decider ... voila, 

La Vigue, lui, restera ici ... avec Bebert ... nous on ira a Wamemi.inde, voir. ... ( ... ) si 

vraiment le ferry marche encore? ... si c'est possible d'embarquer? .... Et en 

clandestins? » (R p 733) (our emphasis) 

From this moment onwards, the narratival Trinity of Celine, La Vigue and Lili is 

recomposed to exclude the actor,who is supplanted by Bebert, the cat, a symbol of 

animality, the other two elements of the 'Trinity' including Lili representing dance, 

poetry and art, and in Celine, the narration or text itself. The narrator is thus no longer 

a single being, but a composite entity which faces a new beginning : "nous etions 

qu'au debut!( ... ) je vous raconterai!" (Rp 799) exclaims the narrator Celine, having 

dispensed with La Vigue, the last of the Doubles to fulfil its role in the author's 

novels. The trio is thus set free to pursue its journey north, thus entrenching a desire 

for life and regeneration through art, "Le Nord qu'il ne faut pas perdre, est la direction 

292 Rainge, G: Capitalism and schizophrenia in the later novels of Louis-Ferdinand Celine: Peter Lang 
publishing 2001: p 131 
293 Ibid p 132 
294 Deleuze, G and Guattari F : Mille Plateaux : Les Editions de Minuit 1980: p 209 
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qui rapproche de la vie: c'est encore une metaphore de l'ideal artistique".295 The 

northbound train journey therefore symbolises the accomplishment of the narrator's 

foiled attampt to board Caron's boat- without the support of the Double, his presence 

having been supplanted by Lili and Bebert - twin figures of dance and animality. 

Brick 

After dispensing with La Vigue, the next liberating event for the narrator occurs when 

he is hit on the head by a brick, significantly "liberated from its molar structure as a 

result of the action of the war machine".296 This event marks a turning point in the 

narrative. Indeed, "Far from destroying the narrative, it is this incident, this 

internalization of the war machine which provides the necessary conditions for a 

becoming-imperceptible and thus acts as a catalyst for the production of the Celinian 

aesthetic, the true expression of his style."297 Proof that the author's aesthetic has been 

brought to fruition, involving "a dissolution of subjectivity in the narrator and 

awaken(ing) the text's music, intensifying then both his own and the text's 

schizophrenic intensity," is evident in the narrator's exclamation 

« ( ... ) ce coup de brique m'a pas arrange! ... soit! Mais nullement deprime ... du tout! je 

dirais meme, au contraire! ... porte a une certaine gaiete ! ... un peu speciale ... ainsi les 

chaumieres me semblent devenues assez artistes ... des deux cotes du paysage ... je dirais elles 

font tableaux, elles penchent et gondolent .... Surtout les cheminees ... c'est une vision, cest un 

style ... oh, ma tete yest pour quelque chose certainement : ... la brique ! »(R p 832) 298 

This incident underscores previous events that are referred to supra, where the head, 

the seat of Reason is targeted for injury in order to release emotion and creativity. We 

posit that the brick in this instance acts as a transgressive agent for the liberation of 

Celine's creative aesthetic, by destabilising the flow of his life and moreover, the 

'missile' having emanated from a molar edifice - one of the buildings in the bombed 

295 Nettlebeck, C : Un Art conscient p 116 in Rainge, G : Capitalism and schizophrenia in the later 
novels of Louis-Ferdinand Celine: Peter Lang publishing 2001: p 136 
296 Rainge, G: Capitalism and schizophrenia in the later novels of Louis-Ferdinand Celine: Peter Lang 
publishing 2001 p 185 
297 Ibid p 186 
298 The irony of the injury being caused by a 'brique' cannot escape us, as this word has a double 
meaning in argot, that of a« Liasse de billets d'une valeur de un million de centimes (de francs avant 
1960) par extension la somme equivalent» : Le Petit Robert p 296. Irony resides in the fact that Sartre 
had recently accused Celine of being in the pay of the Nazi government in return for anti-Semitic 
publications: "Surtout apres le coup de la brique! ( ... ) est-ce que le taenia avait des preuves que je 
touchais de !'argent des Allemands?" (R p 851) 

98 



,11 

I 

I 

Ii 
I 

I 

I 

I I 

town of Hamburg - heightening the significance of the event.The brick may thus be 

compared with the action of the Double in previous novels - all of which have 

achieved varying degrees of success in liberating the narrator from the confines of his 

Self. Just as we observed an outpouring of poetic prose in Guignol 's Band and in 

particular in Feerie pour une autre fois, as a sequel to episodes involving the 

transgressive and catalytic action of the Double on the trauma of war in all its forms, 

the incident in Rigodon offers the reader a somewhat diluted version oflyricism in the 

narrator's ironic exclamation "( ... ) depuis le moment des briques, sauf que j'ai bien 

mal a la tete, je serais porte a rire! ( ... ) ... ah! Le paysage charmant! Enfin un peu 

flou .. je dirais: poetique ... . " (R p 83 l)(our emphasis) 

At the close of the novel we see the protagonists Celine-Destouches, Lili and the cat 

Bebert attain Denmark, their 'North' which embodies and exemplifies Life and 

Freedom. But most importantly, we witness a realization of Celine's aesthetic "in the 

numerous poetic description of the war-torn landscape of Germany"299 . And Celine's 

poetics transform that death-ravaged landscape into one which is infused with music, 

rendering Death itself "no longer a reason for sterile fear, but a promise of renewed 

life and a stimulus for creation."300 Adding poignancy to a reading of the closing lines 

of Rigodon, is the reader's awareness that Celine died the day after writing them, 

investing them with a special significance; one that denotes the end - and the 

fulfillment - of a lifelong journey. That journey, undertaken by a dislocated being has 

ended in a ruptured, war-torn landscape traversed by the author who has eventually 

arrived at a place where 

« On est devenu soi-meme imperceptible et clandestin dans un voyage immobile. Plus rien ne 

peut se passer, ni s'etre passe. Plus personne ne peut rien pour moi ni contre moi. Mes 

territoires sont hors prise, et pas parce qu'ils sont imaginaires, au contraire: parce que je suis 

en train de les tracer. Finies les grandes ou les petites guerres. Finis les voyages, toujours a la 

traine de quelque chose. Je n'ai plus aucun secret, a force d'avoir perdu le visage, forme et 

matiere. Jene suis plus qu'une ligne. Je suis devenu capable d'aimer, non pas d'un amour 

universe] abstrait, mais celui que je vais choisir, et qui va me choisir, en aveugle, man double, 

qui n'a pas plus de moi que moi. On s'est sauve par amour et pour !'amour, en abandonnant 

299 Rainge, G: Capitalism and schizophrenia in the later novels of Louis-Ferdinand Celine: Peter Lang 
publishing 2001 p 188 
300 Nettlebeck, C : Journey to the end of Art: The evolution of the novels of Louis-Ferdinand Celine: 
PMLA 87.1 (1972) p 89 
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!'amour et le moi. On n 'est plus qu'une ligne abstraite, comme une fleche qui traverse le 

vide. »301 (our emphasis) 

We believe these words epitomize Celine's sentiment at finally coming to the end of 

his particular journey; to the end of his own night where his Double awaits him, no 

longer as an incarnation of the Other, but as himself. Reconciliation is complete, and 

with it the echo of Bardamu's words in Celine's first novel: « C'est peut-etre 9a qu'on 

cherche a travers la vie, rien que cela, le plus grand chagrin possible pour devenir soi­

meme avant de mourir. » (V p 236) 

301 Deleuze G, and Guattari, F : Capitalisme et schizophrenie: Mille Plateaux: Les Editions de Minuit : 
1980: p244 
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Chapter Two 

Fatherfigures as rivals and initiators to the au-dela 

In Celine's novels, father-figures represent the prototype of the Double-as-Rival; a 

triune which is to recur throughout the author's work. Each depiction of a father 

figure represents an instance of mimetic desire in which rivalry is the intrinsic 

element. Significantly, father-figures occur in the contexts of Celine's dual vocations : 

those of medical doctor and writer. In each occurrence of rivalry the object desired is 

not a woman, as in the case of the classic Oedipal triangle, but an aptitude or skill held 

by the Other in each of the author's chosen vocations. 

Curiously, in several instances Celine caricatures certain of the father-figures that he 

admired, a penchant that appears to have originated in what Baudelaire, in his essay 

De I 'essence du rire, 302 defined as an inherent feeling of superiority : « Ce qui 

suffirait pour demontrer que le comique est un des plus clairs signes sataniques de 

l'homme ( . . . )est !'accord unanime des physiologistes du rire sur la raison premiere 

de ce monstrueux phenomene ( ... ).Le rire, disent-ils, vient de la superiorite. »303 In 

emphasising the ambivalence of caricature, the comic form favoured by Celine, 

Baudelaire underscores the duality present in both the author and his chosen form of 

expression: « La caricature est double: le dessin et l 'idee: le dessin violent, l ' idee 

mordante et voilee ( ... ) »304 Power and transgression are thus intrinsic to caricature 

through the sentiment of superiority invested in the creator of the comic situation at 

the expense of its 'victim'as « Le comique, la puissance du rire est dans le rieur et 

nullement dans l'objet du rire. »305 

Celine's caricature of the grotesque in his fellow man - notably Ludwig Rajchman 

who was depicted as a duckbilled platypus - is defined by Baudelaire as a form of 

comique absolu; this, in comparison with that of a comedy of manners which the poet 

terms comique significatif.306 What is more, the former category of the comic . 

represents man as an inferior being, a 'fallen angel' thus entrenching the creator's 

302 Baudelaire, Ch: De !'essence du Rire: CEuvres de Baudelaire t II : Bibliotheque de la Pleiade 1932 : 
p 165 

303 Ibid pp 169-170 
304 Ibid p 169 
305 Ibid p 1 72 
306 Ibid p 175 
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status of superiority: "Le comique ne peut etre absolu que relative al' humanite 

dechue, et c'est ainsi que je l'entends."307 (our emphasis) We believe that the origin of 

Celine's caricature lies in this context; to 'depose' from their pedestal certain father­

figures he had previously admired, in a bid to attain a sense of ascendancy over them 

by diminishing the perceived source of rivalry; to contain their power to threaten him. 

Baudelaire leaves us in no doubt as to the relationship between the form of 'absolute 

comic' favoured by Celine and an elevated level of aesthetic creation, of which this 

comic genre is the prerogative: "L'essence tres-relevee du comique absolu en fait 

l'apanage des artistes superieurs qui ont en eux la receptibilite suffisante de toute idee 

absolue."308 (our emphasis) Perhaps most revealing in terms of Celine's dual personality 

are Baudelaire's closing remarks in this essay concerning the type of individual who 

engages in caricature and the creation of comic situations. They are those people who 

« ( .. . ) ont fait metier de developper en eux le sentiment du comique et de le tirer 

d'eux-memes pour le divertissment de leurs semblables, lequel phenomene rentre 

dans la classe de tous les phenomenes artistiques qui denotent dans l 'etre humaine 

!'existence d'une dualite permanente, la puissance d'etre a la fois soi et un 

autre. »30\our emphasis) 

Laughter is, in the final analysis, a 'correction'. Designed to humiliate, it aims to 

injure the person who is the butt of its humour by provoking a feeling of discomfort. 

By its very nature, laughter is cruel, as it is society's way of exacting revenge for 

life' s real or perceived injuries. Indeed, it would become ineffectual if it were to be 

free of malice. Could one not deduce from this, that Celine's caricature of certain 

individuals, particularly father-figures, is a bid to take revenge on society through the 

agency of the Double? In that context, we have to agree with Baudelaire's closing 

observation in this essay, that"( ... ) l'artiste n'est artiste qu'a la condition d'etre 

double et de n'ignorer aucun phenomene de sa double nature."310 (our emphasis) 

307 Baudelaire, Ch: De /'essence du Rire: CEuvres de Baudelaire t II: Bibliotheque de la Pleiade 1932: 
p 175 
308 Ibid p 176 
309 Ibidpp 182-183 
310 Ibid: p 183 
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Initiators 

Celine's early works abound in father figures; men he both admired and feared, and 

who encapsulated the elements of stability, security, and creative vision he sought. 

They included those who introduced him to both significant fields of his life -

medicine and writing - and in some cases they overlap, forging a continuous chain of 

figures Celine appears to have used as a mechanism in his quest for fulfilment in his 

capacity both as a medical doctor and as a writer. However, as we shall see in the 

course of this chapter, once they had fulfilled their purpose, they were summarily 

'killed off, or at least diminished through caricature. 

By the time he was 23, Celine-Destouches had met most of the men who were to 

influence his dual career as medical doctor and writer. In London, he had met 

Edouard Benedictus who was witness at his first marriage to Suzanne Nebout, and 

who was undoubtedly the prototype for both Borokrom and Sosthene de Rodiencourt 

in Guignol 's Band. And on his return from Africa, he met Raoul Marquis - balloonist 

and scientist on whose personality Celine modelled the figure of Courtial des Pereires 

in Mort a credit. Both Benedictus and Marquis thus served as inspiration for Celine 

the writer. All that remained was to encounter the father figures who were to influence 

his medical career. Those men included his future father-in-law Professor Athanase 

Follet and, by extension, Philippe Ignace Semmelweis who was the subject of his 

medical thesis, as well as Ludwig Rajchman and Gustave Roussy. 

Celine's quest throughout his entire life was one of a journey to the au-de la - a place 

where he could assume another form - an avatar of himself that would exist in a state 

of creative freedom. He thus sought to create a Double of himself through the 

mediation of various father-figures who were initiators to another state of being. As 

these encounters occurred during Celine's formative years, we examine this 

phenomenon in the context of the author's early works Voyage au bout de la Nuit, 

Mort a Credit and Guignol 's Band I and IL with references to his play l 'Eglise and 

the pamphlet Bagatelles pour un massacre. 
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Panacea 

« Sans le marechal des logis Destouches, il n'y aurait jamais eu Celine. Yous verrez, 

quand vous reviendrez, vous ne serez plus le meme. ( .... )Laguerre, 9a dessaoule. »311 

These words offer us a clear picture of the profound effect the war had on Celine, an 

effect from which he was to suffer for the rest of his life, both on a physical as well as 

a mental level. Although he only spent three months at the Front before being injured, 

that period was "amplement suffisante pour que l'horreur se soit inscrite dans la 

sensibilite et !'imagination avant de s'inscrire dans le corps."312 Traumatic though the 

experience might have been, it nevertheless had a positive outcome, as it was on the 

battlefield that "s'est definitivement enracine en lui, au plus profound, le besoin 

d'ecrire. La s'est ouverte, au moins dans le conscient, cette blessure qu'il n'en finira 

pas d'essayer de guerir par l'ecriture. »313(our emphasis) And what better panacea for 

that wound than the series of father-figures Celine parades before us in his first three 

novels, and to a lesser extent in Bagatelles pour un massacre ? Individuals who 

offered him security, both financial and emotional, but whom, curiously, he comes to 

ridicule, as though the intimacy he experienced with them were too painful to bear. 

Athanase Follet 

The first man to fulfil the role of surrogate father to Louis Destouches in a medical 

capacity was professor Athanase Marin314 Pollet who encouraged him to pursue his 

medical vocation. In 1918 at the age of 24 Celine was engaged by the Rockefeller 

Foundation to popularise methods of preventing tuberculosis. During that time, he 

was to meet professor Follet who became Celine's father-in-law on his marriage to 

Edith Follett in 1919. Celine needed very little encouragement to enter the medical 

profession, having already, as a layman, gained experience in the dissemination of a 

public health programme on the prevention of tuberculosis through the Rockefeller 

Foundation. But in addition to acquired knowledge, Celine viewed his vocation at that 

point in his life as a medical one: 

311 Cahiers Celine I : Celine et l 'actualite litteraire 1932 - 19 5 7: Editions Gallimard 1976 p 130 
[Propos recueillis par Pierre Ordioni] 
312 Celine: Romans t I: L-F Celine: Voyage au bout de la nuit: Notice: Editions Gallimard 1981 p 
1183 
313 1bidp l181 
314 One of the names of the fictional character of Roger Marin Courtial des Pereires in Mort a credit 
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« J' etais tres medecin de temperament; ma vocation n' etait pas litteraire. ( ... ) j 'avais la 

vocation medicale ( ... ) qui consiste esssentiellement a rendre la vie plus facile et mo ins 

douloureuse aux autres. Ma pratique, si vous voulez, c 'est une mystique, - la seule que j 'aie, -

et qui ne m'a pas reussi ! .... C'est une espece d'ideal 'bonne sreur', que j'avais puissamment: 

me donner entierement a l'adoucissement des maladies. »315 

Obstetrics 

Another important influence in the field of medicine was that of Professor Brindeau, a 

colleague of Athanase Follet's and professor of obstetrics at the Tamier maternity 

hospital in Paris. It was Brindeau who perceptively remarked to the medical student 

Louis Destouches: "Vous avez ce qu'il faut pour ecrire des romans". 316 It was also he 

who encouraged Celine to write his medical thesis on Philippe Ignace Semmelweis, 

the Hungarian obstetrician who sacrificed his life in an unsuccessful fight against 

puerperal fever. Brindeau's influence on Celine's medical career is borne out in 

Gibault's comments on the author's period of intiation into the world of both 

medicine and literature: "II semble que ce soit Brindeau qui l'ait beaucoup pousse a 
choisir un sujet de these a caractere plus litteraire que scientifique. II lui aurait meme 

suggere une biographie de Semmelweis dont les recherches relevaient de sa 

specialite. »317 Significantly, that speciality was obstetrics. However, we note that the 

choice of a thesis subject « ( ... ) avait ete inspire, au temoignage de sa fille Edith, par 

le professeur Athanase Follet. Selon elle, l'epoque comme le mileu familial des 

Follet-Morvan offrait de nombreux exemples de deces en suite de couches. »318 

According to Gibault, La vie et I 'oeuvre de Philippe Ignace Semmelweis was « la 

premiere reuvre importante de Louis Destouches. Ecrite par obligation, cette these prit 

rapidement un tour litteraire, le medecin s'effa9ant devant l'humaniste et devant 

l'homme de lettres. »319 

In F eerie pour une autre fois I, Celine evokes his stint at Tami er maternity hospital in 

a passage that underscores his dedication to the medical profession while revealing his 

ear for music: 

315 Hanrez, M: Celine: Editions Gallimard 1961 pp 227-228 
316 Gibault, Frarn;;ois: Celine 1894- 1932 : Le Temps des esperances: Mercure de France 1985 p 230 
317 Ibid p 230 
318 Cahiers Celine 3: Semmelweis et autres ecrits medicaux: Editions Gallimard 1977 p 81 
319 Ibid p 304 



"Tousles vagissements me passionnent . ... Pensez, des annees a Tarnier! ... Brindeau, 

Lantuejoul. ... Les premiers eris ... le premier erri ! .. . tout gras et glaires ... mon affaire ! ( . . . ) 

si j ' ai aide des etres a naitre ! .. .. ( ... ) J'ai entendu bien des eris .. . je suis un homme 

d 'oreille .. .. mais le duo d'accouchement maman le petit gniasse, voila un accord a se 

souvenir .... ( . .. )» (Fl p 97) 

( our emphasis) 

This passage, written twenty years after Celine's medical thesis on Semmelweis, and 

nearly as many years since he wrote his play l 'Eglise, cannot fail to recall the images 

of delivery present in both these works. The notion of delivery, both in the obstetric 

sense of assisting at a birth, as well as in giving birth, is important in the context of 

Celine's transition to a more exalted state oflife; the au-dela he sought to attain in 

order to attain creative freedom. We therefore posit that he assumed the role of 

midwife in this process; an androgynous role that in itself assumes the presence of the 

Double in its maieutic function of intellectual midwifery. In a literary context, it is 

significant that in l 'Eglise Celine parodied a medical procedure, thus fantasising it and 

freeing it of all medical authenticity. In this passage we are witness to Celine's first 

attempt at transposition through literary obstetrics, as the episode in l 'Eglise is in fact 

a parody of the obstetric procedure dealt with in Semmelweis. It vaunts the popularity 

of Dr Mermilleux who, having infected a patient during delivery, finds himself even 

more popular with his Breton patients than before: « Eh bien! Mon ami, vous le 

croirez si vous voulez, cette femme-la, elle a fait mon succes, dans trois cantons, une 

reputation regionale, des gens qui me venaient de partout, qu'elle m'envoyait; 

( ) 320 . . . » 

The implication with regard to initiation, delivery and transcendence is clear ; the 

metaphor for birth and renewal, the creation of new life, is invested in the father­

figure as facilitator of the birth process as well as the woman herself, who appears in 

the examples cited above to be relegated to the status of a vessel ; she is no more than 

an outre; a womb, or vessel in preparation for the passage to the au-dela. However, in 

a literary context, that role is assumed by Celine the author, who both gestates and 

assists in the delivery of his oeuvre. 

320 Louis-Ferdinand Celine: L 'Eglise Editions Gallimard 1952 pp245 - 246 
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Gustave Roussy 

However, another medical link preceded the examples cited above. Professor Gustave 

Roussy, who was to become Professor Bestombes in Voyage au bout de la nuit, was 

encountered by a twenty-year old Louis Destouches while recovering from his war 

injuries in the Paul-Brousse hospital at Villejuif. « L 'Amiral Bragueton est de pure 

invention. Est moins invente le Dr Bestombes du Voyage; nul autre que le Recteur 

Roussy sombre actuellement dans une vilaine histoire »321 

The tone of Bardamu's response to Bestombes' long ironic peroration on war and 

class distinction in the Voyage is revelatory in the context of a paternalistic 

relationship. Bestombes, who addresses Bardamu in a tone "devenue patemelle" (V p 

94), elicits a response that is meek and conciliatory rather than provocative; a parody 

of the narrator's former anarchic views: "C'etait bien mon avis aussi, a moi 

Bardamu", followed by the admission "Le patriotisme Maitre!" (V p 94) to Bestombes' 

diatribe on the degree of altruism that could be expected of the elite classes. Even the 

bizarre suggestion that electro-shock therapy be used to revive patriotism « ( ... ) par 

l'electricite pour le corps et pour !'esprit, par de vigoureuses doses d'ethique 

patriotique, par les veritables injections de la morale reconstituante! »(V p 94) merely 

elicits an asinine reply« - Je vous comprends, Maitre ! » which is immediately 

contradicted in the ironic aside« Je comprenais en effet de mieux en mieux ». (V p 94) 

This episode is a clear example of how Celine caricatured those he admired, as he 

held Gustave Roussy in high esteem, and as far as we are aware, never antagonised 

him. 

Ludwig Rajchman 

Celine made the acquaintance of Ludwig· Rajchman when he took up employment at 

the Societe des Nations, at a time when he had become disillusioned by two men he 

had admired; his father-in-law and the inventor Raoul Marquis (Henry de Graffigny). 

At 43, Ludwig Rajchman was thirteen years older than Celine, an esteemed medical 

doctor, « issu d'une famille d'intellectuels polonais, dont le nom se trouve lie a la 

decouverte que fit l'un de ses oncles: la gastrosucchoree, plus connue sous le nom de 

Syndrome de Rajchman.( ... ) II faut evidemment ajouter ace profil que Ludwig 

321 Hindus, Milton: Louis-Ferdinand Celine tel queje l'ai vu: Editions l'Heme 1999: p 153 
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Rajchman etait juif. »322 By virtue of his medical record alone, Celine could not have 

failed to be impressed by his employer, which, combined with the age difference 

between the two men no doubt entrenched a paternal image. However, this did not 

prevent Celine from caricaturing Rajchman, first in L 'Eglise 323 where he appears as 

the ridiculous figure ofYudenzweck, and later in Bagatelles pour un massacre in the 

person of Gutman, "Confrere de haut parage, Gutman ! ... achalande comme bien 

peu ... quelles relations ! frayant dans tout le haut Paris"324, and Yubelblat. 

Gibault speculates whether Celine's employment at the Societe des Nations (SDN) in 

Geneva between 1924 and 1925 could have provided the breeding-ground for his anti­

semitism; « L'antisemitisme de Celine, est-il ne a Geneve dans ce milieu international 

ou, venus des quatre coins du monde, les Israelites etaient nombreux? Est-il issu d'in 

conflit de style et de mode de pensee ? La lecture de l 'Eglise et plus encore de 

Bagatelles pour un massacre, conduit au moins a se poser la question. »32\our 

emphasis) Although Celine appears to have been on good terms with his colleagues at 

the SDN, there was no doubt that he felt an 'outsider' due to the cultural and moral 

differences mentioned above. This paradox may be explained in the text of Bagatelles 

pour un massacre when, dealing with the subject of "cafouillage" by the 

Commissions, Celine declares: « Plus vous les trouverez eleves, consideres, 

separement dans le domaine de l'esprit, de la creation, plus ineptes ils deviendront une 

fois qu'il seront tous ensemble .. .. Voici une regle, un theoreme, une loi de l'esprit .. . 

L' esprit n'aime pas !es rassemblements. »326 

L 'Eglise 

Celine probably started work on L 'Eglise towards the end of 1926 and the start of 

1927, given the presence of Elizabeth Craig (Gaige) in the play. Explaining its title to 

Max Descaves, Celine declared that it"( . .. . ) [lui] semble assez bien resumer la SDN 

( ... ) Une eglise, quoi! Avec ses dirigeants, son personnel,( .. .. ) Celle de la religion 

322 Gibault, Frarn;:ois: Celine 1894-1932: Le Temps des esperances: Mercure de France 1985 p246 
323 It is in the Third act ofl'Eglise that Yudenzweck describes Bardamu as "( . . . ) un garcon sans 
importance collective, c'est toutjuste un individu.( .. . )" [p161] These words were used by Sartre in his 
preface to La Nausee. 
324 L-F Celine : Bagatelles pour un massacre : pp 12-13 
325 Gibault, Franc;ois: Celine 1894-1932: Le Temps des esperances : Mercure de France 1985 p 250 
326 L-F Celine : Bagatelles pour un massacre : Les Editions Denoel 193 7 : p 107 
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intemationale du rapprochement des peuples, enfin l'epoque Briand. »327 However, 

before sending the manuscript of L 'Eglise to Gallimard for approval, Celine decided 

to show it to Rajchman,328 despite the caricature of the latter that appeared in the play. 

Not surprisingly, this ill considered act had disastrous consequences which Celine 

describes in Bagatelles pour un massacre: 

« L 'Eglise. Elle etait ratee, c'est un fait. .. mais quand meme y avait de la substance ... Je lui ai 

fait lire a Yubelblat. Luise montrait dans la vie le plus eclectique des youtres, jamais froisse 

de rien du tout, ce coup-la quand meme, il s'est mordu .... 11 a fait une petite grimace ... ii a 

jamais oublie .... 11 m'en a reparle plusieurs fois. J'avais pince la seule corde qu'etait defendu, 

qu'etait pas bonne pour les joujoux. Lui il avait nettement compris. 11 avait pas besoin de 

dessin.. . » 329 

The caricaturing of Rajchman in L 'Eglise effectively spelled the end of Celine's 

career at the SDN where a disillusioned Rajchman on whom the caricature had "un 

effet deplorable"330 made Celine's life untenable. The author's first brush with 

administrative difficulties dates from this era; indeed, it was to prove a seminal 

episode in his life that first led to his conception of himself as a martyr, viewing the 

eventual loss of his post at the SDN as an "acte de courage". 331 In Bagatelles pour un 

massacre Celine refers to the incident with a degree of irony, declaring that « ( ... ) 

c'[ etait] sur un coup d'heroisme que j'ai quitte la SDN .. je me suis sacrifie, au fond, je 

suis un martyre dans mon genre .... J'ai perdu un bienjoli poste, pour la violence et la 

franchise des Lettres Frarn;aises ( ... ) » 

(our emphasis) 332 

Semmelweis 

In his medical thesis on Philippe Ignace Semmelweis, a passage appears which 

encapsulates the attitude of the aspirant Dr Destouches towards his medical vocation -

and his tutelage under the wing of professor Athanase Follett: « Par l'enseignement 

de Skoda, Semmelweis apprit ce que peut !'esprit clinique dans la nature et s'il ne fut 

jamais dans ce domaine aussi subtil que son maitre, ses creations furent plus solides, il 

327 Gibault, Fraw;:ois: Celine 1894-1932: Le Temps des esperances: Mercure de France 1985 p274 
328 In a conversation we had with Eric Mazet he cautioned that it has never been proved that Celine 
actually showed the manuscript of L 'Eglise to Rajchman 
329 L-F Celine: Bagatelles pour un massacre Les Editions de Denoel: Paris 1937 pp 102-103 
330 Gibault, Frarn;:ois: Celine 1894-1932: Le Temps des esperances: Mercure de France 1985 p275 
331 Ibid p275 
332 L-F Celine: Bagatelles pour un massacre Les Editions de Denoel: Paris 1937 p 73 
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devait aller beaucoup plus loin dans la V erite. »333 The presence of a capital 'V' in 

this passage renders the word significant, both in the context of the aspirant doctor's 

life, as well as that of his literary persona 'Celine', as the theme which dominates in 

his first novel, the Voyage is no less than a quest for Truth incarnate in Death. That 

notion is underscored in Celine's use in the same work of a phrase that was to 

become a leitmotif in his oeuvre: "Dans l'Histoire des temps la vie n'est qu'une 

ivresse, la Verite c'est la Mort."334 Also significant is the word 'maitre' which refers 

to a father-figure - both in Semmelweis's life in the person of professor Skoda, as 

well as in Destouches' life, embodied in the person of professor Athanase Follet. Like 

Follet, Skoda was a controversial figure, hence the esteem in which he was held by his 

pupil, Semmelweis, and, by extension, Destouches-Celine. This is borne out in a 

description of Skoda whose work on the procedure of medical examination was 

carried out "avec beaucoup d' audace", which attracted "des contradicteurs ardents". 335 

In a prophetic and perhaps self-fulfilling observation, Celine notes that the risk 

inherent in this maverick attitude could"( ... ) (faire) defaut le plus souvent aux graves 

carrieres scientifiques."336 

In a passage that could emanate directly from the pages of the Voyage, Destouches 

notes that in his research, Semmelweis discovered that : 

« 11 n'y a pas de petites ressources pour le genie, ii n'y en a que de possibles ou d'impossibles. 

Dans l'etude du microscope aucune verite n ' allait alors bien loin sur la route de l'Infini, !es 

forces du chercheur le plus audacieux, le plus precis, s'arretait a I' Anatomie Pathologique. 

Au-dela de ces quelques broderies colorees, sur la route de !'infection, ii n'y avait que la Mort 

et les Mots ... »337 (our emphasis) 

Death and Words, en route to the Infinite; Celine's use of capital letters to emphasise 

the importance of this triune is significant. In words which so closely parallel the 

ethics inherent in the Voyage, Celine reveals the degree to which his work on 

Semmelweis is emblematic of an initiation into a world of literary creation. Death and 

Words are depicted in this sense, that they do not, per se, attain the Infinite, as they 

frequently shatter against the figurative brick wall of"L'Anatomie Pathologique". It 

333 Cahiers Celine 3: Semmelweis et autres ecrits medicaux: Editions Gallimard 1977 p 29 
334 Louis-Ferdinand Celine: Semmelweis: Editions Gallimard 1999 : p 38 
335 Cahiers Celine 3: Semmelweis et autres ecrits medicaux: Editions Gallimard 1977 p 29 
336 Ibid p 29 
337 Ibid : p 30 
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would take the transposition, the genius of Celine's writing to permeate that 'wall', 

thus attaining the au-dela of creative inspiration. In yet another prophetic passage, 

Celine notes that Semmelweis's greatest flaw was« celui d'etre brutal en tout et 

surtout pour lui-meme,»338(our emphasis), concluding that« Humainement, c' etait un 

maladroit. »339 This character trait of self-sacrifice to the point of self-destruction so 

closely parallels that of Celine that we need no further proof of the degree of 

identification the author discovered in the enigmatic character of Semmelweis. Like 

Celine, Semmelweis "s'en croit persecute" for social reasons, particularly regarding 

his Hungarian accent for which he was mocked by other students, to the degree that 

"il est tout pres de l'obsession".340 

In a striking evocation of the immanence of Semmelweis's destructive genius-which 

would prove to be paralleled his own - Celine observes that "On peut aimer la chaleur 

du feu, mais personne ne veut s'y bruler. Semmelweis, c 'etait le feu. »341 (our emphasis) 

And in an aphorism evocative of the Voyage, Destouches-Celine questions the 

wisdom of ignoring the significance of absurdity in man's life : « Aussi haut en effet 

que votre genie vous place, aussi pures que soient les verites qu'on enonce, a-t-on le 

droit de meconnaitre la formidable puissance des choses absurdes ? La conscience 

n'est dans le chaos du monde qu'une petite lumiere, precieuse mais fragile. On 

n'allume pas un volcan avec une bougie. On n'enfonce pas la terre dans le ciel avec 

un marteau. »342 

As Destouches-Celine develops his thesis on Semmelweis, we detect a parallel 

development of his major themes in the Voyage and to a lesser extent, in L 'Eglise. 

This leads us to conclude that Semmelweis represents the blueprint and the vehicle for 

Celine's body of work which was to continue over a period of nearly 40 years, until 

his death in 1961. In this sense, it is evident that both the person of Semmelweis and 

the writing of his biography represent an initiation for Celine in terms of a father­

figure whose life so closely paralleled his own that he was able to learn from it and 

incorporate elements of his predecessor's life into his body ofliterature. For example, 

338 Cahiers Celine 3: Semmelweis et autres ecrits medicaux: Editions Gallimard 1977 : pp 30-31 
339 Ibid p 37 
340 Ibid p 31 
341 Ibid p 34 
342 Ibid: p 37 
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in the following passage from Semmelweis, Celine outlines some of his major themes 

concerning the importance of confronting one's destiny, and of plumbing the depths 

oflife's mysteries in order to attain the strength to effect that confrontation: 

"Rarissime est celui qui, se trouvant au milieu de cette obsession des ambiances qu'on appelle 

la Fatalite, ose, et trouve en lui la force qu'il faut pour affronter le Destin commun qui 

l'entraine. Dans l 'ombre il trouvera la clef des mysteres auparavant redoutables. Presque 

toujours celui qui la veut avec assez de foi la decouvre, car toujours elle existe, et devant son 

audace, le torrent des fatalites se detoume vers d'autres ignorancesjusqu'aujour d'un autre 

genie. » 343 ( our emphasis) 

We posit that the 'shadow' referred to in this passage is present within the author as 

his alter ego or shadow-self, transposed as the figure of the Double in Celine's novels. 

In an unconscious homage to himself and his reuvre, Celine, on describing 

Semmelweis's discovery of the link between the death of his professor of anatomy, 

Kolletchka and that of the parturient women he had treated, observes that "Les 

grandes oeuvres sont celles qui reveillent notre genie, les grands hommes sont ceux 

qui lui donnent une forme". 344 Celine leaves us in no doubt as to the importance of 

both a dream and a vision, in the sphere of creative activity, whether it be in the field 

of medicine or literature, cautioning that there are "Point de grandes creations hors du 

sentiment, et l'enthousiasme vite s'epuise chez la plupart d'entre eux a mesure qu'ils 

s'eloignent de leur reve."345 And in a passage that both honours Semmelweis for 

maintaining his dream in the face of adversity while revealing the author's admiration 

for the obstetrician, Celine notes that « ( ... ) forcer son reve a toutes les promiscuites, 

c'est vivre dans un monde de decouvertes, c'est voir dans la nuit, c'est peut-etre 

forcer le monde a entrer dans son reve. »346 (our emphasis) However, in an ironic aside 

that reveals Celine's disillusionment with Man, he observes that« 11 n'y a que la 

guerre dans le Creur des hommes. »347 

343 Cahiers Celine 3: Semmelweis et autres ecrits medicaux: Editions Gallimard 1977: p 41 
344 Ibid p 51 
345 Cahiers Celine 3: Semmelweis et autres ecrits medicaux: Editions Gallimard 1977 p 52 
346 Ibid p 52 
347 Ibid p 56 

112 



I ,, 
I 

I 

11 

Pamphleteer 

In yet another parallel between Semmelweis's life and that of Celine, we witness the 

obstetrician-turned-pamphleteer at the Saint-Roch maternity hospital where he has 

become « plus agressif encore qu' a Vienne », 348 addressing an open letter to "tous les 

professeurs d'obstetrique" in which he attempts to break a ten-year silence on the 

reasons for recurrent infection of women during delivery: 

« ( ... ) Assassins! J e Jes appelle tous ceux qui s' elevent contre Jes regles que j 'ai prescrites 

pour eviter la fievre puerperale. Contre ceux-la, je me dresse en adversaire resolu comme on 

doit se dresser contre Jes partisans d'un crime ! ( . .. )ii n'est pas d'autre fa<;on de Jes traiter 

qu'en assassins. ( .... )Ce n'est pas Jes maisons d'accouchement qu'iJ faut fermer pour faire 

cesser les desastres qu'on y deplore, mais ce sont les accoucheurs qu'il convient d 'en faire 

sortir, car ce sont eux qui se comportent comme de veritables epidemies etc ... »349 

Needless to say,« La haine soulevee par ce pamphlet ne fut que l'echo amplifie de 

celle dont (Semmelweis) avait eprouve la violence dix ans auparavant a Vienne .»350 

We are left in no doubt of the fact that Celine considered Semmelweis to be a mirror­

image of himself in an observation that lauds the obstetrician for daring to fly in the 

face of convention through the dissemination of this pamphlet, while proffering a 

word of warning as to the consequences of a transgressive act of this nature: « ( . .. ) 

comme s'il avait ecrit dans un miroir »,35 \our emphasis) Celine cautions that "Si ces 

verites n'etaient que trop urgentes, cependant il etait pueril de les proclamer sous cette 

forme intolerable."352 

The analogy between the diss~mination of Semmelweis' s pamphlet, and the resulting 

furore it caused, cannot fail to evoke Celine's vain attempt to prevent the outbreak of 

a second world war through the publication of his own pamphlet Bagatelles pour un 

massacre, as well as the persecutiort he suffered as a result. Although he was yet to 

suffer the degree of public outcry and fury Semmelweis had incited, Celine's 

instinctive perception of the depths to which human nature could descend are palpable 

in the following passage which laments Semmelweis's impotence in the face of man's 

348 Cahiers Celine 3: Semmelweis et autres ecrits medicaux: Editions Gallimard 1977 : p 67 
349 Ibid pp 67-68 
350 Ibid p 68 
351 Gibault, Fram;ois: Celine 1894 -1932: Le Temps des esperances: Mercure de France 1985 p 238 
352 Cahiers Celine 3: Semmelweis et autres ecrits medicaux: Editions Gallimard 1977 p 68 
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inherently bellicose nature: "Labonte n'est qu'un petit courant mystique parmi les 

autres et dont on tolere difficilement ! 'indiscretion. Au contraire, contemplez done la 

guerre en marche, rien n' est trop dore, trop bruyant, trop immodeste pour elle. La 

gloire du general est celle qui se comprend immediatement, elle est eclatante, elle est 

enorme, elle coute cher. »353 One can only speculate that Celine had a premonition of 

parallel events that were to follow in his own life, having closely identified with 

Semmelweis's inherently maverick nature, his humanity and a passion for the truth. 

Transgression 

Given that Celine's study of the life and work of Semmelweis acted as a catalyst for 

the evolution of his creative expression through literature and a concomitant ability to 

free himself from the societal, moral and emotional strictures that prevented its 

realisation, the following passage is indicative of the degree to which Semmelweis 

influenced him in that regard. "Sans doute avait (Semmelweis)franchi deja les sages 

limites de notre sens commun, cette grande tradition de nos esprits dont nous sommes 

tous les petits enfants attentifs, gentiment soudes par la coutume a la chaine de la 

Raison qui relie, qu'on le veuille ou non, le plus genial au plus ignare d'entre nous, du 

premier au demier jour de notre vie commune. »35\our emphasis) In this passage, we 

detect a desire to transgress the censure of convention, and to enter an au-de la where 

'common sense' will not be lauded as an intrinsic component of man's psyche. 355 

Semmelweis possessed the courage to«( ... ) s'(evader) du chaud refuge de la Raison, 

ou se retranche depuis toujours la puissance enorme et fragile de notre espece dans 

l'univers hostile. »356 Like Celine, he dared to run the risk of entering a world of 

chaos where « Il errait avec les fous, dans l'absolu, dans ces solitudes glaciates ou nos 

passions n ' eveillent plus d'echos, ou notre creur humain terrorise, palpitant a se 

rompre sur la route du Neant, n'est plus qu'un petit animal stupide et desoriente. »357 

(our emphasis) 

353 Cahiers Celine 3: Semmelweis et autres ecrits medicaux: Editions Gallimard 1977 : p 69 
354 Ibid: p 71 
355 In his work Celine: Qui suis-je? Pierre Laine includes an astrological analysis of the writer which 
reveals that a lack of common sense : "L' Air etant en exces et la Terre en manque, il y aura une 
excitation de !'intellect et du langage auquel sont lies !es Gemaux, s'accompagnant d'un manque de 
solidite basique, de prevoyance concrete, de sens commun." [Laine, Pierre: Celine: Qui suis-je? 
Editions Pardes, Grez-sur-Loing 2005 p 126] 
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Sacrifice 

In a state of extreme mental distress, Semmelweis, in an act reminiscent of that of 

chanoine Fleury in Mort a Credit, "( ... ) incise la peau du cadavre et taille dans les 

tissues putrides avant qu'on ait pu l'empecher, au hasard de ses impulsions, detachant 

les muscles par lambeaux au'il projette au loin.( .... ) I1 reprend son scalpel et fouille 

avec ses doigts en meme temps qu'avec la lame une cavite cadaverique suintante 

d'humeurs. Par un geste plus saccade que les autres il se coupe profondement. »358 

One only has to compare this passage with its counterpart in Mort a credit to discern 

the profound effect that the Semmelweis incident had on Celine, and the manner in 

which it is transposed - and caricatured - in his novel: "[le chanoine Fleury] plonge les 

doigts dans la blessure .... I1 rentre les deux mains dans la viande .. .. I1 s'enfonce dans 

tousles trous .... I1 arrache les bords ! les mous ! I1 trifouille ! . ... I1 s'empetre .. . I1 a le 

poignet pris dans les os !( ... )Le jus fuse! gicle partout ! Plein de la cervelle et du 

sant ! Ca rejaillit autour ! ( . .. . ) » (MaC p 1076) 

In a moving and prophetic obituary to Semmelweis that could have been his own, 

Celine observes that « Quant a Semmelweis, il semble que sa decouverte depassa les 

forces de son genie. Ce fut, peut-etre, la cause profonde de tous ses malheurs. »359 

What is more, Semmelweis's last words« Non, Non ... »360 , were those that Celine 

wished to have engraved on his tombstone; a refusal by both men to accept 

compromise in the face of convention, and to dare to defy it in order to merit a 

passage to"( ... ) l'autre cote de la vie." (V p 5) However, despite Celine's evident 

veneration for Semmelweis, he, like many others, did not escape caricature in the 

form of the chanoine Fleury in the incident cited supra. 

Pasteur 

The influence of Pasteur in the field of medicine, and the admiration in which Celine 

held him are evident in Les derniersjours de Semmelweis, the author's reworked 

concise version of his thesis, in which he observes: "Il fallut pour que la Terre · 

s'eloignat un peu de sa voie maudite l'impusion d'un genie plus maitre de ses dons 

que ne le fut Semmelweis, une force intellectuelle plus harmonieuse, un homme enfin 

358 Cahiers Celine 3: Semmelweis et autres ecrits medicaux: Editions Gallimard 1977 p 75 
359 Ibid : p 78 
360 Ibid : p 77 
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dont les actes soient a la hauteur d'une imagination lumineuse: Pasteur. »361 It is 

indicative of the Celine's admiration for Pasteur that the initial title for Les derniers 

jours de Semmelweis was «La vie, Pasteur, Semmelweis et la mart »362 We therefore 

classify Pasteur among the father-figures and initiators in Celine's life, noting that 

even the high esteem in which Pasteur was held by the author did not preclude him 

(and in particular his Institute) from caricature in the form of the "Institut Bioduret 

Joseph" (V p 279) in the Voyage, transposing it in a pastiche " qu' Andre Lwoff juge 

plus vrai que nature."363. Far from the sterile environment one would associate with a 

research institute of that calibre,« I1 ne s'y trouvait encore personne dans ces 

laboratoires, pas plus de savants que de public, rien que les objets bouscules en grand 

desordre, des petits cadavres d'animaux eventres, des bouts de megots ( ... ) » (Vp279) 

However this did not deter Celine from joining the Institute in November 1923. 

It was at the Pasteur Institute that Celine was to meet two eminent medical men whose 

transposed characters appear in the Voyage. At a crossroads in his career, and on the 

recommendation of Athanase Follet, "Il fut ainsi tente par l'Institut Pasteur ou il se fit 

recommander par le professeur Follet qui connaissaH Emile Roux dont [Celine] fit 

ensuite le professeur J aunisset. »364 On the strength of this recommendation he was 

also introduced to Serge Metalnikov, «[ ... ]savant russe a deux cents pour cent »365 

who served as a model for Parapine in the Voyage. 

Mort a credit 

The first father-figure we encounter in this novel is that of Ferdinand's fictional 

father, Auguste, and a transposed representation of his biological father, Femand 

Destouches: 

« II n 'y a non plus aucune des attitudes ou des reactions d' Auguste' qui n'ait ete, a l'ampleur 

pres tout au plus, celle de Fernand Destouches : le sentiment d'une superiorite conferee par 

son origine 'bourgeoise ', en particulier sur la famille de sa femme; la pretention intellectuelle, 

la mythomanie, le rejet de ses echecs sur Jes francs-mai;;ons ou sur Jes juifs (comme Jui, 

'Auguste' lira La Patrie) , le melange de pusillanimite et d'esprit guerrier ou revanchard, de 

lamentation sur soi-meme et de coleres ( ... ).»366 

36 1 Cahiers Celine 3: Semmelweis et autres ecrits medicaux: Editions Gallimard 1977 : p 82 
362 Gibault, Frani;;ois: Celine 1894 - J 932 : Le Temps des esperances: Mercure de France 1985 p 239 
363 Gibault, Frani;;ois: Celine J 894 - J 932 : Le Temps des esperances: Mercure de France 1985 p 241 
364 Ibid : p 240 
365 Le Figaro litteraire 7 - 13 avril 1969 p 4 
366 Celine : Romans t I : Mort a credit: Notice :Editions Gallimard 1981 : p 1362 
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But perhaps the most pertinent character trait that links the fictional 'Auguste' to the 

factual 'Femand' - and, importantly to Celine, is that of a man who is «( ... ) toujours 

pret a imputer ses deceptions a des ennemis imaginaires, et ales faire payer son 

entourage. »367 

The fact that Celine's own father, Femand Destouches, appears in the author's work 

Mort a Credit as a caricature, both with regard to his physical appearance as well as 

his social pretensions and prejudices is aberrant, in that he appears not to have 

fulfilled the role of a positive initiator in his son's life. However, as Femand 

Destouches was probably Celine's male role model in early infancy, there is a 

possibility that a bond existed between father and son which was subsequently 

dissolved as he entered adolescence. We therefore conclude that those father-figures 

who do fulfil that role, and whom Celine appears to have sought out, notably during 

his youth, were surrogate fathers endowed with the wisdom and maturity the author 

craved. These figures were idealised versions of the father-figure, and as such, were 

vulnerable to a subsequent dethronement once Celine became better acquainted with 

them, thus dispelling the aura of idealism with which they had been invested in an 

initial, superficial contact. 

Henry de Graffigny -Raoul Marquis 

The second important father-figure in Mort a credit is that of Roger-Marin Courtial 

des Pereires, based on an actual inventor and author of 'popular' science articles 

named Raoul Marquis who as.sumed the pseudonym of Henry de Graffigny for his 

published works. This is borne out in a letter to Milton Hindus written in 1947, "Mon 

inventeur Courtial des Pereires a parfaitement existe. I1 s'appelait Henri de Graffigny. 

Le Genitron s'appelait !'Eureka. »368 Parallels between de Graffigny-Marquis and the 

character he was to inspire in Mort a Credit as Courtial des Pereires are evident, not 

only with regard to the publication of scientific papers and his career as a balloonist, 

but also in the context of the assumption of a pseudonym to mask his identity: "( ... ) 

Leon-Charles Punais! - Voila son vrai nom veritable.» (Mac p 1050) 

367 Celine : Romans t I : Mort a credit : Notice :Editions Gallimard 1981 :p 1362 
368 Celine : Romans t I : L-F Celine: Mort a credit: Notice: Editions Gallimard :p 1378 
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Raoul Marquis - Henry de Graffigny came into Louis Destouches' life quite by 

chance, when he was at a crossroads, having, at the age of 23, suffered injury and 

trauma in the war, followed by a sojourn in London where he experienced social and 

moral freedom. That episode included a first marriage where one of the witnesses was 

Edouard Benedictus, (another father-figure who was to appear in fictional form in 

Guignol 's Band as Sosthene de Rodiencourt), and finally an experience in the 

African equatorial forest with its attendant paludism from which he was to suffer 

throughout his life. On his return from Africa, Louis Destouches had no intention of 

pursuing his former career with the jeweller Lacloche, given his "horreur prenatale 

pour la contrainte- Encore quelques temps, dans cette Brousse, et j 'emigrerais fort 

probablement pour d'autres continents."369 Raoul Marquis thus became Roger-Marin 

Courtial des Pereires, one of the "plus formidable heros de toute son oeuvre", 370 with 

the exception of Bardamu. It was this eccentric inventor and author of a gamut of 

'popular' scientific articles who was the inspiration for a "sorte de heros fabuleux, 

epique, legendaire; un monstre."371 (our emphasis) An analysis of the adjectives we have 

underscored reveals an element of transcendence intrinsic in an act of transmutation 

or initiation into another form of being- that of the au-dela. Courtial is not only 

' fabulous ', an essential element in fantastic literature, but he is also 'epic' and 

' legendary', traits which invest him with a dimension of gravity, demanding that he be 

held in esteem. But significantly, he is also a 'monster',372 a figure of fantasy often 

portrayed in mediaeval works of art, notably those of Jerome Bosch.373 Significantly, 

the monstrous is also a trait associated with the Double in Girard's La Violence et le 

sacre. 

169 Cahiers Celine 4 : Lettres et premiers ecrits d 'Afrique 1916-191 7: Editions Gallimard 1978 : Lettre 
a Simone Saintu le 10 aout 1916p 68 
370 Gibault, Fran9ois : Celine :Premiere partie : Le temps des esperances (1894 - 1932) : Mercure de 
France 1985 p 192 
171 Ibid p 193 
372 Monstre: Etre fantastique des mythologies et des legends, generalement compose de la reunion en 
un seul corps de parties et de membres empruntes a plusieurs etres reels ( ➔ Dragon) : Le Grand Robert 
de la langue Fran9aise: t 4 : Dictionnaires le Robert 2001 p 1616 
373 Jerome Bosch et ses symboles: Essai de decryptage: Jacques Chailley :Academie Royale de 
Belgique: Memoires de la classe des Beaux-Arts Collection in-4° -2 serie, T. XV - fascicule 1-1978 
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laboratoire, Elle s'adjoint une mystique et rejoigne une cosmogonie, basee sur les Quatre Elements 
d' Aristote, Air, Terre, Eau, Feu. Ces quatre Elements forment la trame de la plupart des grandes 
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In tandem with the fate of other father-figures Celine also caricatured Raoul Marquis 

whose actual exploits transposed in Mort a Credit might have appeared to the reader 

that Celine « ( ... ) avait une fois de plus affabule et que, emporte par son delire verbal, 

il avait encore outrepasse les limites du raisonnable en forgeant de toutes pieces ce 

grotesque demesure. »374 In Gibault's view, assuming the character of Courtial des 

Pereires to be a product of Celine's imagination would be an error, as« C'etait bien 

mal connaitre Celine qui n'inventait pratiquement jamais rien mais caricaturait avec 

une aisance de plume qui valait bien le coup de crayon de Daumier. »375 (our emphasis) 

Aviation vs Aeronautics 

Raoul Marquis' love of astronomy in general and aeronautics in particular, was the 

key to Celine's attraction for the man and his work. The inventor's most famous work 

of fiction, Les Aventures extraordinaires d 'un savant russe, written in collaboration 

with G. Le Faure and prefaced by the astronomer Camille Flammarion, as well as his 

"affabulations ingenieuses" were « bien de nature a seduire Louis », particularly 

through the medium of 

« cet appel au reve lance par Flammarion qui terminait ainsi: '[ ... ] il est agreable de planer 

dans !es hauteurs etherees, dans la sphere de !'esprit, d'oublier quelquefois !es choses 

vulgaires de la vie, pour voyager quelques instants parmi !es inenarrables merveilles de cet 

Infini dont le centre est partout, et la circonforence nulle part.' »376 

We can only speculate on the degree of creative inspiration Flammarion's words must 

have held for Celine, particularly the evocation of a journey which bore the stamp of 

the hilarious mysteries of the infinite ; one which was bounded by no circumference 

and where the centre was universal. The image is that of a centrifugal force377 inherent 

in the transgressive power of humour to attain infinity through the dissolution of a 

fixed centre, thus rendering the circumference obsolete, and in so doing, creating an 

374 Gibault, Franr;:ois: Celine 1894-1932: Le Temps des esperances: Mercure de France 1985 
pp 193-194 

375 Ibid: pp 193-194 
376 Ibid: pp 199-200 
377 Centrifuge: Phys; qui tend a eloigner du centre. Force centrifuge: engendree par un mouvement de 
rotation, et qui tend a eloginer le corps en rotation du centre. Le Grand Robert de la Langue franr;:aise t 
2 BIP-COUT p 440 1990 
Deleuze, in his work Mille Plateaux uses the term 'centrifugal' to denote the creative impulse in 
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image which is emblematic of Celine's creative impulse enhanced in a release from 

repression thus permitting a passage to the au-dela.378 

In addition to being a balloonist and writer of 'popular' science articles, Marquis was 

also a playwright as well as "une specialiste dans le guignol", 379 before becoming a 

puppeteer for the Rockefeller Foundation by whom was also employed in his medical 

capacity. Gibault speculates that it was probably during this period that the word 

guignol as well as that of/eerie assumed a special significance for Celine, as they 

were both words used by Raoul Marquis in his plays Le Tresor du pole, comedie­

feerie in five acts and Culotte rouge ou les Vainqueurs du Kraden, drame-feerie in 

four acts and six tableaux. However, we believe that it was Raoul Marquis' 

fascination with ascension as a balloonist that most appealed to Celine, as the notion 

of weightlessness - both literal and figurative - was one that the author idealized as a 

device for the attainment of an altered, creative state of being. 

Eureka-Genitron 

When Louis Destouches first met Henry de Graffigny, the latter was a collaborator on 

the scientific journal "Eureka, revue de l'invention"380 with its offices in the rue 

Favart, near to both the passage Choiseul and the rue Marsollier where Celine lived. 

The scientific revue, founded in 1917 by J. R. Gault, was supported by prestigious 

figures such as Edouard Branly and Edmond Perrier of the Museum of Natural 

History, and member of the Academy of sciences and the Academy of Medicine. 

However, the duration of the publication was a mere sixteen months due mainly to "le 

bricolage infantile et l'expose de theories de plus en plus abracadrantes."381Although 

it is difficult to determine Celine's function at the Eureka (transposed as the Genitron 

in Mort a credit), we do know that he translated at least one article from the English, 

entitled "De I 'utilisation rationnelle du progress", which reported the "Passages les 

plus saillants d 'un message de l' eminent docteur Nutting a l 'Associated Engineering 

Societies de Worcester Mass. USA.", which he signed as translator 'Louis 

Destouches '. However, it was in the course of his varied functions at the Eureka that 

378 This image evokes that of nuclear fission, where the nucleus of the atom is split, rendering the 
encircling electrons redundant. 
379 Gibault, Fran~ois : Celine :Premiere partie : Le temps des esperances (1894 - 1932) : Mercure de 
France 1985 p 200 
380 Ibid p 200 
381 Ibid p 200 
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the author met several people who were to influence both his life and his work, 

encounters Celine evokes in Nord: "( .... ) aux temps ou j 'etais employe, livreur, 

secretaire chez Paul Lafitte,382je cavalais a grand gallop( .... ) entre Gance, Mardrus, 

Mme Fraya, Benedictus et l'imprimerie de la rue du Temple .... Et Vaschid, des 

'lignes de la main' et van Dongen, Villa Sai"d. »(Np 519) This significant biographical 

note evokes Celine's contact with leading practitioners of esoterism and occultism of 

the day. 

Transposition 

Celine's employment at the Eureka not only marked him in terms of the contacts he 

made there, but it was also influential in the development of his style, particularly 

with regard to the ability to transpose real events into fictional ones. The real-life 

events and character of Raoul Marquis, a larger-than-life individual unlike anyone 

Celine had ever encountered, "a certainement marque Louis, et grace a lui, on peut 

etudier l'art de transposition chez Celine".383 The quality in Marquis which most 

attracted Celine was no doubt the ability to extend himselfliterally and figuratively 

beyond the confines of the earthbound, into the realm of the au-dela; to release 

himself from the 'womb' from which he had emerged into a world that transcended 

all that had hitherto represented the measurable, the known, the predictable, and to 

emerge in a dimension diametrically opposed to all that was familiar; one which was 

emblematic of the infinite. 

It is in this sense that we believe Marquis was one of the most important father-figures 

or initiators for Celine, both as a writer and as a medical doctor. The parallels between 

the deaths of Marquis, his literary counterpart des Pereires at Bleme-le-Petit and 

Semmelweis are significant, as they evoke an instance of life imitating Art, and in a 

circular movement, in tum, imitating Life. Towards the end of his life, Marquis retired 

to Septeuil where,« Comme s'il devait accomplir jusqu'au bout le lamentable et 

singulier destin de Roger-Marin Courtial des Pereires », he died like Philippe Ignace 

Semmelweis, « victime de ses propres convictions sinon martyr de la science. »384 We 

382 The financier who founded the Eureka 
383 Gibault, Frarn;ois : Celine :Premiere partie: Le temps des esperances (1894 - 1932) : Mercure de 
France 1985 p 203 
384 Ibid : p 203 
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note however a singular difference between Marquis and Semmelweis in that the 

former was a charlatan while the latter was utterly sincere in all that he undertook. 

Guignol 's Band 

It is in Guignol 's Band, written at the start of the second World War, that Celine 

appears to have achieved a synthesis of the representation of all the father-figures he 

had encountered up to that point. The fact that this plethora of father-figures-cum­

initiators is situated in London, capital city of England, is also significant, as that 

country"( ... . ) au moment et dans les circonstances ou Ferdinand s'y trouve, 

represente pour lui unparadis ( ... )"38\our emphasis), encapsulating all the elements that 

represented an idealised form of life for a young Celine. That charm included a 

« grand port en plein ville, ville des bateaux, des brumes, des soleils mouilles, ville 

asile des exiles, des deserteurs ou des rescapes de la guerre, ville des enfants, ville du 

plaisir. »386 Setting it apart from Celine' s other novels is the fact that Guignol's Band 

is the only one of Celine's works "ou la mort soit evoquee sans horreur."387 

Benedictus 

During Celine's years in London during the First World War, perhaps the most 

influential figure was that of Edouard Benedictus, « un etrange personnage (peintre, 

decorateur, musicien, poete et mystique); il se disait aussi alchimiste ( .... ), »388 and 

one of the witnesses at Celine's wedding to Suzanne Nebout in 1916. According to 

Gibault, « Celine a probablement fait de larges emprunts a Benedictus lorsqu'il a 

compose 'Borokrom' dans Guignol 's Band II. »389 Benedictus, like Raoul Marquis, 

who Celine was to encounter a few years later on his return from Africa, was a 

polymath, a factor which made him eligible as a contributor to Lafitte's revue the 

Eureka. He was one of those indivduals who remained in one's mind« au-dela du 

moment de leur frequentation, cornrne une de ces figures qui, du fait de leur plasticite, 

se pretent a une transposition par l' imaginaire ( .... ) »390(our emphasis) It was no doubt 

185Ce/ine: Romans t III : Guignol's Band I; Guignol 's Band II: Editions Gallimard 1988:Notice: 
p 934 
·186 Ibid p 934 
m Ibid p 934 
388 Gibault, Fran9ois : Celine :Premiere partie: Le temps des esperances (1894 - 1932) : Mercure de 
France 1985 p 202 
189 Ibid p 202 
wo Celine: Romans t III : Guignol's Band L' Guignol 's Band II: Editions Gallimard 1988: p 981 
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this quality that attracted Celine to Benedictus, as he represented the diametric 

opposite of the stifling confines of morality and social consciousness that had 

comprised the fabric of Destouches-Celine's life till then. Benedictus was so far 

removed from the "valeurs de respectabilite d'honnetete, d'effort, d'economie ou 

d'abstinence"391 that were familiar to Celine as to appear almost supernatural. He was 

a true 'Renaissance' man - a fact attested to by many who knew him at that time. It is 

a moniker that evokes the issue of regeneration and a passage to an altered state of 

being that Celine appears to have been intent on achieving, as "Le nom de Protee et 

l'idee d'homme de la Renaissance( .... ) reviennent plusieurs fois dans les 

temoignages qui le connurent. »392 Not only does Benedictus appear to have been the 

inspiration for the figure of the anarchist Borokrom in Guignol 's Band; but "il y a 

quelque chose de lui dans le personnage de Sosthene de Rodiencourt,"393 whose 

versatility almost equals that of his avatar. It is probable that Benedictus, and his later 

encounter with Madame Fraya the clairvoyant and mystic, represented Celine's first 

contact with the notion of occultism. 

The fact that Benedictus, born in 1878, was sixteen years older than Celine when they 

met, substantiates the notion that he represented a father-figure. He was thus 37 to 

Celine's 21 years, an age gap sufficient to inspire respect. Claiming to be a 

descendant of Spinoza, Benedictus' s real name was "la transposition latine du prenom 

hebrai:que du philosophe, Baruch."394 Benedictus was clearly the first Jew Celine had 

encountered, to be followed some years later by Ludwig Rajchman, an irony that 

cannot escape us, given his treatment of the Jews in the pamphlets. Two of 

Benedictus's acquaintances at that time testify to the diversity of his social contacts, 

his activities and, importantly for Celine, his esoteric knowledge : "( . . . ) il faisait 

songer, ( .... )aux alchimistes du Moyen Age, donnant !'impression d'un medium 

plongeant dans l'arcane rythmique du monde et rapportant de son voyage dans l 'au­

dela une sorte de revelation."395(our emphasis) From this description of the man, we 

deduce that Celine could have chosen no better catalyst for a journey to the au-dela 

than the master-medium himself embodied in the person ofBenedictus. 

391 Celine: Romans t III: Guignol's Band I,· Guignol's Band II: Editions Gallimard 1988 p 935 
392 Ibid 982 
393 Ibid p 981 
394 Celine: Romans t III: Guignol's Band I,· Guignol's Band II: Editions Gallimard 1988: p 982 
395 Celine: Romans t III: Guignol's Band I,· Guignol's Band II: Editions Gallimard 1988 p 983: in 
Catalogue Benedictus, Rythme et Couleur de !'Art Deco p 21 
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In a significant elaboration on Benedictus's character, another acquaintance notes that 

« Sur tout,( .... ) il a pense, agi, ecrit, sur toutes choses; des sciences humaines et sur 

celles qui sont au-dela. »396 In short, Benedictus was a "mystique inspire",397 who 

made an indelible impression on Celine, among other practitioners of the esoteric he 

recalled meeting at that time in a letter to Pierre Monnnier in 1949. In this letter, 

Benedictus is described as one of those individuals who is "laconiques, enigmatiques, 

lunaires, inattendus ( ... ) celui qui est la, ecoute tout .... Pensant qu'on ne se doute 

pas, et arrive, surgit de Sirius. »398 (our emphasis) In the phrase we have emphasised, 

Benedictus's quality of immanence could not have been better described, as Sirius is a 

star, not a planet or any other astronomical body which depends on reflected light for 

its visibility, but a generator oflight and energy in and of itself. In both references to 

Benedictus dating from the post-war era (1949) Celine emphasises his esoterism, a 

reference that is underscored in Nord with regard to the cabbalistic manner in which 

the gipsy caravan is decorated: "( ... ) les signes, les des sins .... Cest tout? .. . 

cabbalistiques, peinturlures, rose .... Vert ..... et alors? je veux tout savoir .. .. ".(Np 519) 

This passage underscores Celine's fascination for the esoteric and an ongoing desire 

to plumb its mysteries. 

Sosthene de Rodiencourt 

Another similarity between Benedictus and Sosthene de Rodiencourt is the fact that 

during the first world war, Benedictus "travailla a la mise au point de gaz de combat 

et de protection contre ces gaz."399 This serious scientific work undertaken by 

Benedictus is caricatured in Guignol 's Band, with its transposition into pure farce 

where both the ritual of experimentation and the scientist become figures of fun. The 

scientist is thus transposed into an archetypal figure of ridicule: the clown. 

196 Celine: Romans t III : Guignol's Band I; Guignol 's Band II: Editions Gallimard 1988 p 983: in 
Catalogue Benedictus, Rythme et Couleur de /'Art Deco p 983 : Note 3: Allocution de Y Rambosson, 
plaquette citee 
197 Ibid p 983 
398 Celine: Romans t III : Guignol's Band I; Guignol's Band II: Editions Gallimard 1988 :Notice p 983 
· in Monnier, P: Ferdinand Furieux letter du le avril 1949 
399 Celine: Romans t III: Guignol 's Band I; Guignol's Band JI: Editions Gallimard 1988 :Notice 
p 981 
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In the wake of the explosion of the Ferocius 92, wounded and disorientated by the 

destruction of his laboratory, Sosthene is nevertheless capable of following the 

colonel's advice not to call the police, but to celebrate the event instead: 

"Ils voulaient prevenir la police( ... . ) Le colonel les a empeches, il avait retrouve sa raison 

( ... ) 'England rule the gases ! ' le bras droit leve haut comme i;:a ( ... ) et puis trois fois de suite 

'Hip hurray ! ' le Sosthene qu' etait tout bleu de bosses ( .... ) et la bouche toute rouge de caillots 

( ... ) lui faisait echo de bon creur .... 'Hip ! Hip ! Hurray!' a plein gosier ( ... )" (GBII p 408) 

In a final flourish of caricature, Celine ironically declares that « Les gaz homicides, 

Ferocious leur avaient appris beaucoup de choses en somme et pour toutes. » 

(GBII p 408) 

Raoul Farcy 

One of the most significant transformations effected by Celine in successive vers10ns 

of Guignol's Band relates to the figure of Raoul Farcy. The first mention ofFarcy 

occurs in Guignol 's Band I in the context of a discussion between Ferdinand and 

Mille-Pattes, where the latter reports Cascade's words regarding the fact that 

Ferdinand was sent to London by Raoul Farcy: "Ferdinand nous double!. ... qu'est 

venu chez moi en ami! ... qu'etait envoye par Raoul ! ... ce pauvre Raoul ! .... » (GBI 

p 249) However, it is only in the 'confession' made by Ferdinand that the figure of 

Farcy assumes his full dimension. Even more remarkable is the fact that he is no 

longer a young man of Ferdinand's age, but one who "a l'age de son pere".400 What is 

more, in relation to Cascade, he is no longer a nephew but a "pote", adding a 

completely different perspective to his relationship with both Ferdinand and the pimp 

Cascade. 

For Ferdinand, Farcy is, like Princhard in the Voyage, and Borokrom in Bagatelles, 

"une incarnation d'initiateur a l'insoumission et a l'anarchie",401 both emblematic of a 

flight to freedom through a rebellion against the strictures of society. In comparing 

Princhard's anarchic attitude towards the given social order with that of Farcy; we 

detect parallels in both their viewpoints; "Mon ami, me confia-t-il, le temps passe, et 

ne travaille pas pour moi ... Ma conscience est inaccessible aux remords, je suis 

libere .... ( ... )Ce ne sont pas les crimes qui comptent en ce monde, ... ( ... ) ce sont les 

40° Celine: Romans t III: Guignol's Band : Editions Gallimard 1988 ; Notice: p 961 
401 Ibid p 961 
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gaffes .. . Et je crois en avoir commis une ... tout a fait irremediable ... » (V pp 66-67) 

There is an element of the deserter in Princhard, revealed in the explanation that he 

stole a pot of jam in order to« (se) soustraire a la bataille( ... ) pour revenir en paix 

comme on revient, extenue, a la surface de la mer apres un long plongeon .... » (V p 67) 

Similarly, Raoul Farcy's subversive ideology is revealed in his words "Mort aux 

vaches ! » (GBI p 269) as he is carried away by the police, accused of treason. 

However, in version (a) of this incident, what had previously appeared to be simply a 

period of convalescence in hospital, is revealed as "explicitement d'une invitation a la 

desertion, dont le fondement est sans equivoque: "L'anarchie! Monfils! 

L' anarchi e ! "402 

In the variant (a) of page 269 in Guignal's Band I; we learn how Ferdinand met Farcy 

in an episode that emphasises the bond between them, despite a clear age-difference: 

"( . ... ) toujours a l'hopital de Hazebrouckje m'etais fait un ami d'un blesse le lit a 
cote de moi ... Farci Lucien ... Exactement les memes blessures ... aux memes 

endroits ... ( .... ) I1 etait mort dans les souffrances, de la gangrene de son bras. Mais on 

avait le temps de causer, ... de se faire des projets de convalescence ... - On ira tous 

les deux a Londres chez man pate Cascade, il me disait.( . . . ) »403(our emphasis) Later in 

the same passage we learn that« I1 m'appelait toujours son fils a cause de la 

difference d'age. I1 etait de la derniere reserve( ... ) Ca lui faisait [14] au moins dauze 

ans de mieux. » (our emphasis) 404 We conclude that Farcy represented a father-figure 

for Ferdinand, both from the degree of bonding and identification that appears to have 

existed between them, as well as the fact that Farcy was an initiator, both in terms of 

liberating him from the hospital as well as introducing him to Cascade: "Moi qu'etais 

un petit cave de naissance, employe et tout, fils de mes parents, <enfance de boulot> 

dessale mais soumis a mort, il m'avait drolement affranchi le Lucien de l'hosto. <;::a 

nous avait bien reunis la fa9on qu'on etait sonnes nous deux exactement pareils, des 

blessures juste aux memes endroits et dans nos deux lits cote a cote. »405 (our emphasis) 

402 Celine: Romans t III: Guignol's Band : Editions Gallimard 1988; Notice: p 961 
403 Celine: Romans t III:Guignol's Band!: Editions Gallimard 1988 : p 1091 
404 Ibid Notes et variants: p 1091 
405 Ibid : Notes et variant es : p 1091 
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Borokrom 

The figure of Borokrom is introduced to us near the beginning of Guignol 's Band I as 

"un vrai archange au declin de son aventure, encore tout de meme assez fringant, 

meme resplendissant dans un sens." (GBI p 100) We learn that he is known as 

'Borokrom' for his knowledge of chemistry and the "bombes406 qu'il avait 

fabriquees" (GBI p 100) during his youth. Borokrom makes Ferdinand laugh - a factor 

which cannot be underestimated, as it indicates the degree to which Borokrom is an 

initiator into another way oflife, a lighter side where Ferdinand finds release in 

laughter, freeing him from the contraints of the world he had known up to that point, 

and an element he was to introduce into his entire body of work. Indeed, in Bergson's 

view,« [le rire] fait que nous tachons tout de suite de paraitre ce que nous devrions 

etre, ce que nous finirons sans doute un jour par etre veritablement. » 407 

However, Ferdinand, the narrator of Guignol 's Band advises us from the outset that 

there is far more to Borokrom than a simple jovial pyromaniac, as we learn that only 

later was he to come to appreciate "du poids de l'homme, de sa valeur sous des dehors 

incongrus" (GBI p 100); the narrator also became aware of his own "connerie"in failing 

to recognise Borokrom's true value from the outset. According to Godard, the 

reference to Borokrom's anarchy, if one compares it with the passage devoted to the 

figure of 'Boro' in Bagatelles pour un massacre, associates him with "une philosophe 

ou du moins a une vision des hommes et de la societe attribuee ailleurs a 
Bardamu."408 The fact that both Borokrom and Bardamu share the same anarchic 

ideology, coupled with a particularly optimistic nature that is emblematic of anarchy 

in itself, renders both the individual (Borokrom) and his singular version of that 

ideology portrayed in Bagatelles "un initiateur potentiel a des idees dont la 

decouverte pourrait avoir ete decisive pour Celine. "409 

406 Note: 4 p 1023: Les borures de chrome obtenus par combinaison du chrome avec le bore existent 
bien en chimie; ils n'ont pas de propriete explosive. En revanche, le chromate de baryum associe au 
bore entre dans la composition de melanges pyrotechniques. 
407 Henri Bergson : Le Rire : Essai sur la Signification du comique : Ancienne Librairie Germer 
Bailliere : Felix Alcan, Editeur Paris 1900. ppl 7-18 
408 Ibid Notice: p 936 
409 Ibid: p 936. Of all the principal figures present in the two published versions of Guignol 's Band, 
Borokrom is the only one to survive in the synopsis of the third unpublished version. One can only 
surmise that Celine intended to make the reader aware of the full "poids de l'homme" in this version, 
which underscores the notion that he represented an important role as both father-figure and initiator in 
Celine's life. 
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However, in an echo of his treatment of Dr Rajchman in L 'Eglise, and of Raoul 

Marquis in Mort a credit, as well as Benedictus, Celine could not resist the temptation 

to caricature the prototype Borokrom represented: "Dans le cas de 'Borokrom', 

comme dans celui de Benedictus, l'imaginaire semble se venger par la caricature 

d'une seduction ou d'unefascination initiale."410(our emphasis) Once more, we witness 

a symbolic diminution (at best) and an assassination (at worst), of the father-figure 

whom Celine had initially held in esteem, and who he appears to have wished to 

reduce to the sum of his individual parts - no more than a sketch, an outline, 

emphasising all that was ridiculous in the man in an attempt to 'contain' him. The 

extent of Ferdinand-Celine's admiration for, and subsequent disillusionment with the 

figure of Borokrom becomes apparent when one analyses the description of him in 

Bagatelles pour un massacre: 

« J'ai des idees moi, d'ailleurs sur la monarchie absolue, je les tiens d'un anarchiste, que j ' ai 

connu autrefois a Londres, un anarchiste authentique - un Bulgare- un pachyderme pour le 

po ids. ( .... ) J' etais qu 'un petit j eune homme pas tres affranchia l' epoque. J e l' admirais 

enormement. J'etais facile a mystifier. » (our emphasis) 

This statement is revealing in that it implies that when he first encountered Borokrom 

(or his prototype), Ferdinand- Destouches was still inexorably tethered to a life of 

convention from which he sought to escape, and Borokrom thus represented one of 

the mechanisms to achieve that freedom. However, in his ironic rider to the same 

paragraph Celine also caricatures himself and his gullibility at the age of 22 when he 

first visited London, admitting that he was "facile a mystifier", an admission which in 

itselfreveals a desire to be free of the shackles of convention at all costs- even to the 

point of self-delusion. 

Cascade 

Of the figure of Cascade, pimp and uncle of Raoul Farcy who Destouches had 

encountered at the hospital Val-de-Grace, "le texte ne dit rien qui ne le valorise."411 

Between Cascade and Brokrom, these two men reveal to Ferdinand "un monde moral 

entierement nouveau" - one which Ferdinand would wholeheartedly embrace. 

Although details of his life there are sketchy, the degree to which London marked 

410 Ibid Notice p 986 
411 Celine: Romans t III: Guignol's Band L- Guignol's Band II: Editions Gallimard 1988: Notice: 
p 935 
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Louis Destouches is evident in the passport photograph taken of him at that time, one 

which reveals a young man who is "( ... ) hirsute, la chemise ouverte, plus rien a voir 

avec l'ecolier de Saint-Joseph des Tuileries, ni avec le fringant cuirassier de 

Rambouillet ( .... )"412 

Cascade possesses all the characteristics of an idealised father-figure; not only is he an 

avowed pacifist, his nephew having perished as a result of his war wounds ( or having 

been executed as a traitor, depending on which version of Guignol 's Band one reads), 

he also represents the sensibility and pragmatism characteristic of the archetypal 

father-figure also portrayed in the figure of Ferdinand's uncle Edouard in Mort a 
credit; "Il est d'abord l'homme du recours et de la securite calme, la bonne humeur, 

mais il est aussi l' etre sensible, capable apres la mort de son neveu d 'un chagrin vrai 

et durable( .... )."413 But above all, and given Louis Destouches' experience at the 

Front, Cascade is a pacifist, an « ( ... ) ancien refractaire reste intact dans son refus de 

la guerre, avec laquelle il persiste a ne vouloir avoir aucun contact »414 In fact, his 

unshakeable opposition to war in any form represents « une sorte de contre-example 

du Bardamu des premiers pages du Voyage». In his opposition to war and 

warmongering in general, Cascade's pacifism extends to his refusal to profit from 

war-suppliers, also barring from his establishment the Leicester "tout journal 

susceptible de bourrer les cranes" with war propaganda. 

Having occupied centre-stage throughout the entire first part of Guignol 's Band, 

Cascade retires to the background during the central episodes, only to reappear 

towards the end of the novel in association with those relating to van Claben's corpse. 

The synopsis of the third version of Guignol 's Band reveals that Celine had attributed 

a major role to Cascade in a version in which he would no doubt have "pris toute sa 

stature."415 In terms of a father-figure, we note that as solid and dependable as 

Cascade might have appeared to be at the start of the novel, Ferdinand "qui pouvait 

s'estimer tire d'affaires, protege par Cascade et sur le seuil d'une vie nouvelle",416 is 

weighed down by the responsibility of two murders and the impregnation of a minor! 

412 Gibault, Frarn;ois : Celine :Premiere partie: Le temps des esperances (I 894 - 1932) : Mercure de 
France 1985 p 173 
413 Celine: Romans t III: Editions Gallimard 1988: Notice: p 935 
414 Ibid p 935 
415 Celine: Romans t III: Editions Gallimard 1988: Notice: p 936 
416 Ibid p 937 
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Above all, he is sought by the police, as well as by Cascade himself, "de protecteur 

d , ,,417( . evenu persecuteur . our emphasis) 

Clodovitz 

Although Clodovitz occupies a fairly minor role in Guignol 's Band, we believe he 

may nevertheless be classified as a father-figure who initiated Ferdindand into another 

way of life; in this case, his medical career: "C' est comme c;a que j 'ai debute, un petit 

peu ainsi clandestin, au London Freeborn Hospital avec le Dr Clodovitz, dans la 

carriere professionnelle."(GBI p 160), where he learns to administer injections as well 

as the customary medical reassurance "Soon be over!" (GBI p 159) Although 

"Clodovitz ne fait que passer" in the novel, the fact that he afforded Ferdinand "ses 

premieres experiences d'infirmier, ( ... ) n 'est pas rien."418 (our emphasis) 

In the synopsis of Guignol 's Band III in the episode where Virginie is hospitalised at 

London Hospital, they are greeted by none other than "Yudenzweck" who "nous voit 

arriver",419 the name given to Rajchman in L 'Eglise. According to Godard,« La 

mention qui suit de la formule Soon be over ne laisse aucun doute sur !'identification 

de ce medecin du London Hospital avec le Clodovitz des parties redigees du 

roman. »420 Moreover,« L'etonnant est que ce nom de Yudenzweck, qui souligne 

l 'origine juive du personnage, est celui qui etait donne au troiseme acte de L 'Eglise au 

Directeur des Compromis de la Societe des Nations' inspire a Celine par celui qui 

l' avait recrute et avait ete son superieur et longtemps son protecteur ( .. .. )le Dr 

I udwig Rajchmann » ( ... )421 We are therefore left in no doubt that Ludwig Rajchman 

and possibly also Athanase Foll et were prototypes for the figure of Clodovitz in 

Guignol 's Band. 

417 Ibid p 938 
418 Celine: Romans t III; Editions Gallimard 1988: Notice: p 935 
419 . . Ibid: Appendzce II: p 765 
420 Ibid Notes et variants: p 1169 
42 1 Celine: Romans t III: Editions Gallimard 1988: Notice: pp 1169 - 1170 
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Rivals 

Death by caricature 

But what was Celine's motivation in caricaturing those he most admired? We believe 

the answer to that question lies in Baudelaire's essay De !'essence du rire422 quoted at 

the start of this chapter. Celine's compunction for caricature appears to stem from a 

desire to gain ascendancy over those father-figures whose various abilities he admired 

and, in so doing, to defray any feeling of awe they might have inspired in him. 

Gaining power over those figures by transposing their actual character traits through 

caricature inevitably imbued the author with a feeling of superiority over those father­

figures who he perceived as rivals in various domains. 

In a dual process ofreduction and extraction, the 'Other' is demystified through the 

mechanism of caricature, rendering him tenable through a process of containment that 

exorcises any element of fear he might have evoked. That fear relates not only to an 

abject terror of a higher authority represented by class or economic structures, but also 

to a more fundamental dread of the 'Other'; the unknown - those who differ 

fundamentally from oneself. It is the "autre vous-meme" (V p 63) one's double thus 

incarnated through the process of "depouill[ ation]" or reduction - a form of 

crystallisation of the essential elements in man that renders the 'Other' tenable while 

simultaneously creating a double capable of imbuing the individual with the strength 

to deal with the vagaries of human nature that would otherwise have been destructive. 

That process is a shield against destruction. We therefore deduce that the creation of 

the Double with its attendant function of transcendence to the au-de la is emblematic 

of Celine's desire to develop and restore his creative impulse, and to release it from 

the element of fear that would necessarily have inhibited its progress. 

Celine was to continue this cycle of destruction of successive father-figures through 

the act of writing, notably in the form of caricature. Not only did he caricature Dr 

Rajchman in both L 'Eglise and Bagatelles pour un massacre, as Yubelblat and 

Yudenzweck respectively, but he went as far as showing Rajchman the text of the 

former work, an act he recounts in Bagatelles, comparing his superior at the SDN to a 

duckbilled platypus: "Il me rappelait du Zoo de Londres, cet animal extravagant 

422 Baudelaire, Ch: De /'Essence du Rire: CEuvres de Baudelaire t II: Bibliotheque de la Pleiade 1932 
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l'omithorynx qui est si habile, le faux castor incroyable, qu'a un bee enorme d'oiseau, 

qu'arrete pas aussi de plonger, de fouiner, de revenir. ... "423 When he shows Rajchman 

the text ofl'Eglise which caricatures him, he is surprised at the response,"( ... ) une 

petite grimace ... 11 n'ajamais oublie .. ( ... ) J'avais pince la seule corde qu'etait 

defendue, qu' etait pas bonne pour les joujoux ( ... ) »424 

In Mort a credit, a similar desire to diminish the father-figure through caricature 

occurs in the case of Courtial des Pereires. Whereas the real scientist Henry de 

Graffigny was optimistic regarding the outcome of rivalry between aviation and 

aeronautics (hot-air ballooning) referred to earlier, his fictional counterpart debunks 

and mocks this assertion through the person of his transposed character. And in 

Guignol 's Band, it is significant that many of the positive elements present in 

Benedictus are caricatured in the figure of Sosthene de Rodiencourt, in another 

instance of what appears to be a desire to diminish or 'kill' the power of the father 

figure, or at the very least, to contain it. We gain the impression that Destouches­

Celine, having been disappointed in his natural father, refuses to allow those that in 

real life approach the ideal image of a father that he seeks, (Rajchman, Benedictus), to 

supplant Femand Destouches. Benedictus's authentic scientific knowledge is 

caricatured on two counts in the person of Sosthene de Rodiencourt - both with 

regard to the episode of the "gaz de combat" as well as an interest in esoterism. In the 

caricature of Benedictus transposed as the figure of Sosthene de Rodiencourt, Celine 

creates "une sorte de frere jumeau de Courtial des Pereires",425 a caricature 

accentuated by the fact that Benedictus was a man of a completely different calibre to 

Raoul Marquis, and as such, entirely lacking the aspect of charlatanism intrinsic to 

Marquis. Godard attributes Celine's difference in approach towards Benedictus 

compared with that of Marquis to "!'appreciation des reactions de Celine face a 

l'occultisme,"426 and particularly the fact that at the time he was writing Guignol's 

Band, his contact with Theophile Briant, the poet from St Malo, had renewed his 

interest in the occult. 

423 L-F Celine: Bagatelles pour un massacre: Les Editions de Denoel: Paris 1937 p 102 
424 Ibid pp l 02-103 
425 Celine: Romans t III : Guignol's Band I; Guignol's Band II: Editions Gallimard 1988: Notice: 
pp 984-985 
426 Ibid p 985 
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Paternalism 

From the above, it becomes clear that two categories of father-figures appear in the 

novels we have included in this chapter; those who initiated Destouches into a 

medical career and those who inspired Celine's literary vocation. The two frequently 

overlap, as in the case of professors Follet and Brindeau who encouraged Celine to 

write his medical thesis on Semmelweis, which in tum inspired his literary career. 

It must be noted that all the paternal influences in Celine's life were underpinned by 

the existence of his biological father Femand Destouches, who represented all that his 

son wished to escape, hence his unconscious search for an idealised father figure 

capable of initiating him into a way oflife that was free from paternal censure and 

prejudice, into an au-dela where his creative genius could take root and flourish. The 

incidence of caricature appears to occur in direct proportion to the degree of esteem in 

which he held a particular figure, Ludwig Rajchman being a case in point. 

From the above, we conclude that the father figures present in Voyage au bout de la 

nuit, Mort a credit and Guignol 's Band I and IL represent a literary mechanism 

employed by Celine to attain release from both the stifling censure of his early years 

embodied in the figure of his biological father Femand Destouches, as well as the 

societal repression he encountered as an adult in French society. The au-dela, 

caracterised by a state of weightlessness, implies an altered state of being that is 

propitious for the realisation of all artistic creation, and one which Celine sought to 

attain through the medium of the father figures as metaphors for figures of the 

Double-as-Rival represented in the works we have discussed. 
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Chapter Three 

Dancing - and singing - with Dionysos 

Dionysos, the divinity in whom both comedy and tragedy are embodied, is also one 

who loved to dance. Fundamentally transgressive, we believe he was the wellspring of 

Celine's creative impulse, culminating in the radiance of his counterpart, Apollo. 

Frequently imbued with pessimism, the Dionysian figure in Celine's work is a foil for 

the divinity's own Double, that of Apollo who is emblematic of immancence; the 

embodiment of aesthetic fulfilment. In this chapter we explore the interrelationship 

between the two divinities as an incarnation of Celine's figure of Double in the 

context of the production of the author's poetic prose. 

Celine's love of dance and song is fundamental to his artistic production, 

underpinning the narrative throughout his reuvre. This is revealed in a letter to the 

actress Marie Bell written in 1943 where the author underscores the importance of 

song, in particular emphasizing its ascendance over speech: "Ne jamais oublier que 

l'Homme chantait avant de parler. Le chant est nature!, la parole est apprise. Les 

sources a poesie sont au chant-pas au bavardage. »427 We would add that dance is 

equally important in this equation, and that a combination of dance and song, of 

Dionysian intervention, is the duality that underpins Celine's poetic prose. It is 

therefore not fortuitous that Celine's entire oeuvre culminates in a work that bears the 

name of a dance; Rigodon. In addition, this word appears as a verb in a phrase from 

Guignol 's Band II, in which the narrator celebrates the spirit of youth in the face of 

the ineluctability of death: "La Verite c'est la mort! .... J'ai Jutte gentiment contre elle, 

cotillonee, l'ai festoyeee, rigodondee, ravigotee a tant et plus! ( ... )" (GBII p 341) 

Guignol 's Band is infused with Dance, present in the form of the pixie-like Virginia 

who literally skips her way through the novel, the embodiment of weightlessness, 

contrasted in that novel with the narrator's tendency to limp in times of crisis, as 

though encumbered by the pressure of life. And in Feerie pour une autrefois, the 

narrative is suffused with song that is a mixture of chanson populaire in the form of 

operetta and bat-musette, and operatic aria. In this novel, song fulfills the role of the 

chorus in Greek tragedy, encircling the tragic events that are taking place and relaying 

427 Celine : Lettres a Marie Bell : Lettre du 15 avril 194 3 : Editions du Lerot 1991 : p 17 
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them to the reader/spectator. In each case, the presence of dance and song culminate 

in a level of lyrical prose that surpasses that of Celine's early novels, with the 

exception of certain passages from Guignol 's Band and the pamphlets. The 

conclusion of Les Beaux Draps is a case in point. There is no doubt that the degree of 

poetic excellence attained by Celine in these works is the outcome of a Dionysian 

intercession; the production of a dithyrambe428 equal in beauty to that of an 

Archiloque.429 It is in this context that we choose to interrogate the presence of dance 

and song- and, by implication, music - in Celine's works. 

Ascension, evasion 

Man's attempt at ascension may be described as one of his most overtly subversive 

acts, in that it represents a flouting of the laws of gravity. At the opposite end of the 

spectrum of the notions of weight and weightlessness depicted in Celine's oeuvre, we 

are witness to the deformity of the cripple who is, as a result of this handicap, 

essentially earthbound. Clemence, the mother of Ferdinand the narrator of Mort a 
Credit is a case in point. However, this form of handicap is not confined to Celine's 

second novel, as the narrator of Guignol 's Band is occasionally afflicted by bouts of 

limping, especially when under duress. 430 The notion of flight or evasion necessarily 

accompanies that of ascension, as it too expresses an attempt at escape from the 

shackles of everyday life. Evasion could therefore be defined as the horizontal 

equivalent of a vertical trajectory towards freedom. Images of ascension, of flight and 

of evasion abound in Celine's works, starting in the Voyage with those of phantoms 

soaring above the Place du Tertre, a juncture where Bardamu and Tanya are well 

placed to view them, having arrived "au bout du monde", further than which it was 

impossible to venture, because "apres 9a il n'y avait plus que les morts." (V p 366) Of 

all the images of flight and of ascension present in Celine's works, this one in 

particular illustrates the significance of an attempt to escape the human condition; a 

projection of the desire of the narrator Bardamu - and of those hero-narrators to 

428 Dithyrambe : Antique grecque : Poeme lyrique a la louange de Dionysos : Le Grand Robert de ·la 
langue fram;aise p 1595 
429 Archiloque: Poete grecque (Paros v- 712 - apres -648) Le plus ancien representant connu du 
lyrisme personnel. Enfant naturel d'un noble Parien, colon de Thrace, et d'une esclave condamne a une 
carriere miserable de mercenaire, il chanta la vie du guerrier, sa brutalite. Vivant et gai, melancolique et 
dedaigneux, frondeur et passionne, il reste essentiellement individualiste. 
430 « Me voila dehors, la chaussee, l'avenue ... je boite un peu » (GBII p 349) ; « ( .. ) je boite ... c;:a fait 
rienje colle ! ils s'occupent plus de moi tousles deux ( ... ) Je la sens majambe mon bras tout... je 
boite,je tangue, roule ( ... ) » (GBII p 467) 
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follow - to transcend the state in which they appear to be confined. Ascension, and by 

implication, the dance, are simply degrees in the conquest of verticality and a 

concomitant liberation from one's earthbound state. In flight, man appears to be 

weightless and free of mortal constraint, a notion described by Nietzsche in his work 

Thus spake Zarathoustra: «Zarathoustra's supreme wish is to 'dance above the 

heavens', as he who one day was to teach men to fly would have removed all 

boundaries; for him those limits themselves would have taken flight into the 

ether. » 431 ( our emphasis) 

Steps 

In tum, the notion of ascension is also associated with that of the ladder or staircase 

which cannot fail to evoke the continual cycle of the narrator's descent and ascent in 

F eerie pour une autre fois II. At the start of the novel he descends seven floors on a 

staircase that is in ruins, parallel to a lift-shaft that evokes an image of the nether 

world: "Ah, mais, pas de vertige! la cage, la ouverte! l'ascenseur! le fond, le trou, tout 

jaune! tout phosphore! ... c'est a se retenir, raccrocher dur! houle .... pas houle! ( ... )" 

(FIi p 232). Shortly after this episode, the narrator falls into the lift shaft - a descent 

which in itself appears to be a version of flight in reverse: "je vacille, ( ... ) j 'aurais 

chavire depuis belle! ( ... ) une trombe me happe! ( ... ) m'arrache d' Arlette( .. . ) au 

trou! Je plonge! ( ... )la cage! le vide ... ( ... ) ouj'ai chu? ( ... ) sur l'ascenseur ! ( ... ) » 

(FIi p 242) 

Later in the novel, Ferdinand is once more precipitated into the lift shaft, from which 

he is able to extricate himself: "une autre houle m'attrappe, m'envoie l'autre bout 

sous l'ascenseur dans le trou de la cage! Yous croiriez pas !. .. J'en sortais ! je m'etais 

extirpe !miracle ! me voila renfourne 432profond ! » (FIi p 321) (our emphasis) Arlother 

image of the bowels of the earth appears in the form of a crevasse which Ferdinand 

succeeds in traversing, only to be smothered by the inert body ofNormance. It would 

seem that images of the nether world appear continually as a temptation to Ferdinand 

to descend and obliterate himself in their depths; a temptation he resists in his 

43 1 «Legrand desir de Zarathoustra est de 'danser par-dela des cieux', car celui qui unjour apprendra a 
voler aux hommes aura deplace toutes !es bomes; pour lui !es bornes memes s'envolerant en 
I ' air. » Nietzsche, F : Ainsi parfait Zarathoustra : Paris 1936 : p 115 quoted in Brun, J : Le retour de 
Dionysos: Les Bergers et !es Mages: Paris 1976 : p 21 
432 We believe that Celine's use of this word implies a salvation, embodied in Dante's allegory of a 
descent into Hell and a subsequent rise to Paradise 
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continual attempts at ascension and evasion on both horizontal and vertical planes. 

This is achieved by traversing the crevasse and climbing out of the lift shaft. In an 

image of sacrifice redolent of rites designed to appease a divinity, the corpse of 

Normance is thrown in the lift shaft; an event that is accompanied by the emanation of 

flashes oflight, of sparks, as though in recognition of the sacrifice offered: "je croyais 

pas la fosse si profonde. ( ... ) comme une bombe il fait! une bombe molle ... une 

bombe de viande ( ... ) un petit silence( ... ) et filfn1t une de ces giclees d'etincelles ( ... ) 

du fond de la fosse ! quell es eclaboussures ! plein le couloir !. .. bleues ! vertes !. .. 

rouges !. .. juste le temps defermer les yeux ! » (FIi p422) (our emphasis) The poetry of 

this image is heightened, not only by the evocation of sparks of varying colours that 

issue from the shaft, but also in Celine's advice to the reader who wishes to embark 

on an imaginative journey offered at the start of the Voyage: "Et puis d'abord tout le 

monde peut en faire autant. Il suffit de former les yeux." (V p5) 

Following this incident, Ferdinand is hoisted onto Ottavio's shoulders and carried up 

the ruined staircase, all the while threatened by the menace of the open maw of the 

crevasse: "heureux qu'ils me culbutent pas au trou!" (FIi p 429) Although essentially a 

positive trajectory, the ascent is perilous, haunted by the continual attraction of the 

abyss and its implication of human sacrifice: "la fosse! ... s'il derape, s'il loupe, je 

plonge avec lui! On ira retrouver le Normance!" (FIi p 430), thus accentuating the 

atmosphere of impending tragedy that pervades the novel. Ferdinand's sense ofrelief 

on regaining his apartment on the 5th floor is palpable, having escaped the abyss, even 

though the building is in ruins : "je revois tout l' escalier a jour! ... a travers les 

lattes .... J' essaye de compter les paliers ... deux, trois, quatre ! " (FIi 431) Once again, 

Ferdinand, carried by Ottavio, descends the stairs, but this time his descent is a slow 

one, as opposed to his free fall into the lift shaft. This instance of descent appears to 

be consensual, and therefore not one that requires the 'redemption' of an ascent as a 

representation of a rite of initiation; in Ferdinand's case, an initiation into a state of 

freedom from his own figurative weight. : "La mystique apparente !'ascension le long 

de l'echelle a une ascension speculative permettant a l'homme des 'initier a une gnose 

qui fait de lui la creature ayant retrouve l'intineraire a partir duquel elle naquit de son 
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Createur."433 The narrator is thus enabled, through the cycle of descent and 

subsequent ascent, to regain his 'supreme knowledge', that of artistic creation. 

Daemon 

Similar to the figure of Mille-Pattes, Jules is a malevolent Double of the narrator, 

perhaps even more so than his predecessor in Guignol 's Band. For this reason, his 

ascent of the Moulin de la Galette and subsequent ignominious descent, assisted by 

Mimi attains a special significance, as it is the obverse of a descent into the nether 

world and subsequent rise to a state ofredemption. Already tainted in Ferdinand's 

eyes by his seduction of Lili-Arlette the narrator's wife, Jules, from his vantage point 

on the platform appears daemonic : « Plus encore qu'un sorcier, qu'un demon au 

pouvoir necessairement limite, voire que l' Antechrist en personne, le cul-de-jatte se 

revele etre un veritable substitut malefique de l' autorite divine ; 'il a tout fait au 

doigt I son doigt I autre chose que l'atome ou napalm I le Deluge au doigt I a son 

doigt I' »434 However, gradually he is divested of his power, first losing his crutches, 

stripping himself naked, to be clothed later by Mimi in a travesty of women's 

clothing. As was the case in the satumale at the Touit-Touit club involving the Double 

Mille-Pattes, the scene of debauchery where Mimi dances the cancan and later 

urinates on the platform is accompanied by dance and song, redolent of a Dionysian 

orgy: "Elle releve sajupe. Encore plus! ... et hop la! Lajarnbe! ( ... )le cancan au 

milieu de l'avenue! .... La bouteille sous le bras ! ( ... )Mimi ! elle chante et elle 

danse !" (FIi p 385) Here too the image of the ladder assumes an inverse mythical 

significance, as it is the means to ascend to Jules, the source of Evil and a parody of 

Christ on the cross, an image that is reinforced by Ferdinand's insistence that the 

cripple is thirsty, just as Christ was offered vinegar to slake his thirst: " . . . le raidillon 

.. .. La grande echelle! Elle yest ... elle est a la grande echelle! ( ... ) c'est une hauteur 

comme echelle ! ... et verticale ! » (FIi p 386) 

The personnification of Evil, Jules observes Mimi's tortuous climb from his vantage 

point : « Du Crime, la-haut, le Jules l' attend ! .... il est penche au-dessus de l' echelle ... 

il l 'attend, tout nu dans sa caisse. » (FIi p 386) Completing the scene of debauchery, 

433 Brun, J : Le retour de Dionysos : Les Bergers et les Mages: 1976: pp21-22 
434 Mance!, Y : Feerie pour une autre fois : la realite au service de la fiction : Magazine litteraire 
septembre 1976 No 116: p 27 
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and indeed accentuating the element of Dionsysian revelry with which this scene is 

imbued, Jules grabs the bottle of vulneraire from Mimi and drinks it all ! Once on the 

'poop deck'- the dunette 435- Mimi proceeds to strip naked, placing her wig on Jules' 

head, and insisting that the cripple dress himself in her clothes, thus completing the 

travesty of the situation, one which leaves him emasculated and divested of his 

daemonic power: " . .. et puis elle veut qu'il s'habille lui! Qu'il reste pas tel quel! Nu 

du tronc! ( ... )le boa! Lajupe. ( . . . ) elle qu'a le droit d'etre nu, pas lui ! ( .. . ) c' est elle 

a present qu'a la loi !il a plus de cannes ! plus defers! ( . . . ) elle le menace!" (FIi p 

387) As if on cue, signifying the annihilation of daemonic power through purification 

inherent in this ritual, dawn brings with it the promise of a new day : "( . . . ) en plein 

soleil ! qu'on !'admire! 11 fait un vrai temps magnifique! Un soleil de renouveau!" (FIi 

p 387) (our emphasis) Sounding the death knell of Jules' daemonic reign, the narrator 

informs us that « Jules est plus rien ( ... ) »(FIi pp 387-388) The demi-god has become a 

fallen angel, who, from commanding the bombardment of the RAF bombers in the 

sky, "lui qu'avait mene tout le Deluge!" (Fil p 388), has evolved to a pathetic creature, 

comparable to that of Mille-Pattes in Guignol's Band, in the presence of the 

'Camarde' who, significantly, also arrives at dawn, as if to signal that these two 

creatures of the night and the nether world - Jules and Mille-Pattes- are unable to bear 

the light of day. Just as Mille-Pattes shrinks to no more than a "petit clinquement de 

bouts de bois!" (GBII p 511), Jules, deprived of his power, "se tient peinard ... et meme, 

recroqueville!" (FIi p 388). 

Accentuating the reverse images of Evil in ascension and Good in descent, Ferdinand 

observes that«( ... ) le trou au Ciel s'etait referme ... comme sous la voute , notre 

crevasse .... ! je vous note: matinee splendide ! » (FIi p 388) (our emphasis) The radiance 

of the day has divested Jules of Evil, thus revealing the Satyr's original nature as: 

"( ... ) the archetype of man, the embodiment of his highest and most intense emotions, the 

ecstatic reveler enraptured by the proximity of his god, the sympathetic companion in whom 

the suffering of the god is repeated, one who proclaims wisdom from the very heart of nature, 

a symbol of the sexual omnipotence of nature which the Greeks used to contemplate with 

reverent wonder."436 

435 A nautical term which we examine in our chapter on Shakespeare and Celine 
436 Nietzsche, F : The birth of tragedy and The case of Wagner: Trans. Walter Kaufmann: Random 
House 1967: p 61 
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Flight 

However, superior to an initiation through a form of ascension evoked in this novel, is 

that of flight, in which man finds himself liberated from the weight of earthbound 

attachment: « ( ... ) mais l' ascension par le grimper est depassee par le vol dans lequel 

l 'homme se trouve libere de la pesanteur le rattachant a sa planete originelle ( ... ) 

l 'homme ne se sent plus perdu dans le labyrinthe de l' existence mais, tel Dedale, il 

domine ce qui fut le terrain de sa condition itinerante. II se trouve ainsi comme ravi a 
lui-meme. »437 Thus robbed of himself and literally relieved of the burden of his 

terrestrial condition, he is weightless, and free to transcend all that had bound him to 

the earth and to pursue his authentic trajectory. In Celine's case, we believe this was 

aesthetic expression. The dance is a prime example of this form of ascension, the aim 

of which is a repudiation of the ego through the intercession of Dionysius: "Dans la 

mesure ou le Zarathoustra de Nietzsche peut etre tenu pour le porte-parole de 

Dionysos, il est tout particulierement instructif de voir en quoi la danse ( .... ) se 

rattache a la repudiation de l'ego ( ... ) »438 

Journey 

Inherent in the notions of evasion, flight and elevation is the concept of the J oumey 

which is the matrix upon which the narrative of Celine's oeuvre is founded. It is 

significant that the title of his first novel includes the word Voyage, while that of his 

last novel Rigodon, denotes a dance. Embarking on a journey is in itself a 

transgressive act, requiring the traveler to forsake all that is known and familiar in a 

quest for understanding, not only of ourselves, but of the world in which we live. In 

Nietzsche's description of the traveler, we discover the notion of an ascent in order to 

gain tru~ insight and perspective of our lives: « il faut ( ... ) se placer en dehors de la 

morale, grimper, monter, voler jusqu'a quel point de vue au-dela de notre bien et de 

notre mal et se liberer de toute 'Europe'; cette Europe etant entendue comme une 

somme de jugements despotiques qui nous sont entres dans le sang. »439 This citation 

is emblematic of both Celine's attempt to come to terms with the molar, repressive 

elements in a society that repelled him, as well as his quest for a more profound 

knowledge of himself. 

437 Brun, J : Le retour de Dionysos : Les Bergers et les Mages : 1976 : p 22 
438 Ibid p 21 
439 Nietzsche, F: Le gai savoir Ch Le 'Voyageur' parle: p 213 
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However, Nietzsche cautions that in whatever context we embark on our own 

particular journey, the essential element for the attainment of true knowledge is an 

assessment of our own 'weight'. The implication is that the 'lighter' we are at the 

outset, the more fruitful the result of our quest: "( ... ) le principal est de connaitre 

notre 'pesanteur specifique'. II faut etre extremement leger pour pouvoir emporter si 

loin la volonte qu'on a de connaitre ( ... ) »440 That quest will necessarily involve 

severing ties with those objects that impede our journey towards a true knowledge of 

ourselves and our epoch, as « II faut s' etre detache de bien des choses qui nous 

pesent, qui nous entravent, nous tiennent courbes, nous allourdissent ( ... ) »441 In order 

to achieve this degree of knowledge, a degree of heroism is required, one which 

requires the individual to "Aller en meme temps au-devant de sa plus grande douleur 

et de son plus grand espoir."442 . It is in this spirit that the the narrator-travelers in 

Celine's novels in the figures of Bardamu, Ferdinand or Celine-as-narrator, embark on 

their own particular journeys which are simply tropes of a larger journey undertaken 

by the author Celine in search of himself through the intercession of the Double. 

Dionysos and Apollo 

Apollo or Phebus (gr P.hoibus) whose moniker was the 'Brillant' is the Greek god of 

light. Son of Zeus and of Leto, he is the god of divination, of music and of poetry as 

well as warrior and shepherd. A sun god, he is also vindictive and violent, wracked by 

transports of anger. He is the divinity who reigns over the plastic arts of painting, 

sculpture, writing and poetry. In contrast, Dionysos, also called Bacchus, is the 

divinity who has control over the non-plastic arts of music, dance, song and theatre.443 

According to Nietzsche, Dionysos is characterized by an opposition to rationalism and 

Socratic metaphysics, thus personifying the sincerity of instinct, intuition and laughter 

in harmony with Apollo's equilibrium. This notion finds its parallel in Celine' s 

vaunting of instinct and emotion over rationalism. We submit that through the 

440 Nietzsche, F: Le gai savoir Ch Le 'Voyageur' parle: p 213 
441 Ibid p 213 
442 Ibid p 135 
443 Tom by his father Zeus from the womb of his mother Semele who died in her sixth month of 
pregnancy, Dionysos is carried to full term by being sown into his father ' s thigh. For this reason, 
Dionysos is often referred to as being 'born of Jupiter's thigh'. According to legend, the young 
Dionysos is delivered by jealous Hera to the Titans who dismember him, consuming the fragments of 
his body. 
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transgressive intercession of Dionysos present in Celine's figures of the Double, the 

author was able to attain an Apollonic degree of poetic prose that might be termed 

'brilliant' in acknowledgement of that divinity's presence in the textual outcome of 

the author's work. 

Importantly, the synthesis of both Apollo and Dionysos is the wellspring of artistic 

creation; a synthesis of both plastic and non-plastic art, which is inherent in Celine's 

work. That synthesis is evident, not only in the poetic prose and the painterly images 

it evokes, but also in the music, dance laughter and song with which Celine's works 

are imbued. This synthesis, which reaches its culmination in Guignol 's Band and 

Feerie pour une autre fois, has gradually been introduced through the Voyage and 

Mort a credit, only to slowly fade from sight in the trilogy. Music, dance and song are 

therefore the mainspring of Celine's oeuvre, as their culmination also coincides with 

the epitome of his poetic prose. In terms of a symmetry that echoes the cadence of 

Celine's melodic prose, it is also significant that both Guignol's Band and Feerie pour 

une autre fois are the only works that comprise two parts, in addition to which they 

occur midway in the trajectory of the author's literary production. 

The Apollo-Dionysos alliance is, however, never complacent or unperturbed, as it is 

rooted in productive conflict, which in tum engenders artistic creation: "These two 

different tendencies run parallel to each other, for the most part openly at variance; 

and they continually incite each other to new and more powerful births, which 

perpetuate an antagonism, only superficially reconciled by the common term 'art' 

( ... )"444 We believe that the continual conflict present between protagonists in 

Celine's works - and in particular in the rivalry between the hero and his Double - is 

an allegory for the fundamental Apollonian-Dionysian conflict which is at the heart of 

artistic production. Just as the elements of song and dance reach their apogee in both 

Guignol 's Band and Feerie pour une autre fois, so too does the degree of conflict 

between the protagonists and their Doubles in these novels, attaining an apocalyptic 

level in the latter work through the intercession of the narrator's Double Jules. 

Concomitantly, both works display a level of poetic prose unrivalled in both the 

preceding works as well as those which were to follow. 

444 Nietzsche, F: The Birth of tragedy and The case of Wagner: Random House 1967: p 33 
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Tragedy 

Defined in terms of the laws of Attic tragedy which presupposes the ineluctability of 

Fate and, by implication, an acceptance of death, Celine's works appear to bear the 

seal of this notion which, in tum, embraces the synthesis of both Apollonian and 

Dionysian elements in which, "( ... ) by a metaphysical miracle of the Hellenic 'will', 

they appear coupled with each other, and through this coupling ultimately generate an 

equally Dionysian and Apollonian form of art - Attic tragedy."445 This definition also 

explains the plethora of quotations in both Guignol 's Band and Feerie pour une autre 

fois taken from Shakespeare's play Hamlet. In that work, the figure of Hamlet who, in 

his indecision, expressed in the phrase 'To be or not to be, that is the question', 

embodies the qualities of the Dionysian individual: 

"For the rapture of the Dionysian state with its annihilation of the ordinary bounds and limits 

of existence contains, while it lasts, a lethargic element in which all personal experiences of 

the past become immersed. ( ... )But as soon as this everyday reality re-enters consciousness, it 

is experienced as such, with nausea: an ascetic, will-negating mood is the fruit of these states. 

In this sense, the Dionysian man resembles Hamlet: both have once looked truly into the 

essence of things, they have gained knowledge, and nausea inhibits action; for their action 

could not change anything in the eternal nature of things;( ... )"446 (our emphasis) 

The narrator's conflation of the well known citation from Hamlet as« Binotoubi »447 

(FI pl 14) in Feerie I is a metaphor for this lethargy in the face of the ineluctability of 

Fate, which is also the hallmark of authentic, Attic tragedy. 

Blueprint 

In the creative rivalry between the archetypal Doubles, Apollo and Dionysos which 

results in artistic production, we discern a blueprint for the nature and activity, as well 

as its artistic outcome, in the rivalry inherent in Celine's figures of the Double. Just as 

conflict is inherent in the relationship between Apollo and Dionysos, so too is it 

present in the contention which exists between Celine's narrators and their Doubles. 

However, as we have seen from the archetypes of Apollo and Dionysos already 

examined, that outcome is always positive, as it results in artistic production. It 

445 Ibid p 33 
446 Nietzsche, F: The Birth of tragedy and The case of Wagner: Trans. Walter Kaufmann: Random 
House 1967: pp 59-60 
447 Godard, H : Notes et variantes :t IV: Editions Gallimard 1993 : « La premiere partie du vers sera 
citee plus loin dans le livre, p 114, sous la forme celinisee « binotoubi ». Le meme vers sera repris, 
egalement en deux fragments dissocies, dans Feerie II.»: pp 1226-1227 
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therefore follows that the degree of rivalry present between the narrators and their 

Doubles is directly proportional to the calibre of poetic prose present in Celine's 

works. An example of this is the association between the narrator of Feerie I and II 

and the figure of Jules, - perhaps the most malevolent figure of the Double in Celine's 

entire oeuvre- and the degree of poetic imagery present in a synthesis of both the 

plastic and non-plastic arts; that of Apollo and Dionysos. While the former divinity is 

present in the level of poetic prose in the text, the latter's presence is felt in the non­

plastic art forms of music and song. 

The entire narrative schema of Feerie pour une autre fois appears to bear the seal of 

Dionysos, characterized as it is by an inebriated style expressed in the staccato rhythm 

of the prose as well as the actions of the protagonists which resemble those of 

inebriated individuals. Indeed, a literal and figurative state of drunkenness pervades 

the novel, augmented by the Dionysian revelry of music, dance and song. In contrast, 

very little of Apllo's characteristic dreamlike state appears to exist, as it is overtaken 

by the apocalyptic events of the novel. The seal of Dionysos (or Bacchus) is stamped 

on the events which take place during the period of a single night of bombardment 

during which the inhabitants of a building are obsessed by the ongoing quest for a 

bottle of vulneraire, a herbal infusion with an alcohol base or a form of wine. Whether 

actually inebriated or not, the comportment of the inhabitants of the rue Girardon 

building display similar tendencies, falling against one another, staggering in their 

attempt to remain upright and engaging in outlandish acts such as the use of 

Normance's cadaver as a battering-ram to gain access to an adjoining apartment. This 

leaves the reader in no doubt that Feerie II is literally under the influence of 

Dionysos. The scenario is one of a drunken orgy, exacerbated by the fact that Lili, the 

narrator's only stable bastion against chaos continually goes missing, leaving him 

bereft of his 'compass' to guide and stabilize him. In effect, Ferdinand-Celine has lost 

his 'North Star': "Lili! Lili! aucune reponse! ... pas le moindre echo de sous la table." 

(Fil p 322) The entire narrative is, in fact, a 'spectacle', as suggested by Bellosta in her 

remarks concerning the figure of Jules in F eerie pour une autre fois I and II"( . .. ) 
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Jules est un outil forge pour la theatralisation de l'oeuvre plus qu'il n'est un 

personnage. » 448 

Individuation 

It is in contemplating the disruption of the principle of Individuation - man closed to 

the world and turned in on himself - that, according to Nietzsche, we gain an insight 

into the essence of Dionysos' transgressive nature and his power to overturn a given 

status quo: "If we add to this terror the blissful ecstasy that wells from the 

innermost depths of man, indeed of nature, at this collapse of the principium 

individuationis, we steal a glimpse into the nature of the Dionysian, which is brought 

home to us most intimately by the analogy of intoxication."449 Concomitant with that 

rupture is the emergence of incandescent, immanent nature of man. If we examine the 

close of most of Celine's novels, we discover that each one terminates on a note of 

hope; the dawn of a new era, as experienced by each of Celine's narrators; one which 

is suffused with radiance at the close of a trajectory imbued at best with misery; at 

worst with horror: "C'est l'aube. L'aube habituelle des fins de romans celiniens, 

lorsque se dissipent les cauchemars. »450 

In the Voyage we witness a Bardamu contemplating the scenario he finds most 

inspiring; that of boats on the Seine; the sound of a tug-boat in the distance, inviting 

the barges, the city, man himself, to join its journey towards a new dawn; the image of 

flux and of renewal: "Il appelait vers lui toutes les peniches du fleuve toutes, et la ville 

entiere, et le ciel et la campagne, et nous, tout qu'il emmenait, la Seine aussi, tout, 

( ... )" (V p 505). And in the final pages of Mort a credit we see the narrator Ferdinand 

secure in the care of his uncle Edouard, on the point of making a decisive change in 

his life after the debacle experienced in the company of Courtial des Pereires at 

Bleme-le-Petit. This change is symbolized in Ferdinand's new-found confidence in 

his ability to make a change in his life by resisting the prospect of a comfortable 

bourgeois life with his uncle; one which was born of his communion with the cosmos 

448 Bellosta, M-C: Feerie pour une autre fois 1 et 2; un spectacle et son prologue : La Revue des lettres 
modernes. L-F Celine: Paris 1974 : p 44 
449 Nietzsche, F: The Birth of tragedy and The case of Wagner: Trans. Walter Kaufmann: Random 
House 1967: p 36 
450 Vitoux, F : Louis-Ferdinand Celine : Misere et parole: Les Dossiers Belfond 1987 : p 183 
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through the intercession of Courtial des Pereires: "Je veux m'en aller, mon oncle ... Je 

veux partir!. ... Je veux partir loin! ... " 

(MaC p 1096) There is no doubt that Courtial inspired this decision, as Ferdinand had 

earlier recalled his mentor's instruction in the names of the celestial bodies; one which 

had given him a perspective on his own place in the universe: "Quand je me sentais 

m'etourdir, je regardais plut6t en l'air. ... ~a m'attenuait les malaises de relever la 

tete ... Le ciel etait d'une grande clarte ( ... ) Je reconnaissais toutes les etoiles ( ... )et 

je savais bien les noms: ... » (Mac p 1087) 

Equally optimistic is the ending of Guignol's Band II (Le Pont de Landres) which 

sees the trio Sosthene de Rodiencourt, the narrator Ferdinand and a pregnant Virginie 

traversing London Bridge towards the promise of a new era in their lives. The 

optimism of this episode is underscored by Sosthene's conflation of song and dance, 

combining a music-hall song by Mayol, La petite dame du metro451 with a dance that 

is imbued with laughter and a spirit of freedom, shared by Virginie: "Il gambille, il 

s' emoustille ... Les sautes de vent l'attrappent. .. l'embarquent. ( ... ) Ils sont aux eclats 

tousles deux .... ( ... )~a yest! C'est le bout! On arrive! Le pont franchi ! ( . .. ) Ils 

sont aux anges, ils esclaffent, ils savent plus comme c'est rigolo ! » (GBII p 759) 

Accentuating the camivalesque frivolity of the occasion are Ferdinand's closing 

words in the novel : « C'est moi le pitre maintenant. » (GBII p 759) On this occasion, 

the promise of a new dawn is underscored by Virginie's pregnancy, literally signaling 

the birth of a new chapter in the protagonists' lives, although we know from the 

synopsis of Guignol 's Band III that when her baby Angeline is two months old, 

Virginie is destined to die in a fire. 452 

Despite the apocalyptic events that precede it, the close of Feerie pour une autre fois 

II (Normance) is equally imbued with a sense oflightness implicit in song and 

dance 453 , which sees the narrator in the company of the concierge Madame Toiselle 

and his wife Lili-Arlette making their way towards the metro in the dawn that follows 

the horrific events of the previous night's bombardment of Montmartre: "C'est Estelle 

451 Celine : Romans t III Notes et variantes: p 1166 
452 Celine :Romans t III : Appendice II: Synopsis de 'Guignol 's Band II'; « Elle se jette dans 
l'incendie, dans !'immense brasier. » p 768 
453 Ferrier, M: Celine et la chanson : Editons du Lerot 2004 : p 406 : « Veronique: opera-comique en 
3 actes de Messger, livret de Vanloo-Duval (cree aux Bouffes-Parisiennes en 1898, 217 
representations). Celine en extrait le refrain des« couples d 'Helene » au finale du premier acte ... . » 
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et Veronique! Messieurs, prenez-nous! ... "454 Although not specifically designated as a 

dance, the manner in which Celine evokes the trio's halting progress towards the 

safety of the metro is reminiscent of a dance to the accompaniment of Mme 

Toiselle's bell:" .. .pang! Direling! Direling! j'y arrache sa cloche!( ... ) etj'y envoie 

loin! ... aux paves qu'elle va ! ... cogne !. .. rebondit !. .. » (FIi p 486) And in a 

potentially tragic situation in which the narrator loses his manuscripts, the reader 

nevertheless gains the impression that the loss is cathartic, the relief of a burden, and 

the acceptance of the inevitability of Fate: « ... on allait au metro, c'est tout!. .. et l'air 

etait bourre de papiers, voila!. .. par tornades! des papiers a moil ( ... ) voila les faits, 

exactement. .. » (FIi pp 486-487) The ironic, phlegmatic tone of the narrator exorcises 

any sense of tragedy or loss inherent in the situation, once more making way for an 

optimistic ending to the novel; one which is imbued with hope. 

In the conclusion to D 'un chdteau l'autre, which brings with it the promise of an 

escape from the stifling enclave at Sigmaringen, the optimism inherent in that 

deliverance is heightened by the presence of pregnant women on the return train from 

Hohenlychen, and by the literal delivery of a baby: "( .. . ) tout de suite je propose, ou 

nous en sommes c'est le mieux, qu'elle descende a Siegmaringen, avec nous!. .. 

qu'elle accouche a Siegmaringen ... j'ai tout ce qu'il faut a Siegmaringen .. .. » (CAp 

286) The positive note on which this novel ends is accentuated by the return from 

hospital of Celine's patient Mme Ni9ois, accompanied by her ebullient friend Mme 

Armandine who proceeds to celebrate her own return to health by dancing for 

Ferdinand and Lili:" ... 'vous meme! ... et madame aussi peut voir! Votre femme! . .. 

elle est danseuse, il parait! Regardez ! ' Elle se leve du bane, elle part au milieu de la 

pelouse ... et la, elle se retrousse ! et hop !. .. jupe, jupons ! et elle se renverse !. ... . a la 

renverse ! pont arriere ! en souplesse: ... et la comme 9a une jambe en l'air, toute 

droite, dardee !. .. comme la Tour Eiffel ·1. .. » 

(CA pp 298- 299) In situating this scene just before the novel's end, Celine ensures that 

Madame Armandine becomes emblematic of a new start, one that is underscored by 

her commitment to maintaining a youthful appearance: "On applaudit. . . elle 

454 Celine :Romans t III Notes et variantes: Note 2 : « Ces vers sont les premiers d 'un air celebre de 
Veronique, operette de Messager datant de 1898, c'est-a-dire contemporaine de deux reuvres lyriques 
Jes plus citees dans le roman, La Boheme et Louise. Veronique est un nom d'emprunt du personnage 
qui s'appelle en realite Helene. »: p 1353 
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attendait. .. lajambe en l'air. .. et elle se remet debout ... en souplesse! Et elle se 

rafistole ... les cils, les yeux, la beaute! ( ... ) Claudine a l 'ecole ! ( ... )"(our emphasis) 

(CAp 299) 

Although the ending of Nord is sombre following the murders in quick succession of 

the Rittmeister, the Revizor, the Landrat Simmer and the legless cripple the 'fils von 

Leiden', it nevertheless demonstrates the promise of a liberation from the horror of 

Zornhof, a virtual prison without walls. That liberation is embodied in the arrival of 

Werner Goering against an initial backdrop of Le Vigan's rendition of Y avait dix 

jilles dans un pre!, one of the songs listed by Ferrier under the heading 'Par la grace 

de la patrie: !es chants de bataille' 455 Initially appearing to be ill-placed at that 

solemn moment, even indiscreet, it is, in fact Le Vigan's rendition of this song that 

breaks the ice, causing the general to join in the song: "Mes voeux! Priers a 
Celime .. e .. ne! Toutes mes graces a la Du ... mai ... ai .. ne!" (Np 697). Goering's 

suggestion to Barras that they speak French « Alors Harras, parlons frarn;ais ! »(Np 

698), effectively signals the success of the exercise which ends with the authorization 

Celine had sought, sealing his permission to leave Zornhof for Ro stock: "Parlons 

frarn;ais! ... La chanson reussit le miracle, a cet instant crucial du recit, de placer la 

negotiation sur le terrain de predilection du narrateur: la langue frarn;aise .... »456 

United in a commonality of song the narrator and the German general, who is also a 

medical officer appear to have entered into a fraternal relationship characterized by a 

dialogue demonstrating a mutual admiration expressed in the frequency of the word 

confrere: Celine: "L'illustre confrere hesite ( ... );Goring: "Yous aussi voulez-vous 

(signer) confrere." (Np 700) (our emphasis) 

The conclusion to Rigodon, the last novel in Celine's reuvre, encapsulates a key theme 

that traverses the author's work: the promise of a regeneration following apocalyptic 

events, in which we discern a metaphor for the ongoing creative rivalry between 

Apollo and Dionysos and its outcome in the fullest form of artistic expression: 

« Through Apollo and Dionysos, the two art deities of the Greeks, we come to 

455 Ferrier, M: Celine et la chanson: Editions du Lerot 2004: pp 168-169: « Nous sommes a Zornhof, 
ou le narrateur et Le Vigan attendent l'arrivee du medecin general Werner Goring, qui doit venir 
enqueter sur les deces du Rittmeister, du Landrat et du cul-de-jatte. C'est aussi lui qui, finalement, peut 
leur delivrer l'autorisation de passage pour Rostock, afin de poursuivre ce periple vers le Nord qui 
donne son titre au roman. 
456 Ferrier, M: Celine et la chanson: Editions du Lerot 2004: p 169 
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recognize that in the Greek world there existed a tremendous opposition, in origin and 

aims, between the Apollonian art of sculpture, and the nonimagistic, Dionysian art of 

music. »457 That regnerative calm is expressed in the silence that surrounds the trio of 

Celine, Lili and Bebert in Copenhagen's public gardens, underscored by a quality of 

animal, instinctual silence that is embodied in the form of Bebert the cat: "Bebert 

comprend nos conditions, je suis sur qu'il en sait plus qu'il dit et meme sur ce qui va 

se passer ... le silence animal c' est quelqu 'un ( ... )" (R p 922) And although there is no 

overt presence of song and dance as a liberating element in this final episode of 

Celine's last novel, it is imbued with one of the most poignant poetic images in 

Celine's oeuvre, implicit in the presence of the exotic birds, exiles like their human 

counterparts, and also famished escapees from the 'prison' of a local zoo, one of 

which, the 'lyre bird' an explicit reference to a musical instrument.: " .. . et une 

'aigrette' ... celle la surement pas du Danemark! ( ... ) ils viennent expres! .. . et un 

'oiseau-lyre' .. ; c'est a manger qu'ils voudraient. .. (les oiseaux) doivent venir comme 

nous d'en bas, de 'zoos' en Allemagne, bombardes ( ... ) » (R pp 922-923) The 

trajectory of the main protagonists in Celine's novels - the hero and his Double - has, 

after a series of peregrinations reflecting their gradual metamorphosis, culminated in 

this moment of profound, liberating silence that parallels the conclusion of a journey 

undertaken by the author himself. 

Dance 

Dance, coupled with song is perhaps one of the most ancient expressions of carnival. 

Indeed, « ... .la fete se definit toujours par la danse, le chant, !'ingestion de nourriture, 

la beuverie. I1 faut s'en donner tout son soul, jusqu'a s'epuiser, jusqu'a se rendre 

malade. C'est la loi meme de la fete. »458 However, we note that the phenomenon of 

carnival also embraces that of war in Celine's works, where an apparently destructive 

force is also one of creation in a reversal of a state of chaos: « La guerre est assimilee, 

au niveau de l'image, au principe chaotique le plus fondamental : les forces du 

457 Nietzsche, F: The Birth of tragedy and The case of Wagner: Random House 1967: p 33 
It is important here to include the French translation of this passage which, we feel, better illustrates the 
dichotomy between Dionysian and Appolinian art forms: « C 'est a leurs deux divinites de I' art, 
Apollon et Dionysos, que se rattache la connaissance que nous pouvons avoir, dans le monde grec, 
d'une formidable opposition, quanta l'origine et quant au but, entre l'art plastique - !' art apollinien -
et !'art non plastique qui est celui de Dionysos. »: Nietzsche, F : La naissance de la tragedie : Editions 
Gallimard 1977 : 
pp 41-42 
458 Caillois, R: L 'Homme et le sacre: Editions Gallimard 1950 : p 129 
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desordre qu'elle met en reuvre offrent un avant-gout de la fin prochaine. I1 est clair 

que la destruction guerriere - principe desorganisateur par excellence 459 - est chez 

Celine de nature apocalyptique. »460 We believe that Celine's antimilitarist stand is 

essentially paradoxical, as despite his criticism of the lack of humanism and innate 

decadence present in war, he nevertheless employs its evocation as a creative device, 

a centrifugal force for the production of his poetic prose in the spirit of a carnival a 
rebours. The evocation of chaos therefore demonstrates a regression to a primordial 

pre-mechanised state; one which Deleuze defined as 'molecular' and propitious for 

creation as opposed to a 'molar' state which represented the opposite: 

"Le desordre du champ de bataille prefigure le chaos apocalyptique dont il est !'expression en 

petit, la mise en abyme. Le theme du chaos - qui ne peut manquer d'evoquer la dissolution 

finale - rejoint celui de la perte de la spiritualite, cher a Celine. ( . .. )Les images qui evoquent 

la maladie, la pourriture, la dissolution, la guerre ou la perte de la spiritualite sont done toutes 

complementaires et relevent de la meme hantise du declin et de la meme perspective 

eschatologique. »461 

It is for this reason that we view the intentional evocation of war in Celine's works as 

a literary device consciously deployed as a positive force for creation. 

For Celine, the dance appears to be the most eloquent expression oflife and creativity: 

"( .. . )Pour delirerjuste il faut que cela prenne au trognon de l'Homme de son ame, 

pas de sa tete et meme le Grand Meaulnes .... Si vante ... Crottes de biques ( .. . ) nous 

ne dansons plus ... Danser tout est la - Nietzsche (si surfait) ne se trompait pas - 'je ne 

croirai a un dieu que s'il danse', s'il raisonne ce cuistre a l'ecole ! »462 And two years 

later, in a letter to Albert Paraz, on outlining the principle behind his metro emotif the 

author declares:"( ... ) Je me sers du langage parle, je le recompose pour mon besoin -

mais je le force en un rythme de chanson - Je demeure toujours en danse. » 463 Celine 

completes the equation with an avowed admiration for the perfect body (and 

dedication) of the dancer. And at a social level, in his pamphlet Les Beaux Draps, 

Celine exhorts French citizenry to « ( ... ) rapprendre a danser. La France est demeuree 

heureuse jusqu' au rigodon ( . .. ) Si on chante plus, on trepasse, on cesse de faire des 

459 Dionysiac and transgressive 
460 Verdaguer, P: L 'Univers de la cruaute : une lecture de Celine: Librairie Droz 1988 : p 179 
46 1 Ibid p 181 
462 Hindus ; M: Celine tel queje l'ai vu : Editions l'Herne 1999: p 147: lettre du 12 juin 1947 
463 Cahiers Celine 6: Lettres a Albert Paraz 1947 - 1957 : Editions Gallimard 1980 : lettre du 19 sept 
1949 : p 178 
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enfants, on s'enferme au cinema pour oublier qu'on existe, on se met en caveau 

d'illusions, tout noir, qu'est deja de la mort ( .... ). »464 

Even the highly controversial anti-Semitic content of the Bagatelles pour un massacre 

is, to a certain extent, disencumbered of its polemical content by the presence of ballet 

scenarios which had not featured in Celine's work since L 'Eglise, but which were to 

become "an increasingly important symbol oflife in his work. "465 Life, or rather a 

life-force is always implicit in death, as they are binary opposites. For Celine, that 

life-force was symbolized by the dance, embodied in several dancers, including his 

wife Lucette Almansour, the Lili-Arlette of his later novels. The dancer-cum-life­

force is also present in L 'Eglise as Elizabeth Gaige, based on Celine's then­

companion, the dancer Elizabeth Craig to whom the Voyage was dedicated. 

Ariel 

The dance, and its expression in both its formal and informal sense, pervades Celine's 

work. It is present, not only in the formal ritualistic dance performed by Sosthene de 

Rodiencourt in Guignol's Band, in which the Vega dances are performed with the 

express purpose of initiating its adepts into the mysteries of supernatural forces . 

Indeed, Sosthene is "Le Roi des danses transcendentes!" (GBII pp544-545) declares 

Ferdinand the narrator of this novel. It is also present in the innate expression of dance 

embodied in Virginie's bounding steps: "mais non! Elle reste pas en place ... c'est le 

mouvement sa nature( ... ) elle rebondit, pirouette en lutin dans la piece autour de moi 

( ... ) je vois une malice dans ses yeux ! » (GBII pp 333-334) Underscoring the 

predominance - and the significance - of dance in Guignol 's Band is the recurrence of 

the names of specific forms of dance such as "Gambade, Sarabande!" (GBI p 105), 

"espiegles farandoles", (GBI p 106) and and the verbalization of the word rigodon 

relating to Borokrom's musical performance: "C'est une affaire! ... 

riguedondonne!. .. " (GBI p 193) to mention just three examples. 

An analysis of the frequency of dance depicted in each of Celine's novels reveals a 

direct parallel between the extent to which dance is represented, and a level of poetic 

464 Les Beaux Draps : Nouvelles Editions Frarn;aises 1941 p 148 
465 Nettlebeck, C: Journey to the end of Art: The evolution of the novels of Louis-Ferdinand Celine: 
PMLA 87.1 (1972) p 83 
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prose attained in the narrative. In the Voyage, apart from the images of various sailing 

vessels on the Seine, there is very little imagery that depicts an attempt to elevate 

oneself above the constraints of an earthbound existence. Indeed, dance - and song -

only appear to fully emerge in Celine's oeuvre from Mort a credit onwards. In this 

novel, dance, and a desire for elevation are expressed in Courtial des Pereires' 

attempts at hot-air ballooning together with the mention of specific dance forms such 

as the "Gavotte" (Mac p 965) the name of Courtial' s house; the "farandole" (Mac p 960) 

and the association of the act of dancing with the name of a specific dance: "Les 

m6mes ( . .. ) Ils gambadaient avec (Mme des Pereires) un genre farandole." (MaC p 

1033) This dance is accompanied by the singing of a folk song, La fille a la meuniere 

or La Gigouillette .466 Later in the novel, even the Chanoine Fleury, unaware of 

Courtial's suicide, and despite Irene de Pereires' attempt to break the news to him, 

continues to perform what becomes a grotesque danse macabre: « Lui s'arretait pas 

pour si peu!. .. Il continuait a gambader! Sautiller! ... Gambiller: ... ( ... ) I1 pretait pas 

attention . . . 11 faisait de la grande cabriole: et puis encore d'autres petits bonds: .. » 

(Mac p 1011) 

It is through the medium of song and dance that man manifests his affiliation with a 

superior order to a degree that he is "on the way towards flying into the air, 

dancing"467; an observation that cannot fail to recall Sosthene de Rodiencourt's mystic 

'danse de Vega'. Moreover, in embracing the essence of a Dionysian power, man is 

"( ... )longer an artist, he has become a work of art."468 (our emphasis) This force, 

incarnate in dance and song is, in effect, an initiation into the secret rites and 

mysteries ofEleusis, an agrarian cult dating from the 14th Century BC.469 The 

powerful call to initiation embodied in these rites is encapsulated in Nietzsche's 

rhetorical question: "Do you prostrate yourselves, millions? Do you sense your 

Maker, world?"470 

466 Celine :Romans t I Notes et variantes : « La fille a la meuniere, dite aussi La Gigouillette, est une 
chanson du folklore frarn;;ais , sur laquelle on dansait la gigue. 
467 Nietzsche, F: The birth of tragedy : Random House 1967: p 37 
468 Ibid p 37 
469 Eleusis devint une ville sacerdotale ou Jes Atheniens s'initiaient aux mysteres d'Eleusis au cours de 
rites secrets. : Le petit Robert dictionnaire des noms propres : p 654 
470 Nietzsche, F: The birth of tragedy : Random House 1967: p 38 

152 



However, it is Bagatelles pour un massacre and, to a certain degree in Les Beaux 

Draps, Guignol 's Band and Feerie pour une autre fois that dance and song truly 

emerge as a liberating force capable of transforming apocalyptic horror into an 

incandescence reminiscent of Apollo, the 'Brilliant'. This state excludes all possibility 

of individuation through the dissolution of man's jealously-guarded individuality. In 

short, the outcome is an example of poetic prose that rivals Archiloche's dithyrambe, 

and one which is unequalled in most of Celine's work. Indeed, in an apparently 

improbable pairing, a carnival version of dance serves as a metaphor for war in Feerie 

pour une autre fois II: « La guerre - ou foire de la mort - est I' expression la plus 

manifeste du delire violent de l'homme. »471 The link between the bal musette or 

popular fairground dance and war is thus spelled out clearly in the above novel in a 

description of the bombing of Montmartre witnessed by the narrator and his wife: 

" ... et broummm! En l'air! Tout vogue .... Toute la girandole ondule entre les etoiles ... on 

voit les etoiles dans le jonquille ... le ciel est en mer de jonquille ... les moulins aussi quittent 

le sol ! ( ... )De notre balcon ... on est dessous maintenant! ( ... ) mais on domine les jardins .. .. 

les jardins crepitants, flambants .... On domine .... Les bosquets, charmilles . .. les socles des 

moulins ... le bal champetre ... la petite estrade a chansons ... » (FIi pp 186-187) 

While it is one of the most poetic images in the work, this evocation of a 

bombardment also presages annihilation, in a synthesis of war and carnival noted by 

Verdaguer: 

"L'image du bal-musette ( ... ) evoque clairement l'idee de desordre final: il ne s 'agit de rien 

d'autre que d'une danse macabre. Toute danse chez Celine est par definition macabre, 

puisqu'elle releve des plaisirs illusoires et de l'aveuglement humains. ( ... )Par perversion 

symbolique, la 

farandole et le rigodon evoquent les massacres et les bouleversements apocalyptiques. »472 

(our emphasis) 

One has only to refer to the last passage ·of Les Beaux Draps to verify this statement 

encapsulated in a passage which is redolent with dance, song and weightlessness: 

« Diaphanes emules portons ailleurs nos entrechats!. ... en sejours d'aeriennes graces ou 

s'achevent nos melodies .... ( .. . ) Diaphanes de danse! Desincames rigododants! Tout 

allegresse! ( ... )Plus rien ne pese! Plumes d'envol! Au <liable lourds cadrans et lunes! plumes 

de nous! Tout poids dissous! Ames au vol!( ... ) Volee d'etoiles! .. . tout alentour tintent 

clochettes! ... c'est le ballet!( .. ) pirouette, farandole a ravir! ... ritounelles argentines .. . 

471 Verdaguer, P: L 'Univers de la cruaute: une lecture de Celine: Librairie Droz 1988 : pp 193-194 
472 Ibid p 197 
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musique de fees!( ... ) tout s'evapore!. ... deux trilles encore! ... une arabesque !. .. ( ... ) 

fa ... mi .... re .... do .... si! ... "473 

Festivity 

The 1940 bombing of the Orleans bridge in the opening sequence to Guignol 's Band 

evokes images of both people and objects in defiance of gravity, in tum reminiscent of 

the dance, in a novel whose very matrix is war and its consequences.474 One of those 

outcomes is that of evasion, a leitmotif that in this novel exceeds the narrator's similar 

compunction in Voyage au bout de la nuit and Mort a credit. It is not surprising that 

the theme of both world wars should pervade this novel, as Celine wrote it essentially 

during the early years of the second world war, with the memory of his previous 

experience of combat still fresh in his mind, and publishing the first part of the novel 

in 1944 in haste, "because les circonstances si graves qu'on ne sait ni qui vit ni qui 

meurt!"475 . These words, evoked in the Preface to the novel heighten a sense of 

urgency and impending disaster which pervade the work. 

In the novel's initial paragraph, the 'dancers' are not human beings but personalised 

inanimate objects, their lack of humanity dispelled by the nouns and verbs used to 

describe their 'dance' caused by the bombardment in which we cannot fail to discern 

the disruptive force ofDionysos: "Un gueridon vogue et fend l'air! ... Oiseau de 

marbre! Virevolte, creve la fenetre en face a mille eclats! ... tout un mobilier qui 

bascule, jaillit des croisees, s'eparpille en pluie de feu! »(GBI p 87) These images, 

which continue to 'bombard' the reader for several pages, culminate in a passage that 

is one of the most poetic in the entire novel : « J e voyais plus haut maintenant que les 

nuages ... ( ... )la vision feerique ... une main coupee je voyais ( ... ) aux fetes du Palais 

des Nuits. » (GBI p 94) The scene is thus set for Dionysos' dance to perform its magic, 

transforming a potentially horrific episode into poetry in a novel which culminates in 

473 Les Beaux Draps: Nouvelles Editions Fran9aises 1942 : pp 220-222 
474 Celine:Romans t III Editions Gallimard 1988 : « Aussi bien les images de la guerre ne sont-elles pas 
absentes de ces deux romans. Non seulement le recit fait par Celine en 1957 montre comment la 
premiere Guerre mondiale devait devenir le sujet meme de Casse-Pipe et la justification de son titre, 
mais cette guerre ( ... )est comme le creur invisible des deux romans. ( . .. )Pour le Ferdinand de 
Guignol's Band, la guerre est devenue un passe dont il ne parvient pas a se detacher. Les souvenirs du 
front le suivent ou qu'il aille, ( ... )Un extraordinaire obsession de la guerre parcourt ce roman d'un 
bout a l'autre» : p xviii 
475 Guignol's Band : Preface: p 83 
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its chief protagonists, including the narrator Ferdinand dancing and singing as they 

make their way across London Bridge towards a new life. 

We submit that Celine's obsession with war and its omnipresence in the novels 

Guignol 's Band I and II, is directly proportional to the degree oflyricism achieved by 

the author in these works, as war, an inherently transgressive act, evokes a Dionysian 

force capable of transforming the horror and discord of armed combat into poetic 

prose. Like a doctor prescribing a cure, did Celine not suggest that the sole antidote to 

war and 'robotisme' was to a return to man's "rythme emotif propre."476? Indeed, the 

last word of the last part of Bagatelles, the ballet 'Van Bagadan' is that of a dance: 

"contre toute cette joie, cette folie .... !'immense farandole ... "477 , albeit that of a danse 

macabre. The presence in Bagatelles of dance, in the form of no less than three 

ballets, La Naissance d'une fee, Voyou Paul, brave Virginie and Van Bagadan cannot 

be ignored, as their function appears to be an antidote to the virulence of the narrator's 

prose which comprises an anti-Semitic tirade directed principally against France's 

Jewish population. We also cannot ignore the significance of the frequent use of the 

verb virevolter used to describe both the dance of the elves in La Naissance d 'une fee, 

and the 'dance' of the inanimate objects in the opening scene of Guignol 's Band: "Au 

lever du rideau, les petits esprits de la foret dansent, sautent, virevoltent ... . " (BM p 17) 

and "Oiseau de marbre! Virevolte, creve la fenetre en face a mille eclats!" (GBI p 

87)(our emphasis) Virtually sandwiched between the poetic prose and imagery of two 

ballets, the vituperative narrative of Bagatelles is diminished, and divested of its 

power to contaminate the reader. Similarly, Les Beaux Draps concludes on a note that 

denotes the dance, lightness of being and magic, thus somewhat attenuating the bile 

contained in the preceding prose: "Que tout se dissipe! Ensorcelle! Virevole! a nuees 

guillerettes! ( ... )a grand vent rugit et qui passe!"478 

These extracts from Bagatelles pour un massacre and Les Beaux Draps encapsulate 

Celine's bitterness towards the Jewish race; one which, on a fundamental level 

appears to be embodied in the refusal or deprivation of the act of Dance, and which 

thus extends far beyond the irritation the author felt towards a race who he perceived 

476 Bagatelles pour un massacre : Les Editions Denoel Paris 1937 : p 191 
477 Ibid p 3 79 
478 Les Beaux Draps: Nouvelles Editions Frarn;:aises 1941 : p 222 
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to be intent on leading France into another world war. Significantly, in the context of 

the role of the dance in Celine's works, and in particular in Bagatelles where no less 

than three ballets are presented, one of the reasons suggested for Celine's rancour 

towards the Jews was his perception that Jewish theatrical producers were reluctant to 

stage his works. This sentiment is articulated in the text of Bagatelles by the figure of 

Gutman on his return from the 'Exposition': " 'C 'est encore plus juif Ferdinand, que 

je l'avais imagine!' Il m'avouait ( ... ) qu'il avait pourtant rencontre des Juifs d'un 

racisme effrayant. .. tout bouillannants de juda"isme ( . .. ) » (BM p 40). By refusing 

Celine the possibility of Dance per se, the Jewish race in the person of the author's 

protagonist Gutman is effectively depriving him of his lifeblood - that of a Dionysian 

catalyst for the conversion of the horror of war into poetic prose. Human nature is 

inclined to fear most the deprivation of an element oflife upon which it is most reliant 

for its existence. In Celine's case that element was the Dance, a metaphorical 

expression of his poetic artistry; hence his fury and terror at the prospect of his 

lifeblood being denied him. 

Heart of darkness- and of light 

If Guignol 's Band provided the setting for war, Feerie pour une autre fois is its 

incarnation. For that reason alone, Celine's prose attains the culmination of its poetic 

expression in this novel ; and, as a corollary, his evocation of dance and song. 

However, the novel not only expresses the immanence of war, but also anticipates the 

setting for the Trilogy. Starting with Celine's memories of a prison cell in 

Copenhagen's Vestre Faengsel set in 1947-1948 depicted in Feerie 1, the author 

returns to the early years of the war in the period 1942-1944 and the April 1944 

bombardment of Montmartre in Feerie 11 (Normance) . 

No linear narrative structure exists in either volumes of this novel. Indeed, it would 

have been inappropriate to have attempted to introduce order into a text which 

expresses apocalyptic events in which Dionysian intercession predominates. As in the 

opening scene of Guignol 's Band 1, individuals do not voluntary go through the 

motions of the dance; rather, they are made to dance, like puppets on a string, 
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manipulated by the force of the bombardment. Dehumanised479, « Ce ne sont plus des 

voisins en tant qu'individus du genre humain qui degringolent l'escalier pour aller se 

refugier dans les caves : ce sont des paquets de viandes agglutines les uns aux autres, 

masses amorphes dont les fonctions excretrices se trouvent decuplees par la peur. »480 

(our emphasis) In an apocalyptic situation such as Celine describes in Feerie II, any 

action is futile, as it is powerless in the face of the ineluctability of Fate. Just as Pliny 

the Elder481 witnessed the eruption of Mount Vesuvius in AD 79, impotent when 

confronted by advancing disaster, and conscious of his imminent extinction,"( . .. ) 

Celine ne peut remedier a 1' Apocalypse. Sa seule mission consiste a en prendre acte. 

A la decrire, non a la guerir. "482 To this end, imagery is of prime importance, and it is 

this factor that dominates in Feerie 11, in an ongoing pervasive dance that unites both 

plastic and non-plastic art forms, thus pitting Dionysos against Apollo in a gigantic 

battle for the soul of the artist - Celine - in a bid to effect a metamorphosis that will 

see him become a work of art in a fusion initiated by Dionysos and achieved in an 

Apollonian incandescence. 

In his work on Celine, Vitoux perceives Bebert the cat as the final figure of the 

Double of Celine; a figure with whom the author identifies as he would with his own 

nature - or rather, that part of his nature which is purely instinctive, emotional and 

animalistic: "Bebert qui apparait la plus que jamais comme le double de I' ecrivain, 

avec sa fidelite de fauve ( ... ) Bebert qui participe en somme d 'une perception 

poetique du monde ( ... )"483 While we agree that Bebert, together with the author­

narrator's wife Lili - in their gift for intuition - contribute to Celine's perception of an 

idealized poetic vision of humanity, we cannot agree that Bebert, any more than Lili 

represents an authentic figure of the Double in Celine's works. While influential in a 

benign fashion in Celine's life, neither possesses the dynamism essential for the 

catalytic, transgressive action capable of"effecting significant change in the 

narrator/hero/author. Neither possesses the (latent or kinetic) volcanic force of the 

Double present throughout Celine's work; a force that is embodied in figures that are 

479 In a mirror-image of the start of Guignol's Band where inanimate objects were humanized, in Feerie 
II the opposite occurs with animate, human beings being dehumanized. 
480 Mancel, Y: Feerie pour une autrefois : la realite au service de la fiction: Magazine Litteraire: 
septembre 1976 No 116 :p 27 in Vitoux, F: Les dossiers Belfond 1987: p 202 
481 One of the dedicatees of F eerie pour une autre fois II together with Gaston Gallimard. 
482 Vitoux, F: Louis-Ferdinand Celine: Misere et Parole :les dossiers Belfond 1987 : p 231 
483 Ibid p 229 
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ultimately expressed in the divine dualism ofDionysos and Apollo, and embodied in 

the lyrical poet. The author appears to have reached that stage in his art, expressed in 

lyrical poetic prose, where, "As Apollonian genius he interprets music through the 

image of the will, while he himself, completely released from the greed of the will, is 

the pure, undimmed eye of the sun."484 (our emphasis) It is clear that assuming a 'solar' 

identity, the lyrical poet possesses no shadow - and, by extension, no alter ego or 

Double. 

Trilogy 

Throughout the trilogy, no ascents or descents take place to the degree that occurred 

in Celine's previous novels. We believe this signals the gradual abandonment of the 

figure of the Double, who is no longer required by either the author or the narrator, as 

a refuge from trauma485 or as a catalyst to dispel the danger inherent in the burden of 

individuation. At this point in both his personal evolution as well as that of the 

protagonists in his novels, Celine has reached a stage of immanence; a fusion of his 

fragmented nature extant in figures of the Double. Celine the artist, through a 

metamorphosis brought about by a Dionysian agency and passion has divested 

himself of what Nietzsche termed "( ... ) the origin and primal cause of all suffering, as 

something objectionable in itself."486 The abolition of the state of individuation is the 

only one in which art can truly thrive; one which is so pervasive that the artist 

becomes the work of art in a sublimation of the ego and a concomitant acquisition of 

artistic mastery in "( ... ) the fundamental knowledge of the oneness of everything 

existent, the conception of individuation as the primal cause of evil, and of art as the 

joyous hope that the spell of individuation may be broken in augury of a restored 

oneness. "487 

In the trilogy, the frequency of ascents and descents characteristic of Celine's 

previous novels is replaced by those of the labyrinth, notably in D 'un chateau l 'autre, 

in Celine's evocation of the Hohenzollern castle where the protagonists are lodged: 

484 Nietzsche, F: The birth of tragedy and The Case of Wagner: Trans. Walter Kaufmann: Random 
House 1967: p 55 
485 As discussed in our chapter on War, Death and the Double 
486 Nietzsche, F: The birth of tragedy and The Case of Wagner: Trans. Walter Kaufmann: Random 
House 1967: p 73 
487 Ibid p 74 
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"D'un tournant l'autre, ( ... )Lili ou Bebert me retrouvaient ... les femmes ont l'instinct des 

dedales, des tors et travers, elles s'y retrouvent ... le sens animal! ( ... )Lili allait ou elle voulait 

dans tout l'Hohenzollern-Chateau ... d'un dedale de couloirs a l'autre ... du beffroi de tout en 

l'air, des cloches, a la salle d'armes, ( ... ) colimayons, bois, pierres, echelles ! .. .. remontees, ! ... 

demi-tours!( ... ) meme un plan vous comprenez rien ! ... " (CA pp 111-112) 

The individuals in these works appear to be more concerned with making their way 

out of a maze and of extricating themselves from their adverse situation than with 

fighting the forces of evil present both within themselves as well as their environment. 

In the trilogy, Evil in the form of war appears as a pervasive, tangible force, offering 

its victims refuge only in underground spaces. In this image of traumatized victims 

searching for a way out of the labyrinth posed by war and guided by Ariadne's thread, 

we discern a link to Dionysos, as according to legend, the goddess was Dionysos' 

wife. Like Theseus, guided out of the labyrinth after slaying the Minotaur, Celine, Lili 

and Bebert endeavour to find an escape route from war-tom Germany, eventually 

achieving their goal at the close of Rigodon. 

Song 

Song, predominantly expressed in the form of the chanson populaire or folk song, 

predominates in Celine's work. According to Nietzsche, popular song was none other 

than a legacy handed down by Archilochus, master of the dithyrambe, a form of 

lyrical poetry in praise of the divinity Dionysos. Indeed,"( ... ) (Archilochus) 

introduced the folk song into literature and on account of this deserved, according to 

the general estimate of the Greeks, his unique position beside Homer."488 In answer to 

Nietzsche's rhetorical question "But what is the folk song in contrast to the wholly 

Apollinian epos?" he answers that it is none other than"( ... ) the perpetuum vestigium 

of a union of the Apollinian and the Dionysian(?)"489, and as such, lends itself to 

appearing in a context of disruption and conflict. Indeed, a climate of disruption and 

conflict is a prerequisite for the production and existence of popular song, one which 

is demonstrable by the fact that "( ... ) every period rich in folk songs has been most · 

violently stirred by Dionysian currents, which we must always consider the 

488 Nietzsche, F: The birth of tragedy and The Case of Wagner: Trans. Walter Kaufmann: Random 
House 1967: pp 52-53 
489 Ibid p 53 
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substratum and preprequisite of the folk song."490 Popular or folk song is, in fact, the 

« musical mirror of the world, as the original melody, now seek(s) for itself a parallel 

dream phenomenon and expresse(s) it in poetry ».491 We believe this definition 

explains Celine's predilection for this genre of song as an agent in the production of 

poetic prose. 

In the context of Celine's gradual metamorphosis towards a state of immanence 

through the dissolution of individuation, Nietzsche provides us with an indication of 

how song and musicality accompanied and facilitated that metamorphosis, reaching 

its culmination in both volumes of Feerie which, in the first volume, even contains the 

musical score of Celine's own composition Reglement. Indeed, the last page of Feerie 

I ends with both the score and the words from the last two strophes of that song: "Que 

le vent t'emporte, tourbillons et soucis!" (FI p 176) Music expressed in images to the 

extent that they appear in Feerie pour une autre fois is a precondition for the 

attainment of an ontological state propitious for artistic creation where: "( . . . ) insofar 

as he interprets music by means of images, he himself rests in the calm sea of 

Apollinian contemplation, though everything around him that he beholds through the 

medium of music is in urgent and active motion."492 (our emphasis) These words are 

prophetic in terms of the final scene of Rigodon, where Celine, his wife Lili and their 

cat Bebert experience a moment of calm in Copenhagen's public gardens, despite the 

literal and figurative chaos that surrounds them. 

Sentiment 

When Celine, in a parody of the biblical quotation, declared "Au debut etait 

!'Emotion" replacing the word 'Verbe' with that of 'Emotion', he placed himself 

squarely in the arena of human emotion, in opposition to that of ideas, ideology and 

any other form of mechanized thought process. His increased use of song, music and 

dance in his works only serves to sustain this notion; one which is in tum underscored 

by Ferrier' s reference to the song Celine used in the Preface to Guignol 's Band, 

namely "L'Amour c 'est tout dans la vie"493 , where Celine substitutes the word 'Emoi' 

for that of 'Amour': "L'Emoi c'est tout dans la vie!" (GBI p 85). However, Celine 

490 Ibid : p 53 
49 1 Ibid p 53 
492 Ibid p 55 
493 Ferrier, M : Celine et la chanson: Editions du Lerot 2004 : p 372 
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reverts to the original wording in Version A of F eerie pour une autre fois , where the 

title of the song is interwoven with the text: "L'amour c'est tout dans la vie, faut 

savoir en profiter. .. "494 The conscious transposition of the word 'Emoi' serves to 

define Celine's poetical ethic: « Quand il remplace 'L'Amour' par 'L'Emoi' il ne 

s'agit pas d'une erreur de memoire mais d'une transformation volontaire, qui a valeur 

d'injonction pour l'art poetique celinien ( .. . ) c'est desormais le temps de 

l'Emotion. »495 (our emphasis) Indeed, it is important to note that the degree of emotion 

espoused by Celine in the narrative of his novels, has nothing in common with the 

vitriolic anti-Semitic tirades present in the pamphlets. On the contrary, it has 

everything to do with« une joie de vivre, de sentir, de vivre, de danser, dont la 

chanson foumit a la fois le principe et le modele. »496 (our emphasis) 

In this blueprint for the production of Celine's poetic prose, the presence of Dionysos 

is demonstrated in a heightened joy in living imbued with a Dionysian spirit and an 

unquenchable effervescence that persisted in the face of the most difficult 

circumstances. Aligned to this notion is Nietzsche's distinction between two 

categories of artist; those for whom« la souffrance provient d'une surabondance de 

vie; ils reclament un art dionysiaque ( .... ) une vision tragique de la vie », while others 

suffer from an "appauvrissement de cette vie; ils demandent a l'art, et a la 

connaissance le repos, le silence, la mer d'huile, l'oubli de soi( ... )"497. There is no 

doubt that Celine belongs in the former category mentioned. Given the degree of 

poetic prose attained in his later works - the pamphlets, Guignol 's Band and Feerie 

pour une autre fois- we have to concur that "In the Dionysian dithyramb man is 

incited to the greatest exaltation of all his symbolic faculties; something never before 

experienced struggles for utterance - the annihilation of the veil of maya, oneness as 

the soul of the race and of nature itself."498 

Chorus 

In both Guignols Band and Feerie pour une autre fois, song as embodied in these 

works fulfils the same purpose as that of the Chorus in Attic Greek tragedy. 

494 Version A : "F eerie pour une autre fois" p 624 
495 Ibid pp 129-130 
496 Ibid p 130 
497 Nietzsche, F : Le gai savoir : p 204 
498 Nietzsche, F: The birth oftragedyand The case of Wagner: Random House 1967 : p 40 

161 



Originally, the Tragedy was the Chorus, reflecting the events featured at the 

performance to the audience. Only later were actors introduced, and tradition suggests 

that "( ... ) tragedy arose from the tragic chorus, and was originally only chorus and 

nothing but chorus."499 As employed by Celine in his works, we believe that song 

plays a pivotal, dual role in reflecting the tragic events featured in the narrative back 

to the reader-spectator, while simultaneously reflecting them onto the protagonists in 

the narrative, thus permitting them to act out those events in a fictional form. Indeed, 

the chorus represents "( ... ) the decisive step by which war is declared openly and 

honorably against all naturalism in art."500, a battle endorsed by Celine in thefeerie of 

his prose, and present in varying degrees throughout his oeuvre. 

In an alternative perspective on the function of the Chorus in Greek tragedy, Schiller 

suggested that it represented"( .. . ) a living wall that tragedy constructs around itself in 

order to close itself off from the world of reality and to preserve its ideal domain and 

its poetical freedom." 501 (our emphasis) We believe that it is in this interpretation of 

Greek Chorus that Celine's own ' chorus' comprised of popular song most resembles 

Schiller's definition. It is in this context that we recognize a similarity with the tragic 

events that unfold in F eerie pour une autre fois II; events that are enclosed ( and 

defined) within the space formed by the 'chorus' of popular song rendered by the 

inhabitants of the building in the rue Girardon. It is within that isolated, enclosed 

space that the events are afforded the opportunity to unfold to the highest degree of 

liberty in poetic expression. We therefore conclude that it is the Chorus per se which, 

in elevating the theatrical to what Schiller termed an '"ideal' domain"502 is 

responsible for the elevated degree of poetic prose (and a concomitant low level of 

naturalism) in this novel. In effect, the Chorus provides -

« ( . . . ) the scaffolding of a fictitious natural state and on it placed fictitious natural beings. On 

this foundation tragedy developed and so, of course, it could dispense from the beginning with 

a painstaking portrayal ofreality. »503 

499 Nietzsche, F : The birth of tragedy and The case of Wagner: Trans. Walter Kaufmann: Random 
House 1967: p 56 
500 Ibid p 58 
501 Ibid p 58 
502 Nietzsche, F : The birth of tragedy and The case of Wagner: Trans. Walter Kaufmann: Random 
House 1967 : p 58 
503 Ibid p 58 
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In short, then, the Chorus affords the author free rein to pursue the creation of a level 

of poetic prose in the absence of a prerequisite pretension to reality: all is fantasy and 

nothing else! Celine underscores this observation in his epigraph to Feerie pour une 

autre fois when he declares: "L'horreur des realites! Tousles lieux, noms, 

personnages, situations, presentes dans ce roman, sont imaginaires! Absolument 

imaginaires ! Aucun rapport avec aucune realite ! Ce n'est la qu'une 'Feerie' ... . et 

encore ! ... pour une autre fois ! » (FI p3) 

In addition to its function in isolating and condensing the tragic events of the 

narrative, the Chorus has an additional participatory role, equally effective with regard 

to spectators at a theatre performance as well as the reader: « Sous l' effet de ce 

deferlement chansonnier, la litterature cesse d'etre un corpus acheve et immuable; elle 

redevient un ensemble de processus de creation et de reformulation permanentes 

auquel le lecteur lui-meme est invite a contribuer ( ... ) »504 The Chorus's essential 

property, then, is that of a reflection, a mirror-image with regard to the active 

spectator or reader, to the extent that in Attic Greek tragedy it was possible for the 

spectator to "to imagine, in absorbed contemplation, that he himself was a chorist."505 

It is in this context that Nietzsche defined the original function of the Chorus as "( ... ) 

the mirror image in which the Dionysian man contemplates himself."506 In a double 

mirror-image then, "The satyr chorus is, first of all, a vision of the Dionysian mass of 

spectators, just as the world of the stage, in tum, is a vision of this satyr chorus ; 

( ... )"507 

In Celinian terms, when applied in particular to Feerie pour une autre fois II, the 

chorus of voices raised in popular song is a reflection of the spectators or onlookers 

engaged in Dionysian revelry, just as the actors or protagonists enacting the drama are 

a reflection of the Chorus. In turn, the spectator-reader is witness to a reflection 

transmitted by the Chorus; one that includes a Dionysian interpretation of the 

protagonists' actions - a condensed image, transmitted and interpreted by the Chorus, 

just as the retina, through the agency of the brain, interprets the images entering the 

504 Ferrier, M: Celine et la chanson : p 155 
505 Nietzsche, F: The birth of tragedy and The case of Wagner: Random House 1967: p 63 
506 Ibid p 63 
507 Nietzsche, F: The birth of tragedy and The case of Wagner: Trans. Walter Kaufmann: Random 
House 1967: p 63 
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lens of the eye. It is significant that the entire episode depicting the bombardment of 

the Butte Montmartre takes place against a backdrop of the popular song Ferme tes 

jolis yeux508 with its Celinian connotation of war. Composed in 1913; it was part of 

the repertoire of the 12th Cavalry regiment that Celine joined in 1912. In Feerie If the 

narrator declares: ''J'ai ete chantonneur aussi moi ... une epoque ... je la chantais a 

cheval au 12 e celle-la, justement ! vous croyez ... et pas que celle-la ! des plus 

modernes ! ... 'Je sais que vous etes joliea a a ... » (Fil p 309) The bombardment proper 

is, in addition, interspersed with words from Offenbach's comic opera La Perichole: 

"O man bel amant je te jure I titti ... ta! Ta! Ta! And in a description of the bombing 

of the Renault factory, the narrator has no hesitation in introducing a reference to 

musical score of this comic opera, as if it were integral to the apocalyptic events 

taking place : 

« Ah, un autre cratere ! pas un! ... trois! ... quatre! ... Renault! si ils ont annonce 'Renault'!( .... ) 

on !es voit toumoyer au-dessus . .. en manege ... manege d'horreurs .. . larguer leurs horreurs .. . . 

( ... ) c;:a s'entrecroise ... volte ! rejaillit des phosphores .. .. ( ... ) c'est plus a chanter, vous 

pensez ... elle peut ecorcher couaquer cette Perichole ! ... elle peut y all er cette Perichole !. .. 

!es echos ont trop a faire pour un bemol plus ou mains! » (Fil p 285)(our emphasis) 

Just as the songs in Celine's works are important per se in the context of his aesthetic 

production, so too are the (stage) settings in which they are performed; those that 

reflect a world which displays a Dionysian influence; a world of anguish and notably 

that of the horror of war:« Dans l'oeuvre de Celine( ... ) tousles lieux sont propices a 

la chanson, les endroits specialises bien entendu: les lieux de reunion ou les espaces 

de plaisir, mais aussi les contrees les plus insoutenablement marquees par le Malheur, 

la souffrance et la terreur, l'angoisse de la solitude ou la menace imminente de la 

mort. »509 Indeed, these settings are not conducive to Celine's aesthetic production 

despite themselves, but because of them. 

Satyr 

The figure of the Satyr, essentially a Dionysian figure and implicated in the 

composition of the Chorus, appears in both Guignol's Band and Feerie pour une autre 

508 Ferrier, M: Celine et la chanson: Editions du Lerot 2004: p 378: « Ferme tesjolis yeux: valse 
lente, paroles de Rene de Buxeuil et de Virgile Thomas, musique de R de Buxeil ( . .. )Elle sort, selon le 
narrateur, du« repertoire au 12e (12e Regiment de Cuirassiers). De plus, elle entretient des rapports 
etroits avec le texte preliminaire de Voyage. (V p401), GBll p 634, 706, Fil p 279 
509 Ferrier, M : Celine et la chanson : Editions du Lerot 2004 : p 28 
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fois in the persons of Mille Pattes and Jules respectively. He is the embodiment of 

tragedy and of Dionysian transgression - and wisdom : 

"The satyr, as the Dionysian chorist, lives in a religiously acknowledged reality under the 

sanction of myth and cult. That tragedy should begin with him, that he should be the voice of 

the Dionysian wisdom of tragedy, is just as strange a phenomenon for us as the general 

derivation of tragedy from the chorus."510 

Each seminal representation of these archi-satyrs occurs against a backdrop of chaos; 

Mill-Pattes in the episode at the Touit-Touit club in Guignol 's Band II, and Jules in 

both the scene of seduction of the narrator's wife Lili-Arlette in Feerie I, and his 

charade on the platform of the Moulin de la Galette in Feerie II. Significantly, in each 

case the scene is accompanied by song. In the first instance, in a prelude to the 

daemonic chant that is to follow, the crowd evokes the image of the spectators at a 

corrida baying for blood, shouting- "au fond de leur cuve" - "More! More!" (GBII p 

499). At the climax of the bacchanalia511 the crowd launches into its incantation 

proper,"( ... ) la faridondaine de partout, le fatras du cul .... La fete bat son 

comble .. . Touit-Touit Mister! Touit-Touit Sister! Youpi Master! Couac ! Couac ! 

Couac ! »(GBII p 506)512 The climax of this scene ends in Ferdinand's abuse of 

Virginie to acompaniment of the chorus chanting« Kill her! Kill her!» (GBII p 512), 

and once more launching into a feminised version of its previous incantation "Touit­

Touit! Madam! I say! Touit-Touit! Madam! Weep and play!" (GBII p 512) (our emphasis) 

The last strophe of this song emphasizes the dichotomy inherent in the bacchanalia 

where laughter and revelry is allied to tragedy. 

Feerie I, a novel that is permeated by Celine's song Reglement - a chronicle of 

vengeance sought for a betrayal - is the musical setting for the depiction of Jules as 

Satyr in his seduction of the narrator's w~fe. In addition, Jules is an alcoholic, an 

association that cements his association with Dionysos in his incarnation as Bacchus 

god of the vine. Not only is Jules an artist - a talent that Ferdinand covets - but « En 

plus, y avait l'ebriete qui le rendait bute, agressif! » (FI p 129) observes the narrator. 

Incorrigible and amoral, Jules has no compunction in asking Ferdinand for his wife: 

510 Nietzsche, F: The birth of tragedy and The case of Wagner: Trans. Walter Kaufmann: Random 
House 1967: pp 58-59 
511 A word that in itself evokes the presence ofDionysos who was also known as Bacchus 
512 As this song is not identified by Michael Ferrier in his work Celine et la chanson, we assume it to be 
Celine's own composition. 
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"11 hurle! 11 repique! - donne-moi Lili! donne-moi Lili! » (FI p 150), a scene that is 

exacerbated in its conclusion with the imagined seduction of Lili-Arlette by her 

bursting into laughter : « L' Arlette sur le lit-cage, la, nue ecartee ... elle se met a rire ! 

Ah mais a rire! Rire! ... les eclats ... et tous les deux! ... rire ! rire ! » (FI p 155) in a 

parody of a maniacal duet mocking Ferdinand. The finale of this episode which sees 

Ferdinand collapsing in the gutter coincides with a strophe from Reglement, complete 

with its score: ""Je vomis en ivrogne, moi! ( .. . )tout au fond un petit trou; l'egout! 

( ... ) que le vent t'emporte." (FI pp 158-159) A parallel between this scene and that at the 

Touit-Touit club is evident in that both are illuminated by glaring light, as bright as 

stage-lighting. In the former case, the illumination emanated from the nightclub itself, 

while in the latter, it is supplied by the bombers overhead.513 Feerie II sees a Jules that 

is no less daemonic than in his previous depiction, mounted on the platform of the 

Moulin de la Galette and appearing to direct the RAF bombers towards the Butte 

Montmartre. This scene is also accompanied by a chorus of singing, dancing and 

drunken revelry, imbuing it with a climate of Dionysiac debauchery that only ends 

with Jules' ignominious descent from the windmill's platform dressed in women's 

clothing. 

In each of the above instances the events are conducted by the Satyr in question -

Mille-Pattes in Guignol's Band and Jules in Feerie; a figure who, existing at the heart 

of tragedy, is inherently Dionysian as«( ... ) the satyr, the fictitious natural being, 

bears the same relation to the man of culture that Dionysian music bears to 

civilization. »514 Both the Satyr and his music are utterly foreign to 'civilised' man; 

only the poet, attuned to authentic emotion, is able to decipher and identify with both 

the Satyr and his discordant Dionysian melody. Indeed, 

"( . . . ) it is precisely the tragic myth that has to convince us that even the ugly and disharmonic 

are part of an artistic game that the will in the eternal amplitude of its pleasure plays with 

itself. But this primordial phenomenon of Dionysian art is difficult to grasp, and there is only 

5 13 An echo of this image of glaring acetylene lighting is found in Nord on the occasion of the sinister 
festivities held in the 'Tanzhalle' under the patronage of Goebbels.: "( ... ) une lampe a souder devant la 
porte!. .. nous entrons . .. grand allume, ce hangar! aux quatre coins! a !'acetylene !( .. . ) ces phares a 
!'acetylene sont d'une violence ! l'effet noir blanc ... vous etes aveugle . . . »(Np 637) 
514 Nietzsche, F: The birth of tragedy and The case of Wagner: Trans. Walter Kaufmann: Random 
House 1967 : p 59 
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one direct way to make it intelligible and grasp it immediately: through the wonderful 

significance of musical dissonance. "515 

Similarly, the dissonance or discord expressed in Celine's works is redolent of Attic 

tragedy, and with it, the satisfaction that this form of theatre evokes in the spectator. It 

therefore follows that the Dionysian element present in Celine's works is the source of 

joy experienced by the reader of his works, as "The Dionysian, with its primordial joy 

experienced even in pain, is the common source of music and tragic myth."516 Indeed, 

"The satyr chorus of the dithyramb is the saving deed of Greek art; faced with the 

intermediary world of these Dionysian companions, (the feelings of horror or 

absurdity of existence) described here exhaustd themselves."517(our emphasis) 

Contrary to received wisdom that portrays the figure of the Satyr in a negative 

perspective, he is : 

« ( ... ) the archetype of man, the embodiment of his highest and most intense emotions, ( ... ) 

the sympathetic companion in whom the suffering of the god is repeated, one who proclaims 

wisdom from the very heart of nature( ... ) The satyr was something sublime and divine: thus 

he had to appear to the painfully broken vision of Dionysian man."518 

In summary, this is a description of Ferdinand's perception of Jules, who possessed all 

that the narrator envied, being eminently human, endowed with artistic ability, sexual 

prowess and an innate animal intuition. He is a sylvan being, a synthesis of man and 

nature, a trait much admired by Celine, and a sentiment transposed to his Double, 

Jules. 

Refrain 

In Feerie pour une autrefois I, the creative cosmic element in Celine's use of the 

refrain is undersco:ed in repeated snatches from Reglement, the author's own 

composition. In this context, the use of the refrain is essentially 'molecular' and 

therefore embodies creativity, the prerogative of the poet, in direct opposition to 

515 Nietzsche, F: The birth of tragedy and The case of Wagner: Trans. Walter Kaufmann: Random 
House 1967: p 141 
516 Nietzsche, F: The birth of tragedy and The case of Wagner: Trans. Walter Kaufmann: Random 
House 1967: p 141 
517 Ibid p 60 
518 Nietzsche, F: The birth of tragedy and The case of Wagner: Trans. Walter Kaufmann: Random 
House 1967: p 61 
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actions of his pendant, the 'molar' 'assassin': « Le poete au contraire est celui qui 

!ache des populations moleculaires dans l'espoir qu'elles ensemencent ou meme 

endgendrent le peuple a venir, qu' elles passent dans un peuple a venir, qu' elles 

ouvrent un cosmos. »519 

In Deleuzian terms, Celine's use of the refrain falls into the category of popular song, 

defined as « les ritoumelles populaires et folkloriques, elles-memes en rapport avec un 

immense chant du people, suiv(ent) les rapports variables d'individuations de foule 

qui jouent a la fois des affects et des nations( ... ) »520 However, we believe that in this 

context, Celine's use ofrefrain also fits the category of« les ritoumelles 

molecularisees (la mer, le vent) en rapport avec des forces cosmiques, avec la 

ritoumelle-Cosmos. »521 This, in the context of the Cosmos itself as an embodiment of 

the qualities of a refrain, internalised by Man through the labyrinthine conduit of the 

ear. Sound, and in particular musicality embodied in the refrain, is the fundamental 

mechanism for 'deterritorialisation', the state Deleuze held that was most propitious 

for the creation of poetic prose, as "(le son) est une ligne phylogenique, un phylum 

machinique, qui passe par le son, et en fait une pointe de deterritorialisation." 522 

The refrain is therefore a de facto representative of the catalytic function of the 

Double in its capacity to effect the creative process. It is a medium for the 

transformation of non-tangible elements such as space and time into the concrete form 

of poetic prose: 

« Glass harmonica: la ritoumelle est un prisme, un crystal d'espace-temps. Elle agit sur ce qui 

l' entoure, son ou lumiere, pour en tirer des vibrations variees, des decompositions, projections 

et transformations. La ritoumelle a aussi une fonction catalytique : non seulement augmenter 

la vitesse des echanges et reactions dans ce qui l 'entoure, mais assurer des interactions 

indirectes entre elements denues d'affinite <lite naturelle, et former par la des masses 
· , 523 orgamsees. » 

519 Deleuze, G et Guattari, F : Capitalisme et Schizophrenie : Mille Plateaux : Les Editions de Minuit : 
1980: p427 
520 Ibid pp 428-429 
52 1 Ibid p 429 
522 Deleuze, G et Guattari, F : Capitalisme et Schizophrenie : Mille Plateaux : Les Editions de Minuit : 
1980: p429 
523 Ibid p 430 

168 



In this context, the refrain is indeed Celine's most effective mechanism for involving 

the reader in his work, as an active interpretation of the refrain's significance is 

intrinsic to the actualisation of its meaning in the context of the author's work: « La 

ritournelle reste a l'etat de formule evoquant un personnage ou un paysage, au lieu de 

faire elle-meme un personnage rythmique; un paysage melodique. »524 Indeed, the 

potential of the refrain, which lies in the force generated between its two poles, can 

only be released through the active participation of the reader/listener, as« C'est done 

comme deux poles de la ritournelle. Et ces deux poles ne dependent pas seulement 

d'une qualite intrinseque, mais aussi d'un etat de force de celui qui ecoute. ( ... ) »525 

(our emphasis) The catalytic function of the refrain is also discernible in its ability to 

make creative sense of chaos; to tap its potential within the ambit of the interstice 

between two divergent milieus by creating an ambit of possibility: 

« Les milieux sont ouverts clans le chaos, qui les menace d'epuisement ou d'intrustion. Mais la 

riposte des milieux au chaos, c'est le rythme. Ce qu'il ya de commun au chaos et au rythme, 

c'est l'entre-deux; entre deux milieux, rythme-chaos ou chaosmos ( . . . ) C' est clans cet entre­

deux que le chaos devient rythme, non pas necessairement, mais a une chance de le 

devenir. »526 

This catalytic function of the refrain is borne out in the text of Feerie pour une autre 

fois I, where the refrain from Celine's composition Reglement appears at a point when 

the narrator is at his most abject, vomiting into the gutter, subsequent to the seduction 

of his wife Lili by the artist Jules, "au fond de l'egout!" (FI p 158) His salvation from 

the chaos both within himself as well as externally in his milieu appears to lie in the 

rendition of a fragment of the refrain from Reglement, the need for which is expressed 

by the narrator both to the reader as well as to himself: "Je vogue! Je vogue! Et la 

chanson! .... Je vous entends rire! Les notes vous voudriez? Les notes? Je Jes ai aussi 

dans la tete ! Je vais vous Jes ecrire, transcrire ! ( ... )."(FI p 158) That wish is fulfilled 

in both the score as well as the penultimate line from the refrain: « que le vent t'emp­

por-te » (FI p 159)527 

524 Deleuze, G et Guattari, F : Capitalisme et Schizophrenie : Mille Plateaux : Les Editions de Minuit : 
1980:p431 
525 Ibid p 431 
526 Ibid: p 385 
527 Fragments of this refrain appear, (together with the score without words on page 161) until the end 
of this novel, on pages 162, 163, 167 (with a version of the last lines of the first verse), 170 (verse 1 ), 
172, 175 and 176. This last featuring the penultimate line of the refrain "Que le vent t'emporte" with its 
implication of death and anguish contained in its sequel and last line of the refrain: "Feuilles mortes et 
soucis!" (p 1083) 
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The refrain does not simply dispel and nullify the chaos, but contains and translates it 

into a poetic, rhythmic device; the nexus of the entire milieu in which the narrator 

finds himself as a result of the preceding traumatic events. Indeed, « Le chaos n' est 

pas le contraire du rythme, c'est plut6t le milieu de tousles milieux. »528 It is from this 

location that rhythm emerges once a coordination of divergent space-time dimensions 

has been effected: a communication of milieus. We believe that it is in this pivotal 

space derived from a transmuted chaos that Celine's poetic prose has its origin. The 

reality of Celine's prose lies as much - if not more - in the interstices created in the 

narrative fabric itself, just as the significance oflace is inherent in the holes between 

the network. 

Novels 

An analysis of the presence of song in Celine's novels reveals a gradual increase in 

number from Guignol's Band onwards reaching an apotheosis in Feerie II, only to 

decline in the novels of the trilogy. In his work Celine et la chanson, Ferrier detects a 

narrative device employed by Celine by containing the events in the novel within the 

framework of song present at the opening and closing of the work, with the notable 

exception of the novels of the trilogy where "La trilogie de la guerre introduit ( ... ) une 

rupture avec ce qui etait en passe de devenir un veritable 'tic' celinien, ou au moins 

l 'un de ses procedes de predilection."529 

A resume of the major songs featured in Celine's body of work reveals that the 

Voyage commenced with the Chanson des Gardes Suisses (Chanson de la Beresina), 

citing the words of the song, while indirect reference is also made to the song Quand 

Madelon, 530 in both the name of Robinson's fiancee and in the context ofBardamu's 

relationship with Lola: "La petite Lola ne connaissait du frarn;ais que quelques 

phrases mais elles etaient patriotiques: 'On les aura!. ... 'Madelon viens!' ... "' (V p 54) 

528 Deleuze, G et Guattari, F : Capitalisme et Schizophrenie : Mille Plateaux : Les Editions de Minuit : 
1980: p 385 
529 Ferrier, M : Celine et la chanson : Editions du Lerot 2004 : p 62 
53° Ferrrier M : Quand Madelon (La Madelon): chanson de 'pioupious ', paroles de L. Bousquet, 
musique de C. Robert. Celine !'utilise toujours pejorativement, y compris lorsqu'il donne ce prenom a 
un personnage capital de Voyage. Dans sa reponse a une petite revue, L 'Avant-Paste, dont le premier 
numero reprochait a Voyage de 'raler' et de s'avachir dans une mome resignation au lieu de 
s'enflammer par des coleres 'vivantes ', il reprendra encore ce type: 'On est foutu, confrere, quand on 
se prend au serieux. Votre remontage de morale pue la guerre et 'la madelon' . 6 !es coleres vivantes I 
Viens nous servir a boire I ' (Paris, le 13 juillet 1933 CC7 ; pp 19-20) La Madelon est le symbole de la 
France guerriere, ivre de bons sentiments et decadente. »: pp 386-387 
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The symbol of a France at war, decadent and hungry for revenge, Celine's use of this 

song is entirely appropriate in the context of the Voyage. 

Mort a credit is introduced by the Chanson de prison531, and ends with a fragment of 

song from Ya d'la goutte a boire,: "Ya de la goutte a boire la-haut! I Ya de la 

goutte a boire !. .. » (Mac p 1100) Essentially a « ( ... ) chanson militaire. Elle fait partie 

du repertoire de l'infanterie, dont Celine etait tres familier. Il s'agit d'un refrain 

chante pendant l' assaut, dont la cadence va s' accelerant, avec sonneries de clairon et 

roulements de tambour.( ... ) »532 We believe this song signals the narrator's decision 

to enlist in the war. The novel is also interspersed with references to other songs, 

notably Old Black Joe, : "il joue en bas" l'air qu'il nous faut .... Black Joe." (MaC p 

542), a minstrel song; and the soldiers' choir from Act IV of Faust: "Gloire 

irnrnortelle!" (Mac p 608), and Le Pere Dupanloup, an obscene satirical song dating 

from the Second Empire533 : " .. Ils sont partis sur Dupanloup ! » (Mac p 1065) 

In Guignol's Band, song appears from the outset, in Celine's Preface where he quotes 

from "L'Amour est tout dans la Vie!" substituting the word 'Emoi' for 'Amour' as we 

mentioned earlier. And in the closing lines of the Preface, interwoven with the text, he 

refers to the song Embrassez celle que vous voudrez, a variation of the XVth 

t 534 u ,. l b. "535 1 th tC'l" cen ury song JVOUS n zrons p us au ozs , a popu ar song a e me uses as a 

blueprint "pour definir sa propre poetique. "536 Celine appears to underscore this 

notion by closing the Preface with the injunction: "Ce sera tout ce que vous y mettrez! 

l'orage ou la flute! Cornrne aux Enfers, comme chez les Anges" (GB p86), while 

531 Ferrier, M: Ibid p 375 : Note: Chanson de prison: retrouvee par H. Godard, dans les Notes de la 
Pleiade: « C'est la troisieme couplet d'une des chansons de detenus recueillies par l'abbe Crozes, 
aumonier de la Grande-Roquette dans les annees 1860-1870. Celle-ci est consacree a l'avant-greffe, ou 
les detenus nouvellemP,nt arrives revetaient le costume de la prison. Elle est citee par E. Chautard dans 
La vie etrange de !'argot, ouvrage que Celine connaissait bien (p 889) » ( ... ) 
532 Ferrier: La chanson de Celine: p 396 
533 Celine Romans: t I :Notes et variantes : «Lepere Dupanloup est une chanson obscene satirique 
dirigee contre Mgr Dupanloup, personnalite importante de l'Eglise de France sous le Second Empire, · 
dont !'influence s'exer9a notamment dans le domaine de l'enseignement. ( ... )Un couplet evoque le 
'Pere Dupanloup' au passage de la Berezina » pp 1495-1496 
534 Ferrier, M: Nous n 'irons plus au bois ... ronde enfantine frarn;:aise du XVe siecle situee dans un 
cadre agreste. Ses couplets enchaines, sa rime unique et sa melodie facile a chanter en ont fait un 
mode le de chanson populaire, que Celine reutilise pour definir sa prop re poetique. : p 3 83 ( our 
emphasis) 
535 Celine : Romans t III : Note 2 : p 86 : « Cette formule est une variation sur la phrase finale du 
refrain de la chanson enfantine 'Nous n 'irons plus au bois'; 'Embrassez qui vous voudrez.' : p 1014 
536 Ferrier, M: Celine et la chanson: Editions du Lerot 2004 : p 383 
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simultaneously emphasizing the duality inherent in the influence of Apollo and 

Dionysos. Just as it had opened in song, so too does Guignol 's Band close with one, 

La petite dame du metro, sung by Sosthene de Rodiencourt as the trio of protagonists 

crosses London Bridge: "Est-ce vous la petite dame? I Qu 'etiez l'autre tant6t? II 

chante tout fausset. ... Tout pres de moi dans le metro. » (GBII p 759) There seems to be 

some confusion as to its origin, as Godard and Ferrier differ on that score.537 

However, there is no doubt that it is a music-hall song dating from the Belle Epoque 

which would have held a nostalgic significance for Celine. 

Feerie I is punctuated throughout with snatches of Celine's own composition 

Reglement, in some instances accompanied by the musical score, the first instance 

occurring early in the novel, in an attempt to appease the prisoner in the next cell; "Je 

sors ma chanson . . . ( ... ) j'ai des chansons .. . (toutes deposes!) tenez, ce couplet: 'Entre­

deux'538: Je te trouverai charogne! Un vilain soir ! ( . . . )»(Fl p 37) The significance of 

the continued citation of this song throughout Feerie I is that its implied violence, 

evoked in the tale of a settling of scores between gangsters, tallies with the role of the 

Chorus in Greek tragedy in reflecting and commenting on the events being 'staged' in 

the narrative, while simultaneously transmitting those events to the reader/spectator. 

A Dionysian/ Apollonian element of altemance is inherent in the « ( ... ) opposition de 

la violence des couplets ( ... ) avec la cessation soudaine de cette violence dans le 

refrain , apres diversion. »539 

(our emphasis) 

Feerie II follows a different pattern, similar to that of Guignol 's Band, in opening and 

closing with a song. In this instance, with a reference to a war song Marlborough s 'en 

va-t-en guerre, in which the narrator, Ferdinand, compares himself to the Duke of 

537 Celine Romans t III : Notes et variantes : p 759 : Note 1 : La Petite Dame du metro est une chanson 
de Mayol. »: p 1166 
Ferrier, M : Celine et la chanson : p 385 : La petite dame du metro : paroles d'H Christine et A : 
Trebitsch, musique de H.E. Dqarewski et H. Fragson (Ed Christine / Salabert ; 1911) 
538 Celine Romans t IV: Notes et variantes: p 37 : Note 1 : Celine a ecrit deux chansons, toutes deux en 
effet deposees a la S.A.C.E.M.(Societe des auteurs, compositeurs et editeurs de musique). Le depot de 
la premiere, A nreud coulant, date du 10 octobre 1936; celui de la seconde, Reglement, du 21 mars 
1937. C'est cette deriere que Celine cite a partir de ce point, par fragments, dans le texte de Feerie I , 
sous le titre Entre-deux ( . .. ) : p 1240 
Ferrier, M : A Nreud coulant I (premier titre : Katika) : cette « chanson de marche », telle que la 
definissait Menri Mahe,« chanson finnoise » comme l'evoque Celine lui-meme, est une creation de 
Celine, sans doute aide par Jean Noceti pour la musique. : p 372 
539 Celine Romans t IV: Notes et variantes: p 37 Note 1 : p 1240 
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Marlborough carried on a bier: "Je vous disais ils m'ont reporte comme 

Malborough540 ( ... ) quand on le porte en terre? ... moi en l'air! .. . a quatre ... a cinq 

chevaliers et dames d' atour. .. " (FIi p 179) Celine also refers to this song in Version D 

of Feerie pour une autre fois : "Ils m'ont reporte comme Marlborough ... vous savez 

quand on le porte en terre ... Moi en l'air. .. en l'air. .. les quatre chevaliers, quatre, 

cinq et dames d'atour. .. les quatre etages!" (VersionD: p 936) It is significant that 

Feerie II, essentially a novel that is a bombardment from beginning to end, should 

commence with the evocation of a song that 

is essentially in praise of a war hero, John Churchill, the Duke ofMarlborough. 541 

However, while the opening of this novel is sombre, it ends on a positive note with a 

rendition from Messager's operetta Veronique542 , as the trio543 Ferdinand, Lili and 

Madame Toiselle make their way towards the shelter of the metro: "C'est Estelle et 

Veronique! Je la chante! Je la leur chante! Je la connais un peu la chanson! ah, c'est 

pas Rose et Clementine ? ( ... ) C 'est Estelle et Veronique ! I Messieurs, prenez-

nous ! ... »544 (FIi p 486) It is interesting to note that Celine uses the words from the 

« couplets d'Helene » taken from the finale of the first act of this operetta to close 

Feerie II, an evocation of the bombing of Paris, as ifto signal that it is just the first 

'act' of a 'production' that is to continue throughout the novels of the trilogy. 

As mentioned previously, from the Trilogy onwards, Celine appears to deviate from 

his pattern of opening and closing his novels with song in a musical evocation of a 

54° Celine Romans t IV: Notes et variantes ; p 179 : « J'lai vu porter en terre/ (. .. )/ Par quatre-z­
ofjiciers. (Malbrough s 'en va-t-en guerre, chanson populaire. » : p 1303 
541 « ( ... ) plusieurs hypotheses sont envisages pour la genese de cette celebre chanson frarn;aise, qui 
date de bien avant la mort du general anglais, John Churchill, due de Marlborough ( 1650-1722). La 
plus communement admise est qu'elle fut compose apres la bataille de Malplaquet, des 1709, ou 
'Malborough' battit les Frarn;ais a plate couture. Quelle que soit sa date de creation, il est certain que 
cet air guerrier et melancolique a la fois a ete conserve clans les armees ( ... ) elle ne tarda pas a gagner 
la France entiere, port~e jusqu'a nos jours par des legendes multiples. (Napoleon la chantait, parait-il, a 
chaque fois qu'il partait en campagne), ( ... ) D'abord chanson de soldats, puis chant populaire ou la 
reference militaire s'est estompee jusqu'a etre consideree ( ... ) comme une berceuse, c'est un exemple 
de la 'circulation' entre chansons traditionnelles et chansons patriotiques dont Celine aime a 
jouer. » (our emphasis) 
542 Ibid: p 406: Veronique: opera-comique en 3 actes de Messager, livret de Vanloo-Duval (cree aux 
Bouffes-Parisiens en 1898, 217 representations). Celine en extrait le refrain des« couplets d'Helene », 
au finale, pemier acte. 
543 Note : It is a trio formed by Sosthene, Ferdinand and Virginie that ends Guignol 's Band, as well as 
the trio Celine-Ferdinand, Lili and Bebert that ends Rigodon. 
544 Celine :Romans t IV: Note 2 p 486 : « Ces vers sont les premiers d 'un air celebre de Veronique, 
operette de Messager datant de 1898, c'est-a-dire contemporaine de deux ceuvres lyriques les plus 
citees clans le roman, La Boheme et Louise. Veronique est un nom d' emprunt du personnage qui 
s'appelle en realite Helene.»: p 1353 
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'framework' for the narrative. However, the transition from the plethora of song in 

both volumes of Feerie to a minimal occurrence in the trilogy is not abrupt. Rather, it 

is a gradual drift into calmer territory in a movement that suggests a metamorphosis 

rather than a sudden about-face: "Plut6t qu'un declin, le point culminant de Feerie 

inaugure plut6t une derive, ou l'on peut observer une rupture, mais aussi des 

remanences et surtout, une metamorphose."545 The setting for the trilogy is more static 

than the backdrop to any other of Celine's works. Indeed, it is more reminiscent of a 

stage setting with fixed dimensions, than a fluid event such as the bombing of 

Montmartre. 

In D 'un Chateau l'autre, the initial description of the Hohenzollern castle underscores 

this perception: "Siegmaringen? ... pourtant quel pittoresque sejour! .... Vous vous 

diriez en operette . .. decor parfait. .. vous attendez les sopranos, les tenors legers ( ... ) 

votre plateau, la scene, la ville si jolie fignolee ( ... ) » (CA p 102) (our emphasis) 

Accentuating the image of a stage setting is Celine's mention of the "Chev al blanc" 

(CA pp 102-103) which Ferrier identifies as as the operetta "L 'Auberge du Cheval blanc 

dont la version fran9aise ( ... ) date de 1932."546 Other evocations of 'stage decor' 

identified by Ferrier in the trilogy include the Sigmaringen station buffet where "toute 

la salle et la buvette se passent entre-passent." (CAp 155); the Bremmer/Zenith hotel in 

Berlin run by a "moujik ( ... ) barbe, bottes, chemise bouffante .... Et le large sourire" 

(Np 341)- an improbable host from Siberia, dressed outlandishly in an apocalyptic 

almost theatrical setting; the bistro and delicatessen at Moorsburg : "question epicerie, 

une grande chaumiere comme les autres, mais la-dedans rien que les etageres ( ... ) 

Question factorie, j 'en ai eu moi-meme come 9a tout en paillotes, ribambelles 

d' etageres autour ( ... )" (N pp 439-440) - an empty stage, as if waiting for actors to fill 

it. Lastly, we discover the bombed grocery store in Rigodon: "( ... ) ou va cette porte? 

C'est un decor, un fond de boutique ... ( ... ) plein d'etageres . . . et pas rien dessus! 

Surchargees ... ( ... ) boules, saucissions, et boites de lait ... » (Rpp 869-870) (our 

emphasis). In this instance, the shelves are filled to capacity, although the structure 

itself is in ruins, in an implicit evocation of the narrative and scenic finale of the 

'production' with the entire cast present on stage. 

545 Ferrier, M : Celine et la chanson : Editions du Lerot 2004 : p 140 
546 Ibid: p 143 
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Although considerably diminished with respect to his previous works, Celine's last 

three novels still discretely resound with song, if not always in actual representation, 

then in an indirect evocation through reference. A case in point is that of the song Lili 

Marlene, 547 which is mentioned no less than seven times in D 'un chateau l'autre, 

without actually being sung. (CA pp 155; 158; 162,164,166,168 and 181) Importantly, in 

the context of the novel set against a background of Germany at war, the Horst Wessel 

Lied548 is mentioned twice;" ... maintenant c'est plus l'Horst Wessel! c'est la 

'Marseillaise'!" (CAp278); " ... l'officier nous salue de la-haut. .. tres large salut! Son 

orpheon rejoue l'Horst Wessel!. .. » (CAp281) The same hymn to Nazism is also 

mentioned twice in Nord:" ... le 'Wacht am Rhein', don de l'armee ... et 'l'Horst 

Wessel', don du Parti ... " (N p588); " ... que la scie tourne, qu'elle fasse bien son ezzz 

atroce ... le phono aussi en meme temps .. . Horst Wessel Lied ... » (Np 593) 

Although significantly reduced in Rigodon, reference is made to song, notably to La 

Carmagnole dating from the French Revolution:" ... piteux militants!. .. ceintures 

rouges et 1900 ... guignols, contresens de l'Histoire! Carmagnoles, jazz, barricades 

abstraites ... " (Rp 726). Also noteworthy is Celine's transposition of the popular 

German song Alles neu macht des Mai : « Et il chante ... pour nous .. . 'Nach Winter 

kommst doch en Mai!» apres l'hiver, le mois de mai ! » (Rp 815). This is the only 

example of a German popular song as opposed to patriotic songs to be used by 

Celine. We believe this signals an acceptance of the situation in which he found 

himself and of his reconciliation to the inevitability of war as a phenomenon intrinsic 

to human nature. 

Pamphlets 

A brief analysis of the songs that appear in the pamphlets reveals that they are 

concomitant with Celine's bellicose, vitriolic tone present throughout these works, 

thus betraying a Dionysian influence. They include the author's own songs, A Noeud 

coulant! - originally entitled Katika, described Henri Mahe as a "chanson de marche 

547 Ferrier, M: Celine et la chanson : Lili Marlene : il s'agit a l'origine d'un poeme, « Der Junge 
Wachtposten » ( ... ) ecrit par un soldat en partance pour le front russe, Hans Leip (1938). Mis en 
musique par Norbert Schultze, il est cree par la chanteuse danoise Lale Anderson, et obtient un succes 
immediat en Allemagne, avant d'etre immortalise par Marlene Dietrich. La version frarn;:aise est creee 
par Suzy Solidor en 1943, devant les officiers allemands du quartier de l'Opera. »: p 381 
548 Ferrier, M: Celine et la chanson : Editions du Lerot 2004 : « hymne du parti nazi, du nom d'Horst 
Wessel, militant assassine: p 379 
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( ... )chanson finnoise"549- and Reglement, the lyrics of which describe the settling of a 

score between two rivals. Both these songs appear in Celine's first pamphlet Mea 

Culpa550 on pages 44 and 8 respectively. Also present in this pamphlet is the song <;a 

ira (MC pp 9 and 33), a French revolutionary song, "chantee pour la premiere fois a la 

F ete de la Federation, le 14 juillet 1790"551 , as well as reference to the Internationale 

(MC pp 31 and 33), "chant politique ( ... )Celine en extrait souvent !'expression 'damnes 

de la terre' ( ... ) pour designer les proletaires, les communistes ou, plus generalement, 

les misereux ( ... ). »552 Due to a similarity in the lyrics with <;a ira mentioned earlier, 

Celine also cites the song En voila un, « chantee par les ouvriers du chemin de fer 

pour accompagner le travail. »553 

The songs quoted or referred to in Les Beaux Draps are slightly less combative, apart 

from a reference to La Carmagnole (BD p 110), and more mocking of the French 

soldier and, by extension the French citizen, contained in references to the song Avec 

Bidasse 554 (BD pp 46, 48) composed in 1913. On each occasion Celine directs his rage 

against the ordinary French citizen who is ridiculed in the person of 'Bidasse' a comic 

figure under the influence of French Jewry:"( . . . ) voici Bidasse promu quelqu'un sur 

l'asphalte de la Ville Lumiere, passe l'objet d'une affection, d'une solicitude 

passionnee de toutes les minutes." (BD p 46) And later, we encounter a hybrid ' 

Bidasse' representing the worst racial combination imaginable in Celinian terms : 

"( .. . ) Pour tenir la France en haleine, c' est pas fort: Faites reluire Bidasse, mariole, 

hargneux, ricanier. La faraude opinion frarn;aise c'est la laide Symbiose. Bidasse-

y outre. » (BD p 48) In an ironic reference to La Carmagnole, a revolutionary song 

which "Celine utilise toujours dans les pamphlets, quelquefois pour en parodier le titre 

549 Ferrier, M : Celine et la chanson : « Ce n ' est que plus tard qu'on lui adjoint le fameux refrain« les 
aristocrates a la lanterne », qui fit d'elle l'une des preferees des partisans de la Terreur. « Mixe » avec 
La Carmagnole, et munie de nouvelles paroles anarchisantes, cette chanson donnera, pres d'un siecle 
plus tard, La Ravachole » : p 372 
55° Ferrier, M. : Celine et la chanson : p 485 : « ( . .. ) il est interesssant de noter que (Reglement et A 
nceud coulant) ont certes ete utilises dans un pamphlet, mais significativement, dans le seul de ceux-ci 
qui ne soit justement pas antisemite. Dans Mea Culpa en effet, la denonciation ne porte pas sur une 
categorie d ' individus mais sur un systeme politique en particulier (le communisme) et sur la noirceur 
de l'humanite en general. » 
55 1 Ibid p 373 
552 Ibid p 380 
553 Ibid p 378 
554 Ibid p 372 : « (Avec Bidasse) a popularise le theme du soldat brave et un tantinet idiot( . . . ) que 
reprend Celine dans ses pamphlets en l'elargissant a !'ensemble des Fran9ais." 
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(La Youpignolle) »555 , the author once more mocks the French populace in a biting 

satire on their previously-held sincere patriotic sentiments, and the impending 

dissolution inherent in their moral dissolution : 

"Le grand orchestre entre en delire, tous les musiciens sont payes ! La grande saoulerie grande 

a plein les carrefours! ... moujiks, bourriques, fon;:ats putains, commissaries youpis, noire 

mercante, tout c;,afarandole a mort; a pleins cadavres et c'est la fete ! c'est la nouba pour 

Pierre et Paul ! Dostoi:ewsky a la polka ! c'est le musette« Marteau-Faucille » a l'abattoir du 

grand Judas. On rigole bien, on est en sang. C'est plus de la petite Carmagnole. C 'est la 

sarabande du Tonnerre ! que Dieu lui-meme est au plaisir, que le Diable lui passe Jes 

cymbales!" (BD p 110) 

( our emphasis) 

In L 'Ecole des cadavres, the chanson populaire 'Auclair de la Lune' is savagely 

parodied by Celine, dispelling any anodyne association its evocation might have 

aroused in the reader: « La chandelle est morte/ Je n'ai plus de feu! / Ouvrez-moi la 

porte, crapauds rouges !/ Entrez merveilleux ! » (EC p 128) This citation is preceded by 

a diatribe against the proletariat's loss of a combative fire, replaced by an emasculated 

version of democracy, and thus doomed to fail: "Boyaux a vides proletaires contre 

boyaux contractes bourgeois. C'est toute la mystique democratique. C'est consistant, 

mais 9a rampe, c' est lourd, 9a fatigue, 9a pue. Pensez-vous que cette force, cette 

gangrenerie poussive puisse <lurer encore tres longtemps? Salut ! Nenni mes beaux 

sires ! Nous y sommes." (EC p 128) 

Apart from four references to La Carmagnole, the song most cited by Celine in this 

pamphlet is the Chant de guerre pour l 'Armee du Rhin (La Marseillaise), which is 

referred to no less than eight times, underscoring Celine's personal 'call to arms' to 

the French people in the face of an impending deluge of war and a perceived 

dominance by the Jewish population. And in an evocation of La Marseillaise a little 

further on in the text, we encounter another example of Celine's rancour towards the 

perceived decadence of French society caused by its enjuiverie:" 'Un Fran9ais doit 

mourir pour elles! / Pour elles un Fran9ais doit mourir!' Vociferons a choeur que 

veux-tu cette Marseillaise si ma9onniste dont le sens irresistible se decouvre de plus 

555 Ferrier, M: Celine et la chanson : p 373 
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en plus riche en vertus liberatrices a mesure que l' on avance dans la carriere de 

cadavre. » (EC p 48) 

(our emphasis)556. 

Although no less militant than the other pamphlets, Bagatelles pour un massacre is a 

work in which dance, rather than song predominates, embodied in the presence of 

three ballets. However, those songs that are inscribed in the text, La Carmagnole and 

La Marseillaise, are both quintessentially calls to war and an augmentation of 

patriotic fervour. An example of the former song is a lament for the diminution of 

racial purity with its concomitant implication of decadence : "II n'est pas plus inepte, 

plus sirupeux, plus ecoeurant qu'un autre, de la meme intention: 'enjuivage'; 

colonialisation juive'. II donne assez bien, je trouve, le 'la' general de cette grande 

musique, tant6t symphonique, tant6t rigodon .... Plus tard Carmagnole .. ... 'La 

Carriere et les carrieres.' » (BM p 260) And in an even more vociferous racially-based 

tirade ending in an ironic call to arms, the narrator declares: « C'est vrai, c'est 

irrefutable, les Juifs gagnent de tousles cotes.( ... ) Ah! comme ils baisent fort .... Ces 

fuses! Ah! comme ils sont bn11ants! Volcans! C'est des vrais coeurs d'amants! ... . 

Cette bonne Philomene! 557 Tu penses comme tousles negres! Braguemards faits 

hommes! 'Ils viendrontjusque dans nos bras ... Egorger nos fils .... Nos compa-a-a­

gnes ... Aux armes ! » (BM pp 326-327) Celine's militant 'call to arms' is no less 

vociferous than the words contained in the patriotic songs of the Marseillaise, the 

Carmagnole or the Ravachole. 

Endgame 

The context for the novels of the Trilogy is one of an 'Opera of the Apocalypse', 

where Europe at war is essentially the stage on which the 'production' is acted out. 

All this in the context of a stable internal structure « ... qui fait toujours de la 

chanson un des foyers les plus importants de texte »; a setting in which « se fait sentir 

plus que jamais, tout ce que l'art de Celine doit aux spectacles d'opera. »558 In the 

context of Celine's declaration« Je fabrique !'Opera du deluge» (Mac p 536) we 

556 In emphasising the word 'chreur' in this passage we draw attention to its function in Greek tragedy, 
as mentioned earlier 
557 Petit Robert des noms propres: 1995 : « Philomene: Martyre imaginaire dont le culte se repandit au 
XIXe. : p 1623 
558 Ferrier, M: Celine et la chanson : p 151 
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believe that both volumes of Feerie represent a figurative Endgame, in which a 

paradoxical deluge ofjire from the bombers overhead rains down on the inhabitants 

of the rue Girardon. In the trilogy, Dionysos' presence and influence is felt at a 

distance, in the form of war as a stage setting and not as an actual event, as opposed to 

that of the previous novels where he was integral to both the plot and the narrative 

style. It is for this reason that although the implied presence of song, in the form of 

Opera and military songs cannot be ignored in the trilogy, it acts neither as a force nor 

a catalyst for the production of poetic prose. The presence of La Vigue the silent-film 

actor559 and friend of Celine's throughout almost the entire trilogy enhances the 

notion of a theatrical setting, as he is the quintessential actor; a supemumary who 

does no more than reflect the events taking place without initiating any narrative 

action. He is no more than the facsimile of a flesh-and-blood individual, acting out 

life rather than living it. 

In the trilogy, it is impossible to ignore the fact that a diminution of song coincides 

with a parallel decline in the degree of poetic prose and of Dionysian intercession, 

despite the fact that Celine's last three novels take place against a background of 

actual warfare. This is the essential difference between the trilogy and the previous 

novels, where in the former the 'Chorus' is no longer required to fulfil its purpose in 

isolating the events of the spectacle/narrative from the reader/spectator in order to 

produce an imaginary work of fantasy. That fantasy world ended appropriately with 

Feerie II, leaving the reader to witness the horror of a real war. However, the author­

narrator who leads us through the labyrinth of war-tom Europe has Ariadne's thread 

firmly in his grasp. Finally we, author, narrator and reader emerge at a common point 

of fundamental calm, in the silence of a Danish public garden; an echo of the 

dreamlike state associated with Apollo. As a result, we posit that the poetic prose 

present in the trilogy differs in rhythm to that of the preceding novels in that it is 

smoother, less staccato; an embodiment of Deleuze's 'smooth space' that is propitious 

for creation. The poetic imagery in the Trilogy is more painterly, signaling the 

presence of Apollo, divinity who presides over the arts of painting and sculpture; a 

fact that is revealed in a simple comparison between the lyrical image of birds 

emerging from the shrubbery in the Copenhagen public garden, and the fractured 

559 Robert le Vigan 
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poetic images ofbombardement in Feerie II:"( ... ) la-bas dans les herbes, un oiseau ... 

mais pas un oiseau habituel ... un oiseau j e dirais 'de collection' de Jardin des 

Plantes . .. un oiseau grosseur d'un canard, mais mi-rose, mi-noir. .. et ebouriffe! Je 

dirais les plumes en bataille .... Je regarde plus loin .... Un autre ! celui-laje le 

connais ! ( ... ) un ibis ... drole de piaf ici ... et une 'aigrette' ! ( .. . )et un 'oiseau-

lyre' . .. ( . .. ) cette fois un toucan ... » (R pp 922-923) 

Dissidence 

Dissidence, and its concomitant action, transgression, constitute a fundamental 

element in Celine's works and the production of poetic prose. Indeed, so integral is 

iconoclasm and transgression to the creation of a work of art that "C'est ce qu'on 

pourrait appeler la necessaire dissidence de la creation. 560"( our emphasis) In order to 

fully understand Celine's entire body of work, including the pamphlets, it is necessary 

to grasp the nature and scope of Dionysian intervention in the production of all his 

works, thus rendering a summary condemnation of the author's pamphlets as 

hazardous as it is to ignore them entirely. Thus, in order to gain a full understanding 

of Celine's works it is essential to understand the role of a Dionysian presence and 

intervention in the creation of poetic prose in the author's oeuvre. A reductive 

interpretation of the whole of Celine's body of work is not only superficial and 

prosaic, but also inappropriate and therefore redundant, as it completely eschews the 

point that dissidence is the mainspring of the author's creative production, not a 

barrier to it. Only in assimilating and accepting the diverse elements in Celine's work 

is it possible for the reader to acknowledge the Dionysian force at work in facilitating 

a metamorphosis in both the author and the narrator of his works through the agency 

of the figure of the Double and symbolized in the creative duality of Dionysos­

Apollo. In so doing, the reader will similarly undergo a metamorphosis, thus gaining 

an insight into Celine' s work that a summary reading and judgement would have 

denied us; a process which will enable the reader to reach a level where Celine's 

works will "nous aid(er) le mieux a resister a la betise ambiante, y compris celle du 

racisme,"56 1 thus liberating us to emulate the author's creative impulse in pursuing our 

own. 

56° Ferrier, M : Celine et la chanson : p 269 
56 1 Ibid : p 269 
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Chapter Four 

The transgressive and maieutic function of Celine's idiolect562 in the production of 
comedy and caricature 

The notion of transgression is directly coupled with that of power and the concept of 

hierarchical difference in varying degrees. An individual such as Celine was able, 

through the adoption of a unique literary style which incorporated his idiolect and the 

use of argot, neologisms, vulgarity and an ironic form of laughter destined to 

caricature and destabilise the established social order and its proponents, to transgress 

the accepted norms and laws of syntax and narrative. However, the power issues 

inherent in those of difference are subtle, as carrying them to an extreme degree 

inevitably results in alienation or 'othering'. This occurred in Celine's case when, 

after his two initial novels in which he explored transgression on a predominantly 

thematic level, he embarked on writing the pamphlets which carried this form of 

transgression to the extreme. The result was that he alienated himself from society, 

thus assuming the mantle of the 'Other'. The irony of this progression lies in the fact 

that in addressing the issue of the quintessential 'Other' embodied in the Jew, he came 

to assume that role, thus becoming the scapegoat for all that he accused the Jew of 

having inflicted on French society. 

Language 

The transgressive power of language and the possibility of regeneration in a form 

which is free from the strictures of syntax, appear to be made possible through 

Celine's particular use of argot through his idiolect. In adopting his own idiolect, 

Celine imitates gestation, that phase of the act of procreation which, according to 

Bonnefis, is« La belle pensee qu'en secret il caresse, son reve d'ecrivain, l'espoir qui 

est le sien (c'est) defuir dans la langue. »563 It is a return to the 'womb' or source of 

language; the product of which represents a form of language which is uniquely 

Celine's; one which is attained by "(Fuyant) a meme la langue, en fouillant dans son 

ventre l'idiome qui la fera balbutier, vociferer, gemir, rigoler, ne pas conclure." What 

he seeks is « ... quelque part par la, dans I 'uterus de mere-langue, j amais la ou l' on 

562 Idiolect: n.m. Utilisation personnelle d'une langue par une seule personne; usage d'une langue que 
l'on peut induire de !'ensemble des discours d'une seule personne. Le Grand Robert : p 2042 
563 Bonnefis, P: Celine: le Rappel des Oiseaux: Preface de Jean-Frarn;:ois Lyotard : Editions Galilee: 
1997: pix 
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croit, moins et plus la que la, 'outre-la'. »564 It is in this capacity that Celine's idiolect 

embraces both transgressive and maieutic functions. It not only transcends the bounds 

of conventional narrative style but also provides a site for the gestation of a new order 

of novel; one that is founded in style rather than in thematics. 

In itself a neologism, the expression l 'outre-la is a capital example of Celine's 

idiolect, which he used for the first time in his last pamphlet Les Beaux Draps 

published in 1941; « Mais je connais des malfamants, des quidams en perversite, des 

gens qu'ont les esprits torves, des ambitieux tout hermetiques, inou"is de reluisances 

diaboliques qui sont en veritables pactes avec les puissances d 'outre-la ! ... »565 This 

neologism is a word that simultaneously evokes the world beyond that which we 

inhabit, as well as the one from which we emerged; a conflation of l 'au-dela and 

l'outre-tombe. Two worlds then; one evoking transgression and freedom, the other 

enclosure; a safe place of gestation and a necessary precursor to a flight to freedom. 

English 

In the three novels we discuss in this chapter566, England and the use of the English 

language plays a significant role as a metaphor for freedom and regeneration. 

Significantly, it is also the place where, in Celine's view, the dead find asylum : 

"Apres 9a, pour Jes retrouver, 9a devient tout a fait difficile. II faut sortir du Temps. C'est du 

cote de l'Angleterre qu'on Jes retrouve quand on y arrive, mais le brouillard est de ce cote-la 

tout le temps si dense, si compact que c 'est comme des vraies voiles ( .. .. ) A vec l 'habitude et 

de ]' attention on peut arriver a Jes retrouver quand meme, mais jamais pendant bien longtemps 

a cause du vent qui rapproche toujours des nouvelles rafales et des buees du large. » (V pp 

368-369) 

England and its language seem to beckon to Celine as an embodiment of a 

geographical 'uterus' ; a call to flight and refuge contained in the English words 'utter 

us' . In Celine's view that country is a transitional place, a metaphor for the womb; a 

land characterized by ubiquitous brouillard, which in tum symbolizes the amniotic 

fluid . It is a neutral place, one which represents both the uterus and a lack of it; a 

564 Bonnefis, P: Celine: le Rappel des Oiseaux: Preface de Jean-Fran9ois Lyotard : Editions Galilee : 
1997 : pix 
565 Celine: Les Beaux Draps Nouvelles Editions fran9aises : 1941 p 218 
566 Voyage au bout de la nuit, Mort a credit and Guignols Band I and II 
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'ne-uter' expressing its quality as a non-place or none of both, a creux which fosters 

creativity. 

Voyage 

It is in Voyage au bout de la nuit that we first become aware of the transcendent and 

transgressive power oflanguage through the transformation effected on the figure of 

Baryton in that work. It is through the learning of English and his fascination for the 

history of England, notably that of the story of Monmouth the Pretender, that Baryton 

gains his release from the asylum at Vigny-sur-Seine, abandoning both professional 

and parental security in the person of his daughter, and embarking on a new life. 

Baryton' s flight from the bonds of everyday life through the medium of language is 

presaged by the words "C'est a partir de ces le9ons d'anglais que nous entrames tous 

dans une periode absolument trouble, equivoque, au cours de laquelle les evenements 

se succederent dans un rythme qui n' etait plus du tout celui de la vie ordinaire. "(V p 

433) (our emphasis) The words we have stressed underscore the presentiment of an event 

that is both subversive and supernatural, transporting both the reader and the character 

of Baryton into another dimension. 

There is no doubt that as a result of his experiences in England as a young and 

impressionable man, that country for Celine was emblematic of a new world, another 

state of being. It was a country where young Louis Destouches « A peine echappe a 
l'ecrasement des annees d'enfance et d'adolescence, aux brimades de l' armee et enfin 

a l'horreur de la guerre", discovered« la revelation d'une autre vie. »56\our emphasis) 

And to his joy, he found that nothing in this new world was to be more emblematic of 

the spirit of freedom, adventure and weightlessness that pervaded it, than « la 

multiplication autour de lui de figures de peres : hommes que leur age, leur savoir, 

leur experience ou leur situation, mettent a meme de proteger Ferdinand ou de 

l '· · · ,, 568 . znlfzer. (our emphasis) 

A mastery of the English language therefore appears both as a catalyst for release 

from a life of constriction and for the attainment of another form of oneself that is 

weightless; an Ariel to the former Caliban that he had been, as well as a metaphor for 

567 Celine: Romans t III: Guignol's Band I; Guignol's Band II: Editions Gallimard 1988 : p 935 
568 Ibid p 935 
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transgression of the rules of convention. Baryton's action in abandoning all that 

represents a stable life style is called 'taking French leave', the equivalent of the 

expression filer a l 'anglaise in French; a linguistic mirror-image that encapsulates the 

duality inherent in Baryton's transmutation to another state of being. 

Mort 

In contrast to the tangible and actualised presence oflanguage in the Voyage, 

Ferdinand is mute in Mort a credit, a choice which is significant in Bonnefis's 

opinion, as a lack of speech implies a transition to ethereality, whereas its opposite, 

loquaciousness, implies all that is earthbound; an inherent fault or "tare" suggested by 

lameness: "Une defectuosite hereditaire, en quelque sort. La tare, c'est le poids d'un 

defaut. Poids qui s'ajoute au poids propre des choses et qui donne leur poids brut. »569 

In Mort a credit the narrator Ferdinand's mother Clemence has the misfortune to 

possess this defect, one which elicits revulsion in both her husband and her son. Far 

from sympathizing with her disability, it is" ... la pire calamite !. .. C'etait pire qu'un 

grave maladie, qu'une typho"ide, un erysipele ! » (Mac pp 777-778) In an evocation of 

weightlessness inherent in the dancer, and a concomitant heaviness in those who are 

unable to dance, Bonnefis observes that« Si l'on veut bien se rappeler que la danse 

est associee au silence, on trouvera, en effet, que c'est de ne pouvoir danser que la 

mere finalement parle tant ; pour conclure, non sans raison, que sa boiterie est 'le 

scandale du corps' .»570 (our emphasis) Furthermore, in contrast to the litheness and 

grace of the dancer who is characterised by silence, « Elle boite. Elle parle, ce qui 

revient au meme. »571 

Fog 

In Mort a credit England is once again invested with a mystical element, accentuated 

by the fog that appears to permeate the landscape, dissolving everyday objects and 

people into phantoms; a dreamlike state which Ferdinand ascribes to magic: 

« D 'abord, c;a devenait une magie ... Ca faisait un autre monde ... Un inou"i ! comme 

une image pas serieuse ( ... ) » (Mac p 709) This impression of a synthesis of 

strangeness and ephemerality lasts throughout Ferdinand' s stay at Meanwell College, 

causing him to observe that "Plus tard c'etait l'accalmie, le grand domaine des 

569 Bonnefis, P: Celine: le Rappel des Oiseaux : Editions Galilee, Paris 1997 p 87 
570 Ibid p 114 
571 Ibid p 114 
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brouillards .... <;a devenait alors tout magique ... <;a devenait comme un autre 

monde » (MaC p 725) (our emphasis) Similar to the incident in the Voyage, where the 

narrator Bardamu and his companion witness phantoms above the Place du Tertre572 

the fantastic element is accentuated by a mist which « ( ... ) entrait doucement dans les 

pieces, il cachait tout( ... ) C'etait un royaume de fant6mes.» (Mac p 725) In this 

context, England represents the Other, the hidden, the mystical that is within 

Ferdinand, and which he seeks to understand, not as Baryton did, through learning 

English, but through its corollary: consciously refusing to speak it. Silence therefore 

becomes the subversive / transgressive catalyst for Ferdinand's understanding of 

himself. 

Uterus 

Of all Celine's novels, it is in Mort a Credit that England is represented most 

completely as a 'womb' or 'ventre'; a 'Pays de Cocagne' where food appears to 

abound, stamping Ferdinand with an indelible impression of abundance after the 

privations experienced in France. This image of plenty is underscored on Ferdinand's 

arrival at Folkstone, where he is overwhelmed by a plethora of provisions :« ( .. . ) je 

suis passe d'un bide sur un autre. Je reluquais bien la boustifaille des etalages, tout en 

hauteur. Des petites montagnes de jambons . ... Des ravins en salaisons ... » (Mac p 705) 

Indeed, the narrator's arrival in England is emblematic of what Durand, describing 

forms of descent that aim to « penetrer au creur de l 'intimite protectrice », terms a 

« 'rentree' plus ou moins coenesthesique et viscerale. »573 ; a sheltered environment 

heightened by the fact that it is shrouded in perpetual thick fog. In his second work, 

the psychoanalyst Desoille denotes such dreams of descent as "( . . . ) reves de retour 

aussi bien qu'une acclimatation ou un consentement a la condition temporelle,"574 

which symbolise the source of inspiration Ferdinand discerns in England. Durand 

observes that in Bachelard's analysis of Michel Leiris's Aurora, any enhanced 

valorisation of a moment of descent is" ... liee a l'intimite digestive, au geste de 

deglution"575 , thus demonstrating an unequivocal link between Ferdinand's 'descent' 

into England's metaphorical 'womb', and a movement towards self-knowledge and 

572 « C'est du cote de l' Angleterre qu'on les retrouve quand on y arrive( .. . ) le brouillard est de ce cote­
la tout le temps si dense, si compact que c' st comme des vraies voiles qui montent les unes devant les 
autres ( . .. ) » (V p 368) 
573 Durand,G: Les structures anthropologiques de l 'imaginaire: 11 e edition : Dunod, Paris 1992 : p 227 
574 Desoille, R: Le reve eveille en psychotherapie : PUF Paris 1945 : p 150 
575 Durand,G: Les structures anthropologiques de l'imaginaire: 11 e edition : Dunod, Paris 1992 : p 227 
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self-exploration. However, the inherently precarious act of descent which, in itself is 

one that requires the courage to« desapprendre la peur »576, carries a risk, as« On 

conc;:oit qu'en ces profondeurs obscures et caches ii ne subsiste qu'une limite fort 

mince entre l'acte temeraire de la descente sans guide et la chute vers les abimes 

animaux. »577 The danger inherent in this descent is mitigated by its« lenteur »; far 

from being a chaotic free fall, « La duree est reintegree, apprivoisee par le 

symbolisme de la descente grace a une sorte d'assimilation du devenir par le dedans ... 

La redemption du devenir se fait ( .... )par l'interieur, par la duree concrete. »578 In 

Ferdinand's exploration of England, it is the fog that forces him to proceed slowly; to 

moderate his descent, thus avoiding the peril of a free fall into disaster. « Le 

brouillard etait bien compact. ... On s'habitue a trebucher. .. Faut pas tomber dans la 

riviere. » (MaC p 705) 

Bard 

It is in Guignol 's Band that the significance of England and its language attains its 

culmination, as the entire work is placed under the aegis of Shakespeare who Celine 

appears to regard as the purest exponent of that language. Not only is this work 

permeated by quotes from various works by Shakespeare, but the rallying point for 

the 'band' of companions is Leicester Square, the focal point of which is a statue of 

Shakespeare. Indeed, the image of a focal point for the novel could not be clearer, in 

what appears to be a series of concentric circles with Shakespeare at its fulcrum, 

around which the action is situated in London, the capital of a country which is also 

the focal point for Celine's endeavour to achieve a state of weightlessness through the 

use oflanguage in general, and English in particular, as a catalyst for the 

transformation of mass into a state of buoyancy. 

It is for this reason that Godard notes that « La reference a Shakespeare n' est pas 

indifferent au seuil de ce roman, non plus que le rappel de la statue du dramaturge 

situee dans Leicester Square, au lieu geometrique de toute l'histoire. »579 

576 Bachelard, G: La Terre et les reveries de la volonte : Corti, Paris, 1948 : p 398 
577 Durand,G: Les structures anthropologiques de l 'imaginaire: 11 e edition : Dunod, Paris 1992 : 
pp 227-228 
578 Ibid p 228 
579 Celine: Romans t III: Guignol 's Band II : Notice: p 990 
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The fact that the entire action of Guignol 's Band I and II is set in England - and 

significantly in its capital London - appears to act as a catalyst or medium for Celine 

to reach beyond the level of writing to which he has confined himself up to that point, 

and in so doing, to attain another dimension of literary creativity, and finally to 

transcend the boundaries of syntax and vocabulary to reach an au-dela attained in a 

state of de lire. The influence of Shakespeare is undisputable in Celine's passage to an 

altered level of creativity, achieved through "La localisation anglaise de l'histoire" 

which enabled him to "franch(ir) dans Guignol 's Band un nouveau pas dans cette 

direction, non sans preparer ou accompagner ce pas par la multiplication des 

references"580 - to Shakespeare. 

Indeed, references to 'The Bard of Avon' in this work are as much "rencontres" as 

they are "reminiscences"581 ; they are more traces of "une impregnation" which 

denotes a deep affinity Celine felt for Shakespeare rather than a simple form of 

transposition of his thematics and style. Once more, we are made aware of the 

positive effect the London milieu of the early 20th century had on Celine - one in 

which he was able to "donn( er) ( . .. ) libre cours a son gout pour un certain climat 

shakespearien ( ... )"582 We submit that in writing Guignol's Band nearly thirty years 

after experiencing the freedom he discovered in London as a young man, Celine was 

better equipped both to appreciate its value as well as to express what it meant to him 

in terms of a discovery of freedom, through a literary style that had evolved to that 

point through his previous novels Voyage au bout de la nuit and Mort a credit. The 

result was the completely liberated text of Feerie I and II which was to follow, in a 

literary representation of the au-dela. Beyond this point, the use and expression of 

English appears to have become redundant in Celine's repertoire, as though it had 

fulfilled its purpose in delivering him to another state of being; a world in which he 

was able to envisage death as integral to l1fe. It is in this context that Celine's use of 

his idiolect in all its forms, including that of argot, parallels that of the role of the 

Double, in that it suffers the same fate, and for the same reason, as that figure, in the 

novels of the trilogy, where it is gradually abandoned. 

58° Celine : Romans t III : p 991 
581 Ibid : p 993 
582 Ibid : p 993 
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L 'Autre-la: l 'Outre-la 

In his work Celine : Le Rappel des Oiseaux, Bonnefis is explicit in his definition of 

the origins of Celine's use of the neologism l'outre-la: « L'outre-la celinienjoue 

d'une confusion que fait la langue frarn;aise entre deux outres ( ... ) l'outre qui vient 

d'ultra (qui veut dire au-dela en latin), et qu'il arrive a Celine d'ecrire 'oultre' » - the 

version used by Celine in a letter to Jean Paulhan (le 27 fevrier 1949; « Oultre ! 

Foultre ! » - and the other meaning of« l'oultre » which is derived from uter 

meaning "ventre en latin". 583 The neologism coined by Celine therefore appears to 

derive from a conflation of both meanings, signifying the 'beyond' and either a 

'womb' or 'belly' - both translations of the French word ventre, 584 thus expressing 

both the transgressive and maieutic elements inherent in the author's use of this word. 

According to Bonnefis, Celine's deliberate conflation of the two meanings of the 

words is motivated by an obligation, the reason for which is obscure, but which is 

nonetheless founded in the confusion inherent in the French distinction between the 

words - uter and - ultra. However, the notions of both the womb and the beyond are 

not as disparate as one might imagine, as "le ventre semble mieux fait pour accueillir 

des notions comme celles qu'exprime l'en de9a."585 In an echo of the sentiments 

expressed by Bachelard - Desoille mentioned above, Bonnefis expands on the notion 

of the - uter as the seat or origin of the -ultra when he poses the question " .... tout es 

les choses rentrees n'y trouvent-elles pas naturellement leur place? Le ventre a 

longtemps dessine pour l 'imagination un es pace d 'intimite, etant le siege des 

fonctions les plus secretes du corps, du cceur et, eventuellement meme de 

1, · t 586( h . ) espn . .. . » our emp as1s 

In both Voyage au bout de la nuit and Mort a credit, England and English culture are 

evoked in a context of semi-exteriority; a place and language that, despite Ferdinand' s 

involvement with it in the latter novel, still remains detached - the consummate 

'Other'. However, in Guignol 's Band we, the readers, are projected into the heart of 

all that is English (or rather its definition in the era referred to by Ferdinand / young 

583 Bom1efis, P: Celine: Le Rappel des oiseaux : Presses Universitaires de Lille : 1992 : p 122 
584 Le Grand Robert 2001 pp 1747 - 1748: Ventre: 4. L'abdomen en tant que siege de la digestion 
(l'estomac et intestins) 5. Chez la femme, !'abdomen en tant que siege de la gestation et des organes 
genitaux intemes. 
585 Bonnefis, P: Celine: Le Rappel des oiseaux : Presses Universitaires de Lille: 1992 : p 122 
586 , P: Celine: Le Rappel des oiseaux : Presses Universitaires de Lille: 1992: pp 122 - 123 
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Destouches). Not only is the novel set in England, but we are also exposed to 

examples of prose written by its greatest playwright, Shakespeare in plays. In 

Guignol 's Band the reader is not only situated in England geographically, but is also 

confronted with a narrative imbued with the presence of one of its greatest writers, 

ensuring that both narrator and reader are immersed in English culture. The degree to 

which this novel is impregnated with all that is English - its people, its climate, its 

literature - and its implication for Celine's literary creation is attributed to the fact 

that "Le decor londonien aidant, (Celine) donne ici libre cours a son gout pour un 

certain climat shakespearien qu'il retrouve jusque dans des aspect inattendus."587 In 

an act that presages an ascent to freedom of expression, Celine immerses himself in 

England and its culture in a parallel evocation of Ferdinand's descent into the 'ventre' 

that is England in Mort a credit. 

Argot- Idiolect 

Like lace, there is nothing as ephemeral as argot that, like a butterfly, emerges from 

the cocoon of conventional language to scintillate for a brief instant before dying. But, 

as Celine remarked in an interview, unlike conventional language, it possesses the 

singular advantage of having truly lived, and not merely having existed. It is this 

unique element in Celine's works that invests them with a brilliance that, contrary to 

his prediction, has lasted until today. What he believed to be ephemeral has endured 

without diminishing any of its splendour. In order to explain the origin of this 

phenomenon we have recourse to a work that, although it refers to Hugo's particular 

idiolect, is equally relevant to that of Celine: « 11 nous plait de constater que la langue 

hugolienne trouve a se renouveler a l'entree du caveau, qu'elle se regenere au moment 

de penetrer dans le mystere d'une cavite noire, sombre et humide. Le souterrain 

perturbe la langue et reforme le style. »588(our emphasis) This observation eloquently 

describes the transgressive and subversive element inherent in the use of a particular 

idiolect, as Celine's no less than Hugo's caused an irruption in the accepted norms of 

syntax and style. 

Inherent in the transgressive function of argot is the emergence of a repressed element 

in the writer's divided self; a duality that has its roots in abjection; "une de ces 

587 Celine : Romans t III Guignol 's Band II: Notice : p 993 
588 Chelebourg, C: Sur un fond de tenebres quelque bizarre alphabet" - le sou terrain et la langue chez 
Victor Hugo: in L 'Jmaginaire du Souterrain : textes reunis par Aurelia Gaillard : p 130 
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violentes et obscures revoltes de l'etre contre ce qui le menace et qui lui parait venir 

d'un dehors ou d'un dedans exorbitant( ... )"589 (our emphasis) The source of Celine's 

abjection was social corruption in all its forms, a vice against which he waged war 

armed with his own particular sword of argot; what Hugo termed his "langue de 

combat."590 Given the subversive chthonian nature of argot, it is not surprising that 

the type of disorder caused by its use" ... confirme la puissance du lien qu'il etablit 

entre souterrain et corruption linguistique."591 And true to form, that language was 

only to be found 

"( . . . ) dans Jes bas-fonds de l'ordre social, la ou la terre finit et ou la boue commence,( ... ) 

saisir et jeter tout palpitant sur le pave cet idiome abject qui ruisselle de fange ainsi tire au 

jour, ( ... ) ce n'est ni une tfiche attrayante ni une tfiche aisee. Rien n'est plus lugubre que de 

contempler ainsi a nu, a la lumiere de la pensee, le fourrnillement effroyable de !'argot. ( ... ) 

une sorte d'horrible bete faite pour la nuit qu'on vient d'arracher de son cloaque. » 592 

It was this«( ... ) langue dans la langue, une sorte d'excroissance maladive ( ... ) un 

parasite qui [ avait] ses racines dans le vieux tronc gaulois et dont le feuillange sinistre 

rampe sur tout un cote de la langue », 593 that Celine chose as his weapon against 

social corruption and complaisance as well as man's inhumanity to man expressed in 

war. 

In his inverse evocation of a Tower of Babel,« Construction d'en bas qui cherche les 

tenebres, Plonge au dessous du monde et descend dans la nuit,Et, Babel renversee, au 

fond de l'ombre fuit ! »,594 Hugo, like Celine,« renvoie la langue a ses origines 

souterraines »595 , thus countering an abject view of societal corruption with a 

transgressive form of language. Like Hugo, Celine's use of idiolect « se revele 

doublement motive: il l'est, a un niveau objectif, par le fait qu'il emprunte au fonds 

symbolique et, a un niveau subjectif 596 par les traumatismes qui expliquent ces 

589 Kristeva, J: Pouvoirs de l'Horreur: Editions du Seuil 1980 p 9 
590 Hugo, V: Les Miserables: IVe, 7°, I; p 778 in Celebourg, C : Sur unfond de tenebres quelque 
bizarre alphabet : p 129 
591 Chelebourg, C: Sur un fond de tenebres quelque bizarre alphabet" - le souterrain et la langue chez 
Victor Hugo: in L 'Jmaginaire du Souterrain : textes reunis par Aurelia Gaillard : p 130 
592 Hugo, V: Les Miserables: IVe, 7°, I; p 776 in Chelebourg, C: Sur unfond de tenebres quelque 
bizarre alphabet : pp 130-131 
593 Hugo, V: Les Miserables: IVe, 7°, II; p 781 in Chelebourg, C: Sur unfond de tenebres quelque 
bizarre alphabet: p 131 
594 Ibid (v 387 - 390; p 543) Chelebourg p 134 
595 Ibid p 134 
596 In Kristeva's terms, the semiotic 
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emprunts », 597 an embedding of motivations, not of signs but of symbols, which defies 

comprehension in terms of a decoding on the level of meaning alone. 

In this context, it is important to consider the distinction made by Kristeva between 

the symbolic and the semiotic addressed in her work Powers of Horror in which she 

examines the productive, creative role of repression. Much of the work addresses an 

exploration ofliterature as a mechanism for the deployment of unconscious forces 

into acceptable forms of expression without finally being eclipsed. For Kristeva, the 

semiotic is a pre-linguistic, pre-symbolic space; the realm of the non-dit or 

unspeakable, the unnameable. It is associated with a pre-Oedipal state when the infant 

is in a symbiotic state with the mother. It also predates sexuality, and what Lacan 

termed the 'mirror stage' at which the child is able to distinguish its own reflection in 

a mirror. By contrast, the symbolic is the realm of language understood as a rule­

governed system of grammar and syntax; it is also the realm of the repressive 

institutions of social order and law. In Deleuzian terms, then, the semiotic represents a 

molecular state propitious for creation, while the symbolic may be associated with 

molar or repressive structures. 

Anima - Animus 

Broadly speaking, "where the semiotic is dominated by the figure of the mother, then 

the symbolic is governed by the law of the father.( ... ) For children of both sexes, 

rejecting the mother and, for Kristeva, the maternal sphere of the semiotic, is crucial 

in allowing the child to enter the symbolic sphere, the sphere of language and paternal 

authority."598 It follows that a subject who was to remain in a pre-linguistic or 

semiotic state would remain outside language and society, implying that he or she 

would be psychotic, and, should that person be a writer, he or she would necessarily 

produce works that reflect a psychosis through an 

« ( ... ) ecriture morcelee, eclatee comme l'univers qu'elle veut raconter, comme l'homme 

depersonnalise qui ne parvient plus a situer sa place dans le monde, dans l' espace et dans le . 

temps, qui ne parvient plus a se constituer en tant que personne en face d 'autres personnes, 

comme l'homme ecrivant qui ne peut admettre le divorce constitutionnel entre son moi propre 

597 Chelebourg, C: Sur unfond de tenebres quelque bizarre alphabet" - le souterrain et la langue chez 
Victor Hugo: in L 'Imaginaire du Souterrain : textes reunis par Aurelia Gaillard : p 139 
598 Lloyd, M: Julia Kristeva: in Contemporary Critical theorists: Edinburgh University Press 2004: 
pp 139 - 140 
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et le moi qu 'ii projette dans ses ecrits, fou d'angoisse parce qu'il 'sent surgir en lui, a cote de 

l'homme qu'il etait, un etre nouveau, l'ecrivain' 599( . . ), double diabolique qui echappe a toute 

tentative de maitrise ( .... )pour, au bout du compte, toujours le soumettre s'il ne parvient pas a 
!'aliener, cette ecriture, c'est l'ecriture psychotique. »600(our emphasis) 

However, we believe that it would be simplistic (and dismissive in terms of his 

creative aesthetic), to categorise Celine as psychotic, as he is«( ... ) un ecrivain qui 

negocie avec la psychose pour construire son ecriture », which is « ... 

indissolublement une certaine representation du monde et des hommes et une maniere 

de dire, un style, ces deux aspects etant soumis a une meme logique. »601 Celine's 

work is founded in abjection, not simply because it is dominated by the themes of pain 

and horror, but because « ( ... ) toute la position narrative semble commandee par la 

necessite de traverser l 'abjection dont la douleur est le cote intime, et l 'horreur le 

visage public. »602 Significantly, particularly in the context of the many triangular 

situations that arise in his works, Celine's writing is an attempt«( ... ) de situer un etre 

parlant entre ses desirs et leurs interdits,603 bref a l'interieur du triangle 

d . · 604 oe 1p1en. » (our emphasis) 

Because the relationship between the semiotic and the symbolic is a dialectical one, it 

is inevitable that from time to time the semiotic should erupt through consciousness, 

"disrupting symbolisation with heterogeneous unconscious contents",605 which is a 

frequent occurrence in Celine's poetic prose. According to Kristeva, poetic language, 

through its emphasis on musicality or rhythm "exposes the subject's link with the pre­

linguistic realm or semiotic chora",606 an instance of what Freud referred to as 'the 

return of the repressed'. The dialectical nature of the relationship between the 

semiotic and the symbolic has profound implications for subjectivity, or what 

Kristeva termed the "subject-in-process/on tria1"607 which suggests a fluid identity of 

the speaking subject. In aspiring to a stable identity, he or she is constantly in the 

599 Lalande, B: Voyage au bout de la nuit: coll. 'Profil d'un amvre' Hatier p 7 
600 Blondiaux, I: Une Ecriture psychotique: Louis-Ferdinand Celine: AG Nizet : Paris, 1985 pp 13 - 14 
60 1 Ibid p 14 
602 Kristeva, J: Pouvoirs de l'Horreur: Editions du Seuil 1980: p 165 
603 Between the semiotic and the symbolic 
604 Kristeva, J: Pouvoirs de l'Horreur: p 165 
605 Lloyd, M: Julia Kristeva: in Contemporary Critical theorists: Edinburgh University Press 2004: 
p 140 
606 Ibid p 140 
607 Ibid p 140 
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process of seeking identification with figures of authority- and, in Celine's case, 

particularly father figures - while simultaneously being seduced by the pre-oedipal 

maternal space of the semiotic. This implies that the subject is always in the process 

of renewing his or her identity - a creative process for both the individual and his 

work. In both cases, the importance of moments of transgression and negativity 

cannot be underestimated, and it is in this context that we believe Celine employed his 

idiolect as a transgressive, creative mechanism designed to achieve immanence on 

both a literary as well as a personal level. In expressing his semiotic pre-linguistic self 

he was able to correlate both his female anima and his masculine animus in a single 

creative entity. 

Abjection 

Abjection is a key element in Celine's works. Like the semiotic, it is both a 

"precondition of, and an element that disrupts subjectivity and the symbolic."608 In 

early infancy, in the context of the Oedipus complex where the child is able to 

distinguish its own reflection in a mirror, abjection also relates to the process of 

separation that renders a shift from the semiotic to the symbolic possible. It signifies 

that which needs to be expelled in order that a "clean and proper body" can be 

established. This relates not only to the individual but also to the collective body -

and in Celine's case, the social fabric which he viewed as corrupt. His literary efforts 

to purge that fabric of its perceived decadence culminated in his writing of the 

pamphlets between 193 7 and 1941. 

We posit that Celine's idiolect was the vehicle chosen by him expressly to attain a 

state of emptiness, of emptying out, in order to create a space in which music and 

dance might assume their rightful place. Celine believed this state could be achieved 

through«( ... ) la mutation du langage en style, sans !'impulsion d'une alterite 

innommable », which, « passionnelle pour commencer, se rythme ensuite, avant de se 

vider. »609(our emphasis) It is to this objective that Celine referred in a letter to Milton . 

Hindus in 1947: "Jene me trouve bien qu'en presence de rien du tout, du vide."610 It 

is in an attempt at the scription of this state of emptiness that Celine employs idiolect 

608 Lloyd, M: Julia Kristeva: in Contemporary Critical theorists: Edinburgh University Press 2004: 
p 141 

609 Kristeva, J: Pouvoirs de l'Horreur: Editions du Seuil 1980 p 226 
610 Lettre to Milton Hindus 29 May 1947: L'Heme: p 113 
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as his chosen device. The realisation that a state of abjection is intrinsic to man's state 

of being, and indeed fundamental to his reason for being, creates this imperative. We 

believe that the conscious use of idiolect in his works lent Celine the courage to 

confront the abyss of the realisation that abjection lies at the very core of one's being: 

"( ... )!'impossible, c'est son etre meme, decouvrant qu'il n'est autre qu'abject ( ... ) 

Rien de tel que !'abjection de soi pour demontrer que toute abjection est en fait 

reconnaissance du manque fondateur de tout etre ». 611 

In the context of the production of Celine's works, it is important to note that the self­

loathing implicit in abjection differs from that of hysteria, which is the symptom of an 

ego that, "excede par un 'mauvais obj et', s'en detoume, s'en expurge et le vomit."612 

In abjection, there is no object, as its revolt lies "( ... ) tout entiere dans l' etre. Dans 

l' etre du langage." (our emphasis) Contrary to a state of hysteria which« seduit le 

symbolique mais ne le produit pas», the subject who experiences abjection is 

culturally productive, the outcome of which is«( . . . ) le rejet et la reconstruction des 

langages". 613(our emphasis) What could more eloquently evoke both the motivation for, 

and the outcome of Celine's use of idiolect as an expression of abjection in his works? 

As for its effect on the reader, Celine cautions that argot should be used sparingly, just 

as one uses condiments in the preparation of a meal. Although capable of "asso(yant) 

bien le_lecteur", it will not be long before "votre lecteur ressaisit!" as its effect wears 

off. Like the prudent use of a condiment, the use of argot may heighten the enjoyment 

of the 'meal' of a literary work, "mais un repas entier de piment vous fait un mechant 

dejeuner."6 14 In adopting colloquialism as a stylistic strategy, Celine's use of argot is 

not only an expression of a deliberate literary tactic, but also of an ideology. It is a 

safety-valve which permits the signifier to contain« ce trop-plein d'emotion qu'(il) 

aspire a manifester dans l'ordre du langage. »615 When Celine rebels against 'ideas', it 

is in order to advocate the expression of « l 'emotion du langage parle a travers 

l'ecrit »6 16, emphasising that« !'emotion ne peut etre captee et transcrite qu'a travers 

611 Kristeva, J: Pouvoirs de l'Horreur: Editions du Seuil 1980 pp 12 - 13 
612 Ibid p 57 
613 Ibid p 57 
6 14 Celine, L-F: Entretiens avec le Professeur Y: Editions Gallimard 1983 p 60 
615 Kristeva, J: Pouvoirs de l'Horreur: Editions du Seuil 1980: p 227 
616 Celine: Entretiens avec le Professeur Y: Editions Gallimard 1993 : p 537 
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le langage parle. »617 However, Celine emphasised that prescribing the literary 

expression of spoken language is easier said than done, « c'est pas rien ! . . . c'est 

infime, mais c'est quelque chose ! »618 

Subversion 

Celine's adoption of argot is transgressive, even subversive, in that its aim is to « faire 

passer le parler dans l'ecrit ( ... ) visant a subordonner la dominante logique ou 

grammaticale du langage ecrit. »619 This strategy is carried out in an attack that rallies 

thematic, stylistic and ideological elements, using an enunciation that aims to subvert 

the logic and grammatical rules of written language. It is a subversive movement that 

is accompanied by what semioticians call a "systeme modelant secondaire", produced 

by the counterattack of an emotion that is manifest linguistically in an abundance of 

"operations prosodiques et rhetoriques"620 which accomplish the subversion of 

conventional language. This strategy is effected in what Kristeva defines as two 

fundamental processes; "la segmentation (avec rejet ou prejet) de la phrase", which is 

prevalent in Celine's early novels, and "!'ellipse syntaxique"621 which is a feature of 

his later works. This dual process results in a synthesis of melody and logic brought 

into being by Celine the syntactician. 

The transgressive nature of Celine's use of argot is inherent in the fact that is is « un 

moyen radical de separation, de rejet, de haine a la limite »622 Indeed, its use denotes 

sufficient hatred to « assoi(r) bien le lecteur. . .l'annihile ! ... »623 . For this reason argot 

was the author's chosen medium to express his hatred for all that he found 

hypocritical and fatuous in contemporary French society. The first instance of 

Celine's use of his idiolect occurs in the Voyage, present in Robinson's use of argot 

when referring to an officer who is wounded, as well as in his vulgar tone which 

demonstrates disre8pect for authority in general and for authority-figures in particular. 

Indeed, in an echo of the author's use of caricature, this particular use of language is 

617 Celine: Entretiens avec le Professeur Y: Editions Gallimard 1983 p 25 in Kristeva, J: Pouvoirs de 
l 'Horreur : p 227 
618 Ibid p 227 
619 Kristeva, J: Pouvoirs de l'Horreur: Editions du Seuil 1980 p 227 
620 Ibid p 227 
621 Ibid p 227 
622 Kristeva, J: Pouvoirs de l'Horreur: Editions du Seuil 1980 p 226 
623 Celine, L-F: Entretiens avec le Professeur Y: Editions Gallimard 1983 p 59 
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one of the principal objectives in Celine's novels, as, in a symbolic act of 

transgression, « (La parole) rabaisse le prestige d'une societe qui l'opprime et l'aliene 

en degradant les signes qui servent a la denommer. » 624 

It was without a doubt Robinson's emancipated manner of speech, his disrespect for 

authority that was one of the main factors in Bardamu's attraction for this figure of the 

Double: "L'allure emancipee du parler de Robinson d'une part, l'insistance 

mimetique de Bardamu-protagoniste d'autre part, constituent une motivation de 

l' action et de sens symbolique. Robinson prendra desormais aux yeux de Bardamu 

l'allure d'un initiateur sur la voie de la nuit. ( ... )".625 Bardamu is particularly 

impressed by Robinson's derogatory manner of speaking about and to his senior 

officer, remarking first that the injured Captain "etait bien amoche le piston!", 

addressing him with disrespect and ordering him to "Finis 9a! ( ... ) Maman! Elle 

t'emmerde!" (V p 42) Especially impressive in Bardamu's eyes is Robinson's disregard 

for the trappings of war, having« laisse tomber le barda et puis les armes aussi .... 

Dans une mare a canards qui etait a cote .. .. » (V p 42) 

Another element of the use of idiolect is its ability to caricature not only figures in the 

novels but also social institutions. This is particularly evident in Celine's description 

of the Institut Bioduret - a postiche of the Pasteur Insitute - and the scientists engaged 

in research there. 626 In using idiolect to caricature people and institutions, we witness 

Celine's most transgressive use oflanguage, as caricature has the effect of reducing 

individuals and organizations to type, thus divesting them of their authority; their 

conventional 'molar' exterior, and exposing their vulnerability. In according priority 

to the use of his idiolect throughout his oeuvre, Celine, in a deliberate act of 

subversion, adopts«( .... ) une pratique narrative qui privilegie l'exageration 

caricaturale, la reduction comique ( ... ) une fa9on de narrer qui rel eve davantage de la 

. d ~ 1 satire que u roman. » 

624 Racelle-Latin, D : Le Voyage au bout de la nuit de Celine : roman de la subversion et subversion du 
roman : Bruxelles : Palais des Academies 1988: p 275 
625 Ibid p 283 
626 Mentioned supra in the previous chapter Father figures as rivals and initiators 
627 Racelle-Latin, D : Le Voyage au bout de la nuit de Celine: roman de la subversion et subversion du 
roman : Bruxelles: Palais des Academies 1988: p 288 
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Celine's use of idiolect also has the power to inject an element oflyricism into the 

most tragic of circumstances, such as that of the death of Bardamu' s Colonel at the 

Front. This episode is described in poetic prose; a subversion of the conventional 

manner ofrepresenting such an incident. In a masterful recounting of the incident, 

Celine not only invests it with an evocative description of the infantryman's headless 

body, but also effects a conflation of social hierarchy of the officer and his minion 

locked in an embrace which is both transient and eternel: 

"Quant au colonel, lui, je ne lui voulais pas de mal. Lui pourtant aussi il etait mort. ( ... ) C'est 

qu'il avait ete deporte sur le talus, allonge Sur le flanc par !'explosion et projete jusque dans 

les bras du cavalier a pied, le messager, fini lui aussi. 11s s 'embrassaient tousles deux pour le 

moment et pour toujours, mais le cavalier n'avait plus sa tete, rien qu'une ouverture au-dessus 

du cou, avec du sang dedans qui mijotait en glouglous comme de la confiture dans la 

marmite. »(V p 17) 

This is a prime example of the power of Celine's transgressive use oflanguage to 

overturn social convention. Indeed, « Cette domestication incongrue de l 'horreur 

sacree c'etait deja celle du colonel dans la guerre et, plus absolument encore, celle de 

la guerre tout entiere, ce genocide institutionnalisee. » 628(our emphasis) 

Poietikos 

Celine's works are enhanced through his recognition of the importance of moments of 

transgression, of negativity and of abjection in the creative process, resulting in works 

that are rich in poetic prose. In adopting his idiolect, Celine automatically distanced 

himself from conventional societal norms so that 

« ( ... )la voix qui parle dans (son oeuvre) conserve-t-elle en permanence !'intonation du suj et 

marginal tout en s' exprimant dans un langage exhausse, en raison meme de sa facture 

artistique, au-dela de toute situation sociale. Bardamu parle poetiquement d 'un lieu qui est 

bien de l'autre cote de la langue et de la societe, et son refus acquiert par la une portee 

symbolique et transcendante. ( .. . ) sa vraie resonance celinienne»629 (our emphasis) 

Just as the narrative style of the Voyage overturns the traditional format of the novel, 

so too does it aim to invert language« par le jeu des registres et la dislocation de la 

628 Racelle-Latin, D: Le Voyage au bout de la nuit de Celine : roman de la subversion et subversion du 
roman: Bruxelles: Palais des Academies 1988 : p 303 
629 Racelle-Latin, D: Voyage au bout de la nuit : ou !'Inauguration d 'une Poetique 'Argotique' :p 63 
in La Revue des lettres Modernes Nos 462 - 467 : Lettres Modemes Minard 1976 
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phrase, une langue instituee en reflet du reel etabli. »630 The narrative's lyrical quality 

is achieved through« la surdetermination ironique de la negativite par l'enonciation 

narrative qui fait basculer le 'reel' de la fiction dans l 'irrealite de la satire, » together 

with an«( ... ) insistance passionnelle a denoncer et a exorciser le sens malheureux de 

la realite qui entraine la narration a se recouvrir lyriquement et a mettre ainsi en 

evidence sa qualite de discours. »631 (our emphasis) 

However, it is the regenerative power of Celine's use of argot that is relevant in the 

context of our study of the role of the Double; a regeneration that is effected through 

« un declassement volontaire du moi, lequel est a l'origine du caractere fictif de son 

autobiographie. »632 In violating the norms of« beau langage » - symbolic both of a 

particular class and ideology in opposition to which Celine had placed himself, he 

brings about « ce dedoublement regenerateur que Bardamu annonce comme son ' true 

d'imagination' » namely to« depouiller les hommes qu'on redoute le plus, du 

moindre prestige qu'on a encore tendance a leur preter( ... ) C::a vous donne un autre 

vous-meme. On est deux. »633 (our emphasis) The relegation of himself on a fictitious 

level to an inferior level of society is one of the principles underpinning Celine's 

style, and a manifestation of "l' authenticite de son oeuvre". 634 The writer's courage in 

using his idiolect to create works that become, through the mechanism of abjection 

and negativity, imbued with poetry, has a spinoff in terms of regeneration for the 

reader, _who, the author's voice rising like a "raz de maree" ( .. . ) porte au lecteur 

l 'urgence d'un elan vital a retrouver", while simultaneously communicating "le 

sentiment d'une necesaire refonte de notre art de vivre dans ce qu'il a de plus 

t . l ,,635( h . ) essen 1e . our emp as1s 

630 630 Racelle-Latin, D: Voyage au bout de la nuit : ou I 'Inauguration d 'une Poetique 'Argotique' 
in La Revue des lettres Modernes Nos 462 - 467 : Lettres Modemes Minard 1976 : p 69 
63 1 Ibid p 69 
632 Ibid pp 74 - 75 
633 Voyage au bout de la nuit: p 64 in Racelle-Latin, D: Voyage au bout de la nuit: ou ! 'Inauguration 
d 'une Poetique 'Argotique' p 74 in La Revue des lettres Modemes Nos 462 - 467 : Lettres Modemes 
Minard 1976 
634 Voyage au bout de la nuit : p 64 in Racelle-Latin, D: Voyage au bout de la nuit: ou ! 'Inauguration 
d'une Poetique 'Argotique ' pp 74 - 75 in La Revue des lettres Modemes Nos 462 - 467 : Lettres 
Modemes Minard 1976 
635 Voyage au bout de la nuit : in Racelle-Latin, D: Voyage au bout de la nuit : ou !'Inauguration 
d 'une Poetique 'Argotique' pp 74 - 75 in La Revue des lettres Modemes Nos 462 - 467: Lettres 
Modemes Minard 1976 : pp 75 - 76 

198 



Eternity 

In adopting his own idiolect through the creation of neologisms and the use of argot, 

Celine appears to have envisaged a mechanism to transcend time and, while accepting 

the inevitability of death, to render his works eternal. In the very fact that argot and 

neologisms are destined to be overtaken by new literary forms, he imitated the cycle 

oflife, thus pre-empting a condition of mortality that he observed in novels written in 

conventional language. This preoccupation is evident in a letter Celine wrote in reply 

to Andre Rousseaux's criticism of the use of argot in Mort a credit, published in the 

Figaro of 23 May 1936. Rousseaux criticised the ephemeral nature of the use of argot, 

questioning whether "le prodigieux genie verbal de Celine" would not risk becoming 

"prisonnier de ses propres artifices"636, to the extent that he condemned the author's 

vocabulary to imminent obsolescence. Celine's reply to this criticism was succinct 

and impassioned, declaring the use of argot to be "le seul mode d'expression possible 

pour l'emotion".637 He added that he had no interest in simply narrating events, but 

wished to "faire RESSENTIR" - a task he considered impossible to achieve in 

conventional academic language. In a development of this argument that encompasses 

the essence of what Bonnefis termed the "loi de Celine"638 , and the possibility of 

achieving linguistic ephemerality, Celine provides his own answer to the question 

"Pourquoi je fais tant d'emprunts a la langue, au 'jargon', a la syntaxe argotique, 

pourquoi je la forme moi-meme si tel est mon besoin de !'instant? » in his succinct 

reply: « Paree que vous l'avez dit elle meurt vite cette langue. Done elle a vecu, elle 

VIT tant queje l'employe. »639 

In the summation of his article Gone are the days, Bonnefis emphasises Celine's 

purpose in writing, not to write 'against the clock', hoping to stem the passage of 

time, but rather to write with its flux, assimilating its passage into his creative oeuvre: 

"Celine n'ecrit pas pour une autre raison. Fort de cette assurance que le present, 

finalement, ne s'obtient qu'au prix d'un arrachement, ou qu'a defaut, le present 

suppose l'usure de la presence. »640 This implies a wearing down (or out) of the fabric 

of the present until it is transparent ; until one is permitted a glimpse of the au-de la 

636 Celine: Romans t I: p 1507 
637 Ibid p 1119 
638 Footnote to the article Gone are the days: !'invention de la musique dans !'oeuvre de Celine: p 810 
639 Celine: Romans t I: p 1120 
640 Bonnefis, P: Gone are the days ... : Gone are the days ..... L'invention de la musique dans !'oeuvre 
de Celine: Modem Language notes: Johns Hopkins University Press: Vol 103 No 4 :p 821 
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that awaits us. Far from resenting the ephemeral quality oflife, we should embrace it, 

as it is« precisement ce qu'il ya en elle d'attachant. »641 In this context, Celine's use 

of his idiolect appears to be a metaphor for that ephemerality. 

Towards the end of Bagatelles pour un massacre, Celine, in an act that Bonnefis 

qualifies as a "depot de bilan", declares« Cela suffit au fond ces trois mots qu'on 

repete; le temps passe ... cela suffit a tout.( ... ) Je lui ferai des conditions ... entre la 

mort et l'existence ... une situation legere. Noux pourrons surement nous 

entendre ».642 It is this 'lightness of being' that in Bonnefis's view is conducive to a 

passage to the au-dela, one which will permit the passage of 

« les fant6mes; et avec les fant6mes, beaucoup de figures qu'(il) (aurait) ( ... . ) eveillees, 

sorties de l'outre, ou elles reposaient. Toute la ronde, la farandole repassant; et repassant dans 

un style absolument dechiquete, une vraie dentelle de style ; mots fragiles, bouts de phrases, 

nui t et brouillard. » 643 

Through the use of argot, Celine steals a march on language that claims to be « pure, 

bien fran<;aise raffinee » - a language that he, however, considers to be "Toujours 

morte, morte des le debut, morte depuis Voltaire, cadavre, dead as a door nail."644 He 

is cognisant of the fact that his novels too, will become obsolete, but with the 

difference that they will bear the distinction of having "pendant un an, un mois, un 

jour VECU."645 Misquoting Elie Faure, Celine ends the letter to Rousseaux with the 

declaration that« La plupart du temps les artistes sous pretexte d'art s'arrangent pour 

faire plus mort que la mort, ils lui ajoutent un poids specifique que la mort n'a pas. La 

mort possede encore une espece de vie. »646 Bonnefis observes that«( ... ) 

}'expression d'Elie Faure n'allait pas tomber dans l'oreille d'un sourd. Recueillie 

aussitot par Celine qui en ferait son miel », concluding that it was exactly « ( ... ) de 

cette espece de vie-la qu'avec l'argot (Celine) entendait faire profiter la langue ».647 

What is more, the very ephemeral nature of argot which is destined to disappear 

64 1 Bonnefis; P: Gone are the days .... Modem Language notes: Johns Hopkins University Press 
Vol 103 No 4 p 821 
642 Bagatelles pour un massacre: 1937 pp 373 - 374 
643 Bonnefis; P: Gone are the days .... Modem Language notes: Johns Hopkins University Press 
Vol 103 No 4 p 822 - 823 
644Celine: Romans t I: p 1120 
645 Celine: Romans t I: p 1120 
646 Ibid p 1120 
647 Bonnefis; P : Gone are the days .... Modem Language notes: Johns Hopkins University Press 
Vol 103 No 4 p 819 

200 



emphasises its life-giving force: "( ... ) une langue qui se meurt, ne laisse pas de se 

mourir. Une langue, par cela meme, qui survit en somme. Tel est,( .. . ) le mouvement 

que l' argot a pour charge d' entretenir et de reactiver sans cesse. » 648 

In a footnote relating to the quotation from Faure, Godard notes : « La citation est ici 

approximative. Celine avait au contraire cite le texte exact d'Elie Faure dans une lettre 

qui semble dater de la publication de Voyage adressee a un destinataire non identifie : 

« Connaissez-vous cher Ami cette admirable phrase d'Elie Faure : 'Toute composition 

qui n'est pas organique a la raideur, le froid, le vide de la mort. Je me trompe car la 

mart vit. L'homme au moyen de !'art a reussi, la plupart du temps, a etre plus mort 

que la mort'. Effrayante condarnnation de tant d'efforts: » (Catalogue B. Loliee No 

18, novembre 1968)649 ( our emphasis) 

We posit that the reference to a death-that-is-not -death but life itself, captures the 

essence of Celine's ideology. In the author's viewpoint, death is seen not as an end, a 

finality, but a beginning, a transcendence, a passage to the beyond (the au-de/a) that 

had its seed in the outre or womb, and was enabled to transgress the sterility of social, 

cultural and linguistic norms through the mechanism of the outre, the outrance, the 

outre-la. It appears that Celine refused the accepted notion of death as a finite end, an 

entity that was impenetrable. We believe his vision of death was that of a state of 

ephemeral being, a transparence, as light and fragile as the lace his mother used to 

repair. In Celine's view, death is"( ... ) un espace lisse", symbolised by the leitmotif of 

the bridge that recurs throughout the author's work. The importance of the bridge in 

Celine's works has already been analysed by Philippe Bonnefis in his article 'Passage 

Celine' in which he observes that "le pont et le chaos vont ensemble. Ils tiennent 

ensemble; ils s'epaulent en quelque sorte ( .. .. )". 650 Rainge develops this notion, 

remarking that there is« Pas de pont, che; Celine, qui ne flirte avec l'abime. »65 1, 

underscoring the smoothness of the transition of life to death in a cyclical movement 

of disintegration and regeneration. 

648 Bonnefis; P: Gone are the days ... . Modem Language notes: Johns Hopkins University Press 
Vol 103 No 4 : p 820 
649 Celine : t I : .Editions Gallimard: p 1508 
650 Bonnefis P: Passage Celine, Revue des Sciences Humaines, 69 .198 (1985) p 141 
651 Rainge, G: Le Prologue de Guignol's Band comme porte vers l'espace lisse : p 2 
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The ma"ieutic function of the use of argot - and the irruption it causes at the seat of 

conventional language - is clearly defined by Lyotard in his preface to the Galilee 

edition of Bonnefis's Celine: le rappel des Oiseaux. Here, the confusion generated by 

the use of argot shakes the very foundations of conventional language, bringing forth 

in a maieutic sense a regeneration of the essence of language: 

« A lire Bonnefis, telle est la confusion dont Celine se fait obligation, le desordre dont il 

s ' endette: comme si l'inconsistant outre-la, cet au-dela pourtant loge dans le sac ventru, 

imposait a son ecriture la direction a suivre pour s'enquerir de l'autre chose. Voici comment tu 

dois la faire entendre, celle-ci, et t'en faire entendre : dans le vacarme que fait retenir sa 

sarabande au fond de la langue matrice et qui la creve. »652 (our emphasis) 

Ironic laughter 

Celine's version of comedy, one which is frequently achieved through the use of his 

idiolect in general and argot in particular, leads us to ironic laughter or a rire jaune, 

that is often at his own expense. It is a distanced, objective form of comedy which 

enables us to discern the author's creative impulse, while leading us to the realisation 

that his comedy goes far beyond the mere desire to amuse his public. His is a comedic 

genre which is purely theatrical and, on a literary level, supremely creative. It is 

doubly effective as he is a player on the stage of his unique form of theatre where he 

poses "comme comedien - avec toutes les connotations theatrales que comporte le 

terme, afin de creer une fiction aux confins du theatre qui depasse la polemique pure 

sans en perdre le ton."653 Celine's comedy is ambiguous, encompassing both 'torture 

et rigolade'; an ancient form of the art where each mask bearing a smiling face has a 

tragic one as its counterpart. 

The author's ironic form of comedy is especially noticeable in the first version of 

Feerie pour une autrefois, where, despite the torments of prison, the narrator's comic 

voice makes itself heard in order to attenuate the horror he has experienced and, more 

importantly, to ensure that the 'celebration' oflife may continue: "J'ai plus de peau! 

J'ai plus de chemises! J' ai plus de dents ! mais j 'ai des petits airs en memo ire. » (FI p 

161) But despite the mask of a clown that Celine adopts, his tragic face is still visible; 

he is a « clown minable et sur le retour, amuseur qui vit sur les exigences, 

652 Bonnefis; P : Celine: Le Rappel des Oiseaux : Preface de Jean-Frarn;;ois Lyotard. Editions Galilee, 
Paris 1997 p ix 
653 C. Tyczka : Celine et la comedie : Actes de colloque international d ' Oxford 1981 p. 129 

202 



applaudissements ou huees de son public ... »654 Most importantly, this is a character 

Celine has assumed; a theatrical mask he has donned in order to 'amuse' us. He 

acknowledges this role in D 'un Chateau l'autre, when he poses the rhetorical question 

"Ou t'en es clown ... combien de pages?" (CA p 147). 

Both in real life and in his allegorical guise as clown, Celine may have been banished 

to the fringes of society, but he capitalises on the public's indifference or downright 

hostility (real or imagined, but immaterial from the point of view of creativity), in 

order to make of it the "moteur de son discours" by knowing how to "profite du 

sadisme latent du public"655 In D 'un Chateau l 'autre, the author is explicit in this 

regard when he urges himself onward in the role of a clown dedicated to pleasing his 

public:"( ... ) aux agres vieux clown! et que <;a saute! plus haut! ... plus haut! ... vous 

etes un petit peu attendu! le public vous demande qu'une seule chose; que vous vous 

cassiez bien la gueule!" (CA p 194) 

Typecast 

The comic element is usually created by a comic type - a sort of distillation of 

Everyman. But if the objective of the comic poet is to present us with 'types' - that is, 

characters capable of being repeated ad infinitum - how much more effective would it 

have been had Celine shown us different versions of the same type? We therefore 

propose that the Doubles in Celine's work represent different avatars of the same 

personality-type. If the characters created by the poet evoke an impression of life, it is 

because they are the poet himself, as "le poete multiplie, le poete s'approfondissant 

lui-meme" 656, in an effort to know himself, which is so intense that " ... il saisit le 

virtuel dans le reel et reprend, pour en faire une oeuvre complete, ce que la nature 

laissa en lui a l'etat d'ebauche ou de simple projet."657 We believe that it is in the 

realisation of this 'project'(the actualisation of the poet's creative impulse), that the 

role of the Double as catalyst is fulfilled. 

654 C. Tyczka : Celine et la comedie : Actes de colloque international d'Oxford 1981 : p 131 
655 Ibid p 131 
656 Bergson, H: Le Rire : Essai sur la Signification du comique : Librairie Germer Bailliere : 1900 : 
p 172 

657 Ibid p 172 
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In societal terms, comedy occupies a median role between art and life. In the 

production of laughter, comedy accepts social life as its natural milieu, even 

conforming to its impulses, and it is at this point that it turns its back on art, which is 

" ... une rupture avec la societe et un retour a la simple nature. "658 In this hypothesis, 

we discern the ambivalence present in Celine's art, in the use of comedy ( essentially 

an anti-art genre) in the production of works that attain the highest degree of artistic 

achievement in their lyrical prose. 

Ferryman 

The clown, frequently embodied in the character of Harlequin, is viewed by 

Starobinski in the dual role of mediator - a 'passeur' or 'ferryman' who facilitates not 

only the salutary aspect of laughter, but also the transgression of societal norms. In so 

doing, he embodies a force which has the power to promote unity at a cosmic level: 

"Decrochant une etoile, rapprochant ciel et terre, Arlequin reunit surnaturellement ce 

qui est naturellement separe. Un retour magique a l'unite cosmique nous est 

annonce .»659 In addition, an analysis of Apollinaire's poem l 'Arlequin trismegiste by 

Starobinski draws a parallel between the figure of Harlequin and Hermes 660, « le <lieu 

qui franchit les portes de l'autre monde et qui conduit les ames dans les royaumes 

souterrains »661 . The clown is thus compared to Charon, or the mythical ferryman 

depicted by Celine in both the Voyage and Chateau, a representation which assumes a 

special significance in the light of Starobinski's analysis of Harlequin's role. 

Now, Hermes / Harlequin is not only a "conducteur d'ames, un detenteur de secrets", 

he is also a "<lieu fripon, un renverseur d'interdits" - hence his dual role as both 

'passeur' and 'transgresseur'. In both roles, he facilitates the transgression of the 

sacred boundaries« ... qui delimitent de regions soumises a des lois contraires, et qu'il 

n' est pas pennis aux mortels d' outrepasser impunement. » 662 In examining the dual 

role of Harlequin, we gain insight into Celine's motivation for the use of the figure of 

658 Bergson, H: Le Rire : Essai sur la Signification du comique : Librairie Germer Bailliere : 1900 : 
p 175 

659 Starobinski, J : Portrait de I 'Artiste en saltimbanque : Editions d' Art Albert Skira : Geneve 1970 : 
p 127 
660 Hermes Trismegistus, or the Egyptian god Thoth, associated with works on mysticism and magic 
66 1 Starobinski, J : Portrait de /'Artiste en saltimbanque : Editions d' Art Albert Skira : Geneve 1970 : 
p 128 
662 Ibid: p 128 
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the clown in his works - both as a 'ferryman' for the passage of his ideas transformed 

into art, and as a device for the transgression of societal norms. We therefore conclude 

that the element of transgression is intrinsic to the figure of the Double, as embodied 

in the clown figure in Celine's works. 

However, Harlequin663 was never a character invested with the attributes of a saviour; 

on the contrary, he was depicted as a diabolical figure. It is in creating a comical 

figure from one which is the antithesis of humour and goodness that society reveals its 

power to transgress the taboos of an accepted social order with its entrenched 

conventions. In this act of transformation which substitutes derision for horror, the 

image of the demon is delivered up to the whim of a masked actor who summarily 

deals with (the demon) by "(decomposant) en bavardage cocasse ce qui fut hurlement 

inhumain"664 . As a result, "L'effroi se convertit en rire; les terreurs primitives se 

perdent dans la farce profane: les grimaces obscenes et grotesques operent un 

exorcisme qui transforme les forces de mart en puissance de fecondite ». 665 

(our emphasis) 

We believe that this 'fertile power' is no less than the creative force which Celine 

sought throughout his oeuvre to stimulate through the use of camivalesque humour in 

general, and the transgressive figure of the clown in particular, as an integral element 

in the use of his idiolect. It is therefore likely that Celine consciously created 

situations which were burlesque, reverting to the camivalesque for the express 

purpose of amplifying and promoting his creative impulse. Characters who, in the 

course of the narrative might merely have been amusing (Bardamu, Borokrom, Titus 

von Claben, Sosthene de Rodiencourt), don a clownish mask in the burlesque 

sequences where Celine's creativity and imaginative power reach their apogee, 

expressed in poetic prose. 

663 Known in his previous incarnation as Hellekin - a demon with the face of an animal 
664 Starobinski, J: Portrait de !'Artiste en saltimbanque: Editions d'Art Albert Skira: Geneve 1970: 
p 129 
665 Ibid p 129 
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The clown-victim, in whom Starobinski detects a "simulacre du Christ"666 - appears 

to have nothing in common with the figure of Harlequin-the-transgressor, identified 

by the critic as a "succedane du diable"667 . However, in identifying first with the one, 

then with the other, the artist signals a possible concurrence between the two, 

inasmuch as Satanism and Angelism resemble one another: " ... ce sont les directions 

inverses et complementaires que prend le desir de depasser le monde". More 

precisely, their purpose is to « introduire dans le monde le temoignage d'une passion 

venue d 'ailleurs ou vis ant un ailleurs ... » 668 Once more, we approach the creative 

impulse embodied in the figure of the clown who encapsulates all that is human -

both angel and devil; good and evil - of which we simultaneously embody both the 

dual aspect and neither one in its entirety. We may therefore deduce that the clown 

symbolises the figure of the Double in Celine's works, and that his actions, 

immobilised in the mechanical external aspect of the clown's appearance, represent 

the catalytic agency which actualises Celine's creative impulse. 

Non-sense 

It is worth noting that the component of non-sense inherent in the clown has another 

significance: that of a calling into question of our accepted convictions. Because the 

clown represents an absence of meaning, he is able to attain the "tres haute 

signification de contradicteur." 669 He is thus able to negate all pre-existent systems of 

affirmation, introducing into the predominant coherence of the established status quo 

a blank space - a vacuum - in which the spectator ( or the reader), "enfin separe de 

lui-meme peut rire de sa propre lourdeur." 670 (our emphasis) One may therefore 

conclude that the liberating laughter induced in a reading of Celine's works involves 

his readers to the same extent that it does his characters, thus allowing the reader to 

partake in the dynamism of his art, which is perhaps one of the hallmarks of true 

artistic achievement. Using the clown as a vehicle to effect such a degree of 

participation in his work is one of Celine's masterstrokes, demonstrating the writer's 

666 We are reminded of the ' facialisation ' or theatricality of the actor Le Vigan who assumes the 
posture and mien of Christ in Rigodon: "La Vigue se leve . .. les bras en croix ... . La tete tombante .... 
<::a yest! ... le Christ ! » (p 801) 
667 Starobinski, J: Portrait de !'Artiste en saltimbanque: Editions d ' Art Albert Skira: Geneve 1970 : 
p 135 

668 Ibid : pp 135-136 
669 Ibid : p 143 
670 Ibidpp 143-144 
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intimate knowledge of human nature. For the clown is no less than each one of us. 

Once social norms have been abolished, the role of the clown diminishes, his work 

having been accomplished. It is at that moment that he « descend ( alors) dans la rue; 

c'est chacun de nous. » The obstacle of societal norms having been transgressed, 

failure to comply with its rites becomes redundant. Nothing remains but ridicule: 

"Subsiste la derision."67 1. 

Celine's 'thanatologie' 

Celine's genre of comedy, though undoubtedly salutary in its production of laughter, 

is based on the notion of death, in that it represents the universal death instinct present 

in all human beings. According to G. Ferroni, comic effect derives not from isolated 

subjects, but from« ... a gamut of intentions (frequently also unconscious) that do not 

reside simply in specific subjects, but derive from ideological and social strata. » 672 

Celine's comic genre clearly demonstrates this theory: with the exception of a few 

individuals mentioned supra, the brunt of his caustic humour is directed against 

society - and in particular those societal aspects which he despised as being 

conventional, hidebound, moralistic and above all, hypocritical. We deduce that this 

was Celine's prime motivation for writing the pamphlets; not to ridicule Jews as 

individuals, but rather to target them as a scapegoat for a corrupt society which the 

writer feared would involve France in a destructive war in Europe. The height to 

which poetic expression rises in the pamphlets is one of the clearest manifestations of 

ambivalence in Celine's work. While overtly 'political' tracts in their anti-war theme, 

they are, nonetheless, a plea for a return to pure emotion - and man's humanity. As a 

result, in Bagatelles pour un massacre, « Tricheurs et imposteurs peuvent se definir 

( ... ) comme ceux qui n'ont pas paye a la realite le tribut de !'emotion. »673 Celine's 

plea is for a society where the artist is « libre de rever une melodie; une musique ayant 

un trace singulier, un dessin, par opposition au rythme uniforme du tam-tam ou de la 

standardisation. »674 In fact, Bagatelles might be considered Celine's Ars Poetica in 

671 Starobinski, J: Portrait de /'Artiste en saltimbanque: Editions d' Art Albert Skira: Geneve 1970: 
p 144 

672 Ferroni, G: fl comico nelle teorie contemporanee: « . . . lo status comico deriva sempre da un fascio 
di intenzioni (spesso anche inconsce) non situate semplicemente in singoli soggetti, ma risalenti a 
stratificazioni idealogiche e sociali ». 
673 Debrie, N, : Quand la mart est en co/ere: l'enjeu esthetique des pamphlets de Celine : Editions 
Nicole Debrie, Paris 1997 : pp xi - xii 
674 Ibid pp xi-xii 
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that apart from his criticism of French society in general and the Jews in particular, 

this work contains a profound reflection on his poetry and literary creation. 

Celine's 'thanatologie' reveals a profound anguish, expressed in an attitude ofrevolt 

against the human condition living their lives in a state of "morts en sursis". 675 

However, the author soon realised that this form of societal rejection was largely 

ineffectual in realistic terms. He recognised that any idea of literature as a« vehicule 

d 'un message contribuant a une prise de conscience de la part du lecteur et, par la, a sa 

transformation »676, was no more than an illusion. His experience with the pamphlets 

appears to have confirmed this view, as"( ... ) on ne peut pas parler aux hommes. Si le 

langage ne perm et pas de communiquer des idees, ( ... ) si la fonction referentielle est 

au fond refusee par le narrataire (lecteur) ( ... ) il ne reste a l' artiste qui veut rester tel, 

que l'emploi du discours litteraire dans une dimension theatrale, c'est-a-dire 

grotesque, ludique, gratuite »677 (our emphasis)- a goal Celine achieved through the 

conscious use of his idiolect. 

Mask 

Desperate to communicate his message, Celine began to "faire le pitre", transmuting 

himself into a "lyrique drole". His utterances became antics and grimaces, and he 

favoured a form of comedy dominated by "Pretence, spectacle, allegory, in place of 

existence; of the 'concrete reality' of the illusion oflife."678 This explains the change 

in narrative style in the postwar novels which tend to « perdre toute valeur enonciative 

pour s' articuler sur des cadences rapides ; sur des pauses, des fugues, des arrets, sur 

des rythmes syncopes qui imitent le jazz. ».679 As a result, the narrative becomes 

increasingly farcical, resembling a Punch and Judy show where characters lose their 

individual psychological profile and become transformed into 'types' - or clowns. 

These novels contrast sharply with the pre-war ones in that Celine's dread of death, of 

corruption, and his acute sense of the tragic is transformed into the grotesque; 

denunciation becomes mockery, and the "vacherie universelle" which he despised 

becomes the subject of an absurd "camaval catastrophique qui s' el eve vers la pure 

675 Poulet, R: Entretiensfamiliers avec Louis-Ferdinand Celine: p 165 
676 Carile, P: Pour une approche du comique celinien :p 83 
677 Ibid p 83 
678 G. Celati: La scrittura come maschera : « ... finzione, spettacolo, allegoria al posto dell'esistenza, 
della 'realta concreta' dell'illusion di vivere" 
679 Carile, P : Pour une approche du comique celinien : p 84 
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gratuite du spectacle pour le spectacle, vers la sublimation de la 'feerie' 'verbale"'680, 

encapsulated in the eponymous novel Feerie pour une autre fois I and II. 

We believe that Celine fought to establish his own 'popular culture' and, by 

extension, his particular form of humour through the use of his idiolect, as a rebellion 

against the hierarchical social system he encountered. While official culture is an 

expression and a justification of power in the broad sense of the term - a phenomenon 

which produced class distinction - popular culture on the other hand, manifest in 

carnival, farce and particularly satirical farce, is transgressive and thus capable of 

abolishing difference. 

Free spaces 

Popular culture disparages the humanist concept which imposes an idealised image of 

Man, and advocates, in its place; a "realisme grotesque" where values, norms and 

taboos (both religious and political) are abrogated. In their function as transgressors of 

social norms; clowns and fools ( or madmen) assume a role which is an expression of a 

particular form oflife. They are« .. .!'expression des espaces libres, des 

comportements, des manifestations non assimilables a l'interieur du cadre d'une 

societe extremement hierarchisee »681 . (our emphasis) What is more, the laughter 

provoked by such characters is essentially ambivalent: it is« l'effet d 'une parodie du 

monde 'serieux', officiel, vu 'a l'envers', et aussi le resultat d'une auto-derision. »682 

Ambivalence is the hallmark of a world perceived as ridiculous; one in which laughter 

and mockery intermingle; where joy rubs shoulders with sarcasm; where the comic 

and satire become one, reflected in "l'endroit et l'envers de la meme medaille, aussi 

que le melange etroit de la vie et de la mort.".683 Such an innovative code of 
. 

communication necessarily entails the creation of new paradigms of language. The 

comic in Celine's literature is therefore closely allied to linguistic pluralism in its 

desire to escape the threat of the dogmatism inherent in institutionalised codes of 

language. According to Kristeva, in her article Bakhtine: le mot, le dialogue et le 

roman, this form oflinguistic protest is not the exclusive preserve of the comic genre, 

68° Carile, P : Pour une approche du comique celinien : pp 84-85 
681 Ibid: p 86 
682 Ibid p 86 
683 Ibid : p 86 
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but is intrinsic to all poetic texts, which she considers to be the breeding ground for all 

forms of "transgression organisee". Kristeva emphasises the iconoclastic aspect of 

camivalesque and poetic literature within the historico-moralistic infrastructure of 

literary texts by investing the poetic word with a "logique qui depasse la logique du 

discours codifie, et qui ne se realise pleinement qu'en marge de la culture officielle." 

She therefore concludes that« C'est ( ... ) dans le camaval que Bakhtine ira chercher 

les racines de cette logique ( ... ). » 684 

The term 'ambivalence' implies the insertion of history ( of society) into the text and, 

in parallel, that of the text into history. For the writer, they are one and the same thing. 

Dialogue and ambivalence prove to be the only approach possible for the writer to 

enter into history "en professant une morale ambivalente, celle de la negation comme 

affirmation" 685 Indeed, the combination of dialogue and ambivalence lead to a single 

important conclusion: "Le langage poetique dans l'espace des textes est un 

'd bl ' " 686 ( h · ) ou e . our emp as1s 

Flayed alive 

In her work Pouvoirs de l 'Horreur, Julia Kristeva declares that the true miracle of 

Celine's work lies in« l'effet de la lecture - fascinant, mysterieux, intimement 

nocturne et liberateur d'un rire sans complaisance mais neanmoins complice ... »687 . 

It is this quality of the camivalesque - an active invitation to, and an engagement in, 

the act ofreading - that attracts us to Celine's work, as we would be to a carnival or a 

fairground. Celine's work rings with a laughter that is pre-empted by several centuries 

by that of the mediaeval Commedia dell'Arte. It reaches back to the very roots of 

civilisation, echoing the 'antique' smile of Greek and Mycenaen statuary. The effect 

is one of appealing to what we all know we have in common, but what we often deny 

- "une communaute basse, populaire ou anthropologique ( .. . ) le lieu secret auquel 

sont destines tousles masques." 688 . The mask, symbol of carnivals since time 

immemorial, and worn by the Doubles as a persona in Celine's novels, underscores 

the carnivalesque atmosphere in his works. Indeed, Celine's engagement in his work 

684 Kristeva, J : Bakhtine, le mot, le dialogue et le roman: Critique (Revue) No 239 avril 1967 pp 439 
685 Ibid : p 444 
686 Ibid : p 444 
687 Kristeva; J: Pouvoirs de l'Horreur: Editions du Seuil: 1980: pl57 
688 Ibid: p 158 
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is so complete that we, the reader, cannot fail to accept his invitation to follow him on 

his journey, "enfonces dans ce bout de nuit ou il vient nous chercher et oubliant que 

s'il nous le montre, c'est qu'il se tient, lui, ailleurs: dans l'ecrit."689 A reading of 

Celine has the power to pierce the masks of our social and cultural pretensions, 

breaking down our resistance to the point that we feel his writing as it transcends the 

barriers we have erected to shield ourselves from the outside world. Our masks and 

defences crumble in the face of "!'abomination bien-aimee d'un vice innocent."690 

We become, like the author, 'ecorchees vives'. 

In contrast to the apocalypse, the carnival eschews the rigid moral position of 

apocalyptic inspiration, "lui oppose son refoule - le bas, le sexuel, le blasphematoire 

auquel il adhere en riant de la loi."691 . In Celine we transcend the carnivalesque 

laughter of Dante's Divine Comedy, or that of Rabelais founded in the pleasures of 

corporal delights, or even Balzac's Human Comedy. The difference lies in the fact that 

Celine possesses "le dire de l'horreur" emblematic of apocalyptic or prophetic 

utterances. However, Celine, who speaks from within has no threats to utter, no 

morality to defend, which is the case with apocalyptic discourse. As a result, his 

laughter erupts, transgressively, in the face of abjection, its origin at the very source of 

the human psyche perceived by Freud as "!'irruption de l'inconscient, du refoule, du 

plaisir reprime, qu'il soit sexe ou mort."692 And yet, despite its ebullient nature, this 

laughter is neither jovial nor trustful nor sublime - nor is it influenced by a "harmonie 

presupposee". On the contrary, it is a laughter that is "nue, angoisee, aussi fascinee 

qu' effrayee."693 

689 Kristeva; J: Pouvoirs de l'Horreur: Editions du Seuil: 1980 p 158 
690 Ibid p 159 
691 Ibid : p 241 
692 Ibid: p 241 
693 Ibid p 241 
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II : Midwives 

Chapter Five 

Writing as a catalyst for the integration of Celine 's divided Self694 

In her examination of Celine's writing from a psychotic viewpoint, Isabelle Blondiaux 

draws attention to the fact that " .. . le clivage du moi, ( .... ) est une des constantes de 

l'ecriture celinienne", - a fundamental division that is manifest in Celine's 

assumption of a pseudonym to separate his writing from his medical profession. Not 

only does this division exist between the author and his narrator, but also between the 

narrator and his hero, "heros nomme au gre des romans Ferdinand Bardamu, Celine, 

Docteur Destouches. "695 

« Bardamu? - Ce n'est pas moi, c'est mon double. Mais Robinson aussi » replied 

Celine in answer to « quelques timides questions » 696 posed by his secretary Jeanne 

Carayon. And in a 1932 interview with the journalist Merry Bromberger of 

l 'Jntransigeant, Celine again alluded to his divided self when he described his first 

work Voyage au bout de la nuit as" ... un recit a la troisieme puissance", where he, 

the author,« fait delirer Bardamu qui dit ce qu'il sait de Robinson.» 697 We gain a 

further glimpse of Celine's dual nature in an interview conducted in 1940 by Max 

Frantel, where he states that « 11 y deux Celine : le faux qui est feroce comme un 

tigre ; et le vrai qui a la tendresse de l' agneau pascal. » 698 The latter image is dispelled 

at the conclusion of the interview when Frantel observes Celine's face« se durcir 

jusqu'a la cruaute le visage seraphique ( ... )et se tendre pour nous jeter au nez Les 

Beaux Draps, sa main brulante et crispee de dynamiteur. »699 

694 Given Celine's innovative, iconoclastic style in the use of his idiolect, his particular act of writing 
could have been considered a transgressive act, rendering the placement of this chapter more 
appropriate in the previous section of this work. However, its inclusion in the section on Midwives is 
due primarily to what we perceive as its maieutic function, as the act itself is the distillation and 
expression of traumatic transgressive influences in the author's life. In the act of writing, these are 
transposed at that point in the artist's life when he has made (and kept) what Otto Rank termed 'an 
appointment with himself to which we refer later in this chapter. 
695 Blondiaux I: Une ecriture psychotique- Louis-Ferdinand Celine Nizet 1985 p 60 
696 Carayon, Jeanne: Le docteur ecrit un roman : Cahiers de l'Herne No 3 : Paris 1962 : p 22 
697 Celine et l'Actualite Litteraire 1932 - 1957 : Les Cahiers de al NRF Gallimard 1976 
Textes reuinis et presentes par Jean-Pierre Dauphin et Henri Godard: pp 30 - 31 
698 Cahiers Celine 7 : Celine et l 'Actualite 1933 - 1961 p 100 
699 Cahiers Celine 7 : Celine et l 'Actualite 1933 - 1961: p 100 
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Although visibly divided in his personal life between his professions as medical 

doctor and writer, other cleavages in Celine's life were far more profound, and we 

posit that he sought to reconcile a psychic scission through the act of writing itself. To 

this end, we believe Celine created figures of the Double to express a fundamental 

dichotomy within his psyche. The creation of the figure of the Double thus appears to 

have fulfilled the function of a catalyst both for the expression of Celine's 

unconscious as well as for the creation of a vessel or container for his divided self in 

which the two halves of his personality could be reconciled, or at the very least, 

juxtaposed. The outcome finds its expression in the production of Celine's creative 

aesthetic which reached its culmination in poetic prose. 

The creative act of writing which gave rise to Celine's body of work is none other 

than« .. .le rendez-vous en tant que tel, de !'artiste avec lui-meme »; it is« une 

expression spontanee de la tendance creatrice dont la premiere manifestation est ( ... ) 

la formation de la personnalite elle-meme. » 700 As a catalyst, writing appears to have 

fulfilled the function of a vehicle for the creation of a universal harmony distilled 

from the polyphony of discordant voices that inhabited Celine's being. Rank observes 

that the process of auto-reflection is often synonymous with the production of a major 

work on which the artist works throughout his life, and which finally becomes "une 

representation caracteristique d'eux-memes"701 , similar to Rembrandt's series of self­

portraits. We submit that Celine's works follow this pattern in response to a similar 

process of introspection, arriving at an equivalent result. Given that a work of art is 

the product of a synthesis of creativity and experience, Rank observes that although 

« toute la psychologie de l' artiste puisse paraitre centree sur 'l' experience' , celle-ci ne 

peut s'expliquer que par la tendance creatrice - qui s'efforce de transformer la vie 

ephemere en immortalite :personnelle. Ce qu'il desire, c'est ( . .. )transformer la mort 

en vie, bien que, en realite, il transforme 1~ vie en mort.»702 (our emphasis) This 

observation underscores our hypothesis that through the act of writing, Celine aimed 

to vanquish the passage of time, replacing it with the infinity of eternity by expressing 

the mortality inherent in his life experiences through his works, and in so doing, to 

immortalise them. 

700 Rank, 0 : L 'Art et I 'artiste : Creativite et developpement de la personnalite : Bibliotheque 
scientifique: Payot 1998 : p 55 
701 Ibid pp 55-56 
702 Ibid : p 57 
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Fantasy 

The literary form most suited to accommodate a narrative style based on the 

dichotomy of the Double is that of fantasy, a literary genre characterized as" .. une 

intrusion brutale du mystere dans le cadre de la vie reelle."703 In defining the double, 

Goimard identifies two versions of this figure, and consequently two distinct themes 

relating to it : 

"Je suis double, et mon autre moi-meme me fausse compagnie. Ou encore : Je suis unique, et 

je rencontre un personnage en tous points semblable a moi. ( ... ) 11 s'agit done d'un theme 

double: ou bienje perds mon double, ou bienj'en trouve un en sumombre. Disons qu'il ya 

des doubles par division et des doubles par multiplication( ... ). »704 

In Celine's works we encounter both versions of the double; the first manifest in the 

figure of Robinson the narrator Bardamu's double who in tum is an acknowledged 

double of the author, continually giving Bardamu the slip throughout the novel by 

appearing and disappearing like a phantom; the second which appears on various 

occasions throughout the works, causing the narrator to affirm his affinity with them, 

both in an interview where the author observed: "La vieille Henrouille c'est moi", a 

parody of Flaubert's words "Madame Bovary, c'est moi", and within the text, on the 

appearance of the spectral figure of Mille-Pattes in Guignol's Band who inexplicably 

knows Ferdinand's name: "Comment qu'il connait mon nom?" (GB II p 462), and 

finally the figure of Jules the legless cripple in Feerie pour une autre fois who 

embodies the hidden desires of Ferdinand the narrator. 

Shaman 

Celine's works appear to embody the quintessence of creative art as defined by 

shamanic wisdom which lists storytelling, music, laughter and silence as key 

elements, the latter expressed in the "trois points" that the author increasingly used to 

express the rhythmic cadences in his work. Given that in great literature, and in 

poetry in particular, meaning is expressed in the spaces separating the words rather 

than in the text itself, the significance of Celine's works is to be found in his "trois 

points" which are a metaphor for the 'holes' in the intricate filigree of his oeuvre. We 

703 Todorov T: Introduction a la literaturefantastique Editions du Seuil p 8 
704 Goimard, Jet Stragliati R: Histoires de doubles; La grande anthologie dufantastique Edition du 
Club France Loisirs ; paris I 977 p 17 
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may therefore deduce that poetic prose became a vehicle for the expression of 

Celine's authentic voice which resonates in the vessel he had created for its 

expression. 

Just as the 19th century English poet John Keats constructed an identity through the 

consciousness of "dying into life" expressed in his epic poem Hyperion, so too did 

Celine express the mystical experience characterised by the need to earn one's death 

in order for life to be lived to the full. In both Celine and Keats there is a 

consciousness that death overshadows life, and consequently the works of both men 

are an ongoing meditation on death, using a mythological framework to examine that 

particular existential dilemma. In the context of the presence of alchemic symbols in 

both poets' works, it is significant that Keats was a licensed apothecary, while Celine 

had an intimate knowledge of pharmacology through his medical practice. Just as 

Keats expressed a heightened state of consciousness in his poem Endymion in the 

words "Full alchemiz' d and free of space", so too did Celine aspire to a state of 

lightness, of freedom from material bondage. As a medical doctor, Celine no doubt 

had a sound knowledge of chemistry and, by extension, alchemy of which chemistry 

is a derivative, having been born of the "decomposition de l'ideologie alchimique"705 

However, the derivation is far more complicated than this simple definition. Within 

the context of an intellectual process, this transformation assumes a different 

perspective, as«( ... ) l'alchimie se posait en science sacree, tandis que la chimie s'est 

constituee apres avoir vide les substances de leur sacralite. » 706 

(our emphasis) We are thus confronted with the secularisation of a ritual that was 

previously deemed sacred, and it was this trivialisation of a sacred ritual which, we 

believe, Celine attempted to revoke through his art. Indeed, the author underscored his 

interest in the esoteric in a letter to Pierre Monnier in 1949 which sketched his 
. 

involvement with various leading figures in that field : « J'ai connu aussi de meme le 

mage Papus, d'Encausse, il donnait aussi dans l'entre-terre-et-je-ne-sais-ou ... J'ai 

illustre son almanach esoterique, et Fraya, et Vaschide et Peladan c'est une vieille 

ecole. J' en connais des trues de ce genre ! a tres gros effets. De 1910 a 1926 a peu 

705 Goimard, Jet Stragliati R: Histoires de doubles; La grande anthologie dufantastique Edition du 
Club France Loisirs: Paris 1977 : p 8 
706 Ibid p 8 
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pres ce fut autant la vogue que l'enculage aujourd'hui ... Cagliostro ... Dr Mardrus 

( ... ) » 707 

Author-narrator 

Through the act of writing- and especially in the writing of his life experience 

through transposition - Celine is in the process of dying to himself, a sublimation or 

an effacement of his ego which Jacques Derrida in L 'Ecriture et la difference 

describes as an absence of the writer; writing's "complication primaire". 708 When one 

writes, one is already in the process of disappearing, a process in which "Les traces ne 

produisent done l'espace de leur inscription qu'en se donnant la periode de leur 

effacement.". 709 However, the author is not completely effaced, as his essence 

remains in "une constitution differente du sujet". 710 This division of the "Moi" (the 

subject who writes) into two units that are both unrecognisable and irreconcilable, 

separates the "I" who writes from the "I" the author describes in his works. This 

disturbing phenomenon culminates in an interrogation of the "I"; the "I" who speaks 

is also the "I" who questions himself: "Le moi: c'est un etre passager que le narrateur 

tache de saisir" - an act that expresses Celine's attempt to contain the duality of his 

being through the act of writing. We believe that this dialogue between Celine the 

author in the person of the narrator, and the figures of the Double in his works is 

emblematic of his quest to reconcile a psychic schism caused by trauma; a quest he 

implemented through the creation and agency of various figures of the Double - both 

male and female - in his works. 

Poetic space 

In Maupassant's tale Solitude, the narrator reveals himself to be tom between« le 

desir de garder et d 'affirmer le moi et le desir de franchir les frontieres apparemment 

insurmontables ( ... ) entre le moi et l' autre »,7 11 a dilemma that appears to echo the 

one faced by Celine in attempting to reconcile the disparate halves of his divided self. 

This observation assumes a special significance in the context of Celine's works when 

707 Monnier, P : Ferdinand Furieux : avec 313 lettres inedites de Louis-Ferdinand Celine 
Editions l 'Age d'Homme: Lausanne 1979 : Lettre du l er avril 1949: pp 52-53 
708 Katherine D Wickhorst Kiernan: L 'entre-moi: Le Hor/a de Maupassant ou un monde sans frontiers 
Litterature No 139 Sept 2005: p 51. Jacques Derrida : « Freud et la scene de l'ecriture » in L 'ecriture et 
la difference Paris, Le Seuil 1967 p 334 
709 Derrida Ibid : p 334 
71° Kiernan, Katherine D Wickhorst : Emory University : Litterature No 139 2005 : p 51 
71 1 Kiernan, Katherine D Wickhorst : Emory University : Litterature No 139 2005 : p 53 
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underpinned by Durand's observation that« L'espace devient la forme a priori du 

pouvoir euphemique de la pensee, il est le lieu des figurations puisqu'il est le symbole 

operatoire du distancement maitrise. »712 In his work L 'Jmaginaire, Sartre asserts that 

imaginary space demonstrates a« caractere beaucoup plus qualitatif que l'etendue de 

la perception: toute determination spatiale d'un obj et en image se presente comme une 

propriete absolue ... » 713 In defining imaginary space as « plus euclidien » than its 

perceptive equivalent, Sartre concludes that « dans le cas de delire, de reve ou de 

psychose, c' est l' element topographique et perspectif qui est supprime et remplace par 

une homogeneite illimitee, sans profondeur et sans lois, sans plans successifs selon la 

troisieme dimension ... »714 (our emphasis) It would appear that by its very nature, 

fantastic literature provided Celine with an ideal vehicle to attain the objective of an 

'unlimited homogeneity'. 

In his work Poetique de l 'Espace, Bachelard examines the "espace poetique" which 

"'detemporalises' time and defines a "coexistentialisme" (recognized as such by 

Leibniz) in which the temporal laws of precedence are effaced, to the point where 

"!'horizon a autant d'existence que le centre". 715 Given that the hallucinatory 

predominates in Celine's works, Bachelard's description of that genre resonates in the 

context of this study when he observes that "On croit parfois se connaitre dans le 

temps (un etre qui) veut suspendre le vol du temps. Dans ces milles alveoles l'espace 

tient du temps comprime. L'espace sert a 9a. »716 Commenting on this notion, Durand 

observes that« L'espace sert a 9a parce que la fonction fantastique n'est que 9a, 

reserve infinie d'eternite contre le temps. »717 (our emphasis), a notion that could not 

have failed to resonate with Celine in his quest to attain the eternal through his works. 

Hesitation 

The hallucinatory aspect present in Celine's works allows for a dualistic interpretation 

of the fantastic in relation to the figure of the Double. It is the illusionary, the 

hallucinatory that predominates; the outcome of the first category of the fantastic 

defined by Todorov in which "il s'agit d'une illusion des sens, d'un produit de 

712 Durand, G: Les structures anthropologiques de l 'imaginaire Bordas Etudes Paris 1969 p 473 
713 Sartre J-P : L 'Jmaginaire p 165 in Durand G : op cit 
714 Ibid p 165 in Durand op cit pp 473 - 474 
715 Bachelard G : Poetique de l 'Espace : p 184 
716 Ibid p 27 
717 Durand, G: Les structures anthropologiques de l'imaginaire Bordas Etudes Paris 1969 : p 474 
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!'imagination et les lois du monde restant alors ce qu 'elles sont." This, in opposition 

to the second category of the fantastic in which "l' evenement a veritablement eu lieu, 

il est partie integrante de la realite, mais alors cette realite est regie par des Zais 

inconnues de nous."718 The essence of the fantastic lies in the hesitation that is 

produced in the reader relating to the choice presented by this dilemma : « Ou bien le 

<liable est une illusion, un etre imaginaire; ou bien il existe reellement, tout comme les 

autres etres vivants: avec cette reserve qu'on le rencontre rarement. »719 On making 

that choice, on opting for one or the other explanation, we leave the realm of the 

fantastic and enter that of« l'etrange ou le merveilleux . » As we mentioned, Celine's 

prose fits Todorov's first category of the fantastic where the imagination 

predominates; a state of delire from which his poetic prose emanates. Examples of 

this are evident throughout the author's oeuvre, with the exception of Nord, which is 

perhaps the least poetic of his works. From the hallucinatory episode in Montmartre 

experienced in the company of Bardamu's companion Tania involving a procession of 

phantoms who "passaient juste au-dessus des Galeries Dufayel", (V p 366) including 

the navigator La Perouse and a giantess, guardian of the British Isles, to those 

involving Ferdinand the narrator in Mort a credit, as well as Guignol 's Band, Celine 

in D 'un Chateau l 'autre Ferdinand in Feerie pour une autre fois and Celine­

Destouches, the narrator of D 'un chateau l 'autre, each episode concurs with 

Todorov's definition based on the premises of a 'sensory illusion, a product of the 

imagination.' 

The last hallucinatory episode in Celine's work that concurs with this definition 

occurs in Chateau, depicting a 'bateau-mouche' La Publique, which symbolises 

Charon's barge across the river Styx. The illusionary aspect of the incident is 

heightened by the presence of Celine's friend Le Vigan who had emigrated to 

Argentina, but who, with his wife Anita, appears to be employed on the barge as a 

"soutier", collecting payment for the passage across the Styx on behalf of Charon: 

"cher Le Vigan! ... receveur? 11 me tape, il me secoue sa sacoche, une sacree besace ! 

ballante sur le ventre ( ... ) il me montre ! ( ... ) pleine de pieces d'or ! ... » (CAp 74). 

The fact that Le Vigan's bag is« plut6t une gibeciere ! ... » - a gamebag - signifies the 

dehumanization of those who board La Publique as they are reduced to the level of 

718 Todorov, T: Introduction a la litteraturefantastique: Editions du Seuil 1970: p 29 
719 Ibid p 29 
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animals culled during a hunt. On examining the illusionary episodes in Celine's works 

we can only concur with Todorov's observation that« Le fantastique, c'est 

!'hesitation eprouvee par un etre qui ne connait que les lois naturelles, face a un 

evenement en apparence surnaturel. ( ... )L'hesitation du lecteur est done la premiere 

condition du fantastique. » 720 

Reality 

D 'un Chateau l 'autre is the last of Celine's novels to depict a truly hallucinatory 

episode. In Nord, although the atmosphere is sinister, the tone of the narrative is 

lucid, the horror almost excessively real, unmitigated by illusion and for that reason, 

perhaps the least poetic of Celine's novels. That poetry is to return in Rigodon, with 

the essential difference between the events represented in the former novels as 

hallucinatory, while in this case we are confronted by events that "( ont) veritablement 

eu lieu", but which are directed by "des lois inconnues de nous"721 - the transgressive 

forces of evil embodied in man's inhumanity to man in the form of war. But despite 

the many episodes of horror experienced during the journey across Germany to 

Denmark which evoke those of the first World War, Celine never loses the creative 

ability to transpose abject terror into fantasy. This is particularly evident in the first 

bombardment which takes place over the railway tunnel where the rail carriages are 

invested with a human aspect: "'Luna Park'! ... pas pour rire! ... l'accordeon 

ferroviaire! ( ... )Les wagons pourtant 'tout metal' et hauts et larges on peut dire, tout 

a fait costauds, prenaient de ces jetons, contrecoups, accordions, qu'ils gemissaient. ... 

( ... )de ces brutalites qu'il allait rendre l'fune, s'ouvrir en deux, ce dur, naufrage corps 

et biens ... » (R pp 765-766) The second bombardment which occurs just outside 

Hamburg sees Celine injured by a flying brick, the implied seriousness of which does 

nothing to diminish the poetic description of the incident : " ... vlac ! une bombe ! ... 
. 

pas une petite, une enorme a eclaboussures et raoumb ! ( ... ) defaillir ? pas beaucoup 

mon genre, mais la endormi je dirais, un peu mal et du sang ... au cou ... je 

degouline. » (R pp823-824) Despite his injury caused by « la brique qui (lui) a attrape 

entre tete et cou » images of the bombardment are almost as captivating as those in 

F eerie pour une autre fois in their « feux girouettants, ( ... ) feux de chaque 

decombre ... jaillissant plus haut. .. plus retombant ! comme l'ceuf sur le jet,( ... ) mais 

720 Todorov, T: Introduction a la litteraturefantastique: Editions du Seuil 1970: pp 29 and 37 
721 Ibid p 29 
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la en vert ... en rouge .... ( ... ) vraiment la feerie ! » (Rpp 824-825) What is more, despite 

- or perhaps because of - the evocation of an earlier trauma experienced during World 

War I at the Front, "les grandes manoeuvres de cavalerie, 1913, du camp de Cercottes, 

deploiements, mouvements tournants en fourrageurs, sept divisions ! ... a la 

trompette .. »(R p 825) Celine regains his 'music' : « ci !. .. la ! ... shrapnels ! ... aux 

nuages ! et entre ... bouquets d'obus, ... vraiment le grandiose panorame ... selon 

moi !. .. et tout ceci dans la musique ... je cherchais un air. .. un accompagnement ... . » 

(R p 825). However, Celine is the only one conscious of the melody, both Lili and 

Felipe being oblivious to its charm, "(Lili) entend les sirenes ... c'est tout! ( ... ) 

Felipe? .. il ecoute .. il entend pas de musique non plus ... " (Rp 825), a melody capable 

of investing devastation with a lyrical beauty - a gift born of past suffering, both 

during the first World War and later, in a Danish prison:" ... des 1916 et beaucoup 

plus tard au Ryshospital Copenhague ... le crane et le rocher en villain etat. .. Dieu sait 

.. , . l'h b" d I S"ffl I b J d b" I . . I ( ) s1 J ai a 1tu e. 1 ets .... tam ours.... ets e vapeurs... 1en .... mais un au. . .. 

somptueux! Somptueux comme le panorama ... un air je dirais symphonique pour cet 

ocean de ruines ... ruines folichonnes .. . 'houles de flammeches' . .. roses ... vertes .... et 

petits bouquets crepitants ... les ames des maisons( ... ) dansantes ... "(Rp 826) 

This definition of the function of space in fantastic literature is emblematic of Celine's 

figurative bulwark against the inexorable ravages of time by reaching for eternity 

through his literary creation. We cannot fail to agree with Durand when he declares 

that« Bien loin d'etre une forme a priori 'plut6t' de l'alterite materielle, l'espace s'est 

decouvert comme la forme a priori de la creativite spirituelle et de la maitrise de 

l' esprit sur le monde. » 722 Indeed, imaginary space is that which « constitue librement 

et immediatement en chaque instant l'horizon et l'esperance de l'Btre en sa 
, · , 723 perenn1 te. » 

Time and Space 

The nature of the chronotope, defined by Bakhtine as "une fusion du temps et de 

l' espace dans l' art et la litterature" is relevant to our discussion in its function as a 

unifying textual element : 

722 Durand, G : Les structures anthropologiques de l 'imaginaire Bordas Etudes Paris 1969 :p 500 
723 Ibid : p 500 
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« Dans le chronotype de l'art litteraire a lieu la fusion des indices spatiaux et temporels en un 

tout intelligible et concret. lei, le temps se condense, devient compact, visible pour l'art, tandis 

que l'espace s'intensifie, s'engouffre dans le mouvement du temps, du sujet, de l'Histoire. »724 

According to Bakhtine's hypothesis, it follows that literature has the capacity to 

conflate the barriers between time and space, and in so doing, possesses the unique 

capacity to « dormer lieu a une unification du moi a. travers sa fa<;on de concilier le 

temps et l'espace et de les presenter comme tout a fait unis. »725 (our emphasis) 

However, it must be noted that« Le mecanisme chronotopique de l'art litteraire ne 

fonctionne qu'au niveau du texte, ou plus precisement, qu'au niveau de la litterature», 

hence its relevance to our theory that the act of writing functions as a unifying 

mechanism for the reconciliation of the disparate elements of Celine's divided self. 

Similar to Maupassant's figure of the Horla as the quintessential 'Other', Celine's 

figures of the Double appear to aspire to « un reve d'existence sans limites, sans les 

frontieres infranchissables de la vie, une sorte de reve d'ecriture. »726 

Alchemy of poetry 

"Mais le Mercurius est le divin Hermes aile se manifestant dans la matiere, le dieu de la revelation, 
seigneur de la pensee, psychopompe par excellence". 727 

Given the qualities of duality invested in the divinity Hermes-Mercury, it is not 

surprising that Celine should choose to consecrate his entire oeuvre to his sign. 

Indeed, in the context of Proust's work A la recherche du temps perdu, Hennes 

represents the catalyst, the « principe unificateur dans cette elaboration du Grand 

Oeuvre qu'est la Recherche »728 . We believe that the catalytic action produced by 

Hermes in Proust's work is emulated in Celine's oeuvre, where truth is revealed 

« dans le silence interieur d'un retour a soi et d'une conscience de !'unite »,729 -

within the closed spaces that symbolise both refuge and creative impulse in the 

author's work. This dual process is emblematic of "la veritable alchimie interieure"; a 

manifestation of true spirituality that Proust« distingue de la pensee logique et qui est 

724 Bakhtine M: Esthetique et theorie du roman. Paris Gallimard 1978: p 237 
725 Kiernan, Katherine D Wickhorst : Emory University: Litterature No 139 2005 : p 56 
726 Ibid : p 57 
727 Jung CG: Psychologie et alchimie: in Durand G: Figures mythiques et visages de l'<Euvre: L'ile 
verte Berg International 1979 p 243 
728 Robin, Chantal : L 'imaginaire et le Temps retrouve, hermetisme et ecriture chez Proust : Lettres 
Modernes, Minard 1977: p 99 in Durand, G: Figures mythiques et visages de l '<Euvre: p 291 
729 Durand, G: Figures mythiques et visages de !'oeuvre: p 290 
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transfiguration de soi et transfiguration de l'univers ( ... ) »730 This notion resonates 

closely with what we believe Celine aspired to achieve through the act of writing, and 

more especially by consecrating his creative endeavour to the dual divinity of 

Hermes-Mercury. 

Messenger 

Hermes, the Greek name for the Roman god Mercury, is described as "the messenger 

and herald of the Gods, the divinity of commerce, cunning, theft, travellers and 

rascals." He was represented as wearing winged sandals."731 The dictionary definition 

of the adjective hermetique which is derived from the name Hermes gives us a clue as 

to Celine's predilection for the divinity, as it is "Relatif a l'alchimie ⇒ alchimique", 

as well as "Relatif a la partie occulte de l'alchimie ⇒ hermetisme." The meaning of 

the adjective also implies that which is "impenetrable, difficile ou impossible a 
comprendre ⇒ obscur."732 In literary terms, the dictionary describes as hermetique a 

style "si personnel qu'il est a peu pres hermetique", which is representative of the 

idiolect present in Celine's works in the form of neologisms incorporated in a parigot 

which was intelligible only to those who had lived at a particular time and place in 

history, and unusual turns of phrase, punctuated by exclamation marks and finally 

silences - spaces - in the text created by Celine's 'trois points'. 

In the context of artistic production, we cannot fail to ignore the parallels between 

Celine's use of the dual figure of Hermes-Mercury as a catalyst for the generation of 

his creative impulse, and that of the alchemist, for whom "le Fils-Hermes serait le 

personnage culminant, serait bien une veritable culture artificielle des metaux", 

designed to "engendrer la lumiere"733 . We conclude that Celine's objective attained 

through the writing of his oeuvre figuratively emulated that of the alchemist, and that 

the light thus engendered illuminated the writer's being and, by extension, that of his 

readers. The ambivalence inherent in Celine the writer and Celine the medical 

professional, and his efforts to synthesise his dual nature appears both to originate and 

to find its solution in what Durand terms "le theme du Fils".734 Whether the figure of 

730 Durand, G: Figures mythiques et visages de !'oeuvre: pp 290 - 291 
731 Collins English dictionary p 717 
732 Le Petit Robert : p 1216 
733 Durand G: Les structures anthropologiques de l'imaginaire: Bordas Etudes 1969 p 349 
734 Ibid p 351 
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the Son be embodied in the figures of Hermes, Tamuz, Hercules or Christ, this theme 

always appears as a« precipite dramatique et anthropomorphe de l'ambivalence, une 

traduction temporelle de la synthese des contraires, surdeterminee par le processus de 

la genese vegetale OU 'chymique' ».735(our emphasis) This theme is extant in Celine's 

relationship with the various father figures 736 that existed in his life; one that despite 

(and because of) the rivalry inherent in the father-son relationship, frequently resulted 

in a high level of aesthetic production. 

The significance of the presence of the divinity Hermes-Mercury in Celine's works is 

relevant not only in its representation as a pivotal alchemic figure, but also in the 

incarnation of Hermes Trismegiste (thrice-greatest) which denotes "une triple nature 

et une triple action dans le temps". What is more, he is« le principe du devenir, c'est­

a-dire selon l'hermetisme, de la sublimation de l 'etre. ». 737 Derived from the Egyptian 

words Thot or Toout, Hermes' title signifies in the former case "meler, adoucir par le 

melange" while the latter signifies "rassembler en un seul, totaliser." 738 ( our emphasis) 

The conscious sublimation of oneself - to the point of self-sacrifice - in the interest of 

achieving the unification of one's Self appears to encapsulate the essence of Celine's 

creative endeavour. This notion is borne out in the comments of both Ole Vinding, a 

friend Celine made in Denmark, and by Michel Beaujour in an article entitled La 

quete du delire. Vinding observes that« I1 etait un perdant, quoi qu'il filt, tel filt son 

comportement, et ce sort pouvait apparaitre sous forme d'une volonte desesperee de 

perdre, de detruire, de rendre l'amertume encore plus amere. Ce filt un martyr. »73 9 

Although these remarks were no doubt accurate, Beaujour's observations with regard 

to Bardamu, one of Celine's Doubles, appears to be more profound in describing the 

sacrifical aspect of the author's nature : 

« ... ce temperament desequilibre pour qui le mal seul semble emerger du neant pour y rentrer, 

cette terreur hyperbolique d'incompromis persecute semblent pourtant nous reprocher 

l'epaisseur de notre peau. ( . .. ) il souffre pour nous, il assume toute cette souffrance que nous 

savons mal ressentir. Bardamu c 'est encore nous. »740 (our emphasis) 

735 Durand G : Les structures anthropologiques de l 'imaginaire : Bordas Etudes : p 351 
736 Examined in Chapter Two of this work 
737 Durand G: Les structures anthropologiques de l'imaginaire Bordas Etudes Paris 1969 p 347 
738 Ibid pp 347-348 
739 Cahiers de !'Herne No 3: Lettres Modernes Paris 1962 p 70 
74° Cahiers de !'Herne No 3: Beaujour M: La quete du de/ire p 280 
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The figure of Hermes-Trismegiste is symbolic of the sum total of the phases of 

evolution. In alchemy, Hermes is represented as the son of Zeus and of Maia; 

Astaroth "la grande mere des cabbalistes".741 He is depicted as the Filius 

philosophorum within the egg, at the nexus of the sun and the moon. Jung frequently 

interrogated "ce caractere mixte de l'Hermes alchimique", as alchemy tends not to 

practice « l 'isolement, mais la conjunctio - le rite nuptial auquel succede la mort et la 

resurrection. De cette conjunctio nait le Mercure transmue, appele hermaphrodite a 
cause de son caractere comp let. ( ... ) » 742 

It is significant that the divinity Mercury was to undergo a « double avatar chretien 

bien significatif de sa nature synthetique » 743 by sublimating himself partly as Saint 

Michel « messager du ciel et psychopompe », while « en partie il se degrade en 

<liable. »744 (our emphasis) The incarnation of Mercury as psychopompe - one who 

ferries the souls of the dead to their destination - adds weight to the long sequence in 

D'un chateau l'autre which involves Charon and his ship of phantoms, La Publique, 

which is pure illusion and thus part of the fantastic element that infuses this sequence: 

" ... j 'etais trop vieux et fatigue pour trouver une chose impossible - tout de meme une 

chose sure certaine, j 'allais foutre le camp! Rame, pas rame ! ... Caron, pas Caron ! 

... tout <;a bien anormal oui ! bizarre ! »(CA p 81) The narrator hesitates between reality 

and fantasy when he questions whether the events were « tout imaginatif », and it is in 

this hesitation before the improbable that characterises the episode as pure fantasy, 

according to Todorov's definition of the fantastic mentioned supra. It appears that 

this incarnation of the divinity Hermes-Mercury as Charon acts as a catalyst for the 

production of fantasy in this episode in particular and for Celine's work in general as 

it was written under the aegis of that divinity. 

Hermes-psychogogue 

An examination of the etymology of the term psychogogy - an instrument of maieutic 

- which requires the teacher to determine first each student's individual needs and 

level of achievement in order to guide him towards (self)understanding - reveals a 

link to the divinity Hermes-Mercury. The word psychogogy is derived from the Greek 

74 1 Durand G: Les structures anthropologiques de l 'irnaginaire : Bordas Etudes 1969 p 348 
742 Ibid p 348 
743 Ibid : p 349 
744 Ibid p 349 
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psuche (mind) and ag6g6s (leader), or agoge (abduction) which describes a 'manner 

of life". 

In tum, the word psuchagoge6 refers to the function of the divinity Hermes which is 

"to lead souls to the nether world" or "to lead, win, or entertain souls". 745 This 

encapsulates the Socratic maieutic method, to lead the mind, through dialectic, to self­

discovery. How ethically different a method of instruction is this alternative to filling 

the mind with facts and ideas - a form of instruction which was anathema to Celine. 

Significantly, in the context of Celine's medical vocation, the practice of 

psuchag6gikos also signifies that of "restorative medicine" which has "the power to 

arouse or restore consciousness or mental activity."746 In his Dialogues, Plato 

characterizes his Socrates as ho pharmak6s or ho pharmakeus - the sorcerer with the 

power to heal or cure. In yet another association adduced by Plato between Socrates 

and Hermes, the latter is the leader-of-souls after death to the underworld; a conjurer 

with the power (pharmakeu6) to enchant or to bewitch. In an irony that cannot escape 

us, Socrates had need of his pharmaceutical knowledge to carry out his own execution 

through the ingestion of hemlock. 

In the practice of psychogogy - a maieutic activity, the Maieutikos or midwife 

conducts the passage of the body in order to deliver a new life. It therefore follows 

that the psuchag6gikos is a conduit by virtue of his power to lead the mind in the 

delivery of a new idea. We therefore posit that just as Socrates and his mother 

embody both the literal and figurative sense of maieutikos, Celine and his works 

mirror that association with the author in the role of figurative midwife while his 

works express that role in the literal (literary) sense. 

Element 

We believe that it was not purely by chance that Celine consecrated his oeuvre to this 

particular divinity and his avatars, as Mercury is not only "la planete de Paris"747, but 

also because " le <lieu Mercure, qui gouveme le signe des Gemeaux a l' air pour 

745 Pocket Greek dictionary p 417 
746 Oxford English Dictionary p 1549 
747 Charles Barlet : (Faucheux, Albert) L 'astrologie et la guerre : La Sirene (1918) p 21 in Derval, A : 
Le recitfantastique dans l'G:!uvre de Louis-Ferdinand Celine: p 291 
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element, soit !'element sur-positif chez Celine."748 The use Celine makes of the 

chemical mercury and various incarnations of the divinity Mercury underscores the 

duality inherent in his nature, and we speculate that the author employed both the 

chemical and the divine forms of mercury as catalytic figures for the unification of his 

divided self; a duality to cure a duality, in much the same way that a clinical 

vaccination works by infecting the patient with a small dose of the illness itself. 

There is no doubt that mercury was one of the principal catalysts in the production of 

transmuted gold which alchemists believed could be obtained from a mixture of 

sulphur and mercury. It is therefore possible to speculate that the divine avatar of the 

element could fulfil the same function in producing a figurative (literary) version of 

the philosopher's gold in the form of the Grand Oeuvre- of which Celine's body of 

work is an irrefutable example. 

Mercury as a chemical element also has a relevance in the context of Celine's de lire, 

his preferred state of mind for aesthetic expression. Given that mercury was 

frequently used by alchemists, Derval refers to Pauwels and Bergier's work Le matin 

des magiciens in which the assertion is made that the inhalation of mercury could 

produce" .. .les textes dementiels ( ... )Sa vapeur est toxique et l'empoisonnement 

chronique provoque le delire. »749 As a medical doctor, the author must have been 

familiar with the use of mercury as a cure for syphilis, and Derval points out that 

"Montretout", the name of the Pereires' residence in Mort a Credit is Parisian argot 

for the St-Lazare hospice "ou les filles publiques contamines devaient avoir leurs 

papiers en regle avec mercure."750 The use of mercury as a cure for syphilis was 

discovered by the philosopher-alchemist Paracelsus in the 15th century. 

References to mercury are significant in the context of Celine's works in that they are 

made by the scientist Courtial des Pereires in Mort a Credit and the magician 

Sosthene de Rodiencourt in Guignol 's Band I The first reference to the element is 

made in the wake of the destruction of Pereires' laboratory when, in a state of high 

748 Charles Bari et : (Faucheux, Albert) L 'astrologie et la guerre : La Sirene (1918) p 21 in Derval, A : 
Le recitfantastique dans l'reuvre de Louis-Ferdinand Celine : p 291 
749 Pauwels Let Bergier J: Le matin des magiciens Introduction au realisme fantastique : Gallimard 
« blanche » 1967 p 119 in Derval, A: Le recitfantastique dans l'reuvre de Louis-Ferdinand Celine: pp 
489-490 
750 Note 73 Alexandre, U J: L 'Argot de la prostitution, Nigel Gauvin 1987 Clichy pp 54 - 56 in Derval 
A op cit 
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tension he exclaims; "Je vois Lanemone et ses deux paires de lunettes! ... qu'a trouve 

le chauffage au mercure : ... " (Mac p 960) ; the second occurs when, in a state of near­

delirium, de Rodiencourt attempts to explain the mysteries of the« Vega secret» to 

Ferdinand. Having already referred to "les quartz mercures"(GBI p 285) for which he 

was prospecting in Tibet, he emphasises the value of the element by exclaiming "Une 

fortune! De mes isocenes mercureux! ... " (GBI p 286) However, it was in a letter 

written to Milton Hindus in 1947751 that Celine most eloquently acknowledged his 

debt to Mercury, divinity of both eloquence and the dance : « Comme je suis heureux 

d'avoir trouve en vous mentor, Pollux et Mercure: Foutez-moi bien la paix ! A vous 

les harpes! Les nues. Mercure! Apollon ! les rossignols ! »752 And in Nord, the 

divinity Hermes-Mercury is portrayed in the guise of the god of commerce who 

presides over the wartime debauchery taking place at the Brenner Hotel in Baden­

Baden: "Le souk Brenner en plein negoce! ... le vrai du vrai du fond des choses! Un 

Boukara: cinq kilos de 'Schlacht Bank'( ... ) pourvu que Mercure s'y retrouve ! ( ... ) 

Mercure est la ! son petit temple ? ( ... ) la vie continue. »(Np 306) 

Given the importance attached to alchemic practice in the Middle Ages, where its 

powers to transmute gold from a mixture of mercury and sulphur were pivotal to 

alchemists' occult knowledge, Celine's avowal to his readers of his attraction to 

alchemy in D 'un chateau l 'autre assumes a special significance: "J e suis un petit peu 

alchimiste, vous vous etes sans doute apercu ... mais serieux!. .. " (CA p 111) 

Dragon 

In alchemy, the figure of the dragon is synonymous with the "death" of mercury in 

part of the process which is required in the production of gold: "Sacrifie-le ( ... ) 

ecorche-le de sa peau, separe la chair des os et tu trouveras ce que tu cherches"753 

decreed a tenth-century manuscript. In otlier words, a prerequisite for the production 

of "l'or parfait du philosophe" requires the prior destruction of the dual elements 

mercury-dragon. The most striking images of the tandem figures of the dragon and · 

mercury occur in Guignol's Band where Ferdinand's theft of mercury from Virginie's 

uncle occurs in a scene where the magician Sosthene de Rodiencourt is adorned in 

751 Cahiers de I 'Herne Nos 3 et 5 : p 111 
752 Maudits soupirs pour une autre fois ; Editions Gallimard 1985 p 229 
753 Derval, A: Le recitfantastique dans l'G!uvre de Louis-Ferdinand Celine : Dipl6me de Doctorat: 
Paris 7 : 1990 p 490 
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robes embroidered with dragons. What is more, Ferdinand is haunted by images of 

dragons in the home of van Claben during the orgy which ends in the latter's death. At 

the height of the debauchery, in a state of near-delirium, Ferdinand exclaims "Je vois 

une grande scene de bataille: ... C'est une vision: ... un cinema! ... Ah! <;a va pas etre 

ordinaire : ... dans le noir au-dessus de la tragedie ! ... Y a un dragon qui les croque 

tous ! . .. » (GBI p 217) Towards the end of the work, he once again grapples with 

dragons in a nightmare at Willesden ; « . .. et puis le dragon qui les avale ! un 

fantastique gluant tout vert, tout grondant les flames! ... comme celui de la robe a 
Sosthene ... » (GBII p 565) 

The figure of the dragon that symbolically incorporates « ... tous les aspects du 

regime nocturne de l'image ( ... ) monstre antediluvien, ( ... ) une creation de la 

peur », 754 is significant in its female embodiment, the figure of la Gorloge, the client 

who seduces Ferdinand in Mort a Credit. The definition of la Gorgone - a name 

which sufficiently resembles that of la Gorloge to be relevant - defines her as a 

"Monstre mythologique a la chevelure de serpents et au regard petrifiant, » 755 a 

description that sufficiently resembles that of a dragon to be defined as its female 

equivalent. The fact that the Gorgon's hair consists of serpents adds weight to 

Durand's observation that"( .. . ) Rien n'est plus commun que la liaison entre 

l'archetype saurien et les symboles vampiriques ou devorants »756 ; an image of the 

devourer of Ferdinand's innocence in Mort a Credit. 

In his work Poesie et profondeur, J-P Richard underscores the link between the 

subterranean, chthonic world represented by the cave, in the context of a « recherche 

souterraine de l' etre » inherent in « des lieux a la fois proteges et ouverts, grottes par 

exemple, ou bien volcans »,757 and the positive aspect ofrefuge sought in a cave, the 

advantage of which is that it« recueille une existence sans tout a fait la faire 

disparaitre. » In addition, in the sedimentation and mud present in the cave, and 

« dans la paix de ses eaux intemes, elle couve les germes du future, les dents du 

dragon. » 758 ( our emphasis) This description of a site of self-discovery and creation 

754 Durand G: Les structures anthropologiques de l 'Imaginaire PUF 1960 p 94 
755 Le nouveau Petit Robert : 2001 : p 1153 
756 Durand op cit p 95 
757 Richard J-P : Poesie et profondeur Editions du Seuil 1955 p 32 
758 Ibid p 32 
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presents us with another, more positive, aspect of the figure of the nascent dragon 

which may be interpreted as a metaphor for the birth of Celine's emerging creative 

impulse. Indeed, the link made by Celine between mercury (in all its forms) and, by 

extension, gold transmuted through the 'death' of mercury symbolized by the imagery 

of a dragon appears to reveal " ... une clef verrouillant l 'hermeneutique 

celinienne.".759 This notion is supported by the fact that Celine appears to have 

consciously employed alchemic imagery in the full knowledge of its implication, as 

" ... il est difficilement concevable que le hasard soit seul responsable des associations 

presentes dans le contexte, qu'il s'agisse du poison, ou de !'absorption repetee de l'or 

(par van Claben et Mille-Pattes)."760 We also cannot ignore the astrological 

significance of Mercury based on astronomical fact. On Ferdinand's return to Paris 

after the suicide of Courtial des Pereires, he pores over an astronomical chart in at 

attempt to conquer his grief by musing: "Pour pas se gourer sur 'Ophiuchus' ... c'est 

deja un peu plus coton ... On la prendrait bien pour Mercure, si y avait pas 

l'astero'ide ! » 761 . In the context of Celine's medical profession, it is significant that 

the star Ophiuchus is in fact « ... une constellation equatoriale appelee aussi 

Serpentaire et Esculape, en allusion au savoir medicinal transmis par un serpent. »762 

We note too that the emblem adopted by the medical profession is that of Hermes's 

staff entwined by two serpents. 

Initiation 

Initiation ceremonies are pivotal in myths of the Son, and Celine's works abound with 

examples of a modem version of the Passion in the original sense of suffering763 to 

such a degree that pain and abjection become a leitmotif present throughout his 

oeuvre. From Bardamu and the horror he encounters on the battlefield in the first 

World War, as well as his experiences as a doctor in Paris, to young Ferdinand's 

suffering at the hands of his parents and ciients, followed by those of Ferdinand the 

young man in London, and finally the ordeal of the second World War and the 

759 Derval, A: Le recitfantastique dans !'CEuvre de Louis-Ferdinand Celine :Dipl6me de Doctorat: 
Paris 7: 1990 p 491 
760 Ibid p 491 
761 The asteroid referred to is no doubt a small one called Hermes that passes within 353 000 kilometres 
of the earth 
762 Derval, A :Le recitfantastique dans l'CEuvre de Louis-Ferdinand Celine :Dipl6me de Doctoral: 
Paris 7: 1990: p 491 
763 Le nouveau Petit Robert : 2001 : p 1801: Passion : n.f. « passion du Christ » 980 lat ; imp. Fassio 
« souffrance » ➔patir 
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bombardment of Paris, with its aftermath in persecution and flight from France to 

Germany and finally imprisonment in Denmark, we are ceaselessly confronted by the 

image of a human being in search of himself, despite, and perhaps because of the 

obstacles he encounters in the process. We are thus reminded that "L'initiation est 

plus qu'un bapteme: elle est un engagement, un envoutement ( ... )!'initiation est plus 

qu'une purification baptismale, elle est transmutation d'un destin."764 A transmutation 

of this nature was no doubt what Baudelaire had in mind when he wrote: 

"Car j'ai de chaque chose extrait la quintessence. 

Tum 'as donne ta boue etj'en aifait de !'or." 

Mediator- Catalyst 

According to Jung,« C'est pourquoi la Pierre qui est nee du Dragon est consideree 

comme un Sauveur et un Mediateur puisqu'elle represente !'equivalent d'un 

Redempteur surgi de l'Inconscient. »765 We believe that the 'Pierre' (or philosopher's 

stone) in this case is a metaphor for Celine's oeuvre, and as such, fulfils the role of 

mediator or catalyst in the ongoing production of his work. In tum, the creative act in 

itself acts as a redemptive force born of Celine's unconscious, which frees him from 

all that he considered 'lourd' or earthbound; the antithesis of creativity. It was in a 

state of hard-won freedom thus attained that he would discover, and finally reconcile, 

in the presence of both "rythrne ou d'un silence", his "grandeur d'ecrivain et sa verite 

d'homme,"766 the disparate facets of his being. 

However, in order to attain that redemption, Celine, in common with other great poets 

such as Nerval and Baudelaire, was compelled to "traverser la profondeur et d'en 

ressortir, delivre fratemel."767 Similar to the experience of both his predecessors, 

Celine was compelled to undergo the paradoxical experience of "s' enfon( cer) dans 

l'innomable, dans !'impossible, dans la mort, pour ensuite, ou pour en meme temps en 

ressurgir vivant," - an experience which would culminate in "une familiarite active du 

neant."768 In common with other art forms, an authentic act of writing and, by 

extension, a similar act of reading, is essentially paradoxical in that it contains the 

elements of creation and actualisation of both the individual and the work of art. In 

764 Durand G: Les structures anthropologiques de l 'Jmaginaire PUF 1960 :p 3 51 
765 Jung CG: Mysterium conjunctionis in Durand G Figures mythiques et visages de !'oeuvre: p 245 
766 Richard J-P: Poesie et Profondeur :p 9 
767 Ibid p 12 
768 Ibid p 12 
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alchemic terms, for Celine the act of writing appears to have fulfilled what Georges le 

Breton defined as a kindling of "un feu interieur par le moyen d'un feu exterieur, de 

provoquer ouvertement et de manifester l'occulte."769 Although referring to the origin 

ofNerval's creative impulse, Richard could have been alluding to Celine when he 

declared that" ... ce que tente (le poete) ce n'est hors de lui qu'une transmutation du 

monde, en lui qu'une alchimie de son propre destin". 770 (our emphasis) 

According to Durand, it appears that the intrinsic duality inherent in the nature of 

great artists - of which Celine is undoubtedly one - is that quality which acts as a 

catalyst for the dissolution of his own individuation, or a sublimation of his ego in a 

quest for authentic artistic expression: "Le 'Mediateur', c' est bien le bourreau de soi­

meme qui, en lui, accomplit toutes les oxymores possibles. Et le 'bourreau de soi­

meme' qu'est-il done d'autre, sinon !'artiste, le poete ( ... ) »771 What is more, the poet 

- and by extension, his work-« est le creuset vivant ou le terrestre, le trop humain, le 

spleen se mixe avec la celeste ( . . . ) 11 est bien le 'parfait chimiste'. » 772 That Celine 

was his own 'executioner' is indisputable, given the virulence of the pamphlets 

written just after the publication of Mort a Credit when he had established his 

reputation as a writer - albeit a controversial one, given the moral censure that greeted 

his second novel. Political notoriety was quite another issue, which would lead to his 

exile and post-war tribulation. However, the binary elements of Good and Evil are 

intrinsic to the struggle for individual perfection - whether it be personal, moral or 

artistic - and in Celine's case, Durand's definition of that struggle, although written 

with Baudelaire in mind, appears to resonate with Celine's inner struggle: " . .. le Mal, 

le cachot, le couvercle sont necessaires au Bien. La necessite vajusqu'au bout de sa 

course et se sature pour ainsi dire: les fleurs - et il y a des fleurs !- ne peuvent 

necesssairement pousser que sur le Mal. » 773 Similar to the moi conscient depicted in 

Baudelaire's poem L 'Heautontimoroumenos, who recognises that he is both "la plaie 

et le couteau", - "victime et le bourreau", and that of L 'Irremediable who avows that 

he has achieved « La conscience dans le Mal », Celine too fulfils the Manichean role 

of "mediateur qui accomplit en lui-meme, avec conscience, tous les oxymores 

769 Richard J-P: Poesie et Profondeur p 47 ; le Breton G: Fontaine nos 44 et 45 annee 1945 
770 Ibid p 48 
771 Durand G: Figures mythiques et visages de l'muvre : Berg International 1979 : p 252 
772 Ibid p 252 
773 Ibid p 253 
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possibles». We are left in no doubt as to the intrinsically paradoxical nature of the 

artist, ifwe consider that « l'artiste n'est artiste qu'a condition d'etre double et de 

n'ignorer aucun phenomene de sa double nature."774 

An acknowledgement of the essentially dual nature of the authentic artist appears to 

encapsulate and justify the use Celine made of his divided self in manifesting it in 

both male and female figures of the Double in his works. These figures therefore 

appear to act as catalysts for the reconciliation of Celine's inherent duality; they 

represent the means to attain what the alchemists termed the Grand-Oeuvre, both in 

terms of his literary output as well as within himself as an individual. Clearly, « C'est 

par l'intermediare du poete ( ... ) que s'opere l'alchimie de !'oxymoron», - the 

justification for which is« l'or, c'est-a-dire pour le poete la beaute, cette vertu de 

l'reuvre qui a la fois l'arrache a la trivialite, au quotidien, mais l'incame et la soustrait 

a la pire idee. »775 In the context of his work, Celine's reiteration of his disdain for 

'ideas' in favour of a pure creative aesthetic underscores this viewpoint. 

Doubles 

Although the act ofwritingper se acts as a catalyst for the reconciliation of Celine's 

divided self, it is the presence of figures of the Double (figures that we believe Celine 

created in his own image) that underscore the catalytic action of the writing. They are 

the activators or 'executioners' that set the process of a sublimation of the ego in 

motion. Each figure of the Double contains an element of the dichotomy present 

within Celine himself, the protagonists he created to express that warring duality 

merely being avatars of various facets of his divided psyche. In tum, these inherently 

ambiguous figures represent various stages which the author underwent in order to 

achieve his goal of a united self. Frequently represented by female figures who appear 

to embody both the anima and the animus present within Celine, (here, the 

significance of Celine's adoption of a female name, that of his grandmother, and one 

of his mother's names, as his pseudonym is relevant) the female Doubles may be 

separated into the two categories mentioned above. In the first, the anima which 

represents Celine's female side, include: Molly, Lola, Musyne, Tania, and Sophie 

from Voyage au bout de la nuit; Nora Merrywin, the grandmother Caroline, 

774 Durand G: Figures mythiques et visages de l'ceuvre: Berg International 1979 :p 254 
775 Ibid p 256 
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Gwendoline and Clemence in Mort a Credit; Virginie, la Joconde and Delphine in 

Guignol 's Band; Lili-Arlette, Mimi and Delphine in Feerie I and II; Mme Ni9ois, 

princess Hermilie de Hohenzollern, Mme Bonnard, Clotilde and various pregnant 

women in D 'un chateau l 'autre; Lili, Mme von Seckt and Marie-Therese von Leiden 

in Nord and Lili and Odile Pomare in Rigodon. 

The animus that represents the male facet of Celine's nature, includes the figures of 

the grandmother Henrouille and Mme Herote in Voyage au bout de la nuit; la Gorloge 

and Irene des Pereires in Mort a Credit; Bigoudi and Pepe in Guignol 's Band; 

Clemence Arion, Mme Toiselle, Toinon Murbate and Hortensia in Feerie I and II; 

Afoha von Raumnitz in Chateau; Isis in Nord, while curiously, in Rigodon no figures 

conform to this category. We speculate that this could indicate Celine's 

acknowledgement and acceptance of his anima, rendering the presence of a female 

version of his animus redundant. In a letter to his childhood friend Simone Saintu in 

1916 he acknowledged a desire both for a feminine component in his nature as well as 

an artistic vocation : " ... ( vous) qui etes femme ce que j e regrette de ne point etre, et 

qui etes artiste surtout, ce que je ne serai jamais ( ... )"776 (our emphasis) It is significant 

that Celine achieved the latter through the act of writing, while manifesting the former 

desire in the figures of female Doubles in his works. This letter is also an expression 

of what Girard termed 'mimetic rivalry'; the desire for something possessed by 

another simply because they possessed it. 

Reader 

The function of the reader as an integral part in the creative literary cycle is 

fundamental in enabling the narrator to ignore the schism within himself in order that 

"le lecteur hors du texte remplira le role du double, une troisieme personne deja situee 

dans l'avenir, dont la constitution en dehors du texte peut servir a nier !'existence du 

moi dedouble."777 It therefore follows that« Si le moi peut creer un etre autre pour 

occuper la position de ce double, le narrateur peut ne pas admettre le dedoublement de 

son propre moi. » In this context, we begin to understand Celine's need to continue to 

write until the last day of his life as a need to constitute himself through his writing 

776 Cahiers Celine 4: Lettres et premiers ecrits d' Afrique 1916-1917: Editions Gallimard 1978 ppl23-
124 
777 Kiernan, Katherine D Wickhorst : Emory University : Litterature No 139 2005 :p 60 
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when we consider that«( ... ) la chose la plus effrayante pour chacun est-elle la 

reconnaissance oblique que son moi puisse n'etre rien d'autre qu'une configuration 

textuelle, et que sans l'acte d'ecrire ni l'acte de lire, il cesserait tout a fait 

d' exister. » 778 (our emphasis) The Self is thus defined as an entity that is only able to 

construct itself in dynamic terms « au moment meme de parler, ou bien, d' ecrire. » 

Proof of the success of Celine's creative endeavour lies in the involvement of the 

reader solicited through the dynamism of his texts. Part of the enchantment felt by the 

reader is that one is never left indifferent, and we are inspired by an energy that 

appears to emanate from his work. « Il eclaire le chemin; il nous mene, ( ... ) au-dela 

des barrieres de securite que nous craignons de depasser habituellement. »779 Celine's 

work is born of a quintessential« homme parfaitement libre ( ... )Son confesseur, c'est 

le lecteur. » 780 We as readers are thus complicit in the delire which fed his oeuvre. If, 

in the process of creation, Celine sought to unify his divided self, to reconcile the 

dichotomy inherent in his being, that intention cannot fail to be transferred to, and 

assimilated by, his readers. In absorbing that influence, his readers are inspired to 

complete the circle by undertaking the act of writing themselves and, in so doing, to 

seek and achieve their own creative actualisation. 

Although referring to Proust's works, Durand's remarks in this context are equally 

relevant to those of Celine: "Car Proust est l 'un des premiers ( ... ) a avoir genialement 

eprouve que !'essence de la 'litterature' et meme de l'art c'est, bien plus que la 

fabrication par l'ecriture, la vision- la revelation - par la lecture. »781 The writer 

himself is no more than a reader of a« livre interieur », and the creative act is 

accomplished in the act that involves « plonger », «amener », « faire sortir » and 

finally« remonter »782 - all of which conveys a telluric image ofregeneration: 

« miniere cette fois, et qui confirme bien l'adequation de la creation et de l'oeuvre du 

'chymiste': l'esprit du createur renferme un 'tresor'( ... ). »783 

778 Kiernan, Katherine D Wickhorst : Emory University: Litterature No 139 2005 : p 60 
779 Stromberg R: La source qui ne refraichit pas in Cahiers de !'Herne No 3 :p 269 
780 Morand P: Celine et Bernanos in Cahiers de I 'Herne No 3 :p 257 
78 1 Durand G: Figures mythiques et visages de !'oeuvre: p 285 
782 Ibid p 285 
783 Ibid p 285 
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As readers of Celine's works, we cannot fail to be captivated by the level of passion 

or delire with which Celine's works are imbued. We are thus the beneficiaries of 

Celine's efforts to master intense psychological conflicts through "consciernrnent et 

deliberement cherch(ant) a mettre en prise sur eux toute son invention 

Romanesque."784 In every neologism, in every illogical tum of events and in each 

disjunction of syntax or unusual juxtaposition of words, and especially in the silences 

between phrases created by the "transports", the reader who« s'y prete peut avoir le 

sentiment qu'il touche du doigt ce qui par definition, se derobe a toute prise de 

conscience, a plus forte raison a toute explication ( ... ). » 785 As attentive readers of 

Celine's texts, we are at best left fundamentally changed ; at worst never indifferent : 

« on ne lit pas Celine dans !'indifference, en maintenant son quant-a-soi ( ... )Ce qu'il 

atteint en lui, ( ... ) l'atteint en meme temps en nous». Indeed, his works« ne nous 

laissent pas intacts », thus conforming to what Godard terms a« precepte kafka1en", a 

principle on which he believes French literature has modelled itself: « qu'un livre soit 

'la hache qui brise la mer gelee en nous'. »786 

Art and the artist 

In his analysis of the creative personality in his work L 'Art et ! 'artiste, the 

psychoanalyst Otto Rank emphasises various facets of that individual which appear to 

approximate those of Celine. For this reason, we highlight those characteristics which 

are most relevant to the author's work. 

The reciprocal influences oflife and a re-creation oflife's experiences transposed into 

literature are fundamental to the artist's creative endeavour, and resonate with the 

entire body of Celine's work which is based on pivotal life experiences. These include 

his childhood in Paris (Mort a credit), his engagement in the first World War and his 

practice as a medical doctor ( Casse-Pipe and Voyage au bout de la nuit), his brief 

sojourn in London as a young man ( Guignol 's Band), the bombardment of Paris, 

persecution and his subsequent flight from Paris (Feerie pour une autre fois I and II), 

the journey through war-tom Europe ending in imprisonment in Denmark and finally 

his return to Meudon on the outskirts of Paris (D'un Chateau l'autre, Nord, Rigodon). 

784 C '/ · R I p ;,, . e me: omans t : re1 ace : p xxxv1 
785 Ibid p xxxviii 
786 Ibid p xxxviii : Kafka Correspondance p 40 
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Literally and figuratively, he had come full circle. Rank observes that the authentic 

artist does not so much create his work based on his life experience, as, like Goethe 

"plut6t malgre elle."787 The significance of this remark in the context of Celine's work 

is the fact that his life was a series of challenges with which he appears always to have 

done battle, overcoming various vicissitudes at each state of his development by 

transposing them through the creative act of writing, and thereby interpreting them 

through the creation of a literary persona. However, we believe that Celine was 

motivated by a higher ideal than simply expressing and containing his life experiences 

in his work; a more significant aspiration that has its roots in "la tendance a 

l ' immortalite" which acts as a powerful force in order to "se proteger contre 

!'experience transitoire, devoratrice de son moi."788 

Although Celine frequently described himself as a 'nevrose ', he does not appear to 

fall into this category of creative artist described by Rank, who asserts that "le nevrose 

( ... ) s'avere ( ... )incapable de dissocier de sa personne !'ensemble du processus de 

creation et de le transposer en une abstraction ideologique" (our emphasis) - the 

antithesis of Celine's avowed stylistic method of transposition. The objective of the 

"artiste realisateur", on the other hand, is also to re-create himself, culminating in a 

"moi ideologique edifie" - one that contrary to the reworked 'moi' of the 'nevrose', 

would be capable of transferring "sa puissance de volonte creatrice, de sa propre 

personne, a des representations ideologiques de cette personne et, par la meme, de 

l'objectiver."789 Given that this description echoes the qualities of Celine's work, 

despite (or perhaps because of) the state of delire under which he wrote much of his 

work, as well as his frequently repeated description of himself as a nevrose, we 

believe that it is possible that this was a disguise, a mask behind which he took cover 

in order to (re)-create himself in a private space hidden from the world's gaze. It is in 

this sense, we believe, that Celine's act of writing was essentially maieutic. His delire 

was undoubtedly real ; his nevrose was probably a fiction, given the lucidity of the 

remarks made to the reader, remarks that demonstrate a logic and profundity that 

would appear incongruous if they originated from a true nevrose. 

787 Rank, 0 : L 'Art et ! 'artiste: Creativite et developpement de la personnalite : p 56 
788 Ibid p 56 
789 Ibid: p 58 
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Examples of this type of statement include-« On est puceau de l'Horreur comme on 

l'est de la volupte » (V p 14); « Quand on n'a pas d'imagination, mourir, c'est peu de 

chose, quant on en a, mourir c'est trop. » (V p 19) ; « La verite, c'est une agonie qui 

n'en finit pas. La verite de ce monde, c'est la mort. II faut choisir, mourir ou mentir. 

Je n'ai jamais pu me tuer moi ». (V p 200); « Le bonheur sur terre 9a serait de mourir 

avec plaisir, dans du plaisir ... Le reste, c'est rien du tout, c'est de la peur qu'on n'ose 

pas avouer, c'est de l'art. » (V p 380); « II ya un moment ou on est tout seul quand on 

est arrive au bout de tout ce qui peut vous arriver. C'est le bout du monde ». (V p 328) 

and finally, 

« La grande fatigue de !'existence n'est ( ... ) cet enorme mal qu'on se donne pour demeurer 

vingt ans, quarante ans, davantage, raisonnable, pour ne pas etre simplement, profondement 

soi-meme, c'est-a-dire immonde, atroce, absurde. Cauchemar d'avoir a presenter toujours 

comme un petit ideal universe!, surhomme du matin au soir, le sous-homme claudicant qu'on 

nous a donne. » 

(V p 418) 

Rank defines the authentically creative artist as one who is characterised by a 

« dualisme interieur de la pulsion et de la volonte, » of which the latter is the most 

important for a creative personality, as « ... la volonte conduit a la creation et, par la 

meme, a l 'immortalite. » 790 ( our emphasis) Clearly, creativity experienced in isolation is 

finite, while a synthesis of both impulse and creativity will culminate in a work that is 

eternal. Celine's works are testimony to the active presence of both creative elements 

within his being - an interior duality - which we believe produced works which are 

truly universal. Rank also distinguishes between artists who suffer from what he terms 

an "angoisse de la vie" which leads to a neurotic repression and those who suffer from 

an "angoisse de la mort" who are capable of creating works which reach for 

immortality, a literary category which appears to apply to Celine. We believe that the 

predominance of Death as a theme in Celine's works was shaped by this type of 

anguish ; indeed « Le roman ( ... ) de Celine peut etre considere comme la description 

des rapports qu'un homme entretient avec sa propre mort ( ... ) il ne differe pas 

fondamentalement de la meditation monacale devant un crane. »791 

790 Rank, 0: L 'Art et !'artiste: Creativite et developpement de la personnalite :p 60 
791 Bataille G : Une signification Humaine : Louis-Ferdinand Celine : Voyage au bout de la nuit in La 
Critique Sociale : Paris janvier 1933 
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Unlike the true nevrose who seeks to defer death, Celine embraces it to the extent that 

he regards it as a reward for a life lived in the fullness of man's creative impulse. The 

title of his second novel, Mort a Credit, bears testimony to this notion, as does this 

declaration in the same work: "C'est pas gratuit de crever! C'est un beau suaire 

brode d'histoires qu'il faut presenter a la Dame. C'est exigeant le demier soupir ( .... ). 

Moi je serai bient6t en etat. .. ». (Mac p 537) And earlier in the novel the narrator 

exclaims« Le jour ou il le faudrait, j'aurais presque de quoi en moi me payer la 

mart ... » (Mac p 518) (our emphasis) Not surprisingly, in Mort a Credit death is in fact 

« en position de cle de voute »,792 and Godard cautions that if the reader were to fail to 

take this theme into consideration, one would be deprived of an essential element in a 

full comprehension of the way in which the novel affects us. In a 1960 interview 

shortly before his death with Guenot and Darribehaude, Celine elucidates his concept 

of death as a reward for life: "Pour moi, on etait autorise a mourir, on entrait, quand 

on avait une bonne histoire a raconter. Alors on la donnait, et puis, on passait. Mort a 
Credit, c'est symboliquement s;a. La recompense de la vie etant la mort. »793 

(our emphasis) We may deduce from these two declarations - the first made as narrator, 

the second as writer - that Celine considered his debt to life settled through the 

production of his works; through the act of writing per se, and that he was thus 

enabled to 'buy' his death. Indeed, his works were the currency that permitted him to 

embrace death knowing that he owed nothing to life. 

Romantic 

In his work The crippled giant, Milton Hindus concluded that "Celine might one day 

be regarded as the last of the Romantics ( ... )", having "planted himself square I y on 

the conviction that unrestrained feeling and the untrammelled though not 

undisciplined expression of it were redemptive both for the individual and for 

society."794 Contrary to the Cartesian maxim cogito ergo sum, Celine had discovered 

the wisdom of elevating emotion above reason, encapsulated in the precept sentio 

ergo sum, which he used to "unlock his own heart and those of millions of common 

d ( ) ,, 795 rea ers .... 

792 Celine: Romans t I : Mort a Credit : Notice p 1325 
793 Cahiers Celine 2 : p 166 
794 Hindus M: The crippled giant :Brandeis University Press 1986 p 78 
795 Ibid p 78 
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This assessment of Celine the artist resonates with Rank's description of the typically 

romantic artist, which he distinguishes from his classic counterpart. While the latter 

"fait sans cesse usage d'une vie que n'est pas la sienne - et qui est, en fait la nature", 

the former« ne peut creer qu'en sacrifiant constamment sa propre vie. »796(our 

emphasis) Rank concludes that while the work of the 'classic' artist is« essentiellement 

de l'ordre de la partie, l'reuvre du romantique, procedant de l'interiorite est de l'ordre 

de la totalite. »797 The notions of both self-sacrifice and totalitarianism are emblematic 

of Celine's work; the first being manifest in the author's passion for life at all levels 

and in diverse situations, and his dedicated engagement in medical, political, 

philosophical and personal causes at the expense of his health and mental stability. 

The other is demonstrated on a more qualitative level in the extent to which the author 

became involved with various causes, including those which were to lead to his 

ostracism and ultimately his exile. 

Ideologically, the romantic artist employs "sa puissance personnelle de volonte" to 

create an ideology which is independent of social norms as is the case with ideologies 

in general. Celine's is therefore an ideology incorporating unmitigated artistic 

qualities - a highly individual and unique perspective on human nature, devoid of any 

subjugation or deference to social norms, being based on a faith in oneself as the sole 

creator of one's life and the trajectory it followed. No 'higher power' was ever 

invoked, either in his works or in his personal capacity; a fact that was underpinned in 

an interview with Albert Zbinden where Celine confessed to a total lack of belief in 

God. His ideology was that of the morally, spiritually and physically self-made man 

who espoused an ethic of hard work and aesthetic living. He therefore embodied the 

characteristics of an individual capable of creating himself in his own image instead of 

that of an image of a divinity or any other authority figure. Celine, who was 

continually engaged in stylistic innovat10n through the creation of neologisms and 

variations on metre and rhythm in his prose, is the embodiment of the "romantique 

( qui) est a la recherche de nouvelles formes et de nouveaux contenus qui lui 

permettent d'exprimer plus completement son soi personnel. "798 (our emphasis) 

796 Rank ,0 : L 'Art et I 'artiste: Creativite et developpement de la personnalite p 64 
797 Ibid p 64 
798 Ibid :pp 65 - 66 
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Muse 

The figure of a muse has, particularly for a romantic writer, always been an essential 

factor in the creation of his works. Celine is no exception, and we believe that for the 

author, Death was his principal muse and a continual source of artistic inspiration. 

This was underscored in an interview conducted by Georges Cazal in which Celine 

exclaimed "C'est la mort inspiratrice de tout!"799 As for women as a source of 

inspiration, the key lies in a remark made during an interview with Lilika Nakou: "La 

Femme est mon <lieu. La femme c'est tout dans ma vie! ( ... )."800 And in an earlier 

interview with Merry Bromberger in response to the journalist's question as to the 

main influences in his life, Celine replied that although he admired certain medical 

colleagues, including his former father-in-law Athanase Follett, the source of his 

inspiration was undoubtedly" .. aussi une danseuse americaine qui (lui) a appris tout 

ce qu'il y avait dans le rythme, la musique et le mouvement."801 This description is no 

doubt a veiled reference to Elizabeth Craig, the dancer to whom Celine dedicated the 

Voyage. 802 

However, within the novels themselves, we submit that apart from the figures of 

women who appear as symbols of what we believe to be the anima-animus facets of 

Celine's personality, the figures of the Double, both male and female, also appear to 

fulfil the role of Muse. The key to this notion may lie in Rank's declaration that as a 

source of inspiration" ... }'exaltation idealiste de soi-meme en la personne d'un autre 

puisse revetir une apparence physique, comme dans l'homosexualite grecque ( ... ) 

comme Muse."803 The characteristics of the prototype of the Double in Celine's 

works, found in the figure of Robinson, resonate with Rank's definition of the Muse 

as one who possesses a « ressemblance aussi etroite que possible ( ... ) dans son propre 

sexe. » Alternatively, his observation that « l'autre sexe est ressenti, biologiquement 

comme un element de trouble, a moins qu'il puisse etre idealise comme Muse »804 

bears a striking resemblance to the figure of Madelon who kills Bardamu's Double, 

799 Cahiers Celine 7: Celine et l 'Actualite 1933-1961 p 418 
800 Ibid : p 24 
80 1 Cahiers Celine I: Celine et l 'Actualite litteraire 1932 - 1957 : p 32 
802 Given Celine's predilection for dancers, it is significant that the dictionary definition of the word 
'Muse' lists Terpsicore, goddess of the dance, as one of the nine daughters of Zeus who are considered 
as muses. 
803 Rank ,0 : L 'Art et /'artiste: Creativite et developpement de la personnalite: Bibliotheque 
scientifique Payot : 199 8 : p 69 
804 Ibid p 69 
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Robinson. Indeed, the Muse appears to fulfil an essential role in the artist ' s life as a 

'vital necessity' as it is essential for the authentic artist to project onto his « ( ... ) bien­

aimee sa tendance bissexuelle a la creation - tendance a engendrer et a enfanter ou a 
se faire procreer et a se faire renaitre ( ... ) ce n'est pas seulement son droit le plus 

strict mais une necessite vitale pour lui. »805 We believe this definition of the role of 

the Muse encapsulates the pivotal catalytic role played by the figure of the Double in 

Celine's works. 

The theme of the Double is, in fact, intrinsic to the very nature of literature, a form of 

artistic creation which is in itself a Double - a « trompeuse imitation de la realite »806 

In this sense, it emerges that the theme of the Double is not restricted to fantastic 

literature, as writers such as Dosto"ievski and Pirandello have incorporated the figure 

of the Double into their work with no reference to the supernatural. We cannot fail to 

concur with Borges that the theme of the Double (his reference was that of mirrors, 

which amounts to the same thing) is one of those which "renversent le principe 

d'identite" which, in sowing the seed of doubt regarding perceived reality, allows one 

to "cemer le phenomene litteraire dans toute sa specifite, sans recourir a un referent 

plus ou moins imaginaire."807 The theme of the Double is thus tautological; in 

depicting the Double, literature is, in fact, depicting itself. 

805 Ibid p 291 
806 Jacques Goimard et Roland Stragliati : Histoires de Doubles : La grande anthologie du 
fantastique : Edition du Club France Loisirs : Paris 1977 :pp 30-31 
8,07 Jacques Goimard et Roland Stragliati: Histoires de Doubles: La grande anthologie dufantastique: 
Edition du Club France Loisirs : Paris 1977 : p 31 
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Chapter Six 

Ambiguity and the grotesque in subterranean space as a metaphor for the Double 

We have chosen to limit this examination of the role of subterranean space as both a 

metaphor for the Double and as a catalyst for creative expression, to Guignol's Band 1 

and 11 and Feerie pour une autre Fois 1 and IL works in which Celine's poetic prose is 

most in evidence. In this context, the subterranean refers to both the spatial and 

emotional dimensions. Within the former, we will examine the circumstances under 

which Celine wrote each of these works, while the latter will be examined in its 

context as an internalised reflection of the spatial and emotional dimension. With 

regard to its role as catalyst, the subterranean space represented in Celine's works will 

be explored in the context of what Gaillard describes as "un sas, etanche mais 

communicateur."808 As such, the nature of this space plays a pivotal role in facilitating 

"la traversee", a hypogeal journey on both a spatial and emotional level which is, for 

the traveller, "largement initiatique". 809 

Essentially ambiguous, the subterranean world is the seat of an archetypal Mother 

Earth that is both regenerative and fertile; the site of germination as well as that of 

death, the abject and the diabolical. Above all, it is the place of « l'enfouissement, 

celui qui degenere et corrompt, le lieu entre tous inquietant des puissances 

chthoniennes de l'obscur. »810 Ambiguous in both structure and function, the 

subterranean thus possesses the power to develop « un imaginaire ambigu, principe 

male et femelle a la fois » 811 - an androgynous quality which is emblematic of a state 

of equivocation on several levels. These include that of the sexes, of conventions and 

morals as well as that of a spatial differentiation between the earth's surface and its 

hidden spaces. However, this regressive classification of subterranean space is no 

more than a prelude to "une renaissance initiatique", as it is only as a consequence of 

a state of complete tabula rasa that "!'edifice peut s'elever"812 - in an image of 

Phoenix rising from the ashes. The spaces within ourselves, as well as those within 

the earth are therefore not to be feared, but rather to be welcomed as unknown 

808 L 'Jmaginaire du souterrain : Textes reunis par Aurelia Gaillard: Universite de la Reunion :Editions 
l'Harmattan 1997: p. 5 
809 Ibid p. 5 
810 Ibid p 5 
811 Ibid p 5 
812 Ibid : p 5 
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territory to be explored. They serve as a space for regeneration, in the process of 

which we will discover the truth on as many levels as is humanly possible. 

Summoning the courage to take such a risk will bring its reward, « car la descente au 

secret des mondes et de soi n'est pas sans risque, mais neanmoins necessaire, que 

reclame la verite pour advenir. »813 (our emphasis) It is a search for the Truth that makes 

the journey fruitful, a notion which lends special significance to Celine's declaration 

that "La verite de ce monde c'est la mort. II faut choisir, mourir ou mentir. Je n ' ai 

jamais pu me tuer moi. » (V p 200) 

Whether they be denoted as a cave, cavern, lair, labyrinth, sewer, cesspit, crypt, 

crevasse, hole or gallery, or as is particularly relevant in Celine's case, a prison cell, 

these spaces traditionally connote obscurity, mystery, fear of the unknown, abjection 

and essentially all that inspires fear in man. Flying in the face of convention, Celine 

welcomed them as a place of refuge, regeneration and ultimately creation. 

Celine 's lair 

Images of subterranean spaces abound in Celine's works, but it is noteworthy that 

they increase in intensity with Guignol 's Band I and II, reaching their culmination in 

both versions of Feerie pour une autrefois. Celine started writing Guignol 's Band 

just before the start of the second World War, shortly after he had completed 

Bagatelles pour un massacre, and during the early months of the war engaged in a 

prolific correspondence with several right-wing publications814 while completing his 

last pamphlet Les Beaux Draps which he published in 1941 . We may therefore 

assume that the work was informed by the political and emotional climate at that time 

- one in which the fear and trauma of impending war predominated, coupled with the 

hostility, controversy and public criticism surrounding the publication of Bagatelles 

pour un massacre. 

The first part of Guignol 's Band was printed in March 1944 under circumstances 

which for Celine went against the grain, as he was reluctant to go to print before 

having thoroughly edited and revised a manuscript. In the Preface to this version, he 

indicates to his readers that at least two versions are to follow the current one, and that 

813 L 'lmaginaire du souterrain : Textes reunis par Aurelia Gaillard. Universite de la Reunion: pp 5-6 
8 14 Notably the journal Je suis partout 
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they should not be too quick to judge him on the strength of this version alone, issuing 

the caveat "Ne me jugez point de sit6t!"815 

The second version of Guignol 's Band was written in circumstances that were even 

more hazardous, during the months Celine spent in Germany after his flight from 

Paris in June 1944, passing through Baden-Baden and Kraenzlin before reaching 

Sigmaringen. When he left France, the typed edition of version B of the manuscript 

already comprised "pour les sequences 18 a 36, soit plus de la moitie de la second 

partie".816 At that time, Celine was engaged in rewriting sequence No 37, the longest 

in the book, and one which includes, after sequence No 28, the most nightmarish 

images of a Ferdinand transformed into a horse, ridden by the Colonel des Entrayes -

a name which in itself evokes horror as it is pronounced 'entrailles'(intestines); an 

image of disembowelment. There is no doubt that this episode is a transposed version 

of the actual circumstances Celine experienced as a 'cuirassier' during the first World 

War when he was wounded at Poelkapelle. Celine's work on Guignol's Band II 

extended throughout his stay in Germany in 1944 and continued into the entire year of 

1945 spent in Copenhagen, until his arrest and incarceration in December of that year. 

The introduction of the figure of Virginie in Guignol 's Band is significant in the 

context of Celine's ballet 'Voyou Paul, brave Virginie' in which the title denotes the 

negative aspect of the male character. Written no doubt as an antidote to the 

sentimental and sanctimonious nature of the characters in Bernardin de St Pierre's 

novel, the parallel between the ballet and Guignol 's Band is evidently a reflection of 

Celine's state of mind at this period, as « La vision angelique de la nature humaine 

presentee par Bernardin de St Pierre irrite tant Celine qu'il n'a de cesse de l'avoir 

mise en echec dans un decor semblable et en se referant au meme objet symbolique. » 

817 The character description of the protagonist, Paul, is unequivocal. He is 

« maudit. .. l'esprit du mal est bien en lui. »818 This image remains constant 

throughout the ballet until its close where we see an unredeemed Paul who « suit la 

815 Celine: Romans t III: Editions Gallimard 1988: Guignol 's Band I: p 83 
8 16 Ibid Notice: p 953 
817 Celine: Guignol's Band: Editions Gallimard 1988: Romans t III :Notice: p 994 
818 L-F Celine Ballets sans musique, sans persnone, sans rien : Editions Gallimard 2001 p 65 
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foule endiablee »,819 an image we can only surmise is a reflection of Celine' s 

assessment of his own fate- and, no doubt, of his state of mind. 

The parallel between Ferdinand in Guignol 's Band II, and Paul in the ballet is 

heightened by the transposition and incorporation of the exotic ambience of Bernardin 

de St Pierre's novel into Celine's description of an imagined journey undertaken with 

Virginie:"( ... ) mer de Corail! mer Caraibe! une ile la-bas presque rien? ( .. . ) Je veux 

une ile avec des arbres, mais abritee par tousles temps! a triple barriere de recifs! ( ... ) 

un vrai eden j'en ai besoin ... je reviens moi de la guerre ! » (GBII p 454) We believe 

that this imagined Eden is the representation of a subterranean world shielded from 

actuality and isolated from human contamination, where Ferdinand is able to heal 

himself from both physical and mental wounds. If we assume that the motif of the 

shipwreck necessarily implies a form of hypogeal isolation from the outside world, 

this description is an unequivocal example of that phenomenon which occurs 

precisely at the two moments when Ferdinand's passion for Virginie reaches its 

culmination:( ... ) les deux moments ou le desir de Ferdinand monte ( ... ) sont des 

moments qui rappellent le naufrage du Saint-Geran par une pluie diluvienne: 

'cataractes de deluge' a Hyde Park, pluie 'a torrents' a la sortie du Touit-Touit 

club."820 (our emphasis) Underscoring the image of a shipwrecked couple is the fact that 

"( ... )la robe de Virginie 'toute ruisselante' a Hyde Park, 'en loques' une premiere 

fois a la sortie du Touit-Touit club, avec, a la page suivante, la conclusion: ' elle n ' a 

plus de robe!"821 

It is important to note that both passages depicting violence and delirium which occur 

in sequences 28 and 37, were rewritten by Celine between the spring of 1944 in Paris 

and that of 1945 in Copenhagen. This was a period when he was the object of « ( ... ) 

de la menace des unset de l'abandon des autres, puis, a travers l' Allemagne, 

poursuivi partout par les dangers les plus immediats et les plus concrets. »822 The 

material circumstances of his life during this period conspired to create the author 's 

emotional state which is reflected in the violence of these sequences. Celine's internal 

819 L-F Celine Ballets sans musique, sans persnone, sans rien : Editions Gallimard 2001 :p 68 
82° Celine: Romans t III: Guignol's Band /Editions Gallimard 1988 : Notice: p 994 
821 Ibid: Notice: p 994 
822 Ibid: Notice :p 962 
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hypogeal emotional state thus finds its release in sequences which depict the most 

violent images in the entire novel. 

Another aspect of the subterranean forces present in human nature is manifest in 

Sosthene de Rodiencourt's pursuit of the occult through the medium of dance- in 

itself a significant motif, given Celine's preoccupation with dance and dancers. The 

most striking example of this occurs in sequence 3 7 which Celine rewrote and 

modified. Initially, « ( ... ) cette danse sacree et Sosthene lui-meme apparaissent aux 

yeux de Ferdinand a la hauteur de leur ambition de maitrise des forces occultes. »823 

However, the 'sacred' dance quickly degenerates into a general melee during which, 

following the intervention of fire engines, leaves Sosthene, Ferdinand and the 

spectators in disarray, and Piccadilly Circus in chaos. Given the violence of the 

images present in an episode which is unquestionably one of the focal points of the 

narrative, we cannot ignore the fact that it was written at a time when Celine "( .. . ) ne 

cesse de se sentir traque d'une maniere ou d'une autre, et ou qu'il ai11e."824 We 

therefore conclude that in order to exclude the outside world, Celine took refuge 

within himself to an increasing degree at this period in his life, and in so doing, 

experienced a resurgence of his imaginative creative powers. 

Castaway 

There is another aspect to Sosthene's dance in Piccadilly Circus which is significant 

in the context of our exploration of subterranean space. Observing Sosthene throwing 

himself into an enterprise which, apart from some moments of admiration, Ferdinand 

regards as foolhardy and ridiculous, « Ferdinand se dit que cette folie pourrait bien 

cacher une sagesse en ce sens que se faire arreter precisement comme Jou pourrait etre 

une maniere d'echapper a des ennuis plus graves. »825 (our emphasis) This notion of 

madness as a mask is repeated several times in the novel, investing it with the quality 

of a leitmotif. Godard notes that the notion of hiding behind a mask of insanity « ( . .. ) 

pretee avec tant d'insistance au Ferdinand personnage et narrateur de Guignol 's Band, 

pouvait avoir une resonance, consciente ou inconsciente, pour le Celine de 

823 Celine: Romans t III: Guignol's Band /Editions Gallimard 1988 : Notice p 964 
824 Ibid p 964 
825 Celine: Romans t III: Guignol 's Band /Editions Gallimard 1988: Notice: p 964 
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1944. » 826This figurative mask is just one more manifestation of the manner in which 

Celine protected himself from a world that had grown untenable, by retreating into the 

inner world of his imagination. 

This mechanism of 'masking' is also a figurative example of what Nadia Minerva, in 

her essay on Jules Verne terms 'robinsonnades' 827 - or an attempt to retire from the 

actual world through evasion, in masking one's true nature, and thus inhabiting a 

hypogeal space which is invisible to the outside world. Ferdinand's fantasy is thus a 

figurative representation of "L'image paradigmatique de l'isolement protecteur"; of 

what Barthes termed a« jouissance de l'enfermement »828 In a study which, although 

applied to Jules Verne, is equally relevant to Celine, Minerva refers to the 

phenomenon of robinsonnades, which "a souligne la signification fantasmatique de 

lieu de regression, de repliement, d'oubli."8'.L9 In this context, Deleuze, in his Posiface 

to Michel Tournier's novel Vendredi ou les limbes du Pacifique, states that 

« Robinson s'enfonce jusqu'au centre interieur de l'ile, et trouve une alveole ou il 

arrive a se recroqueviller, qui est comme l'enveloppe larvaire de son propre 

corps. »830 We believe that this image echoes Celine's retreat within himself; a 

deliberate, conscious 'castaway' that isolates him from the world and his fellow man 

in order to heighten his creative powers. This emotional retreat finds expression in the 

numerous references to subterranean space in his works. 

Feerie pour une autre fois 

This work, written over a period of nine years between 1945 and 1954, was conceived 

at a « ( . .. ) periode de difficultes et de souffrances reelles » 831 in Celine's life which 

was a legacy of his political stance and the views expressed in his pamphlets between 

1936 and 1944. Seventeen months of this period were spent in Cophenhagen's Vestre 
. 

Faengsel, followed by isolation in Klarskovgaard on the edge of the Baltic under 

house arrest, before finally returning to France in 1951. Nevertheless, as a result of his 

826 Celine: Romans t III: Guignol 's Band I Editions Gallimard 1988: Notice: p 965 
827 Nadia Minerva Fragments d'un discours utopique: l'imaginaire souterrain de Jules Verne entre 
utopie et dystopie in L 'imaginaire du souterrain Editions de l'Harmattan 1997 pp 167 and 176 
828 Ibid p 171 
829 Ibid p 171 
830 Deleuze, G: Postface a Michel Toumier, Vendredi ou !es limbes du Pacifique, Paris : Gallimard, 
'Folio' 1972 p 274 
831 Celine : Feerie pour une autre Fois : Editions Gallimard : 1993 :Romans t IV Notice: p 1105 
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inability (or unwillingness) to gauge or admit to his participation in the "mal auquel il 

a ainsi indirectement participe", 832 he regarded himself as a victim of injustice, both as 

a writer and a citizen. In fact, « ses ecrits des annees 1936 a 1944 ont fait de lui une 

sorte d'incamation de l'antisemitisme desormais hors la loi. »833 

Given the social and emotional context in which the novel was written, it is not 

surprising that subterranean images of vaults, sewers, cavities, crevasses and simple 

holes are all emblematic of this work, underscoring the atmosphere of damnation 

which pervades both sections of the novel. It therefore comes as no surprise to learn 

that Celine's first choice of a title for Feerie II 834 was La Bataille du Styx, with its 

obvious connotation of death. Equally significant was his second choice, Maudits 

soupirs pour une autre fois. 

Prison is perhaps one of society' s most striking manifestations of institutionalised 

subterranean space, where man is isolated from the world, his family and his friends. 

It was within this cloistered environment that a major portion of Feerie II was written. 

However, despite the fact that all the subsequent versions (Version A) as well as the 

finalisation of Feerie I were completed outside the prison, in the cottage at 

KJarskovgaard, and finally in France, "cette premiere partie n' en aura pas moins la 

cellule de V estre F aengsel pour cadre de redaction, et finira par se transformer ( ... ) en 

un veritable livre de la detention."835 (our emphasis) In other words, although written 

outside the walls of Celine's prison cell, Feerie /bears the hallmark of subterranean 

space embodied in the images of incarceration that it evokes. We note that this novel 

was written subsequent to Feerie II (Normance). 

In March 1945, having arrived in Copenhagen after a harrowing journey from 

Germany, Celine had the impression that he had reached"( ... ) l ' autre cote de la 

vie,"836 as though he had died and arrived at another world, if not the netherworld. In 

an echo to these sentiments, he declared that he and his wife had been "( ... ) tellement 

832 Celine.- Feerie pour une autre Fois : Editions Gallimard: 1993 :Romans t IV Notice p 1105 
833 Ibid p 1106 
834 Written before Feerie I: « Le titre donne au memoire des sa premiere mention est 'La Bataille du 
Styx ' ; ii restera designe ainsi, sous la form abregee 'Bataille' jusqu'au mois de decembre 1945, c'est-a­
dire jusqu 'a l'arrestation de Celine. : Romans t IV : Notice : p 1114 
835 Feerie pour une autre Fois : Editions Gallimard : 1993 :Romans t IV p 1108 
836 Ibid p 1114 
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brutalises, malmenes, terrorises depuis des annees que l' on perd l' aptitude a souffrir 

davantage. L' on est deja parmi les morts."837 Feeling himself increasingly isolated 

from both his country and his countrymen, he wrote shortly afterwards that « ( ... ) un 

epais rideau de chagrin et de feu s' est abattu entre nous et notre vie et les n6tres ( et de 

mort helas !) »838 An image of death and, by implication, that of the river Styx which 

was to form part of the original title for his novel, and which haunted Celine is, in 

Godard's opinion, "a mettre en relation avec les adresses a Charon dont Celine va 

tenter plusieurs redactions dans ses Cahiers de Prison." 839 A notable example of one 

of these 'adresses' occurs in the long sequence focused on Charon in D 'un Chateau 

l 'autre, while other references to the mythical ferryman who brought the dead across 

the river Styx to Hades are more implied than textually denoted. In several letters 

written to his wife from prison, Celine emphasises the 'damned' aspect of his life that 

was to pervade his work and, by implication, its association with the underworld. 

« J'ai commence notre recit des Maudits - par le bombardement de la Butte( ... ) 

!'esprit du ma! que tout le paysage gondole, enfle, gonfle, les maisons perdent leurs 

formes - tout chahute- ( ... ) C'est le Sabbath [sic] a Popol ( ... ) »840 (our emphasis) 

Antidote 

The image of Celine incarcerated in the Vestre Faengsel is that of a caged bird, its 

wings clipped, its vitality curtailed, but not its spirit. For him, imprisonment must 

have been the epitome of Hades, compounded by the weight of the disapprobation of 

his countrymen, both as a writer and a citizen. We can only assume that living in close 

proximity to numerous strangers must also have been a nightmare experience for 

someone with so high a regard for his solitude and seclusion. Accentuating the lack of 

privacy was the inevitable cacophony of sounds concomitant with life in a confined 

space; the inevitable and unceasing sounds of a singular world which reach the 

prisoner alone in his cell - "eris des autres detenus (parfois eris de putois ), choc d 'un 

crane sur la paroi, aboiements des chiens, bruits des coups a l'arrivee d'une rafle 

nocturne ( ... ) tout ce a quoi cette architecture creuse de coque de bateau a l 'envers 

sert de caisse de resonance."841 (our emphasis) This reverse image of a vessel rendered 

837 Feerie pour une autre Fois: Editions Gallimard: 1993 :Romans t IV: p 1114 
838 Ibid p 1115 Lettre a Marie Canavaggia du 12 octobre 1945 
839 Ibid p 1115 
840 Ibid p 1116 Lettre a Lucette Destouches le 28 mars 1946 
841 Celine : Romans t IV: Editions Gallimard 1993: Feerie pour une autre fois: Preface: p xx.iv 
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incapable of sailing, and therefore deprived of its essential function, is perhaps the 

most striking metaphor for Celine in prison - a free spirit grounded and deprived of 

physical mobility in a "faux vaisseau immobile qui n' est qu'une 'nef a manger le 

temps. "'842 The fabric of this universe left its indelible imprint on Celine to such a 

degree that even when he was no longer physically incarcerated, he continued to"( .. ) 

porte en lui cet univers."843 

Perhaps the most striking example of refuge taken in a hypogeal world - ironically by 

someone already enclosed in a form of subterranean space - was Celine's reaction to 

the cacophony of sounds that abounded within the prison walls. Instead of allowing 

the din to deprive him of his creative ability, his antidote to prison noise and his 

refuge from it, the author transposes his situation: "Celine le trouve dans les bruits 

absents: des bruits qu'il a 'dans l'oreille', mais dans une oreille cette fois interieure, 

une memoire d'oreille."844 (our emphasis) This supports the notion that a retreat to a 

hypogeal space, be it spatial or emotional is both necessary and salutary for creative 

expression. It is also an expression of the power to reinvent the world, no matter what 

its actual circumstances might be; it is the prerogative of the poet, "tel un mage visite 

par !'inspiration", not only to reveal the world's hidden meaning by interpreting it, but 

also "le reinventer, le recreer par les mots."845 

Refuge 

Each era may be defined by the individual and collective forms of death that it 

invents. Since the early days of the 20th Century, ours has been marked by aerial 

bombardments, reaching the epitome of horror with the mid-century destruction of 

Hiroshima and Nagasaki. Bombardment has therefore become emblematic of our 

epoch in which hand-to-hand combat has yielded to an abstract, more insidious form 

of death - "cette mort venant du ciel, mobile, imprevisible."846 This sinster form of 

death, although a human invention, is so far removed from the sphere of human 

comprehension that its agents, the aeroplanes, have been baptised" 'mysteres', 

842 Celine: Romans t IV : Editions Gallimard 1993: Feerie pour une autrefois: Preface :p xxv 
843 Ibid p XXV 

844 lb "d I p XXV 

845 Franc;;oise Dupeyron-Lafay L 'imaginaire du souterrain: cryptomania in L 'imaginaire du souterrain 
Editions de l'Harmattan 1997 p 117 
846 Feerie pour une autre Fois: Editions Gallimard 1993 : Romans t IV : p xxxi 
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'mirages' et 'fant6mes"'847 - names which give voice to our inability to grasp their 

supernatural power. Our only hope of escaping them is to "rentrer sous terre", 848 like 

terrified animals going to ground. 

While entire populations built and used air raid shelters during the second World War 

as their spatial refuge from aerial destruction, there were artists like Celine who, 

although equally traumatised by the violence of a bombardment, took refuge within 

himself, storing the experience in his subconscious in order to transmute it into the 

poetry we encounter in both versions of Feerie. We therefore discern a direct 

correlation between the violence of the experience and a high degree of poetic prose. 

Just as the earth, as refuge, exemplifies the dual qualities of both womb and tomb, the 

seat of both "initiation et de purification",849 so too do the mental spaces ofrefuge 

within us possess similar qualities of regeneration and renewal. 

No matter how many years passed after the actual events of the bombardment of Paris 

in 1944, Celine never succeeded in purging himself of images and sounds which were 

simultaneously horrific and incomparably beautiful. The sight of the bombardment 

which Celine viewed from his eyrie in the 5th floor apartment in the rue Girardon high 

up in Montmartre, was "une vision faite pour lui."850 Although he initially spoke of 

the bombardment with detachment in the days immediately following the event, and 

while it was only one of several occurrences which conspired in his decision to leave 

Paris in June 1944, Celine was continuously reminded of it during the nine months 

spent in Germany: "De Baden-Baden a Berlin; de Berlin a Kraenzlin, de Kraenzlin a 
Rostock, de Ro stock a Sigmaringeh, de Sigmaringen a Flensbourg, il n' a cesse d' avoir 

des avions au-dessus de la tete, et d' entendre sirenes et explosions se succeder sans fin 

( ... ). " 851 Images of destruction, of "incendies, fumees, decombres, images irreelles, 

ou rien,"852 - all of them apocalyptic - haunted his mind. How could such an intensity 

of violence not have appealed to his imagination? All the elements were there - not 

only the most abject terror of a world rendered inhabitable, but also the dawning 

847 Feerie pour une autre Fois: Editions Gallimard 1993 : Romans t IV: p xxxi 
848 Ibid p xxxi 
849 Nadia Minerva Fragments d'un discours utopique: l 'imaginaire souterrain de Jules Verne entre 
utopie et dystopie in L 'imaginaire du souterrain Editions de l'Harmattan 1997 p 177 
85° Celine :Feerie pour une autre Fois: Editions Gallimard: Romans t IV : p xxvii 
851 Ibid xxvii 
852 lb'd .. 1 p XXVll 
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realisation that the violence unleashed by man himself might well be a manifestation 

of his basic nature. Part of the nightmare for Celine was that a suspicion he had long 

held appeared to be vindicated: « les petites et grandes agressions des hommes, le 

plaisir qu'ils prennent a la vue, ou simplement a l'idee, de la mort et du supplice de 

leurs semblables, sont-ils autre chose que le monnayage au jour le jour d'une violence 

fondamentale que seuls quelques-uns menentjusqu'a son terme, le meurtre? » 853 (our 

emphasis) For Celine, this« seisme de la fin n'est rien d'autre que 'la vacherie du tronc 

des hommes' devenue visible et audible. »854 Far from being merely explosions 

governed by the laws of physics and chemistry, they represented something far more 

sinister - « explosions des fonds d'ame." (FIi p 191) 

In an attempt to master his horror of the situation, Celine required a scapegoat, which 

he created in the person of his erstwhile friend Gen Paul, transposed into the figure of 

the legless Jules. Having quarrelled with the artist, he felt sufficient resentment 

towards him "pour qu'il puisse faire de Jules l'etre satanique responsible d'un tel 

dechainement d'anti-nature."855(our emphasis) In this sense, the creation of the figure of 

Jules as a daemonic Double represents yet another form of refuge taken by Celine in 

an attempt to abate the horror he had experienced. It is significant that Jules is a 

satanic figure, one who represents the underworld and seat of the refuge sought by 

Celine at this time. The creation of this figure of the Double is also symptomatic of its 

catalytic role in assisting in the author's transposition of horror into poetry. 

Cryptogram 

We submit that Celine's poetic genius was, to a large degree, fostered by the 

circumstances under which he wrote Feerie II, namely a prison, the archetypal 

enclosed space where man is removed from society. Indeed, it was within this space 

that he was able to realise what Barthes termed the "poetique de la cl6ture"856 by 

transposing the horror into a work in which "Au fracas des explosions et les 

deflagrations s'oppose note a note une petite musique". 857 

853 Feerie pour une autre Fois : Editions Gallimard 1993 : Romans t IV : p xxviii 
854 Ibid p xxviii 
855 L-F Celine Feerie pour une autre Fois: Editions Gallimard: Romans t IV : p xxix 
856 Nadia Minerva :Fragments d 'un discours utopique: l 'imaginaire souterrain de Jules Verne entre 
utopie et dystopie in L 'imaginaire du souterrain Editions de l'Harmattan 1997 p 170 
857 L-F Celine Feerie pour une autre fois : Editions Gallimard Romans t IV p xxx 
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Faced with a complete reversal of the world order he had known all his life, Celine's 

challenge lay in capturing the fragmentation of his altered situation which appeared to 

defy any attempt to express it "dans une langue reguliere. "858 There is no doubt that 

Celine was equal to the task of conveying the image of a world "mise en pieces"859 

through his emotive style, where spaces are as important as the words themselves; 

words "qui se detachent sur le blanc de la page par l'intervalle des trois points, 

comme sur le vide les noeuds de fil de la dentelle: [ ... ] c'est des filigranes la vie" (FI p 

76) Given that Celine's mother was a lace purveyor, and that he was therefore familiar 

with its various forms, it is no wonder that this influence is embedded in his literary 

works to the extent that it is reflected in their structure. Indeed, particularly in Feerie 

L « Ces images de dentelle, de trame, de broderie ( ... ) sont autant d'ebauches d'un 

part poetique. » 860 There is no doubt that this new conception of a reversed world 

order« est fait pour son ecriture non mains que pour son imaginaire »861 , compounded 

by the fact that the author's imagination was stimulated by his hypogeal experience in 

pnson. 

The regenerative force of subterranean spaces was clearly at work in the creation of 

Feerie II in which Celine was to realise his emotive style designed to appeal directly 

to the reader's emotional core : 

« ( ... ) jamais Celine n'avait autant mise sur le seul style et sur le seul plaisir que le lecteur 

peut y prendre ligne apres ligne. Ce style lui-meme est devenu dans Feerie ce que Celine 

appelle 'purement emotif, c'est-a-dire completement affranchi des enchainements du fran9ais 

ecrit. » 862 

The regenerative force at work here, inspired by the dynamism of Celine's creative 

mastery, evokes Bachelard's words, quoting Novalis : « Au centre sont les germes; au 

centre est le feu qui engendre. Ce qui gef!Ue bn11e. Ce qui bn11e germe ( ... ) » 863 An 

essentially ambiguous hypogeal space, the prison where Celine was incarcerated is the 

seat of the complementary forces of both death and resurrection: « Image archetypale, 

le souterrain evoque un faisceau de significations contradictorires et !'imagination se 

858 Celine Feerie pour une autre fois: Editions Gallimard Romans t IV : p xx1x 
859 Ibid p xxix 
86° Celine Feerie pour une autre fois I et II Gallimard Bibliotheque de la Pleiade t IV : p xxiv 
861 lb'd . 1 p XXIX 

862 Celine: Romans t IV Feerie pour une autrefois: : Preface: pp x-xi 
863 Gaston Bachelard: La Psychanalyse du Feu: Editions Gallimard 1949 p 76 
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represente aussi bien un lieu angoissant d'ombre et de mort qu'un refuge et un 

sanctuaire ou se prepare la resurrection. » 864 

Feerie pour une autre fois displays an idolect characterised more by style than by the 

use of argot as was the case in Guignol 's Band. In these novels, Celine has recourse to 

"Un mouvement jamais interrompu de passage d'un sujet a un autre, de saut entre les 

mots; de rebondissement a la pointe d'un signifiant" which is « le seul ensemble dans 

lequel pouvait se recomposer une realite pareillement eclatee. »865 A unified style thus 

paradoxically captures the fragmentation of Celine's world as well as that of the 

'village' of Montmartre during the bombardments. This results in the "fracas des 

explosions et des deflagrations" being underscored by the notes of "une petite 

musique"866 transforming horror into poetry. 

Hugo 

Celine's idiolect, whether it be represented by a fragmented, emotive style as is the 

case in Feerie, or by the pervasive use of argot in Guignol 's Band, is a form of 

hypogeal language in which the writer takes refuge. It is also the place where his 

creativity flowers. Referring to Hugo's use of argot - the preferred language of the 

people - Christian Chelebourg points out that through the use of this mechanism, 

Hugo"( ... ) esquisse, ce faisant, une des regles de sa creativite: substituer a la langue 

des elites celle du peuple ou, plut6t, completer l'une par l'autre."867 In his 'Reponse a 
un acte d'accusation ', Hugo was to acknowledge and systemise "cet art poetique."868 

Pursuing this argument, Chelebourg observes that « ( ... ) la langue hugolienne trouve 

a se renouveler a l 'entree du caveau, qu' elle se reg en ere au moment de penetration 

dans le mystere d' 'une cavite noire', sombre et humide. Le souterrain perturbe la 

langue et reforme le style. » 869 ( our emphasis) 

864 Genevieve Laigle L 'imaginaire du souterrain a travers trois romans anglo-saxons contemporains : 
L 'imaginaire du souterrain Editions de l'Harmattan 1997 p 197 
865 L-F Celine Feerie pour une autre fois I et II Gallimard Bibliotheque de la Pleiade t IV p xxx 
866 L-F Celine Feerie pour une autre fois I et II Gallimard Bibliotheque de la Pleiade t IV : p XXX 

867 Christian Chelebourg 'Sur un fond de tenebres quelque bizqrre alphabet' - le souterrain et la 
langue chez Victor Hugo : L 'imaginaire du souterrain Editions de l'Harmattan 1997 p 130 
868 Ibid p 130 
869 Ibid p 130 
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This description of both the cause and effect of Hugo's idiolect parallels that of 

Celine's unique use oflanguage, both as a refuge in the 'caveau' of his emotions, and 

as a source of poetic regeneration and inspiration. 

Hugo's description of the use of argot in his work Le Dernier }our d 'un condamne 

underscores Celine's use of this form oflanguage: 

« C'est toute une langue clans la langue, une sorte d'excroissance maladive, une greffe 

malsaine qui a produit une vegetation, un parasite qui a ses racines clans le vieux tronc gaulois 

et dont le feuillange sinistre rampe sur tout un cote de la langue » 

(Les Miserables, IV, 7°, II, 781) 

And in recalling his conversations with other prisoners, Hugo observes that 

"Ils m'apprennent a parler argot, a ruscailler bigorne, comme ils disent. C'est toute une 

langue entee sur la langue generale comme une espece d'excroissance hideuse, comme une 

verrue. Quelquefois une energie singuliere, un pittoresque effrayant [ . .. ] » 870 

(Le Dernier jour d 'un condamne, v. 436) 

What is more, Hugo's reference to popular idiom in Les Miserables as« cet idiome 

abject qui ruisselle de fange ( ... ) ce vocabulaire pustuleux dont chaque mot semble un 

anneau immonde d'un monstre de la vase et des tenebres ( ... ) »871 , resonates with the 

almost magnetic attraction felt by Celine for the nether world ; a telluric yearning for 

a place of hibernation and regeneration which is expressed throughout his work. This 

notion is underscored by Minerva in her essay on Jules Verne, in which she observes 

that 

"Le sous-sol n'est pas un ailleurs quelconque: le monde souterrain a longtemps joue le role de 

lieu inaccessible et a represente l'inconnu ( ... )La caveme est un archetype complexe, avec ses 

connotations sexuelles et ses significations sacrees. Dans l'imaginaire, la fascination du sous­

sol est liee a des sentiments populaires d'attraction-repulsion a l'egard de la terre consideree a 
la fois comme matrice et tombe. »872 

This emphasises the abmbiguous nature of subterranean space which to a certain 

degree explains its attraction for Celine, himself a divided personality. 

87° Christian Chelebourg 'Sur un fond de tenebres quelque bizqrre alphabet' - le souterrain et la lanue 
chez Victor Hugo : L 'imaginaire du souterrain Editions de l'Harrnattan 1997 : p 131 
871 Ibid pp 130-131 
872 Nadia Minerva Fragments d'un discours utopique: l'imaginaire souterrain de Jules Verne entre 
utopie et dystopie in L 'imaginaire du souterrain Editions de l 'Harmattan 1997 : p 169 
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Chthonic voice 

Although referring to Dostoi"evski's work Le Sous-sol, Girard's definition of the 

protagonist's behaviour as that of a« heros souterrain »who«( ... ) se precipite ( ... ) 

dans les aventures humiliantes, [qui] tombe d'autant plus dans la realite qu'il est 

monte plus haut dans le reve » 873 , could equally apply to Celine. In both Guignol 's 

Band and Feerie pour une autre fois, the figures of Ferdinand and Celine manifest a 

tendency towards the abject in their daily lives, only to alternate with a state of 

ecstasy in a form of delirium that resembles a dream-state. 

In Feerie pour une autre fois, the equivocal states of abjection and elation 

experienced by Celine pervade the thread of the narrative. From the novel's inception, 

they are also present within the narrative structure itself, a striking example of which 

occurs when, on observing the bombardment, Celine exclaims "Ah! celles-la c'est les 

pi res presages! ... on en a assez parle ! ... en so rte de forme d' arbres de Noel ... elles 

annoncent !'annihilation ... pure et simple! (Fil p 194) The ambiguity ofthis 

phenomenon is underscored by the observation that the 'Xmas trees' are« pas des 

arbres de Noel dans le sens ! non! al 'envers!" (Fil p 194) (our emphasis) We believe this 

textual example of ambiguity is emblematic of the hypogeal element in Celine's work, 

as it illustrates the intrinsic essence of the chthonic voice of the protagonist in both 

Guignol's Band and Feerie pour une autrefois. 

In this context; we cannot fail to recall the voice of Dostoi"evski's hero in his work Le 

sous-sol, who inhabits the space between the floorboards and the foundations of a 

dwelling, in an environment described as "hors nature et hors culture."874 It is the 

voice of one who the Greeks, in referring to the installation of Philoctetus in a cave, 

described as an" apegriomenos, d'ensauvage."875 This is the primitive chthonic voice 

in which Celine chooses to express himself. It is the voice of the Double within 

himself; that of the Other, the rival. Nabokov, referring to Dostoevski's protagonist in 

Sous-sol, observes that« 'l'homme-souris' sait toujours parfaitement suggerer a son 

873 Girard, R: Dostoi'evski : Du double a I 'unite : Librairie Plon 1963 : p 46 
874 Serge Meitinger De l 'immonde ou la voix du souterrain - apropos du Sous-sol de Dostoi'evski in 
L 'imaginaire du souterrain Editions de l'Harmattan 1997 p 103 
875 Colombe Couelle-Dezeuze Lieux infernaux et grottes dans le monde greco-romain. De l'ejfroi au 
divertissement in L 'imaginaire du souterrain Editions de l'Hannattan 1997 pp 13 - 14 
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lecteur 'qu'il a supercherie de sa part' »876, et, en effet, c'est bien la l'essentiel: tout le 

recit est double, clive comme le personnage ( ... ) »877(our emphasis) As is the case with 

Celine - and the figures of the Double in his works - we are confronted by a character 

in which « ( ... ) les deux moities de la conscience souterraine se sont rejointes. Ce 

n'est pas leur impossible synthese que nous presente l'ecrivain mais leur juxtaposition 

douloureuse au sein du meme individu. »878(our emphasis) 

Girard goes on to remark that« Ces deux moities dominent, alternativement, la 

personnalite du malheureux heros, determinant ce que les medecins appelleraient son 

temperament cyclique. »879 This cyclical phenomenon is particularly noticeable in 

Guignol 's Band where Ferdinand oscillates between the demonic and the angelic or, if 

not exactly angelic, at least displaying the temperament of a smitten young man with 

regard to Virginie in the rare moments when he is overcome with tenderness. In 

Feerie it is the narrative itself that displays this ambiguity rather than Ferdinand­

Celine, the protagonist. Moments of elation at the juxtaposition of beauty and horror 

inspired by the bombardment alternate with those of abjection when the corpse of 

Normance is thrown into the lift-shaft like a "bombe de viande." (FIi p 422) This 

image, more than any other in the novel evokes the underworld, underscored by 

Celine's remark that he "croyai(t) pas la fosse si profonde." (FIi p 422) 

Rival 

In both Guignol 's Band and F eerie pour une autre fois, the archetypal figure of the 

Other is represented by figures whose nature is either directly or indirectly referred to 

as 'satanic', an evocation of the nether world. In Guignol 's Band it is the figure of 

Mille-Pattes, and to a lesser degree, that of Sosthene de Rodiencourt who Ferdinand 

perceives as rivals capable of seducing Virginie. 

In Feerie L the artist Jules fulfils this role, depicted in the scene where he attempts to 

seduce Lili by asking her to pose for him in an indecent manner: "Ecarte-toi! Ecarte 

9a large ... bien les cuisses" (Fl p 154) But perhaps the greatest act of treachery and 

876 Vladimir Nabokov Litteratures II traduction fran~aise Fayard 1985 p 173 
877 Serge Meitinger De l 'immonde ou la voix du souterrain - apropos du Sous-sol de Dostoievski in 
L 'imaginaire du souterrain Editions de l 'Harmattan 1997 p 109 
878 Girard, R :Dostoievski : Du double a I 'unite p 59 
879 Ibid : p 59 
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source of abjection for Celine in this episode arises from Lili's implied complicity 

with Jules, by appearing oblivious to Celine's distress and sharing laughter with Jules 

: "L' Arlette sur le lit-cage, la nue, ecartee ... elle se met a rire!" (FI p 155) This episode 

ends with Celine's flight into the metro like an animal taking refuge in its lair "Au 

metro! au metro!" (FI p 158) However, it is the state of delirium in which he attempts to 

gain that refuge that images of the nether world are evoked, as he makes his way 

towards the metro in a semblance of intoxication, stumbling and vomiting until he 

finally collapses in a stream, a "gouffre qui remonte ... et qui renfonce ( ... ) tout au 

fond un petit trou, l' egout! ... " (FI p J 58) This scene abounds with hypogeal images, 

invoked by words such as 'egout', 'trou' and 'gouffre', resulting in a tableau which, 

perhaps more than any other in the work, evokes a malign image of the nether world. 

The culmination of the horror experienced by Celine is the nightmarish image of the 

whole of Paris being engulfed in the sewer:"( ... ) tout Paris! l'egout ... au fond de 

l'egout!" (FI p 158) 

Free will 

It is evident, from the inextricable fabric of both Celine's life and his work, that 

freedom, free will and especially his predilection for suffering and humiliation were 

intrinsic to his life. This echoes the mindset ofDostoi'evski's 'souriceau' who chose to 

« recuser si violemment le determinisme et l 'utilitarisme qui conduisent a l 'utopie du 

'palais de cristal'. »880 It is this conviction that led Celine to reject the sentimentality 

in the scenario of Bernardin de St Pierre's novel Paul et Virginie. It follows that those 

who share this viewpoint will always prefer 'caprice' and the vagaries associated with 

a rejection of determinism, despite the fact that this may lead" ... a la ruine et a la 

souffrance; et que la liberte ne se divise pas plus que la conscience ne se reduit."881 

This, in Meitinger' s view, is the quintessence of the "voix du souterrain qui parle."882 

Quoting Dostoi'evski in Sous-sol, it is the expression of one who is "( ... ) un etre leger, 

sans noblesse", one who is aware that man's true aim in life is none other than" ... ce 

processus sans fin; autrement dit, dans la vie elle-meme."883 (our emphasis) Choosing 

the opposite of this approach - the goal rather than the process - would amount to "le 

880 Serge Meitinger De l'immonde ou la voix du souterrain - apropos du Sous-sol de Dostoi'evski in 
L 'imagina ire du souterrain Editions de l'Harmattan 1997 p 106 
88 1 Ibid p 106 
882 Ibid p 107 
883 Ibid p 107 
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commencment de la mort."884 Those, like Celine, who are endowed with this type of 

hypogeal logic, one where «L'homme du 'sous-plancher' se refuse a envisager 

quelque finalite que ce soit et la logique de l 'immonde ne preserve ainsi, outre la 

conscience, qu'une seule capacite humaine: la liberte ou libre arbitre, le libre choix du 

meilleur impliquant la possibilite de choisir librement le pire ( ... ) » 885 , is one who is 

truly free. It is this freedom which pervades Celine's works and makes them not only 

universal but unique in a world where so many gravitate towards the mythical 'crystal 

palace' for want of the courage to choose its less attractive opposite. 

Ariel 

The reference to the quality of 'lightness' in the Dostoi:evski quote supra has 

particular resonance for Celine as, in an interview in 1957 with the journalist Pauwels, 

he condemned heaviness as one of the worst human characteristics, comparing those 

who were endowed with this quality with Shakespeare's Caliban, while his praise was 

reserved for those who displayed the characteristics of an Ariel and the lightness of 

being this implies. 886 

In the context of the above, Celine's embrace of the subterranean world and its 

salutary effect on his creativity, becomes clear when translated into the author's 

profound identification with humanity in general and, by extension, with all that 

invests the individual with humanity. The significance of the abyss as a motif ( or 

leitmotif) in Celine's works thus becomes clear: 

"Laliberte devolue a l'homme qu 'elle soit employe a ne rien faire( ... ) OU a mal faire( ... ), 

qu'elle soit une liberte genereusement creatrice; qu'elle travaille a s'accroitre OU a se nier, 

reste egale a son 'fonds' qui est un abime mais seul un tel 'sans-fond' assure a l'homme ce 

qu'il continue a appeler son humanite et sa vie. »887 (our emphasis) 

884 Serge Meitinger De l'immonde ou la voix du souterrain - apropos du Sous-sol de Dostoievski in 
L 'imaginaire du souterrain Editions de l'Harmattan 1997 p 107 
885 Ibid: p 107 
886 Both Caliban and Ariel feature in Shakespeare's play The Tempest which; in its tum; resonates with 
much of Celine's work. We discuss this in the following chapter in the context ofan acquisition of 
artistic aesthetic .. 
887 Meitinger, Serge : De l 'immonde ou la voix du souterrain - apropos du Sous-sol de Dostoievski in 
L 'imaginaire du souterrain Editions de l'Harmattan 1997 : p 107 
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Indeed, these qualities are so fimly rooted in this type of man that they exert on him a 

« rapport mysterieux et abyssale' - vide, dehiscence ou faille - avec la 'terre' »888 

This tell uric form of identification is evident in the plethora of references to 

underground spaces in Celine's works, be they man-made spaces such as the metro, 

sewers or vats, or natural ones such as holes, crevasses, abysses or caverns. However, 

in all their manifestations they serve the same purpose; that of a catalyst for the 

regeneration of Celine's creative impulse drawn from that which is most profound 

both the earth and in man. For we carry within ourselves the seeds of both the pure 

and the impure- mundus and immundus. It is in choosing the abyss rather than the 

peak that we discover our true humanity. Indeed,« le libre choix du pire n'est pas 

seulement une menace; il est aussi le garant de l 'humanite comme telle. » 889 As both a 

doctor and a writer, no one understood better than Celine the wisdom of adhering to 

that prescription. 

Janus 

In Aebersold's view, Guignol 's Band signals the advent of the antinomy of a "monde 

a l'envers" where the opposing factions of heaven/hell, light/darkness, 

assumption/fall are embodied in the two facets of Virginie's Janus face. It is she who 

leads Ferdinand "rive a elle comme a son anima"890 to a space between the two 

irreconciliable poles of his being. We cannot help detecting an autobiographical link 

between Celine and the figure of Ferdinand in this instance, as Aebersold points out 

that it is the dancer (in this case Virginie who imitates the movements of dance rather 

than actually dancing) who "dit les conflits et les variations de l'etre de Celine dont 

elle est, en quelque sorte, le regulateur a un moment donne de l'oeuvre."891 The 

autobiographical relevance of the Janus-faced woman to Celine is significant, as« les 

deux natures de la femme correspondent a ses dispositions interieures »892 , 

underpinning the notion of a double nature, anima-animus, within the author himself. 

The double-faced image of woman embodied in the character of Virginie - a 

synthesis of both Eve and Lilith - is common in occultism and has been used by 

888 Ibid p 107 
889 Meitinger, Serge : De l 'immonde ou la voix du souterrain - apropos du Sous-sol de Dostoievski in 
L 'imaginaire du souterrain Editions de l'Harrnattan 1997: p 107 
890 Aebersold D.: Entre Satanisme et 'Catharisme': p 14 
891 Ibid : p 13 
892 Ibid p 16 
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Hugo, Nerval and Baudelaire to "(reproduire) la figure de la tete magnifique de 

Zohar; une tete lumineuse, droite, sur un fond noir, l'autre tenebreuse, renversee sur 

un fond blanc."893 According to Eliphas Levi, writing in his Le Grand Arcane ou 

l 'occultisme devoile, "La femme noire c'est Eve dechue, c'est la forme passive, 

l'infernale Hecate( .. . ) la femme blanche, c'est Ma"ia ou Maria qui tient a la fois sous 

son pied le croissant de lune et la tete du serpent noir » 894 This double-faced image of 

woman is discernible in Celine's works in the figures of Virginie, Lilli -Arlette and 

Pryntl of Scandale aux Abysses, as well as the dancers in L 'Eglise or Progres. They 

are the literary transposition of the two faces of Sophia/Zohar, « l'une rayonne de 

lumiere, l' autre est nocturne et sauvage. » 895 

In Guignol 's Band II, an interesting inversion of the traditional Good-Evil notion 

occurs, where it is the figure of Mille-Pattes, undeniably a grotesque and malevolent 

figure, who becomes weightless, while Ferdinand is earthbound; discovering that he 

has developed a limp : "Je suis pas bon, moi, je claudique"(GB II p 491) Later, 

following on the heels ofMille-Pattes' headlong dash through the streets of London in 

search of the Touit-Touit Club, Ferdinand remarks that he has" ... mal a lajambe .. " 

(GBII p 495) Ferdinand's revulsion for Mille-Pattes - heightened by his jealousy 

regarding the latter's behaviour towards Virginie at dinner - is compounded by the 

realisation that the strange grotesque creature is evil: "C'est au sabbat qu'il nous livre! 

I1 a tout ourdi!" (GBII p496) The narrator's worst fears are confirmed on arrival at the 

club which is situated in « une longue cuve tout en en lumiere - des miroirs tout 

partout tournant ... (GBII p 497) (our emphasis) Crammed with 300 people, and 

illuminated by "un eclairage terrible" (GBIIp 496), it is a grotesque vision of the 

underworld. 

During the debauchery that follows, Mitle-Pattes becomes progressively weightless 

and correspondingly more grotesque - an inversion of the roles of Good and Evil. 

Accentuating Mille-Pattes' satanic nature is the fact that he clings to the ceiling head 

down, an image that is repeated in Feerie pour une autre fois where Jules ' s paintings 

are displayed in this way. "Il flotte, c'est un paquet de guenilles au-dessus de 

893 Aebersold D.: Entre Satanisme et 'Catharisme ' : p 15 
894 Levi, E: quoted in Aebersold D.: Entre Satanisme et 'Catharisme' : p 15 
895 Ibid p 15 
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'assistance( ... ) des gambades de folle araigneee ( ... )et tete en bas pieds aux glaces, 

une vraie mouche en l'air trottinante ( ... ) » (GBII pp 498-499) Mille-Pattes exerts what 

can only be described as a hypnotic effect on the revellers by whirling like a dervish 

above their heads, « il tourbillonne si vite si vite si rotatif que 9a chante, que l'air 

piaule au-dessus des tetes ... c'est un vertige toupie vivante ( ... ) il devient lui la 

vitesse, l'elan comme une grosse boule de lueur bleue ( ... ) (GBII p 501) His unearthly 

aspect, already presaged on leaving the restaurant earlier that evening, when he slips 

through a closed door like« une feuille d'une espece de gelatine» (GBII p 491), is once 

again highlighted when he mutates into a sort of ectoplasm above the dancers' heads, 

dissolving into a "lueur bleue". (GBII p 501) We believe this image is a clear 

expression of a 'monde a l'envers' which characterises the grotesque in that the values 

of Good and Evil are reversed through Mille-Pattes' weightless performance where 

good is conventionally associated with lightness and weightlessness expressed in 

Celine's works by the images of dancers, whereas evil is traditionally represented by 

earth-bound, often crippled figures . 

Grotesque 

Both the noun and the adjective 'grotesque' are derived from the Italian 'grottesca' 

meaning 'cave'. As a noun, 'grotesque' means "Omements fantatiques decouverts aux 

XVe et XVIe siecles dans les ruines des monuments antiques italiens (appelees 

grottes). » As an adjective, the word means « Risible par son apparence bizarre, 

caricaturale, burlesque, extravagant. » 896 In a literary context; the noun 'grotesque' is 

defined as« le genre grotesque; le comique de caricature pousse jusqu'au fantastique, 

a l'irreel », while Victor Hugo saw the grotesque as« la plus riche source que la 

nature puisse offrir a l' art. » 897In tum, the Novissimo dizionario della Lingua Italiana 

defines ' grottesca' as "A type of decorative painting featuring bizarre and monstruous 

figures, so named for first having been discovered in certain caves among the ruins of 

Rome"898 These definitions therefore imply an association between the subterranean 

world and the grotesque. 

896 Le Nouveau Petit Robert : Dictionnaires Le Robert Paris 1993 : p 1180 
897 Ibid p 1180 
898« ... sorta di pittura decorativa, con figure bizzarre e mostruose; cosi detta per essere stata dapprima 
trovata in certe grotte che erano tra le rovinde di Roma. » : Novissimo Dizionario della Lingua Italiana: 
Palazzi: Fratelli Fabbri Editori :1977: p 637 
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In his work La vie des plus remarquables des peintres, sculpteurs et architects 

italiens, Giorgio Vasari notes that those artists capable of creating works representing 

"des difformites monstrueuses creees du caprice de la nature ou de la fantaisie 

extravagante ( ... )",and of inventing "ces formes en dehors de toute regle", were those 

who were the most gifted, being possessed of '!'imagination la plus folle"899 . 

However, it is perhaps the definition of German theoretician Wolfgang Kayser that 

most succinctly encapsulates the grotesque in terms of what Celine aimed to achieve 

in using this motif. Kayser describes the grotesque as « la destruction progressive [de] 

la prise de conscience de !'abolition, de l'ordre, de la coherence et du sens. » At the 

start, this would be accompanied by a« sentiment d'etrangete, d 'exclusion hors de 

l'univers organise, pour s'achever dans une experience de vide et de neant. »900 This 

definition is relevant in the context of Celine's works, where, for various reasons, he 

was an observer rather an a participator in life and, latterly, while in prison, physically 

excluded from his world. These sentiments were expressed in a letter to his friend 

Henri Mahe, claiming that he was a "voyeur oui, acteur jamais ... "901 

In Voyage au bout de la Nuit, it is the first World War that acts as an alienating force, 

setting Celine apart from an existence that had previously been relatively uneventful. 

Mort a Credit deals with the sense of dislocation and antipathy the author felt as a 

child growing up in an environment which was punctuated by uncontrollable 

outbursts of his father's anger. And both versions of Guignol 's Band recount the 

author's first years of true freedom as a young man in London during the latter part of 

the first World War, an experience that although happy, signalled a complete change 

of environment from that of his youth in Paris. At each of these definitive stages in his 

life, Celine was compelled to assume a distance, both to protect himself from 

emotional damage and to observe more acutely the incidents comprising his life in 

order to describe them objectively in his capacity as a writer. 

As the second World War became imminent, Celine made increasingly impassioned 

attempts to avert it by promoting a Franco-German entente while simultaneously 

899 Schaffner, A: Une enfance a credit: Mort a Credit: Recit d'enfance et demesure : p 283 : Cite par 
Andre Chaste! dans Le Grotesque p 31 
900 Schaffner, A: Une enfance a credit: Mort a Credit: Recit d'enfance et demesure: p 283 : quoted 
by Dominique Iehl in Le Grotesque p 13 
901 Aebersold D.: Entre Satanisme et 'Catharisme p 13 ; Mahe, H. La Brinquebale avec Celine p 111 
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denigrating the Jews en bloc for what he saw as their tacit support for the war through 

their capitalistic endeavour. Once more, the order of Celine's life was disrupted, 

leading him to write the pamphlets, starting with Mea Culpa which dealt with his 

disillusionment over the failure of the communist ideal, followed in quick succession 

by Bagatelles pour un Massacre, L 'Ecole des Cadavres and Les Beaux Draps. 

Caverns, cripples 

Central to our hypothesis regarding a representation of the grotesque in Celine's 

works is the fact that it usually occurs in some form of subterranean space, and that 

the events taking place are frequently embodied in characters who possess some form 

of disability. Grotesque figures of both sexes in Celine's works are most often 

crippled. They either 'boite' or 'claudique' in varying degrees, thus rendering them 

earth-bound. This, in contrast to those figures capable of defying gravity, of literally 

rising above the earth - an ability emblematic of the dancers Celine so admired for 

their superbly-toned muscular legs. This is a characteristic possessed by Virginie in 

Guignol's Band II - one which leads Ferdinand to worship her to a degree not 

encountered anywhere else in Celine's work. Her beauty, which for Ferdinand lies 

mainly in the superb musculature of her legs, entrances him to the degree that on 

meeting her, he literally loses his direction, exclaiming" Ah! je perds le nord! la 

memoire!" (GBII p 343) In contrast to, and perhaps highlighted by Celine's admiration 

for the superb limbs of the dancer, Clemence's crippled leg in Mort a Credit appears 

even more grotesque to the point that the image of her massaging her leg appears 

positively indecent, filling the reader with revulsion rather than pity. "Elle retrousse 

tout le haut, toutes ses cottes ... Elle se decouvre toutes ses cuisses, le bas ventre, la 

fente et le poilu ... Elle se tard dans les douleurs ... Elle se masse comme 9a tout 

doucement ... Elle en est repliee en deux." (Mac p 821) 

In Voyage au bout de la Nuit, the only cave-like space is that of the "cave aux 

momies" (V p 390) presided over by Madame Henrouille, who goes to considerable 

trouble to divest them of their grotesqueness.« Pendant la saison; les touristes n'en 

finissaient pas. Ils trainaient au caveau et la mere Henrouille parvenait a les faire 

rigoler. »(V p 393) As for the narrator, although Bardamu has been wounded in the war, 

he hardly qualifies as a 'grotesque', despite admitting that "(sa) tete n'ajamais ete tres 

solide. »(v p 102) If anything, it is Robinson, Bardamu's alter ego, « Ce changement 
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dans la disposition de l'ombre( ... ) » (V p 41) who qualifies for this epithet. However, 

although manifest in Robinson in particular, in this novel the grotesque is implicit in 

all men, as expressed by Bardamu towards the end of the story while meditating on" 

la guerre et la maladie, ces deux infinis du cauchemar." (Vp 418) The ultimate 

nightmare facing man is his inability to be "soi-meme, c'est-a-dire immonde, atroce, 

absurde. ( ... ) d'avoir a presenter toujours comme un petit ideal universe!, sur-homme 

du matin au soir, le sous-homme claudicant qu'on nous a donne. » (V p 418) 

(our emphasis) 

In Mort a Credit, the Passage des Beresinas represents an underground space - itself 

containing a gigogne underground space; the cellar to which Ferdinand's father 

Auguste retreats in times of stress. It is home to the grotesque life of the narrator' s 

family- his mother crippled, his father frustrated at not having 'become' someone 

and consequently venting his anger on Ferdinand and his mother Clemence. The 

grotesque in this novel is more societal than that of an individual, confined to a 

figurative subterranean space represented by the Passage Choiseul. The office of 

Courtial des Pereires, though not strictly speaking a 'cave', nevertheless has the 

appearance of one as it is "en fait de terrible desordre, de caphemaum absolu, de 

pagaye totale" (Mac p 845) However, as Courtial's behaviour becomes progressively 

grotesque after the accident involving his balloon the 'Zele', "Il preferait de beaucoup 

sa cave", abandoning his mezzanine which had become "trop expose, trop facilement 

accessible" (Mac p 904) But if Courtial des Pereires is grotesque in his behaviour and 

surroundings, it is his wife Irene whose appearance and behaviour is truly grotesque. 

She is a "mutilee" (Mac p 912) having had her ovaries removed, as a result of which 

she has grown a moustache which she "voulait pas se faire epiler. .. Et c'etait pas une 

petite ombre!" (Mac p 912) This disfigurement forces her to wear thick makeup and an 

outrageous hat with a veil "Elle s'etait p6udree ... platree ... fardee tant et plus! Elle se 

faisait des cils d'odalisque ( ... )"(Mac p 912). Accentuating the grotesqueness of this 

androgynous figure, after replacing her « volumineux papeau, avec son massif 

d'hortensias », she nonchalantly takes out "une grosse pipe en bruyere" (Mac p 912), 

and proceeds to smoke it in the office, despite Ferdinand's protestations. 

In this novel, the scene of Courtial's last agronomic disaster is Bleme-le-Petit, a 

desolate village, no more than a« hameau croulant », inhabited only by "deux vieux 
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croquants si ages qu'ils pouvaient plus quitter leur piaule ... " who bizarrely "se 

pissaient tout le temps l'un sur l'autre ... " (Mac p 996) Though not strictly a cave, the 

dwelling inhabited by Courtial and his assistants bears the characteristics of one, 

including lack of warmth and light thus qualifiying it as an underground space. The 

epitome of the grotesque in the experiment is attained when the potatoes are ridden 

with maggots, to the extent that "le champ grouillait, meme en surface" resulting in 

the irony of having created a "race tout a fait speciale d'asticots entierement vicieux 

( ... )" (Mac pp 1028-1029), capable of infecting the world. The novel ends with the 

suicide of Courtial des Pereires, reduced to "une espece de gros paquet" (Mac p 1040) in 

the middle of the road, his head "qu'un massacre! ... Ilse l'etait tout eclatee ... " (Mac 

p 1040) The grotesque meets the ridiculous when Ferdinand and Irene des Pereires 

attempt to move the body to the side of the road, only to find it is frozen to the 

ground. Even in death, des Pereires lacks dignity, thus accentuating the grotesqueness 

of his life. 

It is in both versions of Guignol 's Band that the grotesque reaches its culmination and, 

concomitantly, where its depiction is set against the backdrop of subterranean spaces. 

In the first version, the death of Titus van Claben is grotesque on both a literal and a 

figurative level, as he dies at the hand of his life's work, as much in the thrall of 

swallowing the coins as he was in amassing them. Avidly, he fills his mouth,« les 

pieces par poignees ... comme <;a de force! Il avait beau suffoquer il en voulait 

encore, toujours ! davantage ! ( ... )le goulou !"(GBI p 220) However, his actual 

demise comes even more bizarrely in an attempt to retrieve the coins by turning him 

upside down « Il degueule pas ! rien! Il degurgite pas une seule piece! » (GBI p 223) 

during which he is dropped on his head, fracturing his skull "sa tete qu'est fondue." 

(GBI p 223) Compounding the grotesqueness of the situation, to the chagrin of 

Ferdinand, Boro and Delphine, "Il n'a pas degueule un rond! ... pas un seul petit 

'sovering"' (GBI p 223) . At this juncture, with apparent indifference to the deed that has 

been committed, Delphine falls asleep "la, vautree contre le vieux" (GBI p 223) 

grotesque in her indifference to her employer's fate. 

This incident takes place in Titus van Claben's lodgings-cum-pawnbroker's shop, the 

description of which resembles that of Courtial des Pereires' cavelike premises in 

Mort a Credit. Surrounded by junk, piled so high it threatens to engulf anyone sitting 
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beneath it,« Titus lui se trouvait bien a l'aise au creux de l'enorme cafouillis! au 

coeur du negoce - en pleine forme, en raison d'etre en plein sanctuaire, derriere son 

globe, sa lampe a eau. » (GBI p 196) (our emphasis) Although not strictly a cave, the 

premises are cave-like in their obscurity, where a lamp bums throughout the day 

.What is more, the pawnbroker is a creature of darkness who "se ratatinait raleux au 

fond de sa boutique, calfeutre, soumois; il se mefiait de la radieuse saison ( . .. ) 11 

sortait jamais de chez lui." (GBI p 190) This is the image of a figure who is a cave unto 

himself; someone who inhabits his own subterranean space, hermetically sealed 

within his own being, and for that reason, all the more grotesque. In terms of our 

hypothesis regarding the link between caves and the grotesque, it is not surprising that 

his death mirrors his life in its grotesqueness. While his outward appearance was more 

bizarre than grotesque, being introduced as an exotic rather than a grotesque figure, 

"en grand costume de pacha ( ... )tout pare de soie jaune et mauve avec un turban 

colossal et puis une canne toute en pierreries et une grosse loupe de bijoutier." 

(GBI p 181), both his lifestyle - and his death- undoubtedly qualify for the epithet 

'grotesque'. 

In Guignol 's Band IL the grotesque appearance of characters is linked to subterranean 

spaces in a more literal manner, especially with regard to the strange 'nabot' Mille­

Pattes who "incame sans doute le plus abouti chez Celine de ces personnages 

inquietants."902 and the bacchanalian episode at the Touit Touit club. This sequence 

represents not only the culmination of the grotesque in the novel itself, but also that of 

its representation within the body of Celine's work. The 'cave' in question is actually 

a 'cuve' or tank or vat which evokes an image of alchemy; of disparate elements 

thrown together and subjected to a chemical change through the action of a catalyst, to 

produce an entirely different substance. The catalyst in question is the malevolent 

dwarf Mille-Pattes - the sorcerer who leads Ferdinand and Virginie into what appears 

to be a "grand sabbat" (GBII p 502) celebrated in the "Profondeurs de la Terre". (GBII p 

443) 

In Feerie pour une autre fois, Jules is the ultimate grotesque, being legless and 

therefore completely earth-bound and compelled to transport himself on a 'gondole' . 

According to Miroux, "Le caractere dangereux du boiteux est encore plus accentue si 

902 Miroux, P: Danser et baiter dans !'oeuvre de Celine p 209 
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la difformite de lajambe est porteejusqu'a son point qu'une gadoue satume ! »903 

Compounding Jules's grotesque image is the fact that all his paintings are hung 

upside-down« . . . son plafond etait a se souvenir . .. tout des paysages a l'envers ... 

toutes ses toiles fixees au plafond ... "(FI p 130) Like Mille-Pattes, he is« ... le 

carabosse malgre tout ! ... bien degueulasse, bien feroce, bien roublard, cabotin, 

abject, mais tout de meme cul-de-jatte dans sa merde ... scie de 14 ( ... )»(FI p 134) 

Within the context of the link between the grotesque and underground spaces, it is 

interesting to note that true to the image of a double-sided feminine entity, in this 

novel, "le role equilibrant et reparateur est attribue a une ( .. . ) femme : Mimi. Elle 

seule peut monter a l'echelle, detroner Jules et faire cesser les bombardements. Fidele 

a l'image d'une entite feminine double, Celine la fait aussitot disparaitre dans la 

caveme du metro en compagnie du cul de jatte malefique retombe en enfance.»904 

(our emphasis) 

Trilogy 

In the three novels of the trilogy, the setting for the grotesque becomes more 

figurative; metaphorical in that the cave-like spaces are represented by the horror of 

wartime Europe in its entirety. With regard to the narrator and the characters in these 

novels, if we accept that the grotesque is represented by various forms of deformity or 

disability, a significant instance of the grotesque occurs in Nord at Berlin Station - a 

place emblematic of arrival and departure made even more poignant in wartime. It is 

here that Celine first perceives his inability to walk normally, "j'ai commence a 

zigzaguer .. . et houler." (Np 331), to the extent that he "n'(a) pas lache la rampe ... 

mais (il n'a) plus jamais marche droit ( ... ) 11 (lui) faudrait une canne! »(Np 331) The 

grotesqueness of this incident is heightened by the fact that it occurs in the cavernous 

setting of Berlin-Anhalt station, a place that is "tout a fait indique pour devenir 

fantome."905 Germany itself (together with all other European countries engaged in 

war) had become grotesque at this stage of the war, so it is not surprising that the 

narrator, Celine, " . . . boite precisement quand il est en etat de passage dans ce Styx 

903 Miroux, P : Danser et baiter dans ! 'oeuvre de Celine :p 209 
904 Aebersold D. Entre Satanisme et 'Catharisme' p 16 
905 Miroux P-M : Danser et baiter dans l 'G!uvre de Celine p 213 
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qu'est l' Allemagne a la fin de la guerre, prise dans !'apocalypse des 

bombardements. "906 

However, the narrator is just one of the characters in the first novel of the trilogy who 

is afflicted with a disability. Dr Harras, a former colleague of Celine's, describes the 

Landrat Otto von Simmer, former colonel during the first World War, wounded at 

Douaumont, as a cripple, a nihilist and a racist, who« boite, voux verrez, il n'aime 

pas du tout les Fran9ais, ni les Russes, ni les nazis, ni les Polonais, ni personne ( . .. ) (N 

p 402) The reader is thus effectively warned:« en !'occurrence, boiter equivaut a 
desirer la mort d'autrui .»907 As for the strange character of Dr Pretorius who Celine 

and his companions meet in Berlin, he not only seems a little deranged, but he too 

« boite un peu »(Np 351), lives in the only surviving apartment in a ruined block and 

is a fanatical admirer of Hitler. According to Miroux, « Le caractere dangereux du 

boiteux est encore plus accelere si la difformite de la jambe est portee jusqu' a son 

point extreme quand lajambe n'existe plus que par son absence.». In this novel, that 

definition applies to the 'cul-de-jatte' in the person of the 'Fils von Leiden' who 

qualifies for the epithet of a character who is particularly "venimeux dans la 

thematique celinienne."908 It is he who, perched on the shoulders of his companion 

Nikolas, attempts to shoot the narrator who is contemplating the cul-de-jatte ' s wife 

Isis "allongee assez pour que (il) lui voie les jambes, meme un peu les cuisses". (Np 

479) Adding to his grotesqueness, « ce fils von Leiden est epileptique » (Np 481) 

Although Dr Harras himself is not physically handicapped, a sinister air surrounds his 

arrivals and departures, infusing Celine and his companions with a sense of 

uncertainty. It is his headquarters however which lend grotesqueness to the situation, 

as they are situated in a tunnel, where " ... ils doivent demeurer au fond .. . 9a doit etre 

une grotte confortable." (Np 368) Harras fs also grotesque in his lack of emotion and 

his eerie foreknowledge of the trio's arrival; no doubt part of his SS activity muses the 

narrator : « les pays a dictature, meme en ruine, avant que vous alliez quelque part, on 

sait qui vous etes ( ... )(Np 368) However, Harras is not without his "echappees de 

clown" (Np 370), which, far from alleviating his darker side, only serve to accentuate 

906 Miroux p-M : Danser et baiter dans l 'a!uvre de Celine p 213 
907 Ibid p 209 
908 Ibid p 210 
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it. In the face of the trio's misery, "son rire qu'etait un peu trop ... "(Np 371), seems 

cynical, almost mocking the gravity of their situation : « ... nous bien difficile de rire 

depuis notre depart de Montmartre ... la rigolade etait cuite ! »(Np 371) Harras's 

offices and laboratory are even more sinister than Celine had imagined - "une grotte, 

un peu de jour - une autre - et des bureaux dans les parois - au moins vingt metres 

sous terre"(N p 374), a subterranean space that supports our hypothesis regarding a 

parallel between instances of the grotesque and a chthonic milieu in Celine's works. 

Representation of the grotesque in D 'un Chateau l 'autre is relatively benign, as the 

only figures who appear in any way disabled are Alphonse de Chateaubriant, "le 

voici! il boite! ( ... ) notre derniere rencontre a Baden-Baden, il boitait moins 

( ... )».(CA p 229), and the princess Hermilie of Hohenzollern. Only the latter lives in 

an underground space among the bombed ruins of the city. The narrator can hardly 

believe his eyes when, waiting for bread to be distributed, he sees the princess emerge 

from her cavern, shaded by a pink parasol carried by her lady-in-waiting. « . . . oh, 

mais je gafais mon trou! le cratere . . . comme certain que par la ... 9a yest ! ... j 'en 

vois sortir comme deux gros rats ! .. . deux personnes tres emmitouflees ! .. . des 

femmes ... deux femmes ... ( ... ) elles sortent du fond de la crevasse ... ( ... ) elles 

doivent vivre dans les catacombes . .. » (CA p 120) While her companion is fairly 

young, the princess is "extremement carabosse! tordue!" (CA p 120), with a nose 

covered in warts, a distinguishing feature of the Hohenzollern family the narrator had 

observed in portraits hung at the Chateau. " ... le nez busque comme, et termine par un 

bourgeon . .. tous une, deux . . . trois verrues violettes!" (CA p 122). Failing to obtain the 

rations they sought, both women disappear as abruptly as they emerged, into the 

« trou par ou elles etaient venues ... » (CAp 123) 

The other grotesque female figure in this novel is neither physically grotesque, nor 

does she inhabit an underground space. However, neither of these previously 

qualifying factors diminishes her grotesqueness, inherent in a demonic quality that 

made more sinister in its dissimulation. This is Ai"cha, wife of Baron von Raumnitz, 

" ... elevee a Beyrouth". [Ibid p 149]. Always accompanied by her two huge mastiffs, 

she is the epitome of strangeness and menace - a metaphor for the Chateau as a 

whole. 
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The hallucinatory episode of La Publique at the start of D 'un Chateau l 'autre is 

emblematic of the trilogy in general, which recounts Celine's apocalyptic journey 

with Lili and Le Vigan through Germany in the last months of the war. Peopled by 

phantoms, including Le Vigan dressed as a gaucho, his wife Anita who Celine has 

never met and Emile, the mechanic at a garage frequented by the author in 

Montmartre, the boat is captained by Charon; the Seine has become the river Styx. 

Charon himself is grotesque; a giant, "au moins trois ... quatre fois comme (lui)! ... un 

Bibendum ! (CA p 79), with the head of a monkey, "un peu tigre! moitie singe ... moite 

tigre .. " (CA p 79) and dressed in a silver-embroidered redingote, wearing a helmet 

"formidable comme lui! et d'amiral. .. haute, large! brodee or!" (CA p 79) Even for 

Celine, who admits to being "ne curieux, vous l'etes pour toujours" (CA p 80), the 

tableau becomes untenable, and in a decisive movement, he leaves. Nevertheless, he 

is tempted to join the Publique 's passengers ; to assume their grotesqueness, « que je 

remonte la-haut tout morpion? ... en sorte de mi-araignee? comme Emile, concasse 

comme! . .. brisure ! ... » (CA p 85) 

The reader is left with the impression that Celine, though tempted by Death, refuses it, 

despite reliving his near-death experiences. He ultimately chooses life - and to 

continue writing: "Oh! c'etait a pas s'endormir! ... reflechir. .. oui ! ... mediter. . . mais 

foutre le camp ! meme moi la, tres diminue tres avachi, presque knockout, j e me 

rendais compte ... c'etait pas a rester du tout ! ... d'abord et d'un ! »(CA p 85) The 

author had clearly not yet reached the end of his own particular 'night' on a journey 

leading towards an encounter with himself. 
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Chapter Seven 

My Bard-a-moi : Shakespeare and Celine 

Blueprint for another time 

Celine's reflection on Shakespeare, his works and their methodology discussed earlier 

in this work909, is underscored in a letter written to the playwright Charles Dullin in 

1929; the first public literary text signed by Louis Destouches. The dialogue that 

ensues through Dullin's response to Destouches' letter is indicative of the aesthetic to 

be adopted by the aspiring writer Louis-Ferdinand Celine. Moreover, the text of 

Destouches' letter proves that his interest in theatre extended far beyond a simple 

frequentation by a neighbouring Montmartrois of L 'Atelier, the theatre founded by 

Dullin, and where he staged his works. But if that letter is instructive, so too is 

Dullin's astute reply, enumerating and analyzing each issue raised by Celine, to the 

extent that« Ce devoir de conviction, le romancier Celine s'en souviendra assez pour 

se l'appliquer a lui-meme et, jusque dans ses demieres oeuvres, en faire un leitmotiv 

de sa propre poetique. »910 

Significantly, the subject of this seminal correspondence was another playwright, 

Shakespeare, Celine observing that in his opinion only two types of play existed, both 

resembling saurian creatures: « celles qui vont quelque part et celles qui se mordent la 

queue. » He believed that this was a metaphor for the progression of the world, 

presenting only an illusion of immobility present in the image of a snake biting its 

own tail. In tum, the positive image of a world in progress symbolized for Celine all 

that was desirable in theatre: "Les vraiment bonnes pieces vont quelque part", towards 

"l'avenir du monde, et c' est leur role." What is more, declared Celine, this calibre of 

theatre was inherent in Shakespeare's works, as: "Presque tout Shakespeare va 

quelque part, c' est un feu d'artifice, une delivrance ( ... ) C'est <;a: une bonne piece 

doit etre une delivrance."911 In contrast, « tout ce qui ne finit pas est du music-

hall. »912 

909 Transgressors: Chapter Four: The transgressive and maieutic function of Celine's idiolect in the 
production of comedy and caricature 
91° Cahiers Celine 7: Celine et l'Actualite 1933-1961 : Editions Gallimard 1986 :Annexe 1 :Louis 
Destouches au theatre (1929) : pp 71-72 
91 I Ibid pp 72- 73 
912 Ibid p 73 
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Dullin, some nine years Celine's senior, is cautious in his reply, proffering advice 

while careful not to dampen the enthusiasm of the aspirant writer. While 

acknowledging that all great works originate in a source that is "etincelante et 

inconnue", a "foyer d'etincelles capable de transmettre le feu, ce feu ignore, createur 

de beaute, qui va ( .... ) quelque part"913 , he would like to believe that the destination 

of this creative process was one that was worthy of receiving it. The playwright also 

cautions that, contrary to Destouches' belief, the last act of a well-written play is not 

necessarily its conclusion, as "les grandes oeuvres vont au-dela de leur denouement 

( ... )"914 What is more, Dullin believed that many potentially excellent plays were 

ruined by a fabricated ending designed simply as a ploy to gain public support. And in 

a passage that cannot have failed to make a lasting impression on Destouches, the 

playwright points out that great theatrical works of art address fundamental human 

issues which are enacted by protagonists that are "les vivantes enigmes humaines"; 

those who in general are "des questionneurs et des revendicateurs",915 for whom no 

concrete finality exists. One has only to recall Hamlet's words before dying to 

appreciate the veracity of Dullin's statement: "The rest is silence"9 16 - words which 

simultaneously evoke the last works spoken in Celine's novel Voyage au bout de la 

nuit - "qu'on n'en parle plus"(V p 505) - the image of a void, and an impression of the 

eternal, cyclical nature of life and death. 

Finally, Dullin critiques Destouches' impassioned observation that Shakespeare' s 

works not only 'go somewhere', but they also resemble a fireworks display, a 

metaphor for deliverance, tempering the young writer's words with reason, and 

vowing to « retoum( er) tout Shakespeare contre (lui) » by cautioning against the rash 

use of the words "c'est un feu d'artifice." In Dullin's view, a 'fireworks display' was 

a transitory thing, a "brilliant velleitaire, (qui) s' eteint des qu' il retombe sur le sol."9 17 

-
However, Dullin agrees with Destouches' use of the word 'delivrance', without which 

a theatrical experience would be devoid of meaning, shallow, like a music-hall 

production. In contrast, authentic theatre possesses « une ame et une parole, et quand 

913 Cahiers Celine 7: Celine et l 'Actualite 1933-1961 Editions Gallimard 1986 :Annexe 1 :Louis 
Destouches au theatre (1929) : p 74 
914 Ibid p 74 
915 Ibid p 75 
916 William Shakespeare : Hamlet Act V scene 2 :Penguin Popular classics 2001 : p I 54 
917 Cahiers Celine 7: Celine et l'Actualite 1933-1961 Editions Gallimard 1986 :Annexe 1 :Louis 
Destouches au theatre (1929) : p 75 
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on le quitte on doit en remporter comme apres une entrevue avec un ami, un saveur 

attendri, ou amuse, et parfois un reconfort. »918 The playwright concludes his letter 

with words that appear, in retrospect, as a self-fulfilling prophecy with regard to the 

vicissitudes of Celine's future life : « Si le monde va quelque part, par quel entrelac de 

complications, et quelles entraves de contingences ne voit-il pas sa route barree et son 

trajet ralenti ! Pour moi, je sais que je possede un but que je m'efforce d'atteindre, 

mais peut-on me demander d'etre plus infaillible et moins humain que la nature? »919 

We can only speculate on the effect of Dullin's wise counsel on the nascent writer, 

who was to absorb and apply its wisdom, to the extent that it became a blueprint for 

his literary reuvre. 

With regard to other literary influences on Celine, Georges Geoffroy, the author's 

friend and colleague at the French Consulate in London during the First World War, 

recalls the author's eclectic choice of reading material which included, in addition to 

certain German philosophers, English authors such as Kipling, Conrad and HG Wells, 

and importantly, Shakespeare, "the probable origin of 'Feerie"'920 

Initiators 

There is no doubt that Shakespeare was the literary pendant of Semmelweis in the 

development of the schism between Celine the writer and Destouches the medical 

doctor. Although he frequently denigrated his gift as a writer921 by insisting that his 

true vocation lay in medicine, there is no doubt that his immense literary gift at least 

equalled, if not surpassed that of his vocation as a medical doctor. Apart from the 

dialogue with Dullin, other references exist which underscore the thesis that 

Shakespeare was Celine's literary alter ego. In an interview with Georges Altman in 

the 1930s on the publication of Voyage au bout de la nuit, Celine cited Shakespeare 

and Dosto'ievsky as his literary mentors: "L'essentiel, voyez-vous, dans la litterature, 

c'est poser une question. Macbeth, hein, i;:a pose une question? Dosto'ievsky, ya pose 

918 Cahiers Celine 7: Celine et l'Actualite 1933-1961 Editions Gallimard 1986 :Annexe 1 :Louis 
Destouches au theatre (1929): p 75 
919 Ibid p 75 
920 Hewitt, N : The life of Celine: a critical biography: Blackwell Publishers 1999: p 281 
92 1 Interview Marc Hanrez in Cahiers Celine 2: p 118 : « J'etais tres medecin de temperament: ma 
vocation n'etait pas litteraire.( ... ) Ma pratique, si vous voulez, c ' est une mystique, - la seule que j'aie, -
et qui ne m'a pas reussi ! ... C'est une espece d'ideal 'bonne sreur', que j 'avais puissamment: me 
donner entierement a l'adoucissment des maladies. » And again in Cahiers Celine 7: p 25 : »Jene 
suis pas ecrivain, vous <lira Celine, je suis un medecin qui ecrit. Voila tout. » 
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une question, quelques livres, comme 9a dans le monde ... Le reste, hein? » 922 And at 

the close of the interview, Celine defines the Voyage as a pure work of fiction, as 

presaged in the novel's epigraph which imposes the seal of imagination on the work, 

"Voyager, c'est bien utile, 9a fait travailler l'imagination. ( ... ) C'est de l'autre cote de 

la vie. » (V p 5). As such, it is a novel which is peopled, not by real protagonists, but by 

« fantomes. »923 Astonished by Celine's words, Altman observes : 

« C'est lui qui a dit cela, et nous le regardons frappes .... Oui, des fant6mes . . .. Ces apparitions 

frenetiques ou miserables, parcourant !' atmosphere un peu hagarde de ce voyage qui se passe 

toujours, tenacement, desesperement, dans la nuit, qui va jusqu'au fond de la nuit, jusqu 'au 

bout de la nuit. Mais des fant6mes plus vivants et plus vrais que des 'heros du roman '. Des 

fant6mes qui resument l'homme, la 'condition humaine ' ». 924 

Proof that Shakespeare's influence over Celine extended throughout his life is 

manifest in his reply to Jacques Darribehaude's question regarding Shakespeare ' s 

possible primacy over a French classical writer such as Racine. In an interview shortly 

before the author's death, Celine affirms the interviewer's suggestion with the 

observation that it is Shakespeare's gift for comedy- or rather the alternation of 

comedy and tragedy - that sets him above other writers: "Paree qu' il y a de la rigolade 

( ... ) que les autres n'ont pas .. . 11 a le rire, ce qui est enorme . ... Et, quand vous avez a 
la fois le tragique et le rire, vous avez gagne ( .. .. ) Tandis que les autres, dame, ( . .. . ) 

c'est un peu monotone ... " 925 And in reply to Pierre Dumayet's question regarding 

Celine's preferred last words on his deathbed, the writer makes one of his most 

significant indirect references to Shakespeare by drawing a parallel between two 

diametrically opposed aspects of humanity, one personified in Shakespeare' s 

character Ariel, the other embodied in the figure of Caliban, both present in The 

Tempest. Launching into a tirade against the profligate nature of modem man, Celine 

declares that his last words would be "il etait lourd", concluding that "ils ne sont pas 

du coted' Ariel, ils sont de plus en plus Caliban, de plus en plus . .. . "926 In a 

contrapuntal observation to Celine's commentary on the nature of man, Verdaguer 

observes that « Chez Celine la pesanteur existentielle peut au contraire s' ex primer par 

le biais des compositions musicales, comme au Tarapout. La chose est dite de fa9on 

922 Cahiers Celine I: Celine et l 'Actualite litteraire 1932 - 1957 : Editions Gallimard 1976 : p 37 
923 Ibid : p 38 
924 Ibid p 38 
925 Cahiers Celine 2: Celine et l'Actualite litteraire 1957 - 1961 : Editions Gallimard 1976 : p 153 
926 CEuvres de Celine - Edition presentee par Frederic Vitoux : Aux editions du Club de l'Honnete 
Homme 1981: Interview avec Pierre Dumayet : pp 121-122 
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non equivoque par Bardamu: 'Faut entendre au fond de toutes les musiques l'air sans 

notes, fait pour nous, l'air de la Mort' » 927 Verdaguer emphasises that man is 

responsible for his unhappiness, for which he assumes guilt : « La lourdeur naturelle 

de l'individu se double d'un phenomene d'alourdissment par lequel il est tenu 

coupable. Celine est de ce point de vue, d'abord un moraliste. »928 

Interviewed by Robert Poulet in 1958, Celine quotes Shakespeare when referring to 

death, and particularly the fact that in general, mankind is« un mart en sursis », 

adding that most men, unaware of their semi-moribund state, are no more than "des 

ombres qui marchent" in Shakespearean terms.929 At the start of the interview, Poulet 

draws the reader's attention to the fact that in order to appreciate and understand 

Shakespeare and Celine completely, one has to accept that "Shakespeare divague et 

Celine rabache"930, thus drawing an implicit parallel between playwright and writer. 

And in an interview with Robert de Saint-Jean Celine emphasizes the emotional level 

of de lire which he has to attain in order to equal that of his muse: 

"Il faut que je touche au plan Shakespeare car je suis incapable de construire une histoire avec 

!' esprit logique des Frarn;;ais ... ( .. . ) Ce que je peux faire facilement, c'est la chevalerie, le 

roman d'apparition avec des rois, des spectres ... . Mais impossible pour moi de tracer l' epure 

d'un roman . ... 11 faut que je sente une resonance, que je travaille dans le nerf, ( ... ) Jene 

m'occupe jamais de logique. Je cherche a suivre la bonne piste, a toucher, ( .. . ) a ne pas liicher, 

a arriver jusqu'a l'entree de la grotte, puis a entrer dedans et alors le moindre son de ma voix 

appelle rnille echos .... ( ... ) Je fais 'Ho' et <;a me repond."93 1 (our emphasis) 

Shades of Shakespeare 

Although Shakespeare is not quoted directly in Voyage au bout de la nuit, his 

presence is felt through references to England, its language and its people 

encapsulated in Baryton's desire to acquire a mastery of the English language. There 

is, however, a tenuous link to Shakespeare in the tale of James Scott, Duke of 

Monmouth, Pretender to the British crown, and the Battle of Sedgemoor where the 

Duke's troops were massacred by King James's troops in 1685. That link is revealed 

927 Verdaguer, P : L 'Univers de la cruaute: une lecture de Celine : Librairie Droz: Geneve 1988 : p 
127 : Voyage au bout de la nuit p 377 
928 Ibid p 127 
929 Poulet, R : Entretiensfamiliers avec L-F Celine : Librairie Plon: 1958 : p 127 
930 Ibid p 10 
93 1 Cahiers Celine I : Celine et l 'Actualite Litteraire 1932-1957 : Gallimard 1976 : 22 fevrier 1933 : 
pp 51-52 
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in the biography of King Henry V, the subject of one of the Bard's eponymous plays 

written at the height of his creative output, as King Henry was born at Monmouth in 

Monmouthshire, Wales in 1387. The significance of this link is the association of 

transgressive behaviour manifest both in Baryton daring to break free of the confines 

of the Vigny asylum, as well as that of the Duke of Monmouth in defying royal 

protocol by attempting to wrest the throne from King James II. By extension, the 

comportment of Shakespeare's figure of Henry Vis transgressive in the extreme, 

wielding power over his courtiers and rivals, eventually triumphing at the battle of 

Agincourt and in so doing, subjecting the French to a humiliating defeat. 

The figures of Baryton, Monmouth and Henry V all demonstrate iconoclastic 

tendencies inherent in figures of the Double present in Celine's works. We therefore 

posit that English, England and its culture symbolized by its emblematic playwright 

Shakespeare in tum represent a metaphor for the transgressive agency of the Double 

in Celine's oeuvre. This necessarily includes the theme of Doubles-as-Rival, as 

manifest in many of Shakespeare's plays.932 Indeed, in the Voyage, Celine cautions 

the reader regarding the power of words to unleash violence, and in the incident cited 

below, to cause the death of the narrator's Double, Robinson: "Avec les mots on ne se 

mefie jamais suffisamment, ils ont l' air de rien les mots, pas l 'air de dangers bien sur, 

plut6t de petits vents, de petits sons de bouche ( ... )On ne se mefie pas d'eux des mots 

et le Malheur arrive. »933 The power of words as a metaphor for the transgressive 

agency of the Double is again demonstrated in the Baryton episode when« C'( etait) a 
partir de ces le9ons d'anglais que nous entrames tous dans une periode absolument 

trouble, equivoque », a cycle during which life was to take on a rhythm « qui n'etait 

plus du tout celui de la vie ordinaire. » (V p 433) The above quotations leave us in no 

932 These include A Midsummer night's dream, Much Ado about nothing, As you like it and Tweljih 
Night .. Unfortunately the scope of this study pre~ludes an in-depth study of the parallels between 
Celine's figures of the Double-as-Rival and those of Shakespeare. We intend to approach this subject at 
a later date in the context of Rene Girard's work Shakespeare: A theatre of envy. (Shakespeare: Les 
feux de l'envie) 
We detect another intertextual reference between Celine and Shakespeare in the name Pyram or Piram 
for the dog belonging to the young girl Toinon in Maudits soupirs pour une autre fois as well as in 
Feerie II (Normance). In turn, Shakespeare is believed to have been influenced in the creation of A 
Midsummer night's dream which was probably based on Arthur Golding's translation of Ovid's 
Metamorphoses, with which Shakespeare was familiar: "Shakespeare knew his Ovid well, in both Latin 
and English. Several details of (A Midsummer night's dream) are influenced by the Metamorphoses, 
and Shakespeare's whole treatment of the Pyramus and Thisbe story may have been sparked off by his 
reading of it in Arthur Golding's translation of Ovid, published in 1567.": A Midsummer night's dream: 
Penguin books 1978: Introduction p 15 
933 Voyage au bout de la nuit : Romans t I: Editions Gallimard 1981 : p 487 
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doubt that for Celine, words - and in particular a mastery of the English language -

incorporate an inherently transgressive element which, when taken to extremes, may 

at best lead to an altered state of being; at worst, to death, as borne out in Robinson's 

fate. In his choice of the typically English name 'Robinson' for the Double of his 

avowed Double Bardamu, Celine demonstrates a proclivity towards English culture in 

general, the English language in particular and, by extension, to its best-known 

playwright Shakespeare. An acquisition of the mastery of words may therefore be 

deemed to be directly proportional to their transgressive agency. In aspiring to what 

Celine appears to have considered the epitome of literary expression embodied in 

Shakespeare's works, we may therefore conclude that this ambition implied a 

concomitant desire for textual transgression primarily manifest in the author's 

stylistics present in both Guignol 's Band and Feerie pour une autre fois. 

Mort a Credit 

In Celine's second novel Mort a credit, Shakespeare is once more not quoted directly, 

but is present en filigrane, in a veiled reference through an evocation of the power of 

words on two levels; that of its corollary silence, and allegorically through a 

typewriter, a machine a ecrire capable of translating thought and emotion into text. 

Because Celine's violence is verbal and not physical," .. .it is language which is the 

instrument of power, and not physical force. Why else should Ferdinand, in Mort a 
credit, attempt to kill his father using a typewriter; a 'machine a ecrire?"'934 In the 

first instance, the conscious mutism of Ferdinand the narrator which verges on autism, 

appears to be an extension of the closing words of the Voyage, "qu'on n'en parle 

plus" (V p 505) Significantly the narrator's refusal to speak occurs on English soil, at 

Meanwell College where he has ironically been sent by his parents to learn English! 

We posit that this occurrence is by design, the author thus manifesting a mirror-image 

of the power oflanguage in its corollary, silence; a demonstration carried out in the 

birthplace of a playwright he had appropriated as his literary muse. 

Immured in his mutism, Ferdinand discovers a degree of peace, a retreat from the 

violent domestic situation he had experienced in France: "Pendant trois mois j'ai pas 

mouffete, j'ai pas dit hip! ni yip! ( .... ) J'ai pas dit rien! ( .... ) Je causais a personne. Je 

934 Hewitt, N: The life of Celine: a critical biography: Blackwell publishers: 1999: p 285 

278 



me trouvais joliment bien. (MaC p 735) Silence is a refuge for Ferdinand, particularly in 

times of crisis, and the author's choice of words in describing such an occasion (when 

Merrywin takes it upon himself to write to Ferdinand's father to divulge the narrator's 

refusal to learn English) reveals the degree to which he has removed himself from 

social intercourse: "J e me cloisonnais dans mon silence - J e lui en voulais 

horriblement." (MaC p 736) (our emphasis) However, in a play on words which creates a 

metaphorical reversal of his mutism, Ferdinand returns his pent-up language to the 

single English female to whom he has formed an attachment- Nora Merrywin. « Je 

lui renfonce dans la goulette, tout ce que je me trouve de langue ( ... ) » (MaC p 769), in 

an act that was to end in tragedy with Nora's suicide, in itself a demonstration of the 

power of 'langu( e )age'. In consciously withholding the power of speech, the narrator 

in Mort a credit thus presents the reader with a metaphorical pendant of the power of 

words expressed in the Voyage. Indeed, Ferdinand's silence in Mort evokes Suares's 

description of the role of silence in the poet's life: « Tout est silence pour le supreme 

poete en attendant que tout soit grace et harmonie. 11 garde le silence, parce qu 'il est 

tout musique. »935 

The incident involving Auguste's typewriter occurs on Ferdinand's return home after 

a night of dissipation at the Tuileries, having lost the provisions he was sent to 

purchase that morning. Building slowly like an approaching storm, Auguste's anger 

rises, culminating in insults that his son can no longer ignore, until finally losing his 

head, Ferdinand puts an end to his father's tirade by dropping the latter's typewriter 

on his head. « Je souleve sa machine, la lourde, la pesante ... Je la leve tout en l'air. 

( ... ) le la lui verse dans lagueule ! ( .... ) Je veux plus qu'il cause! .... Je vais lui crever 

toute la gueule ... »(MaC p 822) (our emphasis) Silenced through the agency of an 

instrument of writing, Auguste, deprived of his voice, becomes a French mirror-image 

of his son's voluntary mutism in England. 

England 

England, and his experience with the English language, has a profound, irreversible 

effect on Ferdinand, one which we view as an expression of the degree to which 

Shakespeare's birthplace left its mark on Celine. On Ferdinand's return to France, 

935 Suares, A: Poete tragique: Shakespeare ou le portrait de Prospero: Editions Frarn;:ois Bourin 
Paris, 1990 : pp 235-236 
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Uncle Edouard, who longed to visit England, greets Ferdinand with "un vrai shake­

hand a tout rompre»(MaC p 785); an expression which betrays an allusion to the 

Elizabethan playwright in the first syllable of the anglicized form of greeting. 936 As 

usual, Uncle Edouard comes to Ferdinand's defence in the face of family criticism of 

his rebellious behaviour at Meanwell College, namely his failure to speak or to make 

any attempt to learn English, prompting the uncle's bid to expiate his nephew's 

'crime' by explaining : "Que l' Angleterre tout specialement pour ceux qui en 

reviennent, ya les transforme, du tout en tout! Ca les rend plus laconiques, plus 

reserves, ya leur donne une certaine distance, de la distinction pour tout dire ... » (Mac 

p 786)(our emphasis) In this passage we are left in no doubt as to the transgressive - and 

catalytic - agency of England to effect permanent change in the individual. Just as 

Ferdinand returns to France indelibly stamped by his cross-Channel experience, we 

can only speculate that Celine was equally transformed by his contact with 

Shakespeare's works. And later, when the author returned to London as a young man 

of twenty marked by his war experiences, it was a return marked by happiness and a 

sense of liberation from the literal and figurative confines of family life he had 

experienced in the Passage Choiseul. It was in this environment and in this state of 

mind that Celine was to begin to retrieve, heal and liberate his fractured self in a 

setting that was to form the backdrop and nexus of his next novel, Guignol's Band. 

Guignol 's Band 

In his article, Celine, Sand, Shakespeare, Marc Hanrez, focusing on Guignol 's Band, 

remarks that "Shakespeare domine en esprit cette fantaisie londonienne comme sa 

statue en bronze tr6ne au milieu de Leicester Square"937 In Guignol 's Band, it is this 

statue that is the cynosure of Ferdinand's gaze, where "on gafait extra bien le 

Shakespeare en bronze."(GBII p 434) Unlike his previous two novels, where 

Shakespeare's presence is implicit, the playwright is liberally quoted in both versions 

of Guignol 's Band, in extracts from Macbeth, The Merry Wives of Windsor and 

Richard III. On the death of Van Claben the pawnbroker, his servant Delphine 

virtually re-enacts Scene 1 Act V of Macbeth where a somnambulant Lady Macbeth 

tries unsuccessfully to cleanse her hands of Duncan's blood under the gaze of her 

936 We interpret this as a deliberate inversion of the English greeting 'handshake', in order to emphasise 
the allusion to Shakespeare. 
937 Hanrez, M: Celine, Sand, Shakespeare: in Roman 20-20 No 17 juin 1994: Morand-Perec: p 194 
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doctor and lady-in-waiting, declaring: "Here's the smell of blood still. All the 

perfumes of Arabia will not sweeten this little hand. Oh! Oh! Oh!"938 And in Celine's 

novel Delphine cries "But I am Lady Macbeth! ... Mais je suis lady Macbeth! Never! 

Never! Jarnais je ne serai plus propre! Jamais plus! Never more I ... " ((GBI p 230) 

Like Macbeth, a play in which the climate of war and fear is immanent, (Macbeth 

himself is a soldier, expert at battlefield killing who commits the most heinous form 

of murder - regicide), so too has Ferdinand, the narrator of Celine's novel, seen and 

experienced the horror of war which has marked him indelibly, resulting in a psychic 

and corporeal imprint of terror in its most abject form. Beyond obvious references to 

the Elizabethan playwright's works, Love and Death; Eros and Thanatos are the 

common intertextual backdrops to both Shakespeare's play and Celine's novel. 

In the context of war, which is the backdrop to Guignol's Band, amply demonstrated 

in the novel's Prologue in the description of the bombing of the Orleans bridge, it is 

pertinent to emphasise that fear is the dominant emotion in Macbeth, the Shakespeare 

play that is most frequently cited in Celine's novel. Indeed,"( ... ) Macbeth is 

Shakespeare's most fear-full play, his anatomy of fear. "939 ( our emphasis) Indeed, the 

word 'fear' appears in this play more often than anywhere else in Shakespeare's work, 

together with its "now-redundant seventeenth-century synonym 'doubt' which means 

not only 'to be uncertain', 'to hesitate to believe or trust' but also "to dread, fear, be 

afraid of". 940 So too is fear the dominant emotion in Celine's work; an emotion 

which plagues the narrator of Guignol 's Band. Fear and its concomitant emotion guilt, 

reach an apotheosis in Guignol 's Band II when Ferdinand, perceiving himself as a 

horse to be mounted by the Colonel des Entrayes exclaims "Qu'on me monte! Et je 

m'emporte! Un cavalier pour un empire!" (GBII p 593) in a parody of King Richard's 

declaration "A horse! A horse! My kingdom for a horse!"941 in Shakespeare's play 

Richard Ill 

For Ferdinand, as was the case for Macbeth, fear and guilt are the sequels to murder -

an act which leaves them tainted, no matter how hard they try to rid themselves of the 

938 Wm Shakespeare : Macbeth :Penguin Shakespeare series 2005 : Act V scene 2 p 78 
939 Macbeth :Penguin Shakespeare series 2005 :Introduction : p xxi 
940 Ibid p xxii 
941 Wm Shakespeare: Richard III Act V, Sc 4: Wordsworth Classics 1993: p 138 
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stain of crime. Both men suffer a hallucinatory episode as a consequence of their 

crimes - Ferdinand having murdered Van Claben and Mille-Pattes, while Macbeth 

had committed regicide in killing Duncan: 

Macbeth: "Whence is that knocking? 
How is't with me when every noise appalls me? 
What hands are here! Ha - they pluck out mine eyes! 
Will all great Neptune's ocean wash this blood 
Clean from my hand? No, this my hand will rather 
The multitudinous seas incarnadine, 
Making the green one red."942 

As guilt-stricken as is Macbeth, Ferdinand is similarly as disorientated and tainted as 

a consequence of the murders he has committed: 

"Je retombe des nuees ... Ou avais-je la tete encore?( ... ) Et Jes tracas ! 
ils grouillent, ils tournent dans ma tete, ils m'attrapent au cou, ils 
m'etouffent, ils sont des tas et des masses ... tout un poids la de 
serpents .... Ils me ligotent, ils m'enserrent fort, ils me laisserontjamais 
sortir ( .... ) C'est le Mille-Pattes qui sort des rails( ... ) »943 

Towards the end of Guignol's Band II, on the occasion of the reappearance of Van 

Claben's corpse, Delphine once more declaims from Macbeth, again assuming the 

persona of Lady Macbeth who accuses her husband of weakness when he is incapable 

ofreturning the daggers he has used as murder weapons to the king's chamber: "Hear 

Macbeth! Hear! Impotence of purpose!" And later, "Give me the Dagger! The sleep 

of the dead" (GBII p 722) Godard notes944 that both the quotations cited above differ 

from traditional translations of Shakespeare, suggesting the possibility that Celine 

quoted from memory, which is in itself an indication of how thoroughly he had 

internalized at least certain passages of the Bard's works. Delphine also declaims 

what are perhaps Lady Macbeth's best remembered words "Wash your hands! Lavez 

vos mains. To bed! To bed!" (GBII p 725), the correct version of which is: 

942 Macbeth :Penguin Books 2005 : Act II scene 2 : p 29 
943 Guignol's Band II: Romans t III: Editions Gallimard p 1988 : p 428 
944 Celine : Romans t III : Notes et variantes : p 722 1. Macbeth, Acte II, Sc 2, v 52-54. Lady Macbeth 
accuse son mari de faiblesse lorsque apres le meurtre, il refuse de retourner dans la chambre du roi 
porter les poignards. 
Infirme of purpose ! Give me the daggers; the sleeping and the dead Are but as pictures. 
Le texte cite par Celine differe sur deux points des editions courantes de Shakespeare: Impotence au 
lieu de Infirm et the sleep of the dead au lieu de the sleeping and the dead, ce qui suggere la possibilite 
d'une citation de memoire.: Romans t III : p 1161 
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"Here's the smell of the blood still. 
All the perfumes of Arabia will not sweeten this little hand.( ... ) 
To bed! To bed! There's knocking at the gate."945 

And in another example of how closely Celine recalled the English playwright's 

words from memory, Delphine proclaims: "Macbeth! Macbeth! What's the business? 

Such a hideous trumpet calls to parley!" (GBII p 726), the correct version of which is: 

"What's the business, 
That such a hideous trumpet calls to parley. 
The sleepers of the house? Speak! Speak!"946 

Feerie pour une autre fois 

If Macbeth and its connotation of war, fear, guilt and death was the leitmotif in 

Guignol 's Band I and II, with quotes from the play interwoven in the narrative, 

Shakespeare's Hamlet fulfils the same role in Feerie I and II, with The Tempest 

serving as a backdrop to the action, particularly in the latter novel. While quotes from 

the former play abound as variations on a theme of Hamlet's well known monologue 

in Act III, scene 1, as well as Hamlet's lament for Yorrick,947no explicit quotes are 

present from The Tempest, though its intertextual reference is implicit throughout 

both volumes of Feerie pour une autre fois in the image of an allegorical tempest and 

its outcome in the survival of castaways on an 'island'. 

An analysis of Hamlet's soliloquy beyond the initial phrase 'To be or not to be, that is 

the question', reveals the origin of the existential dilemma common to both Celine's 

narrator and Hamlet; whether to accept public censure as a martyr in a gesture of self­

sacrifice, or to oppose it: 

"Whether 'tis nobler in the mind to suffer 
The slings and arrows of outrageous Fortune, 
Or to take arms against a §ea of troubles, 
And by opposing end them: to die to sleep; 
No more; and by a sleep, to say we end 
The heart-ache, and the thousand natural shocks 
That flesh is heir to? 'tis a consummation 
Devoutly to be wish'd."948 

945 Macbeth : Penguin books 2005 : Act V scene 1 : p 78 
946 Macbeth: Act II scene 3: p 33 
947 « Zalas! Zalas! Yorrick l'autre! Un os sec et mots!» (Fil p 252). Hamlet : Act V scene 1 p 138: 
"Alas poor Yorick, I knew him Horatio, a fellow of infinite jest;" Wm Shakespeare : Hamlet: Penguin 
Books: 2001 
948 Hamlet: Act III, scene 1: p 81 
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On another level949 we believe that the interpolation of conflated quotes from Hamlet 

throughout both volumes of Feerie pour une autrefois is symptomatic of the 

narrator's hesitation and resignation in the face of the ineluctability of Fate in the 

form of war (and its implied outcome, death), of which the narrator's question 

'Binotoubi'? (FI p 114) is an example. In this context, it is not indifferent to note that 

one of the dedicatees of Feerie If was Pliny the Elder, the Roman statesman who 

observed powerless as fate in the the form of an eruption of Mount Vesuvius in AD 

79, overtook him, leading to his death. Like Hamlet, Celine's narrator in Feerie is 

riven by a choice between taking up the (literary) cudgels against the public censure 

he incurred as a result of the publication of his pamphlets, resulting in charges of 

collaboration and anti-Semitism, and that of simply accepting "The slings and arrows 

of outrageous Fortune". Clearly, Celine chose the first - and most difficult - option, 

culminating in his fantastical poetic prose present in both versions of Feerie pour une 

autrefois. The degree to which Celine was haunted by Hamlet's fundamental 

existential question becomes apparent when we list the frequency with which versions 

of it are employed throughout Feerie I and II: (FI - pages 21, 24, 65, and114; Fil: pages 313, 

333,480). It is also cited in Entretiens avec le professeur Y. 950 

Although The Tempest is never quoted directly in any of Celine's works as is the case 

of Shakespeare's other plays such as Hamlet, Macbeth, Richard III and The Merry 

Wives of Windsor, the textual and semantic parallels between Guignol 's Band I and II, 

Feerie pour une autre fois I and II and Shakespeare's last play are too conspicuous to 

ignore. In the Prologue to Guignol 's Band the pedestrians on the Orleans bridge are as 

disorientated by the bombardment as are the inhabitants of the rue Girardon in Feerie 

II suggesting an analogy between the victims of a bombardment and those of a 

shipwreck. Initially the sole intertextual link between Guignol 's Band and The 

Tempest appears to lie in the name of Prospero, the public house owner of A la 

croisiere pour Dinghy, and the name of the magician in Shakespeare's play. However, 

this link proves to be merely onomastic, with a more significant intertextual reference 

existing between Ferdinand, the narrator of Celine's novel and his passion for the 

adolescent Virginie, and the couple Ferdinand and Miranda in The Tempest .. Both 

949 Interrogated in Chapter Three: Dancing - and singing - with Dionysos 
95°Celine: Romans t IV: Entretiens avec le professeur Y: p 535 
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Virginie and Miranda are young women under the tutelage of an older man, an uncle 

and a father respectively; the former present in the figure of the Colonel 

O'Collogham, the latter represented by the magician Prospero. Both couples 

experience difficulty in legitimizing their relationship, finally achieving accord in the 

absence of parental censure. 

Despite Celine's parody of Shakespeare's words in both versions of Feerie pour une 

autre fois, the Elizabethan playwright's influence is perhaps more fully present in this 

novel than in any other of Celine's works. Indeed, a lack of direct quotes does nothing 

to diminish the Shakespearian element present in the text on several levels951 which 

include a degree of theatricality extant in the exaggerated gestures of the characters, 

black comedy in the face of tragedy and most importantly, a degree of fantasy which 

pervades the work. In the same way that Shakespeare called upon his audience to 

suspend disbelief in the face of implausible events taking place on the stage in The 

Tempest, so too does Celine appear to solicit a similar response from his reader in 

F eerie pour une autre fois, especially in the second volume of the novel. Then there is 

the 'tempest' itself- one which results in a 'shipwreck' in Shakespeare's play, while 

an equally extravagant depiction of a bombardment of Paris dislocates and 

disorientates the inhabitants of the building in the rue Girardon to the extent that they 

resemble the survivors of an allegorical shipwreck. 

Referring to Normance, the original name of the work, Vitoux describes the novel as 

« .. un cauchemar qui n'en finit pas( .... ) Des bombes qui explosent sur Paris et la 

banlieue; un peintre cul-de-jatte, Jules, qui orchestre le ballet des avions, la butte 

Montmartre qui s'effondre, la ville a feu et a sang, les locataires de l'immeuble de 

Celine projetes les uns sur les autres, ( ... ) Chacun gemit, appelle, vocifere. ( .. . ) La 

folie balistique et langagiere atteint son comble. Normance trahit un grand desordre." 

952 In Shakespeare's play, the harrowing effect of the tempest is articulated in the 

words of Gonzalo the councillor, who declares: 

951 On the contrary: we believe the 'silence' in the absence of quotes from Shakespeare is as evocative 
as Ferdinand's mutism in Mort a credit, thus heightening the impact of language through its corollary, 
silence. 
952 Vitoux, F : Celine : Paris : Pierre Belfond 1978 : p 17 6 in Rainge, G : Tempest in another time : 
Shakespeare, Greenaway, Celine : p 25 
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"Mercy on us! - We split! we split! 
Farewell, my wife and children! - Farewell brother! ( ... ) 
Now would I give a thousand furlongs of sea for an acre of barren ground. 
Long heath, brown furze, anything. The wills above be done, 
but I would fain die a dry death."953 

Magicians 

In both Shakespeare's work and Celine's novel, both 'tempests', whether they 

originate from the sea or the air, evoke the image of Robinson Crusoe shipwrecked on 

his island; that of the archetypal solitary castaway. In both cases the events are staged 

by 'magicians'; Prospero who has staged the shipwreck which is pure artifice, and 

Celine, the narrator of a fictional depiction of the April 1944 bombardment of Paris -

a magician whose powers equal those of Shakespeare's character Prospero. Just as the 

theatre audience, convinced that the shipwreck really had taken place, remains secure 

in its grasp of the actual reality until they are, without warning, cast adrift by 

Prospero' s revelation to Miranda that the episode was an illusion, so too is the reader 

of Celine's novel 'cast adrift' or disoriented by the uncertainty of whether the events 

recounted have actually taken place. It is therefore left to the reader or audience to 

decide whether what they have witnessed or read is a product of the imagination in 

which the laws of existence remain unchanged; or whether the event really did take 

place in a reality that is governed laws unknown to man. It is the uncertainty and the 

resultant hesitation that these events provoke in both reader and audience that is at the 

root of a dilemma in which 

« Le fantastique occupe le temps de cette incertitude; des qu ' on choisit l'une ou l'autre 

reponse, on quitte le fantastique pour entrer dans un genre voisin, l 'etrange ou le merveilleux. 

Le fantastique, c' est I' hesitation eprouvee par un etre qui ne connait que les lois naturelles, 

face a un evenement en apparence sumaturel. »954 (our emphasis) 

The diegesis of Feerie pour une autre fois is unrelentingly hallucinatory throughout 

the entire narrative, unlike Celine's previous novels which were simply interspersed 

with illusory episodes. This reminds us that Feerie II was written while Celine was 

incarcerated in a Danish prison, awaiting extradition to France on charges of 

collaboration. Fantasy therefore represented his exodus from an untenable reality, 

hence his insistence that the novel be endorsed with "L'horreur des realites!" and that 

953 The Tempest: Act I scene 1-2 : p 63 
954 Todorov, T : Introduction a la litteraturefantastique : Editions du Seuil 1970 : p 29 
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"Tous les lieux, noms, personnages, situations, presentes dans ce roman, sont 

imaginaires! Absolument imaginaires! Aucun rapport avec aucune realite! Ce n'est la 

qu'une 'Feerie' ... et encore! pour une autre fois ! »955 Evidence of Celine's 

hallucinatory state of mind at the time of writing Feerie is depicted in the apparent 

fluidity of his prison walls which" .... decoulent, j'eponge les flaques .. .. De quatre 

pattes, je me releve vraiment mal. . . " (FI p 27) ; walls which are apparently rendered 

porous and traversed through the fantasy of the author's text. 

In Feerie II (Normance), the reader is once again required to suspend disbelief 

regarding a series of events that take affect the inhabitants of the building in the rue 

Girardon where Celine and his wife inhabit an apartment on the fifth floor. Firstly, the 

reader is presented with the spectacle of a legless Jules who has implausibly climbed 

onto the platform of the Moulin de la Galette, apparently directing the RAF bombers 

overhead towards Montmartre as their target- an incarnation of Evil: "Le Mal c'est 

pas tout le monde qui l'a! je le connais moi le Mal dans sa caisse! La-haut! ( . .. ) 

ivrogne, pissat, cochon, satyre! Trone! Scelerat! . . . la-haut sur le Moulin qu' il est! » 

(Fil p 193) This incident evokes the shipwreck in The Tempest, as not only the mill, but 

the entire building facing it appears to pitch and roll like a ship in a storm: "Ah! Le 

moulin incline! et nous-memes ! tout notre immeuble! ... un fameux remous d'air! 

Lui, la-haut, il tangue a la rampe, je crois qu'il va passer a travers . .. non! 11 bute 

contre, et redingue l'autre bord!" (Fil p 200) Nowhere in this novel does the text so 

eloquently portray a ship buffeted by a storm, and, by extension, evoke the images in 

Shakespeare's play The Tempest. In the following passage we have highlighted the 

nautical terms which underscore this notion: 

« Ah! 11 est en plein manege! Sa petite plate-forme houle, tangue, roule, 

Et lui la-dessus en gondole ! d'une rampe, l'autre ! .. . et clans quel vent ! 

C:::a souffle de vers l'usine Renault! d'ouest, vraiment un four! tornade 

sur tomade ! ( .. . ) il prend tout, le Gugusse clans sa caisse, ... en pleine 

face! il e~t beaucoup plus clans le vent que nous .. . tout le moulin en 

incline au vent! il roule aux houles, tangue et repart ! oh, c ' est l 'acrobate 

d'elements ! il serait pris d'une rage, il se jetterait ! ( ... ) il louvoye, 

redresse a la houle. ( . . . ) y a des forces , des ondes et bien plus ! » (FIi p 201) 

955 F eerie pour une autre fois I : Prologue : p 3 
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Sorcerers 

Not only does Celine fulfil the role of magician in Feerie, but magicians who evoke 

Shakespeare's Prospero are also present in Mort a credit and Guignol 's Band in the 

figures of Courtial des Pereires and Sosthene de Rodiencourt. While Courtial, as a 

committed positivist, holds that the forces of Good will always triumph, Sosthene' s 

fundamental belief in the forces of Evil leads him to use his handbook Vega des 

Stances to perform the 'Vega' dances in an attempt to diminish the power of Evil. In 

embodying the 'light' and 'dark' side of occultism, Courtial and Sosthene are clearly 

Doubles of one another. Interestingly, projects embarked upon by both magicians 

based on the above divergent premises depend on the power of 'waves' for their 

success. But while Courtial's magical technique is employed for the common good of 

mankind, Sosthene's is used in a negative sense in attempting to ward off evil. In 

embarking on his project for the creation of 'La Familistere de la Race Nouvelle', 

Courtial aims to produce agriculturally-enhanced produce through the induction of 

radio waves. While Courtial's project aims to eliminate famine,« Question 

d'abondante nourriture avec notre 'radio-tellurie' le probleme n'existait pas! ... Il ne 

subsistait en somme qu'un seul veritable ecueil. .. La saturation des marches par nos 

pommes de terre 'ondigenes'! » (Mac p 1009), Sosthene's objective is to ward off Evil, 

by using his handbook Vega des Stances as an instruction manual to teach him the 

'danse des Vegas' designed to attain successively high levels of competence, as well 

as the possession of a flower with magical powers, the Tara-Tohe: "Tara-Tohe! 

Charme de l'Etre! Le poids s'echappe de votre corps! Yous avez saisi la fleur. . . Les 

Ondes vous saisissent ( ... ) elles vous transposent! .. . ou vous voulez ! » (GBipp 289-

290) (our emphasis) The significance of Celine's use of the word ' transposent' 

underscores the importance placed by the author on the literary device of transposition 

in order to invest the text with an element of feerie or poetic expression. It may 

therefore be deduced that Celine himself identified more with Sosthene's ideology 

than with Courtial's; in other words, magic was designed to ward off evil rather than 

to be used for the benefit of mankind as a whole. 

The duality Courtial-Sosthene, magicians and proponents of the occult in a typically 

19th century mould cannot fail to evoke the work of Louis-Auguste Blanqui, " ... 

carbonaro dans sa jeunesse, dirigeant soicaliste apres 1830, createur d'innombrables 

societes secretes, inspirateur de mille complots ( ... ) libre penseur achame, militant de 
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l' atheisme", but also, importantly, believer in "la vie etemelle des morts."956 In 1872, 

incarcerated in prison as a result of his political activities, he published his most 

important work, "L 'Eternite par !es astres" which evokes Courtial des Pereires ' 

fascination with astronomy, astrology and the occult. Blanqui's premise of man's 

immortality was based on the principle of the Double or sosie; a plethora of alter egos 

which existed throughout the Universe: " 'Nous vivrons et nous revivrons' se pamait 

dans son cachot ce specialiste de l' atheisme ( ... ) 11 existe 'des milliards de terres 

sosies de la n6tre et portent nos sosies personnels' ; l'homme est etemel parce qu'a 

l'infini duplique, 'chacun de nous a vecu, vit et vivra sans fin, sous la forme de 

milliards d' alter ego.' »957 This passage cannot fail to remind us of a similar definition 

of the double posited by Celine in Feerie I quoted elsewhere in this work. 958 

Fantasy 

Like The Tempest, the entire novel is, in effect, a series of fantastic episodes imbued 

with magic that follow one another in quick succession. Other incidents in Feerie II 

that invite a comparison between Prospero' s engineering of the fantasy storm in 

Shakespeare's play and parallel events in Celine's novel include Ferdinand's two­

story fall in the lift shaft: "c'est atroce - un etage, deux!" (FIi p 242); the appearance of 

a crevasse in the building's corridor : "ce que j 'apen;:ois comme crevasse! En plein 

milieu du couloir . . . trois fois large comme tout a l'heure .. . et qui mincit. . . 

rapetisse ... referme et reouvre! ( ... ) un gouffre mouvant dans le couloir ( .. . )" (FIi p 

322); the episode of a sleeping Normance used as a battering-ram to break down the 

door of Mlle Zeuss in order to gain access to the vulneraire: "c'est a lui de crever la 

porte! ( .... )la tete en avant! ... en butoir! ( ... )et vrang! coincee, pas coincee .. la porte 

cede" (FIi p 340); the body of a moribund Normance used as a bridge for those wishing 

to traverse the crevasse: « le monstre la, l'outil, il pourrait m'aider peut-etre? Me la 

faire franchir la cn:;vasse?" (FIi p 363). 

Other fantastic episodes include the miraculous traverse of the wall of the adjoining 

apartment through a hole made by Ottavio, only to find "Une piece intacte! ( .. .. ) cette 

maison-la a pas souffert!" (FIi p 439). Even more incredible is the fact that the 

956 Muray, P : Le 19' siecle a travers !es ages : p 224 
957 Ibid : p 224 
958 Feerie pour une autrefois I: p 25 : « La vie, c'est des repetitions, jusqu'a la mort .. . Elle nous 
ramene les gens les memes, leurs 'doubles' s'ils sont plus, les memes gestes, Jes memes turelures . . . ' 

289 



apartment is inhabited by Norbert, the silent movie star: "Je croyais pas mes yeux! ... 

si! Si! Norbert( ... ) Norbert a table!"(FII p 439). Like a mute oracle, Norbert shows no 

surprise at their irruption into his world, maintaining an enigmatic silence : « II etait la 

assis, songeur, ... le regard fixe ... on pouvait croire qu'il nous regardait, il nous 

regardait pas ... II parle pas! ... remarque Lili ... »(FIi p 440) Adding to the aberrance of 

the situation is the discovery of the corpse of Mme Gindre drowned in her bath, while 

her servant has been crushed under the debris of the apartment's kitchen, the only 

room damaged in the bombing. However, if these events are fantastic to a degree, it is 

Ferdinand's reaction to them that augments the fantasy, calmly helping himself to 

Mme Gindre's linen as though nothing untoward had occurred: "cette Mme Gindre 

avait du linge! ... saperlipopette! Des serviettes-eponges, comme 9a!" (FIi p 450) And 

the fantastic episode with Norbert continues, compelling the reader to suspend 

disbelief once again, as he announces that he is a diplomat, awaiting a meeting with 

world leaders: "Qui t'attends? Le Pape ... je le gueule haut expres ... tu le jures? Je le 

deconce1ie pas du tout ! de plus en plus serieux au contraire ! ... et pas que le pape 

qu'il attend ! Churchille et Roosewelt ! qui vont venir ! la ! qu'il me dit ! » (FIi p 463) 

All of this is pure fiction, but a fiction to which the reader is privy, unlike the 

shipwreck in The Tempest which had held the audience in its thrall until Prospero's 

disclosure to Miranda that it was entirely fictitious. 

Rival 

In the context of rivalry inherent in figures of the Double, Norbert takes over the 

baton from Jules in this novel, provoking Ferdinand's jealousy by asking the 

narrator's permission to allow Lili to remain with him to greet his guests: "Un mot 

encore! Laisse-moi Lili, elle m'aidera a !es recevoir." (FIi p 464), - words which echo 

those of Jules in Feerie I: "Donne-moi Lili! Donne-moi Lili!"(FI p 150). However, in a 

reversal of his cession of Lili to Jules in Feerie I, a more lucid Ferdinand refuses to 

accede to Norbert's request, no longer blinded by the cachet of an 'artist' that had 

seduced him ( and his wife) where Jules was concerned: "Voila Lili indispensable 

h6tesse! ... moi, je vois surtout qu'il est cochon ... qu'il veut etre seul avec Lili ... 

beau masque! ( ... ) il me fait chier avec ses enigmes!." (FIi p 464) We believe that 

Ferdinand's refusal to relinquish his wife to Norbert in this episode is a metaphor for 

the narrator's decision to retain his aesthetic mastery instead of surrendering it as he 
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had done in Feerie I. In this instance alone, the two versions of Feerie are mirror­

images of each other. 

But despite Ferdinand's decision to retain his creative power, the novel closes on an 

image of both physical and mental destruction; a cataclysm that sees Celine reduced 

to an abject figure sitting on a curbstone opposite his building, the folios of his 

manuscript raining down on him as desolately as the "Feuilles mortes et soucis"959 in 

his composition Reglement. The narrator's psychic destruction is mirrored by that of 

the building itself, which is severely damaged; the roof no more than a "grande 

crevasse", a metaphor for Ferdinand's state of mind, from which "il s'en echappait 

plein de papiers!" (FIi p 478). However, as mentioned supra 960 the latent tragedy of the 

moment is dispelled by the presence of song in the form of a couplet from the comic 

opera Veronique together with the dance-like steps of the trio of Ferdinand, Lili and 

Mme Toiselle on their way to the metro - and safety. 

Led away like a penitent towards the metro entrance, supported by Lili and Mme 

Toiselle the concierge ringing "sa cloche felee"(FII p 485) which accentuates the 

damaged nature of the artist who has become a 'leper' in society, the public being 

warned of his presence by the ringing of a bell as was the custom in Mediaeval times. 

The street and pavement are littered with pages from Ferdinand's manuscripts. 

Significantly, in this novel episodes of this nature are interspersed by fragments of 

popular song, exactly as the potentially tragic events in The Tempest were relieved 

and heightened by musical divertissements in the form of a play-within-a-play or 

masque such as the one Prospero presents for Ferdinand and Miranda in Act N, 

involving 'Iris', 'Ceres' and 'Juno', all characters in the masque played by Ariel and 

other Spirits. 

Aristotle 's Unities 

It is in Feerie I and II, a mirror-image of The Tempest in terms of theme, stage 

direction (in the form of music and other divertissements), that through the 

implementation of Aristotle's three principles of theatre - the notion of man's 

decadence (Caliban) and an escape offered through art (Ariel) - all staged against a 

959 Reglement: Romans t IV: Editions Gallimard 1993 : p 1083 
960 In Chapter Three: Dancing - and singing - with Dionysos 
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backdrop of war and intrigue, it becomes apparent that Shakespeare's play served as 

both matrix and blueprint for Celine's works in general and for Feerie 11 in particular. 

In this novel, Aristotle's unities of Time, Space and Action as defined in his Poetics 

are as much respected as they are in The Tempest. Both play and novel take place 

within the course of a single day, in a defined space (an island, a building), with a 

single theme of action, that of the redress or restitution of a title that has been usurped. 

In The Tempest this refers to the restitution of the title of Duke of Milan that has been 

usurped by Prospero's brother Antonio, while in Feerie II the focus is on the 

vindication and restitution of the artist's reputation and aesthetic capacity through, (as 

in the case of Shakespeare's play), the magic of the artist himself - Celine. Both play 

and novel therefore act as catalysts for the achievement of that goal, and in that 

capacity it is the authors' literary works that fulfill the catalytic role of the Double for 

both Celine and Shakespeare. 

Jules is the equivalent of Caliban in Shakespeare's play, an earthbound, venal monster 

who is the incarnation of evil and a representation of the narrator's basest instincts. He 

is the narrator Ferdinand's Double who dares to transgress, thus carrying out all that 

the narrator can only dream of doing. In a word, he is "a despicable, hateful, 

alcoholic, erotomanic, crippled Doppelgiinger of the narrator."961 

Magic 

Above all, The Tempest is a paean to the power of magic which finds its parallel in 

Celine's creation Feerie pour une autre fois. And just as Prospero the magician 

controlled the action in The Tempest, so too does Celine direct that of his novel. In a 

reflection of Jules' 'direction' of the bombardment of Montmartre, so does Celine 

stage-manage the narrative of his novel. And if both Prospero and Celine may be 

defined as 'magicians' in this context, an interesting parallel relating to their wands or 

traditional instrument of magic emerges both at the end of Shakespeare's play and, in 

Celine's case, in his work Entretiens avec le professeur Y, written immediately after 

the novel under discussion. In the final act of The Tempest, Prospero vows to 

renounce his 'potent art', declaring : 

961 Hainge, G: Tempest in another time: Shakespeare, Greenaway, Celine: The Romanic Review 
Volume 97 No 1: p 24 
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"But this rough magic 
I here abjure, and when I have required 
Some heavenly music - which even now I do -
to work mine end upon their senses, that 
This airy charm is for, I'll break my staff, 
Bury it certain fathoms in the earth, 
And deeper than did ever plummet sound 
I'll drown my book."962 (our emphasis) 

In a parodied analogy of Prospero's act- and its outcome - Celine, in Entretiens avec 

le professeur Y, describes how his magic, his metro-emotif, may only be attained by 

breaking a baton before immersing it in water, in order to avoid the error of parallax 

caused by refraction: 

"Yous plongez un baton dans l'eau .... 
Un baton dans l'eau? 
Oui colonel ! . .. De quoi ii a I' air votre baton ? 
J e ne sais pas 
II a I' air casse votre baton ! tordu ! 
Alors? alors? 
Cassez-le vous-meme, pardi ! avant de le plonger dans l'eau ! cette 
bonne blague ! tout le secret de l'impressionnisme ! ( ... ) 
Ainsi mon style emotif ! et de mes rails si ouvrages ! profiles 
'special' ! »963 (our emphasis) 

Two instruments of magic then; an identical act of breaking them, but for different 

ends entirely.While Prospero's magic abates, and with it, his aesthetic creativity, 

Celine's gift burgeons into afeerie embodied in poetic prose that commenced with 

Guignol 's Band, only to mature into full-blown fantasy in Feerie I and II, gradually 

declining in the novels of the trilogy. Like The Tempest, which is "charged with 

meaning of an essentially non-verbal kind",964 the plot in Feerie is minimal if not 

inexistent, and the action is in itself poetic, a factor that in Shakespeare' s case resulted 

in a situation where the playwright "could afford to strip the verse of extended, formal 

images precisely b~cause the whole work is a gigantic metaphor."965 Like 

Shakespeare's play, Celine's novels Feerie I and II are a metaphor for the triumph of 

a centrifugal movement of aesthetic creation over the centripetal forces of History and 

public censure. We therefore posit that in Celine's novels, the predominance of style 

or feerie over plot or theme in the narrative is a metaphor for the emergence of 

962 The Tempest: Act V scene 1 : p 126 
963 Entretiens avec le professeur Y: Romans t IV : Editions Gallimard 1993 : p 546 
964 The Tempest : Penguin books 1988 : p 17 
965 Ibid p 17 
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Celine's aesthetic creative impulse through the agency of an interaction between the 

narrator and his transgressive Double, Jules with the intercession of Shakespeare. 

Music 

In Feerie I, the grim diegesis of Celine's prison cell is somewhat attenuated by the 

singing of the author's own composition Reglement, the 'performance' of which 

under the title Entre-deux is reminiscent of a Shakespearean masque, complete with 

'stage directions' issued by Celine the narrator: "Je sors ma chanson .... Je vous l'ai 

fait soup9onner plus haut. ... J'ai des chansons .... (toutes deposees !) tenez, ce 

couplet: « Entre-deux »(Fl p 37). And later, in an explicit 'stage direction',: « (jeu de 

scene : Eh, qu'il aille se faire foutre l'affreux !), with the express purpose of 

alleviating the situation in which the narrator and his fellow prisoners find 

themselves ; " .. .la fin, n' est-ce pas, enlevee, guillerette! tourbillonnee!" (Fl p 37) At 

the close of the novel, in an echo of the power of song to attenuate the misery suffered 

in a prison cell, we find Ferdinand, at the lowest point in the narrative from both a 

physical and a psychological point of view, benefit from the irruption of snatches of 

song, "fredaines et soucis ( .... ) que le vent t' emporte" (Fl pp 175-176) which once more 

defuse (and diffuse) the tension in the narrative, creating an almost burlesque effect. It 

is important to note that the last line of the song quoted is the penultimate in the song 

Reglement/Entre-deux, which leaves the reader to complete the refrain with the words 

"Feuilles mortes et soucis!" 966 which is in itself an image of death, abjection and 

finality. This section of Feerie I concludes with words that evoke the ephemeral 

nature of human existence: "la vie passe ... le sang passe ... il emmene." 

(FI p 176) which in tum recall the final words of Voyage au bout de la nuit, « II appelait 

vers lui toutes les peniches, du fleuve toutes, et la ville entiere, et le ciel et la 

campagne, et nous, tout qu'il emmenait, la Seine aussi, tout, qu'on n'en parle 

plus ».(V p 505) 967 

In contrast, being far more frivolous than the words of Celine's composition, 

Reglement, Feerie II closes with two lines from the operetta Veronique written by 

Messager in 1898 and therefore symbolic of the Belle Epoque and contemporary with 

966 F eerie I : Notes et variantes : p 1083 
967 Our italics emphasise the repeat of the word 'emmener' at the close of both novels which evokes an 
image of flux as a metaphor for creativity. 
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two other works - La Boheme and Louise, the two lyric works cited most often in this 

novel. Once more, a painful situation in which the narrator finds himself - in this 

case, seeing his manuscripts dispersed by the 'tourbillon' that has shaken the building 

where he lived and wrote; a situation where "l'air etait bourre de papiers, voila! ... 

par tomades! des papiers a moil Et des autres! Qu'on voyait plus le trottoir en face!. .. " 

, (FIi pp 486-487) is alleviated by song, however frivolous the words may have been 

(and perhaps because of their frivolity): "C'est Estelle et Veronique! Messieurs 

prenez-nous!" (FIi p 486) 

Sacrifice 

The irruption of crises between rivals or Doubles is a veritable leitmotif in Celine's 

works; one that most often has a positive outcome from a creative perspective. While 

rivals are not always Doubles, it is significant that Doubles are always rivals! One has 

only to recall the conflict between Bardamu and Robinson in Voyage au bout de la 

nuit; between Ferdinand and Courtial des Pereires or Ferdinand and Auguste in Mort 

a credit; between Ferdinand and Sosthene de Rodiencourt, Ferdinand and Mille-Pattes 

in Guignol 's Band, and finally between Ferdinand and Jules in Feerie I and II. To 

substantiate this notion, a scapegoat had to be procured in each case, in order to 

assuage the guilt and concomitant violence of the figure traumatized by war-induced 

scenes of violence - in Celine's case, those experienced at the Front during the First 

World War. The only recourse for the victim of such mental laceration would be 

« une fois de plus de ne pas regarder en face la violence; de trouver une nouvelle 

echappatoire, de se procurer, dans des circonstances de plus en plus aleatoires, une 

solution sacrificielle de rechange. »968 (our emphasis) The scapegoat is that figure 

charged with the expiation of guilt, fear and its concomitant outcome in an act of 

violence. It is in this context of rivalry and mimesis that the figure of the Double has 

its origin, for : 

"De l'interieur du systeme, il n'y a que des differences; du dehors, au contraire, il n 'y a que de 

l'identite. Du dedans on ne voit pas l'identite et du dehors on ne voit pas la difference. ( .. ) 

Seule la perspective du dehors, celle qui voit la reciprocite et l' identite, celle qui nie la 

difference, peut reperer le mecanisme de la resolution violente, le secret de l 'unanimite refaite 

contre la victime emissaire et autour d'elle. Quand il n 'y a plus du tout de difference ( ... ) 

968 Girard, R : La Violence et le sacre : Editions Bernard Grasset 1972 : p 204 
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quand l'identite est enfin parfaite, nous disons que les antagonistes sont devenus des doubles ; 

c'est leur caractere interchangeable qui assure la substitution sacrificielle. »969(our emphasis) 

In his work on Shakespeare, Girard observes that having identified the force or power 

that "periodiquement detruit la structure differentielle de la societe", Shakespeare 

« lui redonne vie sous la forme d'une crise mimetique, qu'il appelle crise du Degre et 

la fait resoudre dans la violence collective infligee au bouc emissaire. »970 The end of 

one cultural cycle inevitably signals the start of another, and it is« la mise a mort 

unanime qui transforme la force destructive de la rivalite mimetique en une force 

constructive, celle de la mimesis sacrificielle, laquelle reproduit periodiquement la 

violence originelle afin d'empecher la crise de renaitre. »971 (our emphasis) We believe 

that Girard's deduction unequivocally defines the role of the Double in Celine's 

works. Born of necessity from a situation of conflict, this figure is the agent 

responsible for the transformation of a destructive force of rivalry into the type of 

constructive power inherent in a sacrificial form of mimesis. It is this form of 

transmutation that the reader witnesses in the interrelation of Celine's narrators with 

their Doubles throughout his works with its outcome in the liberation of the author's 

creative aesthetic expressed in poetic prose. 

However, nowhere else in the author's work does such an interreaction produce a 

degree of abjection equal to that experienced by Ferdinand in his conflict with Jules, 

the painter in Feerie. In this instance, we are witness to a degree of debasement that is 

directly proportionate to the narrator's capacity for 'resurrection' or liberation from 

the morally stultifying situation to which he has been reduced as a result of 

destructive feelings of jealousy and rivalry. In turn, through the catalytic agency of the 

Double, his circumstances have been transformed into a positive force for creation. 

Monster 

We believe that the figure of Jules in Feerie is a reflection of Prospero's monstrous 

double Caliban, and just as Caliban is the hidden face of Shakespeare, so is Jules the 

monstrous pendant of Celine-Ferdinand. Celine's stature as a writer makes this notion 

as difficult to assimilate as it is in the case of Shakespeare: « Notre veneration pour 

969 Girard, R: La Violence et le sacre: Editions Bernard Grasset 1972: pp 221-222 
970 Girard, R: Shakespeare: lesfeux de l'envie: Editions Grasset et Fasquelle 1990: p 14 
97 1 Ibid p 14 
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Shakespeare est telle que nous ne supportons pas l'idee, pourtant assez evidente, 

qu'en creant ce monstre ultime, c'est avant tout a lui-meme et a son theatre qu'il 

songeait. »972 (our emphasis) Further proof that the figure of the Double-as-Rival is an 

agent for creation exists in The Tempest, with its parallel discernible in Feerie I and II, 

and, to a lesser extent, in Celine's other novels. In Shakespeare's play, Caliban the 

monster, is the incarnation of all pre-linguistic, intuitive acuity and cunning that 

Celine's narrator Ferdinand so admired in Jules the artist, the monster who : "( ... ) 

incarne ce melange paradoxal d'aveuglement et de perspicacite qui caracterise les 

regions inferieures de la mimesis conflictuelle."973 Although the narrator of Feerie 

despises Jules on one level for his alcoholism, womanizing and general baseness, the 

author-narrator cannot help admiring his innate gift for artistic expression, to the 

extent that in his correspondence Celine referred to Gen Paul, the artist who was the 

inspiration for the figure of Jules as his 'brother'. In this sense, Jules represents the 

pre-linguistic Caliban of Shakespeare's play- a figure who, having been taught 

articulated speech by Prospero, curses him for that gift in the same way that Jules 

appears to avenge himself on Celine's possession of a creative aesthetic by 

appropriating that gift in the form of the narrator's wife Lili. Indeed, Caliban's curse 

leveled at Prospero in The Tempest, could just as easily have been spoken by Jules: 

"You taught me language, and my profit on't 
Is, I know how to curse. The red plague rid you 
For learning me your language!"974 

The following extracts from correspondence with Celine's wife Lucette as well as 

friends, including Milton Hindus, reveal the author's ambiguous sentiments towards 

the artist. In a letter to Lucette Destouches written in 1946 Celine refers to Gen Paul 

as « vii, bas et genial », while in an undated letter to Paul Marteau he describes the 

artist as« un enfant gate du Malheur, ~ien plus intelligent et plus dangereux encore! 

parce que genial artiste ( ... ) faux ivrogne, faux fou ... faux pauvre le bourgeois le plus 

coriace et le mieux camouflee du monde, etjaloux, du delire! de l'ombre de son 

ombre! Pas un atome de ca?ur ! lui ! sa gueule ! ». And in a significant reference to 

Shakespeare's The Tempest Celine describes Gen Paul as«( . .. ) Caliban - toutes les 

bassesses, toutes les trahisons, » while for Albert Paraz he was « ( ... ) Roublard, 

972 Girard, R: Shakespeare: lesfeux de l'envie: Editions Grasset et Fasquelle 1990 p 553 
973 Ibid : pp 557-558 
974 The Tempest: Act I scene 2: p 77 
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jaloux - Mais avec un damne genie du mal bien amusant. Je l'aime bien- comme un 

frere ( . ... ) ». And finally, in a letter written in 1947 to his friend Georges Geoffroy, 

Gen Paul is described as possessing« ... du genie et c'est unfrere. Mais il est 

demoniaquement pervers. Jaloux. Jaloux a en crever. ( ... ) I1 faut le manier comme 

une harpe. Certaines de ses cordes sont exquises, d'autres atroces. »975 

We posit that Celine's equivocal sentiments for Gen Paul are an expression of the 

writer's conflicted inner self which, through his art, he sought to resolve by 

transforming rivalry into productive mimesis. In other words, the writer acts as his 

own medium for the resolution of abjection caused by inner conflict through the 

creation of the figure of the Double. It is thus evident that for Celine "la mission de 

l'ecrivain (etait) d'assumer de fa9on mediumnique, tout le temps qu'il ecrit, cette 

abjection qui est la forme extreme du lien social."976 Indeed, 

"Caliban symbolise le sentiment poetique a l'etat brut, tel que Shakespeare !'a vecu lui-meme 

avant d ' ecrire son ceuvre et dans !es debuts de celle-ci, informel, amoral, vaine, immoral, 

dangereux done et meme reprehensible, mais neanmoins indispensable a la creation. Prospero 

initiant Caliban a la parole, c'est Shakespeare lui-meme transformant en ceuvres litteraires 

I' inspiration encore sans langage de ce monstre. »977 ( our emphasis) 

By the same token, we are witness to a similar process in Feerie, where, in ceding his 

artistic muse Lili to the 'monster' Jules, Celine is transforming his pre-linguistic 

creative aesthetic into a literary oeuvre which finds its expression in Feerie pour une 

autrefois. 

Girard's description of Caliban's function in The Tempest could equally be transposed 

to that of Jules in Feerie, as he is " ... a la fois le produit- le monstre mythique - et le 

processus qui l 'engendre - notre processus mimetique, bien entendu!"978 (our emphasis) 

Indeed, this mimetic process in which the figure of the Double has its origin, is 

described at the start of Feerie I and, significantly in the context of a stage 

performance: "La vie, c'est des repetitions979 jusqu'a la mort .... Elle nous ramene les 

gens, les memes, leurs 'doubles' s'ils sont plus, les memes gestes, les memes 

975 Celine : Romans t IV : Editions Gallimard 1993 :Notice pp 1182-1183 
976 Bellosta, M-C: Celine ou !'art de la contradiction: Presses Universitaires de France, 1990 : pp 172 
977 Girard, R: Shakespeare : lesfeux de l'envie: Editions Grasset et Fasquelle 1990: pp 555 
978 Ibid p 556 
979 A double entendre for 'repetition' and 'rehearsal' 
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turelures ..... on loupe son entree, sa sortie, et votre poisse commence! ( ... ) vous avez 

qu'une piece a jouer ! Une seule ! (FI p 25) So completely do Shakespeare's works 

appear to be integral to Celine's creative process, that we suggest that The Tempest 

could represent a metaphor for two distinct periods in the evolution of the author's 

oeuvre - the first encapsulating Voyage au bout de la nuit, Mort a credit, Casse-Pipe 

and the pamphlets; the second including Guignol 's Band I and II; Feerie I and II, d 'un 

Chateau l'autre, Nord and Rigodon. If one assumes that the pamphlets include Mea 

culpa, then each section would include seven works- the first group falling under the 

sign of Caliban; the second under that of Ariel, thus denoting a progression towards 

weightlessness as a metaphor for creativity in Celine's oeuvre. 

If the figure of the Double is an expression of one's 'shadow self, or 'dark' side, no 

further proof is needed that an internalization, an acceptance ( as opposed to a denial) 

of that aspect of one's being is essential for a realization of the aesthetic creative 

process than in Prospero' s words addressed to Caliban towards the close of the play: 

"This thing of darkness I 
Acknowledge mine. "980 

We posit that Caliban represents Celine's internal rival, his shadow self, his dark 

side, his alter ego, or 'monstrous double'. Just as Shakespeare endowed Caliban 

with the power of speech, so does Celine invest that power in his own alter ego 

through the creation of figures of the Double in his works, and in particular that of 

Jules in Feerie pour une autre fois, the most 'Calibanesque' of those figures. 

Ariel or Artistry 

In The Tempest, when Prospero and Miranda arrived on the island, it was inhabited, 

not only by Caliban and his mother, but also by Ariel, a sprite who had been 

imprisoned in the trunk of a pine tree by Caliban's mother, the sorceress Sycorax 

whose name evokes that of Karalik the sorceress in Celine's ballet Secrets dans l 'fle. 

Ariel had been punished for refusing to obey Sycorax's orders, being, in Prospero's 

words, 

980 The Tempest: Act V scene 1 : p 135 
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"( ... ) a spirit too delicate 
To act her earthly and abhorred commands, 
Refusing her grand hests, she did confine thee, 
( ... ) Into a cloven pine; within which rift 
Imprisoned, thou didst painfully remain, 
A dozen years ( ... )"981 

In Girard's view, « Ariel represente un mode litteraire raffine, serein et noble, celui 

que le dernier Shakespeare souhaite substituer aux oeuvres chaotiques de Caliban. »982 

As critics have noted, The Tempest differs technically from Shakespeare's previous 

works as it is the only piece written by the playwright in his mature years "qui se 

conforme aux fameuses unites aristoteliciennes de temps, de lieu et d'action."983 This 

is equally true for Feerie pour une autre fois II, which mirrors Shakespeare's last play 

on several levels, not least of which is Aristotle's three unities mentioned above. We 

submit that just as Celine's oeuvre could be categorized first under the aegis of 

Caliban, and subsequently under that of Ariel, the two works Feerie I and II mirror 

that schism, the former work represented by Caliban-Jules and the centripetal forces 

of literal and figurative confinement represented by a prison cell and the weight of 

public disapprobation; the latter by Ariel-Celine signifying the centrifugal forces of 

aesthetic creation through the agency of poetic prose, of /eerie. 

As a metaphor for the potential of Celine's creative spirit to rise above the most abject 

of conditions - incarceration in a cramped prison cell in Denmark - The Tempest 

offers us an example of that power embodied in the cries of an imprisoned Ariel that 

could be heard "d'un bout a l'autre de l'ile", signifying that "toute brutalisee et 

etouffee qu'elle est, !'inspiration superieure n'etait pas absente des oeuvres domines 

par Caliban. "984 The corollary of this is also true, as « ... comment douter de 

!'omnipresence de Caliban dans Shakespeare des lors qu'il occupe une place 

importante dans la seule piece qu'il faille attribuer sans hesitation a Ariel, la Tempete 

elle-meme? »985 This thesis holds true for Celine's works and in particular in the 

latter example which applies to Feerie IL thus demonstrating a triumph of the 

aesthetic spirit of Celine-Ariel. Like Ariel who "aspire a un etat qui le degagerait de 

98 1 The Tempest: Act I scene 2 : pp 73-74 
982 Girard, R: Shakespeare : lesfeux de l'envie: Editions Grasset et Fasquelle 1990 :p 560 
983 Ibid :p 560 
984 Girard, R: Shakespeare: lesfeux de l'envie: Editions Grasset et Fasquelle 1990 : p 561 
985 Ibid p 561 
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tout esclavage mimetique,"986 - or the necessity for a Double - the evolution of 

Prospero from Caliban to Ariel finds its echo in that of Celine the author as well as his 

avatars as narrators in his novels - Bardamu, Ferdinand, Celine - from a state of 

dependence on the tyranny of the Double to that of freedom and weightlessness 

inherent in all states of complete aesthetic independence. This is evident in the 

gradual diminution and eventual disappearance of the Double in the novels of the 

trilogy, similar to a cinematographic fade-out. An example of this occurs in Celine' s 

last novel Rigodon, where the figure ofVaudremer, a medical colleague Celine had 

worked with at St-Jean-d' Angely during the exodus from Paris in 1940, appears as a 

collective phantom of all the preceding figures of the Double, only to fade away 

conclusively: "Vaudremer! ... semi-lumineux! ... je vous somme! ... qu'est-ce que vous 

me voulez? ... vous etes la ? ... oui ? ... non ? revenant d' ou ?" (R p 722) 

Power-play 

The 'tempest' in Feerie II, caused by the bombardment which disorientates the 

inhabitants of the rue Girardon building is entirely Celine's creation - a figment of his 

imagination over which he possesses ultimate control. As such, it may be described as 

a« tempete sous un crane »987 similar to the one created by Prospero in Shakespeare's 

play, resulting in the same outcome, "celui d'amener tousles ennemis de Prospero 

sous la ferule de celui-ci, dans le seul lieu ou tous ses voeux sont immediatement 

exauces, son ile, son univers a lui, celui de la creation litteraire."988(our emphasis) This 

evocation of Prospero-Shakespeare's power echoes that of Celine' s creative 

dominance over all that he calls into being in his work. It is a manifestation of the 

author's supreme creative power that is particularly evident in Feerie pour une autre 

fois, a novel in which Celine exercises his prerogative to« transformer ses ennemis en 

personnages de sa propre fiction et, dans ce cadre, les cha.tier, les cha.tier comme bon 

lui semble. »989 The veracity ofthis statement is borne out in the passage in Feerie I 

where the author's literary contemporaries are ridiculed in a savage satire that 

lampoons them to the extent that they become burlesque caricatures of themselves : 

"Je les vois en haut de la tranchee! Moi dans la creme! S'ils s'esclaffent! Ciboire et la 

Pharisienne! .... Ils en peuvent plus de rire ! Frarn;:ois en souliers de satin ! ... le 

986 Girard, R: Shakespeare : lesfeux de l'envie: Editions Grasset et Fasquelle 1990: p 562 
987 Ibid :p 564 
988 Ibid p 564 
989 Ibid p 564 
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m6me Nartre ! Ils sont habilles tyroliens ! ... petites culottes ! ... et bicornes !( ... ) » 

(Fl p 94) Nowhere in Celine's ceuvre is the desire to ridicule, and in so doing, to 

destroy the prestige of his rivals so clearly manifest as in this episode. As was the case 

for Shakespeare, « Une piece de theatre est le champ de bataille imaginaire ou le 

dramaturge prend sa revanche sur la 'vie reelle'. »990 Through the power of his pen, 

Celine has destroyed his rivals as thoroughly as Roland put paid to his Saracen rivals 

with his sword Durandal991 : « I1 a taille en pieces Faldrun de Pui et vingt-quatre 

autres, des mieux prises. J amais homme ne desira tant se venger. »992 

Although the backdrop to both versions of Feerie is surreal, situated at the end of a 

war that threatened to destroy Europe, Girard reminds us that : 

« Le monde qu'invente un grand ecrivain n'a pas a coi:ncider avec le monde dit reel pour 

parler reellement de Jui. La 'magie' de l'ecrivain est la substance meme de ce monde reel, 

lequel regorge toujours de ce qu'exige la poursuite de sa (triste) marche mimetique, tout 

comme Prospero lui-meme. »993 

In Feerie, Celine, through the medium of his fairy-tale, sketches, in a style that is 

hyper-mimetic, the fantastic scenario of an apocalyptic world wracked by a 'tempest' 

that has its origin in social discord and the strictures of a world dominated by molar 

institutions, notably that of war. As was the case for Shakespeare's 'tempest', « Pour 

la declencher, ni la furie des elements, ni la magie de Prospero ne sont vraiment 

necessaires. » 994 Ironically, it was a 'tempest' of this magnitude that Celine sought to 

avert in writing the pamphlets: "What Celine is doing, therefore, in Bagatelles pour 

un massacre, is inviting his audience to roll up and witness, not the massacre of the 

Jews by the French, but the opposite: the destruction of the French in a coming war 

instigated by the Jews."995 Similarly, through the power of his pen in the evocation of 

a 'tempest' in Feerie Celine sought to liberate himself from the social disapprobation 

he had incurred through the publication of the pamphlets. 

990 Girard, R : Shakespeare : /es feux de l 'envie : Editions Grasset et Fasquelle 1990 : p 565 
99 1 Our reference to the Chanson de Roland was prompted by Celine's reference to Roland ' s battle 
against the Saracens on pages 88 - 89 of Feerie I , shortly before his description of the narrator' s 
imagined humiliation at the hands of his literary rivals. 
992 La Chanson de Roland : L'Edition d ' Art H. Piazza : Paris 1966 : p 159 
993 Girard, R : Shakespeare: lesfeux de l'envie: Editions Grasset et Fasquelle 1990 :p567 
994 Ibid p 566 
995 Hewitt, N: Th e life of Celine: a critical biography: Blackwell publishers 1999: p 168 
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As was the case in The Tempest, Celine's novel encapsulates all the Shakespearean 

themes present in that play: "la seduction mimetique, la crise sacrificielle, les duperies 

de la rivalite, les doubles monstrueux,"996 all thrown together in a work in which these 

elements do not appear to be linked by any visible plot or narrative intrigue related to 

past events. Like Shakespeare, Celine« ecrit plut6t une suite d'allusions a son propre 

passe litteraire; il distille une delicate parodie de lui-meme sous sa forme de saynetes 

exquises. »997 And just as Prospero-Shakespeare's true victory was "son triomphe sur 

lui-meme", so too did Celine reach a point at which he could relinquish his desire for 

vengeance; a point at which he could finally dispense with the figure of the Double as 

a mediator in his rivalry with himself, and with which he was finally able to attain 

reconciliation; victory over the warring factions within his psyche. 

This progression finally earned Celine the right to appropriate the Bard's words 

addressed to Ariel through the magician Prospero on the release of Caliban, Stephano 

and Trinculo from imprisonment: 

"Though with their high wrongs I am struck to th'quick, 
Yet with my nobler reason 'gainst my fury 
Do I take part. The rarer action is 
In virtue than in vengeance. They being penitent, 
The sole drift of my purpose doth extend 
Not a frown further. Go release them, Ariel. 
My charms I'll break, their senses I'll restore, 
And they shall be themselves."998 (our emphasis) 

Not only does Prospero no longer wish to imprison the three felons, but he also 

wishes to relinquish any power he might have held over them, thus restoring them to 

themselves. We view this as a metaphor for Celine's release of himself from the 

figurative bondage of mimetic rivalry embodied in various figures of the Doubles in 

his oeuvre. His release had an outcome similar to that of Shakespeare's 'felons ' ; the 

conquest of a hard-won freedom to be himself, achieved through his creative 

aesthetic. 

996 Girard, R: Shakespeare: lesfeux de l'envie: Editions Grasset et Fasquelle 1990 :p568 
997 Ibid : p 568 
998 The Tempest: Act V scene 1 : pp 125-126 
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Liberation 

The notion of transgression is indivisible from that of power, and in the case of both 

Shakespeare and Celine, that of regaining power over themselves - instead of 

exercising it over others; ofrelinquishing the mask of 'actor' or 'narrator' in their 

works in order to speak with their own voice. Both Shakespeare's plays and Celine's 

novels revealed a gradual progression towards that point, culminating in liberation for 

both playwright and novelist in the latter part of their lives. 

There is no doubt that Celine was an iconoclastic individual, a fact that is endorsed in 

his correspondence with Elie Faure. Indeed, it was his anti-establishment viewpoint 

that led him to reject the Soviet post-revolutionary regime in his pamphlet Mea Culpa 

at a time when most of his literary contemporaries endorsed that particular form of 

Communist propaganda. It also led him to reject the tenets of formal institutions under 

the Third Republic such as those relating to education, religion and even health care 

with which he was intimately acquainted. Ultimately this led Celine to espouse" ... a 

French anarchism of the Right, which is anti-progressist, anti-bourgeois and anti­

Semitic and which( ... ) can make common cause with Nazism."999 Celine's anarchic 

stance regarding the principles espoused by the industrial bourgeoisie of his epoch 

appears to be based on nostalgia for the Belle Epoque and his admiration for skills 

such as lace-making which were overtaken and finally eliminated by the advent of 

industrialisation and mechanisation. Hewitt suggests that Celine's antagonism towards 

the dominant socio-political climate during the inter-war years was heightened, not 

only by unacceptable social conditions including cramped and therefore unhygienic 

housing conditions 1°00, but importantly, from a literary viewpoint, because" ... it 

refused the world of 'feerie' by symbolically rejecting Celine's ballets", 1001 which, 

interpreted by Celine as a Jewish 'plot', fuelled his anti-Semitism. 

In fact, "Hatred, and thirst for revenge are central to both what we can perceive of 

Celine's own personality and, in particular, to his writing, beginning with his famous 

dictum that 'slang is the language ofhatred'" 1002 - an aspect of transgression as a 

means to power through literature that we examined in our chapter on Celine's 

999 Hewitt, N: The life of Celine: a critical biography: Blackwell Publishers: p 280 
100° Celine was, in his medical capacity, primarily a hygienist. 
1001 Hewitt, N: The life of Celine :a critical biography: Blackwell Publishers 1999: p 280 
1002 Ibid p 284 
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idiolect. However, the conflation of hatred and a thirst for revenge ultimately led to a 

desire for dominance or power over a victim, but as was the case for so many facets of 

his personality, Celine's attitude towards the exercise of power was inherently 

ambiguous. Typical of a bullying personality, which is humiliated when power is 

wielded against him - for example the loss of Elizabeth Craig or the refusal of 

impresarios to stage his ballets and the failure of his dispensary at Clichy - he had no 

hesitation in humiliating others in tum, such as his second wife Edith Follett in a cruel 

letter of separation. Much later, the American professor Milton Hindus became the 

butt of the author's mercurial treatment that frequently bordered on the psychotic. In 

Adomo's terms, Celine "exhibits many of the characteristics of the classic bully, or in 

technical terms, of the Authoritarian Personality, who defers to authority when 

exerted from above, and exercises it ruthlessly on those below." 1003 This theory 

resonates with Celine's anti-Semitism which stems from a perception of the Jew as an 

authoritarian figure wielding unlimited power, to which the 'victim' has to defer, in 

order to legitimize his resistance to that real or imagined power. This is the origin of 

the sociologist Mandel's assertion that "the anti-Semite needs the continued existence 

of the imaginary Jew in order to maintain his identity and deny his 

authoritarianism." 1004 The Jew therefore became the mask behind which Celine hid 

his desire for power or rampant authoritarianism over a perceived 'enemy' , while 

simultaneously portraying himself as a victim. Celine thus legitimized his persecution 

of the Jews by portraying them as figures of power- and possible destruction of the 

Aryan race- by leading the nation into a second World War. Anti-Semitism is 

therefore a key manifestation of authoritarianism, Celine using language as an 

instrument to both acquire and wield power; a power that was attained through the 

transgressive agency of figures of the Double in his works. Only when he had 

relinquished that need to dominate, did_ his need for that figure become redundant and 

he could thus dispense with the Double. 

There is no doubt that Shakespeare's works had a profound effect on Celine in the 

context of the acquisition of power through transgression. To sustain this thesis, one 

has only to recall the figure of Macbeth, who committed the ultimate transgression in 

1003 Hewitt, N: The life of Celine :a critical biography: p 284 quoting from Adorno, T : The 
Authoritarian personality 1950 
1004 Ibid p 285 
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the heinous crime ofregicide (the assassination of the highest authority possible 

authority in the country). This association may also explain the proliferation of quotes 

from that play in Guignol 's Band, a novel in which rivalry, murder and power issues 

dominate the narrative. Other Shakespeare plays that no doubt influenced Celine, 

given their presence in his works, and which demonstrate the acquisition of power 

through acts of transgression include Hamlet-quoted throughout Feerie I and II and 

in Entretiens avec le professeur Y; Richard III, - quoted from and alluded to in 

Guignol 's Band and Feerie I; and finally Henry V to which oblique reference is made 

in the Voyage through the Macaulay's tale of Monmouth the Pretender. 

Deviation 

With regard to a subversive deviation from the norm in specific works by Shakespeare 

and Celine, The Tempest ends uncharacteristically in Elizabethan terms, by failing to 

acknowledge the presence of actors behind the characters they have played, and thus 

returning the audience to the reality of everyday life. Instead, Prospero, in his closing 

speech, "blurs the planes ofreality which are ordinarily distinct." 1005 In his Epilogue, 

Prospero asks for applause, but not with the voice of an actor playing the part of 

Prospero, but as Prospero himself, "suddenly and mysteriously aware of the theatre 

audience ... " 1006 : 

"( ... )Now tis true 
I must here be confined by you 
Or sent to Naples. Let me not, 
Since I have my dukedom got 
And pardoned the deceiver, dwell 
In this bare island by your spell; But release me from my bands 
With the help of your good hands. Gentle breath of yours my sails 
Must fill, or else my project fails, 
Which was to please. Now I want 
Spirits to enforce, art to enchant; 
And my ending is despair, 
Unless I be relieved by prayer, Which pierces so, that it assaults 
Mercy itself, and frees all faults. 
As you from crimes would pardoned by, 
Let your indulgence set me free." 1007 ( our emphasis) 

1005 The Tempest : Introduction p 50 
1006 Ibid p 50 
1007 The Tempest: Epilogue : p 137 
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In Prospero's Epilogue we are not witness to the simple utterance of a player 

constructing a parallel between his persona in the play and his real self, but a 

deliberate drawing together of audience and actor. Prospero has come down from the 

stage, removed his mask, revealing himself as Shakespeare the man for the first time. 

This gesture is echoed in Celine's Feerie II with the abandonment of Ferdinand the 

narrator and his replacement by Celine-as-narrator throughout the trilogy. Indeed, 

Feerie II is as transgressive as the ending to The Tempest, with the narrator at the 

close of the novel conflating the persona of the narrator Ferdinand with that of Celine 

the author. Through this device, the prologue to Feerie I which describes Clemence 

Arlon's visit to Celine the author, is united with the novel's Epilogue which finds the 

author abjectedly resting on a curbstone surrounded by a maelstrom of sheets of his 

manuscript erupting from the windows of his apartment in the rue Girard on. The 

Celine who was "le monstre de Montmartre", played by the narrator Ferdinand 

throughout both novels, regains and reveals his true identity as Celine-the-author, 

while simultaneously retaining the reader in a state of suspended disbelief, waiting for 

the play-acting to end and a return of the 'real' world of Clemence Arlon that had 

seemed entirely plausible at the start of Feerie I Instead, the reader is left marooned 

in a Montmartre that has assumed a nightmarish aspect, peopled by dreamlike figures 

such as the silent Norbert and the vindictive Mme Toiselle, the monster Jules and the 

spectres ofNormance, Mme Gindre and her servant. In other words, thefeerie 

continues, bearing the reader with it, enveloping us with its spell, just as Prospero in 

The Tempest continued to exert his magical power over the audience beyond the final 

curtain. 

Celt 

Two poets, then, Shakespeare and Celi~e united in a common Celtic heritage with an 

Aryan connotation. Poets in whom mysticism and fantasy is immanent; beings who 

rail against convention and the strictures imposed on their lives by those for whom, 

being devoid of imagination, "mourir c'est peu de chose" (V p 19) Decidedly, for them, 

"mourir c'est trop". For both men, poetry was their lifeblood, and the link between the 

two is no better illustrated than in the following descriptions offered first by Andre 

Suares commenting on Shakespeare; the second proffered by Celine in an interview 

with Robert de Saint-Jean: "Shakespeare est le plus grand des Celtes, c'est le parfait 

Breton. Du Normand, il n'a que l'energie et la force d'agir. Il est tout au drame, 
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comme a son fait. Mais son fait n' est pas le gain, ni meme la gloire, c 'est la 

poesie. »1008 And four centuries later, Celine, a contemporary French novelist-poet 

cements his bond with the Elizabethan playwright-poet in his declaration:«( ... ) 

Mon pere etait flamand du nord d'Hazebrouck, ma mere bretonne ( ... )Ce que je peux 

faire facilement, c'est la chevalerie, le roman d'apparition avec des rois, des 

spectres( ... ) 11 faut que je sente une resonance, que je travaille dans le nerf, que j'aie 

le bon contact. » 1009 

We can only speculate that Shakespeare would have left those that knew him with the 

same impression as Celine made on Pierre Monnier who, having conducted a series of 

interviews with the author, was left with the imprint of a man who was 

« ... singulier, impair, nourri de hargnes et de contradictions. Mais derriere l'apparence et 

l'enormite des defauts, !es violences de langage, les mensonges enfantins et l'irritabilite, (ii) 

disceme un ressort essential; la haine viscerale des pouvoirs appliques a soumettre !es foibles 

et !es pauvres, les enfants, !es malades, !es animaux, ceux que Celine aux yeux bleus de 

Breton, regarde avec tendresse. » 1010 

1008 Suares, A: Poete tragique: Shakespeare ou le portrait de Prosero : Editions Frarn;:ois Bourin : 
Paris 1990 : p ix) 
1009 Cahiers Celine I: Celine et I' Actualite Litteraire 1932-1957 : Editions Gallimard 1976 : Propos de 
Robert de Saint-Jean : pp 51-52 
1010 Monnier, P : Ferdinand Furieux: Editions de I' Age d'Homme: Lausanne 1979 : p 262 
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Conclusion 

The Introduction to this study suggested that the function of the figure of the Double 

in Celine's works was pivotal in terms of that figure's transgressive and maieutic 

agency in the production of the author's poetic prose. For this reason, we divided the 

work into two sections: one in which the transgressive function of the Double 

predominated in terms of the impetus required for the creation of the conception of 

the text, while the other related to the Double's maieutic agency and 'delivery' in 

terms of Celine's lyrical prose to the reader. However, we discovered that those 

categories were far from watertight, with elements of each being present in the other 

in a mirror-image of the Double itself. We are reminded here of Gaillard's description 

of subterranean space as "un sas, etanche, mais communicateur." 1011 

Pivot 

The pivot in this work is undoubtedly chapters Four (Celine's use of idiolect) and 

Five (Writing as a catalyst), spanning the divide between the transgressive and 

maieutic agency of the Double. We discovered elements of both in each of these 

chapters, hence their placement at the focal point of this work. While chapter Four 

primarily focuses on the transgressive element in Celine's use of his idiolect, maieutic 

factors are also present. Inversely, and in a mirror image of this chapter, chapter Five 

relating to the catalytic and maieutic agency of the Double examines for the most part 

the aspect of the delivery of Celine's poetic prose, while also acknowledging the 

transgressive element in the act of writing per se .. 

Should the reader question the length of the section under the heading Transgressors 

which is three times longer than its co~nterpart Midwives, we ascribe this to the fact 

that the transgressive agency of the Double is necessarily more complex than its 

maieutic expression which is simply the delivery of a lyrical, poetical style of writing 

engendered through transgressive agency. The first section of this work therefore 

required far more explanation and detailed analysis than did its counterpart Midwives 

which is simply its outcome. We thus view the maieutic section as the sum of the 

diverse parts of the transgressive elements that led to the fruition of Celine' s creative 

1011 L 'lmaginaire du souterrain: Textes reunis par Aurelia Gaillard. Universite de la Reunion p. 5 
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aesthetic extant in a level oflyrical prose designed to reach directly to the reader's 

emotional core. 

Entretiens 

An important element not included in our introduction, as it only emerged during the 

course of this study, relates to the effect of Celine's poetic prose on the reader. 

Perhaps not surprisingly, this factor became apparent in the chapter dealing with 

Celine's use of his idiolect, and his use of argot in particular. We may therefore 

deduce that Celine was far from being the sole beneficiary in the attainment of a level 

of prose which he envisaged in his Entretiens avec le professeur Y; one that would 

strike directly at the reader's emotional core. The essential spin-off is that 

prose of this calibre releases a kinetic, dynamic energy which involves the reader in 

the text through the agency of a degree of delire which Celine advocated in a letter to 

Milton Hindus: "Delirez si vous voulez, mais delirez JUSTE attention. Pour delirer 

Juste il faut que cela prenne au trognon de l'Homme de son ame, pas de sa tete." 1012 

There is no doubt then, that Celine's prose sets in motion a series of concentric circles 

similar to those created by a stone thrown into a pool. Radiating from a point of 

impact, the ripples evoke the centrifugal force of creativity which extends from the 

reader's core ( or point of impact) to encompass his entire being, "thereby allowing, 

not forcing, both text and reader to sing."1013 

Indeed, Entretiens avec le Professor Y, published shortly after Feerie pour une autre 

fois II was Celine's stylistic manifesto which formally defined his own maieutic 

method in his work. The work is a dialogue between Celine and Professor Y (Colonel 

Reseda), which evokes obvious comparison with Plato's Dialogues with a fictitious 

Socrates. In this work Celine expounds his theory of emotive stylistics encapsulated in 

the equation "metro-tout-nerfs-rails-magiques-a-travers-trois-points"1014, one which 

Celine defined as "plus important que l'atome!"1015 The important difference between 

Socrates and his interlocutors and Celine and the 'Professor Y', is that in the latter 

case, although Celine is theoretically in dialogue with the professor, it is Celine who 

is both interviewer and interviewee:"( ... ) c'est Celine qui est interviouve, C'est lui 

10 12 Letter to Milton Hindus dated 12 June 1947, in Editions de L 'Herne 1999: p 116 
10 13 Rainge, G: Capitalism and schizophrenia in the later novels of Louis-Ferdinand Celine: p 134 
1014 Celine: Romans t IV : Editions Gallimard 1993 : p 543 
101 5 Ibid p 543 
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qui foumit toutes les reponses et meme quelquefois les questions."1016 We therefore 

conclude that the maieutic outcome of this dialogue involves as much Celine himself 

as it does his interlocutor(s). Indeed, Celine's contribution to French literature is 

encapsulated in Dutourd's statement that« Celine a introduit dans la litterature 

frarn;aise 'une toute petite invention' ( .. . )!'invention de Celine c' est ( .. . ) l'emotion 

dans le langage ecrit. Personne en effet avant Celine n'avait ecrit comme lui et, depuis 

1932, beaucoup l' ont imite sans jamais l' egaler. » 1017 However, in general, the 

Entretiens did not attract favourable press reviews. One reviewer in particular, Robert 

Kemp, not only slates the work itself but, in an ironic reference to Socrates which 

underscores our thesis regarding the philosopher's influence on Celine, declares that 

the work is"( ... ) de grosse satire, cigue eventee." 1018 

Importantly, in the context of our thesis, a reading of Plato's Dialogues the Socratic 

maieutikos or dialectical method is creative in that it produces a fresh, original 

perspective on received ideas. In the same way, an attentive, active reading of 

Celine's works produces the same effect on the reader who becomes imbued with an 

entirely new outlook; frequently a complete reversal of views he or she had previously 

held through the author's ability to debunk conventional ideas. In other words, 

Celine's works compel the reader to abandon perceived ideas and opinions in order to 

embrace entirely new cognitive associations. In so doing, the reader, in tandem with 

the author, achieves an expression of his or her creative aesthetic. This idea is 

vindicated in the case of both Plato's Dialogues and Celine' s works, by the avid 

reader response which both authors' works continue to elicit today. 

Avatar 

We noted that manifestations of the Double occurred not only as actual figures in the 

novels in the persons of, for example, Robinson, Mille-Pattes, Jules, but also as a 

metaphor for that figure in various phenomena in both a transgressive and a maieutic 

context. Examples include the phenomenon of War and the use of Idiolect - both 

transgressive elements. In a maieutic context, the Double was also manifest in 

subterranean space and in the act ofwritingper se. With regard to War as a metaphor 

1016 Celine : Romans t IV : Editions Gallimard 1993 : Priere d' inserer pour Entretiens avec le prof essor 
Y ecrit par Jean Dutourd p 1365 
1017 Ibid p 1366 
1018 Ibid p 1367 : Robert Kemp : Les Nouvelles litteraires, 2 juin 1955 
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for the Double, we note that its effect on the protagonist in Celine's novels as well as 

on the author himself prompted him to create the figure of the Double in order to cope 

with the trauma experienced in war. Figures of the Double may thus be said to 

represent avatars of that prototype which prompted their creation. In tum, it was the 

Dionysian turbulence and disruption caused by War and its avatars in the author's life 

which led to the creation of his poetic prose as an outcome of creative rivalry between 

author and his Double as well as between the narrators in Celine's novels and their 

respective Doubles. We believe this phenomenon is extant in Celine's observation: 

"Bardamu? Ce n 'est pas moi, c 'est mon double. Mais Robinson aussi."1019 

Immanence 

In Celine's works, each instance of the attainment of an ideal state of being for the 

realization of creative aesthetic - whether expressed as a dissolution of individuation 

in a collapse of the ''principium individuationis"1020 or « de la sublimation de 

l'etre »1021 is associated with the divine duo of Hermes-Mercury. The implication is a 

dissolution of the ego as a prerequisite for authentic aesthetic expression in the 

creation of poetic prose. To a certain extent, magic plays a part in this equation, as the 

level of fantasy created by both Shakespeare and Celine causes the reader/spectator to 

suspend disbelief, thus subverting both reason and ego. We note that Celine was as 

skilled as Shakespeare in the creation of this level of magic embodied in both 

Guignol 's Band and Feerie pour une autre fois. 

It is in the abolition of the ego, through assimilation of the Other, that a purely 

elemental state is achieved by the hero, one which is an expression of pure 

immanence. It is also one in which Celine's poetic prose was to find its fullest 

expression. Is this not what achieving a state of immanence or La Grande Sante 

implies: dissolving to oneself, becoming imperceptible or clandestine? This notion is 

encapsulated in Deleuze's observation that«( .... ) si l'homme a un destin, ce sera 

1019 Carayon, Jeanne: Le docteur ecrit un roman: Cahiers de ]'Heme No 3 1962 : p 22 
1020 Nietzsche, F: The Birth of tragedy and The case of Wagner: Trans. Walter Kaufmann: Random 
House 1967: p 36 
1021 Durand G : Les structures anthropologiques de l'imaginaire Bordas Etudes Paris 1969 p 347 
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plut6t d'echapper au visage, defaire le visage et les visageifications, devenir 

imperceptible, devenir eland es tin ( ... ) » 1022 

Indeed, a complete assimilation of the text by the reader in a process described by 

Rainge as a "becoming-reader/text"1023 can only occur once the narrator/author has 

become 'clandestine' or 'imperceptible' - a Deleuzian term which we have 

interpreted in the state of immanence attained by Celine's heroes in the a fusion with, 

and concomitant elimination of the Double as an entity in opposition to himself - and 

the author's creative process. Celine thus rids himself of the "etrange detour" 1024 

presented by the Double which represents a barrier to the attainment of his ideal form 

of narrative formulated in his notion of a "metro-tout-nerfs-rails-magiques-a­

traverses-trois-points"1025 no detour, no obstacle to its passage: "vos rails sont droits 

que dans l'emotion!" 1026 The resultant degree of poetic prose present throughout 

Celine's oeuvre emulates his 'metro emotif, thus implicating the reader in an active 

interpretation of his text. In eliminating the Other incarnate in the figure of the 

Double, Celine attains a state which is " ... le vrai dualisme ( . .. ) avec l' absence 

d'autrui." 1027 Indeed, that dualism, an ideal state in which neither Good nor Evil is 

distinguished, exists in the interstice between the Other and its absence, as "Le vrai 

dualisme est tout a fait ailleurs: entre les effets ( ... ) d'Autrui ( ... )et son absence." 1028 

La Grande Sante 

In order to achieve a state of immanence, the protagonists in Celine's works were all 

required to embark upon a particular genre of journey which Deleuze termed a 

Robinson(n)ade1029 or "la perversion meme." 1030 And in Celine's Voyage au bout de 

la nuit, transgression and perversion of the rules of society are the hallmark of the 

protagonist-hero's trajectory which aims to "Instaurer le monde sans autrui, redresser 

1022 Deleuze, G, and Guattari, F : Capitalisme et schizophrenie: Mille Plateaux : Les Editions de 
Minuit: 1980: p 209 
1023 Rainge, G: Capitalism and schizophrenia in the later novels of Louis-Ferdinand Celine: p 150 
1024 Deleuze, G: Postface: Vendredi ou !es limbes du Pacifique: p 278 : « Instaurer le monde sans 
autrui, redresser le monde ( comme Vendredi le fait, ou plut6t comme Robinson peryoit que Vendredi le 
fait), c'est eviter le detour. »: p 278 
1025 Entretiens avec le professeur Y: Romans t IV: Editions Gallimard 1993 :p 543 
1026 Ibid p 541 
1027 Deleuze, G : Postface : Vendredi ou !es limbes du Pacifique : p 267 
1028 Ibid p 266 
1029 We note that the spelling of this term differs between the use of one 'n' and two 
1030 Deleuze, G : Postface a Vendredi ou !es limbes du Pacifique : p 283 

313 



le monde ( ... ) c'est eviter le detour. C'est separer le desir de son objet, de son detour 

par un corps, pour le rapporter a une cause pur: Les Elements. »1031 A cosmic 

element is thus implicit in the outcome of Celine's final journey which sees the 

narrator Celine-Destouches in the company of his wife and Bebert the cat gain an 

intrinsic, elemental serenity against a backdrop of actual - as opposed to fictitious -

wartime events which have lost their power to cause him trauma. This is a calm that 

cannot be shattered by external events, as it is immanent, a hard-won state of serenity 

that Celine journeyed towards throughout the trajectory of his novels, in the company 

of his Doubles; a journey expressed in some of the most poetic prose in French 

literature. Appropriately, the word denoting that journey of self-discovery - a 

Robinson(n)ade - incorporates the name of the Double of both Celine and his 

protagonist Bardamu in his first novel. 

Each journey in Celine's novels is diametrically opposed to the journey of the picaro, 

one in which the protagonist gradually assimilates the ways of the world. Unlike the 

picaresque hero, Bardamu's evasion is prompted by a survival instinct, leaving him 

increasingly alienated from society, to the extent that "Bardamu demeure, ( .... ) une 

sorte d'etranger au sein d'un monde hostile."1032 Essentially, Bardamu's continual 

flight from perceived danger is a morally and ethically creative act; one which 

surpasses that of the traditional definition of the picaro, as « La force centrifuge1033 qui 

le pousse le plus loin possible du bourbier et des dangers humains parait de ce fait 

contraire au principe du roman picaresque. »1034 

Signifying the end of Bardamu's journey to the end of his own particular night, is the 

fact that the novel closes with the protagonist's contemplation, at dawn, of an image 

of flux and an injunction to silence: "qu'on n'en parle plus".(V p 505) The closing 

scene in this novel presages a retreat into oneself, which is a prerequisite for authentic 

creative production; one which was to be borne out in the poetic prose which steadily 

increased with each successive novel, reaching its apogee in Feerie pour une autre 

fois. Celine' s first novel the Voyage thus represented merely the initial stage on the 

author' s own particular journey to the end of his night, culminating with the novel 

103 1 Ibid p 278 
1032 Verdaguer, P: L 'Univers de la Cruaute: une lecture de Celine : Librairie Droz 1988: p 133 
1033 In Deleuzian terms, a metaphor for the creative act, as opposed to one that is centripetal. 
1034 Verdaguer, P : L 'Univers de la Cruaute: une lecture de Celine: Librairie Droz 1988 : p 133 
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Rigodon the evocative name of a dance. In tum, this evokes the words of Jeanne 

Carayon, Celine's first secretary who recalled that "La compagne du Docteur 

Destouches, c'est done la Danse: le corps affranchi de la pesanteur par le rythme. 

C'est bien ce qu'appelaient ces yeux de Celte." 1035 

However, the state of immanence in which Celine-the-author as well as Celine­

Destouches the narrator finds himself at the end of both his life and the creation of his 

oeuvre is a hard-won conquest; one which Nietzsche described as "celle qu'il ne suffit 

pas d'avoir, celle qu'on acquiert, qu'il faut acquerir constamment, parce qu'on la 

sacrifie sans cesse, parce que sans cesse, il faut la sacrifier. " 1036 At the end of the 

Voyage we witness a Bardamu who declares "Mon trimbalage a moi il etait bien fini" 

(V p 500) words which evoke a sense of lightness inherent in one who has acquired a 

state of weightlessness - an Ariel freed from the weight of worldly encumbrance 

present in the person of Caliban. 

Reconciliation 

Implicit in Celine's quest to touch the reader's emotional core is an acceptance of 

Death as an integral part of life without attempting to dissimulate its finality. Such an 

acceptance entails living life in such a way that Death becomes part of the equation 

rather than a deferred state of existence. In this study we have demonstrated that 

Celine did indeed achieve that goal through the sublimation of his ego, and a 

reconciliation of the schism within his psyche caused primarily by war neuroses. We 

also noted a gradual decline in the presence of the figure of the Double in Celine' s 

works, particularly in the trilogy comprising D 'un chateau l 'autre, Nord and Rigodon, 

where the Double's presence fades away entirely in the last novel. We believe this 

signals both an acceptance of death as..well as a resolution of Celine's war-induced 

trauma with its concomitant reliance on the figure of the Double as both a refuge and 

an agent for artistic creation. The Double no longer represents the archetypal rival 

with whom the author-narrator is required to do battle; he and Celine have become 

one in a calm that is reflected in the last scene of the author's last novel Rigodon. 

1035 Carayon, Jeanne: Le docteur ecrit un roman: Cahiers de !'Heme 3 1962: p 21 
1036 Nietzsche, F : Le gai savoir : p 215 
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Dionysos 

The elements of Dionysian dance and song are, we believe, a key transgressive force 

for the production of Celine's poetic prose; a level ofliterary expression that was the 

outcome of the creative rivalry existing between the Dionysian conflict between the 

protagonists in Celine's works and their respective Doubles. The resultant poetic 

prose is an embodiment of Apollo, whose moniker 'the Brilliant' is one which best 

describes the level of poetic prose achieved by Celine in the novels of the Trilogy. 

The vicissitudes of Celine's protagonists, be they Bardamu, Ferdinand, Celine or 

Celine-Destouches, represent the progression of a journey towards what Otto Rank 

described as an "appointment per se of the artist with himself' 1037. In each novel, the 

protagonist, in a creative, dissident relationship with his Double, evocative of the 

creative rivalry between Dionysos and Apollo, evolves towards a state of immanence 

in which the necessity for the presence of the Double is gradually effaced; not to be 

negated, but to be assimilated within the persona of the protagonist as an integral 

element in his being. Mimetic rivalry is thus supplanted by the resolution of 

fundamental difference in a productive assimilation by the protagonist of all that the 

Other represented- and who formerly represented, in Deleuzian terms, a 'detour' on 

the path of the protagonist's journey towards an appointment with himself. 

Transgressors 

War and Death 

We observed how the transgressive agency of the Double was present in the 

phenomenon of War, and in which capacity the figure of the Double is, in this 

instance, a mirror-image of War itself. We also examined the Double's role as a 

refuge or shield for those suffering from traumatic war experiences, notably those 

suffered by Celine himself, by exploring the phenomenon of Death itself in the 

context of war, and in particular the significance of sacrifical death by suicide which 

is present in the figure of Robinson in Voyage au bout de la nuit. It is in an interview 

with Andre Brissaud that Celine offers us one of his most poignant reflections on 

death: "La mart qui est au bout, seule compte ... Pour moi, quand elle viendra, je lui 

1037 Rank, 0. : L 'Art et I 'Artiste : Creativite et developpement de la personnalite : Bibliotheque 
scientifique Payot ; 1998 :p 55 
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dirai que je suis bien content ... Salut la compagnie! Yous creverez tous, comme moi, 

dans la barque a Caron ... J'ai eu, moi aussi, des raisons de vivre." 1038 In this study, 

we therefore interrogated Death in the context of the production of Celine' s aesthetic: 

a Death that is accepted as an integral part of the journey oflife. 

We noted a gradual diminution of the figure of the Double in Celine's novels from 

Feerie pour une autrefois onwards in the novels of the trilogy, as he appears to be 

increasingly redundant, having fulfilled his role as a catalyst for the metamorphosis of 

the narrators in the author's works as well as a parallel evolution of the author 

himself. This progression is reflected in Celine's choice of name for his narrator, 

starting with Bardamu, progressing to Ferdinand (Bardamu's first name) and ending 

with Ferdinand-Celine, an onomastic trajectory which, we believe, is a reflection of 

the author's gradual reconciliation with the fragmented aspects of his psyche. He has 

evolved from a figure who is at the mercy of the whims of the Other, starting with 

Robinson, to an individual who has regained himself; an immanent being reconciled 

with his duality and no longer at war with that part of his being that constituted the 

Double. 

Celine's narrators were ultimately able to bridge the gap separating them from their 

respective Others or Doubles in the persons of Robinson, Courtial des Pereires1039, 

Sosthene de Rodiencourt, Mille-Pattes and lastly Jules, the epitome of malevolence 

and the most extreme example of mimetic rivalry embodied in the Other in Celine's 

works. From that point onwards, the Double, having achieved his purpose, almost 

ceases to exist, except in a shadow version of himself in the figures of La Vigue and 

Vaudremer in the trilogy. It appears as though this figure, like a character in a film, 

gradually fades from the picture, his image dimming as the overall story draws to a 

close. 

1038L'Heme No 3: Lettres Modemes: Andre Brissaud: Voyage au bout de la tendresse: p 231 
1039 We note that although in the case of these two figures that separation was caused by Death, their 
relationship was nonetheless deemed to have been reconciled. 

317 



Initiators, Rivals 

Although not inherently transgressive, the various father-figures present in Celine's 

life played a key initiatory role in stimulating Celine's interest in a dual career of 

medical doctor and writer. In their capacity as both initiators and the prototype of the 

Double-as-Rival, these figures occasionally provided an example of both transgressor 

and midwife, the Hungarian obstetrician Semmelweis being a case in point. While 

providing the subject for Celine's medical thesis, Semmelweis also afforded the 

aspirant doctor the opportunity to hone his writing skills for which he was praised by 

his medical examiners. Other initiators were to follow, including Henry de Graffigny 

(Raoul Marquis) and Benedictus, who were to serve as Celine's inspiration for the 

creation of the figures of Courtial des Pereires in the case of the former, while 

Sosthene de Rodiencourt and Borokrom were believed to have been inspired by 

Benedictus. Of particular significance in the gallery of influential father-figures is that 

of Ludwig Rajchman, a respected doctor and Celine's colleage at the Societe des 

Nations who was caricatured in both the author's play L 'Eglise as well as in the 

pamphlet Bagatelles pour un massacre in the figure ofYudenzweck, thus providing at 

outlet for Celine's anti-Semitism. 

Dionysos and Apollo 

The archetypal, mythical duality ofDionysos and Apollo was examined in terms of a 

productive conflict between rivals resulting in artistic expression in Celine's works. 

That rivalry is in fact integral to artistic production : « C'est ce qu'on pourrait appeler 

la necessaire dissidence de la creation. »1040 Drawing on Nietzsche's The Birth of 

Tragedy, we drew a parallel between that philosopher's comments on the 

ineluctability of Fate present in Attic tragedy, and a concomitant acceptance of death 

as part of life, and Celine's gradual coming to terms with his own fate. Dionysos' 

transgressive nature expressed in song, dance and ribaldry is interpreted in terms of its 

expression in Celine's works as an agent for artistic production. We also drew a 

parallel between Celine's attainment of a fundamental calm towards the end of his life 

and literary career and the immanence of 'brilliance' of Apollo which echoes the state 

attained by the author and expressed in his prose. We discovered that in order to gain 

104° Ferrier, M : Celine et la chanson : p 269 
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a full understanding of Celine's works it was essential to understand the role of a 

Dionysian presence in the creation of poetic prose in Celine's oeuvre. 

Idiolect and comedy 

We examined Celine's transgressive use of his idiolect, present in form of argot, 

ironic laughter, caricature and vulgarity, as a metaphor for the Double. Particularly 

significant was the author's use of his idiolect to ridicule societal norms and the 

individuals who sustained that status quo. The regenerative force of Celine's use of 

idiolect in the context of an active reading of his texts was also found to play a 

significant role in the production of the author's poetic prose, as was the use of the 

English language in particular, which we believe had its roots in Celine's admiration 

for Shakespeare. Indeed, the role of the English language is particularly significant as 

a metaphor for transgression and freedom expressed in Voyage au bout de la nuit, 

Mort a credit and especially Guignol 's Band where the narrative is played out against 

a backdrop of London, with the statue of Shakespeare in Leicester Square as its focal 

point. 

Midwives 

Writing as catalyst 

We interrogated the act of writing as an agent or catalyst for the integration of the 

schism present in the author's psyche in the context of a creative act. For Celine, 

alchemy played a significant role in the writing process, one which appears to have 

been undertaken under the aegis of the dual divinity Mercury-Hermes, and we believe 

that the duality of Mercury-Hermes therefore functions as a catalyst for the generation 

of Celine's creative impulse. We examined the phenomenon of psychogogy - an 

instrument of maieutic in terms of a link to Hermes in his function as psychopompe, 

which entails the ability "to lead souls to the nether world." We believe this 

encapsulates the Socratic maieutic method of leading the mind, through dialectic, to 

self-discovery. The significance of the divine duo Hermes-Mercury in Celine' s works 

is relevant, not only in its representation as a pivotal alchemic figure, but also in the 

incarnation of Hermes Trismegiste (thrice-greatest) who is« le principe du devenir, 
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c'est-a-dire selon l'hermetisme, de la sublimation de l 'etre. ». 1041 We found that it was 

not fortuitous that Celine consecrated his oeuvre to this particular divinity and his 

avatars, as Mercury is not only "la planete de Paris"1042, but also because" le dieu 

Mercure, qui gouverne le signe des Gemaux a l'air pour element, soit !'element sur­

positif chez Celine."1043 

Ambiguity and the grotesque 

Eminently ambiguous and therefore maieutic, subterranean space fulfils the role of a 

metaphor for a regenerative hypogeal journey undertaken by the narrator in Celine's 

works. We therefore concluded that those subterranean spaces present in Celine's 

works represent the site of a metaphorical descent into oneself in a search for the 

Truth. We found this to be particularly relevant in the context of Feerie II which was 

written from within the confines of a prison cell. We also discovered a parallel 

between the degree of enclosure in which the author wrote his works and the level of 

poetic prose present the resultant works. Directly proportional to the degree of 

enclosure from which they emerged, these works display a level of fantasy which 

leads one to conclude that a state of confinement served as a catalyst and metaphor for 

the Double in its agency to achieve the dissolution of the barriers separating the 

author from society. It is in this sense that subterranean spaces are deemed maieutic in 

both versions of Feerie pour une autre fois, as they provide a site for the delivery of a 

heightened level of poetics in the author's prose. 

Associated with the notion of the subterranean, chthonic world, is that of the 

grotesque. It is in this context that we explored the instances of physical disability in 

the form of a limp in the author's works, as they denote an earthbound, subterranean 

existence compared with their counterpart, the dancer who is the epitome of Ariel, an 

airborne creature. We note that instances of claudication or boiterie occur in the 

narrator's case in times of stress, such as the instances cited in Guignol's Band in the 

events leading up to the bacchanalia at the Touit-Touit club. In itself, that event takes 

place in one of the most grotesquely significant subterranean spaces in Celine's 

works; in a cuve which evokes a vat for alchemic transmutation. In this instance we 

104 1 Durand G : Les structures anthropologiques de l'imaginaire Bordas Etudes Paris 1969 p 347 
1042 Charles Barlet: (Faucheux, Albert) L 'astrologie et la guerre: La Sirene (1918) p 21 in Derval, A: 
Le recitfantastique dans l'reuvre de Louis-Ferdinand Celine: p 291 
1043 Ibid p 291 
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are witness to a reverse process of the transmutation of Evil into Good with the dwarf 

Mille-Pattes transforming Good into Evil during a Saturnalia which culminates in the 

deflowering and subsequent pregnancy of the hitherto virginal Virginie. 

Celine's Bard 

Shakespeare was perhaps the most significant literary influence on Celine; one that 

lasted throughout the author's life, causing him to write his works under the aegis of 

the Elizabethan playwright. Indeed, Shakespeare appears to represent a Double or 

alter ego for Celine, a notion that finds expression in a mirror-image of the abrogation 

and creation of magic. While Prospero, the magician in Shakespeare's play The 

Tempest abjures his magic by breaking his baton at the close of the play, Celine's 

narrator in Entretiens avec le professeur Y breaks his baton before immersing it in 

water in a demonstration of the magic inherent in his "metro-emotif' . While 

undoubtedly representing an initiator into the world ofletters for Celine, Shakespeare 

also fulfils a maieutic function in that he provided a site for the gestation and delivery 

of the author's poetic prose. 

We analysed the parallels between Shakespeare's last play The Tempest and Celine' s 

novels Guignol 's Band and F eerie pour une autre fois in terms of a heightened 

degree of poetic prose and fantasy present in these works, taking into account the 

significance of quotations from various Shakespearean plays which had been 

transposed by Celine in both works. We concluded that this degree of intertextuality 

signaled the extent to which Shakespeare had exerted an influence on the gestation of 

Celine's poetic prose. 

Parallels 

In our examination of the transgressive and maieutic agency of the Double we 

discovered an unexpected parallel between the seven chapters in this work and 

Celine's seven novels. Thus, in terms of transgressive agency, the four chapters under 

the heading Transgressors correspond to Celine's first four novels - Voyage au bout 

de la nuit, Mort a credit, Guignol 's Band and Feerie pour une autre fois - while the 

three chapters under the heading Midwives - D 'un Chateau l 'autre, Nord and 

Rigodon- relate to the maieutic outcome of the agency of the Double. While the first 

four chapters mirror in density and transgressive imagery the content of Celine's first 
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four novels, the last three chapters reflect the relative calm of the narrative style in the 

Trilogy. While not as overtly poetic as Celine's early novels, an atmosphere of 

serenity pervades his last works, paradoxically despite their backdrop of war; a sense 

ofresolution and self-discovery and a concomitant delivery of the essence of poetry in 

a resolved creative aesthetic. 

In contrast to the staccato rhythm of the poetic prose prevalent in Guignol 's Band and 

Feerie pour une autrefois, the lyricism that is present in the novels of the Trilogy no 

longer relies on the pyrotechnics explicit in the former novels, yielding to a narrative 

style that is perhaps more subtle, more implicit, but no less evocative in its poetic 

evocation of war-torn Europe. The emphasis is not so much on a stream-of­

consciousness expression of emotional fragmentation as on the fruit of Celine's 

attempt to reconcile the fragments of his shattered psyche through the creation of 

figures of the Double. Indeed, the poetic prose present in the Trilogy reflects an 

important change in perspective in that Celine prioritises an observation of those 

around him experiencing the vicissitudes of war-tom Europe in contrast to his prior 

observation of himself subjected to traumatic events in the previous novels. We 

ascribe this to a sublimation of the author's ego and a concomitant ability to view life 

from the perspective of the Other instead ofregarding that figure as a threat; as a rival. 

Throughout his entire oeuvre, then, we are witness to Celine reworking his primal 

trauma through the creation of diverse figures of the Double in the persons of father­

figures, mother-figures, authority-figures such as the Colonel Entrayes and even 

colleagues and friends such as Gen Paul- Jules. Even the metre and cadence of the 

poetic prose has altered, reflecting an Apollonian calm; a brilliance characteristic of 

the divinity expressed in a dreamlike state of evoked by the image of exotic birds 

emerging from the foliage in the Copenhagen public gardens at the close of Celine's 

last novel Rigodon. In this image we discern a metaphor for the author's attainment of 

a state of calm; of self-resolution after a long and painful journey of self-discovery. At 

that point in Celine's life, death is no longer the reason for sterile fear, but a promise 

of renewed life - a stimulus for creation. He has reached a point at which -

"On est devenu soi-meme, imperceptible et clandestine dans un voyage immobile. Plusrien ne 

peut se passer, ni s'etre passe. Plus personne ne peut rien pour moi ni contre moi. Mes 

territoires sont hors de prise, et pas parce qu'ils sont imaginaires, aiu contraire : parce que je 
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suis en train de les tracer. Finies les grandes ou les petites guerres. Finis les voyages, toujours 

a la traine de quelque chose. Je n'ai plus aucun secret, a force d'avoir perdu le visage, forme et 

matiere. Jene suis plus qu'une ligne. Je suis devenu capable d'aimer, non pas d'un amour 

universe! abstrait, mais celui que je vais choisir, et qui va me choisir, en aveugle, man double, 

qui n'a plus de moi que moi.( ... ) »1044 (our emphasis) 

This image is symbolic of the degree to which Celine has become himself in the most 

authentic sense of the word, through a complete sublimation of his ego, thus attaining 

what Nietzsche termed La Grande Sante. 

End notes 

In conclusion; we posit that the spin-off from Celine's notion of reaching the reader 

lies in a stimulation of the desire to re-interpret the author's text, not necessarily (and 

perhaps not at all) in academic terms, but through an inspiration to emulate Celine's 

narrative style in fictional works which will continue to perpetuate the blueprint laid 

down by the author in his oeuvre. Celine's project will thus bear fruit on two levels: 

that of a generation of writers who, in echoing Celine's journey towards self­

realisation and a conscious acceptance of death and a sublimation of the ego in the 

achievement of a state of immanence, will produce prose that will serve as an 

inspiration for future generations of readers - and writers. 

Celine, at the simultaneous end of his life - and his life's work - did indeed discover 

that he had, in Cixous' words, "Walk(ed) through (him)self towards the dark" 1045, 

embracing both Life and Death in the process. 

1044 Deleuze, G and Guattari, F : Capitalisme et Schizophrenie: Mille Plateaux: Les Editions de 
Minuit: 1980 : p 244 
1045 Cixous, H: Three steps on the ladder of writing 
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