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Chapter One—Introduction: Assembling and Defining a Poetics of the Nove

It is generally acknowledged among critics of nineteenth-centernchrliterature that
Gustave Flaubert set a precedent for the modern realist novel with his neast®pdame
Bovary. However, Flaubert himself would disagree with his classification adist,rea he
hardly remained loyal to a single literary genre or period. Rather, geddn create a work of
literature that would stand alone as an object of art, and to make this dreany &eeatitployed
the techniques that he believed generated artful and expressive prose. Altaalaghe Bovary
is not the “book about nothing” that Flaubert longed to write (Flaubert, “Letters” 30&mains
a classic of world literature and is indeed a work of art. Both Flaubertatinarstyle and his
view of the writing process display the sacrifices he deemed necegstmg fgreat work of art
to become a reality. As an author and artist, he was influenced greatly byrbtbena of the
nineteenth century, such as music and the visual arts, and, like other authors of, hie time
sought to discover how literature fit together with these prominent forms oAsutan
aficionado of art, Flaubert revealed his aesthetic views in his correspondehé®na these
aesthetics and from his fiction Flaubert’s poetics can be drawn. The most aigrefements of
Flaubert's poetics include an omniscient but objective narrative stylejlcstratture, the
musicality of language, and the discovery of “the Other”; these jtetaments form a poetics
that offers him liberation from his own judgments and opinions, from the lion&bf language,
and from bourgeois society.

Flaubert’s poetics have much to do with the realism of some of his most acclaaries
even though he did not solely devote himself to realism as a genfiagct, early on in his
writings, Flaubert embraced romantic ideals, producing utterly fantakts; but wittMladame

Bovaryhe determined to shift his focus and to portray French provincial life in aieaigst, a
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task that would prove to be a daunting one for him. His ndattame BovargndThe
Sentimental Educatioas well as his story “A Simple Heart,” foundThree Talesare perhaps
his most realistic works; however, while one cannot ignore Flaubert’'smeatlia discussion of
his poetics, it should be noted that his poetics ultimately transcend the linatdisfras a
genre. In order to gain a greater understanding of Flaubert’s write1g,iths necessary to
describe, identify, and assemble his podtias the aesthetic views that are manifested in his
writings, like putting together the puzzle pieces of Flaubert’s literary mind. Taggete
techniques and strategies Flaubert consistently used in his writing and ogrttplielements of
Flaubert’s literary style can help literary scholars to explain, unaeksémd appreciate his
poetics. While various critics have researched and praised Flauber#isyliachievements, such
as his narrative style and his musicality, few have discussed the gaydicbniques work
together or have combined these techniques into a workable poetics. Benjamirs Baitdna
extensive research on the art of the Flaubertian novel, and he claims, “[Fldubartlact have
his own concept of the novel; and it can be drawn coherently from his letters. Whanhisaéss
is that the bits and pieces, as they occur in the letters, are fragmentsakkiom their proper
meaning only within the framework which was always present in Flaubert’s maheigh
which his numerous correspondents were in general quite familiar” (“Flasianticept of the
Novel” 84). While Bart does not discuss a poetics in particular, his study doemdke the
aesthetic views implicit in Flaubert’s writing. Constructing Flaubgrbetics, then, helps to tie
his aesthetic beliefs directly to his literature.

According to Leland Ryken, “[A]n ‘aesthetic’ is a philosophy of art. A ‘poetia
philosophy of literature” (1). Therefore, a poetics is ultimately a seirmafiples underlying

good, quality literature. Walter L. Reed explains, “Explicitly or imglgia poetics is
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concerned with judging literature according to some standard of aesgfheti@and bad” (63).
Writing for an audience that desires to comprehend in greater detail the coina€itristian
poetics, Ryken further notes, “When we attach the adjeClivestianto the wordaesthetica
whole further set of considerations is set into motion. At heart, these consideratans
relating the issues of aesthetics to Christian doctrine and biblical exgiplé&imilarly,
attempting to discover Eaubertianpoetics helps one relate those same aesthetic issues to
Flaubert’s life, views, literary works, influences, and those traits #tdtis apart from other
writers. A Flaubertian poeticsimitativein nature because in each element of his poetics that
Flaubert reveals in his works, he in some way imitates the reality of thenleandition. This
imitation is especially reflected in his realism, through which he demtesstiadelity to
actuality” and “centers his attention to a remarkable degree on the imméukatere and now,
the specific action, and the verifiable consequence” (Holman 433). In this wagusedamn
the “thing imitated” (Holman 434). By discovering and understanding the ptwdicare
revealed in Flaubert’'s most realistic works, one can gain a fuller understanfdnuge works
and of their literary features. Because Flaubert does not fit squate@ky specific category or
label, such as romanticism or realism, “each work has its own upagigueor aesthetic
rationale” (Williams 168) However, his realism serves as a vehicle for displaying the poetics
present in his most successful works of fiction, and realism is truly thatiwveifactor that ties
together all elements of his poetics reveatekis works.

Tracing the poetics of Flaubert's realism proves problematic when onegheaus/el in
its generic contextAlthough the concept of a poetics dates back to Aristotle, the novel was still
a developing genre during Flaubert’s time, and in-depth studies of a poetics of theichood

fully develop until much later. M. M. Bakhtin claims that the novel is “the sole gbate
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continues to develop” (3), unlike other “fixed pre-existing forms” (3) like poelagsc
literature, or epic. According to Malcolm Bradbury, because the novel is gdé@eediffrom
other classical or traditional forms of writing, and because it is not “@de&inelearly” as poetry
or drama, a poetics of the novel may also be difficult to define (6). Bakhtin affeesiasight
into the difficulty of prescribing a consistent set of poetics for the novel:
The novel is the only developing genre and therefore it reflects more deepty, m
essentially, more sensitively and rapidly, reality itself in the psockis
unfolding. . . . In many respects the novel has anticipated, and continues to
anticipate, the future development of literature as a whole. In the p@ices
becoming the dominant genre, the novel sparks the renovation of all other genres,
it infects them with its spirit of process and inconclusiveness. (7)
Because the novel holds a unique position in literary history and continues to chahtgray a
form, prescribing the same set of poetics for all novels or novelists would linmotied's
development. As the “dominant genre in contemporary literaturesditSnual contact with the
contemporary world makes it an excellent avenue for the portrayal of r@sdiitin 11).

It is because the novel is a continually developing and widely studied genre thed studi
of the writing processes and poetics of specific authors and novels are sorgedessa
Flaubert’s case, a thorough exploration and description of his poetics and of his ugmetibss
only enlarge one’s understanding and appreciation of his literary style &schré&/hile with
other developed genres a mold had already been formed in which authors could “gttir arti
experience” (Bakhtin 3), in the nineteenth century, Flaubert was créagingyn mold with his
novel by which he would introduce his own aesthetic ideas to the world.

Some critics believe that trying to discover a poetics of the novel isyangeecessary
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because of the intricacies of this “problematical literary formgady addressed and because in
the past the novel’s poetics have remained mostly “implicit” (Reed 63). Remihidites a
legitimate concern, as he notes that poetics “inevitably exist in the wiiadshors and audience
before being codified by critics and theorists” (63), and as the mystdrg abiel and of its
creation contributes to its beauty and to its position as being “beyond the paleaof liter
tradition” (63). However, Bakhtin argues that the forte of nineteenth-century poetics ls@f lac
unity, noting that “they are eclectic, descriptive; their aim is not a lividgoaganic fullness but
rather an abstract and encyclopedic comprehensiveness” (5). Not surpridengigres poetics
embrace this propensity for description that Bakhtin discusses rather tharsttr@opos and
“exhaustiveness” of classical poetics, or “[t]he great organic poetics padté(Bakhtin 5).
Bradbury offers a rationale for the study of a poetics of the novel by saVifi@gt‘surely is
needed is an approach to fiction which concerns itself with the special conggleXitiovels
and the distinctive kinds of artifice and imitation employed in their creation"{Bgrefore, by
attempting to assemble the “complexities” of Flaubert’s writing in gesyatic way, one can
discover the poetics underlying his literature and can gain a greater commeloénise
contribution of poetics to the study of literatuieoetics is ultimately “the grounding of
aesthetics,” and the subject of poetics lends greater understanding tticseatiteenhances the
“intelligible discussion of art” (Brooks 511). Therefore, identifying Flatibgroetics aids in
understanding how Flaubert’s artistic and aesthetic views apply to his ownamnarks all of
literature and in turn how those views both shape and reflect reality.

Since literature can be viewed as a sub-category within the largerakattmthe
principles Flaubert developed for defining great art influenced his poeticsasipasticularly

influenced by some of the French realist painters during the nineteenth cenduing possessed
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a love of the visual arts. Viewing particular works of art “was thus a highlgetiactivity for
Flaubert. The intellectual side of his encounters with images, whether acfaglfacts]
remained an important factor throughout his life, even later, when more technictllstd s
interests had come also to dominate” (Tooke 14). Flaubert’s views of and essfmast
colored all of his literary activity, and even though realist art began taeurfdhe nineteenth
century, Flaubert did not follow the fads or fashions of the times when engagingrtybut he
chose to view it through his own eyes. For instance, he relished trying to diaquaieting’s
meaning even if he knew that he would not find one (Tooke 37). As evidenced in his own
writing and correspondence, “[e]Jven when Flaubert’s tastes seem to correspdrat might be
called the artistic taste of the time, they always have a particatdy slhich makes them both
original and highly personal” (Tooke 27). Flaubert remained religiously devoted t
throughout his life and literary career (Heath 93), and all forms of art, elpa@aown writing,
were intensely personal to him. His poetics reveals the artfulness of tng)\and help to make
Madame Bovarythe first work to justify the idea, still revolutionary in its time, that the hove
was truly the major art form of the modern era” (Gans 7). Itis primarNJadame Bovary
then, that Flaubert’s poetics candiscerned.

Particularly, French realist painting contributed greatly to the moeticealist literature.
lan Watt discusses the etymology of the tegadismas it relates to the visual arts, to literature,
and to Flaubert:

The main critical associations of the term ‘realism’ are with teach
school of Realists. ‘Réalisme’ was apparently first used as an aesthet
description in 1835 to denote the ‘vérité humaine’ of Rembrandt as opposed to the

‘idéalité poétique’ of neo-classical painting; it was later coagedras a
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specifically literary term by the foundation in 1856R#falismea journal edited
by Duranty.
Unfortunately much of the usefulness of the word was soon lost in the
bitter controversies over the ‘low’ subjects and allegedly immoral teregeoic
Flaubert and his successors. As a result, ‘realism’ came to be usadlpa®
the antonym of ‘idealism’, and this sense, which is actually a reflectithe of
position taken by the enemies of the French Realists, has in fact coloured much
critical and historical writing about the novel. (10)
In a similar vein, Heath notes, “Realism referred to the detailed tretthhe given world of
people and things, this then being the limit of its vision: the ordinary, the everydgngate-
heroic, epic—figures or events; just temancomedy” (28). Nineteenth-century realist
painters such as Gustave Courbet and Jean-Francois Millet captured hbeestlyeince of
everyday people and situations in their works of art, and, interestingly, mosenthetentury
artists seemed plagued by the same question: “Where can truth be found?” (Vogtat30). F
painters and writers labeled as realists, then, truth was found in the portrayahoiniti@ne life
of everyday citizens.
However, Flaubert’s literary art had “nothing to do with movements or schoasittfH
29). Therefore, Flaubert did not choose to limit himself to realism in hiswyofiMadame
Bovary, but this technique did offer him an alternative to the “empty rhetoric” (Heath 30) of
romanticism with which he had previously engaged. In fact, the kind of realism flaube
exhibited in his novel transcended genre and even literature itself, asall teasfamiliar to
him as a middle-class Frenchman living in the French countryside. Flaubert epsedids

because he endured daily the kind of reality he was describing, yet he enflbeabsch as aim”
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in the execution of his literary art (Heath 2%#s “the ultimate middle-class art,” Flaubert's
realism “[found] its subjects in bourgeois life and manners” (Holman 433). His estinetic
guidelines do not necessitate the low subjects of realism but rather focus oly ileagaare
presented. He confesses, “It is for this reason that there are no noble subpraible

subjects; from the standpoint of pure Art one might almost establish the axiom thas ther
such thing as a subject, style in itself being an absolute manner of seeisy (Birig.

Especially inMadame Bovaryone can observe that “the novel’s realism does not reside in the
kind of life it presents, but in the way it presents it” (Watt Mhile Flaubert may not
necessarily be concerned about displaying truth, he does “[attempt] to @dirtleeyvarieties of
human experience” (Watt 11) through the style and artfulness of his writing.

It is clear that poetics were indeed important to Flaubert; he composedatestgreork,
Madame Bovarywith extreme care, and he was ultimately willing to go to trial to mairle
integrity of his text, which for him was abjet d’art Because Flaubert agonized over each
word he placed on paper, he often only wrote five to six pages per wikkedafne Bovary
choosing to write, rewrite, and revise the work for fifty-six months until hevesdi it was ready
for publication. Flaubert first begdrladame Bovaryn 1851 after receiving a challenge from
two trusted friends to abandon his overly romantic work in progfégsTemptation of Saint
Anthony In 1856, Maxime Du Camp, one of Flaubert’s friends who originally encouraged him
to pursue the writing dfladame Bovaryprinted Flaubert’s novel in his literary magazine, the
Revue de ParisMuch to Flaubert’s dismay, before publication, Revuewvanted to omit from
print about thirty passages and provocative details from the novel, but Flaubert thaught t
alteration impossible. Ultimately, thevueopted to omit some of the details of the intimate

carriage ride shared between Emma and Léon, which undoubtedly displeased.Flauber
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Although Flaubert disliked the attacks made against his work, he considered a trial a
small price to pay for his literary art to prevail. Toward the erfdaifame Bovaryg serial
publication, theRevuereceived several letters of concern from its subscribers who stated thei
shock regarding the immoral content of Flaubert’s work. Consequently, Flaubertl as e
Camp and those in charge of Revuewere tried by the French Department of Justice for
attacking both public and religious morality; the passages that attacked ipobdility were
those that revealed the “glorification of adultery” (LaCapra 37), while thosageas that
assaulted religious morality were those that placed mundane objects and@ctioteasame
level as sacred ones. Since the charges remained vague, the prosecution spegikiy/ttheir
gualms by conducting a critical reading of the novel in the courtroom while pototspecific
passages that illustrated the lack of morality in Flaubert’s work. AlthBlaglbert’s trial
brought him almost immediate fame, and although he was eventually acquitteelvhe g
distressed and disillusioned over it. Flaubert likely believed the trial rddukeguest for pure
art through his writing, especially after struggling so long in his questiéaright word le mot
justg. Truly, although the public began to enjoy Flaubert’s work after his trial n@med
defiant about any changes being made to his novel and defended his masterpiece
unapologetically, saying that he only attempted to portray bourgeois moratityudg was.
Before Flaubert’s trial, thRevueurgently requested that Flaubert omit still more passages from
his work, but Flaubert’s reply reveals his attachment to his novel as a work of estsider
that | have already done a great deal, andRhauethinks that | should do still more. 1 will do
nothing: | will not make a correction, not a cut; | will not suppress a comma,; nothihgngiot
But if theRevue de Parithinks that | am compromising it, if it is afraid, the simple thing to do is

to stop publication oMadame Bovargat once” (qtd. in Steegmuller 221). Flaubert ultimately
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believed that eliminating realistic and potentially offensive details finis work was equal to
destroying the work as a complete unit and as a work of art. However, althaublerEl
endured this intense struggle, the publicity resulting from public trial led to thegtidi of his
novel in book form and finally to serious literary and scholarly recognition for Flauber

Despite the uproar surroundiMpadame Bovaryg initial publication, two French writers
and critics, Charles Augustin Sainte-Beuve and Charles Baudelaire l\ssopgorted
Flaubert’s work. In his weekly book review in May 1857, shortly after the publication of
Flaubert’s work in a full volume, Sainte-Beuve, asserting that the disputeslavbef's book
had never been strictly “literary,” wrotdyfadame Bovarys first and foremost a book, a
carefully composed book, amply premeditated and totally coherent, in which nothitigas le
chance and in which the author, or, better, the painter does exactly what he intends to do from
beginning to end” (392). Sainte-Beuve’s admission that Flaubert was aefpaietrly reveals
the respect that existed at the timéviaiddame Bovarg publication for this literary work of art.
Although Baudelaire admitted that the trial helped to bring acclaim to Flaubevel, he stated
that Flaubert’s “excellent” (403) work would have jarred and inspired the public etreutha
trial. In the end, Flaubert believed he received a complete return for higsmaeflr his trial
after reading the reviews of these critics.

In addition to becoming an overnight success in France, Flaubert’'s work infiutiose
in the United States, and today Flaubert’s work maintains an impact beyond Europets.bord
The continual study and critique of Flaubert’s novel helped later writersiwace his
aesthetics, as Flaubert’s influence on the Aesthetic Movement and pdstionl®scar Wilde is
noteworthy. To Flaubert, art was more important than life, and just as thasigealrayed in

his most acclaimed novel, it has been embraced by readers and critics sinme tfdfkadame
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Bovarys publication.

Gustave Flaubert’s ability to portray beautifully “[tlhe surface itketthe common
actions, and the minor catastrophes of a middle-class society” (Holman 434)estdept for
modern literature in the nineteenth century Misxdame Bovaryhe consistently utilizes concrete
details to depict characters, settings, and concepts. His familiatiityiiown province and his
keen awareness of reality influenced his literary style and enabled hirarilydb determine . . .
broad tonality but also to select those minute elements which serve, almost uhnotipee
accents to a landscape” (Bart 38). As a result of these realistic del@ilsert’s prose comes to
life through his descriptionReflecting on Flaubert’s novel, Flannery O’Connor fondly describes
a point where Flaubert uses detail to portray a “very concrete clerk isttsppers” (70). As
she reminds her own readers that fiction has to do with “everything human” (68)s®he a
asserts, “It's always necessary to remember that the fiction veritench less immediately
concerned with grand ideas and bristling emotions than he is with putting listslgrpelerks”
(70). ltis in this way, then, that Flaubert values and “praise[s] charatien” (Holman 434)
in his work. The reader of Flaubert may not believe that the intricate detaiéspne his work
are even significant in regard to what Emma actually experiences; howlewdrefes careful
attention to such detail helped him to “create a believable village to put EmmdQoniir
70). Thus, these detailed descriptions are what make Flaubert's litigtaryosmagnificent and
well-known.

Flaubert’s unique literary style Madame Bovargontributed to “the successful
embodiment of a new esthetic” (Bart 203) in literature, and it is partly becdtisese aesthetic
principles seen in Flaubert’s work that it is recognized as the first modeeh rPAlthough these

poetics are implicit in his own writing, discovering and describing them alfoma more
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holistic understanding of Flaubert’s works, of the writing process, and of the navgkease.
Although Flaubert implemented both romantic and realistic methods when portings/ing
subjects in his writing, his poetics are most clearly revealed in his mast vealks and
especially inMadame Bovaryhis first published work. With the publicationMBdame

Bovary, realism, or “the most original feature of the novel form” (Watt &fgrked Flaubert’s
style and colored for him all “manner[s] of seeing” (Flaubert 301) astarwibince Flaubert
clearly devoted his literary career to following his own aestheticiptes; and since those
aesthetic views greatly influenced his writing, students of Flashediks can greatly benefit
from uncovering, understanding, and even implementing the poetics found in his mosteatclai

works of literature.
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Chapter Two—The Truthful Author as Artist: The Poetics of the Impersonal Authorial
Voice

Flaubert led an interesting life for a writer of his time period. He livdobate with his
mother in Croisset for most of his life, never married, and despite the pressureivedr&om
his colleagues to move to Paris, a center of intellect and culture, he refusedtovtiers
composing his works, he believed that he could best portray French provincial liféivihge
such an existence. Many critics agree that Flaubert's immersion ofhimisis work so fully
from home contributed greatly to the realism of his depictions of French cultureamtdyside
in his writing. Yet, Flaubert set himself apart from other French reualitdrs, such as Honoré
de Balzac, through his unique narrative style, and in his works, he provides theaszassrto
his characters’ consciousness through his narration, using an authorial vois€hedent
everywhere and visible nowhere” (LaCapra 128). In his works that displegatism, he
chooses not to allow his voice to intrude in his writing, and instead he distances hiomgdifs
characters and portrays their experiences in an objective manner;stobjdutivity that
contributes to the realistic display ‘dfourgeois life and manners” (Holman 433). Flaubert’s
omniscient and objective narrative style, consistently and artfully giesghlas a significant
aspect of his poetics.

Flaubert’'s commitment to objective narration allowed him to remain outsidehysasid
to uncover the art of his realism. In Flaubert’s writing, “realism becomeartial, impersonal,
and objective” (Auerbach 482). The realistic elements of Flaubert’'s texd teecbiases and
judgments of his characters, yet, curiously, Flaubert incorporates muchalesgidithan he
does description into his text. While dialogue often is an effective and ewlgstito portray

the thoughts and opinions of characters, it actually is more subjective than éaswvabhjas it
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displays a character’s subjective perception absent the commentargpeghee of an outside
narrator. By using an omniscient but practically invisible narrator to se#itbry, Flaubert
attempts to depict the opinions and judgments of his characters impartiallyg ftmtance; his
narrator still presents characters’ convictions from their points of view, butseba remains
outside the events of the story, he is able to display the true consciousnesbeitsla
characters in a way that the characters themselves cannot. In factctifgideslements of his
work are the “[lJong units” that “emphasize the landscape of thought” (Porter ayd®&y of his
most significant character#\s an author, he is god-like and remains outside the world of his
novel, seeing and revealing all that he can about his fictional world; yet, hragatky opinions,
and conscious remarks only occasionally appear within his works, and when they dcg they ar
usually subtle. Without his own intrusions that would add subjectivity to his work and that
would affect his readers’ judgments, his portrayals of the events of his stoded the lives of
his characters adhere to realism’s attempt at objectitAgubert’s writing, then, forms “a text in
which no one speaks,” not even the author, and thus remains “a text which isvgritipty
(Culler 110). Because Flaubert’'s narrator remains consistently impgertigell as omnipresent,
he serves as a window for the objective portrayal of the internal strudgghesaharacters in his
works. In his writing, “[Flaubert’s] innovation was this: the author would no longer fgenti
with the characters, inhabiting their world in the form of a personal narrator, butemasn
apart from it and them. The truth about human society could only be observed from without, not
lived from within” (Gans 5). The “truth” that Flaubert concerns himself with imiing is the
reality and actuality of everyday people and events, and his fidelity to hidivaistyle allows
him to portray that truth effectively. In fact, “By refusing either to ese@r to condemn [the]

dreams [of his characters], the author suggests that within the world no truer fpezspec
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available” (Gans 7).

One particular aspect of Flaubert’s narrative technique is dubbed freetiddicaurse,
or style indirect libre and this type of narration allows multiple voices to seep through his
writing. This technique includes the implementation of varying perspectives, aad thes
perspectives are mainly those of his characters. Instead of theseess@gppearing in
dialogue, however, the consciousness of a particular character is renddrechagrator, as he
takes part in both “the narration of a character’s silent thought and the analogtersigof
spoken discourse” (Oberman 2). Jane Austen invokes a similar style, and prilciaxma
at times it is difficult for the reader to determine a break between thearés voice and Emma
Woodhouse’s voice. This difficulty mainly occurs because “their voices shardax sityle and
vocabulary, and this connection helps the narrator to fuse her voice to Emma’s lessbhdtic
(Oberman 4). In like manner, Flaubert may frequently fuse his voice with leisiéisrvoice,
and thus his narrator at times only appears to be objective.

In Madame BovaryFlaubert’s narrator utilizes free indirect discourse by reporting the
details of his tale from a point outside the world of his text, and he consistentlysrédus
comment on the story or to pass judgment on his characters, instead allowingénéa@adge
his characters based on what they see through those characters’ eyes. Wheattheloas
reveal judgment in the work, he does so through the descriptions of the thoughts andangpress
of his characters, and the frequent shifts in character perspective help ighhiglaubert's
desire for objective narration. Loosely defined, “[f]ree indirect stylepsnted speech
masquerading as narrative. It means a break in continuity and a certknshwe reader. Itis
essentially an oblique construction and provides a discreet but effective Wehiotey and

ambiguity and for the description of reveries, dreams, and hallucinatory stallesdrfn 116).
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Free indirect discourse develops mainly out of a transition from direct disdoursdirect
discourse and then to the style that characterizes Flaubert’'s writingx&ple, the difference
between direct discourse, indirect discourse, and free indirect discougseveslent to the
difference between the statements “He said (thought), ‘Il am happy, sékdie(thought) that he
was happy,” and “He was happy” (Ramazani 38). The latter transition frest discourse to
free indirect discourse generally “entails the deletion of the introductdoypbease” (Ramazani
38). In this way, the dreams of Flaubert’s characters seem much more perwiaee they are
depicted through Flaubert’s use of this type of discourse than when they aredldpiatigh
dialogue, as this technique successfully “blurs the demarcation betwegtonaand
experience, perception and deception” (Ramazani 44). Flaubert’'s presentatioryof ma
viewpoints in the novel keeps any one character’s perspective from dominating armlitEsnt
to the complexity of his work, especially regarding moral judgment:
The modulations of perspective or voice, which may at times be abrupt or
extreme, create such a multiplicity of points of view that they seem to aautcel
or erase one another. . . . This effect is in one sense that of language writing or
speaking itself but not emanating from a secure or fixed source and not
communicating a precise message or evaluative position with respect tdarsarac
and events. (LaCapra 147).
When considering Flaubert’s use of free indirect discourse, readerstoegdierstand this
technique “in the larger context of shifting narrative perspectives thaietypis approach to
narration” (LaCapra 127). Flaubert’s use of free indirect discourse in hisgythen,
showcases his objectivity and omnipresence as an author but also influences the kaggarent

of a moral center in his fictional works. His novel does not include a sole charactentsvtie se
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moral standard for the work; rather, his reader chooses to judge Emma’s and otediar
behavior as immoral as a result of the narrator’s portrayal of that beiraaioobjective
manner. In fact, Flaubert went to trial for his novel largely because the wbnlotencourage
a certain moral standard; however, if he had included a moral center in his work, dénaxcil
violated his commitment to his objective narrative style.

To understand and appreciate the significance of Flaubert’s narrateénddddame
Bovary, it is helpful to contrast him with contemporary novelists. Flaubert was alFagthor
who wrote during England’s Victorian period. It was common among his \actepunterparts
to intrude upon a story with their own authorial commentary. While this techniquelaiss al
for enjoyable reading and still remains a reliable form of narrati@u€rt as a narrator
remained outside his narrative, and his free indirect discourse may be ae dbgetive
reporting as one can observe in nineteenth-century literature. While Flarbamed an
“apostle of detachment” (Lowe 15) in his narration, other writers of his tispecelly
Victorian authors, addressed their readers directly:

The “terms” on which nineteenth-century fictional narrative therebyrgdag
stand with the consuming public are to be marked by the way these texts singled
out readers figured alternately as “gentle,” “worthy,” “@meous,” “courteous,”
“benevolent,” “cultivated,” “kind,” “good,” other-wise merely “general,” dir a
things to be wished at once, as, for instance, in “Dear, good, gentle, @hristia
friends.” (Stewart 136)
George Eliot is well-known for her sympathetic authorial intrusions, ahiddlemarch “Eliot
enters into the intimacies of [her characters’] lives by way of running coanye (Smalley 3).

Where Eliot would comment, however, “Flaubert provides only symbolic suggesticase{iG
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67), and all of his energy is “channeled into rendering . . . the experience of a single obscur
village doctor’s wife and the tract of the outer world that she inhabits” (8ya#). Flaubert
sets a precedent for modern literature with his focus on his title chanadtesith an objective
but extensive portrayal of her inner consciousness (Smalley 2), and his cantriarthis type
of narration in some way displays the “final excommunication [of direct addressflie
modernist novel as text” (Stewart 171).

Flaubert’s loyalty to his objective and omniscient narrative style isagisgimost clearly
in Madame Bovary While the narrator’s third-person objective voice remains evident
throughout the novel, Flaubert’s opening scene is characterized by an unusual rexidering
first-person account. His narrator begins the novel by introducing his audience lesChar
Bovary as a young schoolboy, but the narrator is actually one of Charlesisdlssmates:
“We were in study hall when the headmaster entered, followed by a new boy imosgiedol
uniform and by the handyman carrying a large desk” (Flaubert 1037). In this laalyef's
narrator is able to join in when the class ridicules the boy, yelling “Charifo{1038). Shortly
after this incident, Flaubert’s narrator switches to a third-person pexspeutd instead of
adding confusion to the narrative, the narrator’s brief use of first persorsdllowto take on a
“‘demoralizing” role (Culler 112). This narrative strategy helps to foreshég@warrator’s
belittling of Charles throughout the novel, but by abandoning the first person naardyon e¢he
work, Flaubert also reveals his need not to include an explicit moral standard inkis wor
Within the narrative, aprocessof rejection is displayed in those opening pagedadame
Bovary (Culler 110), as Flaubert’s narrator ultimately discards the fiesson point of view
early in the novel, perhaps to make a particular point about Flaubert’'s narratve styl

Having allowed us to enter this novel in the traditional way and to set about
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identifying the narrator who speaks, the text stops short by tellingtut¢ha
narrator we have identified knows nothing about the events in question, can
remember nothing about the character whose history we have taken him to be
recounting. There may be a suggestion that most novels are unrealistic in the
amount of detail the narrators are supposed to recall, but that is very much
incidental to the main point: that the text is not narrated by anyone and that the
attempt to read it as if it were can lead only to confusion. (Culler 112)

The opening of Flaubert’s novel appears problematic on the surface, but if one reacksnhis

with Flaubert’s narrative preferences in mind, he or she will recogmizirst instance of a shift

in perspective that contributes to the narrator’s attempt at objectivity.

Flaubert’s narrative style iMladame Bovaryarticularly allows the reader to catch a
glimpse of his main characters’ thoughts, dreams, and illusions presented frabjetise
narrator’s point of view, but it also allowed him to depict the everyday subjedrrofithe
novel in an artful manner. Flaubert frequently discussed the progreexiame Bovaryvith
his mistress Louise Colet, and in a letter he recounted to her his strutjgteexcomposition of
his novel in comparison to the ease he experienced when drafting his earlieFheork,
Temptation of St. Anthony

Now | am in an entirely different world, that of close observation of the most
trivial details. My attention is fixed on the mouldy mosses of the soul. lorgga
way from the mythological and theological extravagances of Saint Antgine

just as the subject is different, so | am writing in an entirely diffesay. | do

not want my book to contain a single subjective reaction, nor a single reflection

by the author. I think it will be less lofty than Saint Antoine as to ideas (Which
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don’t think very important), but it will perhaps be stronger and more
extraordinary, without seeming so. (gtd. in Steegmuller, “Letters” 155)
The content of Flaubert’s novel is anything but grand, but his presentation of thasarigm
people associated with everyday bourgeois life is thoughtful and magnificent. Focensts
depiction of Emma’s thoughts early in the novel after her wedding id fillth beautiful
metaphors that fully display Emma’s consciousness, yet the descriptionsraf &despair still
originate from some point outside of her:
She reflected occasionally that these were, nevertheless, the magubéays
of her life—the honeymoon days, as people called them. To be sure, their
sweetness would be best enjoyed far off, in one of those lands with exciting
names where the first weeks of marriage can be savored so much more dgliciousl
and languidly! The post chaise with its blue silk curtains would have climbed
slowly up the mountain roads, and the postilion’s song would have reechoed
among the cliffs, mingling with the tinkling of goat bells and the dull roar of
waterfalls. They would have breathed the fragrance of lemon trees atlsunset
the shore of some bay; and at night, alone on the terrace of a villa, thais finge
intertwined, they would have gazed at the stars and planned their livesndtdsee
to her that certain portions of the earth must produce happiness—as though it
were a plant native only to those soils and doomed to languish elsewhere.
(Flaubert 1060)
Flaubert’s narrator utilizes free indirect discourse in this passage willed¢iarations of “[s]he
reflected” and “[i]t seemed to her” to reveal Emma’s regret that Chdoles not value those

items that characterize upper-class life and that her marriage is iyllec love scene in a
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romantic novel. If Emma were able to articulate her beliefs and feelirtggecognize her own
petty desires, then her dialogue would be sufficient to describe her disappoirfteremea
marriage. However, Emma does not possess the ability to articulat&ladiaert describes, and
thus Flaubert’s narrator can shed light on Emma’s unbearable anguish from thastby
through his omniscient and objective narration.

Throughout the novel, various shifts in narrators frequently provide insight into a
character’s motives, but the narrative styld/afdame Bovargims to leave any type of
judgment up to the reader. While composing his novel, “Flaubert strove for an iniyartial
which would allow the facts, presented in a style in harmony with them, to determine the
reader’s reaction and his final judgment. One critical element in trdiaeand judgment is
aesthetic distance for the reader, which is in turn a reflection of Flaubert attitude toward
the material” (Bart, “Art, Energy, and Aesthetic Distance” 85). Shorter &laubert’s narrator
describes Emma’s dissatisfaction with her marriage to Charles, he ‘Batiesven as they were
brought closer together by the details of daily life, she was sep&m@tedim by a growing
sense of inward detachment” (1060), and this detachment imitates Flaubertisenatyée,
which detaches one character’s consciousness from another. It is cleaetrehat Emma
allows this increasing detachment to occur between her and Charles, but tloe daasinot
fault Emma for this occurrence. As evidenced in Flaubert’s work, “the authacheetfrom his
fictional universe . . . neither share[s] nor condemn(s] her illusions” (Gans 5). Ba@nthbthe
aesthetic distance that Flaubert’s narrator models in the text, Flauleexdiers can attempt to
make an objective judgment of this frustrated, middle-class married womethdraghe detailed
accounts of her inner struggles presented by the narrator throughout the work.

However, while objective narration remains Flaubert’s goal, one could drgueet does
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not entirely embrace objectivity in his account and thus does not fully arrive atahislgke
Austen, Flaubert likely “fus[es] [his heroine’s] subjectivity to the ai@’s omniscience”
(Oberman 2), and by blurring the lines between his narrator’s voice and Emmg 8ooae,

he “manipulates readerly perceptions of [Emma’s] character” (Obermddal)bert’s reader
remains more familiar with Emma than with Charles, for instance, and Faniég manipulate
the shifting narrators in the account to portray a more sympathetic view o& Einrthis way,
Flaubert “subtly undermines the reader’s confidence in the objective value statements that
appear to emanate from Emma’s point of view but are given in the third-persotense of the
narrative voice” (Oberman 3). It is quite possible, then, that Flaubert’'soracss not possess
a completely objective voice, yet objectivity remains Flaubert’s Aroughout his novel.

Instead of developing his own perceptions of his characters, Flaubert, through his
narrator, allows the perceptions of particular characters to comment on otlzetetsa
experiences and desires. These depictions of characters’ perceptiessnefire various shifts
in viewpoint that are present in Flaubert’s narrative. Early in Emma’s aithilRodolphe, he is
enamored with her as the object of his desire, but once Emma declares her love lier him
quickly loses interest in her. However, somewhat ironically, Emma growssncgty attractive
to Charles in the midst of her affair with Rodolphe:

Never had Madame Bovary been as beautiful as now. She had that indefinable
beauty that comes from happiness, enthusiasm, success—a beauty that is nothing
more or less than a harmony of temperament and circumstances. Hex, desir
sorrows, her experience of sensuality, her evergreen illusions, had devstope

step by step, like a flower nourished by manure and by the rain, by the wind and

the sun; and she was finally blooming in the fullness of her nature. (Flaubert
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1153-54)

Interestingly, the context of this passage reveals that the narratabds€tmma from Charles’s
perspective, yet the narrator’s objectivity helps the audience to comprehend/éhe na
conclusions that Charles draws about his wife. It is clear from the nar@gscaption that
Emma’s happiness results from her living in a romantic dream with her lover, mg<ha
remains oblivious to her interactions with Rodolphe. While his perception reveaisethe t
source of Emma’s pleasure, it masks his own inclination to be too trusting of hiswiferd
the conclusion of Flaubert’s novel, Emma lies on her deathbed, and the narrator captures for
of the first times in the novel Emma’s understanding of her husband’s sinceritg ifiAis
eyes she read a love such as she had never known” (Flaubert 1229). Even though Charles
appears naive throughout the novel, in the moment of her death, Emma finally recognizes
Charles’s unconditional love for her. In this way, the narrator utilizes an ofgjeotw of
Emma’s perception to comment on the character of her husband. Throughout Flaudykrt's
one could argue that the narrator actually “contest[s] the possession of\iEthridnarles as
well as with Emma’s other men. He struggles with them for the right to dekenpt® dress
and undress her with words—a right that in the case of a fictional figureasniauntt to full
possession. In a sense the narrator becomes one of Emma’s men, fascinated bjys$teas
she becomes his creation” (LaCapra 156). Clearly, even though he remainhes thigtsext,
Flaubert’s narrator becomes another storyteller among the many reypasent in the novel,
and he utilizes the shifts in character perspective to attempt to give atiahguarount of the
story.

Flaubert’s characters who act as “narrators” are not the only ones wihne tefiory of

Madame BovaryFlaubert’s main narrator uses everyday objects to provide significant
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commentary for the consciousness of the characters. Early in the novel, aftarr&anries

Charles and grows disenchanted with her marriage, the narrator revealssEnimaic

discomfort” (Auerbach 488) in his portrayal of “the most everyday situatiogiimable”

(Auerbach 488):
But it was above all at mealtime that she could bear it no longer—in that small
ground-floor room with its smoking stove, its squeaking door, its sweating walls
and its damp floor tiles. All the bitterness of life seemed to be served up to her on
her plate; and the steam rising from the boiled meat brought gusts of revulsion
from the depths of her soul. Charles was a slow eater; she would nibble a few
hazelnuts, or lean on her elbow and draw lines on the oilcloth with the point of
her table knife. (Flaubert 1075)

The narrator uses the characteristics of the familiar objects and gssoeiated with mealtime

to highlight the dreariness and boredom that Emma experiences in her marriésgiéeially in

this scene, “Flaubert describes [Emma’s state of mind] in several piethigs portray Emma’s

world as it now appears to her; its cheerlessness, unvaryingness, graghasssstairlessness,

and inescapability now first become clearly apparent to her when she has rnoopwid

fleeing from it” (Auerbach 483). Even though Emma’s disillusionment is clgaoiyinent in

this passage, the narrator does not mention it explicitly but allows the objects tmEnmna’s

frustration and to her distaste for Charles. Flaubert’s responsibility motaed includes

“selecting the events and translating them into language” through hitonéfaerbach 486);

however, the narrator is the one who speaks instead of Emma, giving expression to her inner

thoughts and feelings. Her consciousness is the central theme of the mealesheishdner

husband, and the objects which appear to have a significant role in the text arg actuall
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“subordinated to the dominant subject, Emma’s despair” (Auerbach 483). In this way, then,
everyday items that characterize bourgeois life are consistent comonentatlaubert’s novel.
In a similar vein, the narrator’s descriptions of landscapes highlight the mubds a

experiences of Flaubert’'s characters. When Emma enters into an dtfidi©an, she goes to

visit him every Thursday, and one afternoon, the narrator uses the landscape totdlumina

Emma’s anticipation of her meeting with her lover:
[The] open fields swept upward again in a monotonous curve, merging at the top
with the uncertain line of the pale painting: ships at anchor were crowded into one
corner, the river traced its curve along the foot of the green hills, and on the wate
the oblong-shaped islands looked like great black fish stopped in their course.
From the factory chimneys poured endless trails of brown smoke, their tips
continually dissolving in the wind. The roar of foundries mingled with the clear
peal of chimes that came from the churches looming in the fog. The leadless tr
along the boulevards were like purple thickets in amongst the houses; and the
roofs, all of them shiny with rain, gleamed with particular brilliance in theruppe
reaches of the town. Now and again a gust of wind blew the clouds toward the
hill of Sainte-Catherine, like aerial waves breaking soundlessly againf$t a cl
(Flaubert 1195)

As Emma’s carriage rolls through the countryside, the positive depictionslahttezape

emphasize her elation at the thought of being with her lover, Léon, but some of théikistinc

aspects of the landscape, such as the fog and the leafless trees, mayBmtrthat adulterous

relationship will bring her only temporary fulfilment. As reflected in theatar’'s description

of the landscape during Emma’s journey to Léon, landscape throughout the novel acts as
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speechless commentary on the characters’ thoughts and experiences.

Flaubert’s unique narrative style offered him freedom from his own opinions and
judgments; “[w]ithin the . . . language of free indirect discourse, the begmafragprocess of
liberation are revealed” (Gans 109). While Flaubert’s narrator remaing@sant throughout
Madame Bovaryhe also attempts to tell the story from an objective point outside the world of
the text in order to recount the subjective convictions and perceptions of the chdastietls/
and sufficiently but without passing judgment. Flaubert's commitment to hisinarsatle
reveals that this type of narration is no easy task for a novelist, as he “mgstrty and
meaning” into his intricate depiction of various perspectives and shifting view8iatt 85).
Although he aims for objectivity in his writing, his views occasionally seemltapse into
those of his heroine, making objectivity difficult to maintain throughout his work. Whele t
facts displayed in the narration actually uncover the characters’ thoughtspaneeses,
Flaubert’s writing goes beyond simply communicating facts (Ryken 139), mwrtnays the
world of his novel quite beautifully, indeed more beautifully than his characters cquidd itle
Good literature likeMladame Bovarythen, aims foobjective narration that does not sacrifice the
beauty of the written word. As a result of Flaubert’s intricate narratile, sty reader is free to
respond to Emma Bovary as he or she pleases, with the help and guidance of an ompaiscient

invisible narrator.
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Chapter Three—Poetics and the Power of LanguageFlaubert’'s Need for Artful Structure
Just as Flaubert’s impersonal authorial voice is rooted in language’s fwower
communicate truth, Flaubert recognized the way that the structure o&{gnglso enhances
language’s power to communicate, and he demonstrates the power of his own prosehiterough
work’s “highly artistic structure” (Nabakov 152). Understanding the structuréaobert’s
works, or their “planned framework” (Holman 513), including the parts of his whatsrake
up the whole as well as the elements that connect those parts, can help uncover the unique
artistry of his literature Flaubert displayed care and deliberation in planning his works, and the
discipline he demonstrated through creating his literature was more delitiena that of other
writers. The “planning phase” of the writing process allowed him t@getiie structure of his
works (Williams 168). The time Flaubert allotted for the completion of his novelshand s
stories also allowed him to create for each of his stories a meaningiug@ment, which is a
more narrowed aspect of structure and refers to the organization of thefplaetsvork. An
additional poetic that underlies Flaubert’s writing, then, is its purposefutigteubat results
from discipline and planning.
Part of the beauty of Flaubert’s writing results from his concerndatrtictural
precision. Flaubert’'s commitment to the intense labor required for structuring his werkals
that his writing was exact and was never completed in a hurry. The overatilist of his
literary works is determined by the arrangement of their “formal ptiege such as their plot
and grammatical elements; for example, “individual scenes” and “carbhlinced sentences”
(Falconer) are some of the parts that make up the plot of a novel, and in Flazdsst'sne
could argue that “the plot itself is the structural element” of his works (&lobd3). It is

evident in Flaubert’s correspondence that structuring his stories was @ytmemportant and
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personal to him, and part of structuring his works included organizing or arrahginglot
elements in a particular way. Flaubert’'s concern for this arrangemender can be observed

in a letter to Louise Colet, where he particularly admonishes her for tgggkin] to violate the
inner poetics that determined [the] pattern” or arrangement of his work {4'e3tE0). On the
other handstructure in general underlies the aesthetics of a work, and Flaubéitis fisplays
the way that “[b]eauty is sometimes the shape of the book, the book as a whole. . .” (Forster
152). Within a narrative, structure typically is “the most reliable akasehe most revealing
key to the meaning of the work” (Holman 514), and Flaubert’s structure only enhlaaces t
meaning and purpose of his writing.

While the overall structure involves the shape of the work as a whole, a work’s
arrangement reflects the order of particular plot elements. Flauaegiggement dfladame
Bovaryis one of the structural elements of the novel and helps to emphasize those gotselem
that are not evident on the surface and that are most significant to his overall phigose
ordering of his work especially uncovers the significance of the “thregsirant throughout the
novel. Three is an important number to Flaubert, as his novel is divided into three parts whic
each include “numbered but untitled chapters” (Porter and Gray 100). The threeyzdunre of
Madame Bovaryelps to reveal the artistic achievement in Flaubert’s work. When most people
read a work of literature, “[tlwo-ness is natural to [them]; three-neggests an external world
whose complexity often exceeds the limitations of [their] bodies ani] [tirelerstanding”

(Porter and Gray 95)Readers expect symmetry in the surrounding world and in a literary work,
so the “three-ness” of Flaubert’s novel interrupts the traditional relatipbsiiveen author and
reader in such a way as to introduce the possibility of a split perspective, winchtelly

underlies irony and ambiguityVhile third occurrences in Flaubert’s plot are certainly
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significant, the third appearance of an event, character, or opportunity is pdraapegative
rather than positive, uncovering Flaubert’s pessimistic attitude towardhfezsmatter of his
novel. For instance, Emma tries three times without success to seek happinessszape
boredom, first by marrying Charles, then by seeking a friendship with Léon natigt By
entering into adulterous relationships with both Rodolphe and Léon (Porter and Gray 96). These
steps Emma takes propel her closer to her own demise, and the order of thesetipiporta
elements points to Emma’s imminent downfall and helps the reader to recognizeréasingly
flawed behavior.

Also, the order and manner in which characters and objects appear in Flaube«t’s
help to unveil a “dramatic progression” (Porter and Gray 102) that signal&isrdownfall.
For instance, the third time that the blind man appears in Flaubert’'s work is hislimastic
appearance, and the song he sings toward the conclusion of the novel serves to haunt Emma at
the moment of her death (Flaubert 1235). Flaubert utilizes various motifs and tigectscur
in groups of three to give significance to his story; for example, Emma bedoenibs ¢
individual in the novel to take the name Madame Bovary, and her adoption of this titléyactual
contributes to the loss of her own identity. Concepts that appear frequently throughmmwethe
such as references to Emma’s habitual reading of romantic novels, help tohhitidig
monotony and “inauthenticity” present in her life and character (Porter aydlG2a The
structure of the characters and symbols within Flaubert’s novel, then, helps tdeepiats
gradual demise.

Flaubert’s deliberate structuring of his plot elements i@geals his skilled use of irony.
ThroughoutMladame BovaryFlaubert showcases the “reduplicating” of situations in order to

disclose unexpected irony in characters’ beliefs and perceptions (Fattéray 100). For
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instance, all of the characters in adulterous relationships become disiltlbiadultery; in

fact, Emma is surprised to discover in her affair with Rodolphe “all the plasitofmarriage’™
(Porter and Gray 96). These “situational echoes” throughout Flaubert’'s work astesuhs

ironic, and because of this consistent structure or framework, as the novel psydhesssader
expects to observe the failure of Emma’s relationships (Porter and Gray 96).pEedelece on

her two lovers only drives them further from her, and when Rodolphe ends his affair witn Emm
abruptly by giving her a letter, she nearly allows herself to die, and time scechoed in her
eventual suicide toward the conclusion of the novel (Porter and Gray 100-01). imigye8tis

irony becomes apparent to all but Emma and her lovers.

The way Flaubert manipulates grammar uncovers another structural aspsavoifii
and his manipulation of language through his attention to grammar contributes|tidibye df
the book’s style. Marcel Proust notes that Flaubert excels at “expréssgrapntinuity of time
and its unity” in his writing (qtd. in Nabakov 173). Particularly, Flaubert oriestsslaiders to
his use of time itMadame Bovaryhrough his variation of tenses. Tense generally is one aspect
of syntax, which is an element of grammar as a “level of structural orgamnizati. In this
sense, grammar is the study of the way words, and their component parts, condme to f
sentences” (Crystal 208). Throughout the novel, “imperfects (‘he was goiadi)earded with .
. . past tenses to create ‘typical’ scenes that seem to be both uniquely talkenaf plagven
moment and to be repeated an indefinite number of times” (Gans 7). These clever tense
combinations not only reveal the vividness of a particular scene in Flaubgtttait also
continually emphasize the flow of ideas and actions in his work. His consistent use of the
imperfect tense may also influence his proclivity in his plot structure to dtg8taations,

especially ironic ones.
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Not surprisingly, Flaubert's “carefully calculated” structure (Blert, “Letters” 305) is
not just limited taVladame Bovaryput also plays a large role in his short story “A Simple
Heart.” The title refers to Flaubert’'s main character, Félicité, waaservant girl in the house
of her mistress, Madame Aubain. Félicité’s life seems quite simpéheaalways does what she
is told and constantly displays compassion for her mistress and for the children ahe has
responsibility to care for. However, shortly into Flaubert’s tale, bothité&ind Madame
Aubain experience tragic losses, with Félicité losing her nephew Victeaars Madame
Aubain losing her daughter Virginie due to a serious illness. Unfortunately, s&s lds not
stop there: other loved ones pass away, Madame Aubain becomes unable to pay foeher hom
and Félicité loses her sense of vision, her hearing, and her beloved parrot, Loulou.
Although this string of losses highlights the main plot of Flaubert's tale, thalbsieape
of his work, as a representation of the story’s structure, gives gneesming to the losses that
the characters experience. In “A Simple Heart,” Flaubert disredagd®nventions of
traditional storytelling and structures his story and the events and ehanathin it according
to the figure of what John R. O’Connor calls the “double cone” (812). Throughout Flaubert’s
story, the series of misfortunes and trials that Madame Aubain and Hélggtéeem to be
strung together haphazardly and seem to lack the causal connections found witlgpicahelot
of a short story. To Flaubert’s reader, Madame loses her daughter ané E&fetiences the
death of her nephew for what seems to be no apparent reason. However, the chain of personal
losses during the first half of the tale gives the story the structurdaiiaward or “diminishing
spiral” (O’Connor 814), and this “shape” accompanies the sense of increasingtlusstory.
Although a physical sense of loss pervades Flaubert’s story, a steadgpfssessal and

spiritual gain develops later in the story and is extremely important todpe si the tale as a



Brownfield 32

whole. After Félicité loses most of what is familiar to her, including hemop, she has Loulou

stuffed, and her fascination with the stuffed parrot begins to grow until he becanmesste

important possession. As the story continues, Félicité’s physical condéamilgtworsens, but

her dreams become greater, and her mental clarity steadily increasesuldseem fitting,

Flaubert includes in the conclusion of his tale an account of the most permanent icis&'sFél

death. However, the description of her death is nothing like one would expect:
An azure vapor ascended to Félicitedem. She opened her nostrils, inhaling it
with mystic delight; then closed her eyes. Her lips smiled. The beativeg of
heart grew slower and slower, each time more feeble, more gergl&again is
exhausted, as an echo disappears; and when she drew her last breath, she fancied
that she saw, in the opening heavens, a gigantic parrot soaring above her head.
(Flaubert, “A Simple Heart” 74)

It is significant that Flaubert includes so much sense imagery in the farad st his story, when

Félicité has lost her ability to use most of her senses. On the surfaceaitsfapFlaubert’s

audience that “depriving Félicité of her being” actually leads to hdutiag her to pure

function” (Brombert 46).However, while the text on the surface exposes her moment of death,

what occurs beneath the surface, in Félicité’s mind, reveals that deatliétteRs actually a

moment of gentle spiritual pleasure that contributes to the upward spiralisrlct is present

at the conclusion of the story (O’Connor 817). Flaubert uses imagery in his description to

emphasize Félicité’s death in her consciousness as the grandest, motemagnoment of her

life. Since Loulou was Félicité’s most cherished treasure, the portrayed phtrot escorting

her into heaven remains extremely significant, as it indicates heauapaondition even though

her life has physically ended. The events of Flaubert’s plot, then, demonstoateward spiral
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of loss throughout the story, while the actions and ideas that occur interrhlily KHélicité’s
mind and heart uncover a picture of an upward spiral that propels her toward a margfulfill
existence.

Flaubert’s portrayal of a double cone structure in his story is exhibited leady en
this final scene of “A Simple Heart.” Flaubert’'s tale ultimatelyaals that “[t|he description, in
the final sentence, of Félicité’s death is the moment toward which the wholeatekeen
tending, the moment at which the apex of the diminishing spiral of her materialidess the
center of the base of the now fully expanded spiral of her mental life” (O’Connar Bh&)final
line of the work lends itself to what Sartre calls “an imaginative totaizaf the work” (qtd. in
O’Connor 817). In this way;laubert’s descriptions of Félicité’s final heartbeats and her
glimpse of the parrot act as the resolution of his tale. Flaubert even conumémgspreferred
narrative plot for any story, describing the fate of a character yet te@ed: “The more
unhappy his real life, the happier his dreams. The imagined world should accomgdayrhis
the world, then become a part of it, and finally dominate—then the denouement” (qtd. in
O’Connor 812). Everything that has previously been ripped from Félicité’s fadwa been
restored to her with a final breath, and the downward spiral with which Flaubert fonselthi
preoccupied through the portrayal of successive losses has by the end afythevstsed itself
to display Félicité’s mental and spiritual fulfillment, thus demonstratisgibuble cone
structure.

In his most acclaimed short story, Flaubert cleverly reveals the dichatolnns story’s
title and structure, as simplicity is “not at all . . . at the heart of ‘Un coyplsjhwhose success
depends on a complex mastery of narrative techniques” (Brombert 52). The “stiggeste

meanings” (Brombert 44) of Flaubert’s tale, not obvious in a cursory reading okthe te
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“straddle and intermingle” (Brombert 44) to reveal a complex and beautifuliststed work of
literature. In this way, the frustration that Flaubert experienced whengaand structuring his
works reveals that “Flaubert’s art is supremely self-conscious”¢@Gr 814). When writing
“A Simple Heart,” then, he remained loyal to its spiral structurematiiag to emphasize the
story’s mental and spiritual implications. Just as the story derivegatsieaning from beneath
the surface of the plot, Félicité demonstrates that the greatness ab@pbfs may also be
found beneath the surface of his or her deteriorating physical condition.

While “A Simple Heart” as a story possesses a clear structural, shagame Bovarg
meaning and significance is reflected more clearly in the structiihe plarts that make up the
whole work rather than in the shape of the work itself. Interestitisdygdespair that Emma
Bovary experiences in her marriage and daily life and her subsequent destlecisions are
truly enhanced by the various structural intricacies of the novel. In thistkeagubject matter
and the structure of Flaubert’s work complement one another. In contkéatitone Bovary
the subject matter of “A Simple Heart,” consisting of a seeminglypiieable string of personal
losses, actually contradicts the story’s overall structure, which teetpseal the heroine’s
mental and spiritual fulfillment and which portrays her selfless characgepositive light. The
true meaning of this tale, then, is actually uncovered by the general stiucsinape of the
work. While Flaubert structures these two works differently, the steiofugach work lends
greater significance to the work’s content and discloses the complexity oathelnaracters.

Throughout his literary career, Flaubert nearly idolized the writing proagesizing
over each word he composed in a process known as his sedemfuirjuste The time he
dedicated to this exploration naturally allowed him time to concern himselfivatsttucture of

his works. It is evident from his careful story structure thaiting for him was anything but a
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matter of haste, that instead it was an activity involving the most painstakorg tlae most
elaborate mental and physical toil taking place over an often seemingly imabtenduration”
(Gourgouris 344). It seems, then, that Flaubert’s stories possess no accidesttaks.
However, it is important to remember that “[g]iven Flaubert's richlgidesl reputation . . . it
appears strangely paradoxical to recall that of the half-a-dozen najs w . onlyMadame
Bovaryand theTrois ContegThree Talesimpress as symbolically ordered, finely proportioned
aesthetic wholes” (Porter 101). It is the deliberate structuadame Bovaryand “A Simple
Heart,” then, that aids in providing these tales with artistic unity and in atldthg power of

Flaubert’s language.
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Chapter Four—Poetics in Light of the “Cracked Kettle”: The Limita tions of Language

Despite his reliance on elements of language related to narrative point ohdew a
structure, Flaubert struggled with the limitations of language, eslyasian attempting to
compose his most well-known works of fiction. Because Flaubert understood so well that
language was not wholly adequate for communicating truth, he obsessed oveetbélssyl
writing and especially over his word choice. In Flaubert's mind, “langsagm[ed] to have
reached a moment of crisis” (Israel-Pelletier 183), and it is noteyvibréh throughout his
correspondence and his literary works “there is always the despairingo$¢insailtimate
inadequacy of language, however tempered and hammered into justness of@Xpi@ssisby
69). Flaubert remained acutely aware when writing that languageimitisd his options for
recounting all the possible human emotions and experiences, and, as he wrote, hbeppreac
aim of finding a solution to these limitations with an almost religious fertaubert’s
understanding of language often created a barrier for him as an author, and his rtesjhense
challenge that language presented him demonstrates Flauberi\gecabdity to overcome the
inadequacy of language through his utilization of both linguistic and thematicsdatdireflects
the poetics that underlie his works.

Flaubert’s composition dladame Bovarynost clearly displays his awareness of the
inadequacies of language and his subsequent attempts to overcome the obstactestpany
those shortcomings. As Flaubert wrote his novel, his obsession with overcomingittestes
was particularly apparent in his searchleomot justeor the right word, which reflects both the
potentialities and limitations of language. During the five-year periochiobhahe composed the
novel, Flaubert locked himself in the room he designated for writing and wrotatiatbe

evening, obsessing over the arrangement of his text and reading it aloud to snsnfedtion.
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Louis Bouilhet, a close friend of Flaubert, even rehearsed Flaubert'scesteith him
frequently (SteegmulleFlaubert and Madame Bova41). While he remained predominantly
concerned with the aesthetic quality of his work, Flaubert’s commitment sxtiueacy of his
composition was almost scientific:
Flaubert demands first a complete mastery of one's subject so as totobe able
display what appears to be true. Precision is the virtue requisite hereyou . If
knew precisely enough what you wanted to say, you would say it well. This is the
basis for his insistence upon finding “le mot juste.” The purpose of this precise
knowledge, really this erudition, is to ensure that, when the novelist selects the
detail or two for which he can find room, they shall be the perfect ones. (Bart,
“Flaubert’s Concept of the Novel” 86)
Clearly, Flaubert remained dedicated to perfecting his prose. In hispmrdesce, he asserts,
“Prose was born yesterday: you have to keep that in mind. Verse is the formgdeneroof
ancient literatures. All possible prosodariations have been discovered; but that is far from
being the case with prose” (qtd. in Steegmuller, “Louise Colet 11" 159). The isoaehuch
newer literary form than poetry, and during his literary career, Htasée an opportunity with
his novel to create an original work of art, in part, through his precision in disapteemight
word. Flaubert remained under intense pressure while compdsisigme Bovaryand although
this pressure was frequently self-imposed, he believed that successehdlyering language’s
inadequacies was the key to creating a work of literature that would be aata@na detailed
portrayal of the reality of bourgeois life but that would also possess an artfulautdle
essence. His correspondence with Louise Colet while composing his worls riénagdbr

Flaubert, writingVladame Bovaryvas truly a daunting and exciting task: “The entire value of
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my book, if it has any, will consist of my having known how to walk straight ahead on a hair,
balanced above the two abysses of lyricism and vulgarity (which | want tonfasearrative
analysis). . . . [W]hen I reflect that so much beauty has been entrusted to me . o.tearfiex
... and long to rush off and hide” (gtd. in Steegmuller, “Louise Colet II” 157). Flaubert’s
approach to the composition of his work reflects his struggles with the inadegjodtanguage
and his longing for a style that is as “precise as the language ofeéheexi (qtd. in
Steegmuller, “Louise Colet II” 159).
Flaubert’s characters even recognize and lament the limitationsrofvtite2n and
spoken words, and their conclusions about the inadequacy of language in some way reflect the
beliefs of their author. In Part Two bfadame Bovaryafter Rodolphe, Emma’s lover, begins to
grow bored with their affair, the narrator reveals Rodolphe’s increasirdgd jattitude toward
Emma’s consistent and passionate declarations of love:
He had had such things said to him so many times that none of them had any
freshness for him. Emma was like all his other mistresses; and as timeafhar
novelty gradually slipped from her like a piece of her clothing, he saw eslgal
all its nakedness the eternal monotony of passion, which always assumes the
same forms and always speaks the same language. . . . Since he had heard those
same words uttered by loose women or prostitutes, he had little belief in their
sincerity when he heard them now: the more flowery a person’s speech, he
thought, the more suspect the feelings, or lack of feelings, it concealed. (Flauber
1151)
Emma strongly believes that her words and claims of love awaken the same kinsla{gpems

her lover, and they arouse new emotions within Emma as they relate to situatibas shéy
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read about in books but has never before encountered personally. She mistakemly thelte
the romances described in the novels she has read offer a true reflectiditypfrehas a result,
she echoes the language of the books she has read. However, to Rodolphe, such language is
formulaic, and it only represents an endless droning that reminds him of the othehi®Wars
sought after in the past for his own satisfaction and gratification. The camdusiout
language presented in this parivddame Bovargompose one of the most famous passages in
the novel and indeed echo Flaubert’s own beliefs: “Whereas the truth is thagSdfreoul can
sometimes overflow in utter vapidity of language, for none of us can ever ettpressact
measure of his needs or his thoughts or his sorrows; and human speech is like a crdeled ket
which we tap crude rhythms for bears to dance to, while we long to make muswlltheelt
the stars” (Flaubert 1151-52). Clearly, Flaubert, through his narrator and everthroug
Rodolphe, demonstrates this curse of the “cracked kettle”; no linguistic descaah fully
account for what occurs in the depth of one’s soul or for the truth behind human beliefs a
perceptions, and too often language proves to be not wholly adequate for communication. In
Emma’s case, her words, as pre-existing forms that she nasgbyses as her own, are received
merely as empty and lifeless professions of “love.”

Because of this view of language and in light of the “cracked kettl&fameme Bovary
inanimate objects are “speechless players in the drama that unfolds” {Of@)sind thus help
to shape reality for Flaubert and his characters. Since Flaubert wresttedigently with the
limitations that words placed on his own artistic expression, he chose to use ewdjgdsyin
his work to add insight into characters’ experiences and internal confliatscuRaly, various
objects propel Emma’s search for the romantic ideal in her life, and Riaw®arch for the

right word seems to mirror Emma’s search for the right symbols and objelctaiwgh to
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surround herselfAfter the ball at Vaubyessard, Emma discovers a cigar case that supposedly
belongs to the Viscount, and the discovery of this symbol of upper-class wealthactaayst
for Emma’s continually developing romantic dreams and longings. The narratothaites
“[o]ften when Charles was out she went to the closet and took the green silk cigaomwase
among the piles of linen where she kept it” (Flaubert 1070). The cigar camasentonstant
reminder of the lifestyle Emma longs to live, and the narrator’s referémtles cigar case early
in the work display Emma’s desire to keep her dream alive even as she remainsdad by
unpleasant reminders of bourgeois life. Toward the end of the novel, while she is on her
deathbed, Emma takes notice of a violet stole that the priest Bournisies watti&im when he
comes to administer last rites for Emma. The narrator notes, “She slongy ther face, and
seemed overjoyed at suddenly seeing the purple stole—doubtless recognizingtertras of
extraordinary peace, the lost ecstasy of her first mystical flights arfisihesions of eternal
bliss” (Flaubert 1234). The stole represents Emma’s fleeting romantic eacwitht religion
and her delight in the appearance of religious commitexam in her moment of death.
Flaubert’s use of objects to display realityMadameBovarydemonstrates the “aesthetic
potential of the ordinary” (Wise 39) in overcoming the inadequacies of languagke Zéia,
one of Flaubert’s protégés, remarks that “[in Flaubert] the most trivialtelgequire voices;
they are alive, they speak and all but move . . . . being observed by an author whoseueye for s
detail is the most remarkable feature of his talent” (qtd. in Ormsby 69)-irttlse ordinary use
and experience of language” that words “set a limit to what we can mean andenten be
understood to mean” (Abrams), thus demonstrating language’s inadequacy Iimgnkei
totality of reality. In response to this linguistic challenge, thenyldde’s objects “rival the

human protagonists in their eloquence” (Ormsby 70). In this way, detdladame Bovary
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including both linguistic tags and material objects, reveal and shape theireahich people
live. In this case, the realistic details of the novel shape reality for bathdftaand for his
heroine.

Flaubert’s careful structure and unique writing style offer pagrcgblutions for
communicating truth in the face of language’s inadequacy. The “incessant plaf
signification” (Abrams), especially evident in literary critiisince Derrida, is loosely
connected to the crack in the kettle that Flaubert lamented in the nineteenth. celoweyer,
instead of believing that his meaning was impossible to determine, Flauperided to the
cracked kettle by concerning himself with the aesthetic nature of hisltetttis way, his style
helped him to express what words alone could not, and his commitment to style helpedeo inspir
him to meet language’s challenge in his writing. His belief was that “[w]otds aonnect
justly with other words, but they must echo in actuality as well” (Ormbsy 70)FI&obert,
“[s]tyle was not only a barricade, imposing limit and order on the unruly; it sasla¢ slow,
stubborn, patient mending of that irreparable crack in the kettle” (Ormsby Ady, ds
evidenced in Flaubert’s writing and in his view of the writing process.g‘stgls something
physical” (Ormsby 69).

Flaubert’s work to overcome the limitations of language in his writing helped to
showcase the most artistic elements of his literatireoughout his literary career, “Flaubert's
interest in language, far removed from the linguistic preoccupations of therdatieeth century,
hinged rather on his nearly religious belief that the fixatiole ofiot justecould lead to the
revelation of [the] essence” of a work (Wise 35)e remained more devoted to “the concept
which lay behind” his literary works than to the subject of a work (Bart 85); érarit style was

of utmost importance to him and constituted this “concept,” or the work’s overtiketies
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quality. As he wrote, Flaubert was guided by an undeniable sense of ariigidse:
Observation was a secondary virtue in literature, no more. The purpose of art . . .
[was] to assimilate the True through the Beautiful as intermediarthdaim of
art [was] not the True but, beyond it, the Beautiful: not the technical ddtails, t
local color or the historical data, but the fimatité artistique idéalewWhen all the
data were garnered, the work of art would still require the finding of its own
particular poetics, which alone made the data important to the writet,. (Bar
“Flaubert’s Concept of the Novel” 86)
In this way, Flaubert’s poetics give meaning to the subject and content of ki wod because
they helped Flaubert to manipulate language in a way that benefited his whieipdnelped lead
him toward the aesthetic ideal that he desired so greatly to attain in lagiheer
Since language presented so many difficulties to Flaubert while he caiipsseorks,
and since at times those difficulties even frustrated and alarmed him, he “[fmnlack in
crafting the perfect prose” (Williams 167). While writiadame BovaryFlaubert’s physical
habits were defined by a rigorous searchdanot justeas he sought to overcome the
inadequacies of language. In a letter to Louise Colet written while FFtaud® working on the
novel, he admitted that the “satisfaction of having found the [right] phrase”caasihg [him]
the most exquisite pleasure” (gtd. in Steegmuller, “Louise Colet II” 158hei@hy, his
obsession with the style of his writing helped him to move toward the restoration cdi¢kect
kettle, and his poetics helped to bring harmony to his style and to emphasize thellxgaliif
or essence of his works. Fortunately, instead of discouraging him completelyalieage
presented to him by the inadequacy of language consistently inspired Flaubrettrtevii ways

of expressing and shaping reality through the style of his prose. In thi§laapert's concern
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with le mot justeand his careful attention to language, while serving individually as important

elements of his poetics, ultimately contribute to his poetics as a whole.
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Chapter Five—Flaubert’'s Acoustics: The Poetics of Musicalityn the Prose ofMadame
Bovary and The Sentimental Education

In response to the limitations of language, Flaubert relied on his knowledgssioftm
help him infuse his prose with life and power. Although music may not be the firstrartdfor
cross one’s mind when considering a poetics, for Flaubert, music remained pam\tyday
existence and influenced how he composed, revised, and shared his literary wor&stingher
Flaubert did not possess the educational or social background necessary foveertesiial
training, yet some members of his family demonstrated musical abdayn{Aubry 14). While
various nineteenth-century writers were renowned for their distaste far, rfinstead of
holding music in contempt, Flaubert found himself so engrossed by it at times that bébad t
on his guard lest his work should reflect too precisely the pleasures of his mygerateces”
(Jean-Aubry 13)His “long meditation[s] on art” (Tooke 170), including music, helped to
influence Flaubert as an individual and artist, and his portrayals of music ioftisoften
inform his characters’ own experiences. As evidenced in his correspondenceities dguat
Flaubert believed made music beautiful are some of the same qualitielyingdes poetics.
For him, music was intimately connected to style, which not only influenced hispbatialso
“provided a means of ordering the world” (Ormsby 70), particularly hishysone. Flaubert’s
works, and particularly his creation of “speaking” objects in his literaaigrevell as his view of
the writing process, reveal that “style was not only physical in some sagse; it was
acoustic” (Ormsby 70). In this way, then, musicality of language can beletats one of
Flaubert’s poetics.

Any inspiring musical performance reveals that “[m]usic relies atygu@nt on the

interrelation of sounds to one another” (Begbie 54), and to Flaubert, no other truth sesmed m
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pertinent to the writing process. He worked as if he were a composer soundinghautiteaaf
his work, and he remained in his writing room late at night in order to read his draftsradoud a
to ensure that each sentence sounded just right (Steegmuller 241). In this wagrt RlasBiin
the habit of ‘performing’ his texts . . . as if they were a libretto” (Tooke 171)a ‘Aenguage of
the imagination” (Aronson ix), music served Flaubert as an inspiration fiomgvand as a
significant subject within a literary work, and since his words often possesgsieahquality,
they actually “penetrate . . . deeply” when read (Begbie 86). Music inyartrelates to
Flaubert’s writing and to his poetics because, according to his letterspve tet give his prose
both “rhythmic” and “sonorous” qualities that “give it the consistency of véfdatbert,
“Letters” 303-04).

Flaubert’s habits in writing tie the “musical dimension” (Tooke 171) of hiscieattly
to the composition of his most acclaimed work. While the writing of his easleantic work,
The Temptation of St. Anthqroame quite easily and quickly to him, FlaubeMadame Bovary
developed as a result of five years of painstaking labor during which héediyenducted an
arduous search foe mot justeand this search is related directly to the “acoustics” of Flaubert’s
texts. For Flaubert, “elements of sentence accord[ed] melodiously witlsttgect. Thus, the
celebratednot justeof Flaubert involve[d] far more than lexical correctness; it entail[ed]
discovering the one word or phrase which [fit] the thing evoked with absoluteagauhile
simultaneously linking it with the other words in the passage in a manner tha{glehas
discerning ear” (Ormsby 66). Flaubert’'s own description of himself in one ddttess as
“itch[ing] with sentences” (qtd. in Steegmuller 237) creates a curious pwoire and sheds
light on a man who was obsessed with the melody in his mind and who could not cease writing

until that melody was perfected on paper. Flaubert was “a writer whostanbcare was the
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cadence of his phrases and the musicality of the words they contained. Hipaadence

shows him obsessed, to the point of a sort of martyrdom, with the choice of the sound-values and
the melodious inflections of language” (Jean-Aubry 13). In his writing, Isecasastantly

“tinkering obsessively with the nuts and bolts of French, weighing up syllables . . . [akitiigcoc

his impossible ear to the purring of every syntactical position” (Ormsby 66Jlén tor ensure

that his prose maintained a poetic quality that was aesthetically pled3aubert’s writing
demonstrates that, like music, good literature possesses “aesthetityin(Bggbie 51), which

allows both author and reader to receive pleasure from how a text “sounds.”

Flaubert admitted in his correspondence, “A good prose sentence should be like a good
line of poetry—unchangeable, just as rhythmic, just as sonorous. Such at least, is my
ambition. . .” (Flaubert, “Letters” 303-04). Music and poetry both try to harmonizeetsrthat
are in tension with one another into a beautiful whole; however, while it is the lieguisti
elements of poetry that give verse a musical quality, the harmony thks fesm resolution in
music occurs apart from the lyrics or from language itself. In this waycrmasy serve the
same purpose as poetry in helping to promote “harmony in discord” (Spitzer 415), but
instrumental music especially harmonizes without the use of language and thus bapasot
contingent on man’s linguistic faculty as poetry is. Therefore, when Flazdepgosed his
works, creating prose that was akin to the “music” of poetry helped him to overcome the
inadequacies of language. Furthermore, the scenes in Flaubert’s novels viharemsl
music is present in the background are extremely significant, as muljaideits ability to
harmonize apart from language, most likely further aided Flaubert in overcomivngryhe
limitations of language.

In this way, then, the rhythm of Flaubert’s text demonstrates one aspect afdicality
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of the form of his work. ItMadame Bovaryhis concern with the cadence of his writing and
internal rhythm of his work can be observed in his frequent use of musical expreasions a
metaphors. For Flaubert, paying attention to the rhythm of his prose was adiftédeaique]

for [his] purposes itMadame Bovary(Tooke 170), especially since the musical quality of his
language helped him to express what he as an author could not express solely and/smdse

it allowed him to identify with his heroine, Emma Bovaig@enerally, the rhythm present in
Flaubert’s writing is the kind of rhythm that “we can all hear and tap to” {#ot§4). When

Emma consents to join Rodolphe for an afternoon horseback ride, the narrator dessribes thi
liberating and romantic experience in musical terms: “With her headlgligivered, her hand
raised and her right arm outstretched, she let herself go to the rhythmigyroohion”

(Flaubert 1131).Later, when Emma experiences an opera in Paris, the narrator utilizes al music
metaphor to portray her physical reactions to what occurs on stage: “Hedrasarits full of

the melodious laments that hung suspended in the air against the sound of the double bases . . .”
(Flaubert 1172).ThroughoutMadame Bovarythe“lovely waxing and waning” of this type of
language helps “to fill [Flaubert’s audience] with surprise and frestamesbope” (Forster 167).

His obsession with the rhythm of his text as evidenced in various descriptions of Emma’s
experiences clearly demonstrates Flaubert’s propensity to shara’&longings and leads to

the fairly consistent musicality of Flaubert’s prose in his novel.

The rhythm present in the musicality of Flaubert’'s language helps to unggthiens of
his work, and the overall unity dadame Bovarys another aspect of the musicality of the
novel’s form. The novel consists of three parts, which Flaubert called structunesivements
(Nabakov 126), and his terminology is reminiscent of the movements of a symphoings dus

successful symphony results fréthe relation between the three big blocks of sound which the
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orchestra [plays]”’ (Forster 168), the success of Flaubert’'s work pastijts from the harmony
of its three parts due to the consistent musicality of his langugeartistic qualityof
Flaubert’s novel was extremely important to him, and he longed to understand thod pesrts
work in relation to the greater context of the work as a whole (Williams 168)alility to view
the novel in its totality when composing aided him in producing “the range of artfetstsene
desired” (Williams 168), and these effects help to tie his three movementsetoigéd one
cohesive unit. To the reader, the unification of the movements of his work seems tadeesem
general aesthetic impression that reveals the ability of Flasipeose as a whole to “lead a
larger existence” (Forster 169). In other words, even though it is divided intéicspadis or
movements, like a symphony, the musical quality of Flaubert’s entire navelda lasting
impression on the reader even long after the final note (or word) resounds.

Just asvladame Bovaryncludes countless musical references and allusions, music
remains a significant element of Flaubert’s plot and acts as the backdrop of the nove
particularly for the character of Emma Bovary. Especially in liteeatmusic as a backdrop can
be manipulated to illuminate the inner consciousness of characters; Flaillzed music in
Madame Bovaryo uncover Emma’s consciousness, but his use of music in the work also allows
him to retreat into Emma’s world. Since music is an “imitative art” (B=ghj, it does not only
complement Flaubert’s imitative poetics, but it also influences Emmaismes to high society
and her desire to imitate her unfamiliar surroundings. With its “metaphysicabioes”
(Aronson x), music aids in Emma’s understanding of the world around her, and, more
particularly, it helps her to fulfill her own longings for liberation from heddle-class
existence, and these longings echo Flaubert’s similar romantic desided) music “plays a

discreet, effective and prominent part in this picture of provincial manners . an*QAldry 19),
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and music continually propels Emma’s dreams of a romantic existence, activggcatalyst for

her desires. For instance, one of Emma’s first interactions with the upgsrlité about which

she dreams occurs at the Vaubyessard ball. After Emma and Charlestahévbadl, Emma

prepares herself to enter temporarily the world of the upper class, and the omdiai$rother

world seems to beckon her: “The strains of a violin floated up the stairs; a horn joingsl i

Emma went down she had to restrain herself from running” (Flaubert 1066). Throughout her

time at Vaubyessard, Emma’s growing longings seem to match the rhythemathestral

music, and this symphony propels her deep into her romantic dreams:
Emma’s heart pounded a bit as her partner led her out by the fingertips and she
waited in line for the starting signal on the violin. But her nervousness soon wore
off, and swaying and nodding in time with the orchestra, she glided forward. She
responded with a smile to the violinist’s flourishes as he continued to play solo
when the other instruments stopped . . . then everything was in full swing again:
the cornet blared, once again feet tramped in rhythm, skirts ballooned and brushed
together, hands joined and separated; eyes lowered one moment looked intently
into [hers] the next. (Flaubert 1066)

Music certainly accentuates Emma’s enchanting experience, but evesiigeh& ‘music that

remains at the end of the evening influences her yearning for anythingdulié¢+dlass life. The

narrator remarks, “The music was still throbbing in her ears, and she forcelfl fuestay awake

in order to prolong the illusion of this luxurious life she would so soon have to be leaving”

(Flaubert 1068); perhaps the musical elements of the scene at Vauthyssdrelp to prolong

Flaubert’s romantic illusions. Clearly, the memories of the ball and its melooiinue to fuel

both Emma’s and Flaubert’s disillusionment with bourgeois life long aften& returns home.
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Shortly after Emma and Charles arrive in Yonville, Emma becomes acepliaiith
Léon, the town law clerk and a fellow hopeless romantic. They assert theafdhey share
for particular forms of music, such as opera, and Léon confesses that “Germdnisritisic
most inspiring” (Flaubert 1085), revealing his odd artistic taste. He goes ons® th
romantic arts in a manner that seems almost to foreshadow his future encatilnEanmva at
the opera: “Noble characters and pure affections and happy scenes are verfirgpthings.
They're a refuge from life’s disillusionments. As for me, they're my onéans of relief, living
here as | do, cut off from the world. Yonville has so little to offer!” (Flaubert 108&arly, the
arts, particularly romantic music and novels, serve to liberate theseltmtars from theennui
they experience while attempting to survive middle-class life in Yonvilleese early
conversations between Emma and Léon only help to reinforce Emma’s dissatisfatit her
husband, Charles, whose “conversation” the narrator notes “[is] flat as a sideplalte af
passage for the ideas of everyman” (Flaubert 1060), and they drive Emnhaseasches for
fulfillment of her romantic desires in men other than her husband.

In the scene in which Emma and Charles attend the opera, Flaubert useasslyint
emotional musical experience to illuminatgnificant“shifts” in Emma’s consciousness
(Lindenberger 160), much like portraying the transitions betwearements of a symphony.
Opera, as a “richer, grander, art form,” reveals the more romanticdea™{Tooke 170-71)
aspects of Emma’s consciousness, or the “higher narrative” (Lindenbergaf Es@)bert's
work in contrast with the “lower narrative” (Lindenberger 158) that continuathynes
Flaubert’s reader of Emma’s mundane, provincial life and that rarely stitizisic as subject or
background. When Emma arrives at the opera house, the narrator notes that meyely bein

surrounded by the aura of the upper class fills her with hope that her longinigs fuilfilled:
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“She took pleasure, like a child, in pushing open the wide upholstered doors with one finger; she
filled her lungs with the dusty smell of the corridors; and seated in her box shaeatse|f up
with all the airs of a duchess” (Flaubert 1170). Interestingly, opepaagrammed to elicit
exactly the response it receives from Emma” (Tooke 171-72). The opera episodeatedna
almost entirely from Emma’s point of view,” as she “sees only what can favireexperience”
(Tooke 174). In this way, then, Flaubert attempts to utilize this musical perfortoapagray
Emma’s subjective experience objectively from an outsider’s point of yehe seems to
experience difficulty separating himself from his title charactdre darrator thoroughly
describes those elements of the performance that carry Emma into theféaigher
narrative” (Lindberger 160), and Flaubert seems to be carried away with Hére adso allows
himself a temporary escape from his mundane world: “She let herself lnelylithe melodies,
feeling herself vibrate to the very fiber of her being, as though the bowsabtims were the
sets, the characters, the painted trees that shook at the slightest footstefpeti@onnets, the
cloaks, the swords—all those fanciful things that fluttered on the waves of raubkmugh in
another world” (Flaubert 1171). As the opera progresses, the focus of the “highgveiar
moves from the actual elements of the opera to Emma’s, and perhaps even t@'§|auiear
“longings” (Lindberger 160-61). Clearly, music, and particularly the opezae, allows
Flaubert’s reader to catch a glimpse of the consciousness of both chanacéerthor.

Emma’s reaction to the opera, and especially to the music and to the singeetvd®ms
actually spurs on her love for Léon, and her emotional interaction with the apeesdhe
catalyst for this new affair with her second illicit lover. During thégyenance, Emma finds
herself resonating with the heroine on stage: “And at the moment Emma, too, longkd that s

might leave life behind and take wing in an embrace” (Flaubert 1171). EmmaGnadssi
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responses to the singer’s appeals reveal music’s ability to “[grant] . . . gr@a@er power than
they would have by themselves” (Begbie 103) and to illuminate “word and music |mikialy
and emotion in an especially potent way” (Begbie 108). Towards the conclusion of the opera,
however, Emma practically refuses to listen to the music, having just seendté@eb acts.
By the third act, the performance has become mere background noise for Eyrowi's)
longings for her future lover, and her own desires begin to consume her (LindbergeA461)
reflected in Emma’s response to the opera, “Music is always a focus for stnatign, and that
emotion is often, if not always, love” (Tooke 169-70). In this affair that results frames
physical and emotional interaction with both Lagardy’s opera and with Léon, Betoees
“the artist” who “will play the leading role in creating a world of shatiedion” (Gans 111), as
Emma is to Léon “the lover of all the novels, the heroine of all the dramas” (Gahsndeed,
this illusion is not only shared with her lover but also with Flaubert, her own crédie
romantic world from the beginning is inspired by the music that gives expmassher desires,
and the “physical phenomena of sound” (AronsoigBite the desires of these bourgeois French
characters and of Flaubert. Since the opera is such an experiential ait éasily “evokes the
response of all [of Emma’s] senses simultaneously” (Aronson 9), but at theisemie
successfully exposes the “pettiness of [her] passions” (Gans 108); in this wsag provides an
avenue for Flaubert both to collapse into his heroine’s character and to sepasaiéfrom her
when necessary. Particularly in her response to the opera, Emma exhihits ahibiy to
liberate both her and her author from the mundane elements of her daily life amdramausic
as the “vehicle for day-dreams” (Jean-Aubry 19) throughout the novel.

Emma even uses her desire for piano lessons to disguise her plans to meet with Léon.

Long after Emma’s first encounter with Léon in Paisge the lovers begin to meet steadily, the
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narrator notes, “It was about this time—the beginning of winter—that [Emma] edosensely
musical” (Flaubert 1193). Emma attempts to convince Charles of her need for psons)e
and Charles concedes that an occasional piano lesson may be to her benefiterHemma
argues, “But lessons aren’t worth taking . . . unless they're taken regulg@lgtibert 1194).
Upon Emma’s receiving Charles’ blessing for regular lessons, theéaraemarks, “That was
how she obtained her husband’s permission to go to the city once a week to meet her lover. By
the end of the first month everyone found that her playing had improved considerédolyge(E
1194). Yet, for Emma, it is the “music” of her romantic rendezvous with Léon thegrsdhe
piano lessons only fuel the passion between the lovers that allows them to elechavesek,
“Till Thursday! Till Thursday!” (Flaubert 1197)As evidenced in Emma’s affairs even late in
the novelmusic serves as the backdrop for Flaubert’s portrayal of Emma’s continually
progressing romantic fantasies and delusions (Jean-Aubry 21), and the use ah thisivay
reveals Flaubert’s personal knowledge of music’s connection to a romanitiviewor It was
through his mistress Louise Colet that Flaubert grew to know music s@amngrhusical
references permeate his correspondence with her and highlight both the caupéeitic
declarations of love and Flaubert the artist’s assertions of love for his neaetAlibry 16).
ThroughoutMadame Bovarythen, Flaubert’'s use of music in his portrayals of Emma shows him
to be well-versed in the use of musical allusions to achieve a romantic ideal,afridwhus
these musical references further uncover his identification with his heroine.

Music also plays a significant part in Flaubert’s later noMeg Sentimental Education
Mainly, music comments on the growing infatuation between Flaubert’'s mairctgrafrédéric
Moreau, and Marie Arnoux, his love interest, and successfully romanticizéseRia opening

scene. Flaubert's characters think and feel in terms of music, and at the openinwpetthe
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“Music forms the background for the first scene betraying the emotion of the hetdhe saht
of Mme. Arnoux” (Jean-Aubry 24). Flaubert’'s narrator introduces these thi@rao a
steamboat, and the ship’s background music emphasizes the romantic atmosphengtiaf the i
scene of the novel:
It was an Oriental romance dealing with daggers, flowers, and starsagfjesl r
man sang it in a harsh voice; the throbbing of the engine broke the rhythm of the
tune; he plucked harder; the strings quivered; and their metallic sound seemed to
breathe sobs, and the lament of a profound and defeated love. On both banks of
the river the woods overhung the water; a cool breeze blew; Madame Arnoux
gazed abstractedly into the distance. When the music stopped her eyelids
fluttered several times, as if she were emerging from a dre&@aunbért,
Sentimental Education)
Like Madame BovaryThe Sentimental Educatioaveals music as an important component and
backdrop of the novel and displays the musicality of Flaubert’s language. Howesteagdi of
highlighting the escalating romantic dreams of the characters, thduntory music
foreshadows a desire for love that will never be fulfilled and hints at tieel faimance between
Frédéric and Marie.

Nevertheless, long before Frédéric senses the futility of his attractMadame Arnoux,
when he sees her, music intensifies his internal emotional experience and hidghéigigrsonal
struggles. On the boat where he first spots Madame Arnoux, Frédéric expeféefamdimng of
benediction he connect[s] with her, an almost religious impulse” (Flaubert i7refteusic
ceases, and in the first scene he relishes the “indirect overture” (Fl&ubad the “infinite,

dreamy joy” (Flaubert 10) that surround this awakening love. Throughout the novelaisosic



Brownfield 55

defines the growing attraction of Madame Arnoux to Frédéric (Jean-AuhryFR)bert’s
narrator, however, also utilizes musical metaphors to emphasize Frefiéstration in his
pursuit of Madame Arnoux: “Sometimes it seemed to him that music alone couldsdxigres
interior turmoil, and then he dreamed of symphonies; or his imagination was gripped by the
surface aspect of things, and then he longed to be a painter” (Flaubert 16)edt fsorh the
musical descriptions of Frédéric’s character that he has a diffic@trémaining consistent in
his desires. Throughout the novel, music sheds light on Frédéric’s conflictingesnasi he
attempts to comprehend his own longings and ambitions. At one point, Frédéric dreams of
himself as a successful government official, and the narrator notes that, éni¢zsédhydream,
“his voice charged with thunder, full of musical intonations, ironic, pathetic, passionate
sublime” (Flaubert 80-81). Music is especially connected to passion and dnelines i
Sentimental Educatigrand particularly for Frédéric, it exposes his passionate indecision. Later
in the novel, while a waltz resounds from a piano during a meal at a local restdugr auatrrator
reveals Frédéric’s inner conflict regarding his inconsistent lové afféin Rosanette, also known
as the Maréchale: “[T]here was something insolent, intoxicated, and abdratang her that
exasperated Frederic and, at the same time, stirred wild desireshigalni” (Flaubert 198).
Clearly, background music ifhe Sentimental Educati@mphasizes conflicts that are central to
the novel and thus to Frédéric as a character.

Since Frédéric was a semi-autobiographical character for Flaubeit, likely played an
important role in Flaubert’s processing his own experiences and emotiong\(l&gr23-24).
As evidenced in the responses of Flaubert’s characters to music in bis, fiathat music, at its
deepest level, communicates transcends the self which listens and respondsfs théwa

present moment into insignificance and reveals aspects of consciousnesshaheligtener
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had previously been unaware” (Aronson x). For Flaubert, music intensified his own inner
struggles and dreams, and it liberated him at times from the frustrationssefihif fote mot
justeand from his boredom and disappointment with middle-class life. Similarly, Ftaube
musicality throughouMadame BovargndThe Sentimental Educatiowhich is demonstrated in
the rhythm of his text, aids his reader also in understanding the consciousneshafduters,
and these realizations make for an enjoyable and liberating litenagyiexce. In the case of
Flaubert’s novels, then, “the role of the reader is ‘to hear with the eyesiig&t88) and to
incorporate the “loose sense of moving to a beat” (Stewart 37) when seekingotelocend the
intricacies of Flaubert’s writing. His style is intimately coneelcto the musical aspects of his
writing, and it contributes greatly to the overture of his most acclaimed wbrkise absence of
the right word, the presence of music in Flaubert’s works reveals that ggratliie is able to
overcome the inadequacies of language through the use of other modes of communication and

artistry, such as music.
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Chapter Six—Seeking the Other: The Poetics of the Exotic

A final element of Flaubert's poetics is found in his belief in the powerithgvto help
one seek and discover “the Other,” which is at times both frightening anatiliger While
writing today is a rather widespread skill, in the nineteenth century, thgy abWwrite separated
those in the middle and upper classes from those in the lower classes. Furthedivideals
in these classes frequently had free time to compose their works. Hoerflalthough writing
was part of his experience as a middle-class Frenchman, it consistenitiedra means of
liberation from the dreariness of his middle-class surroundings. His tthvelggh the Orient
had a profound influence on him as a man and author, as he faced exotic experiences that
differed greatly from his usual provincial surroundings and encountered both the wonder and
uncertainty associated with the Other. Yet, writing about his foreign erpeneas even more
liberating than travel itself because writing allowed Flaubert bettenderstand himself as a
result of embracing the Other. Indeed, “Flaubert always considered thaghlestrand purest
pleasure of literature is its power to liberate those who practice it froootiimgencies of life”
(Brombert 5). Therefore, as evidenced in Flaubert’s fictional works aedsleiterature brings
pleasure and also allows both author and reader to travel to another world, &@ivgabeary
one. Accordingly,in Madame BovaryFlaubert shows his characters traveling widely, and both
their mental and physical journeys offer liberation from a dull existencerandie a gateway
to the Other. The charactersMddame Bovarylisplay the way writing helps them to manage
the world around them, and, like Flaubert does, they approach writing as a tool fongxpos
themselves to another world, thus freeing themselves from society’saiotsstiParticularly, for
the heroine oMadame Bovarywriting provides a way to cope with daily life and to escape her

mundane world by helping her strive for the romantic world of the Other.
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Flaubert’s oeuvre includes both the travelogue and the novel, and both of these forms of
literature explore places that exist partly in the imagination. Duringtisgys, Flaubert
allowed his imaginings of the new places he visited to influence his own wribiogs lais
foreign experiences. He demonstrated that travel writing is “a mediupe$towing meaning
on the self and the social, natural, or metaphysical realities through whiokiegs mPerformed
as an art, travel becomes one means of ‘worldmaking’ . . . and of self-fashioningi' 186B).
Travel granted Flaubert access into the enchanting and exotic world of tmeadthby artfully
recording his own experience in his travel journal while traveling througOtileat, Flaubert
contributed to the composition of his own “self,” which was further defined and develoged in t
context of the Other. This art of responding to the foreign Other set the stauyeriovel that
ultimately allowed him to escape from the perpetual boredom of middle-cladsdtfconfronted
him in his homeland. Yet, somewhat ironically, Flaubert escaped his boredom by dggbigi
boredom quite thoroughly iMladame Bovary In this way the novel is a “[form] of imagining,”
and it “provide[s] the technical means for ‘re-presenting’” a certain typenaigined
community” (Anderson 24-25). Clearly, Flaubert’'s experience as a pée &rénch
bourgeoisie served as the already existing form for his “re-presentfaifchp “imagined
communit[ies]” of Tostes, Rouen, and Yonville, and the world he knew so well was the one he
presented through his heroine, Emma Bovary. Therefore, the opportunity to seek the Other
through writing both while traveling and while remaining at home was extrdibetating for
Flaubert. A similar search for the Other makes Emma Bovary’s journey asaatehao
comparable to Flaubert’s; indeed, her journey allowed Flaubert to embtadeast temporarily,
the dreams and views of his heroine. These poetics of the exotic, then, influencegthedma

worlds of the Other that are depicted in Flaubert’s travelogue aviddame Bovary
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Physically, travel in the nineteenth century opened the door for the expesfence
exploring unknown worldsThe Grand Tour was an important tradition that developed during
this time, and it provides some background for Flaubert’s own journeys. While on tite Gra
Tour, young European aristocrats embarked on a journey that allowed them the opportunity t
see the Eastern world and to gain wisdom from it before taking on any longaemmitments.

In fact, for many young men, “the East was something [they] would find to b&@malming
passion” (Said 5), yet that passion did not always manifest itself in positige \Baid’'s
groundbreaking worrientalismsheds some light on the complexities of the Orient, as he notes
that this region as a whole includes both familiar and unfamiliar elementsstéiVeulture; its
proximity to Europe and reception of European imperialism make it an area traadtehaes
Western experience, yet its mystery and strange nature make it ttis ¥™est recurring

[image] of the Other” (1-2). Consequently, because of the presence and untgroiiitre

Other, the Orient and the nations associated with this region often posed athré&sterner’'s
sense of security and caused him or her to respond in a defensive manner. This gaqtient r
to strange elements of the Orient led to the traveler's need to manage hisxygdrance of the
Other, and this urge to manage one’s journey has its ties to Orientalism, &lilatefnes as
“the corporate institution for dealing with the Orient” (3). European wrnitepgrticular who
traveled through the Orient often sensed an inclination to record in writingtathelements of
their foreign experience, and this compulsion displayed “a Western astyderinating,
restructuring, and having authority over the Orient” (SaidP&thaps because of Europe’s
imperialist nature, the Western methods of responding to aspects of the Otherastthe E
included gaining power over what was foreign. Regarding Eastern Europe, Saithabtes

various aspects of the Orient were seen by Europeans to be “in need of corredyile/she
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West” (41). It was this contact with the Orient, then, that frequently dreesadfers to
respond to their foreign experiences in writing, and this method of response brooghtthex
comfort in the face of frightening aspects of the Other.

Like other nineteenth-century travelers, Flaubert’s contact with tier ©@ame mostly
through his travels in the Orient, yet for him this contact was often moratligethan
frightening Flaubert’s journey through the Orient corresponded with “the first wave &f mas
tourism” (Tooke 57) in France; however, Flaubert’s travels were more involved tharofitbe
typical tourist because of his desire to learn from his experience in thartgdsecause of his
own cravings for the exotic. Francis Steegmuller recounts what one man sagiflatbert’s
journey regarding Flaubert’s motives for travel: “This is a French genath . . . who is
travelling all over the world in search of knowledge. . .” (qtd. in 161-62). Whileltrayehen,
Flaubert ultimately desired to explore and to write in order to gain understamtirig obtain
wisdom. However, he also recorded his experience for his own personal enjoyrierg, wr
down everything he observed for the pure joy of doing so (Tooke 53). Flaubert devisale
enchantment with foreign lands by remarking, “The sight of so many ruins makéssgoyour
desire to build anything new” (gtd. in Steegmuller 165). While interaction witBther was
bewildering for most Westerners, for Flaubert, contact with the Otheextalsirating.

Travel itself greatly influenced Flaubert’s poetics, as expengrttie Other in the Orient
provided liberation fronennui The freedom Flaubert experienced on his journeys in the Orient
offered him the pleasure of creating his own waalttjtravel itself allowed him to flee
physically from the typical, suffocating surroundings of his bourgeois existetacthe exotic
and invigorating realm of the Other. Therefore, Flaubert’s itinerarypoatezl him to “a

broader way of being, to alternative cultures whose external and interneg¢nitffe [had] not
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been homogenised or ironed out” (Tooke 57). Contact with the Orient, then, helped to blur the
boundary lines between “sameness” and difference. Flaubert ultimately echthvescrather
different world, which helped him to understand his own world; thus, “travel . . . contributed to
the development of Flaubert’s aesthetic” (Tooke 53) and influenced his pogpiesiadly since
Flaubert found “artistic joy [and] delight” (Ryken 139) in seeking and discoyéhie Other.
Flaubert attempted to extend the liberating experience of seeking thel@tugh his
travel writing even after his travels had ended. He captured his expendheegast in his
unpublished travel account entitlgdyage en Orientand his travel writings uncover the joy and
liberation that writing brought him. In his travel notes, Flaubert asks, {ffcethe voluptuous
joy that | always feel when | sit around my writing table, what is ttreaewould satisfy me?
Am | not already in possession of everything that the world considers envidlée/2
independence, freedom of fancy, two hundred pens, and a knowledge of how to use them” (gtd.
in Steegmuller 165). As seen in his oeuvre, any type of writing offered sosdlut-laubert’s
ennui Like travel, for Flaubert, writing presented a great opportunity to escapetie
dullness of his everyday life, and while writiMpdame Bovarye claimed, “[I]t is a delicious
thing to write, whether well or badly—to be no longer yourself but to move in an entireaaive
of your own creating” (qtd. in Steegmuller 281). While this kind of literary usezenay not
necessarily represent the Other, Flaubert’'s confession reveals thatythmocess of writing
was a cure for the monotony of life and provided a different outlet for dealinghe boredom
of his own life; in this way, writing offered him a chance to travel imaginigtaeay from his
surroundings (Tooke 53). Embracing difference, then, allowed Flaubert asantaiftee from
the “sameness” of his everyday life.

In his travel journal, Flaubert demonstrated both comforting and unsettling emations i
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response to the Other, which represented both familiar and unfamiliar aspdetfoohim.

While remaining captivated by the exotic sense of the Other found in such straatge&c
Flaubert experienced difficulty in responding to the unexpected during his jouhneygh

foreign lands and recorded this trouble in his writing. Writing his experiences altowed him

to comprehend disturbing occurrences, and the act of composing a travelogue comforted him in
the midst of environments that typically provoked fear. The simultaneous predfamonder

and fear instilled in Flaubert’s mind by the East made for interesting jouatarial. Flaubert
used his travel journal to separate himself in some way from his unusual surroundings, but b
recording all that he experienced, he simultaneously immersed himgedfexdtic world

around him. Because the discrepancies he observed in the countries he visited had not been
“homogenised” in his mind (Tooke 57), his record of his journey did not necessarily reveal
consistent reactions to a unified experience. Instead of remaining concetiméuewi
consistency of his account, Flaubert reacted to “imaginary boundaries betwéastlaad the
West” by recording all that he experienced (Gephardt 304). While in the Otleutbelt
embraced “the tradition of constructing Eastern Europe as distinct from acldsely related to
the Western part of the continent. . .” (Gephardt 294), and this construction performegt throu
writing turned the familiar elements of the Other into Flaubert’'s sodrcenofort while he was

in a foreign land. Clearly, Flaubert’s reflections on his expeditions imawusl notes revealed

his “dealing with” the Orient (Said 3), as he wrestled with his surroundings gidyaid his
uncertainty concerning what to appreciate and what to critique. However, fieaedrmontent
with the contradictions in his journal and with his seemingly conflicting resptms$ies Other.
Throughout his journey, “Flaubert [found] himself engaged in a challenge to seelaotyt &ed

harmony in the jarring mess of human lives” (Tooke 65-66). Therefore, it veagetsire to find
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beauty in the Other that both inspired and compelled him to record his experiences and that
demonstrates the manner in which the boundary between sameness and different@agsot a
easily recognizable.

Particularly, as the narrator of his travel notes, Flaubert simultaneeusigied his
newfound unfamiliarity with Eastern ideas and the comfort of writing in responthe Other;
nevertheless, composing his travel notes allowed him to capture the journey indhistile
in Jerusalem, Flaubert notes, “How keenly | felt the inanity, the uselessregsptiesqueness,
the very essence of the moment!” (qtd. in Steegmuller 188). Later, iemttettis mother after
he left Nubia, Flaubert’s comment seems to conflict in tone and emotion with the oaeldé&m
Jerusalem: “The sky was beautiful last night, the stars were shiningwas # real oriental
night, the blue of the sky hidden beneath the profusion of the stars” (qtd. in SteedRiler
Flaubert seems to ascertain these emotions as he travels, and one could say<shatiorepi
through the Orient, writing actuallyecomesis way of discovering the Other. In response to his
mother’s questions about the strange region, Flaubert writes, “You ask me whetBeient is
up to what | imagined it to be. Yes, itis, and more than that it extends far beyond ¢ive narr
idea | had of it. | have found, clearly delineated, everything that was hazynmind. Facts
have taken the place of suppositions—so excellently so that it is often as thoerghsuddenly
coming upon old and forgotten dreams” (qtd. in Steegmuller 163). Yet, although his journey
brought him clarity and liberation from his usual environment, he still retaintdrcérars and
uncertainties. He shared such fears in telling his friend Maxime du Camp, “Biga@ will |
see my mother or my country! This journey is too long, too distant, it is tempting Rro@ide
What madness!”” (qtd. in Steegmuller 149). Interestingly, Flaubertlcarticulated these

inner conflicts through his writing, as if writing down his emotions helped him to capehei
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unfamiliar territories. Said remarks, “Every European traveler atamesin the Orient has had
to protect himself from its unsettling influences. . . . In the Orient one suddentypmi@af
unimaginable antiquity, inhuman beauty, boundless distance. These could be put to use more
innocently, as it were, if they were thought and written about, not directlyierped” (166-67).
Although Flaubert remained enamored with the Other, his travel writings tee¢als journey
into another world did not make him particularly joyful (Steegmuller 181). Flagbert
admitted to his mother one evening that “my heart was very sad, poor beloved dgtting?
Steegmuller 179). Flaubert’s occasional ambivalent reactions to histnavieé Orient, then,
uncover the adventure and liberation that seeking the Other offered him arelaldie
consolation he received from the union of the unfamiliarity of his new experiemtéisea
familiarity of his writing.

Flaubert’s foreign encounters with the Other and his responses to those esaaunsger
writing helped him to differentiate between what was familiar and unfanaihd allowed him to
accept more readily those concepts that were strange or unusual. As evidencedvelbgue,
his record of his reactions to the Orient showcased frequent vacillations in enmation a
uncertainty regarding the reconciliation of his immediate observations wifiréconceived
understanding of the East. Tooke remarks, “The shock of the new is a major feature of
Flaubert’s travel writing, and is sometimes so great that integrationngteyatem, however
flexible, seems out of the question” (54). Throughout his journey, he remained enambred wit
the “new,” but his compositions reveal writing that is as “jaded” as phytsaad| itself (Tooke
58). Discussing his own frustrations with travel writing, Flaubert statéstki@aoriginal colours
become corrupted on the canvas which has received them” (qtd. in Tooke 59). Whileotrying t

comprehend “what link[ed] humanity” across cultures (Tooke 54), then, Flaubgdlstiuo
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understand foreign Eastern concepts as they got lost in the sea of alreatytB\déestern ideas
(Tooke 57). He observes, “This is a great place for contrasts: splendid thirgsrgtea dust”
(qtd. in Steegmuller 107). Clearly, this combination of “gleam[ing]” sunlight anemrclust”
that characterized the Other made this exotic experience slightly disttogc As he used his
journal to cope with these insights that the Other offered him, he sought comfort in the
familiarity of his already established convictions: “[A]s my body conSnue its journey, my
thoughts keep turning back to bury themselves in days past” (qtd. in Steegmuller 10%. Int
way, Flaubert's travelogue "[was] the ideal medium for testing [trgu&ls basic principles:
that ‘Self’ and ‘Other’ are not discrete unities; and that differencgeneral are not irreducible”
(Tooke 54). Like the liberation that writing his novels provided him, Flaubervsltvaiting
liberated him from some of the anxieties associated with travel as he thoaiegh seemingly
contradictory experiences resulting from familiarity with the Self arfdmitarity with the
Other. However, the unfamiliar elements of the Other did not always frighten latherRin
the Orient and in his travelogue, “Flaubert’s aesthetic [was] ngrtaiore at home with
monsters and the irreducibly Different than with sameness and homogémeie 57), and
his relying on what was familiar while writing helped him to identify, corhenel, and even
appreciate those factors present in the Orient that were truly foreigm.to hi

Even before he began his journey, Flaubert was enthralled by exotic landsascand
his previous imaginings of the Other helped him to compose his own experiencefaillgcess
Clearly, both the majesty and the unsettling mystery of foreign lands caifeeitoRlaubert’s
descriptions. Even though Flaubert had dreamt about these nations physically, hisndegiict
his journeys went far beyond a physical portrayal. Discussing the nation’s ¢onrtect

imagination, Anderson defines a nation as “an imagined . . . community” (6), and Folert’
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experiences support this definition. He used his previous knowledge of the placesdeaisit

his imaginings of them, to “[fuse] the world inside . . . with the world outside” (Anderson 30)

While in the Orient, Flaubert noted that he was “enormously excited by thearitidbe people.

... It probably comes of my having given more imagination and thought, before camgngoh

things like horizon, greenery, sand, trees, [and] sun . . . than to houses, streets, costumes and

faces. The result is that nature has been a rediscovery and the restergigqtd. in

Steegmuller 106). In preparation for his journey and for his overly romantic Tiogel

Temptation of Saint Anthon{Flaubert read, reread or consulted at least sixty ancient texts,

histories, and scholarly commentaries” (Steegmuller 100). In a sense, thehzée lobith the

knowledge he had already acquired as well as the memaoir of his travelatpriephysical

places” (Howarth 509). John Finlagnfirms this Flaubertian practice when he discusses

Flaubert’s impressions of Egypt:
It is rather the Egypt which Flaubert made in his own mind and then found
reflected in the one he visited. . . . He felt himself drawn to the south just as he
said his barbaric ancestors had been drawn to the occupation and pillage of the
whole Mediterranean world centuries before. He wanted and found thenghwar
and color, and clarity of vision, the insistence on which seems innate in French
artists. (496)

Like other Frenchmen who had gone before him, Flaubert believed in the exotic beauty of the

Other before he arrived in the Orient, and therefore discovering its beasityisvaim as he

traveled and wrote in his journal. Consequently, his preconceived ideas about tteddfad

the observations present in his journal, and these observations are often surasitigly. In

this way, Flaubert experienced difficulty separating himself from hisgndings, and his
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travelogue reveals his experience with the Other’'s becoming part of the Sel

Flaubert’s desire for seeking harmony in the reconciliation of Self amel Gan be
observed throughout his travel writing. Flaubert consistently utilized hignatamn to take
“forms already existing . . . and [to gather] them about a thought so much highdretyiaim t
order to “harmonize them into a whole” (MacDonald 101). Flaubert’s travelogealsevs
struggle to harmonize his observations and reactions, yet his honest reactioss &irdasly
existing lands make his travel writing artful and beautiful. Although his jourmdlyhappears
uniform to an outside observer, his desire to harmonize his new experience with theitthe
the life he had known so well in France continued to propel him on his journey, both physically
and literarily. It is in this way, then, that Flaubert’s travel notes “areigsedsto their subject
and to the writer’s project” and “so acute, subtle and evocative” (Tooke 51). FlaMmsdige
en Orientreveals the opportunity that writing offers to seek the beauty of the unfaamtzo
find the missing piece of oneself in the Other.

Like his travelogue, Flaubertadame Bovaryeflects Flaubert's fascination with the
Other, especially when considering its composition. Regarding his wrikfeyert argued that
travel should serve to ‘enliven one’s style” (Gourgouris 345), and his travelsftuenced his
novels, includingladame Bovary Flaubert's experience with the Other certainly gave him
more observations and experiences to draw from when writing, and his trip tog¢he&en
sparked the idea f&adame Bovaryas he returned from his Oriental journey “determined to
get to work on a new project” (Gans 23). Interestingly, “Flaubert’s wriioth before and after
his visit is soaked in the Orient” (Said 181), and these remnants of his Orientalyjartly
inspired his literary masterpiece. The relics from his travels thaseprr the Other also served

as inspiration for composition. Upon his return from the Orient, Flaubert added vanfacssart
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to his designated writing room: “There were new things in the study now: i&gyetcklaces
and amulets, arrows from the Sudan, oriental musical instruments, Turkish lamterns, t
mummy’s feet stolen from a tomb” (Steegmuller 241). Therefore, Flaubsrbath immersed
in and consumed by the exotic findings of the Orient, and his “sighs for the Oriezej(3iller
230) were visible during the process of writtdgdame Bovary Even after his travels ended,
Flaubert’'s encounter with the Other affected his interaction with the contentraivak
The two years in the East had been a purge, so to speak, of Flaubert’s romantic
longings: of his lusts after exoticism in all its forms, of his need fdidorl
colour, heat, violence, grandeur, and filth. Now, with those boiling desires drawn
off—at least for the moment—nhe had for the first time in his life the courage to
concern himself with the details of daily existence in a small Frenah, tvhich
he saw with new eyes. (Steegmuller 238-39)
Flaubert spent much time frustrated over the progres®dame Bovaryand the aggravation of
that experience stemmed mainly from his hatred of familiar, everyddyjoority. Yet, as a
result of seeking what was unfamiliar through his travels and of purging Ime fieshe Other,
Flaubert finally possessed the courage to journey into “the [middle-clasgjHi€h hitherto he
had always avoided by seeking refuge in some exoticism of time or spacagn(idtier 238).
Truly, the enjoyment of exotic lands and the thrill of writing about those landsdhelpebert to
distance himself from his own romantic tendencies and prepared him to creat®imis, her
Emma Bovary, a middle-class doctor’s wife living the mundane bourgeois lifeatilevhich
he was all too familiar.
Flaubert illustrates his experience with the Other through his main chatacima

Bovary, and just as he embraces the writinlylaiame Bovaryn part as a way to distance
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himself from romanticism, his creation of his title character actuiwa him to fulfill some of
his romantic desires. As a bourgeois country doctor’s wife, Emma in some \wea&erds the
Other for Flaubert. Although he involved himself in several relationships, even adslteres,
and although he shared Emma’s boredom with middle-class life, the romantionfeaesires
of Emma Bovary were foreign to Flaubert and presented a great challenge tByemlong
before Flaubert begavladame Bovary‘The young writer . . . found feminine desire—the desire
of the Other from a masculine standpoint—of greater interest than the more aggressi
masculine variety” (Gans 20). Flaubert remained an expert at describiogmiromantic
inclinations and desires, yet this “feminine desire” is what he found mystendwsodifficult to
compose. Even while he composed his work, Flaubert remained uncertain about hiability
portray effectively his heroine: “The husband did not baffle him; the medical loacidyand
the mediocrity he could describe—but the wife! A woman unbalanced in no mystichliviay
regard to the matters of daily life, a woman who was pretentious, nervous, disebntent
burdened by a dullard of a husband . . . how could he lpaift (Steegmuller 222). Clearly, as
with his findings in the Orient, the unfamiliarity of this French woman’s desmé&ibuted to the
frustration Flaubert experienced as he widtslame Bovary The actual composition of his
novel, then, helped him to manage and to understand this feminine Other, yet Flaubert’s
immersion in the world of Emma as the Other also helped him to understand himself@nd his
desires. In this way, Flaubert’s creation of his title character also de#atesghe way in which
Self and Other are not always separate entities.

The theme ophysical travel pervadédadame Bovaryand travel itself serves as a
gateway to the Other for Flaubert’s main characters. In most of Flgufietional works,

“travel on a small scale is everywhere. In all the walking and riding andropt#tion of
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conveyances, from carriages and boats, trains and horses . . . Flaubert®haxperience the
motions and emotions of travel on a grander scale” (Tooke 53). The charatadaime
Bovarytravel from rural France to Paris various times, and Emma makes mjdtipieys on
theHirondelle Part Two opens with the Bovarys’ move to Yonville, which occurs because
Emma “continually complain[s] about Tostes” (Flaubert 1076), the Bovarys’ fdromee, and
longs for a new destination. Emma must travel constantly in order to maintairflvsraith

both Rodolphe and Léon; whether she rides on horseback, walks to the next town, or travels to
view the most famous cathedral of Paris, her interactions with her lovers ofteraa@y from
home. Furthermore, physical travel continually kindles the desire for the Otlidaddert's
main characters. The event that acts as a catalyst for Emmatsadsiitelationship with
Rodolphe is a travelling event, an afternoon horseback ride through the French countryside
(Flaubert 1130-33). Later, Emma’s affair with Léon officially beginsd@si cab as it journeys
through Paris. While Emma and Léon consummate their relationship, the narrateitalphy
descriptions center on the carriage—what it passes, how long it travels, &ndtifations of

the driver. The narrator notes, “There it turned back; and from then on it wandered at,random
without apparent goal. . . . From his seat the coachman now and again cast a dgapeeast

a café. He couldn’t conceive what locomotive frenzy was making these pecgit iper
refusing to stop” (Flaubert 1184). In a way, the carriage acts not only asvigleicle but also
as a figurative one, as it propels these lovers closer to the Other andziogehgir own

desires. Although the narrator does not describe the activity inside the catarhage with
drawn shades that kept appearing and reappearing, sealed tighter than a tonsiranlkoa
ship” (Flaubert 1184) helps to sustain the adulterous activity occurring betweea &mrhéon

at this point in the novel. The act of physical travel, then, like that displayed iartreege
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scene, is helpful in illustrating the journey to the Othéviadame Bovary

For the novel's main characters, writing letters provides a means of g¢e&ki®ther.
Writing by the characters in the novel removes them from their usual surroundthgs a
specificallyfuels Emma Bovary’s romantic tendencies. Just as Flaubert viewed writing
romantically, as it allowed him to escape reality, Emma seeks solszading romantic novels
and in writing to her lovers. Her extramarital relationships do not progre$g coleir own
accord; rather, secret meetings and hidden letters drive the affaafidhaEmma to escape
from the dull relationship she believes she has with her husband. For instancejrilgeoivrit
letters helps to solidify the adulterous relationship between Emma and Roddtphe: that
day on they wrote to each another regularly every night. Emma took her letter obeinto t
garden and slipped it into a crack in the terrace wall beside the river; Rodolpheda@me and
left one for her—one that was always, she complained, too short” (Flaubert 1134ihg &friirs
on travel in the novel, which in turn spurs on infidelity and romantic searches for thre Othe
Throughout Flaubert’s work, the traveling letters carry news of the lor@rsintic declarations
and thus bring them closer to the exotic, passionate existence they desire.

Emma Bovary particularly exhibits her desire for the life of the Giilgdonging to be
an upper-class lady. Madame BovaryEmma’sennuj or boredom, with the reality of
bourgeois life pervades Flaubert’'s work, and her utter discontentment leadsdwectofer
contentment in the realm of the Other. After Emma’s initial encounter witlover Rodolphe,
she believes that she is beginning to fulfill her dream of discovering thty cédhe Other in
her own life: “She remembered the heroines of novels she had read, and the tydonabfie
those adulterous women began to sing in her memory with sisterly voices that eshtieante

Now she saw herself as one of thassoureusesvhom she had so envied: she was becoming, in
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reality, one of that gallery of fictional figures; the long dream of loeitlywas coming true”
(Flaubert 1134). Throughout the novel, Emma seeks after the thrill and enchantment of the
Other, believing that a change in social status, even in her heart, will permdresntier from
the constraints of familiar bourgeois society.

Emma fulfills her desire for the Other through her extramaritairaféad continually
seeks the Other through writing, just as Flaubert did as he journeyed througketiteadr
demonstrated by her actions in the novel, her desire for these sophisticatedagtdl
relationships to become a reality in her life displays the Other’s becomingfghe Self in
Madame Bovary Describing Emma’s affair with Rodolphe, the narrator states, “Once again
their love was at high tide. Now Emma would often take it into her head to write him ching t
day . .. And when Rodolphe arrived in response to her summons, it was to hear that she was
miserable, that her husband was odious, that her life was a torment” (Flaubert ldrdBinnka,
communicating her dissatisfaction with her middle-class life througtetterd to her lovers
takes her one step closer to realizing her romantic dream of finallysgoggséhe Other, even if
that possession is only an illusiowhile she is familiar with the monotony of her existence,
Emma longs for what is not familiar to her, and Emma’s “sluggish, aimless wagide
(Christiansen) through her middle-class life ultimately leads her to ibee&tlon in the exotic
unfamiliarity of the Other. Interestingly, though, she merely discalifesent versions of the
same dissatisfaction she originally experienced with Charles. Emaouaelis that her longing
for freedom, which she finds in a permanent state of “othernsssiiore fantasy than real
possibility” (Christiansen), and her general discontentment mainly stemshir desire to find
herself in the Other. When Emma first craves a relationship with a man othehidudesCthe

romantic and exotic elements of her potential liaisons are what make theinastvat
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However, once Madame Bovary finds herself in an adulterous relationship ptieeed@ment of
that relationship begins to fade, as adultery no longer constitutes the Othetdad begins to
define Emma and thus gradually becomes part of the Self. This desire fohéneddfor what
was once unattainable, and the dislike of the familiar frequently manifesse¢hees in Emma’s
writing, and these consistent longings further serve to blur the lines betwéand®ther in
Madame Bovary

While Flaubert'svoyage en Orierdind his renowned wofldadameBovarycontrast
greatly in their content and even in their author’'s motivation for writing them Jibidsy
emphasize writing as a means of reaching the Other and as a tool for méfaagigg”
experiences. Flaubert’s writings remain consistent with Said’sigisns of Orientalism, as
Emma Bovary and her creator Gustave Flaubert are attracted to and reputse®ther,
respectively, and writing about their experiences with the Other helps dhark the familiar
with the unfamiliar and to achieve their goals and desires. Most importidwathgh, Flaubert’s
writing demonstrates the importance of the relationship between Self bed &@1td as seen in
Flaubert’s interaction with his text and with his heroine, embracing the Gthdretp one better
understand the Self, but the two categories may frequently overlap and thus magasitybe
defined. In this way, then, Flaubert’'s understanding of the Other developed over tieeotours
his literary career, and his writing consistently displays the lilmer#tat seeking the Other
through writing offers from the monotony and familiarity of life. However litberating contact
with the Other that both travel and writing offered to Flaubert did not cease whenrnede
from his final voyage. Regarding Flaubert’s habits after his travels&broake notes, “He
settles for Croisset and the internal voyage of writing. As for the notes ¢btfagye, they

become the half-finished building blocks of Flaubert's own Pyramids. The end dfviréirey
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is writing itself” (64). His physical journeys ended with the liberatixgegience of composing
his greatest novel from inside his own home; therefore, Flaubert’s phigsioatys outside
France were only the beginning of reaching for the Other—that is, for a lifeatflderary

achievement for this bourgeois Frenchman.
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Chapter Seven—Conclusion—Flaubert’s Poetics: The Art of Liberation

As evidenced in each element of his poetics, Flaubert labored over ésemylivork he
composed.While each aspect of Flaubert’s poetics focuses on a particular aspecstyid
they all work together to demonstrate the liberation that wriffeyed him from the
surrounding world and especially from the boredom and constraints he experienced/ingile |
a middle-class existence. Particularly, the poetics that undetdidame Bovaryelps to make
the novel one of the greatest works of world literature and embodies a uniqug $tgiathat is
worth studying and emulating. Altogether the elements of Flaubert'spadter liberation
from judgments and opinions, from the limitations of language, and from bourgeoty,socie
just for him as an author, but for all those who read and study his works; understanding how his
poetics work together may also aid literary scholars in their responseibefla

Each element of Flaubert’s poetics liberated him from something thataiaadthim,
and as a whole his poetics reveals the freedom that writing offered him, agidights the
realism present in his work&laubert's commitment to an impartial yet omniscient authorial
voice freed him from his own judgments of his characters and at the samedkae tme
depiction of his characters more realistic. The carefully planned strsictuinés most realistic
works of fiction liberated Flaubert from the limitations of language andlieted him to
display the power of language in his writing. As he buried himself in the realistitsa# his
writing, Flaubert was also able to overcome the romanticism that was steptewdis
previous literature. His play with the rhythm and “acoustics” of languagalsethe way that
the musicality of his works freed him further from language’s constranstfhi@lped him to
conquer its inadequacies. In addition, the musical elements of Flaubed'&éextently

highlight important occurrences in a character’s thoughts and consciousnesshé postits
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that aided Flaubert in overcoming language’s shortcomings helps to portag aomplete
picture of reality in his literature. The liberating aspect of Flaubergtigmalso extends to his
personal and travel writings, as he was able to experience freedom front aimasiebm
bourgeois society by embracing foreign lands and people through writing. Thesdianfa
people and ideas usually represented “the Other” for him, and by discovering @imdyreeathe
Other in his writing, he also gained a greater understanding of himselfe @énikin elements
of Flaubert’s poetics do not seem to work together naturally, such as objectivityaivdlity,
all the elements of his poetics are key factors in making writing a fibgrxperience for
Flaubert, and all are necessary for a thorough portrayal of realityedntgly, while each
element of his poetics helped to free him from certain limitations, such ashhosmguage
presented to him, they each helped him to embrace realism as a new limitatgwviiting,
especially inMadame Bovary

Thus, Flaubert’s poetics, when viewed as a whole, highlight his desire andtommini
to reveal a full picture of reality consistently in his writing, for bothdethand for his
characters. Particularly Madame Bovarythe reality that Flaubert wanted to portray in his
novel was that of Emma Bovary’s daily existence, and her everyday exqeeatreality in
some ways mirrors Flaubert's own experience. It is widely reportédmniesof Flaubert's most
famous statements about the heroine of his novel was “Madame Bovary, ¢’éstinch
roughly translated means “I am Madame Bovary.” Flaubert saw many of biedisr
characteristics in himself, and in addition to understanding her need to endure herafaisisl|
life, he also comprehended her struggles with her own romantic tendencsastriciate
portrayal of Emma’s real life was in some way a purge of his own romanticism

Flaubert moved away from romantic literature with his compositidviaafame Bovary
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and his realistidepiction of Emma in the work actually liberated him, as well as those who
wrote after him, from the typical treatment of the “eternal feminiheiwe 25). Unlike so many
other heroines of nineteenth-century novels, “Emma . . . seemed to [Flaubert] a wohas s
one meets in actual life” (Lowe 26). Emma as a character is extreeladyable, and her
journey make#ladame Bovara book immersed in real life, not in romanticism; in fact,
Emma’s search for romanticism is the one thing that Flaubert attempts totaorisanovel,
and George Levine even notes that realism requires “rejecting the hajppg’ehat is so
prevalent in romantic literature (“Realism, or in Praise of Lying” 356hnta seeks the ideal,
“that elusive goal so stressed in the early nineteenth century” but that doesniot ality
(Lowe 20). In this way, Flaubert’s novel ultimately is a prime example of madalism, “an
allegory of the changes which come over the human psyche between birth and des¢hsobh
being striving unsuccessfully and eventually perversely to be pure spiritjritelbect and
aspiration . . .” (Lowe 20)Madame Bovarythen, not only liberated Flaubert from the search for
romanticism in his own life and through his writing but also helped set a precedta for
realistic treatment of heroines in modern literature.
In his personal life, Flaubert experienced several great losses, and hiallooved him

to attempt to reveal the truth about his own struggles and to attempt to do so in an objective
manner.His views about his life and his occasional despair are reflected in tleeqirois
novel, as the composition of his work helped him to cope with his pain:

The Gustave Flaubert who, at the age of roughly thirty, sat down tovatame

Bovary had known a severe mental iliness at the age of twenty-three, followed by

the deaths in quick succession of his distinguished surgeon father, still at the

height of his powers, of his only sister Caroline, to whom he had been very close,
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and finally, only two years later, of his beloved friend Alfred Le Poitte¥ain

and mortality . . . are at the heart of this tragic story, which is yebifoe &

comic masterpiece, set in a milieu which Flaubert chose delibgnag#écting

his overall view of modern life as well as of art. (Lowe 15)
In this way, the writing oMadame Bovaryot only displays reality for Emma but also gives
insight into Flaubert’s similar struggles. He was devastated by theflosssister, and his
composition of the novel may have helped him to overcome and even to explain this great loss
“In this way did Flaubert exorcise the pain of the loss of Caroline. This is one oLesaz
his famous remark: ‘Madame Bovary, c’est moi” (Lowe 28). Flaubedrgern with
displaying reality, then, can be observed not only in his careful and honest depic&iomaf
but also in the way that this depiction of Emma uncovers truth about his own life. Hpthever
composition of the novel was most likely not a complete purge of Flaubert’s romadentges
or of his despair and pessimism, as Flaubert clearly and thoroughly depitis €£demise
toward the conclusion dfladame Bovary

An understanding of the manner in which Flaubert’s poetics attempts to drspitay

through objectivity especially enhances the study of his works for jiteciiolars and educators,
as they, like Flaubert, may benefit greatly from valuing objectinityeir studies. Particularly,
students and professors of literataam learn how to display love for their writing while learning
to maintain a proper distance from their characters or subjects as Wwethabeir judgments
and opinions, as this distance may allow them to see and to communicate truth in areobject
way. Flaubert’'s narrator, who is omniscient yet invisible, allows his aceli® understand the
inner workings of his characters while attempting to resist authoniakiaoh, and thus he

encourages his readers to make their own judgments of his characters. RoejnshMadame
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Bovary, Flaubert’s readers learn to despise Emma’s behavior not because Fldisliggrteto
do so but because they have decided to do so as a result of the narrator’s showing them her
beliefs and mindset. However, while Flaubert’'s poetics appears woeablghile his poetics
is still worthy of emulation, the objective element of his poetics may not wdykilid way that
he wants it to work. His attempt to maintain objectivity in his authorial voiegtiemely
significant, yet complete objectivity may not be possible for Flaubesausecof his intimate
involvement with his heroine and with the novel’s subject matter. He longs to pouttaint
his work by offering insight into character consciousness objectively, gebé&itt cannot detach
himself completely from Madame Bovary, with whom he identifies so strongly

While his wavering commitment to objectivity does not make his writiygess
beautiful, this element of Flaubert’s poetics may reveal that objectivityratinduiness are not
equal and perhaps that objectivitynist the sole avenue to truth. Through his narrative style,
Flaubert allows the reality of bourgeois existence to be unveiled in hictdrareather than in
his authorial commentary, and in this way, he testifies to things as thetltegethan to things
as they should be. According to Levine, “Observing things as they are, even with quas
scientific detachment, displaces false representations with authenti@odderces us, as
readers, out of the kinds of delusions that lead to moral disaster—Don Quixote’s, or Emma
Woodhouse’s, or Emma Bovary's . . .” (“Realism” 188).Madame Bovaryrealism seems to
align itself with truth, as Flaubert portrays his characters as thegféaeng specific details as
they are seen through his characters’ eyes, and this objectivity is pamtainakes his
masterpiece an appreciated work of art and is what makes it stand out above hi& yomoae
subjective works. However, some of the greatest truths about his novel and about his experienc

composing it result from an understanding of Flaubert’s subjective involventéramng
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reactions to his work. For instance, his narrator appears to remain objecteé&eduently
collapsing into his character’s consciousness and subjectivity, and his iddiotifivith Emma
is anything but objective. While Flaubert's attempted objectivity has vatubose studying his
works, his poetics ultimately reveals the importance of achieving a prdpacédetween a
subjective kind of identification with a subject and an aim at objectivity in cbetes and
writing. This balance has significance especially for those in adadgrcles; while objectivity
in writing and literary study is extremely important, a subjective kind sdipa for one’s
material is a vital part of the portrayal of truth. In this way, then, bytipiag a proper balance
of subjectivity and objectivity in writing, literary scholars and studentsaildrt alike allow
the truth to speak for itself and encourage their readers and colleagues tbaraker

judgments.
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