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INTRODUCTION

This volume 18 & sequel to my History of French Dramatic Lsierature
wn the Seventeenth Century. 1t 1s concerned with plays that were composed
m the period that runs from the beginning of the eighteenth century to the
death of the Rox Soleil in September, 1715. 1 began to prepare 1t early mn
1943, at a time when the occupation of France by the Germans prevented
me from having access to plays published 1n the provinces  Consequently
I himuted mysell to those acted or published 1n o1 near Paris, including
those produced at Versailles, Fontamnebleau, Sccaux, ete. These P’arisian
plays mdude all extant French plays cxcept & iew ol extremely minor
mmportance. Somewhat to my surprise, 1 was able to {ind 1n America all
but one or two eatant tragedies and comedies acted at the Comédie
Francaise.

The bulk of the work 1s devoted to these productions, but a chapter 18
concerned with what 1s known of lost plays and of a few that were never
acted, or were produced n private  There 1s also a chapter on the farces
of the Foire, highly mteresting as evidence of revolt agamnst monopoly,
but not deserving, s0 far as the texts are concerned, more extensive treat-
ment My method 1s in gencral that employed 1n my earlier work. Most
of the plays are grouped under the names of their authors, the chapters on
tragedies preceding those on comedies Two chapters are devoted to general
considerations 1 regard to tragedy and to comedy, a fact that has made 1t
possible to reduce the length of the Conrclusion  An introductory chapter
deals with political and social backgiound and the history of the Comédie
Francaisc  As in Part V of my Ilrstory of French Dramalic Iateralure, I
have added a subject mdex, as well as one devoted o persons and books,
and an appendis of Addilions and Correctrons to my work on geventeenth-
century drama

The period 1 one that has received comparatively little attention from
scholars. Most historians of French Iiterature reter to Cretnllon, Lesage,
and the later work of Regnard, but they are apt to 1znore cther plays of the
time. From Racine they hurry on to Voltaire , from Molitre and the early
plays of Dancourt, to Martvaus. The chief exceptions are those mentioned
in the following paragruphs.

The fréres Parfaict? discussed 1n greater or less detarl the majority of
the plays. Their fourteenth and fifteenth volumes are more reliable than

1 When 1 refer to them without mentiomng the title of their work, I mean their
Histotre du thédire frangors
1



2 SUNSET A HISTORY OF PARISIAN DRAMA

their earlier work, as they deal with plays written by their contemporaries
or 1mmediate predecessors and a8 the authors ifrequently consulted the
Registres of the Comédie Francaise To their Histowre they added therr
Mémorres, concerned with dramatic productions of the Fowre, and therr
Detronnaire des thedlres, which came out atter the death of one of the
two brothers Occasionally therr remarks may be supplemented by the
publications of Maupoint, Beauchamps, Lérs, Clément et La Porte, and by
the Biblhothéque du thédtre francors.

The Bibliothéque dramafique de Monsieur de Solenne? gives for this
pertod as for the seventeenth century, the most nearly complete hibliography
of plays 1n existence Gowzet added references to some editions unknown
to Paul Lacroix  Unfortunately his work covers only authors whose 1mtals
are found in the early part of the alphabet The volumes published by
Joannides and their continuation by Edouard Champion are valuable aids
tn regrard to the repertory of the Comédie Francaise, as are. 1n connedtion
with cantemporary opinion, the Rcpertowre and the Thédlre et Public of
M Melese  Monval’s Lusle alphabétique and J.~J Olivier’s Vollawre ef les
comediens give mformation about actors and actresses Bonnassies and
Campardon published a large number of legal documents concerned hoth
with the Comédie Francaise and with the Foire  For the latier 1 hase also
consulted the Memoires of the fréres Parfaict and the work of Lesage et
d’Orneval, Barberet, Albert, and Bernardin

For eighteenth-century opmmion I have found information, not only in
the works of Mélése and the fréres Tarfaict but 1n those of Mlle Barbier
Riccohom, Samt-Simon, Grimm, Hamilton, and ecpeaally Voltaire and
La Marpe, The social background of upper society was deseribed 1m
Dangean’s Journal, 1n Samnt-Symon, and subsequently by Julhen and
Desnoiresterres I have also utilized Depping’s Correspondance admims-
tratwe and Bourquin’s articles on the relations hetween the theater and the
church. Bonnefon and Boichisle have brought to light information about
unpublished plays Baidon has discussed the debt of certamn French plays
to Don Quirofe Translations of French tragedies in Italy have been hsted
by Ferrar1. in Span, bv Qualia.

Critiism of certam leading dramatists was expressed by Brunetiére,
Lanson, Tantilhac, and TLenient Crébillon was studied in detaill by
Dutrmit A number of other dramatists were chscussed by various scholars
La Grange-Chancel, by Nietselt, Longepierre, by Portahis and Frantz,
Ténault by Menm: Lion and Fr TRousseau, Dancourt, by Jules Lemaitre
and, 1n an unpublicshed discertation by W II Starr, Boursault, by Hoff-

* Referred to, below, as Noleinne or Catalogue Soleinne Brunet's 1ndex mcreases
1ts usefulness
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mann, Baron, by Young, Brueys, by Koch, Campistron, by Hausding;
Dufresny, by Vic and Domann, Regnard, by Sarcey, Pangot, and Toldo;
Lesage by Léo Clarehe, Lantilbac, Gutkind, and Cordier, Destouches, by
Bonnefon, David, Hankiss, Ludemann, and Durner, J -B  Rousseau, by
Grubbs, M -A Legrand, by Miss Burnet, Piexve (hatles Roy, by Polinger
Other diamatists have remained without modein bigraphers, nor 1s there
a detarled account of the dramatic production as a whole, although in this
period nearly a hundicd tragedies and comedies were contributed to the
repertory of the Comedie Francaise

For the loan of books examined in the preparation of this volume I am
mdebted to the hibrarians of the Johus Hophins University, of the Labrary
of Congress, of the Peabody labrary, and ol Princeton and Harvard 1Tm-
versities, for permission to have a phofostat made, to the librarian of the
New York Public Library A part of the expense of publication has been
borne by the Rockefeller Fund for Research in the Humanities.






CHAPTER 1

THE ACTORS OF THE COMEDIE FRANCAISE THEIR PATRON®
AND THEIR OPPONENTS

When the eighteenth century began, Lowms XIV was sixty-two. He had
made France the leading power in Europe, had estabhished himself as the
model for all who aspired to absolutism, had chosen umity as the order of
the day. The nobles who had troubled his youth had been biought to heel.
Only one church was tolerated, and witlun that church the unorthodox,
Jansenists and Quictists, were persecuted He had patromzed acadermes
that tended to standardize hterature, science, and art. Ile had even nc-
cepted, after many hesttations, the practice of monogamy. Quite naturally
be was to continuc to patronize at Paris one opera company, to which he
granted a monopoly of professional singing and danang, and one theatrical
troupe, with 1ts monopoly upon dialogue.

As he grew older, ke became uncasy about lus soul, a concern that led him
to a strange compromise 1n regard to the theater. e subsidized actors and
allowed them to play at Versailles and at Fontaineblean as well as at Pars.
He let his famly attend performances frequently But he ceased favoring
professional plavers with his presence On Jan 2, 1703, Dangeau wrote
that for several years the king had seen no plays performed. 1le exagger-
ated, 1t 1s true, for on ¥eb &, 1702, Lows had been present in Mme de
Mamtenon’s apartment when Duché’s Absalon was played  Parts were
taken i this tragedy by the due #°Orléans and the duchewe de Bourgogne,
while the duc de Berry had a rdle 1n a farce that accompanted 1t, J.-B.
Rousceau’s Ceinfure magigue  On Feb. 22 he agmn saw Absalon, this
time followed hy les Précieuses rudicules, with the duce d Orleans playing
Jodelet Next day the king attendeq a performance of Athalic 1n which
the duchesse de Bourgogne took part At Trianon en Feb 26 he saw the
troupe of the Comédie Francaise play Mont zume and le Grondeur. But
after this he saw no more professional acting and, for fen years, no amateurs.
In 1912-5, however, he saw Mme de Mamtenon’s musicians give 1 actors’
costumes several comedies by Moliere and other seventeenth-century
authoi«* What he objected to seems to have been nerther plavs nor acting,

1 Cf Dangeau, Journal, Dee 21, 1712, to July 26, 1715 He notes the presence of
the king at most of the performanies some of which took place at Marly The plays
giwven were I'Ftourdr, Ie Cocu ymaginaire, PEcole des mans, les Fdrheur, le Marage
fored, le Medecwn malgré lus, George Dandn, A1 are, le Bourgems Gentuhomme, la
Comtesse d’'Escarbegnas, Racine’s Plawdeurs, Th Corneille’s Baron d'Albikrac,
Hauteroche’s Crspin musicien, and le Grondeur of Brueys and Palaprat

5



6 BUNSET: A HISTORY OF PARISIAN DRAMA

but personal patronage of professional actors, who were frowned upon by
the church.

He may slso have lost sympathy for professional players as 2 result of
reports that they were acting indecently. Such rumors led eventually to the
establishment of censorship  Plays had been suppressed from time to time
during the seventeenth century, but 1t was 1n the eighteenth that supervision
was organized. On March 31, 1701, the king had Pontchartrain wnte to
d’Argenson that “les expressions et les postures indécentes commencent
reprendre vigueur > among the actors and that they must be warned in
regard fo such behavior, e added that no new play could be produced
unless the text had been submtted to d’Argenson.? The actors must have
supposed that Lows had 1n mind only short comedies, for they voted on
Apri] 11 to send to d’Argenson a list of the * petites piéces ” that were to be
acted the following week. They also took the precaution of asking La
Thorilliére to replace Mimi Dancourt as the * petit marquis ” of Le Mwsan-
thrope m order to avord the charge that her presence tn masculine costume
wounded the “lienséances”?  Later in the year they suppressed 1n Bour-
sault’s Esope « lu cour a svene that discussed the existence of a Creator

Such precautrons, however, proved insuffictent. Boindin’s Bal d’Auteuil,
accepted by the actors on July 24, 1702, with a few modifications and
submitted to d’Argenson, was played at Pamns, and subsequently, on Jan. 1,
1703, at Versailles The manner 1 which 1t was acted brought from Lous
XIV a fresh reproof and from Pontchartrain a new letter to d’Argenson.t
The result was that regular supervision of acting was put mto effect
1706, of publication 1n 1709.* On Feb 27 of the latter year Pontchartrain
wrote that he would grant no further permissions to publish plays unless the
authors showed them 1o him before they were acted.®

So long as the actors 1espected the proprieties, they were allowed to play
at Pans and were mvited to Fontainebleau and Versailles. Dangean men-
tions their presence 1n the former palace every autumn 1n the years 1701-5,
1707, and 1713, at Versailles cvery winter except three, those of 1711-2,
1712-3, and 1714-5, 'The Dauphin, “ Madame,” and the duchesse de
Bourgogne were constant attendants  “ Madame ” wrote frequently to her
aunt about these and other court performances, The duchesse de Bour-
gogne, the duc de Berry, and the duc d'Orleans took part 1n some of them,

2 Bonnassies, La Comcdic Firancarse, Parts 1874 p 274 He quotes from the
Correspondance admanistratire de Lours XIV  Louws Bourquin, RFTL, XXVI (1919),
68, quotes the same letter, but he misdates 1t 1702  The letter 18 found m Depping’s
edition of the Corrcspondance (Paris, 1831), IT, 738-9

! Bonnassies, op cit, p 275

¢C{f Bonnassies, op cst, p 276, and below, Chapter XVI

SCf Mcélese, Th et Pub, pp 7980

*Cf Bonnassies, op cst, p 277, and Deppiwng, op cit, II, 860
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as we have seen, and even engaged professional actors to play with them.
Mme de Maintenon orgamized dramatic entertainments and wrote proverbes
dramatiques? for her protégées at Swint-Cyr. The only member of the
royal famuly who shared the hing’s seruples was the duc de Bourgogre,
who seems to have gone to the theater only to please his wife and who,
when he became Dauphin, refused to recerve a delegation of actors because
he considered them persons useless to the state If he had outliveu his
grandfather, he might have seriously affected the history of French drama.

His attitude failed to influence the great nobles. The princesse de Cont:
had Longepierre’s Electre plaved at her Versailles home n 1502, M. de
Livry entertained the Dauphin by bringing the troupe of the Comédie
Francaise to his chiteau 1n 1705, where the actors gave a play that Dancourt
had written for the occasion  Especially active was the duchesse du Maine,
granddaughter of Condé and wife of Lows XIV’ illegitimate son. She
gave many dramatic entertainments 1n her establishments at Sceaux and
Clagny and at Malezieu’s home at Chitenay® For her Dancourt wrote the
Dwverlissement de Sceaur and brought the tioupe to her chitean to
produce 1t She employed singers from the Opera, the Alards from the
Foire, the dramatists Genest and Destouches, and especially Malezteu,
member of the Academy and previously preceptor of the duc de Bourgogne.
Genest wrote for her his Joseph  Malezieu prepared for her hus translations
of Plautus, Terence, Sophocles, and Euripides,® charades, a farce for
marionettes, and compositions that included dramatic scenes, muse, and
dancing  Mohére and Racine were performed  The duchess 1s saud to have
acted 1 Péndlope, Joseph, Andromagque, Mitirdate, and Iphigenera among
the Taurans

The attitude of the church remained hostile, hut 1t did not show the
brtterness that had characterized Bossuet’s attack upon Caffaro when the
latter dared detend the stage m 1694.° Flochier condemncd atiendance
upon the theater as “ une cspéce de lbertinage.” Massidlon warned Chrs-
tians that 1n going there they violated their baptismal vows, hul he attacked

"Cf my Hwtory of French Dramatie Interature in the Seventecenth Cintury, Part
IV (1940), pp 931-3

8Cf Adolphhe Jullien, les Grandes Nuits de Sceauwr, le thédtre de lo duchesae
du Mawg, Yaris, Baur, 1876

* For hs translations of Latm romedies ¢f helow, Chapter XVIII He shows m
the Discours he wrote to accompany Joseph that he had translated Philoctetes His
Iphyginie, a translation of Euripides’s Iphigenews emong the Taurans, preserved
m a manuscript of 1714, was published by Paul Bonnefon m RHL, XVII (1910),
681 611 It waa acted on Aug 5, 1713 The translation, ineluding the choruses,
18 1 prose and follows the Greek text closely, but the herome 18 mven a Greek
confidant, Egine, the herdsman hecomea Amyntas, “intendant des troupeaux du
ro1,” the messenger 18 called Araxe, dialogue 19 sometimes substituted for monologue,
and the position of certamn material 1s altered Such changes show little oniginahity
on the part of Malezieu .

19Cf my op c1t, Part IV, pp 7, 8, and Bourquin, op cif, pp 63 64
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the stage only along with other forms of entertamnment. On the other hand,
some preachers advised against exaggerated sevemty, and some abbés
thought morabty might be taught in plays and even desired to promote
8 Chishian theater. The abbé Terrasson was distinctly favorable, praising
the stage as a moral institution, good for the people and 1nstructive for therr
rulers ** The abbés who wrote tragedies derived from the Bible or Josephus,
Genest and Nadal, must have accepted Terrasson’s point of view. Even
Bossuet relented sufheiently to attend three private performances of plays
at Versailes and Clagny in 1792-3 ¥*

More effective than 1ts public pronouncements for or agamnst the theater
were the church’s influence upon Loms XIV, to which reference has been
made, and 1ts continmng to refuse the last sacraments and burial 1n conse-
«rated ground to actors who had failed to renounce their profession Aec-
cording to the Journal des Suvants, the actors had wn 1696 complained to
the pope that they had been refused absolution at the time of the Jubilee
The journalist added that their plea had been rejected.’* This happened
agam m 1701 In 1698 la Champmeslé had repented 1n the nick of time,
but in 1730 la Lecouvreur neglected to do so and was buried 1n unholy
ground  Nevertheless plays continued to be given at schools nnder the
patronage of the church. That they were rehigious and usually written 1n
Latin set them apart from the kind of tragedy ordinarily presented at the
Comddie Frangaise, but an intelligent student may well have asked why
he should be encouraged by his teachers to participate 1 an actinity that led
professionals to excommunication and the potter’s field **

11 For the opimzons of these churchmen ef Bourqumn, op cit, pp 74, 559 62, 568 73
He refers also to the Dinlonues entre messirurs Patru et d’Ablancourt, to the ahbé
Guillard du Jarry’s Recueil de palsies chrétunnes, and (pp 78 81) to the ahhé de
Rellegarde Father Souciet, and the abbé Vilhers, who objected mn 1711, as he had
done 1 1675, to the presence of love m tragedies

¢t Urbnan et Levesque, Correspondance de Bossuet, Pans, Hachette, 1912, VI,
279 80

3@ Cf Milése, Th et Pub, p 169, and Urban et Levesque, op cit, VI, 257

4 ¢f Bourqum, op cit, p 66

3% The following list of school plays 18 made up from Soleinne, nos 3637 46, J de
la Servidre, { n profusscur d anaien regime le prre Charles Porée 8 J  (1676-1741),
Paris, Oudin, 1899, and L -V Gofllot, le Thédtre au college, Paris, Champion, 1907,

)y 200 3
P At Lows le Grand, 1701, la Fontawne de Jourence and Damel, 1702, Midaes,
Damoilcs Marme, Adomas, Philocrysus, 1703, Posthumus, Celse, 1704, Anmbal,
Joseph 1endu par ses freres {tramslation of a Latin play by Tejay, possibly
Péchantre’s as the Bih du th fr asssigns to hum a play with this title, ay well as a
Sacrifice d'Abraham, thongh both are said to have been written for the collcge
d'Harcourt), Adulatores, Philippe le Bon, Moo, 1707, Jonas, Cyrus, 1706, Saul,
BMarime martyr, Adomas, 1707, Menophis, Josephus .1.qypto pra« fectus (by Lejay),
1708, Phulocrysus (by Lejay), Brutus (by Porée), 1709, Darsd Sauls reconcihatus,
Josephus 1enditus, Josephus agrnoscens fratres, 1710, Celse martyr, Maeuritius tmpe-
rator, 1711 Crasus (by Lejay), 1712, Paezophilus (by Porce), Danon ¢t Pythuas,
Sephocbus Myrsa (by Porée), Brutus Premscr Consul des Romawns, 1713, Theocartg
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The question of the morality of drama was discussed by laymen also. As
Delosme de Monchesnay, after contributing several comedies to the Théitre
Italien, had been converted, he addressed to Boileau an attack upon the
theater. His correspondent rephed that he ought not to condemn the stage
because certan actors led 1mmoral hives.*® Chavigni de Samnt-Martin pub-
lished at Brussels in 13106 the Triomphe de lu comédie, ou Reponse d la
critique des prélats de France,'” i which he attacked the clergy for sceking
to deprive people of pleasure while they were themselves living selfishly
Tragedy and comedy were defended, respectively, by M. and Mme Dacier,
whose support would have been of greater value 1L they had not held French
plays to be greatly inferior o those of Greece and Rome. Fiually, all plays,
both ancient and modern, were condemned 1n 1713 by ¥Frain du P'remblay.'®

Whatever effect these attacks and apologies may have had, the production
of plays and their presentation to the public continued. Tn compensation
for difficultics caused by the unliiendly attitude of Lows X1V and of
certain churchmen the actors must have realized that they ganed prestige
from court patronage and that they profited by the 1ncreased efficiency of
the police No such disturbances are 1ecorded as there had been in the
late seventeenth century. In his (Fuvres of 1712 Palaprat ~tated that “la
Tolice fait régner au spectacle un calme dont les speciateurs sont fort
obliges.” *® The actors also behieved that they profited bv therr monopoly
upon dialogue, as therr efforts to send the police after those who violated
their privilege amply shows

Some of them held, however, that there might he advantage in having at
Paris more than one professional troupe. On Dec. 2, 1707, someone offered
to pay 50,000 écus into the royal treasury and to give 8000 livres to the
Hépital général mn return for permission to organize a new troupe 2 Four
years later the actors themselves brought to the king’s attention a similar
proposition, one that met with d’Argenson’s approval. Dangeau reported
on Dec. 3, 1711, that

M d’Argenson, 3 qui le ro1 a demandé son avis par éerit sur ce quune partie
des comédiena veut se séparer de leurs camarades pour faire une troupe i part, a

martyr auw Japon, 1714, Paesophslus (by Porée), Benjamin ceptif, 1715, Pluto-
phagus (by Porde)

At Harcourt, 1712, Saul ou I'Ombre dc Samucl

At Navarre, Aug 17, 1715, la Cl'mence d’ 1uqustc (o Latin adaptation of Cinne)

Most of these plays survive 1 a form that gives only the cast and an analysis of
the text Datwd et Jonathas, “tragcdie en musique” (Paris, Sevestre, 1706),
produced at Loms le-Grand on Feb 10, 1706, 18 an opera rather than a play

18 Boylean, Turres, (hdel editwon, TV, 251 4

17 Bourquin, op ctt, pp 713, and M Barras, The Stage Contioversy in France,
New York, 1994, pp 151-4  Bourgum shows that Chavigny was indebted to Gacon’s
Poéte sans fard, which had been republished m 1701

& Bourquin, op cit, pp 563 b

1 Cited by Mélese, Th et Pub, p 222

20 Relations v¢ritables of Brussels, cited by Mélese, 1bid , p 68

2
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éerit que 'on feroit une chose fort sage et fort agréable su public d’augmenter les
spectacles dans Paris

The suggestion may have come from Paul Poisson, who with his son
withdrew from the troupe on Dec. 16, 1711, As, at the time the request
was made, the company had twenty-seven members, 1t might easily have
been divided, but that would have violated one of Louis’s cherished prin-
ciples. Paris was to have only one offictal troupe of actors so long as the
old monarch Iived,

Its orgamization remained in principle as 1t had been in the last years
of the seventeenth century There were twenty-three shares in the company,
divided among mmneteen full-share and seven part-share members. The
former were Beauval, Dancourt, Beaubourg, and their wives, la Rasin,
Villiers, Champmeslé, Rosélts, Du Périer, Le Comte, la Godefroy, Eticnne
Baron, Paul Poisson, Guérm, La Thonlliére, la Desbrosses, and l1a Dufey.
Desmares and 1o Dudlos had each three-fourths of a share, la Clavel, five-
eighths, Dufey, Lavoy, and la Grandval, a half each, la Champvallon, three-
eighthe 2

Champmesle probahly still exercised more authonty in the troupe than
anyone ¢lse and plaved roles of kings and of other men supposed to he no
longer young  Vilhers and Rosehis seconded him, while young heroes were
represented by Beaubourg and Etienne Baron, leading comic rdles by
Poisson and La Therilliére. The principal actress 1n tragedy was la Rasn,
but some 1mportant réles were played by la Beauval and la Duclos, while 1n
comedy la Beauval retained the position she had held for many years of
leading comic actress

This state of affaurs did not long endure  As the court thought it un-
desirable for the Dauphin’s mistress to appear on the stage, la Laisim was
persuaded to retire at Iaster, 1701, with a pension to Normandy  Vilhers
died on July 11, Champmeslé, on Ang 22 Rosélis retired on Nov, 21,
Dancourt probably suececded Champmeslé as the leader of the troupe To
replace Champmeslé and Vilhers as actors, Sallé was admitted 1n August,
Ponteusl, in November In the next few years Sallé scems 1o have taken
the rdles that would have gone to Champmeslé, had he lived, Ponteuil come
of less mmportance, La Raisin’s share must have been divided i such a
way as to give a fourth to la Duclos and 2 half to Charlotte Desmares. for
the troupe had been ordered on Dec. 21, 1700, to mve a quarter-share to la
Duclos as soon as a vacancy should occur and then a half-share to la
Desmares 22 It 1s possible that the remamming quarter of a share was
divided between the Dancourt sisters.

2 Cf my Comédic Frangaise, Baltimore, 1941, p 12
* Campardon, Comédiens du Roi, Parts, Champion, 1879, pp 70, 93
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Monval and others have made erroneous statements in regard to the dates
when these sisters and la Desmares became members of the troupe. All
three had played in 1t when they were children Charlotte appeared 1n the
Cadet de Gascogne on Aung, 21, 1690, when about exght. Four years later
she and her sister represented the children in Longepierre’s Médée. After
the death of her aunt, la Champmeslé, in May, 1699, she was given a role
recently created by the celebrated actress, that of Iphigéme 1n Oreste ef
Piade. 1t must have been her success in this play that induced the
Dauphin to order, on Apnl 1%, 1700, that she should take over from la
Beauval and la Duclos the rdles of Pauline, Emilie, Bérénice, Laodice,
Iphgéme, and Hermione and should substitute for la Duclos when she was
unable to play,®® The Regusires of the Comedie Francaise shows, however,
that she was not a regular member of the troupe before Easter, 1701. As
la Raisin retired at that time, Charlotte must have entered the troupe when
1t began to play after the Easter recess.

The Dancourt sisters may well have been enrolled at the same time. In
1695 they had appeared in their father’s Howre de Besons, when Manon,
who danced as an “espagnolette,” was eleven, and Mimi, who played
Chonchette, was mne. They subsequently took part in s Foire Sawnt-
German, Opérateur Barry, and Trois Cousines. Monval ** would have 1t
that they entered the troupe on Jan 13,1699, and that Manon left in March,
1702 The first date 13 shown by the Regisires to be incorrect, but there is
no reason to doubt the second. It 18 conseyuently reasonable {o suppose
that they entered the troupe at Faster, 1701.

The engagement of la Desmares, Sallé, and Pontewrl was soon known to
the public, for, when the first new tragedy of the winter season, La Grange-
Chancel’s Amasis, was given late m 1701, the king’s rdle was taken by
Sallé, the young heroine’s by la Desmares, and that of a secondary character
by Ponteml. If Sallé recerved 4 full share, Pontenil, a half-share, and 1if,
when Manon retired 1n March, 1702, her eighth was added to her sister’s,
the troupe would have had at its disposal a share and a half, coongh o
admit three new actors, each with half a share Tlus 1s what seems to have
happened at the end of 1702, when three actors who had been refused mem-
bership 1n 1688-94 were finally admitted Charles-Claude Botot, called
Dangeville, the dramatist, Legrand, and Hugues-Frangois Barrié, known as
Fonpré 2

®Ibd, pp 69, 70 The roles are found, respectively, mn Polycucte, Cwuna,
Racine’s Berénwce, Th Corneille’s Laodice, Racine’s Iphigénie, and Andromaque

3 Comedie Frangasce (1658 1900) ILaste alphabétique des Socwtarres, Paris, 1900

3 According to the Iictionnarre des thédtres of the fréres Parfaict, II, 246-7,
Dangewville was horn at Paris on March 18, 1665, was the son of a “ procureur au

Chitelet,” and succeeded Beauval as the nctor who represented fools He married
la Grandval For Legrand ef Mary Scott Burnet, Marc-Antomme Legrand, Pars,
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The next change 1in the membership of the troupe occurred at Baster,
1704, when la Beaunval, her less distinguished husband, and Le Comte
retired. The departure of the Beauval couple cut the last hink that re-
mained between the troupe and Moliére, so far as those who had held shares
in his company were concerned La Thomllicre and Beaubourg’s wife had
played under lus direction when they were children, but only the Beauval
couple had been members of his troupe, she creating the rdle of Nicole mn
the Bourgeows Gentulhomme, he that of Thomas Diafoirus in le Malade
wmagunaire It 18 probable that two of the three shares renounced by these
three retiring actors were distributed among older members of the troupe
who had not already received full shares, and that the third was divided
between two men who had been acting with the company, but had not
recerved membership Du Boccage, who had tried unsuccessfully to enter
the troupe 1n 1691 and 1692 2 and whom Regnard had recently miroduced,
along with Dancourt and la Beauval, 1nto the prologue of les Folies amou-
reuses, and ’mlippe Poiscon, who as the son ot Paul, had been granted on
Apnl 17, 1700, permission to play Achilles 1n Iphigénte, Xipharés mn
Mithndate, and Curniace 1 Horace, but without remuneration * According
to Monval, he was received into the troupe on Dec. 28, 1704 He subse-
quently becawme, hke his grandfather, a comic dramatist, but as an actor
he contmued to play 1n tragedy.*®

Between the end of 1704 and the beginning of December, 1711, the
troupe lost four of 1ts members and engaged three actresses Du Perier,
who had 1n 1699 introduced into France the “ pompe 3 meendie,” must
have thought 1t more profitable to organize firemen than to continue acting,
for he retuiied on Oct. 19, 1705, Sallé died on March 29, 1706, Fonpre,
Sept. 21, 1707, la Godefroy, March 5, 1709, The three women to be ad-
mitted 1n these seven years were Francotse Thoury, who had sung at the
Opera and had married Sallé, Anne-C'atherine Desmares, and Irancoise
Qumanlt. T.a Sallé made her début at the Comédie on May 21, 1704, took
part n Circé and the Impromptu de Livry the following year, and obtained
membership 1n the troupe m 1706. Anne-Catherine Desmares, sister of

Droz, 1938, my Hastory of French Dramatic Luterature, Part IV, pp 86271, and
below, Chapter XIV  Vor Fonpré of the fréres Parfaict, XIV, 543 He married la
Clavel and died mn 1707

#Cf my op ert, Part IV, p 29 Monval, op cit, states that he was born at
Strasbourg 1 1674 His youth may explain his failure in 1691-2 Monval gives
his entrance 1nto the troupe as of March, 1704

3" Cf Campardon, op cit, pp 2289

2 In 1721 he played Tarquin i Du Ryer's Scévole and Abner n Athalie, cf the
fréres Parfaict, XV, 475 6

3 According to Momval, op cit, she was born ahout 1689 and retired mm 1721
The fréres Parfaiet (Mémorres pour servar a I historre des spectacles de la Foure,
Pans, Briasson, 1743, I, p viu) declared that she “a fait & feroit encore le
plaiair de Paris,” if she had not retired “ dans le plus grand éelat de sa glowre”



THE ACTORS OF THE COMEDIE FRANCAISE 13

the more famous Charlotte and wife of & dancer, A ¥ Botot-Dangeville,
was admitted on Feb. 28, 1708; Francoise Quinault, wife of Llugues de
Nesle, easctly a vear later.

In December, 1711, and 1 1712 there were changes of greater conse-
quence. On Dec 9, 1711, Etienne Baron died. Paul and Plulippe Poisson
retired a week later  Degmares followed their example on June 27, 1712,
as did his daughter Anne and the Dufey couple on Dec 21, 1712  La de
Nesle, moreover, died on Dec. 22, 1718. 'The need for new members was
obvious. ‘Lhe actois fust adiattted, June 23, 1712, la de Nesle’s brother,
J.-B. Maurce Qunault, and Dumirail, ™ then, July 7, Fontenay and
Clavareau, ** on Aug 2 la Morancourt,*® on Dec 21 Quinault-Dufresne,
the most celebrated member of his tamuly, on Dee 22 Duwiant, ™ on Nov.
10, 1713, Milache de Moligny, * on Dee. 14, 1513, Lowse La Chase, ®
and on Feb 17, 1714, Marie Quinault, the fourth of her father’s children
to become o <ocrcfatre  Of the twenty-mine actors and actresses who made
up the compuny when Louis X1V died only twelve had been members of
it m 1300 %

Other actors and actresses, some of them closely connected with members
of the troupe had endeavored to jon 1t, but had fmled On March 17,
1702, Valms had plaved the title-réle 1n Campistron’s Alcibade and the
“ Amoureuy ” 1 Powsson’s A pros-soupé des auberges He made a second
and ocqually unsuccosstul attempt on June 2% 1712, when he played

30 Vincent Charles di Leotoille Dumarai]l was born af Paris, was tested on May 31,
1708, and on Dcc 29, 1711, hoth timcs as Jodelet i Thomas Cornalle’s Gedlier de
goy mesme , f Monvil, op it and the Dielionnawre des theatres, LT 128

3 Franqows Charles BRazouin de Fontenay was tested 1n the tith role of Polyeucte
on My 30 Hc plaved “grands Confidens trigiques, & quelques 1 iles comiques ™
(sb1d , I1, 614)  Jean-Augustin Clavarcan was tested on June 15 a« Achilles
Tphigenie (abad , 11, 99, According to Monval, he wis tested on June 16 and
recened on July 8

22 O tuvie Louise-Elconore du Ragot 4’Arceville, known ar 1a Mojancourt, waa
born about 1686, waw testad on Jan 13, 1711, as Cllopitre in Rodurune and agam
1 that rolc on July 3, 1712 She played “roles de Confidentes & led Amoureuses
comiques " Cf Ductwonnaire des theatres, 15T, 459, and Momval, ap rul

" Jean Le Roux Durant was testcd on July 9, 1712, as Antomin n Géte and
Nicodime m le Deud  (f Diuctionndawre des thédires, I1, 353, aind Monval, op «if

“ Etienne Milache de Moligny was born about 1685 and was tcsted on May 18,
1713 ¢ Monval, op 1t

® Louswe ('hristyne du Nantoy de la Chaise, horn ahout 16hi, waa the wife of a
lawver, Prrre Porron She was tested on May 2, 1713 She played sustantes 1m
comedy (f Monval, op e1t apd the Diclonnasre des thedtres, 11, 71

" The twelve were Dancourt, Baaubourg, therr wies Guirin, La Thorilhiére,
Lavoy, 1a Dudos, 1o Desbrosses, la Fonprd, la Dngcville and Ja Champvallon
The others were la Desmares, Mimi Daincourt, Poatcuil, Dangoville, Tegiand, Du
Boceage, la Salld, Maurice and Marie Qummanlt Quinault Dufreme, Dumirail,
Fontenav, Clavareau, la Morancourt, Durant, Moligny, and Loue La (Chalse  When
Lours X1V was dead and the Regent took control of the theatir, s daughter, the
ducherse de Benny, peisuaded Paul and Philippe Pason to retarn {0 the troupe and
dropped Clavarcau, Durant, Mohgny, and Ia Morancourt A« ¢ 1l of thiee four
recerved a pension of 500 fruncs, each must have had half a share 1n the company
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Antony in La Chapelle’s Cléopdire. Anne-Francoise d’Orvay [Dorné],
daughter of the distinguished actor, Dauvilliers, and wife of Dumont de
Lavoy, was tested three times. as Camille 1n Horace, June 30, 1705, a8
Clytemnestre 1p Iphigente, May 1, 1708, and as Agrippine i Brifannicus,
June 7, 1709 A certain Belletour played Auguste i Cinna, Jan. 20,
1708  Clavel, brother of Fonpré’s widow, appeared 1n the title-rdle of
Muhndate, March 15, 1708. Hugues de Nesle,  Officier de la Louveterie
du Ro1,” whose wife was to succeed eight months after he failed, played
Dioclétien 1n Brueys’s Gabunte, June 23, 1708 Morel from Berlin was
directed on Oct 16, 1708, to prepare himself for réles of kings, but he was
tested on July 19, 1709, as Gros René in the Depst amoureuz, 1t may have
been his rotundity that scemed to fit hum erther for this comre réle or for
that of a king, but other qualifications must have been lacking. Préflenry
was tested on Jan 20, 1711, as Oreste 1n Andromaque and on Aug 2, 1712,
a8 Agamemnon 1n Iphigéinie, d’Artenay, May 4, 1712, 1n the title-rdles of
Pourceaugnac and Crisptn médecin,*” Champdoré, May 23, 1712, as
Pyrrhus 1 Andromaeque, La Sallé, June 8, 1712, 1n the title-rdle of
Crispin médecin and as Grichard in le Grondeur Sévigny, who had been
a member of the troupe, but had left 1t 1n 1695,*® made an attempt to re-
turn to 1t on June 10, 1712, by {aking the title-rlle 1n Mithridate Finally,
Du Lac was tested on June 21, 1712, as Ladislas 1n Venceslas 3® It will be
noted that most of these unsuccessful efforts to secure new actors were made
1 1708 and 1n 1712, that Racine’s tragedies were the plays most frequently
selected for the tests, and that there were comparatively few attempis to
take roles 1 comedies.

The members of the troupe who retired or died before December, 1701,
made no contribution of consequence to eighteenth-century drama. La
Beauval, on the contrary, was given a prominent part under her own stage-
name 1n the prologue of Les Folies amoureuses and 1s known to have played
the queen m Amasts, Frosine in le Double Veurage, and Mysis 1n
VAndrienne. She probably continued to hold i1n the counsels of the com-
pany the important position to which her long career as a prominent actress
entitled her. Nothing 16 known about her husband’s acting 1n the eighteenth
century except that Lows XIV recognized his worth by giving him 1n 1704
a pension of 600 francs *°

7 After his failure he played in the troupe of Saint-Edme at the Foire and subse-
quently 1 provincial companies

3 For this actor and dramatist ¢f my op cit, Part IV, Index

2 For these actors who failed ¢f the Dwtmnmm-e des thédires, I, 311, 409, IT, 71,
100, II1, 252 3, 266, 460, 491, 1V, 227, V, 26, 155, VI, 34

Monval, op st stath thnt ‘Mile Aubert v\ho was received on May 27, 1721, had
been n']oct(-d on June 13, 1712

4« Cf Bonnassies, 0p c:t ,p 231
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Dufey must have acquired standing 1n the affairs of the company, for he
was sent several times 1n 1706-12 to protest against the encroachments of
the Forre, and 1t was he who accompanied Dancourt when one of the
theaters at the Foire was torn down. Le Comte took the part of Gaubier-
Garguille 1n Dancourt’s Opérateur Barry , Desmares, that of the Swisse m
the Double Veurnge, la Godefroy, that of the Swissesse 1 the same vlay.
The fact that they took such mmor roles ns these suggests that i1t was not
difficult to replace the three veterans.

Dancourt, who 18 given 1n the prologue of les Folies amoureuses & rdle
indicating that he was the leader of the troupe and wlo took 8 prominent
part in the attachs on the Yoire, continued to supply s comrades with a
large number of plays, composing more of them 1n 1701-15 than anyone else,
but he never distmguished lumself as an actor except, perbaps, m Esope ¢
Iz cour*' His wile probably had a rble 1n most of the comedies he wrote,
as dud his two daughters wn his Opérateur Barry  La Dancourt also played
Ghcérie 1 her brother-in-law’s Andrienne, setting a fashion with her
costume  Dancourt did not lead an uneventful hfe. e was threatened
with assassinafton hy one ot the forans and had trouble with s wife’s
nephew, Etienne Baron, who at one time occupred an apartment m s
house, rue de Condé, who failed to pay hig rent, and wio, Itke the forain,
threatened s life *~

La Grandval took the part of a surianie i Dufresry’s Double Veuvage
and the more 1mportant comic role of the Veuve m Ins Coquetle de
vllage  In September, 1702, she had married Charles-Clande Botot, called
Dangeville**  La Champvallon and la Deshiosses were also favored hy
Dufresnv, who entrusted to the former the 18le of the Countess to the latter
that of the Veuve 1n s Double Veuvage 1le gave la Chanpvallon the
title-16le 1n s Joueuse, while la Desbrosses appeated under her own name
1 the prologue of les Folies amourcuses and played Peaclope in la Mori
I'Ulysse  Lavov 1 known 1o have represented Jodelet m I'Operateur Barry,
to have been sent m 1707 and 1n 1915 to protest against the actors of the
Foire, and to have been accused 1 1716 of purlomung funds belonging to
the troupe, a chaige that brought from Ta Thoullere the aflirmation that
the accused was a man “ de bien, d’honneur et de probité  **

€ The freres Parfaict, XV, 475, state that this play wus gnen on June 19, 1721,
for the first time after Dancourt's retircment, and that La Thorilhére then took the
leading role  This 1mplies that JEsop had been previously played by Dancourt He
18 known to have taken the part of Mathan m Athalie

2 Cf Campardon, les Spectacles de la Fowre, 1, 83, 2%4 5, les Comdduns du Ro,

10 On p 25 of the latier work there 13 un account of Duncourt s separating

eauhoury and & certain Mey, who had come to blows

2 For a contract 1n which she and her fiuncé agreed to supply ber parents with
an mcome ¢f Campardon, op e, pp 545

“Ipd, pp 1889
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Guénin ¢’kstriché, who had marred Molere’s widow and who, on Nov.
30, 1700, hud buried her, had been taking elderly roles in the late seven-
teenth century, some of them, like those of the protagomsts 1 ’Aiare and
le Grondeur®' of great distinction. He had farly important roles in
eightecnth-century tragedy and comedy, those of the resourceful mimster,
Phanés, in Amasss, of the self-seeking Intendant in the Double Veuvage, of
old Sumon n 1 Andnenne, of Licinien 1 Cornelie Vestale, and of Achi-
tophel mn Absalon e took this lust role when he was about seventy-six and
did not 1etire until 1717, when he was over eighty.

The leading comie réles were tahen by La Thorilliére and Paul Poisson,
the lormer throughout the period, the latter nearly to the eud of 1711,
There was some dilference between their methods, for Regnard, who had
origmally planned tor La Thorilliére the important réle of the valet 1n le
Legatavre unmversel, was obliged to revise 1t when he found that Poisson,
as o 1esult of Ius comrade’s Aliess, was 1o plav it Both took part in la
Cumedre des comediens and probably 1n la Fovre Sawnt-Lawient  La Thoril-
Iitre plaved Guastmand i le Double Veuvage and Dave 1 UAudrienne.

»” and had

Tralage had called lum, about 1695, the “ delices du parterre

¢

added that w day ¢ n et bonne s”11 0’y paroit ™ **  Ile p.obably maintained
this reputation 10 1901-15  In August, 1711, he went with Powson to
protest against the foraanst7 but the relations between the two comedians
had not alwavs been Iriendly, for i 1701 La Thonlliere had drawn his
gword to help Ins nephew, Etienne Baron, 1n an altereation with Poisson 4
In this affain Beauval and s wite had supported Baron, while Champmeslé
had made peace among the disputants  Paul Jammed that the cause of the
quatrel was the fact that g son Philippe had been called by Baron
“Texeriment de In Comdédie 7, Baron, that 1t was due to certain “ paroles
désoblhyreautes ™ uttercd by Paul Porsson m regard to la Beauval  Both
charres mayv have been correct, but Poisson’s behavior off the stage did not
dinnmish Ins veputation as an actor for Palaprat gave him the highest
praise i saving that *on aoeit fous Ies joms n'avorr pas perdu le fameux
Poiwon, quand on voit <on fils 7 *

As Beaubourg had been o member of the tioupe longer than Etienne
Baron. he prohably 1etained the roles of young hero mn older tragedies, while
Baron had a stnilar function i the majority of new ones, In les Tyndarides

@ Cf Tralage, eited by Melese, Th et Pub, p 204

O CE Néldse, Th et Pub, p 204

1 Cf Campardon leg Specfades de la Fowe  Tle shows that Powson was sent to
the Foire also in 1706, 1707, and 1700

“Cf Comprrdon, les Comediens du Roy, pp 22 3,227 8

“ Noted by Mclese, Rep, p 92 * Le fumeux Porson” 18 of course, Raymond
Palaprat s enlogy must have been written before I’aul retired in December, 1711,
though his G uires, m which 1t appeared, was not published until 1712
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Beaubourg had the more important réle of Pollux, Baron that of Castor;
1 la Mort d'Ulysse Beaubourg played Telegonus, while Baron had the réle
of Telemachus, less 1mportant dramaticelly, but that of a youth who 18
supposed to win our sympathy. In the Comédie des comediens they were
evenly matched, each having two rles, that of young lover and that of
Italian actor, Beaubourg playing the Docteur, Buaron, Pierrot. An awe-
nspiring role, hike that of Rhadamste, naturally went to Beaubourg, while
Baron played Cupid 1 Psyché, the young hero 1n such tragedies as Amasss
and Iypermnestre and 1n such comedies as le Double Veuvage, I Andrienne,
end la Foire Sawni-Laurent.

According to Voltaire, Beaubourg was an * énerguméne ” and played
Joad “en démoniaque.”® An sanonymous author called his voice
“terrible.” ®* The violence he showed m lus interpretations was mdicative
of his character, 1f he can be judged by Legrand's deposition of June 1%,
1711-52

Dépose que la veille de la grande féte de Dieu, sur les sept heures du woir, comme
on finissoit le quatriétme acte de la tragedie de Britannicus, le sienr Mey vint
demander au d{posant s’il entendoit un endroit de la pitce quil Im réeita et comme
1l 1w alloit expliquer, vint & passer le sieur de Bcaubourg, sortant du thiéitre en
habit & la romaine, lequel prenant part & la conversation, dit andit sieur Mey
“N’8tes-vous pas las, monsieur Mey, de critiquer Racine avec vos critiques ridicules 7
A quor ledit sicur Mey ropondit  “ Mais, vous méme, Monsteur, entendez vous ces
vers la /"5 Que ledit sieur Beaubourg lur répliqua encore en ces termes “ Ahl
Monsieur Meyt” A quor ledit Mey hur dat *“ Vous &4s un plasant homme pour
disputer avee un homme comme moi! ” Sur quor ledit sieur Beaulourg dit «n s’en
retournant sur le theitre “Monsicur Mey, vous vous ferez Oter votre entrie 4 la
comédie ” Que ledit sicur Mey lui cria de loin  “ Vous &tes un plusant juge de
Pont Neuf! ” ce qual rcpéta deun fors  Que ledit sieur Beaubourg vint & la charge
et ne put s’empécher de lur donner un soufflet, que le mieur Mev ve jota & sa perrugque
et le secoua en lur donnant, quelques coups que ledit sieur Beaubourg lui rendit de son
cbté et le micur Dancourt les sépara dans le moment

Etienne Baron seems to have heen still more quarrelsome. T have
referred to his dispute with Paul Poisson and to his threatening to take
Dancourt’s Iife. Son of a great actor, he had played as a boy in two of s
father’s comedies and, after his entrance into the troupe had risen rapidly
to the position of full-share actor. On March 2, 1696, he had martied the
daughter of von der Beck, a German performer at the Foire who had died
not long before the marriage. The explanation of this mesalliance may lie
in the fact that <he brought with her a dowrv of 15000 fiancs  In 1704
she aceused her hushband of wasting a part of hicr dowry, of gambling, and

88 Moland edition, L, 353, XXVIII, J02

81 Ouoted 1n the Muires de Criballon, Paris, 1772, ITT, 247

3 Campardon, op cit, pp 24-5

® Pontewil’s deposition shows that the Imnes referred to are vv 12367 of
Britannicus Campardon notes that Beaubourg had been playing the fitle-role
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of contracting so many debis that she had been obliged m 1701 to obian &
“géparation de biens.” She charged that, as he owed Dancourt, his uncle-
in-law, rent for three terms, the latter was obliged to retain Etienne’s
“ miroirs et glaces,” and she asserted that her husband had found 1t neces-
sary to live 1n the Comédie Frangaise 1n order to escape arrest for his debts.
When she went to sup with hum there, he had slapped her twice and had
given her several “ coups de pied ef de pomng.” 5 It was during this forced
residence 1n the theater that, m order that he might play at Versailles,
Pontchartram was obliged to ask d’Argenson to persuade the actor’s credi-
tors to allow him to leave the building and return to 1t without molestation.
A week later Pontchartrain expressed the hope that, 1f d’Argenson lhiberated
Baron, he would keep hum from getting into similar trouble, but he was
obliged on Dec. 3 to agree with d’Argenson that 1t was impossible to put
Baron “ en régle.” ®® According to Lérs, Etienne was “ un jeune Comédien,
beau, bien fart & dont les talens commencoient 3 se perfectionner, mais un
amour trop ardent pour le plaisir en priva le Public.” ¥

To match these two men there were two distingushed actresses, Ia Duclos
and la Desmares. The first, Marie-Anne de Chéteauneuf, was born 1
1668. After singing at the Opera, she became 1n 1694 a member of the
Comédie Frangaise, where she was an understudy for la Champmeslé.
After the latter’s death in 1698, she must have 1nherited several of her
rbles. In 1699 she created the Empress Serena’s role in Brueys’s Gabinie
In the first twelve years of the eighteenth century she created the title-
r6les 1n Longepierre’s Elecire and m Riupeirous’s Hypermnestire, as well as
the rdles of Tharés m Absalon and of Zénobe 10 Bhadamisie et Zénobie.
About 1695 Tralage had deseribed her as 57

une grosse fllle qu1 se porte bien, aimant la joye L'on dit qu’elle sait accorder
Venus et Bacchus, elle est assez bien faite, 1a peau fort blanche, elle chante un peu,
mais sa voix n'est pas trés forte £i elle continue & engraisser, on ne la pourra
souffrir dans quelques années C’est une actrice de géme médiocre

But improvement came. On Nov. 3, 1700, the duchesse d’Orléans wrote
that la Duclos had “depuis un an s1 bien appris son métier qu’d présent
elle joue presque auss: bien que la Champmeslé” *® The same year the
Dauphin noted her progress in declamation.®® In 1702 the Mercure de-
clared that no actress had ever displayed such force and grace as she had

8¢ Campardon, les Spectacles de la Fowre, I, 83-4

% Depping, op ost, II, 812-3

¢ Dictionnasre portatsf, Paris, 1763, p 505

87 Notes et documents extratts du manuserst de J. N du Tralage, Paris,
Nouvelle Collection Moliéresque, 1880, p 4

8 Cited by Méldse, Th et Pudb,p 202

® Campardon, lee Comédiens du Ros, p. 93,
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done 1n Longepierre’s Electre.®® La Motte ®* was enthusiastic about her
mterpretation of Phédre:

Qui mieux que toi, Duclos, actrice immitable,
De ton art connafit les beautést

Qu: sut jamais donner un air plug véritable
A des mouvements 1mités?

Tu feins le désesporr, la haine, la tendresse,
Et je sens tout ce que tu feins

This was 1n 1714 The same year young Voltaire ®* called her the
“ aumable souveraine ” of the stage and assured her that Love flies among
the spectators

Quand, sous le nom de Phddre ou de Momime,
Vous partagez entre Racine et vous
De notre encens le trihut légitume

He had lost his heart to her, but she had preferred the comte d’Uzds.*®
A few years later he transferred these verses to Adrienne Lecouvreur and,
though he referred to both as typicel tragic actresses® he declared in
October, 1725, that la Lecouvreur had buried la Duclos,®® he commented on
the latter’s ignorance,®® and, 1n le Dictionnavre phalosophique, he condemned
her as follows: ¢

La mélopée théitrale périt avec la comédienne Duclos, gmx n’ayant pour tout

mérite qu'une belle voix, sans esprit et sans me, rendit enfin ridicule ce qu avait
été admiré dans Ia des (Erllets et dans la Champmeslé

It 18 quite possible that she was a fine actress 1n 1714, when she was
forty-six, and that i the decade that followed her affectations incressed
with her age, so that she was unable to compete with Adrienne Lecouvreur
when the two appeared in Voltaire’s Maramne on March 6, 1724, la
Lecouvreur creating the title-role, la Duclos the rdle of Salome.*® It was
not long after this that she married Duchemin, an actor only seventeen
years old, thirty-eight years younger than herself. The result was what
she might have expected. She soon accused hm of unfaithfulness, of
beating her, and of giving her a vencreal disease ® She obtained a separa-
tion, continued playing until 1733, retired officrally three years later, and

% Fréres Parfaict, XV, 321

%t Quoted by J -J Olvier, Voltawre et les comédiens, Paris, 1900, p 380

°* Moland edition, IX, 561-4

3 Ibud , X, 220, XXXIII, 28-9

o Ind , 1I, 323

s I'thd , XXXIII, 153

° I'bud , XX, 465

o1 Ibad XVIII 132 Cf XXVIII, 302, where she 18 said to have sung her lines
m Athale and a.ppeared. as & “ Josabeth fardée” In 1721 she had the title-rdle m
that tragedy

e Cf Olwvier, op oit,

©Cf the documents of 1727 30 published by Campardon, op ct., pp 93-8.
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lived until 1748. In her last days she must have looked back upon the first
fifteen years of the century as the best part of her career, a distinguished
one despite the facts that she had been early overshadowed by la Champ-
meslé and twenty years later was surpassed by la Lecouvreur,’

Even in her best period she had had a formudable rival i Charlotte
Desmares. Born at Copenhagen mn 1682, while her father was there as a
member of 8 French troupe, she grew up almost on the stage, taking parts
as a child and called by the actors Lolotte. I have mentioned above roles
that were assigned to her 1 1690-1700, before she became a sociétmre. Tt
18 qumte possible that Dancourt wrote his T'rows Cousines especially for her
and his two daughters. She had many important roles mn the eighteenth
century, such as those of the young heroines 1n Amasis, les Tyndandes, and
la Mort d'Ulysse and that of the Pythonisse in Nadal’s Saul She created
the title-réle 1n Athahe for the Comédie Francgaise and the role of Jocaste
m Voltaire’s (Edipe, She helped 1n the revival of “machine” plays,
having the title-rdle in Psyché and 1ntroduced under her own name 1n the
prologue written by Dancourt for Thomas Corneille’s Inconnu 7 In comedy
ehe played Thérdse 1n le Double Veuvage, Marton 1n la Comédre des comé-
diens, Lasette ' la Coquette de village, Lucile 1n la Fowre Sawnt-Laurent
That she distinguished herself 1n comedy as well as in tragedy 1s shown
by the fact that Coypel painted her “sous les halnllements de Thalie et de
Melpomeéne ™ Palaprat declared that she recalled “toutes les 1dées de
son 1llustre tante quand elle joue la tragédie, et de MU Beauval quand elle
a un rble comique * ®

The chief actors who became sociétarres in 1701-15 were Sallé, Ponteuil,
and Qumault-Dufresne The deaths of Champmeslé and Vilhers gave
opportunity for distinetion to the first two. that of Etienne Baron to the
third. Sallé had attempted for a while monastic hfe, then that of a singer
in provincial opera companmes e had been tested as an actor in 1698, but
had been obliged to leave for Warsaw, where he acted in a French troupe
till about Easter, 1701, when he returned to Paris and was admitted to the
company m August. Late in the vear he created the hitle-réle in Amass
IT:s fine voice and that of his wife, who sang m the Opera at Pams, made 1t

7 Ohivier, op cit, pp 379 80, mentions a painting and three engravings of her
Bince the pamting represents her as Ariadne, she must have had the tatle-réle in
Thomas Corneille’s Ariane

T Cf the freres Parfalet, XIV, 308-10 The prologue was played by the Muse, la
Desmares, Mim1 Dancourt, Sallé, Ponteuil, and Crispin (Paul Poisson)

"™Cf Campardon, op cit, p 78 He shows that she owned this portrait and
prints of Corneille, Racine, and Moliére

"™ Furres of 1712, cited by Mélese, Th et Pub, p 201 Her immorahty 1s em-
phasized m a song of 1713 (sbud, p 175) Alexandre Sallé and Charlotte Damour,
to whom n 1746 she made 1mportant donations (cf Campardon, 0p ovi, pp 70-85),
were probably her illegitimate children



THE ACTORS OF THE COMEDIE FRANCAISE 21

desirable for Dancourt to give them leading parts i s Impromptu de
Lavry and Dwertissement de Sceauz. Sallé created the title-rble in Nadal’s
Saul and the réle of Danaus in Hypermnestre. The Mercure of August,
1701, declared that “tout Paris s%est empressé pour le voir jouer,” 7 but
his death 1 March, 1706, soon deprived the city of this promising actor.

Ponteusl, son of a notary and born at Pars 1n 1673, first played m an
amateur troupe at the Hotel de Soissons.”® He next acted 1in Poland and
at Ghent, was tested at the Comédie Francaise on Sept. 5, 1701, and became
8 sociélarre on Nov. 25. He seems to have taken at first comparatively
minor roles, hike that of Mends 1n Amasis, but, after Sallé’s death, he had
the title-rble in la Mort d’Ulysse and played David in Absalon, Pharasmane
m Rhadamaste et Zénobre, Domitian in Cornéhe Vestale, Phocas in
Héraclus, and Bélus 1n Crébillon’s §émirams. It 18 said that Lesage meant
to contrast the naturalness of his acting with the emphatic nature of
Beaubourg’s when he mentioned actors who played Dido’s mimister and
Jness.”™ In 1740 Voltaire regretted that he could not be brought to hife
to play Mahomet,”® though he and Beaubourg had been unwilling to accept
(Edipe He died 1 1718,

The “tribu Qunault,” as Voltaire called the famly,” was impressive
by 1ts pumbers. The father, Jean, had been tested at the Comédie Frangaise
m 1694 and had received a quarter of a share between Easter, 1695, and
October, when he returned to the provinces. becoming & theatrical director
at Strasbourg and hving until 1728 Ilis daughter Francoise, wife of
Hugues de Nesle, has been mentioned. She was a sociébasre in 1708-13. Her
brother, J.-B. Maurice, became a member of the troupe on June 25, 1712,
He was followed by Abraham-Alexis, known as Quinault-Dufresne, on Dec.
21, 1712, by Marie-Anne-Catherine on Feb. 17, 1714, and by Jeanne-
Francoise on Dec. 22, 17185 The only member of the farmly to attain
great distinction was Quinauli-Dufresne, who became the leading jeune

% Quoted by the fréres Parfaict, XIV, 548-51

% Cf Monval, op cst, who gives his name as Nicolas Etienne Le Frane

¢ Fréres Parfaict, Mémowres, I, 33

7 @4l Blas, Book II1, chapter 6

™ Moland edition, XXXV, 438 ™ I'bwd , XXXVI, 20

0 Cf my Comédie Frangawse, pp 11-2, and Moland, op cit La de Nesle played
Thamar 1 Abselon and the title réle 1 Cornélte Vestale She must have had a
réle of some 1mportance 1n Ino et Mélicerte as her 1llness caused productions of the
play to cease (cf fréres Parfaict, XV, 138) She probably took the part of the
young heroine, for Ino was played by la Desmares and the rdle of Thémistée was
probably given to an older actress She died on Dec 22, 1713 A song of that year,
quoted by Mélése (Th et Pub, pp 174-5) mentions both her and *Qunault,” who
18 sa1d to possess an “ orguell extréme ” The reference 18 probubly to J B Maurice,
as Quinault-Dufresne had very recently jommed the troupe, but 1t 1s certamnly not, as
Méldse misinforms us, to a ©fils de I'auteur ”! On Aug 2, 1715, in a revival of
Héraclws, Maurice Quinault played the title-role, Quinault-Dufresne, the réle of
Martian, c¢f the fréres Parfaict, XV, 216
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premaer of the troupe and created prominent réles in Voltaire’s tragedies
and 1n comedies by Destouches. Voltaire refers to hum a number of times
and declares that, when he and his sister retired, Pans talked of nothing
else.® In 1778, however, when Lekain was his 1deal actor, Voltaire asserted
that Quinault-Dufresne had had only & “belle voix et un beau wisage.” **
It 18 probable that in 1713-15 the young actor had already taken over the
roles vacated by the death of Etienne Baron, Ie became known for his
beauty, his pride, and his indafference to alterations made by authors 1n the
text of their plays.

The troupe suffered from the war and the poverty that accompanied 1t
from the competition of the Opera and the Foire, and from the monopoly
of singing and dancing that had been granted to the Opera. On Apml 22,
1672, the king had reduced the music of the Comédie Frangase to what
could be produced by two voices and by m1x violins He had repewed this
order on Aug. 17, 1684, On Jan. 16, 1701, the prologue of Dancourt’s
Trows Cousines had been prohibited because a professional singer was em-
ployed to take part 1n 1t # The voices had to be those of the actors, accord-
ing to a brief submtted by the Académie Royale de Musique in 1717.%°
There were viclations by the actors, but in the main they were obhiged to
submit to the ruling.

The Comédie Francgmse, which had to defend ifself against the Opera,
passed to the offensive where the Foire was concerned The actors were as
eager to see that their monopoly of dialogue was respected as were their
nivals of the Académie Royale de Musique to prevent wiolations of therr
own monopoly. They were constantly in trouble with the showmen of the
fairs and appealed to the police to prevent them from giving dramatic
entertamments This controversy will be discussed below, in Chapter XIX,
The actors found the competition of the forains so serious that Dancourt,
after vimting with a police official a packed house at the Foire, once took
him to the Comédie and showed him that the receipts for the day were less
than the expenses.®® The Mercure of July, 1715, declared ®" that

% Moland edition, loc cst , ef also II, 7, 534, I1I, 80, IX, 395, XXXIII, 199, 259

" Jbud, L, 353 For a quarrel in May, 1715, between Quinault-Dufresne and
Moligny and for testimony in regard to the former’s extravagance c¢f Campardon,
op, est, pp 230-41

" Also from the insolence of noblemen, as 1s shown by the action of an ambassador
of Savoy, who insisted (June 17, 1700) that two pages and a lackey should be
admitted to the theater without paying Pontchartrain was obhiged to protest Cf.
Depping, op oo, II, T64

S¢Cf Mélése, Th et Pub, pp 417-8 and 22]1-2

%8 C{ Campardon, op cst, p 282. The actors were accused of employing musicians
in 1717, 1718, 1725, and 1740

88 Campardon, les Spectacles de la Fowe, 11, 302

87 Cated by Mélése, Th et Pub, p. 69
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La Comédie ot 1'Opera furent désertés, comme de raison. Chacun courut en foule
chez les sieurs Domimique et Baxter ... Il y a apparence que s1 ces spectacles
se continuent sur le pied oli on les met aujourd’huy qu’ils effaceront hentdt jusqu’au
souvenir des antres

Then there was the “droit des pauvres.” On Feb. 25, 1699, 1t was
decreed that the actors should be taxed a sixth “en sus de la recette,”
the money to be paid to the Hopital général ®* As Bonnassies explained,
this meent a seventh 1f the actors mcreased their charges by the amount
they paid the Héprtal. They did ncrease them, at times even more than
the tax, but, probably because their audiences dimimshed, they also decreased
them, so that the increase in charges was not always enough to pay the tax.®
They may have paid part of the tax in candles. When they sought to
reduce the tax by deducting expenses before they calculated 1t, & decree of
Aug. 30, 1701, ordered that the sixth be levied on “ toutes les sommes qu
seront regues . . . sans aucune diminution ny retranchement, sous prétexte
de fras ou autrement.” *° Ths ruling does not seem to have occasioned a
general 1ncrease 1n admusston charges.”

There were also pensions of 1000 francs a year to be payed to full-share
actors when they retired, of 500 francs to half-share actors. These were
paid, not by the troupe as a whole, but by mndividual actors. New actors
were also obliged to pay for the privilege of jomng the company and to
contribute to a sinking-fund ** These expenses must have been hard to meet
when the receipts were small In 1715-16 a share 1n the company produced
only 3671 francs, considerably less than the average for 1681-1701 and less
than 1n any previous ycar when France was at peace.”®

» Of Bonnassies, les Spectacles forains et la Comédie frangmse, Pans, 1875, p 144,

»Cf my Hustory of Prench Dramatsc Lsterature, Part IV, pp 44-5, and my
Comédie Frangawe, p 17. For mstance, when the tax began to operate, in March,
1699, admssion to the parterre was 18 sous, on Jan 4, 1700, 1t was 17% sous, on
Feb 3 1t was 17% sous, on April 19 1t was 17% sous, on June 1 1t was 17 sous;
on Jan 1, 1701, it was 16%; sous

9 Cf Bonnassies, op cit, pp 146-7, and Mélése, Th et Pub, pp 66-8, 422 The
latter published the complete text of the document, which shows that Bonnassies
v;lus mistaken in holding that the sixth did not mnclude a levy on the increase 1n
charges

1 This increase came 1z 1716, when, on account of new taxation, s “neuvidme”
was added; ef Bonnassies, op ott,p 148 New expense was incurred in 1704, when
the government decided upon “le rachat de la taxe des boues et lanternes” The
actors were obliged to find 2574 francs, which they did by withdrawing each day
115 francs from the receipts Cf Bonnassies, la Comédie Frangatse, pp 132-3

99 Cf my History of French Dramatwc Isterature, Part IV, pp 36, 41 The
sinking-fund was first established to meet the cost of the new theater, payments on
which were completed by April 27, 1699 (cf Bonnassies, op csf, p 132), but actors
continued to contribute to 1f, apparently on account of maintenance and improve-
ments Among the latter were the addition of four “1lustres” to brighten the
parterre when the English Pretender visited the theater (Oct 18, 1706), archi-
tectural alterations of the same year, costing over 1245 francs, and the lengthening
of the “baleon ” m June, 1711, c¢f Bonnassies, op cit, p 105

" 0On Feb 10, 1716, the tax for the poor was increased In 1718 the actors, in
order to show its effects, noted that “i1l y a trois ans, avant I'mpostion du
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It 18 not surprising to find that the less careful members of the troupe
ran mto debi. The question had been raised as to whether their creditors
could retmburse themselves from the actors’ shares. In 1693 Parlement had
decreed, in the case of Paul Poisson and his wife, that one-third of such
shares could not be appropriated by the creditors. In 1709 Legrand asked
that, when his share was calculated, deduction be made for the cost of his
costumes, but he desisted when Parlement ruled that the share of an actor
1 debt should be divided annually into three parts, one of which should be
delivered by the troupe’s treasurer to the creditors, while the other two, after
the actor’s part in the expenses of the troupe had been deducted, went
to the debtor. On June 3, 1715, 1t was decided to place the third reserved
for the credrors 1n the hands of Lavoy, Dangeville, and Du Boceage **

The first officzal ruling by the Gentlemen of the Chamber 1n regard to
the troupe was 1ssued on Oct 27, 1712.°® Actors were directed to learn the
rdles assigned them by authors under penalty of losing their share of the
receipts. If the authors did not express their desires, the rdles were to be
distributed by a vote of the troupe. A fine of one écu would be levied on
actors who failed to appear at rehearsals, unless the troupe decided to
excuse their abeence. Actors were forbidden to discuss other matters in
their assemblies than these for which the meeting was called. If quarrels
arose, a fine of fifty francs might be 1mposed. © Semamiers  were appointed
to see that these regulations were carried out. If one of these officials failed
to report 1n regard to the events of the week, he counld be fined twenty francs
In this manner new restrictions were placed upon actors. Exactions of
courtiers, censorship, monopolistic practices, and financial difficultres help
to explain why French drama did not reach in the eighteenth century the
heights to which 1t had risen 1n the seventeenth.

In the prologue of Céphale et Procms, acted 1n 1711, Dancourt made
Momus declare that none of the actors lacked talent, but that they neglected
therr business and attended too many suppers. We have seen that Efienne
Baron, Paul Poisson, and Quinault-Dufresne were involved mn quarrels
They were also accused of dissipation. La Rasin was at one time the
Dauphin’s mistress. Both la Duclos and la Dancourt were said to attract
certain nobles La Desmares probably had two illemitimate children. The
reputation of these sociétaires gives some weight to Lesage’s comments on
actors and actresses n the part of Gil Blas that was published 1n 1715, He

neuvidme,” that 1s, from Easter, 1715 to Easter, 1716, a full share actor received
3071 francs (or 3741; Bonnassies gives both amounts in his Spectacles forams et la
Comédse frangasse, pp 150-1) For a comparison with the value of the shares in
16881-1701 cf my Comédie Frangarse, p 19

% Cf Bonnassies, la Comédie Francase, pp 152-3

* Itd, pp 133-7
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ig supposed to be discussing Spamish actors, about whom he knew httle,
but his remarks may well have been inspired by the conduct of French
actors, for whom he composed a number of plays. He undoubtedly referred
to Michel Baron,® but one cannot so easly identify the other actors he
mentions. Yet his general picture may have some truth, 1f we allow for the
novelist’s tendency to exaggerate and to satirize.

In Book III he described young nobles as spending the might with
actresses “3 boire et 4 dire des gueulées.” The attendant of an actress
remarks that “ nous autres dames de thétre, nous vivons sans contrainte et
péle-méle avec les hommes.” An actress 18 described as leading a most
luxurious existence.’” The 1illegitimate son of an actress admits that he
cannot know who his father 1s, for, when an actress appears “le plus
attachée & un seigneur, elle w1 donne presque toujours quelque substitut
pour son argent ” %8 Actors love gossip. The news that an actress has won
a distinguished lover spreads rapidly among them ® They are poor judges
of the success a play may acquire **® They look down upon an author when
he comes humbly to offer them réles 1n a play he has composed for them.**

The acting of several men and women 1s discussed in detail. Carlos
Alonso de la Ventolaria had left the stage  par fantaiste, et s’en est depus
repent1 par raison.” He 18 very old, but his hair, mustache, and eyebrows
are painted black. He 1s said to be a great actor, but he has “ une pronon-
ciation trop affectée, avec une voix tremblante qu donne un air antique et
ridicule & sa déclamation ” ***  Another actor who has a great reputation: 18
almost always “ hors de la nature, 11 précipite les paroles qui renferment le
sentiment, et appuie sur les autres; 11 fait méme des éclats sur des con-
jonctions » He plays Mineas, but he 18 considered inferior to Dido’s
minister, who recites naturally,*®® Dido 1s herself interpreted by an
actress who knows how to “ émouvoir et toucher,” but who rolls her eyes
excesstvely, raises her voice till she destroys 1ts sweetness, and seems at
times not to understand what she is saying. The cntic prefers her

9 Cf Léo Claretie, Bssar sur Lesage, Paris, 1880, pp 396 403 He makes a curious
mistake in calling “la dame Baron” of the Foire Michel Baron’s sister At the
time Lesage was writing for her troupe, she was the widow of Michel’s son

°* Book 1II, chapters 3, 5, 9

** Book V, chapter 1

*® I'td

190 Book III, chapter 12 The editor of the 1828 edition (Pars, Ledoux) thinks
Lesage had 1 muind a play by Dufresny If this 18 so, the play must be la Coquette
de wlilage, the only recent play by that author that had been successful

%1 Book III, chapter 11

108 I'hyd  As the editor remarks, the old actor 18 Michel Baron

1% Book II1, chapter 6 Beaubourg and Ponteml, according to Claretie, op out,,
p 395 In identifying Ponteuil he follows the Mercure de France of 1715

3
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suivante, who 18 graceful and has a charming smile, though at tumes she
interrupts a serious passage by yielding to a mad desire to langh.1¢

But whatever may be said of their private lives or their 1diosyncracies in
acting, the members of the troupe must be prased for continming their
activities through a long period of war, despite heavy taxation and the
competition of the Opera and the Fowre. They kept up the traditions of
the seventeenth century both in tragedy and in comedy, continued to uphold
as models Corneille, Racine, and Moliére, were the first to 1nterpret Crébillon,
Destouches, Lesage, and the later comedies of Dancourt and Regnard, while
preparing the way for the presentation of Voltaire’s tragedies and of
comedies by Marivaux.

10t The editor, followed by Claretie (op ovt, pp 393-4), states that the suswante
is la Desmares, but one would not expect her to be given m 1715 so humble a réle,
Lesage probably had m mmnd a less prommnent member of the troupe The
emotional actress who played Dido may well be la Ducloe.



CHAPTER II
TRAGEDY

Tragedy retamed 1ts prestige 1n 1701-15, If the actors considered comedy
more profitable, they were not allowed on that account to neglect the more
majestic genre:

8a Majesté étant informée que les Comédiens jouent le moins possible de tragédies,
ce qui est contraire & l'usage et au plaisir du publie, ordre leur est donné de jouer

alternativement une piéce sérieuse et une prdce comique, & pemne de 300 hiv d’amende
payable par 1a Troupe en général, & moms que Nous n’en ordonmons autrement?

The king or lns advisers may have felt what Dubos was subsequently to
express,® that persons interested i plays spoke more often and with greater
effection of tragedies they had seen than of comedies, and that they could
recite a larger number of verses by Corneille and Racine than by Molidre.
The result was that, even though fewer tragedies were given than comedaes,
the former averaged about 127 performances a year at the Comédie Francase,
never sinking below 98 and, 1n 1708, reaching 152. They continued to be
given also at court, and at times, as we have seen, members of the royal
famly acted in them.

Even 1f a young author had no chance of acquiring such august inter-
preters, he could hope to have his tragedy produced at Paris in the winter
season,® when its premaére would constitute an 1mportant social event, the
more 80 as the actors never put on more than three new tragedies in a
season, sometimes not more than one. Here was a road to conmderation,
even to fame. Unfortunately for hum this road was partially obstructed
by authors, dead or hiving, who had written fragedies before the century
opened.

Chief among these were, of course, Corneille and Racine, whose cult con-
tinued to be practised. Twelve tragedies by the older author, :f we include
le Cud and Don Sanche, and nine by the younger were performed durng
the period, but 1t 18 a mistake to believe that Corneille had become more
popular than Racine, for in the fifteen years Corneille’s tragedies were acted
411 times, Racine’s, 427. Other seventcenth-century plays also figured in
the repertory: four tragedies by Campistron, acted 107 times, and four by

} Réglement of 1712, quoted by Bonnassies, op. cst, p. 134

* Réflemons critrques, fourth edition, Paris, Mariette, 1740, pp 56-7.

® The only exception to the rule for giving new tragedies between Nov. 2 and
Easter was furmished by Mlle Barhier’s Arrie et Pétus, first acted in June.

b2
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Thomas Corneille, acted 106 times, 1f we include his “ machine” play,
Circé, three tragedies by Pradon, two by Rotrou,* two by Qunsult (81
performances), and one each by Du Ryer, Tristan I’Hermite, and Boyer.
The lack of spectacle 1n tragedies, both old and new, may account for the
great success of the “ machne ” play, Psyché, wnitten by Corneille, Mohére,
and Quinault, revived 1n 1703-8, and then performed 84 times.®

The actors also produced old tragedies by laving authors who had ceased
to contribute to the genre—La Chapelle, Brueys, and Dancourt,—or by
authors who had begun to write 1n the late seventeenth century and were
st1ll active as tragic dramatists—DBelin, Ferrier, La Fosse, Péchantré, Genest,
Longepierre, Riupeirous, Duché, and La Grange-Chancel. Novelty, of course,
had its charm, as 1s shown by the fact that several new tragedies were acted
more frequently 1n a single year than any of the old ones, but, when novelty
had worn off, most of the new tragedies were dropped from the repertory,
while many of their elders continued to be popular.® Of all tragedies acted
in 1701-15, le C1d was the one most frequently performed ; next, if we leave
Psyché out of consderation, five tragedies by Racine ; then certamn tragedies
by Corneille, Campistron, Thomas Corneille, Péchantré, Rotrou, and
Qumnault. All of these were given more frequently than the most popular
new tragedy Créhillon’s Rhadamisie el Zéinole "

Among the authors who had begun to write before 1701 and who continued
to contribute to the repertory there were three who had had httle success,
Ferrier, Riupeirous, and Belin, two of whom had not seen fit to publish
therr plays. Duché had written only for amateurs at Saint-Cyr. Longepierre
and Péchantré had each composed two tragedies and met with both success
and falure. Genest had succeeded with two tragedies and failed with a
third. There consequently seemed to be only two authors sure to please
the public of 1701-15, La Fosse, whose Manlus had made the greatest hit
of the preceding decade, and La Grange-Chancel, not yet twenty-five mn
1700, but already the author of four tragedies acted at the Comédie Frangaise.

¢His Venceslas was acted 41 times His Cosroés, with alterations by d'Ussé de
Valentiné, was played eight times mn 1704 D’Ussé reduced the king’s “fureurs,”
eliminated the hero’s love affair as not sufficiently attached to the action, and added
atances at the beginning of Act IV, cf the frires Parfaict, X1V, 342-5.

® The fréres Parfarct, XIV, 307, attribute its success partly to the decorations,
“ machnes,” and ballets, partly to the acting of la Desmares and Etienne Baron,
thought to be 1n love with each other The play was first acted on June 1, on June 8
the Opera entered into competition by reviving Quinauit’s Psyché with Lully’s music.

* Out of thirty two new tragedies only seven continued to be acted twelve months
n.;'ter the first performance A few of the others were revived, but only some years
after 1715

T The most frequently acted tragedies and the number of times that each was
performed were le Cid, 111, Phédre, 92, Andromaque, 87, Psyché, 84, Iphigénse,
68, Mithridate, 67, Britannicus, 68; Rodogune, 52, Andromwo, 50, Horace, 50;
Polyeucte, 49, Arane, 48; Essen, 47, Cinna, 44, Géta, 43, Nwoméde, 43; Alcshwade,
42, Venceslas, 41; Agrsppe, 41, Astrate, 40; Rhadamaste, 37
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The beginners were slow to recerve recognition. In the first four years of
the century only one of them, Mlle Barbier, had a tragedy acted, and her
play was relegated to the summer season. It attracted so much attention,
however, that the author was allowed to follow 1t with three other tragedies,
A churchman, Nadal, next came forward, early in 1705. The following
winter season saw three new authors, Pellegrin, Crébillon, and Danchet,
begm their careers. For several years thereafter the actors accepted only
tragedies by authors of some experience, but in the period between the
beginming of 1713 and September, 1715, three other men and & woman
began to write, the présmident Hénault, Chateaubrun, Deschamps, and Paul
Poisson’s daughter, Mme Gomez.® Of these authors Nadal, Pellegrin, and
for a while Deschamps were churchmen, Crébillon was a lawyer, Danchet
a teacher, while Hépault and Chateaubrun held positions at court. Mlle
Barbier was a cultivated bourgeorse; Mme Gomesz, the daughter and grand-
daughter of actors and actresses. The soctal strata they represented were
about the same as those of seventeenth-century dramatists, who also mecluded
m therr ranks bourgeois, courtiers, actors, and churchmen,

Their hiterary background was classical and French. They reverenced
Corneille and Racine, but 1t is a mstake to suppose that they substituted
them altogether for Seneca and the Greeks. Aristotle and Sophocles are
mentioned with respect and are even cited at fimes 1n oppomtion to the
tastes of French audiences. Certain critics longed for greater simplicity
than Corneille had shown except m Cinna, or Racine except 1 Bérémee A
few authors. Longepierie, Genest, Duché, and d’Ussé composed or revived
tragedies without sexual love, but most dramatists felt that love was essen-
taal and longed for startling situations, even 1f fairly complex material was
required to create them.

The two poimnts of view are represented by Malezieu® and Crébillon.
According to the former, when a gentleman prased a tragedy distinguished
by 1ts extraordinary and unexpected incidents, 1ts exaggerated emotions,
and certain verses thrown into relief by the emptiness of the surrounding
text, the duchesse du Mmne took him to task, went through the tragedy
scene by scene, and asked lim to explain

comment 11 étort possible que ces Personnages se trouvassent ensemble, sl étoit

bien vrail-semblable quils eussent pft 8tre tous & la fos en ce heu, 81118 pouvorent
avolr la hberté de s’y parler, quelle raison un tel Acteur avoit de confier ses

?® The twelve most popular new tragedies of 1701-15 rank as follows in the number
of performances given mn this period Crébillon’s Rhadamsste, 37, his Blectre, 32;
Mme Gomez’s Habis, 20, Mlle Barbier’s Arrie, 28, Riuperrous’s Hypermnestre, 26,
Belin’s Mustapha, 21, Danchet’s Cyrus and La Grange-Chancel’s Ino, 19, Crébillon’s
Atrée, 18, Duché’s Absalon, 16, Pellegrin’s Polydore, 15, La Grange-Chancel’s
Amasis, 14

¢ Discours, published with Genest's Joseph 1n 1711
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aventures & son Am precisément dans ce temps plutét que dans un autre, qu’est-ce
qui Pavoit amené dans ce moment sur la Scéne, ce quil étort devenue, & quelle
avoit été sa vie pendant quinze ou vingt années d’une absence auss: peu fondée que

son retour.

She went on to ask how so many extraordinary adventures could happen
in the same day and if the material was clearly presented. So convincing
were her remarks that the gentleman ceased to admire the tragedy, to the
great delight of M. de Malezieu, faithful servant of Sophocles and the duchess.

Clanty and verisimilitude, attained by those who select simple subjects
and respect the umities, are the goals. The emotional power of a tragedy
and the ghimpse 1t may give of humanity’s precanous situation were of no
consequence to the duchess One should applaud, not because one is inter-
ested or stirred, but because all 18 limpid and reasonable, as mirrors used
to be at Versailles.

The other point of view 18 represented by Créhillon 1n the preface of his
Electre. He argues that an author 1s not sure to please if he holds strictly
to “ cette sumphieité s chérie des Anciens” As for love, 1f Sophocles had
lived 1n the eighteenth century, “il efit peut-8tre fait comme moy,” but his
own critics had not taken this fact into consideration. His presentation
of Electra

8 soulevé contre un Moderne mconsideré toute cette Région idolitre, ou 11 ne
manquoit plus au culte qu'on rend aux Anciens, que des Prétres & des victimes
Enfin quelques Sages protestent contre cet abus, les préjugés prévalent, & la pré-
vention va s loin, que tels qui ne connoissent les Anciens que de nom, qui ne sgavent

pas seulement s1 Sophocle étoit Grec ou Frangois, sur la fo1 des Dévoty de I’Antiquité,
ont prononeé hardiment contre mox

As a practical dramatist and like his great predecessors of the seventeenth
century, he felt that the first dramatic rule 1s to please. He consequently
comphcated the plot that a Greek dramatist had left and introduced love,
following 1n both respects the example of Racine in Iphigéme. He used,
it 18 true, devices that Racine had not employed, but he had the same
problem of satisfying his own taste and that of his audience, while not
departing too far from ancient usage. Let us see how he and his con-
temporaries sought to solve the problem of putting new wine into old bottles

So far as subject matter 1s concerned, they adhered 1n the main to the
taste of their French predecessors. Ferrier, to be sure, who had begun his
career by selecting for dramatization a theme from national history, con-
tributed a tragedy called Montézume that must have been derived from
sixteenth-century Mexican history, but the other tragedies are concerned
with real or 1maginary events of the ancient world or of the Turkish empire,
a3 were those of Racine. Twelve plots came from Greek mythology, mx
from Roman history, five from the Bible or the history of Palestine, three
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from Persian history, two from Turksh, one each from the hstories of
Egypt, Parthia, and the Caucasus, while one 1s concerned with romantie
events supposed to have taken place in Spain before the Roman conquest.
As usually 1n the seventeenth century, 1t 1s lands bordering on the Mediter-
ranean that chiefly attracted the dramatists, while French history and legend
were neglected.

The ancient writers mainly utilized were, bemdes those who composed
the Bible, Plutarch, Tacitus, Hyginus, Justin, Herodotus, Pausanias, the
Younger Pliny, Josephus, Zonaras, and the dramatists, Sophocles, Euriprdes,
and Seneca. Four tragedies are largely derived from the last three aunthors,
two from the Elecira of Sophocles, one from Alcesiis, one from Thyestes,
while there are mmor borrowings from other ancient plays. Longepierre
cume closer 1 material and spirit to his ancient model than Crébillon
snd La QGrange-Chancel, who altered their sources by complicating their
plots and by adding a large element of lave.

Spanish literature exerted no influence, Itahan, only in a few details
drawn by La Fosse from the Pasfor fido. Enghsh hterature, previously
reflected 1n La Fosse’s Manlus, was avoided except that Belin probably
owed something to the Earl of Orrery, for the Cafon of Deschamps does
not resemble Addison’s Cato except in material drawn from common sources,
French dramatists and novelists were utilized by several writers. Ifabis was
derived from a tale by Mlle de La Roche-Guilhem, Tomyris, 1in great part
from le Grand Cyrus; Idoméndée, from T'élémaque; Bhadamiste, to 8 mnor
extent from Segrais’s Bérénmce, Mustapha et Zéangur, partly from Mile de
Scudéry’s Illustre Bassa. Latin plays by Father La Rue and French
tragedies by Du Ryer, La Chapelle, Abeille, Magnon, and Boyer were imi-
tated 1n certain respects, while Corneille and Racine were considered major
guides.

Some of the themes must have been well known to the audience, those,
for 1nstance, of la Mort de César, Electre, and Saul. Others were unfamiliar,
like those of Corésus, Ino, Pélopée, Mahomel Second, and falws In two
cases the subjects were partly disgmsed: that of Amasis, where, with the
help of Herodotus, a Greek legend, already dramatized by La Chapelle, is
presented as Egyptian history; and that of Xercés, where the biography of
another Perman king 1s grafted upon that of Xerxes, Whatever may be
saud of such disguse, 1t had the advantage of sparing the author the kind
of criticism that was leveled at la Mort de Néron when Péchantré was
criticized for electing as his protagomst so odious a person as Nero, for
putting his name 1 the title of his tragedy, and for making him less evil
than he was.

There was go little respect for historical scenery that Montezuma’s palace
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had to be constructed 1n such a way that 1t could be used in various tragedies,
including, perhaps, those in which Nero and Cleopatra appear. In the
representation of manners the dramatists came closer to reality. Xerxes
worships the sun. Romen institutions like the senate and the order of the
Vestals are respected. Well-known characters are usually, though not always,
presented 1n accordance with tradition.’® There was hitle that was likely
to shock the historical consciousness of the early eighteenth century, but
chronology might be considerably altered, and ancient tales were modernized
1 regard to the position of women, the réle of love, and social behavior mn
general. The plays are eminently aristoeratic. The leading characters are
nearly always kings or princes unless Roman hstory prevents. Even in
Cornélie, where our sympathies are with the people, the author is careful
to show that Cornehia was the daughter of Scipio Africanus. At the same
time, a king may be represented as a weakhng, or a person who has com-
mitted a grievous error, and he may be murdered ltke one of his subjects.
There 18 no departure 1n such an attitude from the usage of the seventeenth
century. Unfortunately the authors did not have Racine’s amlity to supply
a poetic background for themes drawn from Greek mythology, Roman
history, and the Bible.

The dramatists all clung to the division nto five acts, the elrmination of
the chorus, and the use as the standard meter of the alexandrine couplet.
Though stances had long disappeared from plays written for performance
at Pars, they are found in Cornélie Vestale, perhaps 1 immtation of those
1 le Cid and Polyeucte, and, as we have seen, were introduced by d’Ussé
into the text of Rotrou’s Cosroés. Elsewhere other verse forms than the
alexandrine couplet occur only in letters, oracles, and similar prophetic
hnes, where the rime-scheme may be altered and verses of eight syllables,
occasionally of ten syllables, introduced.

All the tragedies respect the umties. The time never exceeds twenty-four
hours and usually seems not to be more than twelve. There are tragedies
1n which 1t 18 pointed out that the day selected for the action 18 a pecularly
mmportant one. The place 18 usually the hall of a palace, but it 18 & camp
i Absalon, Cyrus, Saul, Pélopée, and T'omyrs, the Roman senate-house 1n
Cornélie, and the temple of Vesta in Cornéhe Vestale. Only very munor
violations of the unity of action are found, as the author 1s usually careful
to give the clements of his problem in the first act, to make his action
progress without external stimulus, and to lead up to his final event,
descmbed almost at the end of his tragedy.??

¢ Exceptions are found in the presentation of Ulysses, who in la Mort d'Ulysse
has lost his cunming, of Agisthus 1n Pélopée, who has become a young hero, and of
Cyrus 1n Tomyris, presented in accordance with Mlle de Scudéry’s ideas rather
than those of Herodotus Péchantré dimimshed the gwmlt of Nero and Poppaea in
order to render them more dramatic

11 Mmor violations occur 1n the uselessness of Penelope 1n la Mort &’'Ulysse, the
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In most of the plays there 18 a background of war, foreign or civil.
Politics gre often 1nvolved, but they are usually of a personal kind rather
than of larger mgmficance. However, the rights of the people, as opposed
to those of an oligarchy, are championed n Cornélie, while the conflict
between the same oligarchy and a dictatorship is set forth 1n Cafon. There

18, however, nothing to be compared with the political discussions of Cinna
and Sertorius.

Sexual love 18 found 1n all the tragedies except Longepierre’s Electre.
In Absalon and Joseph 1t 18 limited to the love of man and wife, All three
of these tragedies were first acted privately. Elsewhere love between persons
who are not marred to each other wes considered essential and was at
times lugged 1 where 1t might better have been omitted. The love of
brothers 18 especially emphasized in Mustapha et Zéanger, les Tyndarsdes,
and Joseph , that of brother and mster 1n Mahomet Second and 1n the two
tragedies called Elecire; that of a father 1n Idoménée, Atrée, and Débora;
that of a mother in Cornélie, Amasis, and Ino. The cm du seng occurs in
a number of plays, even in the most hardened hearts.

This mysterious voice, whispering to a parent that the child he has not
seen for years 18 his own, 1s one of the varieties of the merveslleuz, some
form of which 18 found 1n three-fourths of the tragedies. It appears mn
oracles, omens, evidences of the gods’ wrath 1 storms, in earthquakes, in
the shaking of an altar, and prophecies of events that are to fake place after
the play ends. The function of such supernatural mamfestations may be
merely to heighten the tragic effect, but they are at times of great import-
ance in the plot, as they are in Idoménée, Alceste, and Corésus. Oracles
are, of course, usually msinterpreted, so that the victim, striving desperately
10 escape his fate, brings about lus own destruction. Predictions of what
18 to follow the play are rarer, but they are found in Atrée, Ino, Caton,
Arree, and Joseph. In the first two tragedies they may be criticized on the
ground that the audience was probably not sufficiently familiar with the
manner 1n which Atreus and Ino met their deaths to appreciate the pre-
dictions. In Calon Caesar’s end, in Arme the deaths of Claudiue and
Agrippina are foreseen. In Joseph, as i Athalie, the coming of the Messigh
18 announced.

In order to make family situations more terrible, family relationships are
employed, as had often been the case, from the Greeks down. They are
especially conspicuous 1n the tragedies of Crébillon and Pellegnn. At times
the effect produced 18 softened by the fact that the fatal blow 15 to a certain

late mention of Nero in Arrie et Pélus, the delayed reference 1 Xeroés to the king's
dishke of Darius’s mother, the use of a deus ex machwnd 1 Hypermnestire, and some

“ynfinighed business ” remaining at the end of this last tragedy
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extent accidental. In the Electre tragedies Orestes does not mean to kill
his mother. In some other tragedies the murderer does not know who his
victim 18 and would not have killed him 1f he had known.!? Crébillon saved
Idoménée from knllmg s son and Thyestes from actually drnlang his
son’s blood. But 1n & number of cases no attempt 18 made at extenuation.
Rhadamiste remains the murderer of his uncle and the man who had stabbed
his wife and thrown her into a river. Atreus drives his brother to swcide,
as he did not succeed 1n doing mn Seneca’s tragedy. No attempt 1s made to
excuse Herod for murdering his wife,

Genmine borror, as dufferentiated from tragic terror, appears, 1t seems
to me, m only four plays: Cyrus, in which a father tells of having been
forced to eat his son, Airée et Thyeste, 1n which a father starts to drink
from a cup filled with the blood of his son; T'omyris, in which we hear
that the heroine has placed Cyrus’s head in a vase filled with blood ; and
Pélopée, .n which a daughter has a son by her father and falls in love with
this youth. On the other band, the authors often create an atmosphere of
gloom, of impending woe, and bring about a certain number of deaths,
which, however, are not necessarily those of persons with whom we sym-
pathize. In a number of tragedies only the wicked perish, while in Habs
and Joseph not only is there no death, but all the principal characters are
happy at the end.

Much more characteristic of the period than horror is recognition, This
device, approved by Arstotle and 1llustrated 1n various ancient tragedies,
had long been employed i French plays. In tragedy Corneille had used it
1 Hérachwus and Edspe ; Racine, 1n Iphigéme and Athalie. Before Corneille
began to write tragedies, 1t had figured m plays by Dalibray and Marret.
Subsequently Du Ryer had mtroduced 1t into Saul, Galtbert, mto T'éléphonte;
Thomas Corneille, mnto Twmocrate and other plays, Quinault, into Asirafe
Racine, 1t 18 true, had not shown 1t on the public stage, for the recognition
of Eriphile occurs 1n a récst, and Athalie had been played only in private,
but his guccessors had employed 1t freely, especially La Chapelle 1n Zasde
and T'éléphonte, Genest in Pénélope, Lia Fosse in Thésée, La Grange-Chancel
1 Oresie et Prlade. As the last three tragedies were acted and La Chapelle’s
Téléphonte ynmtated 1n the early exghteenth century, it 1s qmite natural that
recogmition should be found in tragedies written at that time. What 18
more worthy of comment 18 the fact that 1t occurs 1n about half the tragedies
of 1701-15, a larger proportion than French tragedy had shown in earlier
perods.

1 A gon kills hus father without knowing who he 18 1n ls Mort d’Ulysse; a father,
his son 1n Rhadamiste, a mother, her son 1 Ino
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Meany situations nvolving recogmtion result i happimess. Others are
ominous. The recogmtion may be mutusl, or one person may recogmze the
other without being recogmized. Sometimes the recogmition 18 delayed for
several acts, as in Joseph and Pélopée. In Hypermnesire it is effectavely
used to make & woman suddenly realize that the man she has promised to
murder 18 the man she loves. It 1s stll more striking 1n Rhadamiste et
Zénobie when the hero and heroine meet for the first time after his attempt
to kill her, for each not only discovers that the other is alive, but wonders
what their athitude towards each other will be in the future. La Grange-
Chaancel, though he appreciated the scenic value of recognition and employed
1t 1n several tragedies, preferred to sacrifice the recogmition scene that he
would have been expected to give 1n Amasis in order to produce a more
original situation. The danger, of course, in the use of recogmtion 1s that,
1 order to employ 1f, dramatists may sacrfice respect for probability in
regard to character and events.

With the exception of this emphasis upon recognition and the use of
horror 1n a few tragedies, the plays do not depart to any marked degree from
the usage of the preceding decades. Characters, situations, and technique
would have seemed quite familiar to Racine’s generation. As this was the
case, the actors were slow fo substitute tragedies of 1701-15 after their first
tun, for seventeenth-century tragedies that had proved thewr value by
remaining long 1n the reperiory. The result was that the names of only
two authors long survived m the minds of the general public, those of
Crébillon and La Grange-Chancel. While plays of the former were acted
at the Comédie Francaise in the nineteenth century, this can be said of
no other tragic dramatist of the period.

The classical tendency towards umformity 1s curiously illustrated by the
publication of these tragedies, for twenty-iwo of the thirty-three were first
printed by a single pubhsher, Pierre Ribon. He came nearer having a
monopoly than even these figures indicate, as of the eleven tragedies he was
not the first to publish one appeared 1n 1ts second edition from s press,
iwo were never published, and four were not printed fill after his death.
Moreover, as those that were first printed by his rivals—Le Breton, Brunet,
Le Clere, Amisson, and Ganeau and Estienne,—were either religious plays
or therr authors’ first productions, 1t may be that Ribou did not consider
them good risks. According to Beauchamps,”® Ribou obtaned a prinlége
to publish all French pleys. Of the four tragedies that appeared after his
death, one was published by the Widow Pissot, one by Prault, one by P. Le

32 Recherches, TI, 442 Ribou’s imtimate relations with the actors are shown by
the fact that he and subsequently his widow received free admission to their theater;
c¢f Bonnassies, op cit, pp 117, 165
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Breton, and one by no less a person than Horace Walpole at his Strawberry
Hill Press,

Among the men and women to whom these tragedies were dedicated were
Louis X1V, lus sister-in-law (two), the due d’Orléans, the Duke of Bavaria,
Lows duc de Bourbon-Condé, maréchal Villars, the duc &’Aumont, the due
de La Force, the duchesse du Mame (two), the duchesse de Bowllon,
d’Argenson (two), and Walpole. The acceptance of these dedications shows
that tragedy stall retained its prestige 1n high French socrety.

In the six chapters that follow I will discuss 1n detail tragedies that are
known to have been wrntten or first acted in 1701-15. The first two are
devoted to La Grange-Chancel and to other dramatists who had begun to
wnte 1n the seventeenth century. The next two are concerned with tragedies
by women and with those derived from the Bible or Josephus. The fifth of
these chaplers 1s primanly devoted to Crébillon, but it includes & study of
Longepierre’s Electre, as Crébillon wrote a tragedy on the same subject.
The chapter that follows 1t discusses the exght tragedies of five dramatists
who began to write 1n the eighteenth century.



CHAPTER III
THE TRAGEDIES OF LA GRANGE-CHANCEL

Of the seven authors who were already known to audiences of the Comédie
Frangaise when the century began and who continued to write tragedies,
the one who contributed most to the genre 1n 1701-15 was La Grange-
Chancel.* He brought out three mn those years, including his two best plays,
Amasis and Ino et Mélicerte. These and his Alceste form the subject of
this chapter.

The source of AMAsIS 2 was so successfully disguised that a certamn “ faiseur
de brochures satiriques ” * accused La Grange-Chancel of imitating an epi-
sode 1n the Grand Cyrus In reply the dramatist accused s critic of
knowing neither Herodotus, nor Aristotle, nor Hyginus, who had referred
to events 1n Egyptian story similar to the story of Merope He explained
his disgmising his subject by saying that he preferred names like Amasis,
Aprits, and Sésostris, to Cresphonte, Téléphonte, and Poliphonte, which
he would have had to repeat often if he had kept them as those of hs
principal characters As the thrce names have the same final syllable, their
constant repetition would have seemed monotonous, if nut ridiculous, but
1t 18 also possible that La Giange-Chancel had another reason for changing
them, the hope that by so doing he would conceal his debt to La Chapelle.
His reference to Herodotus, Aristotle, and Hyginus means that he wished
1t to be believed that he took the Merope story from Hyginus and Aristotle,
the Egyptian disguise from Herodotus, although the fact 1s that he did owe
something to the Grand Cyrus, a good deal to La Chapelle’s 1'éléphonte,
and possibly a suggestion to Athale.

The main source 18 the Merope legend, related by Hyginus in Fables

1 For this author ef my Ilwtory of French Dramatwe Interature, Part IV, pp
367-84 During the period studied he was maftre d’h8tel of the duchesse d’Orléans,
‘was married 1n 1708, and led a peaceful existence that controsted sharply with s
hife after the Phtlapprgques began to appear

2 Paris, Pierre Ribou, 1701 and 1702, 12°, prwilége (for the author’s works),
Feb 12, 1699, achevé, Dec 19, 1701 Dedicated to “ Madame,” Louis XIV's sister-
imn-law Republished, Amsterdam, Desbordes, 1702, Paris, veuve de Pierre Rihou,
1729 and 1731, m the author’s Quvres of 1734, 1742, 1758, and his Thédtre,
Amsterdam, L'Honoré, 1746 The changes mtroduced into the edition of 1758 are
msignificant The play also appeared in the Recueidl Petstot, 1803, the Auteurs du
second ordre, Pars, 1808, the Touquet edition, 1821, the Chefs d'auvre de¢ Lafosse
eto, 1821, the Réperiorre of Paris, veuve Dabo, 1822-3 An Italian translation
appeared tn 1747 The play bas been studied by Otto Nietzelt, La Grange-Ohancel
alg Tragiker, Leipzig, 1908

® Qceurring 1n the preface of the 1758 edition, these words refer to the author of
an article 1 the Nouvelliste du Parnasse quoted by the fréres Parfuict, XIV, 228-31.

37
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CXXXVII and CLXXXIV and dramatized by Gilbert and La Chapelle.
Ag La Grange-Chancel mentions Hyginus, 1t 18 probable that he used him
directly, but he certainly also imitated La Chapelle,* though 1t 18 unneces-
sary to suppose that he derived anything from Gilbert. As Campistron had
done 1n Andronic and La Fosse 1n Manhus, La Grange-Chancel transferred
this story to an entirely different period from that of his main source and
fo new surroundings. He learned from Herodotus that Amasis revolted
against Apriés and made himself king, that he had a wife named Ladice
and a son called Psammétite, and that Phanés turned agammst him. He
kept theee characters, but he made Psammétite the son of Amasis and wrote
his name Psamménite. Ie could not have derived from Herodotus Ladice’s
leaving her husband and identifying Sésostris by means of a note as the
son of Apriés, nor the succession of Sésostris to the throne. These themes
came from the Grand Cyrus. Finally, the fact that Amass 18 drawn into a
temple, that priests asmst in the undertaking, and that he dies as a result
of 1t may well have been suggested by Athalie, the restoration engineered
by Phanés corresponding to that effected by Joad.

La Grange-Chancel showed great skill in dramatic structure by weaving
together these elements {rom ancient and modern writers mto a play that
16 correctly unified and contains startling situations, rendered more effective
by the use of prolonged suspense.® The character that dominates the action

* In his T'éléphonte, as 1n Amasss, the usurper has killed several of his predecessor’s
c¢hldren, he does not marry the queen, though there 15 a suggestion that he had
wished to do 80, a domnant part 1s taken by a nobleman, the widowed queen hides
and uses a dagger, before each play begius, the hero and heromne have met 1 simple
surroundings and have fallen i1n love without the heroine’s knowing who the hero 18,
the tyrant, protected by his soldiers, has the hero arrested, and the young prince
admits his 1dentaty Fmally, 1n both tragedics the faithful nobleman points out to
the returming prince details in the architecture of his old home, cf 7Téléphonte,
II, 1, and Amasms, 1, 1

® Amasis has defeated Apriés, has put him and five of his sons to death, and has
long held his widow, Nitoenis, 1 captiity A sixth son, Sésostris, saved by Phanés
and confided to Cléophis, has been brought up at some distance from Memphis
Phands has been making extenstve preparations for Sésostris’s restoration, endearing
himself to Amasis, winning over the priests of Osiria’s temple, concealing soldiers
there, and spreading among the people news of the prince’s return He communicates
these facts to Sésostris while showing him the hall of the palace where his father
and brothers had been murdered Just before his return to Memphis, the prince,
acting 1n accordance with Phanés’s directions, had, when attacked by Amasis’s son,
Psamménite, killed lus opponent He had also wounded the latter’s aged attendant,
Menés, who had received succor from Arthémice, daughter of Phants, a girl who had
already become interested in Sésostris without knowing who he 1s The prince 1s
now presented to Amasis and claims to be s son and to have killed the son of
Apriés In proof of this statement he submits Sésostris’s sword as well as a nng
and a note from the usurper’s wife, who had left him when she suspected hm of
loving Nitoeris Amasis welcomes his supposed son snd cxpresses his intention of
marrying Arthénice m order to keep Phanés faithful Arthénice, questioned by her
father, promises to obey him, but she shows that she dislikes the thought of marrying
the usurper She confides 1n an attendant the fact that she loves the young man
we know to be Sésostris Nitocris, happy that the omens are good and that she has
seen Cléophis 1n the temple, 18 told by Amasis that her son 18 dead Obliged to con-
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18 Phanés, faithful supporter of the legitimate monarchy. He shows the
greatest foresight and resourcefulness 1n maturing his plans. He has to
win the usurper’s confidence, to keep fresh among the people the memory
of the royal family, to bring back the prince at the right moment, and to
win over the priests. More difficult still 15 the task of introducing the
prince 1nto the presence of the strongly guarded usurper and of preventing
him from making himself known to his mother and to the girl he loves. It
18 Phanés who has enabled Sésostris to encounter the usurper’s son and to
provide himself with the tokens that deceive Amasis It 35 he who has to
decerve his own daughter and the queen as well as the usurper. He 18 never
at a loss for a specious argument to delay the course of events until the
time to strike arrves. Modeled on a character 1n La Chapelle’s Téléphonte,
he 18 the first of his kind, but by no means the last, 1n exghteenth-century
tragedy.

Amasis and Sésostris do his ladding t1ll one 1s murdered and the other
succeeds to s father’s throne. Amasis leads a wretched existence, con-
stantly threatened by those who, he fears, may be as disloyal to him as he
has been to Apmés. In order to foil them, he keeps changing his bedroom
and surrounds himself with fierce guards from the east who do not speak
the language of Memplus and who obey him impheitly. He truste only
them and Phanés, but he must have some doubts about this mimster, for
he would make sure of him by marrying his daughter, a plan that Phanés
encourages 1n order to lure Amasis into the temple. Sésostris has all the
nobility of soul that his enemy lacks, but he runs the msk of allowing s
emotions to betray him, as they would have done if Phané¢s had not been
constantly on guard.

The two women act more 1independently. Nitocris speaks boldly to the
usurper, lives for revenge, and forms her own plot when she secs no other
way of getting 1t. Her plan muscarries because of her trust in Arthémce,
whose love prevails over other considerations. She 18 willing to obey her

firm this statement, Sésostris almost reveals his identity to his mother. Deeply
moved, Nitoers offers to marry Amasis if he will put to death her son’s murderer,
but the usurper 1nforms her that this murderer 13 lus own son and threatens to kill
her unless she delivers Cléophis to him before the end of the day Nitoeris decides
to take vengeance into her own hands and invites Arthémice to asmst her, but the
girl, fearing for Sésostris, tells Amasis, who rescues the prince when his mother 1s
about to stab him The usurper would now put Nitoeris to death, but Phands
advises him to wait till she can be confronted with Cléophis and their accomplices
discovered By this time Menés 18 sufficiently recovered to tell Amasis that the
murdered youth was the usurper’s son and that Sésnstris killed him. The primce
makes himself known and admits the truth of the charge Amasis has him arrested
and taken {o the temple, there to be slain as a victim when Amasis marries Arthémce
Phanée’s soldiers, however, overpower Amasis’s guards Sésostris serzes a sword and
kills Amasis Phants and Cléophis make known to the people the prince’s return
Natoeris joyfully recerves her son and prepares to celebrate his marriage to Arthénice
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father to the point of marrying Amass, but she cannot allow the man she
loves to be murdered, even though she thinks he 18 the nsurper’s son.
The plot 1s so skillfully constructed that the interest of the spectators
is caught at the beginning and held to the end. The exposition 1s largely
part of the action since Phands gives most of it as a means of 1spirmg mn
Sésostris desire for revenge and of instructing him 1n the course he 18 to
pursue. The love plot 18 carefully woven into the main intrigue of political
revolution. There are several examples of recognition, some of them leading
to false conclusions. The most effective 18 m V, 5, when Sésostris makes
himself known at the same time to his mother, who had sought to kill him,
to Amasis, who had saved his life because he mistook hum for us son, and
to Arthénice, who, after saving him, had exposed him to fresh danger
Aristotle gives as a typical example of recognition the case of Merope
when she learns who her son 1s just m time to avold kilhng him. The
corresponding scene 1n Amasis has lost the element of recognition altogether,
but 1t 1s none the less striking on that account The mother believes that
her son has been murdercd, mistukes her son for the murderer, and, as 1n
the Merope legend, sceks to kill him, but she 1s prevented from doing so,
not because ghe or someone else recognizes him 1n time, but because the
usurper himself intervenes, thinking that his enemy 1s his own son We
have consequently a piguant situation in which a woman seeks to do the
thing she most ardently desires not to do, while 2 man prevents her from
domg exactly the thing that he would have been delighted to see done 1f
he had known who the mntended victim was (IV, 2)
Nitocris voulant le fraper Ah, traitre, tu mourras
Amagis lur retenant le bres Arréte, malheureuse
Quel aveugle transport, quelle fureur te guide?
Quel démon, quelle rage a pQ te posséder?
Nit Le bourreau de mon sang peut-1l le demander?
Ses Je me puis revemr de ma terreur extréme
La Reine sur mes jours, attenter clle-méme’

O Ciel? quelle est la main par qu yallois périr?
O Ciel! quelle est la maimn qui1 vient me secourir?

The setting of the play 1s 1n keeping with the action. We are shown at
dawn the hall of an Egyptian palace from which can be seen on one side
the aity of Memphis, on the other tombs and the banks of the Nile. Within
the hall are “ Ces colomnes, ces arcs, ces monumens pompeux,” where Apriés
and his sons have been murdered. There 15 also a picturesque element m
the queen’s description of her visit to the statue of Omiris (II, 1) 1n a place
never visited by the sun, where the god “se voit au sombre éclat d’une
pile lumiere.” The supernatural 1s represented by the oracle the queen
consults, by her emotion on seeing her son before she knows who he 1s,
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and by the hostile feehing roused 1n Amasis when he meets the same prince,
though he 1s sumlarly ignorant of his identity. It 15 unfortunate that La
Grange-Chancel lacked the poetic gift that was required to give full value
to the dramatic situations he created.®

The tragedy was first acted on Dec. 13, 1701. Amasis was played by
Sallé, Sésostris, by Etienne Baron; Phanés, by Guérin, Nitocris, b; la
Beauval; Arthénice, by la Desmares; Menés, by Ponteml” It was given
fourteen fimes 1n 1701-2, was revived 1n 1731, and was acted until 1764,
with a total of sixty-two performances at the Comedie Francaise, more than
can be said of any other tragedy of the period eacept two by Crébillon. It
was also acted at Fontaneblesu A Dutch journal declared that it had
great success.® The fréres Parfaict testified that mn their tume 1t was among
the plays that the public “revoit toujours avec plaisir.” They praised the
structure highly, especially that of Acts IV and V, and objected only to the
versification. They cited a laudatory article 1o the Mercure of January,
1731, a hostle aitack in the Nouvelliste du Parnasse, and & reply to the
latter pubhication 1 the Mercure of June, 1731 Apart from the evidence
they give of public interest 1n the tragedy, these articles have little value.
The last of them asserts that the play’s first run was 1mpeded by the exces-
sive cold of the winter and by objections that an actress raised. The author,
however, boasted, 1n the preface of his 1758 edthion, of lus play’s success
and msisted on 1ts essential smphicity. He went out of his way to attack
Voltaire’s Brutus

On s’est fait une s grande idée du Sinat romain, que ce seruit le tourner en
ridicule que de Yexposer sur motre thédtre, d’autant plus que les acteurs muets
sont toujours represenids par les domestiques des comediens, dont la iigure est

ordinairement choquante, & que la tragédie est assez majestueuse par elle-méme
pour n'avoir pas besoin de ces ornemens étrangers

Such spectacles, he thinks, represent a childish taste acquired at school,
where they are preferred to the unities. Those who put them on the stage
run the risk of bringing back the irregularity that existed in drama before
the time of Corneille. s own tragedy respects the wmties, Its time 1s
little more than that of performance. e notes that 1t has been translated
into Dutch by Maurnitius ® He refers to Maffer’s dramatization of the same
subject, 1n which, as 1n Amasis, the hero’s name 1s altered. He regrets that

¢ The rime Memphis fils, dear to Malherbe’s followers, according to Théophile,
occurs four times II, 2, 4, II1, 5, V, 3

" According to the Mercure of January, 1731, cited by the fréres Parfaict, XIV,
227-8

°Cf Mélese, Rép, p 212

® This 18 Besoatris, Koning van Egipte, Amsterdam, Van de Gaete, 1712 In this
connection La Grange Chancel notes that Corneille’s plays can be translated effec-
tively, whereas Racine’s lose 1o translation “infiniment de leur prix”

4
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the Itahan dramatist has not been more careful 1n constructing his play
and asserts that his © copiste,” that 18, Voltaire, has imitated Maffer’s defects
in the hope that his tragedy would efface the beauties of a work that will
outlive his own.

This boast that Amasis would live longer than Voltaire’s Mérope, coupled
with the attack on Brutus, suggests that the younger dramatist had been
unkind 1n his enticism of La Grange-Chancel’s tragedy, but Voltaire’s
prmted work does not support this supposition. He found much gallantry
m Amesis and more marvelous ineidents than those of La Chapelle’s
Téléphonte, but he considered 1t superior to the latter tragedy in its strue-
ture, 1n the art and gemus displayed, and 1n the interest 1t aroused. “ Elle
est écrite avec plus de chaleur ef de force.” 2° Elsewhere he referred to the
“grand intérét qu régne dans Amass.” ! La Harpe praised highly the
ingemous structure of the play, but he found that 1t surprised more than
1t moved the audience.’* Ie objected to the heroine’s sudden love of Sésostris
and considered the prince’s role obscured by that of Phanés. He concluded
that 1t was quite inferior to Voltaire’s Mérope

Returning to Euripides, whose Iphigeneia among the Taurians he had
previously adapted to the French stage, La Grange-Chancel composed
ALCESTE,"® a very free inmtation of Alcestis. There had been no French
play on the subject since the Alceste of Alexandre Hardy, which does not
appear to have been utilized. Qunault’s opera called Alceste supphed at
most Hercules’s love of the heroine, but 1t may have indirectly occasioned
the composition of the tragedy. When Perrault praised this opera at the
expense of Euripides, Racine rushed to the defense of the Greek poet He
even published in the preface of his Iphigénte a few lines he had translated
from Alcesiss, and he subsequently told La Grange-Chancel that he had
hoped to make a translation of the whole tragedy After reporting this fact
1n the preface of the 1758 edition and even asserting that Racine had wrnitten
an Alceste and burned 1t, La Grange-Chancel declared that his reading of
Euripides, jomned to what he had been able to “ recueillir des 1dées de M.
Racine, me firent naftre 'envie de traiter ce sujet.”

1° Moland edition, IV, 181-2

1 I'hed , XXII, 250 Clément et La Porte, Anecdotes dramatiques, I, 54, point out
that two limes of the Henrtade were borrowed from Amasis

13 Clours de Wittérature, Parin, 1825, XIII, 138 45 As the heroine fell in love with
Sérostria before the beginning of the play, La Harpe's remark about her 1s unjust.

13 Paris, Pierre Ribou, 1704, 12°, priv (for the author’s works), Feb 12, 1609,
approbation, Jan 28, 1704 Republished, Amsterdam, Van Déle, 1733, 1n the author’s
Théitre, Amsterdam, L’Honoré, 1746, and in the author’s (Fuvres of 1734, 1742,
and 1758 Changes i1n this last edition are shght The most important of them 1s
the addition of four )lines at the end of Act IV that will be quoted below The play
has been studied by Nietzelt, op cst
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Alcesiis, as 1t stood, would not have been to the taste of 2 French
audience early in the eighteenth century, for its structure 18 irregular, it
admits comic scenes, Hercules comes on the stage drunk,* and Alcestis
utters a pathetic farewell to her marmage bed. La Grange-Chancel even
feared to bring the children on the stage, lest 8 “mauvaws plasant” m
the parterre might make a disturbing comment, though Longepierre had
ntroduced two into s Médée less than ten years before. He had to find
for his tragedy more material than Eunpides had employed, to give it
greater unity, to ennoble the characters, to eliminate violations of the pro-
prieties, to keep the gods off the stage, yet to preserve to a certan extent
an element of the mervalleuz.

Hie chief device was to suppose that Hercules had loved Alcestis, had
left her with Admetus’s father, and had expected to marry her upon his
return, but years had elapsed and she had married Admetus, so that, when
Hercules reappears, he 18 faced with a problem simlar to that of Sévére m
Polyeucte, He has to conquer, not only Death, but s own passion. La
Grange-Chancel had to explain the preliminary situation in much greater
detail than Euripides had explamed lus. He had to justify the actions of
the characters 1 their new sifuations, to mamtamn suspense, to make the
action oscillate between disaster and rescue. It 18 now not merely a question
of the heromne’s dymng for her husband and being brought back from the
grave, but of Admetus’s attempt to send s wife away, Hercules’s inter-
vention 1n behalf of Admetus, and increased efforts to find for the Jatter a
substitute It 1s oply mn V, 1 that we hear of the mother’s leaving her
children, a scene described by Euripides early 1o hie play. Only the last two
acts show much resemblance to the Greek original and even there the details
are quite dafferent.’> Some use 18 made of legends not found 1 Buripides:

1t Ag the play was m Greek, this madent did not dimmsh Racine’s admiration,
although he had been very sarcastic about a “ héros 1vre” he had claimed to find 1
a tragedy by o contemporary, presumubly Corneille

15 After rescurng Alcestis from her brother, Hercules had confided her to Pherds,
telling him that he hoped to marry her on lus return from new adventures Pherds,
fearing he would never come back, gave the girl in marriage to his son Admetus,
who was as 1gnorant of Hercules’s love as was Alcestis herself Angered by tius
marriage, Jupiter had cansed the carth {o open and pmisonous vapors to kill many
persons  Consulted, Apollo had directed that a vietim should be sacrificed each
year till love trrumphed over death Five times victims, including Pherés's wife,
have been sclected after their names huve been placed m an urn in the temple
Pher?s has been so deeply moved that he has abdicated his throne in faver of his
gon The selection 18 now about to be made again Alcestis fears that her husband
will be chosen He seeks to send her and their children away, but she refuses to
leave haim At this point Hercules .eturns, asks for Aleestis, and offers to give
Hésione to Admetus The latter declines, but without explaining that he 18 married
to Alcestis, who soon tells Hercules herself and adds that, though she loves Admetus,
her gratitude to Hercules for rescuing her might have persuaded her to marry hm
it she had known that he loved her Hercules seeks revenge, hut he refuses to
pumsh Pheres, who takes the blame, because of his age Instead he goes to the
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Hercules’s sack of Troy, hus rescue of Hésione, his offering her to another
man, and the murder of Alcestis’s father, inspired by Medea and carried
out by hus relatives.?® There are also a few borrowings from earlier French
plays.’’

The tragedy 1s well constructed. It i1s the marmage of Admetus that
starts the action by causing Jupiter’s anger, which results in the poisonous
blast from the yawning earth and the need for selecting victtms m order
to placate the god. To solve the problem Alcestis’s love 1s required, but
also the herowsm of Admetus, which imduces Hercules to intervene and
restore the heroine to her husband. To make the latter point clearer, La
Grange-Chancel added in 1758 four Lines to his original text, assigmng
them to Hercules*

Puisqu’il vouloit tantdt me céder ce quil aime,

Que pour me rendre heureux 1l s'mmoloit lui-méme,
Ce n’est qu’en ramenant Alcesle & la clarté,

Que je puis égaler sa générosité

The play becomes essentially a study 1n magnammity Not only does
Alcestis, as 1n Euripides, offer up her life for her bushand’s, but Admetuns
18 willing to die for her, and Hercules emulates his nobility by conquering
lus passion and saving the woman who has preferred hus friend to himself.
Even T’herés 1s given a struggle between affection for his son and desire to
hive, one that Euripides had not allowed him.

The first act gives the exposition and Alcestis s refusal to escape with the
cluldren, the second, Hercules's return, his learming what has happened,
and the expression of his desire for revenge In the third act we hear of
his adventures 1n the temple and the choice that 1s to be made among the
three names. The fourth and fifth acts are devoted chiefly to Alcestis’s

temple with the mntention of killing Admetus, but he finds him calm and brave
near the altar, although knowing that the vietim must be Pherés, Alcestis, or himself
Impressed by his attitude, Hercules feels his old affection return, destroys the
apparatus that was to have been employed 1n the choice, and orders a sacrifice to
be prepared Powonous vapor, however, fells two bystanders, and Apollo’s priest
announces that Admetus must be the vietim unless someone dies 1 his stead As
Pher¢s declines to be a substitute and no one else comes forward, Alcestis proposes
to die for Admetus, says farewell to her children, and goes towards the abyss
Admetus would have prevented her sacrifice, 1f a “ nuage épais” had mot caused
him to famnt and 1f Pherés had not taken advantage of the situation to have him
locked up When he 1s free again, he reproaches his father and 1s preparing for
exile or death when Hercules, who has rescued Alcestis from a mouster at the brink
of the abyss, brings her back As the oracle has been fulfilled by Alcestis’s love,
the ground closes, and no more victims will be required Hercules leaves the family
reunited and goes 1n search of new adventures
1 Cf Hyginus, Fables LXXXIX and XXIV
17 Le coup demeure en l'air, ef n'ose retomber (I, 2, ¢f Rotrou, Antigone, I, 2)
Oul, je vas dans le temple (I, 3, cf Athale, v 1)
Son frere déchiré, ses enfans masgsacrés
Du tréne qu’elle occupe ont esté les degrés (III, 1; cf Cinng, vwv 11,12)
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plans, the restraint put upon her husband, her rescue by Hercules, and the
appeasement of the gods. Obviously the material 18 well distributed, but
too much of the action takes place behind the scenes. The author omits,
rot only the spectacular events that occur in the temple and at the edge of
the abyss, but the scenes 1n which Alcestis says farewell to her children
and her bed. This 1s clearly a case 1n which French tragedy suffered from
an author’s absurd reverence for what he held to be the proprieties.

Some of the devices employed are unfortunate. Admetus 1s kept from
teling Hercules that he 1s married to Alcestis, as he would have done i
all probability, in order that the information may be given him by the
heroine herself. In order to keep Admetus from preventing his wife’s self-
sacrifice, the author could think of nothing better than to have his hero
faint! Some evidence should have been given of Alcestis’s love for Admetus
before we are told that she has agreed to lay down her life for his. Nor is
Hercules’s sudden change from violent indignation to willingness to conquer
his love sufficiently explained. The naive egotism displayed by the Admetus
of Euripides makes him & more striking character than the nobler Admetus
of La Grange-Chancel.

La Harpe '8 thought that the character of Pherés had so much “ bassesse ”
that the presence of this ex-king i1n the tragedy was enough to ruin 1t. As,
however, the modern reader does not share La Harpe’s notions of tragc
dignity, he may well consider that the presentation of Pheiés 15 the most
successful 1n the play. Ie had caused ail the trouble by marrymg Alcestis
{0 his son, although she had been confided to um by Ilercules, who, as he
knew, intended to marry her himself. 118 nerves had been so shatfered that
he had given up his throne Subsequently he had suffered from the slights
of courtiers who had formerly fawned on him and from his son’s preference
for Alcestis But, however hittle joy his life may bring hun, he will not
renounce 1t 1n order to save Admetus. The porfrait 1¢ more striking than
the conventionally neble characterizations that La Harpe preferred.

Whether eighteenth-century audiences agreed with La Harpe, or found
1 the play the shortcomings mdicated above, they paid 1t much less honor
thban they did Amasis or the tragedy that was to follow. Firat played on
Dec. 19, 1703, Alceste was acted only sx times, tall Jan 1, 1704 Its farlure
did not turn its author away from Euripades, one of whose lost tragedies
was indirectly the source of INo ET MELICERTE *°

B0p cut, XIII, 148-9,

1e Paris, Prerre Ribou, 1713 and 1715, 12°, approbation, April 6, 1713, signed by
Danchet, who mentions the plezsure the play has given Dedicated to the duc de
La Force According to the Biogrephie générale, La Grange claimed that the duke
had had the tragedy acted under his own name and that, obliged to restore 1t to
ite author, he wrote the dedication in praise of himself and signed 1t with La
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In the preface of his 1758 edition La Grange-Chancel tells us that he
relied upon Hyginus ¢ for the information that he could not derive directly
from the lost tragedy. It seems that Athamas, King of Thessaly, thinking
that Ino his wife, who had borne him Learchus and Mehcertus, was dead,
married Themisto, by whom he had other sons. Learming that Ino was
alive, he brought her home, but concealed her 1dentity from Themsto, who,
desiring to kil her rivals’ sons, asked Ino to dress them in black, her own
children 1n white, but Ino did the opposite, so that Themisto klled her
own children and, when she discovered what she had done, commtted
suicide. Subsequently Athamas became 1nsane and killed Learchus, while
Ino, with Melicertus, threw herself mnto the sea.

La Grange-Chancel retained Athamas, his mental affliction, his two wives,
and Melcertus, but be suppressed Learchus and the king’s children by
Themisto. In compensation he gave the latter a son by a previous marmage
and added a princess, daughter of the king’s predecessor, and an officer
loyal to Athumas. By altering the manner of Ino’s disappearance and of
her return he kept her 1dentity concealed from Athamas until the mddle
of the play. He devised scenes of recognition and of rivalry between young
lovers that are not 1n Hyginus and ntroduced reports of military operations
that form no part of the legend.*

Grange’s name Some confirmation of this accusation 18 found in strophe 12 of the
third Phalsppique, where La Grange calls the duke a “ Gea: pare des plumes d’autru1 *
and accuses him of having mn his baggage “ beaucoup de vers empruntés ™; ecf,
Labessade, Les Philsppiques, Paris, Rouveyre, n d (1875 ¥) The play was repub-
lished at The Hague, Van Doéle, 1733, 1n the author’s Thédtre, Amsterdam, L’Honoré,
1746, 1n the Suste du Répertowe, Paris, veuve Dabo, 1822, and mn La Grange’s
(uvres of 1734, 1742, and 17568 The very considerable alterations made mn this
last edition will be examined below The play has been studied by Nietzelt, op. cst

2 Fables I, 11, and especially IV

3 The King of Thessaly had died, leaving his throne to a daughter, Eunidice A
struggle followed between Athamas, husband of Ino, and Glaucus, husband of
Thémistée Glaucus was killed and Thémistée succeeded in marrymg Athamas,
who made himself king She now hopes to make him abdicate 1n favor of Palaméde,
her son by Glaucus, and has kept Euridice locked up 1mn a fortress for ten years in
order that she may marry Palamdde Meanwhile Ino, when she saw that Athamas
was preparing to take another wife, had fled with her som, Mélicerte, to her father,
Cadmus, had entruasted the boy to hum, had started home, and had been captured
and sold as a slave to Thémistée, who had put her in charge of Euridice After
reigming for ten years, Athamas, suffering from remorse over his treatment of Ino
and from hallucinations, has gone half mad and allowed much of his power to pass
mto the hands of Thémistée, who 18 mn turn iofluenced by Ino When the play
begins, Pellé, the king’s capital, 13 besieged by a Theban army, headed by a young
man of unknown origin, Alcidamas, while Thémistée’s brother, Thrasille, 18 bringing
up an army to support his sster The queen tells her son that she has learned
through an agent, Licus, that Mélicerte still hves She also tells him that she
wishes him to marry Euridice, who, as she has fallen 1n love with Alcidamas, refuses
to marry Palaméde She accuses the latter of being inferior to her in birth and of
keeping her in captivity She 18 encouraged in her stand by the supposed slave,
Cléone, who appeals to an officer, Clarigéne, and 1s recogmized by him as Ino
Athamas now wishes to abdicate and, despite Clarigéne’s protests, would have
Palamdde suoceed him. News 18 brought that the Thebans have defeated Athamas’s
army and have slain Thrasille, but that Aleidamas, entering the city too quickly,
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In making his alterations he must have been aided by his memory of
Amasts and of other French tragedies. The role of Clarigéne resembles to
a certain extent that of Phanés in Amasis, while Ino ingratiates herself
with her rival, Thémistée, as does Phands with the king he wishes to
dethrone. Mélicerte, a disinherited prince, returns to his old home under
an assumed name as does Sésostris to his. A final prophecy had been
employed by La Calprenéde in la Mor{ de Miihridate and by Racime 1m
Mithridate, where 1t had been applied to hostile Romans, whereas here,
8z 1n Joad’s wision of a temple murder i Athahe, the prediction is of
disaster to befall persons with whom we sympathize,*

The most dramatic characters are the two queens and Athames, We see
Ino at first dressed as a slave and for two scenes speechless, then, recognized
by Clarigéne and making plans with him to foil her rival’s schemes. She
dominates the action, advising Eundice, making herself known fo her son
m order to prevail upon him to return to the srmy, deceiving Thérmiatée
mn masterly fashion. Her words to this qucen have one meaning for her,
another for the audience. She has waited ten years for her revenge and 18
implacable 1n pursuing 1t, yet so evil 18 her opponent that she never loses
our sympathy by impersonating unforgiving Justice. Thémistée has no
redeeming virtue except her affection for her son and her thought that she
18 carrying out a scheme for which her first husbund had lost hie Life.
Otherwise she 18 thoroughly heartless, disloyal to the king, and scheming
to lure her stepson fo a meeting where she can stab lum to death. The
fatal flaw in her plans 1s due to her imability to recogmze Ino, or tu see
through her designs. She masters the king and outwits Clarigéne, but she
trusts Ino, who delivers her message fo the wrong person and causes her
to kill both her son and herself.

Between these two able and conspiring women 18 Athamas, whose ambition

has been captured Ino prompts Euridice to egree to marry Palamede on condition
Alcidamas be spared and advises Thémistée to consent to this arrangement, as she
can break her word after the marriage Though a prisoner, Alcidamas 1e able to
make love to Euridice and to learn that he s Méhicerte, son of Athamas Ino gets
word to the king that the captive 18 his son Athamas wishes the youth to return
to the Theban army, but Méhcerte, 1mpressed by Ino, 18 unwilling to leave tall she
tells him that she 1s his mother and urges him to go Thémistée, however, has
learned who Mélicerte 18, suspects Ino of giving information to Athamas, and tells
her that she can clear herself only by luring the prince, with the hope of reeing
Euridice, 1nto a dark passage where he can be murdered Ino agrees and shows
Palaméde to the designated place Thémustée soon boasty of having killed Mélicerte,
but she sees him and asks whom she has slamn  Ino informs her that 1t 18 Palaméde,
whereupon Thémistée stabs herself and, as she dies, expresses the hope that Athamas
will turn against his son and that Mdéhcerte and Ino will cast themselves into
the sea Ino prays that the gods may forlnd and 1s reunited to Athamas Mélicerte
will, of course, marry Euridice

3 Nietzelt, op e, p 40, 18 quite right in rejecting N M Bernardin’s supposition
that the author borrowed from Quinault’s Amalasonte, cf Petit de Julleville,
Histowre de la langue et de la Lttérature frangasse, V, 147
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had led him to betray Inc and marry Thémistée, a step he has never ceased
to regret. His mind has broken under hs affictions (1, 1):

Le sommeil pour jamair g’€loigna de ses yeux.

Et toujours accusant les mortels & les Dieux,

Au fond de ce palais, sa tristesse profonde
Le rendit invisible aux yeux de tout le monde

He feels that his power has been taken from him, he knows that an enemy
18 besieging his capital, he longs to renounce the throne and to retire into
obscurity, yet something of his old vigor remains when he refuses to sacrifice
a prisoner upon hs wife’s demand He 15 a tragic figure in the Aristotelian
sense,

The other characters make less impression Euridice and Mélicerte are
typical lovers, but they are by no means mactive. Euridice reaists efforts to
marry her against her will and carries out suggestions made to her by Ino.
Mélicerte, who does not appear until III, 5, 18 deprcted as a successful
warrior, an accepted lover, and a devoted son, so devoted that he feels a
strange interest in the slave before he learns that she is his mother.
Palaméde has an ungracious rile as a rejected lover, a defeated soldier, and
the victim of his mother’s schemes Clarigéne, who commands the royal
guard, has prevented Thémistée from gaining complete ascendency over the
king, His presence accounts for the fact that she has not already carried
out her diabolical schemes, and he now assists Ino 1in foiling them. Xacus,
though given notlnng to say, appears in the cast of the first edition. Tle may
have been present m V, 1, when P'alaméde seems to address lim, but in
the edition of 1758 he disappears altogether.

La Grange-Chancel admits that he may have overloaded lus subject wath
incidents, but he claims that they were needed to produce the scenes of
recogmtion, which were well received. In one of these Ino 18 recogmzed
by Clarigéne, 1n another by Mélicerte,1n another by Athamas and Thémstée,
Mdlicerte 18 recogmzed by himself, by his father, and by the woman who
had supposed she had hilled him. Other scenes are characterized by suspense,
sharp argumentation, persuasion, love-making, or plots of vengeance. The
action 1s rapid. Effective Lines 1 the last act recall a celehrated situation
1n Rotrou’s Venceslas Thémstée, thinking that she has murdered Mélicerte,
meets him and asks 1n anguish

Sur qm Iinjuste sort, qui trahit mon courroux,
Au heu de Mélicerte, a-t 11 conduit mes coups?

The play preserves the unities except for the fact that the prophecy leaves
some “ unfinished business.” It has elements of the merveslleuz ;n Athamas’s
dream, 1n the ¢r du sang when Mélicerte first meets his mother, and m
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Thémstée’s final prediction. It has elements of melodrama 1n the emphasis
placed on villains and rescuers, 1n Euridice’s falling 1n love with Méheerte
when from a distance she sees hum fighting hus way towards a fort, in the
fact that the queen 13 gloating over the death of Mélicerte just at the
moment when he appears, and 1n the great importance given to recogmition.
The tragedy lacks subtle psychology and effective expression,” but 1t has
much that pleased the audiences of 1ts day. The author praised the manner
m which the actresses who took the part of Ino interpreted the réle.® 1t
was produced seventeen times 1n 17183, on and after March 10, and remained
in the repertory until 1767, with a total of fifty-three performances, which
made it, next to Amasis, the most successful of its author’s plays.®

The play was criticized m great detail by Mlle Barbier.?® She admiited
that the beauty of the tragedy outweighed 1ts defects, that Act IV was
worthy of Corneille and Racine, and that the scene of recognition between
Ino and Mélicerte showed that few of her contemporaries understood the
stage better than La Grange-Chancel. She admired the introduction of
Clarigine, the expressions of contempt puf into the mouth of Euridice, and
the dramatic use of an enemy as a confidant—an arrangement that made
her compare the tragedy with Thomas Corneille’s Amare. At the same
tame she found fault with many details. Athamas rous.s contempt and 18
cowardly in not seeking to avenge his sop. Clargéne 1z not sufficiently
respectful to Athamas Thémistée should accuse Clamgine of comphaty
with the Thebans, confides too readily 1 Ino, 18 umprudent 1n declaring
that she has killed Mélicerte. In order to prevent Thémistée from suspecting
Eundice of love, Ino should attribute to gratitude the intercst that the
princess takes 1 Mélicorte Ino 18 too fine a person to take such diabohceal
revenge. In most of these eriticisms Mile Barbier shows that she did not
understand the stage as well as the man she was enticizang. The last one
15 especially 1nept as the force of Ino’s character Lies 1n the fact that, though
admirable 1n other relationships, she 18 primarnily bent upon vengeance.

Mlle Barbier shows to better advantage m other observations She accuses
the author of failing to scatter his exposition over several scencs, of devising

=y V, 6, when Thémistee discovers that Mélicerte lives, she finds no more
effective words to utter than “ Ciel! quelle est ma surprise' ”

2¢ The first of they was la Desmares, cf the fréres Parfuict, XV, 248

3 The author complained that the first edition was very badly printed In 1758
he altered the text extensively, addmng 20 bmes (I, 4, II, 2, 111, 5, V, 1, 3, 4) and
supplying two missing verses {II, 2, 111, 1) A reference to Thrasille as if he were
still alive (V, 4) 18 corrected Other changes are made tv avoid repetition (IV, 5, 7},
to modermze the position of a pronoun (IL, 7), or to mahe a <ouplet more
effective by putting the first verse after the second (1V, 5, 6, V, 1) On the other
band, a few misprints have crept into the new edition that are not 1 the old (I, 3,
II, 3, V, 5), but these are of slight consequence

2 Saizons httérasres, premier recuesd, Paris, Fouruer, 1714, approbation, signed
by Danchet, Oct 27, 1713
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too comphicated a plot, of not making 1t clear that the subordinate themes
influence the mam one. She finds an anachromsm 1n the account of Eun-
dice’s family, holds that certain situations lack proper preparation, and
believes that there 18 too little probability m the manner in which Eundice
and Méhcerte fall 1n love, as well as 1 Lycus’s acquisition of knowledge
while m pnson. She takes up the play scene by scene to show thaf the
author misuses certain terms, makes grammatical slips, 18 sometimes prosaic
or “bas,” fals to appreciate the value of & chmex, or violates rules of
prosody by allowing enjambement, or by admitting rimes between the sixth
syllables of two successive lines.

Some of these criticisms are puerle, but most of them are justified. She
admits 1n a few cases that the errors were due to faulty printing. There
were other musprints she might have found. Some of the author’s cor-
rections 1n the edition of 1758, taken alone, would indicate that he was
following her suggestions, but 1n many cases he failed to profit by her advice
when he could easily have done so, and he made many changes that she
had not suggested. It 18 consequently impossible to say whether he made
use of her critique. As 1t 18 the most detailed prece of eriticism made by a
contemporary of a play written 1n 1701-15, 1t shows that La Grange-Chancel
was then considered a leading dramatic author.

His reputation did not have equal distinction 1n the time of La Harpe,
who, though he set down Amusis and Ino as La Grange’s chief plays and
considered that the latter equaled 1ts predecessor in art and surpassed it
in 1nterest, nevertheless found that the pathetic material 1n Ino was not
well handled and that there was lack of vermsimilitude, especially in the
rble of Thémistée, who confides too readily in 2 slave and 1s not so wary as
she would have been 1n the situation that precedes the death of her son.*”

One cannot, however, refuse to La Grange-Chancel a place second only
to that of Crébillon among the authors of tragedies first played in 1701-15.
He did not, like Crébillon, Danchet, and Pellegrin, turn to the hormble.
His respect for the proprieties did not seriously distort his work. He under-
stood the classical system and was able to hold the interest of an audience
and to create stmking situations. He hived in close contact wath the court
and could see the importance of ntrigue and the varying fortunes of its
victims. Ilis tragedies reflect to this extent the hife about him. He needed
to dig more deeply 1nto the motives of his characters, to avoid melodramatic
effects, to make more poetic use of the lessons Racine had taught him, What
Iis future might have been 1f he had continued to devote hymself primarily
to tragedy 1t 18 1mpossible to say He was only thirty-six when Ino appeared

*1Op cit, XIII, 145-7.
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and had meany years 1n which to improve his art, but the text of this play
indicates more hurried workmanship than does that of Amass. His lost
Sophonisbe of 1716 was a failure. It 18 possible that he was losing his skill
ar a dramatist even before his personal difficultics led him into satire that
brought about impmsonment snd exle, Separated from Purs, he was
unable to recover the ground he had lost, or ever to equal Amasis and Ino
et Méhcerte. The estimate of J.-B. Rousseau, who preferred lnm to Crébillon,
may well be the correct one, that he © embrasse bien un sujet . . . en ménage
les 1ncidens avec adresse,” and does not lack facility at wr'ting verse, but
that he has “ 1 force ni1 vigueur dans son expression ” and often falls into
“le plat des Danchets et des Pradons, avec beaucoup plus de génze qu’eux.” 2

% (Fuvres, Paris, Leftvre, 1820, V, 170-1.



CHAPTER IV

TRAGEDIES BY BELIN, FERRIER, LA FOSSE, PECHANTRE,
AND RIUPEIROUS

Nine authors who had begun to write plays in the seventeenth century
contributed tragedies to the repertory of 1701-15. La Grange-Chancel, who
was active throughout the period, was discussed 1n the last chapter. Duché
and Genest, who wrote at this time only religious tragedies, will be taken
up 1n Chapter VI, As Longepierre’s last tragedy has a sumilar subject to
one by Créhllon, 1t will figure in Chapter VII. The five men who remamn
were not eminently successful. Of the six tragedies they composed, all were
acted at the Comédie Francgaise before the end of 1705, but two of them
were never published and are now lost, only two met with considerable
imtial success, and only one was revived after the first year in which 1t
was played

The first of the five dramatists was Belin. According to Beauchamps,?
he came froin Marseilles, was the duchesse de Bomllon’s hbraran, and
“talloit au pharaon.” He had already produced an Othon, acted on Jan.
5, 7, and 9, 1699, but never published. His Vowonxz, the first tragedy
acted 1n the new century, was played on Jan. 7, 9, 11, and 14, 17012 It
probably dealt with Vononez I, King of Parthia, but, as 1t 1s lost, the subject
cannot be defimtely determined.

A happier fate befell hus third tragedy, MusTaPEA ET ZEANGIR® The
pathetic history of Mustapha, an admirable prince, put to death by hus
father, Solyman II, had attracted several dramatists. Bonarelll in Italy,
Marret and Dahbray in France, the Earl of Orrery in England had told
the tale of Solyman, Mustapha, Roxelane, and Rustan, each with his own
romantic embellishments. Among these authors Mairet gives the version

1 Recherches, 11, 478-9 He declares that he knew this dramatist personally, but
the fréres Parfaict (XIV, 358 60) point out that his statements must be accepted
with eaution, as he prints the name ‘ Blemn,” attributes to Belin Péchantré’s Mort
de Néron, and gives his second tragedy ay * Volonés” In view of these errors one
hesitates to accept Beauchamps’s statement that, when Mustaphe et Zéangw was
acted, Solyman was played by Sallé

2 At the first performance 705 persons paid admission, at the second, 602, at the
third, 286, at the fourth, when Champmesle’s Coupe enchantéc was also acted, 358
The author’s share 1n the receipts was 249 franes, 12 sous Cf my Comédie Frangasse,

197
P * Paris, Pierre Ribou, 1703, 12° Republished 1n the Théitre frangots of 1737 and,
according to the catalogue of the British Museum, at “Alep {Paris] ” 1 1777 Beau-
champs states, without submitting evid , that the duch de Bouillon collaborated
1n the composition of this play
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that is closest to Belin’s, which probably owes him the theme of Mustapha’s
love for a Persian princess, daughter of King Tachmas. But Belin added
the historical character of Zéangir, Mustapha’s half-brother. Now Mlle de
Scudéry had mtiroduced this prince, son of Solyman and Roxelane, into
her Illusire Bassa.* She had indicated his devotion to his brother, his love
for Tachmas’s daughter, and his suicide, 1nsprred by the murder of Mustapha,
The latter, however, 18 already married 1n the novel and 18 not 1 love with
the Persian princess. Belin must have turned elsewhere to find the theme
of jealousy between brothers who are devoted to each other.

He may have discovered 1t 1n Orrery’s Mustapha, acted at London 1n 1665.
In this Enghsh tragedy Zéangir swears that he will die 1f Mustapha 18 put
to death, yet he has to struggle with his jealousy, for he and his brother
love the same foreign princess. their father’s captive. As these detaitls are
also 1n Belin’s tragedy, they suggest that he wes infinenced by Orrery,
though we do not know how he had knowledge of lis Mustapha. As, however,
La Fosse had made use a few years before of Otway’s Venice Preserved,
and Chappuzeau had seen a performance of Orrery’s tragedy at Londont
1t 18 quite possible that Belin owed to the latter play the conflict between
jJealousy and fraternal affection in the soul of the younger prince. If this
18 true, 1t 18 the second example of influence exerted by an Enghsh play
upon & French tragedy.

Belin declared in his preface that, though his subject was as dramatic
as that of Eteocles and Polyneices, 1t had not been attempted by “tant de
grands Poetes qui se sont 1mmortalisés par la Scene dans le dernier Siécle.” ®
He added that the name of the younger brother was “ Dgehanghir, qu1 en
langue Persane d’ol 1l est faré, mignifie Conquerant,” but that he had pre-
ferred “Zéangir, comme étant plus doux.” He admtted minor changes-
Roxclane’s offering the crown to Zéangir rather than to another son, Bajazet,
the death of Rustan, which did not take place at this fime; and the cap-
tivity of Tachmas’s daughter, not mentioned by history, but “elle ne dit
pas le contraire; & ’on doit passer quelque hberté aux Poetes.”

It seems, thep, that Belin employed as s cluef sources Turkish history,
Mairet’s adaptation of Bonarell, Mlle de Scudéry’s Illustre Bassz, and
Orrery’s Mustapha. He composed a much simpler play than those of his
predecessors, one that 1s free from Bonarelli’s romantic tale of substituted
mfants, of a forgery, and of & disguised princess, as well as from the

«Part I, Book V, Part II, Boock V; and especially Part III, Books I and II
Léns suggested that the Illustre Bas.a was the source of the play

5 Cf my History of French Dramatswe Lsterature, Part V,p 26

® He may have thought that his four predecessors in drama had not put themeelves
among the immortals, or he may have held that Bonarells, Dahbray, and Mairet

failed to treat the subject because they left out Zéangir; Orrery, because s herome
18 a widowed Hungarian queen instead of a Persian princess
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political theme found 1n Orrery and the many complications imagined by
Mile de Scudéry. He wrote 2 more purely tragic and psychological work,
in which he dramatized influences brought to bear on Solyman to induce
him to kill or to spare Mustapha, the success attained by the prince’s
enemies, and the smeide of Zéangir, who renders meffective all his mother’s
machinations m his behalf.”

Solyman, the pivotal character, 1s presented as an old man who wishes
to rule justly and to avoid the savagery of s predecessors, but who 18
easily influenced by those who are closely associated with him. He had taken
pride 1n Mustapha and expected him to be his successor, but he is tricked
mto believing that the prince 18 conspiring with the King of Persia and 1s
seeking to take his father’s life. He 18 a tragic victzm of msplaced con-
fidence and misguided devotion to power. His causing Mustapha’s body fo
be exposed may be 1n keeping with Oriental manners, but it 1s, as the fréres
Parfaict remark, in conflict with the traits of character previously assigned
the Sultan,

Mustapha 15 also tragic. Though he wins our sympathy, he 18 by no
mieans blameless. For the governor of a province and the Sultan’s eldest
son to offer peuce to the enemy and arrange his own marnage would have
offended a more modern ruler than Solyman. And when he 18 forgiven, he
immedately disobeys, nor does he endeavor to quell the mutiy. The penalty,
though much more severe than he deserves, 15 brought about in part by
humself. Sophue, too, 18 not entirely free from blame, as she resents Zéangir’s
excellent advice and could have saved the situation by refusing to lListen to
Mustapha,

Zéangr, on the other hand, 1s a purely pathetic figure. He suppresses his

" Roxelane, who has persunded Solyman II to marry her, desires to kill the Sultan’s
oldest son, Mustapha, 1n order to put her son, Zéangir, on the throne She 1s arded
by the Grand Visir, Rustan They have in their possession a letter that merimmates
Mustapha 1 i father’s eyes The young prince had defeated the Persians, cap-
tured Sophie, daughter of King Tachmas, and fallen 1 love with her Without
consulting the Sultan, he had offered Tachmas peace in return for his daughter’s
hand It 1s the letter contaiming this offer that has been called to Solyman’s attention
The Sultap has Mustapha brought m chains to hie army headquarters at Aleppo
Zéangir persuades his father to allow Mustapha to defend himself Solyman agrees
to pardon him, but only on condition he leave the cemp &t once and without seeing
Sophie Zéangir prevails upon his brother to go, but he shows such interest in the
princess that Mustapha feels he must see her in order to make sure of her love
Zéangir explamns to Sophie why Mustapha must go, but she hngers and 18 questioned
by the older prince He is reassured as to her love, but he 1s discovered by s
father and angnly reproved The Sultan might still have pardoned him, if he had
not heard from Rustan that the soldiers were arming in the prince’s behalf He has
Mustapha arrested 1n spite of his resistance, brought back to the camp, and strangled
by mutes 1n his presence The sroldiers, when they are shown the body, mutiny and
murder Rustan Roxelane, happy over Mustapha's death, reminds Zéangir that he
is now the heir to the throne, but her son reproaches her bitterly for slaying his
beloved brother, stabs himself, and, before he dies, admits to Sophie that he, as
well as Mustapha, had loved her Roxelane realizes that his death takes from her
the son 1n whose nterests all her murderous schemes had been devised.
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love 1n his brother’s imterests and renounces his chance of succeeding his
father. His only fault lies m the fact that he 15 unwise to allude mysten-
ously to his feelmg for Sophie. Contrasting with him are s mother, the
ambtious and unscrupulous Sultana, and the equally ev1l Rustan, who fears
the fate that may await lim 1f Mustapha becomes Sultan, Belin declares
that he made the Grand Viair, rather than Roxelane, advise Solyman. in
order to prevent the Sultan from appesring to be influenced by a woman.
He allows her to plot, however, and to make use of Rustan. In so doing
she hopes to avoid the suspicion that her charges agmnst Mustapha were
inspired by her love for her son.

All of these characters contribute to the action, which 1 without minor
episodes. The fitst act 18 concerned largely with the exposition, the second,
with conflicting pleas addressed to Solyman, the third, 1n which Mustapha
first appears, with the prince’s conditional acquittal; the fourth, with his
new offense, the fifth, with the dénouement. The action would have been
more rapid if the first two acts had been combined and 1f some of the seven
monologues had been ormtted. The tragedy would have been more appealing
1 the hero and heroine had appeared on the stage together in more than
one scepe. lattle attempt 1s made to reproduce the picturesque side of
Turkish life, though there are references to the Prophet and his laws. The
tragedy would have profited by more striking effects 1 situation and
vocabulary, but Belin 1s to be praised for seeking to follow the example set
by Racine 1n Bérénsce rather than to imitate some of his predecessors #nd
contemporaries, who laid much stress on disgwise, horror, and recognition.

Accepted on Nov. 15, 1704, the play was first acted on Jan. 20, 1705.
On Feb. 15 Belin agreed that 1t need not be given after Feli. 19, provided
1t would be acted aftcr Easter.® This arrangement was made 1n order that
the actors might produce Nadal’s Saul, which they had accepted on Nov.
12, 1704 That Belin’s consent was necessary shows that lus tragedy was
bringing 1n substantial receipts at the time the request was made It had
been played sixteen times—every other day—when performances were
temporarily suspended. Affer Easter there were seven more presentations
of the play, but strangely enough, 1t was not acted subsequently.

If French tragedies 1n the last quarter of the seventeenth century and
the first quarter of the eighteenth seem restricted historically and geo-
graphically in their subjects, 1t was not the fault of Ferrier,” who had
attempted 1n 1678 a theme derived from French history and who now
crossed the Atlantic 1n his xmagination to compose & Mexican {ragedy,
MonTizuME. His play was acted five times at the Comédie Frangase, Feb.

* Cf. the Registres of the Comédie Frangaise, cited by the fréres Parfaiet, XIV, 340,
® For Fernier ¢f my op cit, Part IV, pp 179-86
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14 to 22, 1702, and once at Versailles, Feb. 26, in the presence of Loms X1V,
the Dauphin, and the duchesse de Bourgogne, but 1t was never published.
According to Voltaire,™® writing about thirty years later, the stage showed
a palace “ d’un gofit magnifique et barbare des esclaves armés de fléches
étarent dans le fond ”, 1n front of them court digmitaries were prostrate
before the king, who addressed them with these words

Lever vous, votre ro1 vous permet aujourdbw
Et de I'envisager, et de parler & lm

The fréres Parfaict* reproduce this information, but they give the

lipes as
Esclaves, levez vous, votre maitre, aujourd’hu,
Vous permet d’¢lever vos regards jusqu’ & lwm

As no such lines, 1n either form, and no such situstion are found in
Dryden’s Indwn Emperour, which also imntroduces Montezuma, 1t is m-
possible to establish any relationship between the two plays. The only other
prece of information we have about Fermer’s tragedy 1s that the actors
voted on Jan 16, 1702 to have a palace constructed for the play, but in
such a way that 1t could be used for other tragedies, They evidenily had
no objection to housing ancient Grecks and Romans 1n the palace of the
Aztecs. It must have been the failure of the play rather than the expense of
the decorations that deterred Ferrier’s contemporaries from attempting in
the next score of years to produce & tragedy with an equally exotic subject

Much more distinguished than either Ferrier or Belin was La Fosse,!?
who had established his reputation by producing three tragedies, all well
recerved and all published. Though no longer young, he tempted Fortune
once more, this fime with Corésus gr CaLLIRHOR,® which proved fo be
s first dramatic fmiure. He tells us that he derived us plot primanly
from Pausamas, whose account had been reproduced by Vigenére in lus
Annotations sur Philostrate and by Spon m s Voyage en Gréce, and had
been utthized by Guanni i his Pastor fido.'* He admits that he followed
Guarini 1n making the heroine “nfidelle & parjure,” because mere coldness
1 a girl 18 now considered a virtue rather than a vice. He explains that he

1o Moland edition, I, 320-1

3 XIV, 252-4, they refer to the Meroure for February, 1702, pp 398-402 La Harpe,
op cst, XI, 300, mentions the play only to eapress the opmion that, as 1t was
unsuccessful and was never printed, 1t should not deprive Voltaire of the credit,
to which Alzwre entitled hum, of opening the New World to French audiences.

3 For La Fosse of my op ost, Part IV, pp 38599

1 Pans, Pierre Ribou, 1704, 12°. Republished m 1713, 1718, 1719, and in the
author’s Gyvres, 1700, 1719, 1737, and 1w his Thédtre, Amsterdoam, 1745.

34 Cf Pausamas, Descriptson of Greece, VII, 21, 1, Blase de Vigenidre, Les ymages
ou toblenuzr de platte pewnture des deus Philostrates, Paris, 1614, Jacob Spon et
George Wheler, Voyage d'Italte, de Dalmatse, de Grice, et du Levent, Amsterdam,
1679, 11, 11 2, Pastor fido, 1, 2
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represents Corésus as eamly moved o anger 1n order that he may become
the victim of his own error. He claims to have answered satisfactorily all
criticisms of his tragedy.

According to Pausanias, Coresus, priest of Bacchus in Calydon, met with
such contempt from Callirhoé that he begged the god for vengeance. Bacchus
sent upon the people of Calydon a form of madness that caused many deaths.
An oracle, when consulted, replied that Coresus must sacrifice upon the
altar of Bacchus erther Callirhoé or semeone who would take her place.
Though she sought to avoid death, the girl was led to the altar, but, rather
than sacrifice her, Coresus stabbed himself and fell dead at her feet. Emo-
tionally stirred and pemtent, Callirhoé also committed smade. Guarm
changed the names of Coresus and Callirhoé, located the scene 1n Arcadia,
substituted Diana for Bacchus, and made his heroine pretend to love the
hero, but abandon him for another lover. La Fosse returned to Bacchus,
to Calydon, and to the names given the principal chaiacters by Pausamas,
but, like Guarm, he 1ntroduced a second man, had Callirhoé love him, and
had him prefer another woman, also added to the cast. Ile made the oracle
declare that the substitute must be one of Callirhoé’s lovers. He added the
girl’s father, minor characters, and certain military and political elements.
Iu this way he mtroduced new problems and caused four of the five leading
characters to suffer for their departures from proper conduct. He 1s the
first author to make a full-length tragedy out of this tale, which had
previously supplied material for hitle more than an anecdote.®

18 Antinous governs Calydon while the king makes war on the Argives Anaxile,
the governor’s miece, has been reccived into his hume, as she has neither parents
nor fortune She has fallen m love with equally mmpecumous Agenor, from whom
she has not heard for a month She now learns that he has so greatly distingmshed
himself mn war that the king has asked Antinous to give him his daughter, Callirhoé.
The latter had been attracted to Agénor, but, as he did not respond, she had accepted
her father’s proposal that she marry Corésus, a priest of the god worshipped in
Calydon Antinous had aworn to give his daughter to the priest, but he now yields
to the desire of the king, who objects to umting two such powerful families as those
of Antinous and Corésus But the priest 1s deeply angered After a otormy inter-
view with Antinous, he begs the god to avenge him A posonous vapor comes forth
from the altar and drives people mad Those stricken commumeate their mental
1llness to others Many die. The people demand that the god be appeased An oracle
declares that Corésus must put to death either Culhrhog or one of her lovers who
will offer to take her place Meanwhile Agénor has returned from the war and seeks
to better s fortnnes by forgetting Anaxile and marrymg her cousin, but, when he
gees the former, his love returus and he proposes to break his engagement to Callirhoé
Antinoils would escape with his daughter, but he cannot leave the country that has
been commtted to his charge Corésus reproaches Antmoiis for breaking his word,
but he tries to save Callirhoé by suggesting to Agénor that he die in her place
Agénor readily agrees, but Callirhoé refuses to accept his offer When Corésus
asserts that he must himself select the vietim, Anaxile argues that Agénor’s death
will not placate the gods as he loves, not Callirhoé, but herself Antinofis and
Agénor oppose this contention, Corésus 1s in doubt, and Callirhoé, distressed to
learn that Agénor does not love her, i1s more than ever willing to be eacrificed.
Corésus has her come to the temple 1n spite of her father’s efforts to prevent her
from domng so, assembles the people, rejects Agénor, and seems about to sacrifice

]
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Backed by the power of the god, Corésus 1s an important person in the
state. His puritamical nature 18 shocked by Antinous’s violation of his vow,
and his pride 18 deeply wounded by Callirhoé’s preferring Agénor. He 18
led to make an unwise use of s power and creates a sitnation from which
he can escape only by taking hig own life. The quandary in which Antinots
finds lamself resembles that of Félix 1n Polyeucte, except that his daughter
is not yet married. Both are governors under the anthornty of a sovereygn
who makes war and favors one of his officers. Like Félix, Anfinous sees
the advantage of having as a son-mn-law the sovereign’s favorite and 18
willing to undo earlier commitments 1n order to bring this marriage about.
At the end of the play he loses his daughter’s society because he has put
buman eclavms before divine. She 18 less guilty than he, as she has {o obey
both the king and her father. Her pumshment seems quite out of pro-
portion with her offense. Agénor at one time allows ambition to preveil
over love, but this 1s true only while he 1s away from Anaxile. He redeems
himself by s courage 1n regard to the sacrifice. Anaxile 18 entirely gmiltless.

The play 18 well constructed. As there i1s much explanation to be given,
the first act develops slowly, but 1t ends 10 a violent 1nterview between the
governor and the priest In Act IT Anaxile wins her lover back and tells us
of the god’s vengrance. Act I1I brings the message from the oracle and
shows the temporary triumph of Corésus. The fourth act 1s the best in the
play, with the changes in situation produced by Agénor’s prompt acceptance
of death, Callithot’s effort to be sacmficed, Anaxile’s report that 1t 1s she
whom Agépor loves, and Antinous’s vain attempts to find a satisfactory
solntion of the problem. The knot 1s tightly tied, but materal 1s left for
the fifth act, 1 which Agénor confirms Anaxile’s report, the people become
more 1nsistent, Antinous racks his brains, and the solution 1s reached by
Corésus’s act of self-sacrifice, well prepared, but not foreseen.

But La Fosse's art availed little. He could not make his audience look
upon the breaking of an engagement as a proper starting point for a tragedy,
nor does he appear to have won sympathy for Corésus or Callirhoé, The
play was poorly recerved. It was acted only four times, from Dec. 7 to 13,
1703, The Mercure de Trévouxr noted 1ts lack of success and declared the
choice of the subject “peu heurcux.”** La Grange-Chancel addressed a
poem to La Fosgse in which, though he called him “ grave et sublime auteur
and expressed surprise over the falure of his tragedy, be attrbuted 1t to
“le froid qui regnoit dans ta piece ” and adwised him on account of his age

Callirthoé when he announces that he will solve the problem by dying 1o her place
He then stabs himself Callirhoé retires to the temple of Pallas, consecrates herself
to the goddess, and requests that Agénor marry Anaxile

16 Cf Méldse, Rép, p 214
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to give up dramatic composition. The frires Parfaict® believe that the
play failed because La Fosse did not interest his gudience, which amounts
to saying that 1t failed because it fasled. La Harpe ** considered the tragedy
merely a “ mauvais roman ” If La Fosse, who died 1 1708, had lived until
1712, he might have found some consolation 1 the success of Callirhoé, the
opera that Charles Roy partly dertved from the play.’®

Péchaniré’s first tragedy, Géte, had been unusually snccessful. Hs second
had been a failure, In his third, La MorT DE NLRON,?® he might have repro-
duced his first success, 1f he had not offended public taste by treating
chronology 1n an original way and centering attention upon characters with
whom the audience was unable to sympathize. He wrote a long and inter-
esting preface 1n defense of his tragedy, one that he probably composed
before he gave up hope that his play would continue to be acted.?® The
chief objectrons rased by his critics were the choice of Nero as the principal
character and one whose name appears in the title of the play; the depicting
of events that were really separated by a number of years as occurring i
a single day; and the dehineation of Poppaea:

On se récrie d’abord contre son sujet, & 'on prétend gqu'un titre auss: odieux,
aussi affreux que celuy de Neron ne s¢aurort Jamais golitenir la dignité du Heros
d’une Tragedie

He answers that, as Nero 1nspired, not only the artists who depicted him
on medals, but the bwilder of a beautiful mausoleum at Rome, he mght
also inspire a poet. Ie could have referred to the facts that Nero is the
principal character 1n Britanmcus and that, though Athalie had as evil a
reputation as Nero, Racine had made of her name the title of a tragedy.
Such considerations had no 1nfluence upon the fréres Parfaict,?® who repeat
the accusation thaf & prince should not be the principal character in a

17 X1V, 315-8 They state that a certarn Naudrjon claimed, long after La Fosse's
death, to have collaborated in the tragedy

18 0p est, VIII, 186

1® Though this fact 18 siated by the fréres Parfaict, E H Polinger (Pierre Chorles
Roy, New York, 1930, pp 120-7) follows Lérie (Dsctionnarre, Parig, 1763, p 92) 1n
asserting that Roy took his subject from the Achaiques of Pausanias [s10] The
presence 1n the opera of Agénor, whom Pausanias does not mention, makes clear Roy’s
debt to La Fosse, though he aitered considerably the plot of the tragedy La Motte,
Euvres, 1754, IV, 188-0, declares that the play and the opera are the same thing
He attributes the success of the opera and the failure of the play to the fact that
1n the former the threatened sacrifice and the suicide are shown on the stage, whereas
1 the tragedy they are presented i a récst, so that the last act “ n’en devient gueres
plus vif que les autres ”

% Paris, Pierre Ribou, 1703, 12°, Remstered, March 3, approbation, signed by
Fontenelle, March 21, prw, March 24 Republished 1n the Théfitre francows of 1737
Copies of both editions are at the Johns Hopkine University. For Péchantré cf. my
op oit, Part IV, pp 232 5, 400-1

M1t was played nine times, from Feb 21 to March 16, 1703 The author may
have expected his play to be acted again after the Easter recess

# X1v, 207-8
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tragedy, 1f his name 1nspires only horror and contempt. They are unwilling
to accept Péchantré’s apology that Nero’s reign 18 tragic m the contrast
between 1ts early and its later years, that he rouses terror and pity for
those he persecutes, that his own character 18 tragic in that some grandes
vertus ” are mingled with his criminal tendencies, and that, when he sud-
denly falls from his high estate into “le dermer accablement,” he excites
fear and pity for himeelf.

In reply to the accusation that he puts into one day the marriage of Nero
and Poppaea, their death, and the death of Octavia, he cites the example
of Cornetlle 1n le Cid, Horace, Rodogune, and Ilérachus, and that of Racine
in Muthrdate. e declares that a poet 18 not a slave to history, but may
substitute vertssmibtude for verity. To this doctrine no intelhigent enitic
can object, and we must sympathize with Péchantré’s remark that the
untties are “ assfirement des 1egles blen gehennantes,” but the fact that he
telescoped well-known events to a greater extent than Cornerlle and Racine
had done may well have been one of the reasons why his play was not well
recerved

In reply to the criticism of Ins mnterpretation of Poppaea, he 1nsists that
he showed the nungling of love and ambition 1n her soul, her fear for Otho,
her desire to avenge heiselt on Octavia. He had painted her as a “ personne
mégale,” according to Anstotle’s recommendation that, “<1 qudam -
aequalis fuerit suppositus, mnaequalem enm oportet esse ” Apparently what
his crities wanted was a heroine like Racine’s Junie or Mlle Barhier’s Arrie,
who would not yicld to 1mperial blandishments or threats

In defending himself Péchantré shows the same reverence as his critics
for Corneille and Racine, and especially for Anstotle He claims that his
method of prescnting Poppaea’s death, brought about unintentionally by
Nero and discovered by hum with horror, 1s i thorough accord with the
teachings of the Greek philosopher 1lle accepts as Aristotelian the nccessity
that the hero should be of high rank and the belief that the moral value
of a tragedy hies m the example 1t gives of conduct to be avoided or imitated,
though these doctrines were preached by Arnstotle’s interpreters rather than
1 the Poctics itself. He adds a paragraph on his own style, claaming to
have avoided symbolic, metaphorical, and emphatic language m order to
show “la dignmité sans faste, le naturel & la netteté sans bassesse,” to have
consulted rather “le coeur que Pesprit,” and to have adjusted his thoughts
*“ au caractere de mes personnages” Apart from his free use of chronology,
his theories were quite classical, but his eritics may have been unwilling
to admit that he had expressed in lus play all the 1deas he proclaimed in
his preface. Let us see to what extent they would have been justified 1n
this contention.
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The tragedy 15 a sort of sequel to Britannicus, which Péchaniré seems to
have had 1n mind when he was composing 1t.2* There Racine had selected the
moment 1n which evil forces prevailed over good 1n determining the course
of Nero’s career. llere Péchantré porfrays the last day of Nero’s hfe,
referring back, as Racine had done, to his firsi years as emperor, but also
to various crimes that followed the murder of Britannicus He emphasizes
especially Nero’s repudiation of Octavia, hig marrage to Poppaea, his
killing the woman he loves, and his smcide.?

The historical background 1s preserved, but with considerable alterations.
Many of Nero’s crimes are pomnted out, but the importance of his turning
against the army, evidenced by the death of Corbulo, 15 not empbasized,
though there are references to the revolt of Vindex, Galba, and others. The
repudiation of Octavia doubtless weakened Nero’s populanty, but 1t was not
the cause of his suicide, nor 1 reahity did she kill herself. Poppaea was
married to Otho, influenced Nero over a considerable period of time, and
was not murdered accidentally. Nor did Nero kill himself 1n the palace,

# The play begins early mn the morming, with Otho’s waiting for Nero’s rising,
Just as m Britanntcus Agrippina awaits her son’s In both tragedies Nero 18 won
over to virtue before he plunges into vice

¢ The empire 1s tottering Revolt has broken out 1n various provinces Rome still
respects the wnpertal family, but may turn against Nero if he repudiates Qctavia
Otho 1s troubled hy the fact that D’oppaca, whom he loves, has been 1nvited to the
unperial palace Nero, haunted by his mother’s ghost, informs Otho that he loves
Poppaen and that he will send hin to Lusitama  Poppaea loves Otho, but has been
unwisely mirodueed by him to Nero and 18 tempted by the thought of becoming
empress Otho obtatns permission to wec her for the last time Octavia urges Nero
to show himself to the soldiers and suppress the rebels, but the emperor merely
boasts of his achievements Otho hegs Poppuea to resist Nero and refers to the
pussibility of escaping with her to Gaul or Spain, but the emperor offers her marriage
and threatens to hall Otho i1f she refuses Traseas warng Nero that the people are
devoted to Octavia and that to repudiate her will axd the rebellion, but the emperor
believes that the rchels are cheched, argues that Octavia cannot give him an herr,
and sends him to get the senate’s reply in regard to his divoree Othu now tells
Poppaea that Octavia has a ship on the Tiber 1 which they can esiape, but Poppaea
msists that the only wav she can save him 13 by obeying the emperor Oiho accuses
her of sacrifiting lim to her ambition, Octavia threatens and wains her, hut Poppaea
prefers to obey Nero The emperor banishes Octavia, but she refuses to leave Rome
He feels remorse and thinks of renouncing Poppaea, but Traseas mforms him that,
acting on his own advice, the senate has refused to approve of Nero’s divorce The
emperor bids s freedman see to 1t that Traseas dies and orders Nymphidius to
attend to the senate, but the latter leads the Pretorians to join the rebellion and
Traseas kills himself 1n the hope that his death may bring freedom to Rome Nero
divorces Octavia and marries Poppaea, but he 18 greatly troubled by the appearance
at the altar of lus mother’s ghost Otho 18 urged to seize the government, but he
cannot turn against Ne1o and Poppaea He resolves to leave Rome and has a last
mterview with Poppaea, 1n which she expresses remorse and he promises never fo
love another woman Shortly after she has left the stage, we learn that Nero, mis-
taking her for the ghost of Traseas, has run her through He comes on the stage,
calls for Poppaca, discovers bloed on his sword, and learns that he has killed her
He accuses the gods and orders their altars to be thrown down, but no one obeys,
he learns that Galba has been procluimed emperor, and he thinks of fight At this
pomnt Octavia, who has taken poison, comes to advise him to follow her example
After a struggle he decides to take her advice and to die more admirably than he
has lived
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Other departures from historical accuracy could be mentioned, but the gen-
eral effect 18 reasonably similar to that of the accounts given by Roman
historians. One can hardly agree with Péchantré that the deaths of Octavia,
Poppaea, and Nero “ penvent & doivent méme arriver dans un méme jour,”
since they did not do so, but one must grant lum the privilege of altering
chironology in composing his tragedy.

Nero 1s primanily an 1mpenal criminal who has murdered his mother,
his stepbrother, and many other persons of importance, who has degraded
his office, and who now orders Traseas put to death, sceks to muzzle the
senate, repudiates Octuvia, and takes Poppaea from his fmend. As, however,
Péchantré did not wish to depict a complete willain, he made Poppaea’s
death accidental and gave Nero some feelings of remorse and of regret for
the virtue he had displaycd 1n the early years of his reign In order to
exate pity for him, he exaggerated Tacitus’s report of his hallucinations
and kept him confident of lus power till he suddenly finds that his com-
mands aie answered by silence. The portrait 18 more dramatic than a strictly
historical one would Fave been

The three persons nexi in mmportance are Otho, Poppaea, and Octavia
As the first of these 15 not married, he 15 saved the hummliation of seeing
his wife tahen from hum Ile 18 Joyal both to Nero and to Poppaea, though
he has ample cause not to be There 1s a tragic element 1in his fortunes, for
1t 18 hus own introduction of Poppaea at court that causes his sorrows.
Poppaea 1s more dramatic. She had always been amintious, had been
attracted to Otho because an oracle had predicted that he would become
emperor She 18 divided between love for him and Nero’s offer, hesitates,
and 18 induced to become empress partly by ambition, partly by the urgings
of her confidant, partly by the hope of suving Otho, and partly by a desire
to triumph over Octavia, who has treated her with contempt. When we see
her last, Just before she 18 killed, she has hecome empress, but only to be
disillusioned With her 1s contrasted Octavia, anstocratic, virtuous, loyal
to Nero, but bitterly resenting the treatment she 1s recertving  She does not
love Nero, but she has the deepest respect for his position and her own. If
they cannot hive as emperor and empress, they must die by their own hands
Her pride 15 shown when she meets Poppaea, but she 18 unable to slence
her rival's ready fongue (ILI, 4)

Oc: Ou, c'est tor que )'accuse, orgueilleuse rivale,
Porte ailleurs les attraits de ta beauté fatale,
Respecte en moi les droits & le sang des Cesars,
Garde-tor d’élever jusqu’a mo1 tes regards
Tout ce qu'd mon égard te permet ta naissance,
C’est beaucoup de respect & plus d’cbeissance
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Po : Je sga1 ce que Je dois & vltre auguste rang,
Mais je ne m’en cro pas yndigne par mon sang .
Devant vous cependant je ne puis m’oublier,
Fates venir Neron pour me congedier,
J’obéirai, Madame, & vétre ordre supréme *

The mnor characters, with the exception of Octavia’s confidant, have
functions of some 1mportance., Traseas, the philosopher whom Tacitus had
highly praised, 18 presented as a senator and a tribune, one who 1s pro-
foundly shocked by Nero’s conduct and 18 bold enough to tell hm what
he thinks of 1t He represents the survival of ancient Republican virtues
in the Rome of Nero. Nymphidius has no such nobility of character, but he
does not pander to Nero’s vices. Insteud, he offers to support Otho and,
when the latter declines the throne, helps to give 1t to Galba. The freedman,
Amcetus, on the other hand, though he speaks only a score of lines, 1s shown
to be Nero’s unscrupulous agent, while Fulvie 18 Poppaea’s evil genius as
(Enone 18 Phddre’s,

Act I 1s given up largely to the exposition, including Nero’s desire to
repudiate Octawvia, exile Otho, and marry Poppaea, Acts I and III are
chiefly concerned with Poppaea’s decision to abandon Otho for Nero, Act
1V, with Octavia’s struggle to retamn her position, Nero’s response to her,
and his condemnation of Traseas. In Act V we hear of the latter’s death
and that of Poppaea and we witness the deaths of Octavia and Nero, for
the emperor’s swicide 15 supposed to follow immediately the last verse of
the tragedy.

There are a number of scenes 1n which the characters are hrought sharply
1oto conflict, The most dramatic are those concerned with Poppaea’s death
(V, 9, 10), scenes 1n which, according to his preface. the author took special
pride

Neron sortant Vépée & la mamm
Je ne te verrar plus, Tribun que je deteste!
Ton orgueil a mes ycux s'est venu presenter!
Tu voulois m’arracher Poppée & m’insulter!
Mais J’a1 s¢Qt te pumr de ton orgueil rebelle
R’entre dans les enfers I'ombre g’est dissipée
Et je me reconnos qu'on r’appelle Poppée 2°
Fulvie Seigneur, gu'avez-vous fait?
Neron Ce que j'a; fuit, grands Dieux!
De ce Spectre infernal j’a1 delivre ces heux
Mals que vois-je? quor done ma main toute sanglante,
Ce sang dont Je swis temnt m étonne, m’épouvante
Je ne sgum1 Je me puis ., Fulvie, explique-mot

% Cf Hermone's reply in Andromaque, 111, 4
% Cf Tristan I'Hermite, Morwane, V, 3 The preceding hne 1s addressed to Agrip-
pmna’s ghost, seen by Nero in company with Traseas



64 SUNSET A HISTORY OF PARISIAN DEAMA

Ce prodige confus qum me rempht d’effro
Aurcis-)e? . Quor ma main!

F Vétre mamn s’est trompée
N D’oli vient ce sang?
F Helas' c’est du sein de Poppée

Nine performances were not enough to do justice to this play, if we com-
pare the number accorded certain other tragedies of the period. That 1t
was not more frequently acted may be due, not only to the critics whom
Péchantré answered 1n his preface, but to a public demand that characters
be more sharply divided 1nto good and evil. The spectators may well have
wanted to feel no sympathy for Nero or Poppaea, to see a more forgiving
Octavia and a more triumphant Otho The recogmition scenes m Amasis
and Hypermnesire appealed to them more strongly than Nero’s asking
desperately what was the meanmng of blood upon lus sword, especially as
blood was not supposed to appear upon the stage Péchantré was too daring
for most of his contemporaries.?” not daring enough for those who ultimately
revolted from the conventions of bis time. It 18 unfortunate that the kund
of vanation upon the (lassical system that he attempted was not followed
up, as 1t mught have led to sounder reforms than those that eventually
prevailed.

Like Belin and unlike Lia Fosse and Péchantré, Théodore de Riupeirous 28
(1664-1706) won lus chief success, not from his seventeenth-century plays,
but from one he wrote early in the eighteenth century Ile was born at
Montauban 1n a Protestant tamly, but was converted to Catholicism, entered
the church, and was introduced to Pére de La Chase, who put him 1
contact with great nobles. One of them persuaded hum to give up his ecclesi-
astical profession and become a “ commissaire des guerres.,” He 1s said to
have heen “gulant, aimable, enjoué dans la conversation,” distinguished
for the mildness and unselfishness of lus character Ie composed a number
of poems, a T'rarte des Medmlles, and five plays The first of his tragedies,
Méléagre, wnitten 1n his youth, may never have been acted The three that
followed, Anmbal (1688), Valérien (1690), and Agrippa (1696), were
performed at the Comédie Francaise and brought their suthor nearly a
thousand francs, but they were never published His dramatic talents must
consequently be judged by his one surviving play

%7 He not only showed blood upon the stage and altered chronology considerably
in order to produce dramatic concentration, but he allowed a break in hawson (V,
8-9) and began V, 5 with four asides 1n succession The heading of II, 4 1 the
first edition indicates that Tigellin 1s on the stage, but this must be a msprint
as he 12 given nothing to say and 18 not listed n the cast

# Cf the fréres Parfaict, XIV, 323-36, who cite at length an Eloge of 1745 and
assert that the author’s name, which appears under various forms, was written
by him as 1t appears here, cf also my op. crt, Part IV, pp 237-8, 400-1.
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This was HYPERMNESTRE,® the subject of which had been dramatized
by Gombauld and Abeille. The latter’s Lyncée was, as the fréres Parfaict
point out, the principal source of the tragedy. Gombauld seems to have
mfluenced 1t only by the mtermediary of Lyncée® As in Abeille’s tragedy,
Danaus 1s warned of his danger by an oracle, Hypermnestre, the king’s
favorite daughter, after agreemng to kll Lyncée, refuses to do so, defends
her attitude to her father, and enables her lover to escape from the palace,
Lyncée does not seek to avenge his brothers and 1s not gmlty of the king’s
death, there are no soothsayers, and the name Iphis 18 given to one of the
characters. There are even a few verbal similarities.®

On the other hand, there are decided differences between the two tragedies.
In order to fulfill the oracle and at the same time to clear Lyncée of a
murder that might have prevented his marmage, Abeille had introduced a
mother and son whose lines take np much of the play. Riupeirous omitted
them and cleared Lyncée by the intervention of the people, stirred up by
the hero’s confidant. e also eliminated the account of Danaus’s accession
to the throne and avoided indicating that in this extraordinary tale there
were as many as fifty brothers and fifty sisters He reduced his characters
to three mmportant persons and their attendants and emphasized the rela-
tions that existed between the lovers before the time of the play. Lyncée
had come to Argos under an assumed name, had saved the king’s hife, had
fallen 1n love with Hypermnestre, and had caused her to be deeply interested
m him without learning who he 1s. These facts make 1t easier to under-
stand her readiness to carry out her father’s brutal command They also
meke possible an effective scene of recogmtion.®

* Paris, Pierre Ribou, 1704 and 1716, 12° Republished 1n the T'héd.re frangoss
of 1737

%o Unless he suggested for 1t the name of Idas, one of Danaus’s minsters in
Hypermncstre, a son of Egyptus 1n les Danaides (IV, 2) For the classical accounts
of the tale of my op est, Part II, p 616

32 Cf. my op oit, Part IV, p 179 The general conception of IV, 5, and of V, last
scene, resembles that of Lyncée, IV, 5, and V, lart scene

2 Jyncée, son of Egyptus, has concealed s identity, rescued Danaus, King of
Argos, from the King of Cormth, and put the latter to flight He has fallen 1n love
with Hypermnestie, one of Danaus’s many daughters, but, believing lus courtship
useless, has avoided making love He 15 now about to lenve Danaus lids him fare-
well, then confides 1n Arcas that he has been warned by Apollo’s oracle that he
will die unless ms sons in-law perish shortly after their marriage He has conse-
quently refused to marry s daughters, a deesion that has led to his battle with
the King of Cormth and has induced him to send Iphis to dissusde Egyptus, Dunaus’s
relative, from his desire to marry his sons to their cousins Iplus now returns,
tells of his failure, and declares that the sons of Egyptus will soon arrive Danaus
resolves to kill them 1 order to save lis own hife and to have revenge upon Egyptus
for driving hum out of Egypt He ids Arcas urge the young stranger to delay hus
departure, as he may need s help, and he begs Hypermnestre to come to the
temple and swear obedicnce She 15 troubled by this request and admits to her
confidant that she loves the stranger After her visit to the temple she tells of
scemng the altar shake, Dansus now bids her save hus life by slaying Lyncée She
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The author’s task was to tell a well-known story in such a way that
Hypermnestre and Lyncée would retein our sympathy and remamn united
n spite of the king’s violent death. This fact explains why he presents the
lovers as he does and why he causes the people to intervene. When Hyperm-
nestre agrees to do murder, she 18 moved by her affection for her father,
her feeling that 1t 15 her duty o obey hum, and the oath she has taken before
the trembling altar:

Olly, le fer dans mes mains trouvera gon usage,
Deg sermens que )’a1r faits, 11 faut qu’il me dégage
11 faut, en 1mmolant un époux odicux,

M’acquitter envers vous, & satisfaire aux dieux

Even after she has Jearned that Lyncée 1s the man she loves, she promises
to keep her oath and save her father’s Iife, but after her marrage she sees
things differently. By prevailing upon Lyncée to escape she gains enough
time for the people to save her husband. Her role is primarily emotionel,
one that allows an actress considerable range 1n expression. The question
of what punishment followed the breaking of her vow 1s not answered. Per-
haps the author haped 1t would not be asked.

He presented Lyncée as brave and devoted, a most respectful lover and
a valued servant of the king TTs relations wath hus brothers are passed over
almost 1n silence No explanation 1s given of the fact that he remains in
ignorance of their arrival after i1t 18 known to the king and ITypermnestre.
When he hears of their death, he cries, “luissez-mor les venger,” but we
hear nothing more from him on the subject. Riupeirous apparently sought
to avoid the question of what kind of hife he would lead with his many
sisters-in-law who had murdered his many brothers. Instead, he stressed
Lyncée’s qualities as a lover, especially 1n two scenes of love-making and
one of recognition This last 18 especially effective, for, when Hypermnestre
discovers that her fiancé 18 Lyncée, she suddenly realizes that she has agreed
to murder the man she loves (II1, 3):

heaitates, but agrees, thinhing that Lyncée 13 unknown to her The stranger con-
fesses his love, but gets an ambiguous reply Hypermnestre learns that she 15 to
marry Lyncée The stranger protests agamnst her marrnage till he learns the name
of the bridegroom, then admits that he 1s Lyncée Hypermnestre 1s shocked, but
she tells her father that she will heep her promise However, when the marriage
has been celebrated and might has come, she cannot bring herself to do the deed,
explains the situation to her husband, and begs hin to escape When her father
discovers what she has done, he vends Arcas to arrest Lyncée and proposes to put
him and Hypermnestre to death, but the people, won over by pity for the youths
already slain and by the explanations of Lyncée’s confidant, intervene when the
execution 18 about to take place, kill Arcas, then Danaus, and demand that Lyncée
succeed to the throne ¥e tells Hypermnestre that she 18 queen and assures her of
his devotion She must mourn her father, but she does not refuse to lIive with Lyncée
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Vous, seigneur! Quelle horreur vient frapper ma penséet
Je fremis ... Non, seigneur, vous n’dtes point Lyncée,
Je ne le croirar point. Mon trouble, mon effroa

Ne m’annoncent que trop

The presentation of Danaus offered little difficulty. He 1s superstitious,
thoroughly selfish, cunning m his devices. He 18 chiefly motivated by a
desire to save ms own hife, even though he has to sacrifice Lyncée, who once
rescued hum, but he 15 also moved by a desire to have revenge upon Egyptus.
Riupeirous was crificized for having him leave the murder of his sons-in-law
to lus daughters, but this was so essential a part of the legend that it would
have been hard for him to alter 1t. Moreover, the fact that the people revolt
suggests that the kung’s hold upon them was not strong enough for m
to have had the young men arrested and put to death by roysl command.

The arrangement of the material 1s simple and effective. The first act 18
largely concerned with Danaus’s murderous plan and other elements of the
exposition , the second, with Hypermnestre’s promise to carry out her father’s
command and with Lyncée’s confession of love, the third, with her aveu
and her discovery that the man she loves 1s the prince she has been asked to
murder, the fourth, which follows the marriage, with her effort to save
Lyncée and her father’s discovery of her activities; the fifth, with prepara~
tions for the execution of Lyncée and Hypermnestre and the reversal of
fortune brought about by the imtervention of the people. The unity of action
1s not altogether preserved as the people play the role of a deus ez machind,
and there 1s the “ unfinished business ” 1 pointed out 1n discussing Hyperm-
nestre and Lyncée. On the other hand, the time, though it includes the
fatal might, 15 probably less than twenty-four hours, the place 18 himited
to the palace, perhaps to two rooms 1n 1t, a8 Act IV would be more properly
located 1n Hypermnestre’s chamber than 1n the hall where the king makes
his plans The small number of characters and the reduction of the plot
to 1ts essentials, though following the traditien of Racine’s Birénice, brought
upon the play in 1726 the criticism that 1t lacked varety. It was even
suggested that a rival sister, “ auss1 méchante qu’Hypermnestre est vertueuse,
auroit fait un jeu, & un contraste admirable * **

The same critic objected to the character of Danaus as revolting and to
Lyncée’s 1gnorance of s brothers’ arrtval, though he admitted that the
latter circumstance enabled the author to compose ““ une des plus frappantes
situations qui ayent jamais paru sur la Scene” He also suggested that
Lyncée, as soon as he learned of his brothers’ murder, should have rushed
out and killed Danaus, thus fulfiling the oracle. This would have made

® Cited by the fréres Parfaict, XIV, 320 The critic may have been thinking of
Théante’s rble 1n Gombauld’s Danardes
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the ending mmmlar to that of Gombauld’s Danaides, but Riupeirous pre-
ferred to keep Lyncée mnocent of s father-in-law’s blood in order that
he might have some prospect of future happiness, without bringing upon his
wife the accusation that she was an unnatural daughter,

Acted first on Feb. 13, 1704, the play was given sixteen times in that
year, despite the 1llness of la Duclos, who took the leading feminine rdle.
It held the stage until 1709 and was revived 1n 1726 and 1n 1744-5. The
total number of performances was forty. Only six tragedies of the perod
were played more frequently. It failed, however, to swit the taste of Hamil-
ton, who wrote to Boileau with reference to Voiture,

Que ses rondeaux sont au-dessus
De la Taurique Iphigéme,
Et des vacarmes rebattus

Que vient faire dans sa manie
La belle-fille d’Egyptus *

1t 18, however, absurd to compare classical tragedies with rondeauz. If
instead of doing so Hamulton had made a serious comparison of those dis-
cussed 1n this chapter with others of the pertod, he might well have found
that three of them, Mustepha of Zéangsr, la Mort de Néron, and Hyperm-
nesire, were cqual to all but the best plays of Crébillon and La Grange-
Chancel and superior to those written by other authors than Crébillon who
began to compose tragedies 1n 1701-15.

8 Guvres completes d’Hamalton, Paris, 1805, 111, 289 The editor identifies the
first tragedy as La Grange-Chancel's Oreste et Pilade, the second as Hypermnesire,
but he attributes the latter play to Longepierre



CHAPTER V

TRAGEDIES BY WOMEN: MLLE BARBIER AND MME GOMEZ

The seventeenth century produced eleven women dramatists. None of
them attained gh rank in her profession or wrote more than a modest
number of plays, but they at least made 1t possible for women to have their
productions acccpted for performance at the Comédie Frangaise ! The most
successful {ragedy wntten by a woman in the sevenieenth century, Mile
Bernard’s Brutus, was given for the last time in 1699. The eighteenth cen-
tury was not slow 1n finding for her a successor 1n Mile Barhier, whose first
play appeared in 1702. Her four tragedies and one by Mme Gomez, grand-
daughter of Raymond Poisson, constitute women’s contribution to the
tragedy of 1701-15. They make up almost one-sixth of the Pansian trage-
dies now extant, a larger proportion than women had previously suppled.

Marie-Anne Barbier, who was born at Orléans in the latter part of the
seventeenth century, lived 1 Paris and seems to have been well read in
dramatic theory and in French tragedy. She clarms to have heen a friend
of Boursault and refers to Corneille and Racine. It was the latter’s seduc-
tive style, she holds, that kept alive the controversy as to the relative mernts
of the two dramatists, a statement that would lead one to suppose that
Corneille was the author she especially desired to imitate. Her crifique of
La Grange-Chancel shows that she accepted fully the doctrines of French
classicists. She was a femmmst who sought to emphasize 1 her plays the
accomplishments of her sex. When an attempt was made to deprive her of
the credit of writing her tragedies and the argument was used that an
unaided woman could not have done so well, she listed 1n reply the names
of such literary women as Mlle de Scudéry, the comtesse de La Suze, Mme
Deshouliéres and her daughter, and, as an author of tragedies, Catherine
Bernard. Moreover, she selected as heroines for three of her own tragedies
Corneha, mother of the Gracchi; Arria, who had to show her husband how
to die; and Tomyris, who conquered Cyrus. And when she published her
tragedies, she dedicated three of them to women, to “ Madame,” Loms
XIV’% mster-mn-law, to the duchessc du Maine, and to the duchesse de
Bouillon.

Besides her tragedies, she wrote a comedy, three operas, a collection of
tales entitled Thédire de Vamour et de la fortune, and two volumes entitled

2 For these eleven women ¢f my op cit, Part V, pp 867
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Sawsons hitéravres, which contain literary erihicism, fiction, and occasional
verse. She died m 1742.2

Her first play was ARRIE kT Pf1Us.? Iis title had already been employed
by Gabriel Gilbert, but the events of his tragedy take place in the reign of
Nero, those of Mlle Barbier’s in that of his predecessor, Claudius. She
states that Boursault suggested the subject to her and advised her to present
the hero and heroine as husband and wife 1n accordance with history. She
preferred at first not to take this advice, but she finally decided to let them
marry between Acts IIT and IV, Though she mentions Martial, Suetonius,
and Tacitus, her chief sources seem to have been the Younger Pliny and
Zonaras.! From them she learned of Vimeianus, of Seribonianus, prefect of
Dalmatia, of their revolt 1n which Petus was implicated, of the latter’s
hesitation at the thought of death, and of Arra’s heroic surcide. She added
the heroine’s effort to avenge her father, Claudius’s love for her, Agrippina’s
jealousy, the flight from Rome, and the heroine’s refusal to marry the
emperor. She kept Narcissus because, as he had urged Claudius {0 kill
Arrip’s father, Silanus, he would naturally support Agrippina in her effort
to keep Arria from reigning ®

The emperor 1s represented as weak, easily deceived, influenced by flattery,

*The Biographie générale gives a dbrief account of her After publishing her
tragedies separately, she brought out 1n 1714 her Thédtre dc Uamour et de la fortune
1 two volumes and the first volume of her Satsons hittérarres, the second volume of
which collection appeared in 1722 Ter tragedies were republished at Leyden by
B J Vander Aa 1n 1719 and 1723, with a few eclogues and odes, and at Paris by
Briasson 1n 1745,

? Parig, Michel Brunet, 1702, 12°, Dedicated to the duchesse de Bouillon Repub-
hshed, Paris, Pierre Ribou, 1703 and 1713, Lyons, Pour la Société, 1710, and as
mndicated 1n note 2 Dutch translations appeared in 1719 and 1774 The fréves
Parfaict, XIV, 238 9, 1ns1st that the abbé Pellegrin wrote the hest part of the pley
and sssert that he told them so himself Mlle Barbier, however, flatly denies that
she had a collaborator Her word should be taken 1ather than that of Pellegrin,
reported long after the play appeared, even after Mlle Barbrer’s death, by the fréres
Parfaict, not the most judicious of chromclers
x I‘ (‘}’i Martial, I, 13, the Younger Pliny, Ep, III, 16, Cassius Dio, LX, 16, Zonaras,

, 9.

® The Emperor Claudius has agreed to marry Agrippina, but he loves Arrie, whose
father he had put to death Arrie not only refuses to marry Claudius, but che
encourages Pétus, whom she loves, to murder the emperor, They have formed a
conspiracy with Vinicien and Scribomen, whose army 1s approaching Rome Narcisse
reports that conspirators, when tortured, have imphicated, not only Vinelen, who has
killed himself, but many senators and Arrie Claudius has Arrie arrested, but he
refuses to grant Agrippina’s request that she be put to death Pétus explams to
Agrippina that 1t 19 desirable to exile Arrie, so that Claudius may give her up
Arrie at first refuses to go, but, when Pétus threatens to confess tt,) Claudius that
he was 1n the plot, she agrees to marry him and escape to Scribomen’s army Agnp-
pins arranges for Maxime, commander of the guard, to lead them out of the palace,
but they are pursued, captured, and brought back Claudius threatens that, 1f Arrie
will not marry him, he will kill Pétus When she answers that Pétus 18 her husband,
he renews hus offer, for emperors are ahove the law Arrie asks permission to see
Pétus alone, explans the situation, stabs herself, and tenders him the dagger. He
follows her example Before Arrie dies, she predicts that Agrippina will murder
Claudius
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love, and jealousy. Pétus, who is & consul, becomes weak only through love,
fearing for Arrie, who remains as heroic as she is 1n the ancient accounts.
She cannot Live without Pétus (V, 6) :

Banm, donc, cher époux, 1a frayeur de ton ame.
Et ne refuse pas I'exemple d’une femme. l
Elle twe un posgnard, & se frappe
P.- Que fartes-vous, Madame? O desespoir fatall
O malheurt

A setwant le posgnard & lus le presentant:
Tien, Petus, 11 ne fait pas de mal®

She is moved to avenge her father, takes an active part in the conspiracy,
renounces the opportunity to become empress, and kalls herself in order to
mmpress his duty upon her wavering husband. She belongs to Corneille’s
school rather than to Racine’s, except in the mmplieity of her last words,
borrowed from Phny.

Agrippina 18 an ambitious woman, endeavoring {o gain power, rather than,
as 1n Britannicus, seeking to recover what 18 shpping from her grasp. She
18 8 hypocrite and an intriguer, sure of dominating the emperor 1f she can
get Arrie out of the way. In representing her superstitious nstore and her
devotion to Nero, Mlle Barbier follows Tacitus. When she learns from the
“ Crel ” that Nero 15 to reign and to kill s mother, she cries (IV, 5):

S1 mon fils doit regner, quil roe tue, & quil regne ?

The fact that this is the first reference to Nero in the play shows that the
guthor had not yet completely mastered her art. Moreover, both her Agrip-
pna and her Narcisse, who 18 little more than 2 confidant, suffer by com-
parison with Racine’s celebrated portrayal of these characters.

The plot 18 as simple as Mlle Barbier claims 1t to be, but the late mention
of Nero and the fact that we are not told what happens to Sribonien pre-
vent the umty of action from being altogether achieved. She makes no use
of recogmition and introduces no scene of horror, but she has elements of
the merveslleu 1n the prediction regarding Nero and in Arrie’s concluding
words to the Emperor Claudius

Je vois déja le sort que le Ciel te prepare

11 destine une main & cet 1llustre emploi,

Trop mdigne de nous, mais trop digne de tol.

Tu ne meritols pas une mort éclatante

Agrippine . . . & ce nom, Tyran, Je meurs contente

*Cf the Younger Pliny, loc cif - “ Praeclarum quidem illud eiusdem, ferrum
stringere, perfodere pectus, extrabere pugionem, porrigere marnto, addere vocem
immortalem ac paene divinam ‘ Paete, non dolet> ™

* Annals, XIV, @ “Nam consulent: super Nerone, responderant Chaldn?,i, fore ut
smperaret matremque occtderct atque 1lla Occidat, nquit, dum smperet
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In making her début as & dramatist Mlle Barbier had exalted her sex in
1ts power for good and for ewil by the emphasis she placed upon Arrie and
Agrippina. She had prepared herself for her task by studying her sources
and the methods of Corneille and Racine. Unfortunately she did not have
suffizent talent to create many striking situations or phrases. Yet her
tragedy was well received. Though first acted 1n the summer, an unusual
season for new tragedies, it was given at the Comédie Francase sixteen
times, from June 3 to July 8, 1702, and once at Fontainebleau, on Sept. 21.°
Revived 1m 1711, 1t was acted six times. Its 1mitial success may have been
helped by the fact that the actors had voted on April 24, 1702, to give a
“petite comédie” affer 1t, beginming with the first performance, though
this usage was not to serve as a precedent for tragedies first acted in the
winter seeson.’ The Gazette de Rotlerdam declared 1n 1703 that this tragedy
and her Cornélic were “de la force de celles de Corneille et de Racine.” *°

The complete title of her second tragedy was CORNLLIE, MERE DES GRAC-
QUEs.** It was first read before the actors on Oct 31, 1702. They insisted
that the last act must be rewnitten. When this was done, 1t was read to them
agan, on Nov. 14, and was accepted, but 1t was acted only eight fimes.®
Lake 1ts predeceseor, the tragedy has a theme drawn from Roman history
that emphasizes the heroism of s woman. Mlle Barbier states that she
followed Plutarch closely except that she introduced an oracle and Opimius’s
daughter Licinie ** 1n order to contrive a conflict between love and duty
that would cause “ cetle suspension qui ne laisse respirer les Spectateurs
qu’aprés la catastrophe.” She admtted that she made Gauls of certamn
foreigners. She also took from Plutarch details that she does not mention,**
but she brought into her play so many cxtrancous elements that its effect
18 qute different from that of its source.?®

® Dangeaun, Journal, VIII, 505

® Cf fréres Parfaict, X1V, 258-8 An old favorite, Hauteroche’s Souper mal epprété,
was the * petite comédie” given with Arrie

1* Cited by Mélse, Rép, p 213

1t Paris, ierre Ribou, 1703 and 1713, 12° Dedicated to “ Madame,” sister-in-law
of Lomis XIV Republhished as indicated above, note 2 A Dutch translation appeared
m 1733, a German, by L A V Gottsched, 1n 1741

18 80 reports Joannidés The fréres Parfaict, who are less accurate, state (XIV,
293) that the play was acted six times, from Jan 5 to 16, 1703, and could have
been presented on two more days except that “M Ponteu:l n’est pas encore en état
de jouer & la Romaine,” on which account Mlle Barbier accepted 40 écus from the
actors 1n heu of what she might have received from two additional performances
These were probably given later in the year and brought the author no share 1n
the receipts

2 Plutarch, 1n his Tiberius and Cawus Grecchus, states that Licimia, daughter of
Publius Crassus, was married to the younger Gracchus

14 Such as the arrest of Flavius’s son, the charges brought against Caius m con-
nection with Flagellae, the ides of sharing the “ biens communs”, the facts that
Attalus had left his fortune to the Roman people, that Octavius was deposed as
tribune, and that Cornelia refused to marry Ptolemy

38 Tiberius Gracchus has been murdered, but not avenged His brother, Caius, has
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Though Cornelia 18 known to have been the mother of the Gracchi,
ancient accounts of her do not state that she took an active part in Caius’s
enterprises except to bring some strangers into Rome, Mlle Barbier in-
creased her importance by having her win her son back to the popular cause,
bring 1nto Rome a large number of Gauls, and 1nspire the people to attack
the senate. She 15 unwavering in her support of popular prineiples, in her
demand that Tiberius be avenged, and 1n choosing death for her son rather
than compromse. She 18 an 1mposing figure, but Caus 1s more dramatic,
for, contrary to Plutarch, he has to struggle against his love. He is repre-
sented as haghly daring and emotional, but s special political views are
not explained in deta1l. He contrasts with Drusus, a traitor to the people’s
interests, and with Opimius, whose anstocratic pride and contempt for the
rabble recall the character of the Roman senator in La Fosse's Manlius. He
goes even farther, for he wishes to rule Rome himeelf, so that he 18 a prede-
cessor of Sylla and other dictators. In the end, however, he weakens, for
the fact that lus hife 18 saved by Caius wins him over completely. ¥hs
daughter has inherited some of her father’s prejudices, but she appears
chiefly as a woman 1n love with an enemy of her house.

The subject 15 one that required a masculine pen. The personal clement
18 made more 1mportant than the politacal. Questions of state lead to no
rapid give and take in the Cornelian manner, though there seems to be
imtation of Corneille both 1n Carus’s argument (III, 3) that he must

been elected tribune and has enthusiastically supported the people agamst the senate,
but he loves Licimie, daughter of a leading senator, Opimius The latter has told
Licinie that her marriage to Cams will bring peace and has persuaded her to lure
him {o the senate house Licinie has almost conquered her love for Caius and has
been troubled by an oracle, predicting that blood precious to Rome will be shed by
a hand she loves, so that she fears Catus will hill her father When she meets him,
she shows her agitation and hegs him never to see Opimius. He fears be has been
led into a snalie ITis colleague, Drusus, Jomns him and appears to woitk for the
people, but he 1s willing to support the senate 1f he may marry Licime Opimus
admits to his danghter that he fears Catus, ashs her to encourage the latter, and
speaks proudly to the tribune’s mother, Cornelie, when she demands that liberty he
given to the people, conquered properiy shared by all, and her son, Tiberws, avenged
She urges Carus to rcmember his biother and have faith 1n the people She wins
him over so completely that he decides to renounce Lictnie and escape from the
senate house Opimius and Drusus mterview him while the people besiege the bulding
Opimius demands the head of Fulvius, who had occasioned the death of a hctor
Catus reminds the senator thut his colleagues ure more disturbed by the murder of
this hetor than by that of Tiberius Gracchus Drusus supports Opimius, while
Carus remains a friend of the people, even though 1t means ns renouncing Licimie
Cornéhie rejoices and allows Calus to spare Opimus, as there will be others to kill
bim, but Caius 1s disarmed and arrested, Opimius leaves to Cornélie the question
whether or not her son may live She hids Cams decide for himself, but she indi-
cates that she would condemn surrender in anyone else He chooses death and
informs Licinie, who begs her father t. spare him The people storm the senate
house and rescue Caius, who promises Licimie to save her father At the head of
Gaule whom his mother had admitted to the city, Carus kills Drusus and reaches
Opimus, but spares him The senate 1s won over, but the people think that Caus
has deserted them, so that the tribune commits smicide after he has explained to
his mother, Licimie, and Opimmius his reason for doing so

6
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resst Yacinie mn order to be worthy of her and 1n s echo (III, 4) of
Horacs:
je renonce au grand nom de Romsaim,
8i pour le meriter il faut 8tre inhumain

Some verses do, however, depict the eternal conflict between the convinced
democrat and the Fascist. When Caius 1s wavering, he speaks to his mother
verses to which she retorts sharply:

Cams Mais &1 le peuple enfin au gré de son caprice
Rejette cette paix, & veut que tout perisse,
11 faut qu’a sa fureur )e m’oppose aujourd’hus,
Et )e dos le forcer d’8tre heureux malgré lm
Cor.: Le forcer d'8tre heureux, quel nouvel esclavage!
Quor! déja du Senat vous parlez le langage,

Tribun Eh' depuis quand tout ce peuple & vos yeux
N’est 1l qu'un frenetique, & qu’un capricreux?*®

Mlle Barbier showed considerable ekill in constructing a plot that would
cause all the minor interests to influence the dénouement. For this purpose
she made Lacinte the danghter of Opimius, invented the senator’s ambition
to be a dictator, the rivalrv of Caiug and Drusus, the presence of Carus and
his mother m the senate house, the capture of this bulding by the people.
She added a touch of the mervalleuz by her use of the oracle, It is probable
that m 1ts original form the fifth act was simpler, for we know that she
altered 1t and that, according to her preface, 1t was criticized, after she had
made the changes, for containing too many incidents. In reply to this charge
she asks 1f 1t 18 not realized that nothing moves spectators more than “les
peripetres, quand elles nassent du fond du sujet.”

The sudden changes of fortune experienced in Act V by Caius, Licime,
and Opimius did not, however, keep the tragedy long 1n the repertory.
Though the play was not censored, Cornelia and her son could hardly be
expected to rouse much enthusiasm while France was being ruled by a royal
dictator. It was only 1n Holland that it was sazd to recall Corneille and
Racime. That 1t was not revived late in the cenfuiy, when the French
popular party had triumphed, must have been due to the fact that the plays
of Mlle Barbier were by that time forgotten

Her next tragedy, Tom¥RIS,'" 18 greatly inferior to her preceding plays.
It marks the substitution of romance for history as the material on which
she worked. Her inspiration came only to a shght degree from Herodotus,
but amply from the Grand Cyrus. Perhaps 1t was her femimism that led

111, 5 One can mmagme Pétain, about 1041, carrying on a conversation hke this
with a French democrat, if for * Senat ” one reads * Naz1”

3 Parig, Pierre Ribou, 1707, 12° Repubhished as indicated above, note 2 A
Dutch translation appeared in 1763
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her to select, not only a triumphant queen as her principal character, but
a novel by a distinguished woman as her source. The facts that Herodotus
supplied are that Cyrus attacked Tomyris, Queen of the Massagetes; that,
after some success, mncluding the death of the queen’s son, Cyrus was
defented and killed, and that the queen dipped 1n blood his severed head
and bade 1t drink 1ts fill. The characters of Mandane, Aryante, Aripithe,
and Gélonide are Mlle Scudéry’s creations, as are Tomyrns’s love of Cyrus,
begun when he came to see her as an ambassador, her failure to win his
affections, his devotion to Mandane, the captinity of this princess, the
queen’s Jealousy, the final victory of the Persians, and Mandane’s rescue.
Unhike Mlle de Scudéry, Mlle Barbier had Cyrus perish and his own head,
not that of his double, soaked in blood. She made Aryante the son, not the
brother of Tomyris. She reduced the action to events thet take place in a
day and within the queen’s tent after the death of Spargapse.®
Tomyrs 15 violent, deeply in love, jealous, domneering, and guileful,

but the author fails to give her characteristics that would prepare us for
the element of horror that 1s introduced when Cyrus’s head is dipped in
blood (V, 10).

Une troupe barbare entoure Tomyns,

Tandis que par trows fois, sans qu'aucun cr1 Varréte,

Dane un vase de sang elle plonge une téte,

Et dit, & chaque fois, d'un ton mal asstré,
Saoule tor de ce sang dont tu fus alteré

Cyrus 1s not the great conqueror we should expect to find, but the amorous
adventurer that Mlle de Scudéry had deseribed and Boileau had held up to
ridicule. Mandane 1s the well-behaved and devoted heroine and captive
that she 1» 1n the Grand Cyrus. Aryante 18 a somewhat bewildered warrior,
bullied by his mother, rebuffed by Mandane, and finally overcome despite

18 Though defeated by Cyrus, Tomyris still holds Mandane in captivity When
Cyrus’s ambassador offers peate 1f she will surrender Mandane, she refuses on the
ground that she wishes to prevent the umon of Medes and Persians, but really
because, as she admits to her confidant, Gélomde, she loves Cyrus and 18 jealous of
Mandane Aryante begs her to spare the captive princess as he wishes to marry her
Tomyrs agrees to this marriage, but Aryante distrusts his mother and talks of
revolt At this point Cyrus attacks and 1s captured Aryante would put him to
death, but Tomyris tries to win his Jove She threatens to kill Mandane unless
Cyrus persuades her to marry Aryante Cyrus conquers his emotions enough to give
this advice and to make Mandane believe he no longer loves her Thinking that
Cyrus will marry Tomyris, Mandane agrees to accept Aryante, but, when she sees
this prince, she urges him to separate Cyrus and Tomyris, then 1naists upon seeing
the Persian king again Tomyris agrees to the mterview 1n order to have an excuse
for executing Mandane The lovers meet and find that their love 1s as strong as
ever Each takes the blame when Tomyris questions them 8he orders Mandane
to be exccuted, but Aryante rescues her and offers to give her back to Tomyris if
Cyrus 1s put to death The Persians agamn attack, this time successfully Tomyris
bids Cyrus choose between her and death He chooses death Aryante 18 killed in
battle and Mandane 1s set free, but Tomyris has Cyrus slain and his head plunged in
a vase filled with blood She then commits suicide
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his threats. Though the tone of the tragedy is somber, its situations sre
at times close to comedy, especially when Tomyns seeks to rationalize her
love and when Cyrus and Mandane quarrel, then renew their expressions
of affection. Cyrus even makes one think of the Fourberies de Scapin when
be exclaims (X1, 5), “ Que venois-je chercher dans ce chunat barbare.” In
ghort, the tragedy 18 2 curious combination of sentimentality, violence, and
horror, presented 1 accordance With clasmcal regulations. It wes acted
only s1x times, Nov. 23 to Dec. 8, 1706.

The dedicatory poem published with her fourth tragedy indicates that
Mlle Barbier geve up liferary composttion after the failure of Tomyris, but
returned to 1t through the encouragement of d’Argenson. Moreover, he
gratified her by weeping when she read to him La MorT pE JULES CfsaR.*
Women are still important, but they do not have the two leading rbles. The
source 13 Plutarch’s Infe of Caesar, from which most of the characters, the
mein facts, and some of the details are derived. The principal additions
are Calpurnia’s consulting an oracle, Caesar’s matrimonial scheme, his being
warned about the conspiracy by Brutus, his suspecting both Antony and
Brutus, and lus receiving a crown just before he 18 murdered. Much empha-
818 18 placed upon Octavia and Portia, especially upon the part these ladies,
as well as their lovers, play 1 the cfforts made to save Caesar or to bring
about his murder.?®

The tragedy 15 thoroughly classical i form. The action requires only a
few hours and takes place in a room of Caesar’s palace. The various themes
lead up to the maimn event, Caesar’s murder, which 15 reported almost at
the end of the tragedy. The play must have been criticized chiefly for the
delineation of character, as the author makes a special effort 1 her preface

1 Panis, Pierre Ribou, 1710, 12° (an edition that the catalogue of the British
Museum misdates 1707, probably as a result of confusion with the date of Tomyris)
Dedicated to d’Argenson Republished as mdicated above, note 2, An Itahan trans-
lation appearcd i 1724, Dutch translations, m 1728 and 1736

*0 Caesar wishes to be made king He has the support of Octavia, his adopted
mece, and of Antony, but he fears the senate’s opposition He has shown favor to
Brutus, who, he knows, loves Portia, (ato’s daughter As he sceks to weaken the
opposition, he proposes to marry Brutus to Octavia, Portia to Antony Brutus
pretends to agree to this proposition in order to keep Caesar from discovering the
conspiracy formed by himself and other senators, but by doing so he angers Portia
To soothe her he 18 oblhiged to tell her ahout the plot  Octuvia obediently aceepts
Caesar’s proposal, though she regrets the loss of Antony, who protests so openly
to the army that he 1s suspected of sedition Troubled by evil omens, Caesar learns
from his wife’s dream and from an oracle he has consulted that his dearest friends
are conspiring against him He questions Antony and Brutus, who deny that they
are guilty, accepts their statements, and generously allows them to marry the women
they love In return Antony decides to make Caesar hing, while Brutus feels such
remorse that he sends an anonymons note telling Caesar of the plot, but without
namig the conspirators Caesar agmin consults the two men Antony advises him
to go to the senate house, Brutus, to stay away from 1t Caesar goes Brutus learns
that Cnesar has crowned himvelf, burries to the senate house, draws s dagger,
and Joins the assassins Caesar cries, * Et toi, mon fils, ausst! ” He covers his
face and 1s stabbed to death Antony promises to place him among the 1mmortals
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to defend her characterization of Caesar, Brutus, and Octavia. Accused of
maling Caesar fear death too much and of keeping him 1n a state of con-
tinual agitation, she explained that her protagomist dreaded, not ordinary
death, but the death of a tyrant, that he feared to lose in a day the labor
of years, and that he was moved by omens and influenced by Calpurnia,
who was no ordinary woman. She added that she could not have roused
pity and terror if she had made Caesar “ msensible & ses propres malheurs.”
She 1nsmsts that she did not subordinate him to Brutus, who is moved to
remorse by Caesar’s generosity, and that Brutus will be considered the
greater of the two only by those who put devotion to hberty above other
constderations. As for Octavia, since history represents her as obeying her
sense of duty rather than her feelings, Mile Barbier did not feel that 1t wes
proper to make her, in rmitation of Racine, “ une Hermione ou une Roxane.”

According to this apology, she violated hstory 1n order to make Caesar
more dramatic than he was, but she did not dare to do so mn the case of
Octavia. This 18 the reverse of the familiar classical doctrine that an author
must not alter the character of a well-known person, for Caesar is certainly
far better known than Octavia. One 18 led to suspect that Mlle Bernard’s
real reason was that she preferred to attribute weakness to a man rather
than to a woman, The result 1s that 1t 1s hard to understand how a wavering
and superstitious politician could have mastered Rome, or how an audience
could take much interest in Octavia, who allows herself without protest to
be transferred from one prospective husband to another.

Mlle Barbier was far from wnting a political pamphlet. There is no
discussion of autocratic or of democratic rule. Even Brutus does not object
to Caesar’s power. The only point 18 that at Rome prejudice agamst kings
existed and that, when a dictator attempted to make himself king, certain
people, ke Antony and Octavia, approved, while others, like Brutus and
Portia, disapproved strongly enough to condemn him to Jeath.

Portia 15 more bitterly opposed to Caesar than Brutus 1. She has inherited
her father’s hatred of the dictator and refuses any sort of compromise, while
Brutus goes so far as to warn Caesar of the conspiracy and deardes to help
murder him only when he hears that he has put on a crown. Octavia and
Antony are sumilarly contrasted, she obeying Caesar blindly, he having a
special reason for making Caesar king, as an oracle has predicted that only
under the leadership of a king will Rome conquer Persia.

The play 18 unlike earlier tragedies on the subject, but 1t seems to have
been mfluenced by Cinna 1n the sccnes 1n which Caesar consults Antony
and Brutus. The author’s feminism 1s shown in the fact that each of the
three principal men 15 deeply influenced by a woman: Caesar by Calpurnia’s
dream and her consulting an oracle; Brutus, by Portia’s uncompromising
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attitude; Antony, by the loss of Octavia and by the permission he ulhimately
receives to marry her. The mervedleus has a larger part then m the author’s
earlier tragedies. She claims that her last three acts won more applause
than she had expected, an admission that the first two were less successful.
The fourth and fifth are, indeed, more dramatic than the earher acts, which
are largely devoted to plans for marmages 1n which we take little interest.
Where matters of large political consequence are involved, Caesar’s schemes
for getting support by arranging marriages seem absurdly out of place.
Lake Tomyris, the tragedy had only six performances, but, as the author
received from them over 400 francs, some of them must have been well
attended.®* A lengthy enticiem by “D. 15,7 22 wniten not long after the
pley was acted, was published by Mlle Barbier 1n the second volume of her
Sawsons Witéraires. The cratic praises the author for her constructive 1mag-
nation, for verses that he considers worthy of Corneille, and for the his-
torically accurate characters of Brutus, Portia, and Antony, but he has no
land words for the portrayal of Caesar and Octavia, as the former 13 easily
frightened, his mece cold and tiresome He holds that the oracle should be
mentioned 1n the second act rather than the fourth and objects to the fact
that the spectators have to wait for this fourth act before their interest 1s
aroused. He also points out anachromsms and violations of the proprietaes.®®
It 18 with this play that ends the career of Mlle Barbier as an author
of tragedies.®* She had composed a larger number of them than any French
woman who had preceded her. She suffered from her admuration for Cor-
neille and Mlle de Scudéry, as the novelist led her into the absurd romanta-
cism of Tomyms and the dramatist lured her mnto attempting political
themes that she was unable to develop. In her most successful tragedy,
Arnie et Pétus, these influences are less apparent than elsewhere. Her
creative ability, her taste, and her gift of expression are less striking than
her knowledge of clasmcal fechmque and ber :ngenuity 1n plot construction.

. The fréres Pariaict, XV, 20, quote the Regstres of the Comcedie Frangarse to
the effect that the play was given from Nov 26 to Dec 7, 1709, and that “ Mlle
Barbier de Vaulx ” received fiom 1t 433 fianes, 16 sous

9 Analyzed by the fréres Parfaiet, AV, 27-34

2 Voltaire showed hittle hknowledge of the play He referred to 1t contemptuously
(Moland edition, 1I1, 310} as a tiagedy in which Caesar and Brutus are * amoureux
et Jaloux,” though neither 1s Jealous and only Brutus s * amoureux ” in the sense
that Voltaire implies He declares that Mile Baibier had as a collaborator “un
des plus beaux géntes de 1a France,” a reference to Fontenelle, according to Moland
There 18 no other evidence that Fontenelle had anything to do with it Voltaire
may well have confused this tragedy with another written by a woman about another
Brutus, Mlle Bernard’s Brufus, in which Fontenelle 1s sa1d to have collaborated La
Harpe, op cst, XI, 267, repeats Voltaiwre’s error about Caesar and Brutus and
follows him 1n assigning the tragedy to Fontenelle and Mlle Barbier

¢ Unless the “nouvelle piéce de théitre de sa fagon” that, on Oct. 2, 1710, she
had come to read to Mme Le Hui was a tragedy Cf H Omont, “ Journal parisien
d’Antoine Galland,” Mémosres de la Sociéié de Vhistowe de Paris, XLVI (1919), 86
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But she must be remembered for the brave fight she made in behalf of her
sex. Her Tomyris puis her Cyrus to death. Her Arrie, Cornéhe, and Portia
proclaim to hesitant males their duty. Her leading women never compromise
therr 1deals But the presentation of their strength, though gratifying to
feminists, does not compensate for poverty of imagination or medrocrity
of expression.

The only other woman who wrote tragedies for the Parisian stage at this
time was Madeleine-Angélique Pomsson (1684-1770),% daughter of Paul
Porsson and wife of & Spamard, de Gomez. She was the author of many
contes and turned quite naturally to dramatic composition as her grand-
father had wntten plays and her parents and grandparents, as well as her
brother Philippe, were or had been professional actors. The first of her
four plays was Hasis,*® derived, according to the fréres Parfaict, from a
tale by Mlle de La Roche-Guilhem. They declare that she took from it her
subject, the “ marche ” of her action, her chief persons, and the dénouement,
which they consider the most successful part of the play. They reproach
her for asserting that she wrote 1t “seule, sans aucun secours,” buf, as
French tragedies regularly had sources, she must have meant, not that her
play had no source, but that she had mno collaborator. She was probably
replying to the charge that she had onc. As similar accusations had been
made aganst Catherine Bernard and Mle Barbier, 1t scems that there
was considerable support in France for the behef that a woman, unaided
by & man, was incapable of dramatic composition

Except for the correctness of the form, which strictly fulfills classical
requirements, the play resembles a romantic tiagi-comedy. An oracle con-
stitutes an important motif. The hero, condemned to death when a child
and rescued from the sea, arouses s relatives’ emotions before they know
who he 1s and 1s recognized with the help of a birthmark The happy ending
18 brought about by a sentimental change in the attitude ot the principal
villaip 2* The tale from which the play was derived was probably inspired

*® Cf the Biographie générale and the catalogue of the Bibliothdque Nationale

% Par1s, Pierre Ribou, 1714, 12° Dedicated to the Duke of Bavaria Republished
mn the author's Wuvres mélées, Pars, Prault, 1724, and in the Nouvean thédire
frangows, Utrecht, Néaulme, 1736 A Duteh translation appeared mm 1718 Her
other plays were Marssdie, which was not acted at the Comédie Frangaige, Sémiramss,
acted there m 1716, and Cléarque, acted there in 1717

2 Melgors, king of a Spanish tribe, had married Axiane, his daughtler, to the
King of Gétulie When she bore a son, Halis, an oracle had imformed Melgoris
that the child would grow into a hero and deprive lmm ot s throne To save hs
own hfe, Melgoris had his daughter locked up and her child thrown into the sea.
The King of Gétulie, thinking that both had perished, killed lumself, but the boy,
rescued by a mumster of state, Phesrés, and brought up m a wild country, distmn-
guished himself 1 fighting against brigands, learned from his guardian that he
was the son of Axsiane, and won the favor of her father Kuown us Hespérus, he

led lus grandfather’s troupes to the aid of the Garamantes and brought back Princess
Enixéne for Melgoris to marry Though the princess prefers Hespérus, she agrees
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by Herodotus’s account of Cyrus’s youth, a subject dramatized by Danchet
eight years before Mme Gomez’s tragedy appeared, but, if this 18 true, geo-
graphical and historical names have been completely altered.

The only preparation for the king’s final change of heart iz found in a
slight feeling of remorse that 18 assigned to hum and 1n his growing affection
for hus grandson, but this 18 hardly consistent with his continued cruelty
towards lus daughter, kept 1n confinement for twenty years. During this
pertod her maternal instinct has remained fresh, but she has not learned
prudence and 1s almost tricked by her father into revealing her son’s 1dentity.
This noble son end his beloved Erixéne are but superficially characterized.
A more mteresting character 18 Phesrds, the wily statesman, who works in
the interests of Habis while retaining the confidence of the king. He is
forled only by Habis himself. His 1s a type found in Amasws and 1n several
other tragedies of the period. The only thing worth noting about the minor
characters 15 that one of them, Erixéne’s confidant, 18 given nothing to say

The author preserves the unities, meintains suspense almost to the end
of the play, \ntroduces elements of the merveilleur, and shows on the stage
three scenes of recognition. Perhaps these last and the striking, if senti-
mental ending sre what brought the tragedy remarksble success It was
acted twenty-five times between April 17 and June 19, 1714, continued to
be performed 1n the two years that followed, and was revived 1n 1732-4. As
there were 1n all forty-eight performances, 1t was acted more frequently
than any other tragedy of the period except two by Crébillon and two by
La Grange-Chancel. Mme Gomez was encouraged to write other tragedies,
but they were most unsuccessful. Her omginal good fortune must have
been due to the acting, or to some faney of her audiences, weary, perhaps,
of more somber tragedies and enjoymng romance and scenes of recognition.

However this may be, the part played by women in French dramatic
history has now become less neghgible than ever. There had been great
actresses 1n the seventeenth century. Therr traditions were carmed over 1nto
the eighteenth by la Beauval, 1a Duclos, and la Desmares. There had been
mfluential women who showed interest in the theater. Mme de Maimntenon,
the duchesse de Bourgogne, the duchesse du Maine, and the princesse de

to do her duty Hespérus makes himself known to lus confidant, then to his mother,
then to Erixéne, who assures him that he nceds no high rank to win her love
Phesrés prepares un elaborate triygue, spreads the report that Habiws lives, and
rouses the people, who besiege the palace Hespérus, however, calms them, arrests
the leaders, and seehs to persuade Phesres to escape, but the minister allows himself
to be serzed by the king, since Hesperus has ruined his plans Melgoris 18 greatly
attracted to Hesperus, but he musts npon hnowing where Habis 18 Hespérus promises
to tell him, argues that Habis 1s entirely innocent, and finally makes himself known
Axiane pleads for im Melgoris 18 deeply moved, spares Habis, and, to fulfill the
oracle, ahdieates 1n his favor To complete the nacrifice, Melgoris gives Ernxéne to
the new king
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Conti were active patrons of drama in the last years of Louis XIV, It
remained for Mlle Barbier and Mme Gomez to replace Mlle Desjardins,
Mme Deshouliéres, and Mlle Bernard as drametists. It mey be said of
them that Mlle Barbier composed a larger number of tragedies than any
of her feminime predecessors, and that Mme Gomez produced the tragedy
that was the most frequently acted of all written by women before the end
of 1715.



CHAPTER VI
BIBLICAL TRAGEDIES: DUCHE, NADAL, GENEST

The 1nterest aroused 12 Biblical tragedies by Mme de Maintenon’s enlhisting
the services of Racine for Samnt-Cyr and the resulting popularity at court
of Esther and Athalte had attracted other authors. Boyer had composed
Jephté and Judith for Sant-Cyr, Duché, Jonathas. The actors of the
Comédie Francaise had played Judsth successfully in 1695-6. It 18 conse-
quently not surprising that Duché should compose two other Bibhcal trage-
dies and that one of these, Absalon, after being played at court, should be
accepted by the Parsian actors. They also played Genest’s Joseph, after
1t had been acted at the home of the duchesse du Maine, and Nadal’s Saul,
which they were the first to give. They subsequently produced Nadal’s
Hérode, which may be regarded as a Biblical play since 1t 18 derived from
Josephus and two Biblical characters take part m 1t. These five tragedies,
two by Nadal, two by Duché, and one by Genest, constifute nearly one
aixth of the extant Parsian tragedies brought out in 1701-15, a surpns-
mgly large number 1f one remembers that they appeared on the eve of
the Régence.

Duché de Vancy had begun hus career as a dramatist by composing m
1699 for Saint-Cyr Jonathas,' a play given five times at the Comédie
Frangase 1n 1714. He wrote two other tragedies, the first of which, Dinora,?
was acted 1n 1701 at Saint-Cyr, according to the Bib. du th fr, but never
at Paris The chief source 13 Chapters IV and V of Judges. A few bor-
rowings are made from other books of the Bible, while the account of the
storm that helped rout the Canaanites comes from Josephus The author
keeps the maimn persons and events of Judges, but he adds a number of
characters and a plot of jealousy, in which are 1nvolved Ieber the Kenite,
Jaal, Sisera, and the latter’s Hebrew wife, Axa, whose name had been given
by Boyer to the heroine of s Jephié.

The first three of these characters are called Haber, Jahel, and Sisara
The last of them 1s an ambitious gencral who has sought to strengthen
his position among the Canaanites by marrymng an Israchite. He first tred
to marry Jahel, then, as she refused his offer, married Axa, whom he now
proposes to repudiate 1f Jahel will change her mmd. He 1s presented as a

1Cf my op ost, Part IV, pp 325-7
* Paris, Pierre Ribou, 1712, 12° Republished in the Thédtre frangoss of 1737
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calculating villein, cool to Axa’s passionate outbursts, energetic, and heart-
less. Haber, who has adopted the rehgion of Israel, remains faithful to
Jahel even when he believes she has ceased to care for him. She 18 repre-
sented as pous, patriotic, devoted to Haber, not at all the person to nail
a former lover to the earth with a tent-peg. With her 18 contrasted Axa,
ambitions, devoted to Sisara, for whom she has given up her country and
her religion, jealous, murderous, and pathetie. Débora, on the other hand,
18 wise and serene, a Joan of Arc who foresees the triumph of her cause,
but who has lost the power of poetic expression that she displays 1n the
Book of Judges.®

There are too many characters to allow the author to give all of them
distinet personalities. The double love-intrigue scems quite out of place m
what should have been primarly & patriotic and religious production. The
plot 1s constructed with little skill. Most of the situations that might have
been mmpressive are kept behind the scenes. While there are references to
earlier events recorded 1n the Bible, little effort is made to give the tragedy
a Biblical atmosphere, or to reproduce other Hebraic metaphors than those
found n a few remarks about broken reeds, whited sepulchres, and sands of
the sea. The author’s respect for the unities of time and place hampered
him considerably. He showed ingenuity, but no great regard for probabihty
1n combining the various threads of hs action 1n such 2 way as to bring
about the deaths of Sisara and Axa, the marriage of Jahel and Haber, and
the triumph of Israel.

In favor at court and writing for Saint-Cyr, Duché managed to shp into
his tragedy a passage that seems intended as praise of Lowis XIV. The
EKing of Canaan, according to Sisara, can be made to sec through the eyes
of his general. He 18 not the 1deal monarch who sees things for himself.
He 18 not hke the king referred to mn the following hines (11, 5)

3Eliab and Amram declare their loyalty to Débora, who has becn restored to
power Elab had been forced by the Canaamites to break the engagement of his
daughter, Jahel, to Haber, “chef des Cinéens” Jahel had obedieully ]Jretended
disloyalty, and Haber had departed with his men Rejected by Juhel, Sisara has
married Amram’s daughter, Axa, who had adopted her husband’s rehigion and
persuaded him to march agamnst her people Debora sends for Barae, who has
assembled an army Haber assures Jahel that he has brought 12,000 men to help
the Hebrews Sisara threatens to destroy the Hebrews unless in three days they
hand over the Altar and the Ark As Amram has Iittle power, Sinara wishes to
divorce Axa and marry Jahel When his plans are dscovered by his wife, she plots
Jahel’s murder, reproaches her husband to no avail, and warns Debora that Jahel
may be carried off Debora has Jahel taken by her father to a plue of safety while
she goes with Barac to attach the Canaamtes, whose destruction she has foretold
Sisara arrests Haber, learns that Khab and Jahel have been captured by his men,
and goes off to battle Ehab foils an attempt to murder Jahel Haber makes his
escape and with Barac utterly defeats the enemy Fleemng from the battle, Sisara
enters a tent 1 which Jahel has been placed, seeks rest, and falls into a state of
unconsciousness, whereupon Jahel drives an 1ron tent peg mto his head Débora,
who has been captured and left with Axa, 1s rescued Axa kills herself on her
husband’s corpse Jahel triumphs and will marry Haber
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Tu me parle d'un Roi de qui la wigilance

En tous lieux, quoiqu’absent, fait sentir sa prudence;
Qui bornant le crédit qu’il donne & mes pareils,
Limite leur pouvoir & pese leurs conseils,

Et qu par sa sagesse & son vaste génie,

Seul de fous ses Etats entretient 'harmonie

Duché&’s next and last play is greatly superior to his earlier productions.
The subject of ABsALON ¢ may have been suggested by Mme de Maintenon,
as it wes once supposed at court that Racine was going to dramatize it.*
If Wilham IIT had died only a few months earlier than he did, seekers after
historical parallels would probably have seen 1n the play an allusion to
James IT’s expulsion from England by his son-1n-law and the latter’s death,
As a matter of fact, the only political 1mplications are 1 the dedication,
where Lows XIV 1s praised for keeping s word and making peace, though,
by doing so, he allowed his enemies to combine against him anew.

In the preface Duché admits altering the Biblical account (II Samuel)
In several respects. He says that he made Absalom pemtent and atiributed
most of his errors to Achitophel 1n order that the spectators mught pity
the protagomst and realize that similar weaknesses might lead them into
sumlar crimes, for “ tel est le but de la Tragedie, elle doit plaire, mais en
méme tems elle doit instruire, & son principal objet est de purger les pas-
nons,” He admuts that, contrary to scripture, he changed the place of
Absalom’s death and added Thamar, whose rdle helped 1n the success of
the play. Somewhat troubled by his alterations, he consulted prominent
churchmen and was reassured.

He makes more changes than he mentions, for he brings Absalom, his
family, and Achitophel into Dawid’s camp, has David prefer Achitophel’s
advice to Joab’s, arranges for the latter a plan of battle, and makes Absa-
lom’s wife o descendant of Saul. Moved by his 1dea of the proprieties,
he avoids referring to David’s polygamous Iife and to Absalom’s cohabiting
with his father’s concubines. Respect for the umity of place, need for
feminime rbles, and desire to bring 1mportant characters together on the
stage account for many of his alterations.®

¢ Paris, Amisson, 1702, 4°, priv (for publications of the Académie des Inseriptions),
Dec 12, 1701, approbation, June 1, 1702, registered, June 20, 1702, achevé, July 15,
1702 Dedicated to Lowis X1V Republished, Paris, Pierre Ribon, 1712, veuve Ribou,
1730, 1n the Noureau théitre frangors, Utrecht, Néaulme, 1735, 1n the Thébire frangors
of 1737, 1 Petitot’s Répertowre of 1803, 1n the Auteurs du second ordre, Paris,
1808, and m the Répertorres of 1818 and 1822-3 A Dutch translation appeared in
1741, an Itahan, m 1751

*Cf my op ot, Part IV, p 209

¢ The scene 18 laid in & camp near Manhaim (Mahanaim) in Gilead, whither
David has fled from a rebellion ostensibly headed by Amasa He has with him
Absalom and Achitophel, 2s well as Joab The last of these advises Dand to attack,
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David is represented as an aged king, easmly influenced, prous, kindly,
devoted to his wayward son. Neither his heroic, his amorous, nor his artistic
quahties are revealed. Fortunately he has the support of sturdy Joab and
of cunnming Cisal, who do much to determine the course of events. Pitted
aganst these three legitimists are three rebels, Absalom, Achitophel, and
Zamri. The last of these 18 merely a confidant and messenger, but Achito-
phel 18 represented as the braing of the opposition. IHe shrewdly inftuences
both David and Absalom, takes part in the fighting, and 18 employed, like
(Enone 1 Phédre, to dumnish the guilt of the protagonist

Absalom, rather than David, 1s the central character. He 1s handsome,
fasthful to his wife, devoted to his daughter, but ambitious, 1ntensely hostile
to Joab, moved to sudden anger, easily influenced by Achitophel. Ilis plan
18 not to kll, or even to dethrone s father, but to secure the suceession
for himself. He admits hus fear that his older brother may reign, as well
as his dislike of Joab, but he lays upon Achitophel most of the responm-
bility for the rebellon. Wavering between revolt and submission, he 1s
caught in the web he has helped to spin. Despite his efforts to keep out of
the battle, he 1s led 1nto 1t by his hatred of Joab. His defeat brings about
bis fatal encounter with the oak 1lis repentance, which causes him to par-

but Achitophel urges him to await reenforcements that are to come next day David
accepts Achitophel’s advice and urges Absalom to be friendly with Joab Achitophel
reveals to Zamri the facts that Amasa 13 expected to attack the next might, that
the men of Bphraim will turn agammst David, and that Absalom wil' he made king
after allowing e father to escape (isas now reaches camp with Absalom’s mother,
wife, and daughter The wife, Thares, as a descendant of Saul, 18 unjustly sus-
pected of urging Absasom to rebel When she finds that he cannot c¢lear bimself,
she persuades David to swear that, if there 18 a traitor n the eamp, his wife and
children shall be tortured and burned Then she gives herself »s n hustage into
Joab’s kerpmg ller conduct nearly causes Absalom to give up ius plans, but
Achitophel persuartes him to join the rebils and promises that Scha, whomn David
trusts, will, with the Ephraimites, restore to Absilom s wife and drughter Thards
now mforms her husband that David has just heard that Amasas army s pro
cluyming Absalom kg She begs hun Lo renounce his plan and, when 1« wges her
to escape with him, tells him that <he 1s a prisoner e leaves after promaring to
rescue her A lefter, brought for Absalom, falls into her hands Further proof of
her husband’s dewigns 1s given David by Joab, who asks him not to trust former
followera of Saul, but to have confidence 1 Seba and the Ephraunites The queen
accuses Thares of compliaty i the rebellion, but Thares producey the letter that
had been intended for Absalom  Writien hy Scba himself, 1t shows that he has heen
plotting to make Absilom king  Cisar reports that Achitophel has joined Absalom
and thit S¢bu and Amasa are advancang David deades to retreat into the ety
and to have a talk with Absalom, whose wife and danghtar wil be put to death 1f
he turns against his father The interview takes place after Abuwilom’s daughter,
Thamar, has begged him to save her mother  Absalom admits s hostihity to Joab
and his destre to be named David’s successor His father pardons him, but insists
that the chiefs of the comspiracy be given up Absalom agrees, but, learning that
Joab has driven Amasa back, he soes to sce the rehel leaders We soon hear that
Joab, after luring the rebels on, had turned and defeated them, that A«litophel has
hanged himself 1n a cave, and that Ab<alom, caught by his bair an the boughs of an
oak, has been mortally wounded by Joab Biought on the stage, Absalom accepts
his fate, declares that God has gwded Joab's hand, entrusis his famly to David,
and dies



86 SUNSET: A HISTORY OF PARISIAN DRAMA

don Joab, 18 mntroduced to make the audience pity ham despite his attack
on his father’s authority.

Duché ntroduced into his cast three women: David’s queen, suspicious
of her daughter-in-law, whom she blames for Absalom’s rebellion, but sub-
sequently pemtent for having suspected her ; Thards, accused as a descendant
of Saul of working for David’s defeat, but in reality intensely loyal to the
kg and willing to sacrifice her Iife 1n order fo prevent her husband from
rebelling, and Thamar, who could have been omitted so far as the plot 1s
concerned, though she 18 connected with the action by helping to motivate
her father’s decisions  This last character was probably added mn order to
give a rdle to the duchesse de Bourgogne.

The play 1s well constructed. Absalom’s character i1s highly dramatic.
His four interviews with Danid, Achitophel’s scheming, and the part played
by Tharés are especially effective. There 18 no scene of recognition, hut
there 18 a coup de théitre when Thards clears herself by producing the letter.
The exposition 13 made dramatic, suspense 1s well preserved, the account
of the battle 1s fairly brief, and the material 1s arranged 1n such a way
that interest 1s mamntained to the end of the tragedy.

Accordmg to the fréres Parfuict,” the play was written to be acted at
Saint-Cyr, where 1t met with such success that the duchesse de Bourgogne
decided to give 1t at Versailles. She had 1t rechearsed on Dec. 29, 1701,
and on Jan 3, 5, and 18, 1702. On the 19th Louwis XIV returned from
Marly earlier than usual in order to see 1t performed in the “cabinet de
Madame de Maintenon, ot Pon avoit fmt faire un fort joli théitre.” ® The
duchesse played Thamar v a dress embroidered wiih all the erown jewels—
a singular costume for a fugitive 1n an army camp. The duc d’Orléans
played Dawid ; the comte and comtesse d’Ayen, Absalom and Tharés, Mile
de Mclun, Danid’s wife Other roles were taken by Michel Baron, who
probably played Achitophel, by the young comte de Noalles, and by some
of s father’s servants The play was acted on the same stage on Feb
8 and 22 Lows XIV and Mme de Mamtenon were so much pleased with
these performances that the king sent the author 1000 francs and Mme de
Maintenon sent him 100 pistoles.

After Duché’s death his widow obtained permission to have the tragedy
acted at the Comédie Frangaise, where David was played by Ponteml,
Absalom, by Beaubourg ; Joab, by Phulippe Posson , Achitophel, by Guérin;
Tharés, by la Duclos; Thamar, by la de Nesle. The fréres Parfaict, who
indicate the distribution of these roles, cite an article devoted to the play

TV, 109
* Dangeau, Jourual, under the dates mentioned
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in the Mercure de France of August, 1730, which finds some negligence
1n the versification, prefers Acts IT and IV to the others, considers Absalom’s
hatred of Joab poorly motivated, the queen and Thamar useless, and the
queen’s change of attitude towards Thards unexplained. This last statement
shows that the entic had only a superficial knowledge of the play, for it 18
cbvious that, when Tharés shows the letter to Dawnid, she both mermminates
Absalom and Séba and alters the opimon that the queen had previously held
n regard to her The fréres Parfaict prase highly the role of Tharés and
the interview 1. Act IV between David and Absalom. The tragedy was
acted twelve times 1n 1712, from Apnl 7 to 29. It had m all thirty-mine
performances at the Comédie Frangaise, remaining i the repertory untal 1755,

La Harpe prased 1t laghly,® though he considered the queen’s rdle useless,
David not sufficiently active 1 the last act, and the account of Absalom’s
death too long. He found the action well developed in the first four acts,
the characters well drawn, the scenes 1n which Thards offers herself as a
hostage and 1n which David interviews Absalom most effective. He gquoted
from 1t at length and regretted that i1t was no longer acted Absalon 18
certainly superior to 1ts author’s other plays and, I should say, to all other
Biblieal tragedies written in the twenty-five years that followed the pro-
duction at court of Athale,

Duché’s principal early eighteenth-century rival was Augustin Nadal
(1664-1740), 2 native of Poitiers who was preceptor 1 the home of the
marquis d’Etampes and secretary to the duc d’Aumont. These connections
introduced um into the arrcle of the due d’Orléans, Louis XIV’s brother,
and enabled him to visit England. In 1708-9 and 1n 1711 he was an editor
of ie Nouvecau Mercure. He was a member of the Académie des Tnseriptions.
He wrote some occasional verse, a brief 1mitation of Pa, adise Loct, treatises
on tragedy and on Roman customs, eulogies of Racine, attacks on Voltaire,
and five tragedies derived from the Bible and Josephus He showed con-
siderable knowledge of dramatic technique and of F¥rench geventcenth-
century dramatists, but httle originality 1n the form or content of hs plays.*®

In his first tragedy, SAur, he sought to bring up to date the play of

SOp wt, VITI, 173 86

10 For s hfe of the Biographie générale His works were collected n an edition
in three volumes, Pars, Briauson, 1738 Besides Saul and FHi/rode his tragedies were
Antrochus ou les Machables, acted on Dec 16, 1722, published 1n 1723, Mariamne,
acted on Feb 15, 1725, published 1n 1725, and Oserphis ou Moyse, the performance
of which was prevented in 1727, though 1t was allowed to be published the following

e?‘r“ Tragédie tirée de I'Ecriture Sainte,” Paris, Pierre Ribou, 1705, 12°, prw,
April 4, registered, Apnil 21 In signing the approbation of March 20, Danchet
referred to the sainthiness of the subject and the beauty of the virses Dedicated

to the duc d’Orléans, whose appreciation of hiterature 18 praised Republished, Paris,
veuve Ribou, 1731, and 1 the author’s (Euvres of 1738 An Ttahian tianslation was
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the same name by Du Ryer. In his preface he ranked his theme with that
of (Edipus, quoted Ecclesiasticus, enumerated Saul’s offenses, and explamned
that he added the episode of Asser in order to increase David’s peril and
that he brought David into Saul’s camp so that he could bring about his
reconcthation with the king. He admitted that he had altered the Biblical
narrative by referring to Jerusalem as if the city were obedient to Saul,
but he claimed that a poet need not be so accurate as an historran. Those
who consider 1t a sacrilege to make “la moindre alteration des circonstances
tant soit pen considerables de I’Ecriture Sainte, nous ont appris par leur
exemple & négliger quelquefois leurs préceptes * These words repeat almost
literally the attack that Boyer, 1n the preface of his Jephté, had made upon
Racine’s Esther.* Not only does Nadal make no acknowledgment here of
his debt to Boyer, but, when he quotes the passage 1n the preface of his
Osarphus, he attributes 1t only to himself.

When he composed his play he made a stmilarly unacknowleged borrowing
from Du Ryer. He selecled the same theme. Saul’s sins, his consultation
with the witch, and his death in battle with the Philistines. Like Du Ryer
he mtroduced the question of Saul’s relations with David and his fear that
Jerusalem would revolt, he brought Michol mmto her father’s camp, and he
provided David with a rival for her love. There are a number of close
simlarities,®® Nadal’s chief changes are 1n techmque, 1n certain names, 1
the fact that he borrows from the Bible charges made against Saul that
Du Ryer had not mentioned, that he keeps the interview with Samuel’s
ghost behind the scenes, and that he brings Dawid upon the stage. The
result 18 to make the tragedy more technically correct, the action in the
first two acts more rapid, but to present Saul as a far less appealing character
and to lose much of the power and picturesqueness of the older play.:*

published mm 1756 The play has been studied by M A, Thiel, la Figure de Saul,
Amsterdam, H J Patis, 1926, pp 59-67
1BCf my op est, Part IV, p 319
12 Most of these have been pointed out 1n my edition of Du Ryer’s Saul, Baltimore,
1931 Cf Du Ryer's Saul, v 991, “ce peuple saint par tes Lois égorge,” and Nadal’s
8aul, I, 1, “ de Ministres saints quatre vingts égorger ” Cf, also 1n my edition hines
539-40, 560, 839-40, 897 900, 805 b, 943-4, 952 7, 1043, 1228, and the notes on them
that gquote similar verses from Nadal's tragedy The first act of Du Ryer’s play
ends with Michol’s couplet
Quand 1e parle pour toy dans vn mal s pressant,
Est-ce pour vn coupable, ou pour vn mmnocent
The 1705 edition of Nadal’'s Saul reads

81 je t'implore 6 Ciel! dans un mal s1 pressant,
Ent ce pour un coupable, ou pour un mnocent?
In the edition of 1738 Nadal, possibly to conceal the borrowmng, as a new edition
of Du Ryer’s play had come out the year before, altered the couplet to
Daigne m’apprendre, 6 Ciel, dans un mal s1 pressant,
81 David est coupable, ou #'il est imnocent
1¢ Jonathan fears that Saul, having disobeyed God, may be defeated by the Phalistines
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The king is described as having suffered from the silence of Heaven ever
since he had disobeyed by sparing Agag, killing the priests who defended
David, and offering a sacrifice without warting for Samucl. He 18 a weak
and suspicious person, influenced both by his children and by Asser. Instead
of preparing for battle, he consults a witch. Unwilling to accept lus fate,
he still seeks to destroy David and 18 cruel encugh to assign the task to
Jonathan. It 1s only when the battle 1s lost and he has given himself a
fatal wound that he wishes David well. His death was by no means mevitable,
for, 1f David and Michol escaped, Saul might well have done so. Nadal’s
desire to bring David on the stage weakened his presentation of hs pro-
tagonist and the ending of his tragedy.

David 18 represented as a maligned and persecuted hero, faithful to Michol
and to Saul. It 1s not explained why so accomplished 2 warrior takes no
part 1n the battle after his soldiers have rescued him. Jonathan shows his
devotion to David and seeks to protect his father, but he criticizes and dis-
obeys Saul, as does Michol Asser 18 shown as David’s unworthy rival and
Saul’s evil gemus

The action takes place 1n some twelve hours and within Saul’s tent. We
no longer sce, as 1n Du Ryer’s tragedy, the witch’s cave and the ghost.
Nadal thought it more effective to bring the witch to Saul and allow her
to report the ghost’s words, uttered behind the scene

Dans la Tragedie de Saiil, qut est de mos, 11 y a une reconnolssanc qui quoique
nouvelle au Thedlire, eut un succés assez grand pour en parler avee quelque «onfiance

unle-s he 1s rescued by David  In order to reconcile them he has rought to the
camp his sinter, Michol, David's wife, but there 19 danger from Saul himscif, whose
mental condition may make him uncompromising, aud fiom Ins confuinnr  Asser,
whouse fannly has aspired to the throne and who 19 1 love with Michol  »aul has
just beep persuaded by his children to recall David when he heus {hut he 1w
advunung agamst hin with the Plulistines  AMichol 1s distressed by tlv report
that David 19 to mairy a Plalistine princess  Saul's gubjedts are on the veirge of
revolt When Daviul 15 brought in by Jonathan, he 13 accused by Saul of swekmg
with the enemy’s support to seize the throne David dewes that he 18 dowy, <o and
declares that he bas rcfused to marry a Philistine, that he 1s willing to uegntiate
peace with the enemy, or, if daul deades to fight, that he will support hin with
his 600 followers Suul mow restores David to favor, but he 18 mnfluenced by Asse~
to doubt the wisdom of this step Unable to reach a deaston, o to get 1 answer
from Heaven, he sendy Asser to find a norceress The wilch 18 rought to Saul’s
tent, where the king, dicguiced, reassures her as to her safety and asks her to ~onsult
Samuel s ghost She begins her mantations, sees the earth shake ana an old man
appear She Iearns from him that her questioner 18 Saul  Before we are allowed to
see the ghost the séance 13 interrupted by Junathan When Sanl returny to the
stage, we lentn that Samucl has told lum that he 19 to he dethroned for sparing
Agag and that David will succeed lam  Saul bids Jonathan kil Dawvid but the
prince confides 1n his friend and urres him to leave the cimp The Philistines
attack Arrested by Asser, David 1s 1escued by his own men, while Saul’a soldiers
revolt The Philistines triumph When Asser asks Michal to follow him, she refuses
Saul, disarmed, asks Asser to kil him Michol and David beg Saul to escape with
them We learn that both Jonsthan and Asser have been killed Saul commits
suicide after admitting to David that he has been unjust and urging him to rule

wisely
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le changement d’6tat & le dénouément le smvat de prés .. elle conjura I'ame du
Prophete, dont la voix s’éleva du fond de la Terre pour Im faire entendre qu’elle
parloit au Ro1 méme qu’elle venoit d’outrager 1'évocation étoit terrible, le phantdme
toQjours prét & paroftre, jettort par-la dans les esprits plus d’épouvante qu’il n’etit
fait en se montrant lui-méme. Vappanition fut coupée par lels] cris de la Pythonisse

Mais que m’apprend sa voix en montant jusqu’'a moi?
Ah Dieux, je smis perdué! & vous étes le Rox

La premiere représentation de cctte Scene a été I’époque d'un coup de Thédtre,
j'ose dire des plus éclatans, entre le célébre Salé, & la Demoiselle Desmares, aussi-
bien que la perfection de leur jeu I’Actrice efit [sic] besoin de toutes ses graces
& de toute sa beauté pour ne pas faire peur; Valtération des traits de Salé, & sa
terreur ont laissé au Thédtre des tons de tradition, qu’on y respecte encore **

Nadal had no justification for calling this recogmtion new, as Du Ryer’s
scene 18 sxmilar, for 1t was not till after the recognition in the older tragedy
that the ghost appeared. Nor could Nadal claim even verbal ingenuity as
Du Ryer had wrnitten (vv. 955-6)

Mais sa dimme vorx montant jusques & moy
M'apprend en mesme temps que vous estes le Roy

Moreover Saul’s report of the interview pales in comparison with Du Ryer’s
scene m which Samuel’s ghost actually appears and makes known to Saul
the pumshment that 1s about to be visited upon him.

A still more serious fault 15 that Nadal did not sufficiently concentrate
his efforts, as Du Ryer had done, upon the tragic character of Saul, pursued
by divine wrath, convinced of s approaching destruction, but devoting all
his energies to saving his children and his country For the resulting loss

.of impressiveness there 1s small compensation 1n the few technical 1mprove-
ments that Nadal introduced: the reduction of the place fo a single tent,
of the time to not more than twelve hours, the explanation of Michol’s
presence 1n the camp, and the assurance of her escape at the end of the play

This tragedy, though 1t does more eredit to 1ts author’s knowledze of
technique than to his dramatic imagination, was fairly well recerved. It
was acted twelve times between Feb. 27 and March 26. It might have had
& better record, as 1t was accepted by the troupe on Nov 12, 1704, 1f 1ts
presentation had not been delayed by the success of Belin’s Mustapha et
Zéangir 2

In s nest tragedy, HfroDE,’* Nadal showed greater onginahty. His
muitation of Du Ryer’s Saul may have led him to Du Ryer’s contemporary,
La Calprendde, whose Mort des enfans &’Hérodes may have suggested s

18 Nadal, Euvres, Paris, Briasson, 1738, II, 206-8

18 Cf fréres Parfaet, X1V, 349

" Pans, Pierre Ribou, 1709, 12° Republished m the author’s (Fuvres, Paris,
Briasson, 1738 In the prefnce Nadal calls tragedy the “chef d’euvre de L'esprit
humain” He dedicated the play to €’ Aumont It was translated mto Itahan 1n 1756
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dramatizing the account 1n Josephus that had been the source of the latter
play. Unlike La Calprendde, Nadal suppressed one of Maramne’s sons,
referred to Selléius, introduced Thirron, and showed on the stage neither
the preparation of the forged letter, nor the trial.® He modified the ending
by having Herod revoke the death sentence and another person prevent the
reprieve from srriving in time fo save his son. This alteration may hav.

been suggested by the Esser plays of La Calprendde, Boyer, and Thomas
Cornelle.

Nadal tells us that he omitted Arstobulus because he might have been
confused with Mariamne’s brother and because he had the same 1nterests
and found himeelf 1n the same situation as Alexandre. e 18 pleased with
his introduction of Thirron, now a mimster of state rather {ham, as in
Josephus, an old soldier This statesman must have been employed primanly
to contrast with Salome and her wily agents, but he 18 not, as the frires
Parfarct assert, entirely episodic, for he influences the final actions of
Salome, which 1n turn determine the character of the dénouement *®

Nadal’s changes made his tragedy more of a psychological study than La

¢ 1 have found only very minor resemblances m wording between Nudul's tragedy
and La Calpremide’s In the Mort des enfans d Hérodes, I, 2, Herod calls to
Mariamue and expresses remorse, as he dues in Herode, 11, 5, 1 the older play,
11, 4, “ Vous regnez trop long temps pour les venx d un 1eune homme,” addressed
to Herod, evpresses the sume thought as Herode, 11, 6, * Et le r{gne d’un pere est
un fardeau pévant” This remarh, 1 view of Lows XIV's age, was more daring
than 1t had been 1 the time of La Calprencde Herod’s ravings at the end of Nadal's
tragedy may have been influenced by those of Oreste in An lromaque

¥ As Snlome has designs gpon the throne, she plots to powon Hernd’s mond agamst
his son by Manamne, Alexandre, Just back from Rome, where he has won the
emperor’s favor She employs Philon, in whom the young prince confules, and
Antipater, Herod's son by an earlier marriage DBoth Antipater and Herod love
Glaphira, a Cappadocian primcess engaged to Alcxandre IIerad reproves Antipater
when he finds him quarreling with ns brother aud agrees that Alcxandie marry
Glaphirg neat day He hopes that this act of self sactifice will help hum o conquer
s remorse over the exceution of Manamne, but soon Salome, YW remmdiag him of
his age and of Alexandre’s popularity, stirs hin up against this prnce  Philon
convinces Alexandre that Herod 1s his rivil and advises him Lo escape with Glaphira
to her father's court Entrusted with the arrangements for th.s thpht, Phulon per
suades Alexandre to wnite a letter ashing the Roman governor of Syia for per
mission to pass through his provinee This Ictter 18 used hy Selome to mike Herod
believe Alexandre s tonsprrmg agamst him He orders s sen to be tried and
proposes to send Glaplira home with her father's ambursador The Counal recom
mends pardon for the prince, but Herod tahes matters wto s own hands and
orders his exccution Glaphira then persuades Ilerod to pardon Aleanndre, but
Salome makes the prinee helieve that Glapbira 13 giving herself to Herod in payment
for his clemency, so that Alexandre’s attitude towards hin futher 14 vesentful
Thirron, arrested by Salome and freed by Antipater, warns Herod agamst killing
h1s son and tells him that Salome plans to marry an Arabian prince, Sitléus, and
that she has dewigns upon Herod’s throne The hing now sends tor Alexandre and
Salome, but he hears that the prince s surronnded by a cruel troop, that the people
have killed Philon, and that Antipater 13 difending Alexandre Salome brings the
news of the prince’s death She had prevented Herod's message from reaching the
guards Realizing that Thirron has made known her schemes and that the people
are seeking her hife, she avoids arrest by commutting smade Herod 19 left hewildered,
lamenting over Alexandre and Mariamne and seeing visions of horror
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Calprenéde’s and less pathetic. Alexandre, who has the longest réle in the
play, 18 presented as a respectful son and ardent lover, with enough of his
mother’s pride to offend dangerous enemies like Salome and Antipater.
He 18 the mnocent victim 1n whose death the action culminates. Saloms,
whose rile 1s next in length, 18 portrayed with decided skill. She 15 not
merely an embittered woman, seeking evil for 1ts own sake, but one who
agpires to reign  For this purpose she 1mntrigues with Silléius and seeks to
remove Alexandre from her path as she had removed his mother She
dominates Philon, arrests Thiuiron, plays upon Herod’s fears that his son
18 conspiring against him and upon the love of hoth father and son for
Glaphira It 1s she who prevents the reprieve from saving Alexandre She
shows 1magtnation, subtlety, and daring. Her suicide, which 1s not historical
and resembles that of Cléopitre 1n Rodogune, 1s hardly 1n keeping with her
character “ J’avois sur qui jetter le meurtre d’Alexandre,” she says (V, 8).
Why, then, did she not make use of such a person?® Her réle would have
been still more simster 1f Nadal had left her, as Josephus did, not only
unpumshed, but rewarded for her crime by both her brother and the
Roman emperor.

Herod, though he has {fewer lines than Alexandre and Salome, 1s the pivotal
character on whose decisions most of the action depends. e still suffers
from remorse over his execution of Manamne. 1le loves the princess he hag
promised to his son. He 1s highly emotional, jealous of his power, suspicious,
and eanily influenced, by no means a monster, but a somewhat pathetic
monaich, the vitim of evil suggestions and of lus own mmpulsivencss.
Thirron represents the Jews who have remaned loyal to the royal famly.
His blunt honesty contrasts sharply with the treacherous methods of Philon
Glaphna loves Alexandie, foresees disaster, and misinterprets TTerod s {eel-
g for her as paternal affection. Antipater, no longer a bastard, appears
at first as Alexandre’s rival, but, after becoming disillusioned 1n regard to
Salome, endeavors to defend lnm  We do not see enough of him 1o follow
the steps m this uneapected 1eformation  The people, though absent, have
an mmportant 10le both 1n rousing Herod's jealousy by therr appreciation of
Alexandre and 1n their uprising, which causes Philon’s murder and Salome’s
suicide

The exposition comeides with the beginning of the action. The time 18
httle more than that of petformance The place 1s a room 1n Ilerod’s
palace. As all the mmportant characters contribute to the development of
the plot and as no unprepated influences are intioduced, the action may be
consudered unified  The stinctute 1« open to critiersm chiefly 1 the final
scenes, Which do not allow enough time for the atiempted rescue of Alexandre,
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or for Salome’s discovery that Thirron has revealed her machinations to
Herod. Knowing, perhaps, that the material of the fifth acts of Trstan’s
Mamane and of La Calprenéde’s Mort des enfans d’Hérodes had been drawn
out to too great a length, Nadal went to the other extreme and crowded the
action 1 his concluding scenes.

Mathieu Marais noted that the censor had removed two hines from the
play and questioned his wisdom 1 so doing* They are among the bold
observations that Thirron addresses to Herad (V, 5).

Esclave d’une femme indigne de ta fol,
La verité jamais n’a percé jusqu'd toi

The censor seems to have feared that they would be applied to Lows XIV
and Mme de Mamntenon. 1Te might also have objected, if the Dauphin had
been less of a nonemty, to Salome’s insinuation that a father’s reign 18 a
heavy burden (11, 6), and to these lines from IV, 8.

Et fatiguer d'un Roi, dont les destins s’achevent,
Vera cet astre naissant tous vos regards s’élevent

But 1n the censor’s mind there was more danger to the realm from la
Maintenon’s domination of the seventy year old monarch than from his
gon’s desite to succeed him.

Such verses did not cause the suppression of the play, which was acted
mne tumes 1n the severe winter of 1709, from Fob 15 to March 12, Accord-
ing to the frores Parlaiet, the author’s share m the receipts was 652 france,
3 sous. The {ragedy was not revived Perhaps the fact that 1t contamned no
disguises, recognmitions, or similar melodramatic devices prevented its having
a longer carcer.

For cntertainment in her chiteau at Clagny the duchesse du Maine
engaged the abbé Genest, author of Pénélope and an habitué of her home,
to write a play in which she would herself have a role. He selected a
mascuhine subject, that of Joseph and his brethren, arranged that she should
take part 1 the production, and brought out, 1n strict accord with Christian
and dramatic rules, a tragedy called Joserm.?' Ilis chief source was

2 Mélise, Th et Pub, p 80, quotes this remark from Maraw's correspondence
The ¢ensor acted sn June, 1701

0 Pars, Ganeau et Estienne, 1711, 8° Dedicated to the duchesse du Mamne
Prwége to Genest, member of the Academy, abbe of Sawint Vilmer, * Aomdmer
ordimaire de nbtre tres chere & tres amde [sir] Kille In Duthesse d'Orleans,” Apml
2, 1707, remstered, April 21 The approbation, signed Fontanclle [sc] and dated
Jan 10, 1710, states that he beliesed “I’Impression en seroit auss: agreable au
Public, que la Representation ’a ét{ ” There 18 a copy of thiy edition at the Johns
Hopkins Umiversity Snloinne, no 1488, huis an edition of Rouen, Hérault, 1711,
12° The play was republished by Ganeau et Estienne in 1741 and 1743, by Delalain
jn 1788 An Itahian translation was published twice mn 1720, agam 1n 1732 and

in 1756
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Genesis, Chapters XXXVII, XXXIX-XLV, especially the last three, but
he also made some use of Ixodus and he may have derived from Athalie the
1dea of putting 1nto Joseph’s mouth a prophecy about the Messiah,

He followed the Biblical narrative, adding & ceremony given at the court
of Pharaoh 1n Joseph’s honor, prophetic references to the fortunes of the
Jews, and minor characters, including an old Hebrew who had known
Joseph when he was a boy, Ile identified Simeon as the brother who sug-
gested putting Joseph to death &nd made of Joseph’s cup the receptacle
used for reading the future One could hardly have written a five-act tragedy
m verse that showed fewer departures from a source mn narrative prose. In
this respect he outdid Racine, Boyer, Duché, and Nadal, but his drama
suffered from his pious fidelity 22

Love appears only as conjugal, fraternal, and filial affection. Azaneth
18 given some part in the plot, for it 15 she who persuades Pharaoh and his
queen to mvite Jacob to Bgypt. 11ély 15 introduced chiefly to give Joseph
an opportumty to tell s story. Only four of Joseph’s brothers speak
Ruben, who regrets that he had not done more for Joseph, Simeon, who
had proposed that Joscph should be put to death, who hies ahout the affair,
and who 18 now the most pessimistic of the group; Judah, who takes the
lead as in the Bible, and Benjamin, the innocent brother, represented as
quite young, although, according to Genesis, he had ten sons when he settled
i Egypt. Joseph, the pnincipal characler, 1s descuibed as possessing a
prophetic git, as being 2 man of great kindliness, devoted to his father
and Benjamin, homesick for Palestine, resentful of the treatment he has
recerved from his older brothers, but able to trrumph over his emotions

3t Joseph, known as Sophoncas, has been put in charge of all the food 1n Egypt
Regarded a8 2 savior of the people, he 1s about to have a festival given 1 his honor,
to the dehight of Azaneth, is wife He has freed from captivity Hely, an old Hebrew
who had cared for him 1n his youth and who, while seeking him after his disappear
ance, had been captured and sold mto slavery Joseph tells this man his adventures
1 Palestine and in Egypt, including the recent visit of his ten brothers, whom he
has sent home with the exception of Simeon, detaned as a hostage, with the request
that they bring down Benjamin Joseph interviews Simeon, hears him assert that
one of his brothers has been killed by wild ammmals, accuses lim of prevarieation,
and greatly frightens him He 13 about to send Hely to Palestine when the brothers,
meluding Benjamin, arrive and mahke hin presents  Joseph fiees Simeon and 1nvites
them all to a feast When Joseph expresses to Azaneth hiv {enrs for his father, she
suggests lus mviting lum to live 1 Kgypt The brotheis make their departure, but
they are soon brought back, accused of stealing the vase 1n which Joseph reads the
future When 1t 1s found 1in Benjamin’s luggage, the youth insists that he 14 mnocent
and his brothers wish to die m his stead Though dismissed, they are unwilling to
leave without Benjamin Finally Joseph has all eleven brought in, makes hrmself
known, and declares that he was only testing them He bids them offer a home
Egypt to Jacob and his descendants and predicts five more years of famne  Azaneth
reports that Pharaoh has agreed to the establishment 1n his country of Jacob and
his family Pharaoh comes to confirm the invitation and hopes that, if his guests
are persecuted, plagues may come upon his land Joseph predicts the multiplication
of Jacob’s descendants and the coming of the Messiah
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Genest offers, of course, no explanation of hs questionable political and
economic views and defends him against the charge of torturing his brothers
by having lim explain that he 18 merely trying to determine whether they
have become more merciful since the time that they <old him 1nto slavery.

By mventing the festival Genest made of the day represented an unusual
one, 1n accordance with classical presciiption, The time 1s hittle more than
that of performance. The place 18 2 hall in Memphis. The umty of achon
18 preserved. The propreties are respected to such an exient that Joseph
blushes when he reuches the part of s autobiography concerned wath
Potiphar’s wife and reduces 1t to a statement (I, 4)

Une Femme livree & son indigne erreur,
Munpute un attentat qui me funoit horreur!

1t 1s amusing that Iotiphar’s wife shoul@ make blush the Joseph of the

abb¢ Genest, who was writing his tragedy for the wile of Mmc de Montespan’s
son by Lows XIV  When the duc du Mame saw the play, which, according
to Malesren, he knew almost by henrt, he probably did not blush for his
mother, but he may have seen an allusion to his father m lines apphed to
Joseph (I, 1)

Toujours du bien publique fasant tous ses plawsirs,

Par des ordres constans, ol la sagesse brille,

Ce grand Etat n’est plus qu'une seu'e famille,

Qu1 n’a de mouvement que par ses volontez,
Et ne fait que louer & bemr ses bontez

It 18 explained that Joseph is a monotheist and that he has no use for
the gods of Egypt, but neither the quaint nor the poctic qualities of Genesis
are reproduced. Despite the two scenes of recognition that were to be
expected from the author of Pénélope, the play is a dnll production. It is
hard to understand why 1t should have drawn tears fiom spectators 1n the
gay entourage of the duchesse du Maine

Dangeau declares ** that Joseph was acted at Clagny on Jan. £4, Feb, 1
and 8, 1706. The Mercure shows that 1t was performed there on two other
occasions 1n February or March, and gives the cast. Two professional actors
who had retired from the Comédie Francgaise and had played m Longe-
pierre’s Electre, Baron and Rosélis, took the parts, respectively, of Joseph
and Hély, The duchesse du Mame played Araneth, Maleseu, Judah, Ius
sons, Ruben and Benjamin. Stmeon was played at two performances by de
Vernonselle, then by the marqus de Roquelaure. I’haraoh was acted by
the marquis de Gondrin; Thiamis, by d’Erlac, caplain of the Swiss guards;
Thermutis, by Mlle de Mérus According to the dedication, the work was

R Journal, XI, 167, 22, 267
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ughly approved by the duc and duchesse du Mame, the former shedding
tears both at readings and at performances of the tragedy.

Instead of writing a preface, Genest published with hus play a Discours de
M de Malezieu, addressed to the duchesse du Maine and referring to the tears
shed over Joseph by the prince de Condé, the duc de Bourbon-Condé,* and
the prince de Cont1.?® Opposing those who might object to the play on account
of 1ts stmphicity and 1ts avordance of love, Malezieu recalled the great success
at Sceaux of Phaloctetes as translated by himself and the fact that the duchesse
du Maine had argued for sstmplicity and verisimilitude against a man who had
preferred a complex play. Malezieu praised Cinna as a model of simplicity
and probability. These qualities he also found 1 Joseph He admired the
exposition and the manner 1n which Genest delayed the chief scene of
recognition tall the last act. e found the narrations interesting and pathetic,
the play full of lessons in tenderness, gratitude, generosity, and clemency.

Unhappily Paris was less emotionally stirred than Clagny. The tragedy
was given at the Comédie Frangaise only eleven times, six in 1710, begin-
ning on Dee 19, and five 1n 1711 The Mercure de Trévouz of February,
1711, noted that the play has no love 1n 1t and that 1t follows the Bible
closely The wiiter found in 1t poetic qualities, satisfactory treatment of
manners and characters, and a striking scene of recognition, but he thought
that this last effect might have been brought about more gradually. When
they had quoted this article, the fréres Parfaict, writing after the death of
the great persons who had been 1nterested 1n the play, expressed the opmmon
that, apart from the scene of recogmition, the play was cold, 1ts texture
ordinary, the characters of Little interest, and the verse prosmic Voltaire
paid 1t the doubtful compliment of calling 1t the “ moins mauvaise ” of all
tragedies written on this interesting subject 2® The principal interest 1t
aroused was probably occasioned by the fact that the duchesse du Maine
acted m 1.*

These five plays represent the prologation into the early eighteenth cen-
tury of the group of Biblical tragedies inspired by Racine’s Esther and
Athale Four were played at the Comédie Francaise, but only one of these,
Absalon, remained long 1n 1ts repertory. Four derived their plots from the
Old Testament, the fifth from Josephus. None of their authors had Racine’s

% He calls them “ Monseigneur le Prince, vitre Pere ” and “feu Monseigneur le
duc” The latter, who died 1n 1710, was the brother of the duchesse du Maine

* Tears over Joseph must have been a prerogative of royal blood, for an ordinary
mortal who saw the play acted at Clagny assserted that he was not touched by the
performance; cf Mélése, Th et Pub, pp 401-2

% Moland edition, XXX, 64

3" In the circle at Sceaux this fact meant so much that, when Genest addressed a
poem to the duchesse du Mame, he entitled 1it, * Jancob & Villustre Azaneth, cof
Drwertiasemens de Sceauwz, Trévoux, Ganeau, 1712, p 331
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gift of infusing Biblical poetry into his verse. Except for the association
of their subjects with the Bible and a brief passage at the end of Joseph,
none of them 1 genuinely religious. The authors were hampered by their
respect for seripture without beng able to find m 1t inspirational com-
pensation Chiefly to be noted 18 the authors’ attitude towards love between
the sexes. It 1s of primary importance only 1n Debora. It exists 1n Nadal’s
tragedies, but 1t 18 there overshadowed by other emotions. In Abselon and
Joseph 1t 18 found only as conjugal devotion. These two tragedies and
Longeperre’s Elecire are the only tragedies of the early eighteenth century
in which 18 realized a reform suggested 1n the seventeenth and exemplified
by Racine’s last two plays. That all three, like those of Racine, were first
played 1n private and that only one of the three, Absalon, was even mod-
erately successful indicate that sexual love was considered by most audicnces
of the time & most desirable element 1n tragedy.



CHAPTER VII

CREBILLON AND LONGEPIERRE

Prosper Jolyot was born at Dijon on Jan 13, 1674, His father, maitre-
clere of the Chambre des comptes there purchased in 1686 a piece of property
near the city called Crais-Billon, which gave the dramatist the name of
Crébillon He was educated by the Jesuits at Dijon, studied law at Besangon,
and beceme a lawycer at Paris, where he mingled with various young writers
at the café Laurent He 15 said to have composed m 1703 a play called
La mort des enfants de Drulus that was refused by the actors of the Comédie
Frangaise and 1s now lost Il first play of which we can be certamn was
acted 1 1705 Those that followed m 1707-11 established his reputation.
He was married 1 1707, shoitly before the birth of Créhllon fils, with
whom he lived long after his wife’s death Ile prospered temporarily from
the speculation mspired by Law, but he soon lost most of what he had and
lived 1 considerable poverty, surrounded by cats and dogs In 1731 he was
clected to the French Academy From 1733 to his death he was an official
censor, a fact that roused Voltaire’s hostility After obtaining other positions,
cne of them connected with the Bibliothéque du Roi, he died m 1762 *

Unlike La Grange-Chancel, he came to dramatic composition rather late,
composed with normal speed between the ages of thirty-one and forty-three,
then worked so slowly that he produced only three tragedies m thirty-eight
years. His last play appeared when he was over eighty 1llis poverty and
lus various occupations may explain this curious irregularity The five
tragedies with which I am concerned belong to the first decade of his
productivity.

IpomENLR was completed m August, 1705, and accepted by the aclors
on Sept 102 Créhillon’s prineipal source was Fénelon’s recent novel, T'élé-
maque, but he added details suggested by the Iliad and by Servius’s com-
mentary on the Fned (111, 121, XI, 264) He found 1 Télémaque the

t For Créhillon ¢f especially Maurice Dutrmt, Ftude sur la vie et le thédire de
Crcbillon, Bordeaux, 1885 His plays and the dates when they were first acted are
Idoménée, Dec 29, 1705, Atrée et Thyeste, March 14, 1707, Elecire, Dec 14, 1708,
Rhadamsste et Zinobte, Jan 23, 1711, Xeroés, Feb 7, 1714, Sémiramis, Apnil 10,
1717, Pyrrhus, April 21, 172G, Catsiineg, Dec 20, 1748, Le Triumvirat ou la Mort
de Cicéron, Dec 23, 1754

? Paris, Fr Le Breton, 1708, 12°, priv, Jan 30, approbation signed by Fontenelle
Dedicatory poem to “ Monseigneur le duc,” that 1s, to Louis duc de Bourbon-Condé
The play was repubhished, Paris, Pierre Ribou, 1711 Dutch translations appeared
m 1723 and 1740, Italan, 1n 1764 and 1795 For other editions and a study of the
tragedy cf Dutrait, op ost

98



CREBILLON AND LONGEPIERKE a9

account of his hero’s return from Troy, the storm. the offer to sacrifice the
first person encountered, the son’s proposal to dre, Sophronyme’s attempt to
find 2 way out of the dufficulty, and the son’s death Crébillon softened the
ending by having the young man kill himself mstead of dymg by his father’s
hand. The protagonist’s escape by boat 15 changed mto an atiempt to send
others away. Servius suggested the idea of » 1ehellion Merion 18 men-
tioned 1 the Thad. Crébillon made Merion lead the rebrllion, had 1t result
m his execution, and added the role played bv his daughter, the rivalry
hetween father and son, the consultation of the oracle, and the death of
Eglsippe  Details of the affaction sent upon the people may have been
suggested by La Grange-Chancel’s recent Alcesie The continued success
of Racme’s Ipligente may have encouraged Crébillon to attempt a tiagedy
that brought 1 the question of human saciifice  His alterations and addi-
tions produced somewl.at the eflect of Corneille’s when he wrote hus (Edipe,
for one may well ask why a love story should be introduced into & somber
tragedy that sets forth the deadly effccts of a vow ®

In this distinctly masculme production love 15 accompanied hv little
tenderness and seems perfunctory Ldoménee 18 quuie tragic, the victim of an
mprudent vow, whose consequences he scehs desperately to evade 1lis love
for Erixtne, though unconiineing, adds to his woes 115 son 1w an admnable
young man 1Ie conquers his love sufficiently to mige Ernvers to marry his
father, for whom and fo1 the suffering populace he ultimatels dies  Erixéne,
who 18 1nspired chiefly by a desire for vengeance, resents the fact that she
loves Idamante and admits 1t only when he 1s about to die The mnor

* Returming from Troy, Idoménce found on Samos Frnvene, daughter of s
comrade, Mérion, who, hurrying ahead, started an uprising m Crete, bu, wr s defeated
and captured by the king s son, Idamante Justi Ixfore Idoménée reached Crete, a
terrible storm put his ship in such danger that, in order to appease the gods, he
swore to sacrifice to them the first of iy subjects he would wed on th wsland  This
turned out to be Idamante, who was boldly facing the s~torm while othire were
seeking shelter Idomenée put Mérion to duuth, but he was unwithing to fulbll his
vow Storms continued and his subjects began to perich To g time he has sent
Egésippe to consult an oracle, only to be told that he knows what should be done
and that the gods demand “le sang dTdoménee” This answer 1n rovealed by
Egesippe to Erixine, who, though she loves Tdamante, has refuced to vey ond either
to his ecourtship or to s father’s Instead, she sechs to rouse the people i order
that the king may be put to death, the gods satified, and her futher nvenged
Idoménée, like the hing 1n Venceslas and 1ts Spamsh source, offers his throne to his
son 1n order that he may not have to saerifice him, but Idamante rcfus(u' the offer
The king next gets ships ready and lids his son escape w'th kridne fo Samos, but
the conversation mahes hun discover that Idamante 1s his rival Ag he calls g
goh & traitor, the young man comes near hilling lumself Meanwhile Sophronyme
has discovered Egésippe's betrayal of confidence and has put him to death The
situation grows worse As in Alceste, a gulf opens and sends out poisonous fumes
Tdoménée decides to kill himself, makes peace with his son, and gues to consult
the gods Idamante 1s told by Sophronyme the true mterpretation of the oracle
After learning from Erixene that she loves him, he kills himself Ap.' he dies, the
sunh comes out, mdicating that the gods have heen appeased. Idoménée reproaches
them and expects that his own death will soon follow
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characters, Egésippe and Sophronyme, have considerable rmportance 1n the
plot Though Sophronyme 1s only a confidant, he does not hesitate to act,
8o that he becomes a forerunner of Palaméde in Crébillon’s Elecire

The réle of Idoménée, which runs to over 600 verses, takes up too much
of the tragedy. 1lle and hus son together speak more than two-thirds of the
lines 1n the play There 1s only one réle for an actress besides that of a
confidant. Thete 1s some descriptive writing, chiefly 1n the accounts of the
storm and the oracle Over the whole tragedy hangs a pall induced by the
wrath of the gods, thirsty for human blood and visiting the futher’s error
upon the son. The appreciation that the tragedy received may have been
attributed by the author to this air of gloom, so that he sought for his next
play a still more forbidding subject.

Idoménée was acted thirteen times in 1705-6, a creditable showing for
an author who was making his début The frires Parfaict admire the expo-
sition, but they find the subsequent action confused and the oracle obscure
The exposition 18, mdeed, superior to that found in some other plays, as
there 1s & definite reason for the revelations other than that of satisfymng
the audience, but the action develops clearly enough While the oracle, like
all oracles, has o mislead some of the characters, 1t does not confuse the
audience, for 1t states that Idoménée knows how to interpret it. A sounder
piece of criticism 18 one quoted by the fréres Parfaict from a dissertation
of 1740, 1n which Idoménée’s love of Erixéne 18 mdiculed for reducing a
hero of the Trojan war to the status of an *“amourcux en cheveux gris.”
It 18 especially this love affair that La Xlarpe was to condemn* Voltare
found the tragedy mnsipid and was greatly surprised that Albergat: Capacell
had translated 1t mnto Italun.® The play was not acted after 1706, but,
before the author could be aware of this fact, he was already at work on his
next tragedy

This was ATREE BT THYESTE,® the most hormble of Crébillon’s plass.
The subject had been attempted by Monléon some seventy years before and
had met with Corneille’s disapproval, although 1ts claxm upon the attention

#0p cit, XIII, 3 11 He goes nto consderable detail in discussing the style of
certaln passages

® Moland edition, XLII, 217

® Paris, Pierre Ribou, 1709, 12° Dutrait I1sts an edition published by Ribou mm
1707, but Crébllon states that he waited three years to have his tragedy printed,
that he did so only after a defective Dutch edition had appeared, and that he pub-
hished Electre at the same time Consequently it 1s most ymprobable that there was
a Ribou edition before 1709, though there must have heen an earlier unauthorized
edition publiched by a printer 1n Holland Goizet mentions an edition published at
The Hague by T Johnron mn 1711 For other editions and a study of the play, cf
Dutiait, op est A Dutch translation appeared in 1716, Italian translations, 1n 1760,
about 1787, and m 1782 (republished, 1796 and 1798) Another Itahan translation
was made. but not publiched A Portuguese translation came out in 1805 The play
was (riticized at length and unfavorably by La Harpe, op ett, XIII, 1146
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of dramatists had been sanctioned by Seneca’s example, Crébillon may well
have thought that, after dramatizing a theme of human sacnifice, he might
attempt one of cannibalism, especially if he avoided the actual drnking of
human blood, just as, 1n the earlier play, he had substituted suicide for a
king’s offermg up his son as 2 sacrificial vietim.

The essentral facts that he employed came from Seneca’s Thyestes, but
there are few verbal simlanties between the two tragedies.” Tnstead of two
young children, born to Thyestes by adultery with his brother's wife, he
has a grown sou, horn mn this fashion ITe 15 also given a daughter by
another woman Substitution of children 1s mtroduced to furmsh danger
ol mcest and an additional scene of recognition Crébullon adds the plan
of a military expedition, a shipwieck, Atreus’s changes of purpose, the letter
left by hus wile, and Thyestes’s suierde e mereases the supernatural ele-
ment by employmg the ¢1v du sung and softens the exposition and the
dénouernent by having Thyestes carry off Arope before her marriage to
Atreus had been consummated and by having lm discover what 18 m the
cup 1n time to avoil drmmking 1t

Theie 15 one dominant rile that takes up about two-fifths of the play,
that of Atreus, winle the puit mven to women oceupies less than one-fifth
of it. In this respect and in the perfunctory iepresentation of love the
tragedy 1esembles Idoménee 1t differs from the latter play m that the one
love affair has to be given up, since the lovers learn that they have the same
father. but the two tragedies are alihe m subordmmatmg love to other
emotions, those asrociated with the vow m the carhier play, those centered
round the personality of Atreus 1u the later ®

TCF, bowesar, TI1, 7, V, 5, 8 with Thycetes, vv 193 6, 435, 082 3, 1005 6, 1110

" Atreus had barely married Arope when iy biother, Thveetes, had ca ricd her
off and hegotten by her a «on, Phisthene  In revenge Atreus hind laid waste Myrenne,
had captured Arope, and had porconed her He had adopted har son by Thyestes
and had substituted hum for one he had had by another wife ITe has for Lwenty
vears becn planmmg Lo hive Phsthene kil Thycstes and thin be put to death  To
cany ont tlus purpose he has prepated a naval svpedition to be led hy Plisthéue
from Fuboea, where the stene 1< lad, agamst Athens, whare Thve tes hay taken
refuge He now buings i Plhisthene and las lum swerr (o avenge bino o vow tha.
the young man takes unwalhngh  Phsthone loves Théodamie, a girl who b escaped
with her father from the sed  She asks Ium to gt them a ship so that they may
ontinue then voyage Atrews agices to furnh the shup, but he msists upon seeing
her father He lcarns that Thyestes has been away from Athens for a month awd,
when he questiony the girl's father, recogmizcs hnn a3 his hated brother  He
threatens to Ml him, while Thyestes roproaches him for murderiy Erope When
Phisthane pleads for Thyestes, Atrcus pretends that hus Batred 15 woon Lo end  He
removes to a safe distance Plisthéne’s friends and the soldiers who are devoted to
him, and orders the young mun to keen Iy promnse by halhug Thyesiva  When
Phsthéne refuses, Atreus threatens to put Théodamie to death Plisthene wishes to
send away Thyestes and his daughter, hut Thyestes rcfuses o Jeave lom  Atrens
now whows s brother a letter left by Zrope statmg that Plsthene 1 her son hy
Thyestes The latter realizes why he has such a deep affection for Thsthene, who
18 obliged by this discovery to Tenounte s love for Thiodnmie Atrens duclates
that all lus hatred 1 gone and offers to swear to the fact by means of an ancestral



102 SUNSET A HISTORY OF PARISIAN DRAMA

Atreus, whose wife Thyestes had stolen, has planned his revenge during
twenty years Ie proposes to have his brother die by the hand of the child
hegotten 1n adultery, so that the crime may bring about 1ts own punishment.
For this purpose he had prepared the expedition that Plisthéne was to lead
against Athens When this 18 rendered unnecessary by the presence of
Thyestes 1n his court, Atreus employs two devices to make Plisthéne murder
his father Ife has him swear to avenge him and he threatens to kill
Théodamie 1f he faills As these measures are without effect, Atreus con-
trives a more horrible method, deciding to murder Plisthéne and have his
father drink s blood Mlle Barbier ? criticized Crébillon for these changes
of plan, but Atreus never renounces his main purpose, which 18 to bring
his brother to a horrible end by means of the son he has had by ZErope.
This he (armes out to his own satisfaction, 1f not to that of Mlle Barber.
She and the frires Parfaret also eriticize Crébilion on the ground that Atreus
would not have believed that Phsthéne would keep his oath, or that
Thyestes would fail to recognize the drink as blood, but such belefl 18 not
meonsistent with the character that Créillon depicts, that of a man not
necessarily gifted i understanding how others would act under given
circumstances and ever seeking the most hortible form of vengeance More-
over, the lorg delay, the resourcefulness in erime that Atreus displays, his
hypocrisy, and, as a e¢himax, the mtioduction of the blood-filled eup make
the character all the more effective e 1s certanly one of the most striking
creations of the pertod.

The other persons are like flies caught 1n the web of this deadly spider
Thyestes, the simpleminded brother who had sinned through love, had
suffered for years, had heen shipwreched, 1s now shaken by a terrible dream
and 15 imprudent enough to venture into the presence of Atreus He 19 as
willing to formve and {o restore proper fmmly relationshaps as his brother
18 meapable of such sentiments Though I’listhéne 18 more mntelligent than
his father, he cannot cope with his undle. Ths sympathy with the afflicted
1efugees, his unwillingness to be bound by an unholy oath he had been
tricked mto making, his unfortunate love, and his untimely death make
him an appealing figure Théodamie has onlv a biief rble, that of a dutaful
daughter who 15 on the powt of falling in love when she discovers that
Phisthéne 19 her brother

cup Thyestes agiees to accept this evidence of good will, but Plisthéne 18 suspicious
Atreus has the young man arrested and put to death The cup, filled with the
blood of Phisthéne, 1n offered to Thyestes, who, when about to drink, sees what the
Iiquid 13, notes that the sun 1s darkened, refuses to drink, and learns the truth from
Atreus He gives hnmself a fatal blow and, wiile dymyg, predicts that some day
Atreus will be more unhappy than he, a reference to his murder by Zgisthus,
reporied 1n Hyginus’s Feble LXANXVIIL

* Sawsons littérawres, second recueil, Rouen, 1722, quoted by the fréres Parfact,
XIV, 428 39
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Mlle Barbier objected to the exposition on the ground that Atreus did
not have eufficient reason to reveal his plans at the beginning of the play.
She found Thyestes too 1mprudent, Atreus too poor & judge of character.
She held that the real plot does not begmn till the fourth act, that the two
scenes of hypoerrtical forgneness are too much alike, and that the use of
the cup 1s abommmable On the other hand, she considered the tragedy more
termble than Seneca’s, was greatly impressed by Crébillon’s style, prased
espectally the account of Thyestes’s dream, and wished that the dramatist
would write epic poetry *°

Crébillon said i his own defense 1 that he did not mvent his subject
and that he considered 1t one that would wspire pity and terror, the more
so as he had sought to soften 1t and to adapt 1t to French manners. For
this purpose he had had Frope carried off from the “ Autels méme,” 1*
had made Atreus less horrible than he 1s 1n Seneca,” and had not allowed
Thyestes even to lift the cup to his lips e claimed that the scene 18 no
more horrible than the one that concludes Rodogune, but he noted that the
public had disapproved of 1t so deeply that he was himself believed to be
an “homme nou avec qui 1l ne fait pas siir de vivre ” He 1n-1sted, too,
that the double scene of hypocrisy was justified When he 1eproduced m
1743 the preface of his fizst edition, he added a paragraph 1o the effect that
the public had changed 1ts attitude towards the play.

Voltaire did not object to the meident of the cup and, like Créillon,
found 1t no more hoimble than {he last scene ~* Rodogure Iake Mlle
Barbier, he preferred the tragedy to Seneca’s, bul he held that Atreu. chould
not have waited twenty years for his revenge, declared the jvve episode
useless, and considered the play badly written 3* Though Grinm ¢ pproved
of Voltaire’s criticisms, he called the tragedy Crébillon’s best play ¥ An
anonymous apologist summed up his remarks by calling 4!rée ef Thyeste

10 Here she echoes the judgment of a writer m the Nouteauw Mercure (cited by
Mélese, Rep, p 217) “11 Iw fant de Pepique pour mposer nu_public 11 sgut
qu’on a applaud: au songe de son dirée ” The nudience may have heen struck
by such descriptive lines as

La mer mugit au lom, & Ie vent vous appelle (I 3)
La voile se déploye, & flotte ar gre des vents (1, 1)
1 Preface of the edition of 1742, 1, 117 8
121n discussing the question of cocuage he quotes “L'{ioit 111 Ne ) éot il pontt”
from La Kontaine's Coupe enchantec, meaning the conte, 1 which the quotation 1s
found (Grands Ecrivains cdition, V, 132), not Champweslé’s play of the rame name
13 He refers, perhaps, to s kmdaess to Thyestey and lus daughter Lcfore he
discovers who they are
1« Moland edition, XXIV, 3467 Atreus’s idea m waiting twentv vears was, of
course, to have the (hild of adultery old enough to avengze im
1M Tourneux, Correspondance par Grimm, Diderot, etc, Panis, Garmer, V
(1878), 119, XII (1880}, 383
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“un Rembrant dans I’ecole de Melpomene.” ** Nevertheless, it 18 especially
this tragedy that gave Crébillon his reputation as the dramatist of horror.!”

It would seem, however, that the general public was not averse to bemng
horrified. From March 14 to Apnl 8, 1707, the play was acted ten times,
up to the Easter recess, and the receipts were so good that, when 1t was
g:ven agam, m 1712, the author continued to receive a share in them,®
It was acted eight times 1n that year and was revived from time fo time
down to 1806. It was even played at the Comédie Frangase mn 1866, when
the actors added a prologue, freely translated by Henr:1 de Bormer from
Seneca’s first act, which Crémllon had not reproduced ** Although the
total number of performances was only forty-four, 1t can be said of 1t that
1t remained 1n the repertory of the Comédie Frangase longer than any
other tragedy of the period It would seem from 1its history that the fatal
cup could not be long endured, but that from time to time French spectators
were not averse fo 1ts appearing before them.?®

Though dramatized by Aschylus, Sophocles, and Euripides, the story of
Electra had been given to the French public only once in the seventeenth
century and that in an Flecire (16%7-8) of Pradon that was never printed
and 18 now lost Atonement for this neglect was made twice m the first
decade of the eighteenth century, but Crébillon did not lead the way He
was anticipated by Longepierre, whose ELECTRE?* was first acted early
m 1702

The chief source was the Elecira of Sophocles, followed rather closely
1n the first three acts, but with changes 1n the order of events /Hschylus
supphied a model for Clytemnestra’s grateful greeting of Orestes and for
the reference to the Fates at the end of Longepierre’s tragedy. Euripides
may have suggested the pedagogue’s making Orestes known to Electra and
the young hero’s hesitation before he murders. The presentation of Orestes’s

18 Quoted 1 the (luvres de Orcbillon, Paris, 1772, 111, 237

17 8o, for matance, the editor of the 1828 edition of Lesages (Juvres (T1, 195-8)
thinks that his author was referring to Crcbillon when he tells of a dramatct who
had all the characters mm a play mudered, although the context shows that Lesage
1s satirizing school plays, known for their large cast, their lack of form, and their
digplay of blood on the stage

18 Cf the fréres Parfaict, XIV, 426 In their Mémorres pour gertir & | hestowre de
la fowre, I, 100 1, they show that a parody of the tragedy was acted at the Foire
Samt-Lauent 1in 1709

¥ Ci Dutraat, op eif, p 231

£ According to an anecdote told hy La Porte and Collé and repeated by Dutrait,
loc cit, an Englishman remarked at the café Procope that he found the tragedy
“fort belle, mais la coupe Ia coupe! Ah' M de Crémllon, transeat ¢ me
caliz wste”

1 Paris, veuve Pissot, 1730, 12° Republished n the ThéGire frangots of 1737 An
Italian translation was publiched 1n 1743 and 1n 1758 For Longepierre ¢f my
op cit, Part IV, p 358, and Baron Roger Portahis, Bernard de Requelcyne Baron
de Longceprerre, Paris, Leclere, 1905, who, pp 65 74, discusses Electrc Cf also F-F
Frantz, Oreste dans la tragédie frangasse, Paris, Fontemomng, 1910, pp 29 41
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madness may have been 1nfluenced by the Orestes of Euripides or by Racine’s
Andromagque. As he eliminated the chorus, Longepierre thought 1t neces-
sary to find something to take 1ts place. Instead of bringing 1 new char-
acters, as Racine had done 1n I phigénie and as Crélnllon was to do 1n his
Electre, he altered his material m such g way as to create new sifuafions.
He supposed that an oracle had warned Orestes not to make himself known
to his sister till after he had seen his mother This supposition enabled
him to present in different scenes Orestes’s discovery of who Electra 18 and
her recognition of her brother. The latter scene 15 made more effective by
2 borrowing from the Merope legend. Though he probably knew Hyginus
and Aristotle, he seems to have immitated La Chapelle’s Télephonte, 1n
which there 18 a scene that resembles closely the one®? 1 which Electra
18 prevented from murdering Orestes While the attendant comes primarily
from Sophocles and Furipides, the mereased importance assigned to hium by
Longepierre may also be due to imitation of Lia Chapelle

Longepierre shows none of Euripides’s cynicism and comparatively little
of the mystical qualities found 1 the Choephor Ihis play 18 much closer
to Sophocles, with some of the supernatural element retamed 1n the use of
tn oracle, 1n the dream, and 1n talk about the gods and Fate. Orestes and
Electra struggle more than they do in the ancient accounts, Fgisthus has
a larger role, and Pilades does not remamn mute, as he does 1n Sophocles.
Owing probably to the influence of the latter dramatist, Longepierre com-
posed the first non-Biblical tragedy of the century from which love 18
excluded, a reform m which he preceded Voltare by many years «*

*? Blectra, thimking thar the stranger has murdered ber brother, 18 about to kll
him when she 1s stopped by the faithful attendant, who rformus her that he stranger
18 Orestes nimself The situation in T'éléphonte s ¢xactly the same exeept that the
womnan 18 the mother, not the sister, of the intended victim

8 The scene opens at dawn m a “salon du Palas d'Agamemnon ™ at Mycenae
Electra longs for the return from Phocis of Orestes m order thit he may avenge
their father She has not comprommed with Agumcmnon s murderers as her suster,
Chrysothcmus, has done  The latter anforms her that Clytemnestia, who has had
a terrible dream, wishes to offer sacrifice at their father’s tomb  labotions and
offertngs must be prepared Eleira refuses to help, but she allows her sister to
take part of her veill, An attendant brings a nute from Orestes, prommung that be
will soon armive The darhness of might enables the young prince and s friend
Pilades to penctratc into the palace, wlile Paméne, Orested s “ gouverneur,” arranges
2 revolt that will follow the murder of Agisthus False rumory have heen spread
that Orestes has died An oracle has forbuiden him to make himself known to
Electra before he sees their mother and has directed him first of all to vimit ther
futher's tomh After the young men have left with Paméne, Zgmthus expresses his
suffermgs as kg, his fears of an orade that has called him a regieide, his dread
of Electia and Orestes e dertves httle comfort from s wife’s account of her
dream and asks her to soften Electra, but her attempt to do so ends n mutual
thrents A letter brought by Pameéne, reporting the death of Orestes, reassures
Clytemnestra, but distreses Electra, who urges Chrysnthémus to stab Hgrwsthus
When her mild sster refuses to do so, she deudes to take matters into her own
hands She mects the two strangers, who allow her to hold the urn in which the
ashes of Orestes are supposed tv be Disguised Orestes tells of killing the prince in

8
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More than half the verses of the tragedy are assigned to women, who
are the only speakers in the first act. Flectra has by far the longest rdle,
one that 1s longer than those of the protagomsts in Crébillon’s Idoménée
end Airée et Thyeste. Her gmnding passion 18 desire for vengeance. She
bates both Egisthus and her mother, upbraids her sister, and centers all
her affections upon Orestes, whom she had rescued twelve years before and
for whose return she eagerly waits. She retorts hitterly to Clytemnestra
and /Hgisthus, cooperates with Paméne, and has a marked influence upon
her brother Her emotions are so intense that she 1s able to prcture the
scene 1n the banquet hall without sceing 1t. She 1s tragic 1n that, when her
dearest project hes been accoraphished after twelve years of msery, humih-
ation, and conspiring, she finds that her brother, the hope of the tribe, has
lost his reason.

Orestes 18 less effective. He has to be prompted, not only by Electra, but
by Paméne and Pilades His mental equipment seems unequal to hs task,
go that 1ts execution 18 followed by collapse. s character 1s weaker than
Electra’s, but stronger than that of his other sister, mild and txmd Chrys-
othéms Then mother defends herself for the murder of Agamemnon by
referring to the sacrifice of Iphigeneia and to the fact that her husband
brought Cassandra home from Troy, but her apology wins httle sympathy.
Fearing that her children will murder her {o avenge their father, she per-
secutes Electra and triumphs when she hears that Orestes 1z dead, though
she feels some qualms when she gets the report, which causes 1n her husband
unmixed delight.

Agisthus has been devoured mght and dey by his fears, has come to hate
his wife, but he remains bound to her by their common interests. He has
been troubled by the oracle and by his fear of divine punishment. When
he thinks that Orestes 15 dead, he renounces his farth and regards his fears
as due to a “credule erreur® (IV, 3) His only gods are now “la so1f
de regner, un zele ambitieux.” His plan for Electra shows a sadistic tend-
ency, the last trait of hus character to be revealed to the spectators before
they hear of his death Pilades 1s little more than a confidant, but Paméne

a forest mm Phous, whereupon Zgisthus proposes to give Electra to im as a slave
m order that she may be constantly attached to her brother’s murderer Electra
conceals herself and, when Orestes appears, secks to stab lum, but Paméne stops
her and tells her that her intended victim 18 Orestes himself Paméne thinks 1t 18
now time to act, but he and Electra have to rouse Orestes, who 1s suddenly troubled
by & plamtive murmur As a result of their urgings, the prince enters the banquet
hall and kilis Zgisthus Electra describes the scene torrectly, though she sees 1t
only in her imagination Orestes comes to confirm her report and asks for his
mother, but Paméne tells him that she had received a fatal blow from her son when
she threw herself between him and Zgisthus Orestes beholds streams of blood,
thinks he sees his mother dying, and loses cumsciousness, while Electra cries that
1t would have been better 1f the gods had not listened to her plea
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18 an energetic conspirator, as eager for revenge as Electra, but more
resourceful 1n his planning.

The tragedy 18 well constructed. Through her influence upon Orestes,
Electra has a defimte part mn bringing about the denouement. There 1s,
however, too large an element of chance 1n Paméne’s arriving just m time
to save Orestes from Electra, and the author’s effort to spare his hero the
guilt of murdering his mother 1s unfortunate. He could not alter the essential
fact of the legend, but he wished his audience to remain 1n sympathy with
Orestes. He consequently arranged an accidental killing in keeping neither
with probability nor with the tiagic effect that he desired to produce Apart
Irom these two defects and the author’s lack of poctic endowment, the
tragedy preserves quite well the spirit of Sophocles, much better than does
Crébillon’s play on the same subject It 1s noteworthy, too, for the absence
of sexual love and the premnent part given to women

Electre was ongmally acted on Jan. 22, 1702, at the home of the princesse
de Cont1 at Versailles. The actors were professionals, including Michel
Baron and Rosélis, who had retired from the troupe of the Comédie Frangaise
and who played, respectively, Orestes and /Egisthus, and la Duclos, who
took the part of Electra The tragedy was acted at the same place on Feb.
5 and 12. Dangeau 2* wrote about the first performance

Monseigneur [the Dauphin] alla diner chez Madame la princesse de Conty & la
ville, ou l’on joua le soir dans sa galerte Elecire, qui est le plus bel ouvrage de
théitre quon ait vu depmis la mort de Corneille et de Roemme  Longepierre en est
Pauteur, la pidce fut jouée 3 merveille, et le vieux Baron joun avee les comédiens,
quoquil axt quitté e thédtre 11 y a longtemps Toute In cour y étort, horms le roy,
qu:i n’a pas voulu honorer ce spectacle de sa présence

Saint-Simon also mdicated where 1t was given and before whom He
declared that 1t enjoyed “le plus grand sucets” and that 1t was “eans
amour, mais pleme des autres passions, ot des situations les plus intéres-
gantes ” 2 The Mercure declared that Longeprerre had written the play
several years before and had not meant to give 1t to the pablic, that there
had been rehearsals at Paris to which the “ beau monde ” had been adrmtted ;
that Baron’s art was superior to what 1t had been {wenty years hefore, and
that no actress had ever played with such force and grace as Ia Duclos,
Other journals pramsed the play and noted the abscoce ot love from its
verses.®® It was not acted at the Comédie Francaise t1ll 1719, when it was
given nine times on and after Feb 22. It mght have had a more satis-
factory carcer 1f Longepierre had zlloved 1t to be played before 1t competed

3¢ Journal, VITI, 298
8 (Kuvres, Boishsle edition, X, 6
8 Cf Mélése, Rép, p 213, Th et Pudb, p 267
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with a tragedy on the same subject by Crébillon. Voltare regretted its
fallure as Longepierre had eliminated love and as his “ déclamation ” was
3 la Grecque.” He believed that 1ts lack of success encouraged dramatists
to look upon love as essential 1n tragedy.”’

To compare Longepierre’s play with the ELECTRE 2® of Crébillon reveals
the taste of the early eighteenth century. “Ce n’est point la Tragedie de
Sophocle, m1 celle d’Euripide que je donne,” wrote Crébillon, “c’est la
mienne.” His tragedy 1s, indeed, far from being an adaptation of Sophocles,
though the Greek dramatist’s Elecira was his principal source, He kept
the main facts, but he found the plot much too simple, the murder of &
mother by her son too horrible, the elimination of love unpopular with those
for whom he was writing. He consequently complicated the plot, followed
Longepierre in mahing Clytemnestra’s death accidental, and introduced two
affairs of the heart For this last purpose he gave Aigisthus a son and a
daughter. To create new mtuations he made Orestes believe that he was the
son of Palaméde and added a tale of shipwreck, death, rescue, and heroie
military achievements

Despite his boast of onginality, he imitated both Sophocles and Longe-
pierre.?® e may have derived from La Grange-Chancel’s Amasis the 1dea
ot luring the usurper imnto a temple by a promise of marriage 1n order that
he may be put to death there Ie had already employed mn his 4irée et
Thyeste & prince’s 1gnorance of who his father 18, an arrival hy shipwreck,
and help given a prince by a man who 1s the son or the supposed son of his
enemy [Elecire 15 1n 4 sense a sequel 3° to Airée et Thyeste, for 1n 1t the
grandson of Atreus murders the son of Thyestes.?!

37 Muoland edition, V, 86, XVII, 413

™ Parw, Prerre Ribou, 1709, 12°  For other editions and a study of the play ef
Dutrait, op «it  of wlso F ¥ Frantz, op ¢ttt The play was translated into Dutch
i 1714 An Italun tinnslation was published mn 1750, 1754, 1762, and 1766 An-
other Italian tianslution wax minde, but not published For a Spamech transiation
ef C B Qualia, PMLA, LVIIT, 1523

®In Cretnllon’s play as in Longepierre’s Orestes not only hills his mother acer-
dentally and without realizing that he has done so, but he loses his mind when he
discovers what he hus done Both plays «tart with a long monologue spoken by
Electra and both greatly enlaige the rile of Sophocles’s pedagogue Dutrait fatled
to tahe these r1esemblunces mmto consuderation, for he believed that Longepierre’s
tragedy wds wintten not long before it was acted i 1719

2 Or, 1f one prefers, it 12 a requel to a sequel Pellegrin was soon to write a play
1 which Agisthus hlls Atrens

0 Juxt betore dawn Llectra tells uy that che has given up hope of Orestes’s return,
that on this day she 15 to marry 1tys, son of Agisthus, and that she would murder
her finnce if she were not restratned by love She 1s told that there 13 no hope of
a popular revolt until Orestes returns, as “Fmsthus and his famuly are protected
by a stranger, Tydee, whom Ity< has rescued from a shipwreck and who has recently
defented the kings of Athens and Cornth  Flectra tells Itys, whe has loved her
for ten years, but who would not marry her without her consent, that she will agree
to thetr umon only if he will st kil Egisthus  On the other hand, Clytemnestra
warns her that ~he will be put to death unless she marries Itys Clytemnestra has
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The longest rle 15 that of Orestes, who has become an 1nvineible warmor
and has been well recerved by ZAgisthus. He loves the usurper’s daughter.
He acquires a spimtual struggle that 15 not 1n the ancient tale, for he at
first believes himself to be, not Agamemnon’s son, but merely Ius former
subject. His discovery that he 18 Orestes supplies a scene of recogmtion
and has an 1mportant function 1n the plot as 1t conyvinees him that he ought
to murder ZEgisthus. His character 15 stronger than that of T.ongepierre's
Urestes, who knows who he 1s from the beginning and has no love to
overcome

This 15 the first play 1 which Crébillon gave a long rfle to a woman,
but, though Electra has much to say, she has litle influence upon the
action except that her proposed marriage 1s used to snare Fmsthus As in
earlier accounts she 1s her stepfather’s implacable enemy, but she now has
to overcome her love, as she had not had previously 1o do  Her mother feels
no remorse, 18 willing to see both of her chuildren put to death, and expresses
only hatred when she receives the fata] blow from her son  As Dutrait notes,
Clytemnestia 1s the only mother that Crchillon portrayed lle probably
thought that a normal mother 1s out ot place in a tragedy. The tlird woman,
Iphianasse, adds little to the play Though she loves Orestes, she conceals
her feelings and offends him by her respect for rank and her suspicions of
Electra, At the end of the play she 1s surrounded by guards, but we are
not told what disposition will be made of her

This 15 true, too, of her brother, Iiys, apparently an excellent young man,
sighing for Flectia, dutiful to hus father, attached to the supposed Tydee,

been troubled by a dieam and would appease Agamemmnon s shade, but Agisthus
looks for a favoruble turn of events, (spuaially because he has Tydee’s support Peace
and the hund of his daughter, Iplianasce, huve been asked for by the King of Corinth,
but Agisthus prefers to give her to the man who will bring him the hesd of Orestes,
prefcrably to Tydee 1lhis young warror reports that both hs fathu Palamide,
and Orestes perished m the shipwreck and that he hus hunself been greatly troubled
bv a viait to a temple and an ominons prediction Whon he makes Jove to Iphianasse,
she declares that he has msulted her us her hushand mnst be a king or the killer
of Orestes, hut Algisthus offers him the girl's hand when he hears that Orestes 1s
dead Tydee 15 torn hetween love of the princess and loyalty to the memory of
Orestes He 15 urged by Electra fo kill Agisthus He s offended by Iphmanasse, who
15 suspicions of his relations with Electra® He 18 mtluenced espeaally by Palaméde,
who has escaped from the shipwrech and 19 shocked to find that, mstend of killing
Zgisthus, Tydee has rescued him from his enemres A< the young man still hesitates,
Palamede 1nforms him that be 18 Orestes  In order to protect him, Palamide had
brought lnm up as his son and had called his own son Orestes  This rovelation wins
him over In the meantimd klectra has seen on her father’s tomb gifts that make
her thinh her brother has returned When Orestes assures her that he lives, she
recognizex hun  Palamede now urges her to agrce to marry Itys m order to lure
Aigisthus tnto the temple After some hewitation she agrees, but, when Itys calls
her to the altar, <he begs him to wait VWhile they talk, Kmsthu« goes to the temple
and 13 slain hy Orestes Itys goes to aid s father, but he 13 disarmed  Orestes 1s
told that he fatally wounded lis mother when she tried to save Agisthus  Clytem-
nestra reproaches Orestes and diea Orestes seeks to kill himself, 15 disarmed by
Palamede, and becomes mentally deranged
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but unable to cope with the children of Agamemnon. The other men who
have important réles are Agisthus and Palaméde. The former 18 chiefly
engaged 1 protecting himself agamst the children of the man he has mur-
dered. When he expresses disbelief 1n dreams, he 1s seeking to obscare the
memory of Agamemnon. He would protect himself by marrying his son to
Electra and by offering his daughter to the man who will slay Orestes. He
shows none of the pessimism attributed to um by Longepierre His con-
fidence 1n Tydée, who murders him at the end of the tragedy, 18 an example
of tragic wony. The one general 1dea that he expresses seems strangely
democratic unless we realize that 1t occurs in lines employed merely to win
over Tydée (I, 4):

Lorsqu’on a les vertus que vous faites paroftre,
On est du sang des Dieux, ou digne au moms d’en &tre

Palaméde 18 far more intelhgent He has for twenty years been planning
to avenge Agamemnon and place Orestes on the throne. He has even used
as a shield for the prince s own son, whose hife has been lost on the
expedition undertaken 1n behalf of Orestes. He domnates the plot and
selects the moment when the usurper 1s to perish. He belongs to the series
cf faithful and resourceful supporters of legitimate heirs to a throne, sug-
gested by Sophocles and developed 1n France by a number of dramatists,
including La Chapelle, La Grange-Chancel, and Longepierre.*?

The action 1s arranged 1n such a way that 1t contains several scenes of
recognition, true or supposed. Orestes 18 recognized as Tydée and 1s made
known m turn to himself, to Electra, to Iphianasse, and to Clytemnestra.
There are descriptive passages devoted to the shipwreck, to battle, to the
murder of Agamemnon, to what Clytemnestra has seen 1n her dream. The
love scenes are 1neffective, but they serve to provide actresses with longer
réles than Crébillon had previously allowed them. It 1s probable that the
mtroduction of love, the descriptive passages, and the increased respect
shown by Orestes for his mother made the play more successful than a
stricter reproduction of Sophocles, Itke that of Longepierre, would have been.
It was acted fourteen times between Dec. 14, 1708, and Jan. 12. 1709. It
might have had a longer 1mtial run if the theater had not been closed from
Jan. 14 to 22 on account of the excessive cold. As 1t was, there were four
more performances 1 1709. The tragedy remained in the repertory until
1818, with a total of 163 productions.

The play did not escape craticism. In the Nouveau Mercure of 1709 an

#In view of this fact, 1t 18 unwise to suppose, as did one of Crébllon’s critics,
cited by the fréres Parfaiet (XIV, 501), that any special influence was exerted upon
the dramatist by Danchet’s Cyrus
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author ** held that Electra influences the action too httle and that, as she
must have been about fifty, her love of Itys should not have been introduced.
She should not, for s sake, have risked the success of the plot against
Agisthus  Her recogmition of Orestes would have been more effective 1f
she had not previously believed that Tydée maght be her brother Orestes
could not have been born after the siege of Troy. It was imprudent of him
to leave & sword on Agamemnon’s tomb. Egsthus 18 represented, not as a
villain, but as a “fort honnéte homme,” too much so to suspect Tydée’s
mtentions when the voung man admits that he 18 2 friend of Orestes.
Clytemnestra 18 too black a character She should have been given some
virtue to win our sympathy, as had been done 1 the cave of Racine’s Phédre.
The deseription of her dream coutains o puseuge that 18 ohscure. Palamdde,
the finest character, shows little originality as he 15 derived from Danchet’s
Cyrus Ile takes too long to reach Mycenne after the shipwreck, fails to
reprove Orestes for making himself known to Llectra, and acts unworthily
when he proposes that she should agree to marry Hys

The critic finds that the names of Tydée, Tphianasse, 1tys, and Palamdde
are too well known 1n other connections to be employed here. To have the
son and daughter of Agisthus love the daughter and son of Agamemnon
1s worthy of a comedy Tydée’s pompous description mn Act 11, though very
popular, 1s out of place. The action does not begin till Act ITT A {fatally
wounded woman should not be brought on the stage to die, nor does the
scene show originalty, for 1t 18 derived from Pellegrin’s Mort d'Ulysse3*
Crébhllon put mto his play “ tempéte, & songe, & oracle, & fureur Vold
de quo1 faire le plus bel Opera du monde.”

Much of this criticism 18 puenle, but some of 1t 18 justified. ¢'rebillon
seems to have had 1t 1n mind when he wrote his preface Ile admtted that
he had made his plot unnecessarily complicated, that there were “longueurs ”
m Acts T and I1, especially 1n the Jast half of Act I, and that much of Act
1T resembled an epic poem rather than a tragedy. Mowever. as something
had to be added to the original story, he had preferred new episodes to
declamation. He claimed the right to alter his source, ax Racine had done
<0 m Mithridate and Britannicus, to ginve Orestes the age he plensed to give
him, and to make Electra fall 1n love, especially as she acquired in this way
o moral struggle and became more pitiful than she had been 1n the Greek
tragedies. The only fault he admits n this connection 18 that her love does

not produce enough events.

" ted by the fréres Parfaict, XIV, 491 511
8¢ ?: (::hla pf;y 1?; 18 Ulysses, not a woman, who 1s brought 1n to die As a similar
situation 1s found at the end of Mithridate, there 18 no reagon to suppose that

Crébillon was imitating Pellegrin
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The fréres Parfaict *® aceept his argument and hold that the defects of
the play are well concealed by 1ts beauties, that 1t rouses great interest, that
1ts situations are “ heureuses & pathétiques,” 1ts thoughts “ neuves, hardies,
& brillantes,” 1ts versification “ forte & nombreuse ” Writing m 1748, they
assert that the play then received the same applause that 1t won when 1t
was Iew.

Voltaire * sought to replace the tragedy with his Oreste, but he succeeded
only m having his play acted as often as Créhillon’s while both were in the
repertory He also attacked Elecire directly. The herome should not be 1n
love. She, her brother, Ttys, and Iphianasse form a comic “ partie carrée.”
Palaméde should not be the principal character Orestes ought to know who
he 18 and should not head Agisthus’s army. There 1s too much materzal.
The adventures of Tydée lack verisimihitude. In Crébillon’s description of
the storm the dramatist yields to the poet. Voltare admits, however, that,
despite errors 1n diction, there are “ belles tirades ” and tragic verses, that
the roles of Electra and Palaméde and especially Electra’s recogmition of
Orestes are effective. On the whole, he sympathized with Frederck the
Great’s hiking for Electre and Rhadamaste, but he could not resist pointing
out what he held to be the superior qualities of his own tragedy.

La Harpe " made a long parallel between Elecire and Oreste, very much
to Voltaire’s advantage. He criticized Crébillon’s play, not only for the
defects 1nd:cated by Voltaire, but for the préciosité of Iphianasse, for the
sudden change 1n the character of Orestes when he discovers who he 1s, for
having three acts begin with monologues spoken by Electra, and for our
being left 1n 1gnorance of the fate that will befall Itys and his sister Like
Voltaire he both objects to Palaméde’s having the principal rdle and admires
the part in itself He adds a personal recollection

J'ar toujours remarqué qu’d la vue de ce personnage, 1l w'élevart un cr1 de jole,

et ce n'est pas seulement parce que son réle est plein de chaleur et d’énergte, cest
parce qu'en effet Ia tragédie, oubliee jusque-la, entre avec lur sur la scéne 38

Crébillon reached the chimax of his dramatic career with his next play,
READAMISTE ET ZENOBIE,*® the most frequently acted new tragedy of 1701-15

35 X1V, 511 12

* Moland edition, V, 190 5, XVII, 187-90, XXIV, 348 51, XXXVII, 3

27 0p cat, XII, 102-200

®imd, p 121

® Paris, Pierre Ribou, 1711, 12°, priv Feb 8, 1711, approbation of Feb 21
signed by Bomndin, who thought that the “ Public en verioit 'tmpression avec autant
de plaisir quil en a v0 les representations ” Dedicated to the prince de Vaudemont
A copy of this first edition 18 at the Johns Hopkins University For other editions
and a lengthy study of the play ¢f Dutrait, op ctt A Dutch translation appeared
m 171%  For Itahan translations, especially that of Fragom, published seven tiumes
in 1724 98, cof. Luiga Ferrar:, le Treduzions staliane del teatro tragico francese,
Parw, Champion, 1925 For a Spanish translation of 1784 and an adaptation of
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T'o compose 1t he abandoned Greek mythology for Tacitus, but he also made
use of Segrais’s Bérémice, the second French novel he had 1mitated mn a
tragedy, and, perhaps, of Racine’s Mithrdate.®® The first two sources give
the names of Pharasmane, Rhadamiste, and Zénobre, therr relationship, and
much of the material mentioned in the exposition, which makes Rhadamste
more en1l than he really was, but, so far as the action of the tragedy 1s
concerned, there 1s little that 1s historical about 1t except the fact that
Pharasmane caused the death of his son, Rhadamiste Crébillon added
Arsame, Rhadawmiste’s visit as & Roman ambassador to hus father’s court,
his attempt to escape with Zénobue, the fuct that Pharasmane plans to marry
her, her wanderings 1n Media, and the disposition that 1s finally made of
her Consequently the fragedy 13 1n the mamn an onginal production. Its
most romantic elements come, not irom Segrais, but from Tacitus ¢

1799, & C B Quahsa, PMLA, LVIII, 1558 In 1708 an Enghsh translation by
Arthur Murphy was published ut London as Zenabra “ by the author of the Orphan
of China,” an unconscious tribute to Voltaire’s celebrty

“ Dutrait, op est, pp 530 34, gives the passige from the Annals, Book XTI, and
shows what modifieations Ciébillon introdiced On p 195 he notes that Voltaire
was the first to call attention to Scgrins’s Bérdnice (1648 51) an a souree of the
play (f Moland edition, XXIV, 335), that this horrowing was demed by twa of
Crénllon’s editors, but that 1t was <o firmly behieved by Brunetidre that he con
cluded that the dramatist had not rend the pussage m Tacitus (f Epoques du
thedtre frangms, Paris, Hachette, 1806, p 211) Dutrait believed that Tactus was
the main source, but that Crebilon took from Segrais at Ieast the mention of
Artansse as a aty and the choice of Mitrane as the captain of Pharasmane’s guards
He thought that Arsame’s love of Zenohie might have been suggested by Tiridate’s
love of her m the novel, but Crebillon needed no wuch suggestion 1t would be more
correct to say that the mention i Rhademste, 11, 1, of Tiridate’s destre to marry
Zénobre was suggested by the novel ¥ollowing Voltane, Dutrait also mentioned
resemsblances between the play and Mithridate  Aboul all one can say 1s that m
hoth tragedies the seene 19 Jaid not far from the Envune and that o father and s
two sons, one respectful to him, the other hostile, Iove the same womsn, who loves
the obedient son

‘1 Pharasmane, King of Iberia, near the Caucisni, had (wo sons, Rbidammste
and Arsame Rhadamiste waa brought up by hus unde, Mithridate, King of Armenta,
and was engaged to his daughter, Zenobie, but, as Pharasmane and Tirudite King
of Parthin, had mvaded Armema, Mithiidate offered Zcnobie to Tirdate in return
for mulitary assistance Rhadamiste repelled Pharasmane, dethroned Mithidate,
but promised to restore the latter to Jus throne of e could marry Zénouie After
this marriage had been arranged he nnndered Mithidate and martied s daughter,
but a revolt of the Armenians drove him f1om the tenmple with hus brade i lus arms
Fearing, while they were being pursued, that she noght be caplured and possessed
by another man, he stabbed her and thiew her mto the river Araxe Wuounded m
the ensuing confhict, Rhadamiste was tescued hv the Romans undcr Carbulo  Ile
aided them i war for ten years, then heating of his futher » designy upon Armens,
he got himself appointed Roman ambassador to s comrt ot Artamsse with the
thought of possaibly murdering Pharwmane Mcanwhile Zunobie, 108cued and healed
by shepherds, had found her way wte Medw, where, hnown ad Tsmduie, she was
captured by Arsame and brought to the Eherian court Both Arsame and his father
now wish to marry her She behetes that Pharasmane has Milled Rhadamiste and
she 1s much attached to Arsame, hut the old hing has decrded (o marry her on the
day represented in the tragedy Arcame who has been nway, reyum’hu, but he
can get from her only the promise that she will not marry his father When Pharas-
mane finds them together, he orders Arsame to mve up hus love and retic to Golehos
Zénobie thinks of persuading Arsame to hill his father, hut she decides nstead to
seek the aid of the Roman ambassador Pharasmane recerves the lutter and Hieron,
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Pharasmane 1s a haughty old king, proud of s blood and of his victories,
brooking no opposition He has attacked his brother, persecuted Rhada-
miste, and now he arrests his other son, Arsame. His forehead 18 described
as “superbe ” In his courtship he employs no gallantry He commands
Zénobie to marry him in the same imperious manner that he adopts when
he orders the Roman ambassador to leave his kingdom. He boasts of the
stern sumplicity of his surroundings and 1s eager to war upon the Romans.
The 1mpression he produces 13 weakened at the end of the play by his
releasing Arsame and allowing hun to marry Zénobie, actions attributed to
remorse over the kiling of Rhadamiste, but hardly in keeping with what
we have previously seen of Pharasmane.

His two sons are contrasted in thetr ettitudes toward him and towards
Zénobe. Arsame does not openly disobey his father, but he returns from
war without waiting for his order and he 1s slow 1n leaving Iberia when
told to do so. He refuses to join a revolt against Pharasmane and to asmst
the Romans Whatever he does that fails t0 meet with his father’s approval
1s caused by his love of Zénobie, to whom he 18 respectful and devoted,
though not oppressively so. His character pales in contrast with g father’s
and still more so with that of his extraordinary brother.

Rhadamiste has murdered his uncle, has sought to kill his wife, and
indicates that he may avenge himself upon his father. There are, however,
extenuating circumstances. His uncle had broken his promise to give him
Zénobie 1 marriage. When he stabbed his wife, he was moved by passionate
jealousy of a man who might capture her When he has an opportunity to
kil his father, he does not seize 1t. He feels too much remorse over his
crimes and 1s too deeply in love to make one think of him as a complete
villain. He 18 rather a tragic hero, torn by conflicting emotions (IT, 1),

furieux, incertain,

Criminel sans penchant, vertueux sans dessein,
Jotliet mfortuné de ma douleur extrdme

He has returned to his old home with a half-formed political plan and the

ambassador of Armenla, who wishes to offer his country’s throne to Arsame The
two smbassadors warn Pharasmane not to invade Armenmia and anger him so greatly
that he orders them to leave the country Arsame begs the Roman to take the
supposed Isménie away with him, but declines to intrigue against his father When
the ambassador and the princess meet, there 1s mutual recogntion Zénobie forgives
her husband and agrees to escape with him at nightfall Rhadamiste shows some
jealousy towards Arsame, which 18 1ncreased when he finds him conversing with
Zénobie Though she admits that she cares for Arsame, she 18 walling to esea
with her husband Pharasmane arresta Arsame and 1s upbraiding him for plotting
with the Romans when news 1s brought that the Roman ambassador 1s abducting
Zénome The old king rushes out, finds the supposed Roman fighting with his
guards, and stabs him  Brought 1n dying, Rhadamiste reveals his identity Moved
by this revelation and remembermg that Rhadamiste had seemed to avoid him
during the fight, Pharasmane softens and, contrite over killing one son, spares the
other and sends him off with Zénobie to rule over Armema
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feehng that Heaven may pumsh him for his crimes. When he recognizes
Zénobie, he 1s all contrition, but he soon becomes jealous of his brother,
delays his departure on account of his passion, and falls a vietim to his own
designs. When he 18 attacked by his futher, he spures him, but, when he
18 brought 1n dying, he reproaches Pharasmane bitterly (V, 6)

La soif que vbtre ceeur avort de le [mon sang] repandre
N’a-t elle pas suffi, Seigneur, pour vous Papprendre?

A moment later he 18 delighted to “ retrouver mon pere ” Such variations
bewildered Crébillon’s critics, though a modern reader can eastly understand
them. Rhadamiste speaks over a fourth of the play. indulging 1n long
tirades of explanation or emotional expression One of his most effective
lines, intended as an insult to hus father aud as & means of mnking lum
break with Rome, 18 a judgment on hymself and an example of tragic irony - 2

Ah' doit-on herster de cenx quion assassine?

Zénobie 1s presented with much less skill She 13 a Romantie herone
with a classical veneer After being stabbed, thrown into a river, and obhged
forsten years to wander about 1n a strange land, she 18 taken to a royal
court, where she finds that she has preserved enough of her beauty to win
the love of a king and his two sons Though she loves Arsame, she refuses
to tell him so while she believes herself to be a widow She 1s prevented by
a “devoir ngoureux,” but what this 15 she never explans 1t cannot be
that she disapproves of a widow’s marrying her brother-in-law, for this 1
what she 1s about to do when the play ends. It 1z when she knows that her
husband lLives that she admits she has loved Arsame However, there 18 no
doubt about her reverence for the sanctity of marrage

Que I'himen est puissant sur les ceeurs vertueux' (IV, 2)
Mon €poux est vivant, ainsi ma flime expire (1v, 4)

This despite the fact that her marriage had not been consummated, that her
husband had attempted to kill her, that he now shows violent jealousy, and
that she has fallen mn love with another man Dutrait compares her to
Pauline 1n Polyeucte and to the heroine of the Princesse de Cléves. Crébl-
lon may have had these characters in mnd when he created her and sought
to put the matrimonal bond to a severer test than Corneille and Mme de
La Fayette had done It may be for such purpose that he made her brave
Pharasmane, 1n whose power she 18, forgive Rhadaimste, who would proba-
bly have again attempted to murder her, and seek to discourage Arsame,
whom she loves. But, unlike her classical prototypes, she does not carve out

bl The fréres Parfaict, XV, 87, call attention to the fact that this line can
be a:][):)’hzd to?Rha.damlste, but they fail to note 1ts full effectivencss
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her own destiny, for her plans to have Pharasmane murdered, to elope with
Rhadamste, and to rencunce Arsame all fail. Only her desire to see her
father avenged 1s accomphshed, but that 18 done without her parhcipation
and apparently to her regret She remams an artificial creation, presented
without proper explanation.

The other characters are ummportant. The political element is subordi-
nated to the personal, to the rivalry of three men closely related by blood
1o one another and to the woman they love. There 1s little local color except
1 the king’s proud reference to the “ faste sauvage ”” of his country, which
produces, mstead of gold, “du fer, des Soldats” (II, 2). The exposition
contains too much material and 1s presented 1n conversations that show
Iittle skill 1n the use of dialogue, but the rest of the play 18 quite simple,
consisting largely of preparations for an abduction, the failure of the attempt,
and the 1esulting death of Rhadamiste and marriage of Zénobie KExcept
that the talk of revolt has no effect upon the plot, the umities are preserved.
The 1ntrigue 18 arranged 1n such a way as to produce several effective scenes*
the interview between Pharasmane and the ambassadors (II, 2), the scene
of double recognition (III, 5) that was called by La Harpe “’une des plus
belles sans contredit, el peut-8tre la plus helle quiil y a1t au thédtre” 42
the scene 1n which Rhadamiste shows that he 18 jealous of his brother (IV,
4), and the final ecene of recognition and death (V, 6). These scenes,
skillfully spaced, and the intense manner 1n which ’hadamiste, Pharasmane,
and Zénobie express themselves are probably what gave the play 1ts great
success

First presented to the public on Jan 23, 1711, 1t was acted twenty-three
times, until March.19, and ten more before the end of the year The author’s
share was 2918 francs, 2 sous, more than any carher tragedy had produced
for 1ts author, so far as can be judged from extant records Beaubourg
played Rhadamiste, Philippe Posson, Arsame, Pontewml, Pharasmane,
la Duclos, Zénohe * By the end of 1718 there had been forty-nine per-
formances of the tragedy Tt remamed in the repertory of the Comédie
Frangaise 111l 1829, with a total of 288 performances, more for this period,
1711-1829, than those of Cinna, Polycucte, Bajazet, or Mathridate

This result was accomplished despite the warning of crities that the public
would do well to restrain 1ts enthusiasm The abbé de Pons found that the
scenes were not hinked.*® the characters not well sustained The whole

#0p o1t, XIII, 65 Nadal, Euvres, II, 204-5, also praised this scene highly He
noted that Zonobte recognized her husband by the sound of hus voice

4 Cf the freres Parfaict, XV, 80, 88 The tragedy was parodied m Apollon & la
fowre on Mareh 1, 1711

4 His Lettre oritique of 1711 18 quoted by the fréres Parfaict, XV, 87-8 In the
printed copies of the play all the scenes are carefully linked
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appeared to lum “confus et embarrassé,” though he admtted that there
were “traits hardis,” happy expressions, interesting situations, and that at
times the characters expressed themselves with e ma)esty worthy of Corneille.
Dufresny,*® too, found that there was too much matenal, but he praised
the manner 1 which most of 1t was packed 1nto the early scenes, so that 1t
was separated from the action He pointed out that 1t does not immediately
become clear why Rhadamiste 1 not recognized by his father and brother
and that 1t 1s lnghly 1mprobable that Arsame and the ambassadors would
have reached the court almost at the same time Though he admires the
scene 1n which these ambassadors appear before Pharasmane, he objects to
the Jang’s receiving them together. He holds Arsame 1nexcusable for
ubandoning a post confided to his care, ’harasmane, for stopping {o speak
1o Arsame when he hears that Zénobie has been carried off However, he
admures the heroine’s superhuman virtue, the character of Pharasmane, well
sustained except at the end, and that of Arsame after the first scencs 1n
which he appears He comments less on the violation of rules than on
Crébillon’s success in spite of them.

In 1726 an anonymous author, said to be the abhé Pellegrin,*® judged
that Pharasmane does not conduct himself as a statesman shonld, that the
play has a “fond de Roman,” that Zénome should not t'ink of having
Arsame kill his father, or Arsame propose to take revengze on Zénobie’s
husband e could not understand why Rhadamiste 1s not recognized by
one of s father’s subjects, he was unmoved by the celebrated scene of
recogmition because 1t boded no good for Zénobie, and he found Rhadamiste
cruel to his father at the end of the play.

Voltaire ¢ referred to the report that Boilean, upon hearing a part of
the play read, put the author below Pradon, but he was not so severe Jumself.
He agreed with earlier critics that the exposition was ohscure and that 1t
was 1mprobable that Rhadamiste should be unrecognised at lus father’s
court. He also thought 1t unlikely that he would agree to carry oif a woman
merely because his father loved her. He held that Ar<ame’s love lacked
power and that Pharasmane was too much ike Racine’s Mithiudate On the
other hand, he considered the latter king less proud and lcss tragie than
Pharasmane, he declared that the scene of double recogmtion had greatly
pleased, he called the tragedy Créhillon’s best, and he eredited it with “du
tragique, de intérét,” striking situations and veises # ]le even went so

©Cf (Dypres, 1747, TV, 280 96 I criticiem first appeared n 1711

:: gll:le;lngyefi]:a(fxzfrgfxl,,arzg?lgt’ I\i‘.v;nS; 1}1(:12"0 heen this report that mmduced J B

Roussenu to say that, 1f Le Verrier had read the tragedy over Boiliau's tomb, the
old critic \\?oulg, like Achilles, have risen up and demanded that it he sperificed to

hus shade, ¢f s Fuvres, edition cited, V, 155
@ Moland edition, XXIV, 335 8
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far as to say that Rhadamiste and Electre had special beauties that were
lacking 1n Corneille and Racine.*™®

La Harpe ** expressed the greatest admiration for the play, especially for
the role of Rhadamiste and for the effective situations of Acts II-V. He
agreed that there was far too much materal 1n the exposition and he found
fault with many expressions, but he considered the play enough by itself
to give the author a very honorable position among tragic poets. After
La Harpe several critics admired the tragedy. Geoffroy called it the last
sigh of this “ tragédie méle, simple et vrale, créée par Corneille et Racine.”
Villemain considered 1t the only work of genius in the history of tragedy
between Racine and Voltaire. Gérusez found in the play “la nature vraze
et terrible.” ®2 Nisard held that Rhadamiste could be compared to Rodrigue,
Zénobe to Pauline, praised the verse of the tragedy, and asserted that it
contained “ des actes entiers, des caractéres vivants  that recall the masters
of the genre® Vitu reproached the Comédie Frangase for dropping the
play from 1ts repertory in 1829,° but later writers have tended to support
the opimion of the actors. 1 sprte of Dutrait’s effort to give Crébillon the
third place among French authors of tragedy.

Already Petit de Julleville had called the play “ plus éirange que belle,
et plus violente que forte,” the work of a man who observed the world only
through a dream.”® Brunetiére admitted that it had “ un air de grandeur
et d’héroisme qui rappelle quelquefois Corneille,” but he considered it a
melodrama 1n which disguise 18 employed to cultivate surprise and terror.®
He gives as the cause of 1t8 being dropped from the repertory the fact that
1t had been surpassed 1n startling effects by the suthors of Romantic tragedy.
Later writers have been inclined to agree with him Lion called Rhadamuste
“un pele-méle de galanterie ¢t de rage jalouse, d’amour, de vertu et
d’héroisme, qu: donnait & la tragédie, sinon la vie, du moins I’apparence
de la vie”*? Lanson’s account of the play presents it in much the same
fashion.®® Mr Tilley repeats a part of Brunetiére’s comment

s Ibd , XXI11, 249

52 0p o1t , XIII, 46-89

52 These three critics are cited by Dutrait, op e, pp 485-8

83 Histowre de la Littérature frangawse, Paris, 1863, 1V, 167-8

5 Cf Dutrait, op ct, p 490

"Ibd, p 491

8¢ Epoqucs, Paris, Hachette, 1896, p 225 In this connection Brunetidre attacked
recogmtion as a purely melodramatic device and denied that 1t 18 to be found m
Racine He overlooked the reported recognition of Eriphile at the end of Iphigénie
and the recognition of Jous 1 Athalte, V, 5 He also failed to remembes that one
of the greatest of tragedies, (Fdipus Rex, 18 based on recognition

57 In Petit de Julleville’s Histowre de la langue, ete, VI, 547

88 Haistowre de la stt@ature francarse, Panis, Hachette, 1903, p 639 In attempting
to establish the thesis that Crébillon sought to combine the horrible with the
bienséant Lanson asserts that, “éclairé sur sa victime, 11 [Pharasmane] se tuera
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The play seems to me to deserve neither the enthusiasm nor the scorn
that 1t has recerved. For over a century 1t was regarded as one of the leading
French tragedies, yet for more than another century 1t has not been con-
sidered worth reviving There 15 too much material 1o the exposition and
that materal 1s presented 1 a prosaic fashion, but after the first act the
tragedy moves swiftly, with striking scenes separated from one another by
quieter discussions that make them all the more effective. Zénobie 1s cer-
tainly an unresl person and Arsame 15 like many another character in French
tragedy, but Pharasmane has a vigorous, even a poetic role, while Rhadamiste
1s 2 most interesting character, wavering between right and wrong, jeslous,
passionate, murderous. yet with yearnings towards a better Life that win our
sympathy In portraying these men Crébillon was not hampered by respect
for the proprietses. It 15 unfortunate that they have not received more
generous appreciation from recent eritics.

Despite the great success of Rhadamaste, Crébillon next attempted a
mulder type of play, without disgmise and recogntion and with nothing more
horrible than smcide, or than murder comnutted by & person not related to
the victim, He (id not, however, abandon as source material the ancient
history of western Asia. In composing XErcEs ® he turned to Justin as
he had previously turned to Tacitus, and borrowed from seventeenth-century
plays as he had previously borrowed from a seventeenth-century novel

After his unfortunate expedition against Greece, Xerxes, sccording to
Justm (I1I, § 1), was murdered by his chief officer, Artabanes, who accused
ihe king’s elder son, Darius, of the murder and convinced the younger,
Artaxerxes, that his brother was gmlty, With the boy’s assistance Ariabanes
put Darius to death, but the murderer’s confidant told the truth to Aria-
xerxes, who suecceded 1n killing Artabanes From this account Crénllen
derived his five principal male characters, including the conhdant, whom
he called Tysapherne, the name of a Persian mentioned hy Justin in another
connection He kept the murder ot the king by Artabanes, Artuverses’s
suspicions of s brother, and the fact that the officer’s yuidt was revedled
by s confidant, but he had the latter put Artabanes to death and he allowed
Darius to hive
action horrible—et bienséante * Unfortunately for the theory, Pharasnane does not
kil himself Notiemng his error, Lanson hanged the text to “veut se tuer,” thus
avolding the resetting of mose than one line, but the alteration, though economical,

19 no nearer the truth, for Pharasmane gnves no indiation that he dessres to kil
himself Moreover, smicide 1s found m some of the finest tragedis ever written

w0 , 366 . .

s 11""1{-‘:% ;f;‘lilllih(pfigzxﬁ)lm (Fuvres, Panis, Prault fils, 1749 12° When f'ontenelle
signed the approbation, Feh 26, 1749, he stated that he had found nothing in the
play unworthy of the author’s great reputation T own a copy of this edition  For
others and a study of the play of Dutrait, op cat Ferrmai, op cit, mentions two
Italian translations of 1756 For La Harpe’s condemnation of the trigedy of his

op at, X111, 93-102
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But Justin’s tale gave Crébillon no feminine role Dutrait supposed thet
the dramatist had invented the non-historical portion of the plot, although
an anonymous author, quoted by the fréres Parfaict,” had suggested in
1749 that other material was provided by Boisrobert, Magnon, and Boyer.
Goldstein ®2 eliminated the first of these and proposed instead Thomas
Corneille’s Darwus. 1 would 1n turn eliminate Thomas Corneille, who drama-
tized a different account, for Goldstein’s evidence 18 unconvincing. It 18
clear, however, that both Boyer and Magnon mfluenced Crébillon, the former
especially 1n the plot, the latter 1n details of the text The historical narra-
tive they had dramatized, that of Artaxerxes II, his sons, and the Greek
mstress of his brother Cyrus, was attached by Crébillon to the account of
Xerxes’s death, so that his play gives an example of a partially disguised
subject. His method resembles that of Campistron in writing Alcibiade,
which he based partly on history, partly on Du Ryer’s Thémastocle.

As 1n Boyer’s Artaxerce, Crébillon’s powerful mimster has a daughter
whom he would use to promote his ambtion, but whom Darius refuses to
marry, the king has to choose one of his sons as his successor; a request
made by the one selected must be granted , rivalry between the king and one
of his sons 1s real or pretended , and a minister tries to incite a prince against
his father, while hoping ultimately to secure the throne for himself Both
of the 1mportani femimne characters owe their existence to this play and
1o Magnon’s Ariazerce.

Finally, there 1s a relationship that has been overlooked between this
tragedy and Rhadamaste, for Darius returns, hke Arsame, after a victory
and without his father’s permission, 18 coldly recewved by the king, loves
the same woman as his brother, lingers at court after he has been ordered
to leave, and 18 ultimately allowed to marry the woman he cares for and
to become a king himself In both tragedies a proposed elopement leads
to the dénouement.®®

°1 XV, 161 2

" Darius, Xerzes und Artazerzes in Drama der neueren Lateraturen, Leipzg, 1912,
pp 84102

°* Artaban, Xerxes’s mimster, plans to make himself king after getting rid of the
monarch and his two sons, Darius and Artaxerxes He poisons the mind of Xerxes
against popular and victorious Darins while this prince 18 away from Babylon with
the army, and peranades the king to appomnt Artaxerxes as his heir Since the
selection carries with 1t the right to have a request granted, the younger prinee asks
for the hand of his cousin, Amestris, whom the king had promised to Darms Hear-
g that hs elder won 18 returming, Xerves hopes to persuade him to accept the
sitnation by offering him Egypt and Artaban’s daughter, Barsine Darms had once
loved this woman, but Xerxes, fearing he would be too powerful if he became Artaban’s
son-in-law, had pretended to love her himself and had thus induced her to reject
the prince, who had subsequently fallen 1 love with Amestris When Darius reaches
the court, he 18 brutally received by his father and learns that his brother 1s his

successful rival in politics and love Even Amestris, who has been made to believe
that he loves Barsine, accuses him of perfily and allows him no opportunity to
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The Persian monarch 1s represented as essentially weak, fearing both his
powerful mumster and s popular son, winning temporary success by pre-
tending to love Barsine, but allowing himself to be led by Artaban into
selecting the wrong successor, then seeking to cover up his mistake by a
show of stetnness. Thoroughly mconsequential, he easily falls & victim to
Artaban and excites little sympathy among those who surround him or
those who read the play. His sons are quite superior to him. Darius Las
suffered from the fact that his mother was not loved by his father, but he
has become a populsr hero  Though cruelly hurt 11 his pride and s love,
be 18 guilty only of trying to escape with Amestris. He could easily have
become a tragic character Ilis brother has a role that resembles that of
Attale 1n Nicoméde Though brought up in luxury, he does not intngue
for the throne When he discovers that his brother and Amestris love each
other, he yields her to him, even convineing her of Dariug’s loyalty. When
he believes his brother gulty of klling their tather, he hesitates to have
him executed, and, when he learns that he 18 1nnocent, he gives him half
his kingdom 1IIe once (1I1, 2) cxpresses himself 1n a hne that 18 worthy

of Racine
Il me bairoit mowns, x'1l ne vous mummt pas

The longest rle 1s that of Artaban, a wily, conscienceless, and ambitious
person, who domunates the king and stirs up fannly sirife for lus own
advantage Tle makes only one mustake, that of trusting Tysapherne, and
mtends to remedy this by killing lus confidant, but he fails to act quickly
enough to prevent this error fiom being fatal to himself. He explains his
motives 1n striking verses

Me venger & régner, voilda mes rRouverains,

II n’est loix mr sermens qut pulssent retemir

Un ceur débarrassé da son de Iavemir

Un ceeur comme le mien est au dessus des Loix
La crainte fit les Dieux, 'andace a fait des Rois ¢?

explain  Artaserxes, however, learns from a stormy interview with his brother
that he loves Amestriy and, when he discovers that she still Ioves Itarius, he con-
vinces her that his brother has not broken faith with her When Amestrnis and
Darius are sure of each other, the latter proposes they escape together and accepts
help from Artaban, who arranges for them a rendezvous in the patace at mght The
minister removes the usual guards and, before Amentris minives, borrows Darius’s
dagger, clamming that he wishes to show 1t to the girl in onder to convinee her that
her lover 15 waiting for her Artaban then murders the king with it, sccuses Darus
of the crime, and submits the dagger as evidence Artiveraes s mmelined to believe
the accusation as he has been shoched to find Dariux and Amestris together at mght
A couna1l condemns Darius to death, but Amestris roures the people sgainst Artaban
Barsine reports that her father’s confidant, Tysapherne, who had witnessed the king’s
murder and whomn Artaban had intended to kill, has just murdersd Artaban Barsine
has already powsoned herself Artaxeraes, convinced of his brother’s 1nnocence, yields
Amestris to him and agrees to give him half his hingdom

1,1 Grimm, op orf, I (1877), 278, though he has a low opinion of the play

9
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Some preparation for hs confidant’s change of heart is made in the
questions asked him early 1n the play and by Artaban’s noticing his pallor
when the king was being murdered. He 1s the willain’s helper, but he has
a conscience that makes him unde his master’s plot and kill both Artaban
and himself. The two women are contrasted in the fact that one 18 gmded
by love, the other by amhtion. Amestris refuses the throne because she
loves Darius, while Barsine refuses Darius hecause she loves the throme.
The kindly author rewards love and punishes ambition

The dramatic material 1s distributed in a somewhat unususl fashion.
Artaban 18 the leading character in Acts I, II1, and V, but he 18 much less
prominent 1n the others. Xerxes, though he gives his name to the play, does
not appear after Act III Barsine comes on the stage only in Acts IT and V.
Amestris has almost as much to say in the third act as in all the others put
together. Though the atmosphere of the play 1s that of tragedy, comic
material 18 employed when Barsine, atter rejecting Darius, tries unsuccess-
fully to win him back,® and when Amestris and Darius exemplify the
familiar quarrel and reconciliation of lovers. Artaxerxes’s pompous love-
making and the contrast between the king’s bluster and his weakness also
appioach the comie

There are a number of details that seem improbable. Amestris behieves
too readily that Darius has given her up. The sight of Darus’s dagger
would not have convinced her that he was waiting for her, nor would the
prince have entrusted this weapon to Artaban. Artaxerxes s also too ready
to accept the dagger as proof. He 15 too quick to belhieve his brother guilty
and is oo easily persuaded of his 1nnocence by Barsine’s report. There 18
no sufficient reason for her suicide Tysapherne’s murder of Artaban 1s
wnsufficiently explained. The failure of the play may have been due to such
evidence of careless workmanship, added to the fact that the spectators
found here none of the scenes of violence or recognition that they associated
with the name of Crébillon, no such strmking characters as he had shown
them 1n his earher plays. The tragedy was acted only once, on Feb. 7,1714.%¢

With this play ends Crébillon’s contribution to tragedy before the death
of Loms XIV. He had atiracted attention with s somber Idoménée and
1ts problem of human sacrifice. He had risen to prominence among drama-
tists with his .1frée and 1ts hormble cup In Electre he had produced a
peculiarly eighteenth-century version of an ancient tragedy This was fol-
lowed by Rkadamiste, hig masterpiece, a play that demonstrated his abthity

and considers Artaban too outspoken when he reveals his motives, notes that this
last verse attracted attention

¢ Cf Armande and Clitandre in les Femmes savantes

* According to Dutrait, op cst, pp 39 40, the actors wished to give the play again,
but Créhllon msisted upon its withdrawal
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to contrive striking situations and to create passionate characters. He was
the only French author who wrote more than three tragedies mn 1701-15.
His love of romance, of complex matenal, of ternible situstions made him
seem to be leading classical tragedy mto new paths, while respecting its
rules of umity and propriety, but his medium was not well adapted to s
experiments. After the Romantic movement had produced tragedies of its
own, French audiences preferred to return to Corneille and Racine, or to
attend plays by younger dramatists, their own contemporaries, with richer
vocabularies than Crébillon, more facile prosody, and more varied dramatie
material Crébillon fell between the two schools. Ile has, however, an assured
position 1n the history of French drama. One may hesitate to agree with
Dutrait that he should be ranked third among authors of classical tragedy,
but one may well grant him admssion to a group of writers, each of whom
has some claim to ihis distinction: Rotrou, Du Ryer, Thomas Corneille,
Campistron. and Voltaire.



CHAPTER VIII

PELLEGRIN, DANCHET, HENAULT, CHATEAUBRUN, DESCHAMPS

Seven men and two women wrote thewr first tragedies for the Comédie
Frangaise mm 1701-15. Of these Crébillon, Nadal, and the women have
already been discussed. The five who remain composed eight tragedies at
this time. Several of these plays were well recerved and all were eventually
published, but none was acted after 1ts first season.

The author who led the way was S -J. Pellegrin (1663-1745) of Marseilles,
who began his adult career as an “ aumdnier de marine,” but who came to
Pans and wrote for the Comédie Francaise, the Foire, and the Opera.
Known for his poverty and for mingling religious and operatic interests,
he was ridiculed by Legrand as M, de La Rimaille, but he won at least the
distinction of writing the first libretto for which Ramesu composed the
music. Though he was the author of various plays and operas, ag well as
of religious works in prose and verse, only two of his tragedies were acted
m 1701-15.

The first of these was POLYDORE,? derived from Fable CIX of Hyginus,
Genest’s lost Polymneste, acted 1 December, 1696, probably dramatized the
same story and may have brought 1t to Pellegrin’s attention. It seems that
Priam sent his son, Polydorus, to be brought up by the boy’s sister, Ihona,
who had married Polymnestor, King of the Thracians She pretended that
he was her own ron and that Deipylus, her son by Polymnestor, was her
brother. After the capture of Troy the Greeks bribed the Thracian king
with gold and the offer of Electra’s hand to put Polydorus to death, but
Polymnestor slew his own son, mistaking him for his wife’s brother, and was
subsequently killed by Iliona at the instigation of Polydorus. Pellegrin
declares that he kept Hyginus’s story except that he made Deipylus the son
of Polymnestor by an earlier marriage He did 80 1n order to spare Iliona
the responsibility for causing her son’s death He added a character called
Laodamie, who, according to the fréres Parfaict, 18 given love that 15  trés-
équivoque & mal soutenu ” They quote verses from IV, 1, that show con-
siderable resemblance to érachus Polymnestor evidently found himeelf 1n
the same quandary as Phocas:

1For Pellegrin of the Biographie générale, the catalogue of the Bibliothéque
Nationale, La Harpe, op ott, XIV, 58, and Maurice Albert, les Thédires de la Forre,
Paris, Hachette, 1900, pp 49 50

* Panis, M Le Clerc, 1706, 12°, prw, Dec 15, 1705 The Bib du th fr, I1I, 142,

wves the publishers as Pierre le Clerc, Brunet, and le Breton The fréres Parfaict,
IV, 369 73, discuss the tragedy I have been unable to examine a copy of 1t

124
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Mon malheur est s1 grand, il est st peu commun,
Que je trouve deux fils, & n'en puis trouver un , .
En faveur de tous deux me laissant prévenr,

Je ne sgais qua je dors ou venger ou pumr

The fréres Parfaict find little to praise in the tragedy. © L’exposition en
est trés-mal farte; la condmite embromllée, les épisodes sont mal 1maginés,
les mituations manquées, & les personnages peu intéressans” They declare
that the sudden catastrophe surprises because of 1ts 1mprobability and that
the veraification 15 weak. Yet, accepted on Sept. 19, 1705, the tragedy was
acted fifteen times, from Nov. 6 to Dec. 3, and Pellegrin thought well enough
of 1t to select the same subject for an opera, produced 1 1720 and 1n 1739.

His second tragedy was La MorT p’UvryssE,® derived, like 1ts predecessor,
primanly from Byginus, who 1n Fable CXXVII had related the adventures
of Ulysses’ son by Circe, Telegonus, sent to Ithaca by his mother and there
slaying his father, when the latter and Telemachus, unaware of his 1dentity,
attack him. Tellegrin adds an oracle that bewilders Ulysses. He brings i
Penelope and creates Axiane, a princess whose father had sought Penelope’s
hand and who 18 loved by both sons of Ulysses.! In dramatizing this material
the author made use of various French plays.’

The tragedy 1s based on two romantic notions, helief 1n oracles and in the
crt du sang  Ulysses, who lacks entirely the cunmng for which he is
renowned, 18 an essentially weak monarch, moved by dread of an oracle he

3 Paris, Pierre Ribou, 1707, 12°, the priv 18 that of Polydore, Dec 15, 1705 The
approbation, signed by Fontenelle, 18 dated Dec 14, 1708 There 1s a copy of 1t 1n
the Princeton Unnersity hbrary ‘The author deriied from his tragedy the opera
called T'¢lcgone (1725)

¢ Ulysses has returned irom Troy and slaan all the rival suitors except Amphinome,
King of Samos, who has died 1n eaptivity and left u daughter, Aviane, about to
marry Telemachus This projected marriage has recalled to Ulysses Cice s parting
prediction that his blood would be shed by a very dear hand Calehas, vonsulted
by messenger, warns him to bewarc of hi~ son Thinking that Axiane will turn
Telemachus agamst him, Ulysses decides to marry her to a youag strangei, Telegonus
This young man, as we learn subsequeuntly, 18 the som of Ulysses and Ciwce His
father had left him 1n charge of Polite, and Ulysses had heard that he had died,
but he has in reality been sent by his mother to kill Ulysses, though a strange
feeling has not only prevented his domng so, hut has caused hum to save Ulysses’ hife
In return he has been made commander of the army Axiane refuses 1o marry him
and secks to start a mutiny Ulysses sends Telegonus to put down the uprising and
arrests both Axiane and Telemachus After questiomng the latter, Ulysses 1s sure
of hir 1nnocence, but thinks 1t wise to bamish him Soon, however, s paternal
affection 1induces lim to change his plan, to tell Ins legitimate son about the oracle,
and to promise to marry him to Axiane Telegonus reents the loss of the girl and
seeks to kill his rival In the fight thut ensues Ulysses receives the blow intended
for Telemachus Eaplanations follow The dying Ulysses discovers that Telegonus
18 his son and that the oracle has been fulfilled Overcome with horror at his deed,
Telegonus kills himself

5 The fréres Parfait, X1V, 422-5, compare the opeming scene to that of Crébillon’s
Idomenée, the scene (I1II, 4) in which the angry father perccives his son’s look of
mnocence with Phedre, 1V, 2 Bnitannicus may have mmapired ° Le harbare quil
ent m’etouffe en m’embrassant ¥ (V, 3), le Cid, “ C’est peu de syous aimer, Seigneur,
1l vous adore ” (IV, 2) and “ Et dans ma propre Cour me fera t on la loy*” (IV, 4)
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mginterprets. He pays no attention to Circe’s threats till he has engaged
his son to Axiane. His belhief that Telegonus has died 1s based merely on a
letter. He foolishly prevents Telemachus’s marriage, then approves of 1it,
though nothing has happened in the meantime to lessen the force of the
oracular pronouncement. His actions 1n regard to Telegonus are partly
determined by a2 mysterious feeling he has for one he believes to be &
stranger. He 18 a somewhat pathetic figure, but one who violates classical
prescription in regerd to well-known legendary characters

Penelope 18 presented as a devoted mother rather than as a faithful wife.
She 1s quite useless, as the fréres Parfaict point out, except to provide the
troupe with a second fermnine rfle of some distinction. Axiane speaks
boldly to Ulysses and will probably dominate Telemachus, a mild youth,
ever seeking to calm the hot tempers of those by whom he 1s surrounded.
In depicting hun, Pellegrin may have been influenced by Télémaque. Tele-
gonus 18 much more forceful and interesting. As the son of Circe and
Ulysses, he has a split personality, dommated, now by vice, now by wirtue.
He 18 attracted to Ulysses, ag his father 18 to him, though both are unaware
of the relationship. It 15 unfortunate that he was not given a larger part
with greater emphasis upon the inner conflict. The only other character
worth mentioming 18 Eumaeus, promoted from his humble position 1n the
Odyssey to the post of Ulysses’ confidant, a sxmilar elevation to that assigned
to lim 1n Genest’s Pénélope.

The background of the action 1s not clear. Ulysses has been carrying
on & successful war, yet he has caused much unrest among his subjects.
Though Axiane 18 kept under guard, she 1s able to conspire. The merveilleusr
18 represented, not only by the oracle and the cry of the blood, but by the
darkening of the sun and the burst of a thunderstorm when Ulysses 1s
wounded. The double recogmition scene, placed almost at the end of the
tragedy (V, 11), 18 effective  'When Ulysses 18 wounded and Telegonus
regretfully explains that Circe had sent hun to Ithaca for that purpose,
Ulysses asks how he knew her and 1s told that the young man had been
brought up at her court

U Je tremble de quel Pére as-tu recd le jour?
T La mort m’avoit ravi des ma plus tendre enfance
Celuy que l’on croyoit auteur de ma naissance
U Je frissonne Son nom?
T Polite
U Je frémis
Grands Dieux! & quel forfait je reconnois mon Fils?
T Moy? votre Fils, Seigneur? Dieux! quel affreux mystere!

Moy méme & quel forfait reconnois je mon Pére?

Except 1n the character of Ulysses and the fact that Penelope 15 useless,
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classical regulations are respected. The play’s obvious faults were partially
redeemed by the scene of double recognition, if one may judge by its satis-
factory, though brief popularity. Acted first on Dec, 29, 1706, 1t was not
given a second time until Jan. 13, 1707, but 1t ran until Feb 4 Joanmdés
assigns 1o 1t eleven performances, the fréres Parfaret, thirteen. According
to these last writers, Ulysses was plaved by Ponteuwil, Telemachus by Etienne
Baron, Telegonus by Beaubourg, Penelope by la Desbrosses, Axiane by
Charlotte Desmares.

Pellegrin wrote a third tragedy, one that was read n 1710, but has not
survived 1n 1ts original form. On Feb. 4 of that year the duc du Maine
wrote his wife that two days before he had been present when a tragedy
called PiLor(® ¢ was read at Versulles, and proceeded to give her a detailed
analysis of 1t 7

Pélopée tells her confidant that 1n her youth, when she was known as Amestris,
she had met a “ rustre” called Eurotas, who had courted her n the hollow of a
rock and either seduced her or wmarried her secretly The boy horn of this umon
was takcn away shortly after his birth and Furotas disappeared at about the same
time As an oracle informed Pelopée that fifteen years later she would find a hus-
band at Argos and would have other matters cleared up, she established herself
m that town Only the day before she has been given an apariment in the palace
and 13 now called a princess, though she does not know who she 18 We also learn
that she has been attracted by the admiration of & young man at court, that Atreus,
King of Argos, loves her, and that there has been an uprising among the people
In Act IT Atreus makes love to the primeess with se hitle surecess thut he engapes
Uriste, the young man who loves her, to speak to her m lis behalf We hear that
the uprising, which continues, has been caused by sympuathy for Thyestes, whom
Atreus, his brother, keeps 1n prison  Pilopie recoives word that Thyestes 1s her
father and writes him an affectionate letter In Act 141 Uriste carries ont Atreus’s
commuission, but shows at the same time his own love of the princess  Atreus finds
him on his knees hefore Pelopée, but pretends not to nutice his athitnde  Tn Act IV
Atreus learns from a courtier who had retired from soaety that Urisle 18 the son
of Thyestes Atreus begs hun to keep this iformation to himeelf and han him placed
under guard He gety possession of the letter that Pélupee hud writien 1o Thyestes,
concludes that she loves him, and plans a terrible revenge By showmg the letter
to Uriste he convinces him that Pedopie loven Thyester Uiiste becomes sy Jealous
that he agrees to obey Atreus and murder Thyestes, who 18 to be brought out of
prison for that purpose A captam of the guards begms the last act hy secking
Uriste Thyestes then enters with a friend, sees the place where two of his children
were murdered, and wonders what has hecome of a son he hay had placed at the

¢In 1t4 final form it was played at the Comédie Francame on July 18, 1733, and,
under the name of the chevalier Pellegrin, was published ai Paris, P Le Breton,
1733, 8°, with a dedication 1 verse to the marechal duc de Villars, the hero of
Denain, then m the nexi to last vear of his Iife The play was republished, Utrecht,
Etienne Néaulme, 1733

"The letter was publixhed hy A de Bowhisle in the 4nnuairc Bulletm of the
Suciete de I'histoire de France for 1808, pp 223 31 In lus brief 1.t aduction Boislisle
calls the tragedy an imitation of Zschylus, but I have been unable to discover on
what fact this opimon 18 based
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mercy of wild animals Uriste appears, shows Pélopée’s letter, asks Thyeates how
he knew her, and proposes s duel Thyestes declines and presents his chest for
Uriste to plerce At this moment the captain introduces the courtier whom Atreus
bad arrested Unste, interrupted when about to strike Thyestes, 18 told that his
intended victim 1s his father Instead of striking, he embraces him and learns from
him that Pélopée 18 the daughter of Thyestes Though he nearly dies as a result
of this information, he goes out to put his father on the throne In the fight that
ensues Atreus dies, while Pélopée holds the stage and tells us with what pleasure
she cxpects to marry Uriste Thyestes returns m triumph and 1s recogmzed by
Pélopée as Eurotas She upbraids him till she learns that he 1s her father Then
she sees that “11 y du qu’as-tu® dans son fait, ¢t méme un ternble quas-tu,” and
stabs herseli Thyestes desires to kill himself “en se voyant son propre gendre;
mais on 8’y oppose, et je crois qu’il va faire de belles réflexions *

The duc du Mame comments that the subject 18 frightful, “tous les
personnages sont parents sans sc connoitre , tantdt 1ls s’aiment un peu trop,
tantdt i1ls se hassent de méme, et les convenances des Sges y sont auss:
forcées.” He notes the author’s skill 1n keeping the explanation of the
relationships for the end of the play and in making monsters appear o be
“ de trés honnétes gens ” e finds the verses “ beaux et aisés ” and wonders
why he has been “m touché n1 intéressé.”

The play was derived, like the two that had preceded 1t, from Hyginus.?
The duc du Maine does not indicate that Uriste was Bgisthus Probably
mm this case and 1n others the text was more explicit. Crimes committed
by members of a family upon one another, mystertous calls of the blood, and
scenes of recognition had already been employed by Pellegrin, but he had
previously introduced no such element of horror. Ile was probably influ-
enced by Crébhillon’s Atrée et Thyeste, which was first acted 1n March, 1707,
and of which Pélopée may be considered a sequel In both plays Atreus
seeks to have Thyestes’s son murder his father Pellegrin was quite indaf-
ferent to the 1mprohability of a love affair between a woman and the fifteen-
year old son she had had by her father. That a play based upon such a
theme could be read at court near the end of Lowms XTIV’ life makes 1t
appear thut the censorship exerciged by the king and Mme de Maintenon
was less strict than has been supposed

Apparently, however, Pellegrin was restrained from giving this play to
the actors during Lows’s reign and durnng the Regency Perhaps the
accusations of incest with his daughter that were brought against the duc
d’0Orléans made 1t seem unwise to offer the tragedy to the public il after
his death. However this may be, 1t was not played unt:l 1733, when 1t was

® Boislisle knew no other example of this expression, though he could have found
one cited from La Fontaine by Lattré, s v catu, cf also Huguet, Dwtiwonnare du
Rewitme Siwwcle, ¢ v catus

® Fables LXXXVII and LXXXVIIT The theme of the sword employed to 1dentify
the ravisher must have been omitted by Pellegrin
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well received, according to Pellegrin, who could have supported his assertion
Ly the fact that 1t was then performed smxteen times In publishing i, he
indicated his principal source and declared that respect for the proprieties
made him change the rape of Pélopée to a secret marriage. Boshisle noted
that between 1710 and 1733 the tragedy “subit quelques modafications,”
but these were much more considerable than this observation implies.

In its new form the young hero 1s called Agiste, Atreus 18 not in love
with Pélopée and pretends that she 1s lis daughter, though he knows that
she 18 his miece, Thyestes 18 not 1mprisoned till the middle of the play;
some 1mportance 1s given to the intervention of Tyndarus, King of Sparta,
a theme that may have been suggested by the .Egysle of Séguineau et
Pralard, a play acted 1n 1719 and now loat, but of which an analysis was
preserved by the fréres Parfaict, Pelopbe first appears on the stage at the
beginning of the second act, loves her husband faithfully, 18 aware that he
15 Thyestes, and does not kill herself By sparing her Pellegrin softened
the ending, but he left “unfinished business,” as we are not told what wll
be the effect upon the trio of the discovery that Pélopée 1s her father’s wife
and the half-sister of her son.t®

In s first three plays Pellegrin dramatized ancient tales he had found

10 Thyestes, supported by Tyndarus, King of Sparta, has marched against Atreus,
who had deprived Jim of Argos and made him drmk his son’s hlond Sostrate, who
has been hiding 11 Atreus’s dominions, 18 faithful to Thyestes and usks Arcas to take
him a note explaaming his 1nnocence of a certamn crime This note falls into the
hands of Atrens, who learns from it that a warrior who has been protecting him
14 the son of Thyestes The latter had given his danghter, Pélopée, to Arbate to be
slain, but Arbate had brought her to Atreus, who lad substituted her for s own
daughter, carried off from her cradle Thyestes hud subsequently forced his way 1nto
Atreus’s palace and tahen away Pélople, who had been recaptured by AZpsthus
Atreus has offered her 1n marriage to Thyestes, who has refused the ffor apparently
because he helieves his ally, Tyndarus, would marry him to his daughter, Clytem-
nestru  Thyestes has challenged Hgiwisthus, and Atreus urges him t fight, but
Pélopée, whom Zgisthus loves, persuades him to spare Thyestes &he admits to her
confidant that <he 1s secretly married to Thyestes and hus had a chld by hum, but
that she has given the hoy to Sostrate to rear, for Apollo’s ¢=acle has warned her
that he will be 1n danger of committing parricade and mncest At the begimning of
Act I11 Thyestes 19 mn prison He has felt so much emotion upon meet.ng Egsthus
that he has been unable to use his sword and has heen eaptured by the youth He
now recalls an oracle that told lnm he would agamn rule over Argos ¢ Par un fils
qui naitra de ta fille & de tw1” To avord meest he had given his daughter to Arbate
to kill Pélopéc greets hun and proposes that they make hnown thewr marriage, but
Thyestes would delay m order not to offend Tyndarus Egisthus wiches to defend
Thyestes ti1ll he learns from Atreus that Pélopée loves him, whereupon jealousy
obliges him to agree to Atreus’s demand He calms a mutmy and prepares to kil
Thyestes, but, as he dislikes assassination, he proposes that they fight 1 Tyndarus’s
camp Thvestes refuses the combat At thw point Sostrate enters, 1 accused hy
Thyestes of killing Jus son, and rephes that this ron 18 Fgisthus, who throws himself
at s father’s feet Thyestes tell him that Pelopée 14 his mother gisthus pro-
poses that they pretend that Thyestey 18 dead in order that he may escape, but,
when he meets his mother, he 18 obhged to tell her that Thyestes lives She now
discovers her relationship to the youth When Atreus tries to kill Thyestea, Zgisthus
mntervenes and mortally wounds Atreus, who hves long enough to gloat aver Pélopée
and inform her that she 1a not his daughter, as she hus supposed, but the daughter
of her hushand Thyestes begs the gods to end the misfortunes of his famly
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m Hyginus, themes that had been neglected by most other dramatists and
must have been little known to the public. When he introduces famihar
characters like Ulysses, Penelope, and Agisthus, he may present them with
shght regard for the kand of reputation they had acquired n earlier literature,
Oracular pronouncements and mysterious appeals of kinship play an 1m-
portant part i his tragedies. He seeks sensational situations, presented at
the expense of probability. Iis skillful use of surprise may explam the
early success of his tragedies when acted at Pamns. Their failure to remain
mn the repertory scems due to his mnability to select themes or to create
characters that inspire a desire for more intimate acquamntance Lake the
duc du Maine, the spectators soon found that these tragedies neither touched
nor interested them

Antome Danchet (1671-1748) was born in Auvergne, at Riom, was edu-
cated there and at Pars, and showed such aptitude for classical studies that
he was given a *‘ chaire de Rhétorique ™ at Chartres. Ile 1eturned to Pars
as a tutor and composed verses of various kinds. He was thrown with
Boindin, Saurin, JJ -B Rousseau, and other frequenters of the café Laurent.
He became known to the public through his opera, Hésione,'* produced 1mn
1%00. As the bulk of s work was written to be accompanied by musie, he
became 1n a sensc the successor of Quinault, with Campra replacing Lully
as composer He was highly enough esteemed to be elected to the Academy
of Inscriptions and the French Academy and to hold a position as censor,
afact that accounts for the appearance of his name signed to various “ appro-
bationg ” of the pertod.

In the mdst of his operatic occupations he found time to write four
tragedies, the first of which was CYrus.? In the Averlissement of this play
he tells us that the general 1dea of 1t and one of its leading characters were
derived from a Latin tragedy, composed a few years before. According to
the Discours that heads the 1751 edition of Danchet’s Thédtre, the tragedy
to which he refers was written by Father La Rue ** He held that he should
be allowed to mmitate the modern author of a Latin tragedy as the great
French dramatists had made successful use of Seneca, Sophocles, and Ruri-
pides Brueys had advanced a stmilar argument 1n the preface of Gabime
when he defended lus use of Father Jourdan’s Susanna. The fréres Parfaict

11t was verses written 1 imitation of lines 1 thie opera that began the hiterary

quarrel which ended 1n J-B Rousseau's exile, ¢f H A Grubbs, J-B Rousscau,
Princeton, 1941, pp 44, 46

*2 Paris, Prerre Ribou, 1706, 12° and 8° Republished in s Thédtre of 1741
and 1751

** This must be his Cyrus restitutus, a tragedy written for performance at the
College de Clermont m 1673 A programme pubhished 1n that year, in 1679, 1691,
and 1705, has been preserved at the Bibliothéque Nationale, as well as the text,
which forms part of Carols Ruaer Car Librs quatuor, Paris, 1680, 4°
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(XIV, 412) think that Danchet was 11l advised to imitate a school play,
for such works need only “une versification forte, de grandes maximes, &
des sentimens d’un héroisme trés-relevé,” whle critics of the popular stage
1nsist upon structural correctness, verisimilitude, natural and well-sustamed
characters, and “ beaucoup d’intérét.”

The subject that La Rue had dramatized goes back to the first book of
Herodotus Astiage remains, as 1 the Greek account, superstitious, cruel,
vengeful, ready to destroy his grandson mn order that his throne may not be
1n danger, and especially intent upon pumishing Harpage At the end of
the French play he kills himself, although, in the (reek account, he 18 held
in captivity by hus grandson. This gloomy, sclf-centered monarch contrasts
with the other characters, who vie with one another in virtue Harpage 18
probably the character influenced by La Rue, for he 18 given more 1mport-
ance than 1n Herodotus and 18 presented differently It 1s he, not his agent,
who saves Cyrus IIis son 18 served up tohim at a royal feast, as 1n Herodotus,
but, instead of seeking revenge, he now thinks only of saving Cyrus. He
even begs the young prince to spare Astiage and seeks to give up his life
1n order to preserve the royal famly.

The other characters are less interesting. Before Cyrus learns who he 1s,
he 1s ashamed of his supposed rank and 18 eager to distinguish himself 1n
war 1n order that his onigin may be forgotten He 1s, howcver, a respectful
son and lover, grateful to Harpage and extremely tolerant of his grandfather’s
evil desrres Under Harpage’s mfluence he even agrees to restore Astiage
to hus throne. The presentation of Harpage’s daughter, Palmire, 18 marred
by her unwillingness to listen to Cyrus’s courtslup until she learns that he
18 2 member of the royal family Mandane, a lachrymose princess, is mntro-
duced chiefly to bring about a scene of double recognmition 3+

Astiage 15 too deeply a villamn, The other characters are too nohle As the
fréres Parfaict suggest, the characterization 1s that of a school play. On the

¢ The hattle between the Medes and the Persians 14 about to begin when Harpage
kneels before Cyrus, tells him who he 13, how he came to be 1 his pre.ent situation,
and ealls hin to be proclaimed hing by the army Not only does Cyrus win the
battle, but he saves Astiage’s hife and brings ham back as a prisoner Harpage
urges Cyrus to release his grandfather, who, untouched by th« generous advice,
offers to release Cyrus's parents 1f Harpage 1s put to death Cyru. refuses His
mother, Mandane, escaping from mmprisonment, urges her son to save his father,
Cambige, whom Astiage will execute unless Harpage v slain and his daughter,
Palmure, 18 prevented from marrying Cyrus Huarpage accepts these turms, refuses
Astiage’s offer to have Cyrus die m his stead, gets the king to write an order, and
visits the hostile camp after leaving word that Palmire 18 to avoid Cyrus When
he reaches the camp, however, he finds that the chieftains of the Medes are angered
hy Astiage’s plan and have decided tn disregard 1t. to free Cambise, and to axk
Cyrus to rule over them Harpage returns in trumph Camhise will follow Cyrus
nobly offers to restore Astiage to the throne of Medin, but the old Ling, seemng that
his prophetic dream has been fulfilled, realizing the futihty of strugghng against

divine predictions, and suffering from shame over his defeat, porsons himself Cyrus
will succeed to the double throne and make Palmire his queen
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other hand, the structure 18 classical, The unities of time and place are
Ppreserved , that of action may also be so considered, for, though Mandane
could have been kept off the stage without changing the dénouement, her
role 18 closely attached to the main action of the tragedy. There are num-
erous stuations that make possible moral struggles, but these, owing to
the fixity of the characters, are little developed. The ¢t du sang 18 1ntro-
duced when Cyrus and his mother meet and when Astiage encounters his
grandson without knowing who he 18, but 1n the latter case knowledge drives
out sentiment, for we soon hear the king calmly propose to Harpage that he
put Cyrus to death. Danchet anticipated Crébillon by introducing horror
into his tragedy (I, 2), but he emphasized the ghastly situation less than
Senece had done or than Crébillon was to do-

Ce cher fils, )en frissonne & d’horreur & d’effro,
Pur son ordre égorgé fot [stel offert devant mov
Attentifs aux effets d'un s1 barbure outrage,

Ses regards curieux observorent mon visage

Je demeurar muet dans ce cruel moment,

Je lui parfis [81r] sans trouble & suns ressentiment,
De mon sang qu crioit y’étouffar le murmure,

Et la rage en mon ceur suspendit la nature

The fréres Parfaict report that Danchet read the tragedy to the actors
on July 8, 1705, that they offered suggestions, and that he followed their
advice with the result that, when he read i1t again, Jan. 27, 1706, they
accepted 1t and agreed to play it promptly. It ran from Feb. 23 to March
19, and these twelve performances were followed by seven others before the
end of the year. What must have especially pleased the spectators was the
use of recognition. There are three scenes of reconnmssance, one of which,
as 1n la Mort d'Ulysse, 1s double **

The other tragedy that Danchet wrote 1 this period was Lies TyNDaRIDES 16
In his preface he expresscs surprise that, while Helen and Clytemnestra had
appeared 1n many tragedies, their brothers had been forgotten by poets.*”
He thinks this 1s because dramatists prefer to describe violent passions
rather than to portray examples of sublime virtue. He adds that in this
tragedy he has not wrnitten for those who believe that a father, a brother,
relatives, honor, and virtue may be sacrificed to love

1* The popularity of the play 18 mndicated by the Gazctte de Rotterdam, cited by
Méldse, Rép, p 217

¢ Panis, Prerre Ribou, 1708 12° Republished 1n Danchet’s Thédtre of 1741 and
1731 With the play 1s pubhished an epistle mn verse addressed to Bignon, prévdi
des marchands, who with s brothers has supphed the poet with models for Ins play

1? Not strietly true, for the twins appear and Pollux speaks 1n Euripides’s Helen,
while Father La Rue had written a Latm comedy called Tyndaride, the prologue and

first act of which are preserved 1n an eighteenth century manuseript, histed in
Rolcinne, no 3638
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His main source seems to have been Hyginus, Fables LXXVII and LXXX,
where 1t 18 stated that Idas and Ins brother, Lynceus, were engaged to Phoebe
end Hilaira, that the girls were carried off by Castor and Pollux, and that
i the quarrel that resulted Castor killed Lynceus, Idas killed Castor, and
Pollux avenged his brother by slaying Idas. The devotion of the brothers
and the 1dea that Pollux was immortal, winle Castor was not, are also found
in Hyginus Danchet transferred the responsibility for Lynceus’s death
from Castor to 1das, thus clearing Castor’s 1eputation and offering an example
of brotherly hatred to contiast with that of brotherly devotion. He sup-
pressed Phoebe and gave three lovers to Hilamira, whose name has become
Elaire He added the location in Cyprus, the method ot selecting a king,
the shipwreck the proposed departuie for Greece, and minor incidents.’®

Danchet’s mam purpose was to present an example of perfect brotherly
affection. Castor doubts PPollux only for a moment, while Pollux never
wavers Each 18 willing to sacrifice his love of XKlaire for the other’s sake.
As Castor learns that he 18 not loved, while Pollux knows that he 1s, the
latter’s sacrifice 1s the greater. With their affection 1s contrasted the lack
of fraternal feeling in Idas, who kills his brother when he finds that he 1s
his rival. Elaire has an 1mportant function mm the plot and helps to bring
cut the strength of the brothers’ devotion to each other Ider 13 as complete
a villain as Astiage had been 1n Danchet’s earlier tragedv.

The plot 1s simple The play 1s well constructed and has & number of
dramatic scenes The oracle and the promise of immortality are examples
of the merveulleusr. There are scenes 1n which love 18 confessed, but there

18 Ag the King of Cyprus 1s dead, varions candidates have heen competing for
the succession  The man who defeats his rivals will not only be made king, but
marry Kluire, daughter of the deceased monarch Iday, a descendant of Perseus,
defeats other contestants and finally kills his brother, Lineée, but Flaire '3 unwilling
to marry a man gulty of fratricde, the more so as she s already n love with
Pollux The latter and his brother, Castor, had pursued Theseus when he carried
off Helen, their sister, and had been shipwiecked on the coast of Cyprus Thinking
his brother dead, Pollux had been on the pont of kilhing hunself when Elaire inter-
vened They were soon joined by Castor At the begimning ot the play Idss wishes
to send the brothers to Greece and has prepared ships for that purpose, but Castor
and Pollux have both fallen 1n love with Klawre and desire to protect her and to
punish 1das for killing his brother Castor tells Pollux of his love and thus prevents
him from making a similar confession Flaire appeals to Pollux to prevent the fight
between Castor and Idas, but Pollux refuses to mterfere She then persuades the
people to postpone the crowning of Idas and admits to him that she loves one of
the brothers, but will not say which When Castor tells Elaire that he loves her,
he discovers that she loves Pollux and reports the fact to hus brother When he finds
that Pollux also loves her and has hept silent in order not to be his brother’s rival,
he withdraws from the fight in favor of Pollux mn order that the latter may marry
Elaire In return Pollux decide~ to give up Elawre and adheres to this decision
even when the princess declares that she loves him, but, when he learns that Idas
has 1nsisted upon fighting Castor, that the latter’s sword has broken, and that he
has received a fatal wound, he aveages hum by killing Idas He now sees that he
18 the one of the brothers declared by an oracle to be 1mmortal and implies that
he will marry Elaire, though for the present he 1s chiefly moved by grief over
his brother
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is no scene of recognition. The fact that sexual love 18 deliberately sub-
ordinated to another emotion shows that Danchet accepted Corneille’s ath-
tude towards the function of love 1n tragedy.

Les Tyndandes was acted thirteen fimes, from Dec. 18, 1707, to Jan. 11,
1708. According to the fréres Parfaict, the réles of Idas, Pollux, and Castor
were taken, respectively, by Ponteuil, Beaubourg, and Etienne Baron, that
of Elaire by la Desmares. Danchet admits that at the first performances
the spectators failed to apprecite hus exaltation of virtue, but he thinks that
s critics learned that he was appealing to therr intelligence rather than
seeking to move their feelings. An anonymous author discussed the play
at length 1 le Nouveau Mercure for Aprl, 1708.** He blamed the spectators
for not appreciating the tragedy. He praised the choice of the subject, the
simplicity and umity of the play, the contrast between the two examples of
fraternal feeling. He thought that Danchet derived the contest over Elaire
of claimants to the throne from a Latin tragedy on the same subject.®® He
admired especially the interview between the brothers (II, 3) and the fourth
act, but he concluded that there should have been other spectators for
Danchet, or, to win those of the day, another poet.

A hostile critic attacked the parterre’s judgment, which favored the play.
Danchet 1n & sharp reply identified this crtic as Abeille2 At the Foire
Saint-Laurent the tragedy was parodied by Lenoble the following year in
les Poussuns de Léda** However sentimentsl one may find the theme of
brotherly devotion, the emphasis placed upon 1t by Danchet shows that he
was seeking to depart from the usual presentation of love on the stage. He
had been preceded 1n s study of fraternal affection by Belin in Mustapha
el Zéangwr and, long before, by Corneille in Rodogune, but there are few
other examples in French tragedy that he could have known.

The third author to produce a tragedy penetrated into social circles to
which Pellegrin and Danchet could not aspire, but this fact failed to spur
his creative imagination. Charles-Jean-Francois Hénault, born at Paris 1n
1685, was a pupil of the Jesmts and during two years prepared himself to
be an Oratoran, but he gave up the church for the law, for letters, and for
soctety In 1710 he became “ président de la premiére chambre des enquétes,”
1n 1724 a member of the French Academy. Ie was superintendent of Queen
Marie Leczinska’s household and, at the end of hislife, held at least nominally
the same posttion 1n the establishment of Marie Antomnette. After his wife’s
death he lived for many years with Mme Du Deffand. He was a most amiable

1% Cited by the fréres Parfaict, XIV, 457-66

* This may be La Rue’s Tyndarde, cf above, n 17

0t Méldse, Th et Pud, pp 312-3

" Cf. the fréres Parfaict, Mémowres sur les Spectacles de la Forwre, 1, 100.
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man of the world, but also a writer who composed historical works, occasional
verse, and even plays.”®

His one dramatic composition that preceded the death of Louis XIV was
CoRNFLIE VESTALE,™ a tragedy that he described 1n his memoirs as “ une
déclaration [déclamation”] en quinze cents vers oll quatre vers auralent
suffi.” *® So modest an estimate might well disarm critics, but 1t has failed
to do so0

The principal source 1s the Younger Pliny (Epstle 1V, § 11), who speaks
of a Roman kmght, Celer, and a Vestal virgin, Cornehia, put to death by
Domutian for allicit relations, though they protested that they were innocent.
Senator Licmianus 18 mentioned in the same letter. Hénault created for
the lovers parental opposition to theirr marrage, for Celer a distingushed
career 1 Waul, for Cornelin the love of Domitian. 1le made of Licinianus
a confidant of the emperor and a false witness against Cornelia. ITe added
Emihe, head of the Vestuls, making her a relative of Domitian and & rival
of the heroine for Celer’s love. To present these characters to the pubhe
he employed his knowledge of earlier plays,®® but he displayed little talent
for dramatic composition.?’

22 (f Henr: Laion, Le Presdent Henault, 1685 1770, Paris, Plon, 1003, and Francois
Rouawenu, Mémowres du Prémdent Henault, Paris, Hachette, 1911

2 Though acted 1n 1713, 1t was not published urtil 1768, when Horace Walpole,
to whom 1t 18 dedi ated, printed 1t at Strawberry Hill Republishied, 1769, 1n Ptéces
de thédtre, without place or printer’s name

2 Cf Fr Rousseau, op ol , p 23

26« J¢ 1aime ndifferent, le fuirés vous sensible” echoes Andromaque, v 1365
The situation in 111, 4, when Domitian, after dismissing Celer, discovers him with
Coinche, resembles Mustephe et Zeangw, IV, 5 An cmperor's love for a Vestal,
resulting 1n her death and that of the emperors rival, had been portrayed by
P¢chantié mm Geta Laon, op et , p 195, finds 1n the play “ pas mal de Britannicus,
un peu d’Andromaque ¢t un peu encore de Nwoméde ” Henault may have conaidered
the “ grande tuerie” ut the end of lus tragedy justified by the cxamp.e of Bajazet
Though he does not employ the word “ stances,” he mves i I, 2, & coirect evample
of the urage, unique 1n tragedies of the period 1701 15 In so dommp he may have
been imitating le Cwd and Polyeucte

27 Shortly after s accession to the throne, the Emperor Domitian had fallen mn
love with Cornélie when he saw her tuke her vows as a Vestal He now visits
the Temple of Vesta under the pretext of seeing hus relative, Emilie, who had been
made a Vestal by his brother, Titus He mnforms Emalic that he has directed the
senate to mve a triumph to Celer, who has just quelled an uprising 1 Gaul  Emihie
sees that Domitian loves Cornelie and hopes that, if he marries her, a precedent
will be established for her own marriage to Cele. The latter and Cornehe still love
each other, though hostility between their faimlies had caused her to become a
Vestal and him to seek to suppress his love by fightang the Gauls  (eler, who docs
not know that Cornélie has taken her vows, but who has heard that peace has been
made between her family and Ins, hiurries back to Rome in the hope of winmng her
Meanwhile Domitian has offered her marrage and been refused He receives Celer
warmly till he discovers his lave for Cornélie, whereupon he orders him to return
to Gaul, but Emilie, wishing to gain time, persuades the emperor to allow Celer to
postpone hs departure She then pretends to C(eler that Cornélic will yield to
Domitian Celer accuses Cornélie of wisling to be empress She hotly demes that
she does He kneels to ask pardon and 18 dscovered by Domitian, who had been
summoned by Emilie, and 1s arrested Licimen brings criminal charges against
Cornélie 1n order to force her to marry the emperor Domitian offers to save Celer
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The fundamental difficulty about the subject 1s that 1t 18 not explained
how the emperor could expect to marry one Vestal virgin and give another
to Celer. Since this problem 18 not cleared up, the mental struggles that
are based on 1t move us little. The characters are thoroughly virtuous or
thoroughly evil There 1s little variety in the scenes fall we near the end,
when extraordinary violence 1s employed. It 18 not made clear why Cornéhe
finds 1t necessary to stab herself, though her death not only disposes of the
heroine, but occasions that of two other 1mportant characters At the end
of the play, as Licinie has been slain by the gods, only the emperor and two
attendants are left alive.

The structure, except for the lack of inevitability in the herome’s last
deed, 18 entirely clasmcal. Lion 1s mstaken 1n calling 1t “implexe ” and
1n saying that the action “se passe on ne sait ol1,” ** for the plot, however
absurdly presented, 18 simple enough, and the place, though not indicated
below the dramatis personae, 15 obviously within the precinets of the Temple
of Vesta, 1n an imitation seventeenth-century convent parlor, a place farmhiar
to the spectators. The time must be only a few hours. The one death that
takes place on the stage, Emilie’s, 1s a suicide The element of the merveslleuz
18 considerable, but 1t 18 placed 1n a récit (V, 8)

Le el vomtt du sang, le solell qu1 nous luit,
Céde a [sic] I'obscurité d’une subite nuit,

Le Tibre mugissant monde son rivage,
Le tonnere cent fois a percé le nuage,

While there are few 1deas 1n the play, there may be an early trace of
erghteenth-century anticlericalism 1n the selection of two consecrated virgins
as ardent lovers, 1n the sorry rile played by the priests, and 1n such lines
u8 these (I, 3)

C'est dans le sein du temple, au pied de ses autels,
Que Pon vort se former les plus grands eriminels

The most 1nteresting thing about the play 1s the story of its publication.
It was announced without lénault’s name at the Comédie Francaise, was
acted there only five times,® and was left unpublished for over half a

if he will marry Emilie and pretends to Cornélic thut his offer has been accepted,
but the lovers are not deceived and prepare to die together Blood falls from the
sky, the sun 1s darkened, a bolt strihes Licimen, and the people seek to rescue
Cornélic When a priest lays his hand upon her bandeau, he 18 strichen dead, but
she stabs herself with the sacrificial knife, Celer imitates her, and Emilie, after
telling about these events, hills herself As she dies, she advises the emperor to
follow her example

®0p est,p 195

* From Jan 27 to Feb 5, 1713 When Hénault wrote a preface for us plays,
quoted by Lion, loc cit, he admitted that he had presented this tragedy under
another person’s name The fréres Parfaict (XV, 131-8) thought 1t to have been
written by Fuzelier, who loaned them “le manuscrit de sa Tragedie pour en tirer
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century. Apparently Mme Du Deffand called Walpole’s attention to the
existence of the manuscript, which he then offered to publish at his Straw-
berry Hull press. She refers to the matter several times in her correspondence
with her English friend.*® On Nov. 9, 1767, she writes that to publish
the play would require “tiop de somn et trop de dépense,” but continues to
inqure about the progress of the printing. Walpole was at first unwilling
to include a preface :n which Hénault dedicated the play to luim but he
finally consented. On Feb. 17, 1768, Mme Du Deffand writes that fifty
copies will be »nough for Hénault, though a hundred would please him.
The author became nervous, fearing criticism, but was reassuied by the
reminder that the play would not be for sale and that 1t would be given
only to persons selected by himself. On July 6 Walpole was mformed that
the copres he had sent had reached I’urig, seventy for Mme Du Deffand, who
on July 3 had sent one to Voltaire,® and eighty for Hénault This left
fifty for the publisher, tor only two hundred were printed *

The octogenarian was obviously pleased. “ Cornélie n’aura pas perdu pour
attendre,” he wrote 1n his dedication. “ C’est pour elle un magmfique
établissement ” One may hope that he was suffictently serene not to be hurt,
when he received his copies, by the printer’s errors, especially tn the matter
ot accents, ot by the severe criticisin with which Grimm gr. eted the publi-
cation ** Some of the eritic’s observations, though naccuratc, are not lacking
in humor

On ne sait pas trop pourquor toutes ces vestales, <1 amoureuses, ont chor wn
état pour lequel elles ont s1 peu de vocation 3¢ Le délateur Lacinien est
tue par le tonmerre, qui aurait benucoup mieux fart daller an furit, ¢t de tomber
sur Domutien Les pontifes qui veulent frapper Cornélie sont eux mémes frappés
de paralywie, et restent perclus de leurs mumbres ** A vorr le galant o doucereux

cet extratt” It scems improbable, however, that this author of farces aud of plays
for the Fonre had a hand 1n Hénault's solemn production He had probably acted
only as an itermediary between the “ président ” and the actors The munuseript
he loaned differs from the printed text, for the fidres Parfaxt quote n number of
verses from 1t that are omitted ot altered in the pubhshed play They mive the
cast as Ponteml (Domitian), Quinault [probably J-B Maurwe Quinanlt] (Celer),
Guérin (Licinien), Du Bouage (Maxime, Capitaine des guirdes de Domtien), la
Desmares {Emilie), la de Nesle (Cornélic), Ia ballé (Allune, a confidant)

30 Cf Mrs Paget Toynbee, Lettres de la Marquise Du Deffand & Horace Walpole
(1766 1780), London, Methuen, 1912, T, 41 seq

3 Voltare wrote on July 13 thut he had received the book, but he was kind enough
to say 1 regard to it only that he remembered seeing the tragedy acted over fifty
years earlier, f Moland edition, XLVI, 73 4, 77

32 Opne of these 18 now i the hbrary of Princeton Umiversitv

32 M Tourneux Correspondance par Grumm, Thderot, etc , Panis, Garnier, VIII
(1879), 125-9

34 Yet the text states that Emilie had heen forced by the Emperor Titus to take
the veil and that Cornelie had followed her example because she despaired of
marrying Celer

35 Only one priest 1s paralyzed and he falls dead

10
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président Hénault au milieu d’'un souper, on ne se douterait pas qu’il f0t capable
d’user de moyens auss: violents pour se défaire des gens qui lembarrassent.
Heureusement ces petites pleisanteries se passent derridre le théitre

His conclusion is that “ce plan puéril est exécuté de la mamére la plus
faible et la plus froade.”

Jean-Baptiste Vivien de Chateaubrun (1686-1775), maitre d’hotel of
the Regent’s son, the duc d’Orléans, and a member of the French Academy,
had a curious dramatic career, for the first of hug plays was acted on Nov.
13, 1714, the remaining three as late as 1754-6. It 1s said that these last
were held back becanse of the duke’s rehgious scruples. Perhaps, too, the
success of his first tragedy, which was played only twelve times, was not
sufficient to encourage opposition to his protector’s feelings.

Entitled MaHOMET SECOND,*® 1t was the first Turkish tragedy of the
century to follow Mustapha et Zéangwr. Chateaubrun declares that all he
took from history was the facts that Mahomet IT captured Constantinople,
that Constantine and s Greeks died after fighting desperately, that Mahomet
loved a captive named Irene, and that, roused by lus soldiers’ protests, he
gave up love for fame. Ile admts that some historians declared that the
Sultan put his mistress to death, but he has the authonty of Bayle *" and
others for having her die 1n a different manner. Ile adds that he chose the
name Comnenus because of 1is celebrity and because a2 member of the family
18 saxd to have shared “la gloire et les malheurs de la défaite des Grecs”
He 15 not to be confused, according to Chateanbrun, with the prince of the
same name who was Emperor of Trebizond and who was put to death by
Mahomet IT.

Nevertheless the facts that, when the Sultan captured Trebizond, he took
into his harem the daughter of the last ruling Comnenus and converted
one of this prinee’s sons to his religion *® may well have suggested to Chateau-
brun certain elements of his plot, for he laid his scene in the Sultan’s
seragho at Constantinople, where the youthful daughter of Comnenus 1s
held and into which her brother, who pretends to be a loyal Janissary, 18
allowed to penetrate The young man’s conspiracy, s smeide, and his
sister’s may well have been Chateaubrun’s inventions. They ensbled him,
despite many 1mprobabilaties, to produce two fine scenes of recognition, the

# Paris, Pierre Ribou, 1715, 12° Republished in the Nouwcau Thédtre frangors,
Utrecht, Néaulme, 1734, and in the Thédtre frangoss of 1737 TFor the author cf the
Biographte générale

Y Cf Dictionnave, s v Mahomet II Bayle mentions Guillet de Samnt George, who
m his Histowe du rcgne de Mahomet IT (1681) refers to the Sultan’s killing Irene,
his mistress, in order to convince s soldiers of his nuhitary ardor Irene bad been
enslaved by a bacha and given to Mahomet

88 Cf Chaleocondylas m Corpus historiac byzantwnae, Bonn, 1843, p 497, and von
Hammer-Purgstall, Geschichte des Osmansschen Rewches, Pesth, 1840, 1, 467-8,
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invention of which may have been s principal reason for writing the

tragedy.*
Despite 1ts Turkish theme, the play shows little resemblance to Bajazet,

but 1t was prebably influenced by Andromague. Mahomet’s attitude towards
his captive resembles that of Pyrrhus towards Andromache, while, ike
Hermione, he expresses angered astonishment towards a man for carrying
out hus own order 1n regard to a person he loves. Mahomet 1s violent enough
1n s language to give an impression of force and vitahty, but the 1dea that
the conquero» of Constantinople entreated a seventeen-year old grl for
mercy 18 almost comic. Chateaubrun admuts i lus preface that he was
eriticized for making the Sultan so respectful, but he considers himself
justified because love makes one seek the happiness of the beloved and because
Mahomet must have been 1mpressed by Irene’s distingmished birth. Ths
defense shows that the author treated Turkish manners Itke French.

There 15 some hesitation, but no moral struggle 1n Mahomet’s mnd, nor
18 there a struggle 1n the minds of Thémiste and his sister. The play 18 a
tragedy of mtrigue, but, as the conspiracy fails primanly because someone
who does not appear on the stage 1s a traitor, the plot 1s incomplete. In

** When Mahomet IT captured Constantinople, the emperor and Thémiste's father
and two brothers were killed, while Thémste, left unconseious, was rescued and
revived He touk the name of Osmin, fought for Mahomet, and now, twelve years
later 1s u leader of the Jamssaries He desires vengeance, but he has waited tall
lus consptracy may benefit his conntry He plans to persuade the army to mest
that the Sultan march away from his capital, so that, with the help of Scanderbeg,
‘orvinus and revolting Greehs, he may capture the city He reveals these plans to
his eonfidant, Clhitus, then urges Mahomet to renounce his love for a captive and
lead his army 1o vietory Mahomet declares that the army has ne business giving
him advice and hmde Thémiste punish those who murmur, but lLe adnuts to his
confidant, Achmet, that he disapproves of his own conduct m vielding to Irene’s
“charmc vamqueur ¥ The girl, however, refuses to submit to the «uan who caused
the death of Comnenus, her father When Thémwste retuvny with the report that
the soldiers will revolt unless Irene 18 turned over to them, Mahomet bids him write
a letter agreemng to deliver her up, but he explams to Achmet that this 1s only a
ruse and orders him to send for Zi/im and ms troupes He pomnts cut to Irene
the danger she 1s 1n and offers marriage, but she declares that she prefers to die
Thémiste writes two letters, one of which, carryimmg out Mahomet’s orders, 18 shown
to hnn, while the other asks that a picked corps be sent to furce the emperor’s hand
Irene begs Themiste to put her to death at the «pot where her famly has died
When she tells him her relatives’ names, he discovers that she 14+ hia sister, lost
when five years old 1 the fall of Constantinople Iy plans hute to hc completely
altered He asks Clitus to hide Irene while he pretends that she 1s dead, but, as she
leaves the palace, she 1s captured hy soldiers, so that Thémiste 13 obliged to rush
to the rescue Me confides her to Clitus, but she returns to the palace because she
thinks Themiste’s life 1n danger IIc plans to have her go with Clitus to the spot
where her father died, lure Mahomet there, and have hun murdered He writes to
urge Scanderbeg to march on Constantinople Mahomet, thinking Thémiste has
delivered Irene to the soldiers, threatens hin with death When ke discovers she is
alive, he proposes to marry her and *hen march on Rhodes A premature uprising
among the Greeks 18 mterpreted to the Sultan by Thémiste ae a 1evolt of the army,
angered over news of the wedding, but the Greeks are implicated again and Irene
defies Mahomet Thémiste’s letter to Scanderbeg s brought to the Sultan Irene
stabs herself Thémiste admits who he 18 and kills himself Mahomet starts on his

mbhitary expedition
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other respects it 18 skillfully constructed in accordance with the classical
system. There are only three characters besides the four attendants. ILattle
attempt 1s made to reproduce Turkish atmosphere, to 1mpress us with the
pathetic fate of the Greeks, or to depict the historical background and the
danger to occidental civilization caused by the triumph of the Turks.

The action 18 slow 1n the first part of the play, but in Act III 1t begins
to move rapidly and continues to do so during the rest of the tragedy,
gomewhat at the expense of probability. Both scenes of recognition may
have been appreciated According to the Bibliwothéque frangose, cited by
the fréres Parfaict (XV, 183), the first of these (III, 4) attracted much
attention, but was spoiled by the comic line,

Quol, mon frere, c’est vous' quoi, c'est vous que jembiasse!

Francois-Michel Chrétien Deschamps (1683-1747) was born near Troyes
The selection of Louvois as his godfather was a singular choice for 2 wnter
who was subsequently to portray the virtues of Cato He entered the church,
gave 1t up for the army, :n which he held a heutenancy, but, after a single
campaign, he obtained a financial position that enabled him to receive his
cischarge m 1733, According to the fréres Parfaict, he had an amorous
disposition and became a “ malade 1maginaire,” treating himself with such
assidurty that his illness became real and ended hs Iife. They attribute to
him a tyrannical nature that suffered no contradictions and sacrificed his
wife’s financial interests to his own. He was “ d’une moyenne taille, mal
campé sur ses jambes, les yeux ronds, extrémement durs, & qua peignoient
parfaitement son caractére.” *

His first tragedy, begun in 1712, but not acted until Jan. 25, 1715, was
CatoN »'UTiQuE 4* His own unbending character may have attracted him
to the Younger Cato, while his love of amorous adventure may have sug-
gested the addition of romantic episodes to Plutarch’s somber account of the
Roman’s last day. Deschamps declares in his preface that, as Plutarch had
supphed him merely with Cate’s having to decide between swicide and
falling 1nto Caesar’s hands, he has added the role of Cato’s daughter, Portia,
brought up among the Parthians, and has made Pharnaces take part in
the play, though he was never at Utica, He gave him vices to contrast with
Cato’s virtues and placed Caesar between them morally, as a “ Politique
ambitieux * who was at the same time “ dissimulé, mtrépide, clément, livré
3 Pamour.” He adds that the actors left out forty of his verses in 1V, 2,

4 Cf fréres Parfaict, XV, 185-96

4 Pars, Pierre Ribou, 1715, 12° Republished in the Thédire frangoss of 1737
Deschamps wrote a Ltcurgue that he did not give to the actors, an Artazerce, played

1n 1735, but not printed, and two tragedies that have survived, Antsochus et Cléopéitre,
acted nine times 1n 1717, and Médus, acted eight times m 1739



PELLEGRIN, DANCHET, HENAULT, CHATEAUBRUN, DESOHAMPS 141

with the result that Portia was criticized for passing too quckly from love
to hatred of Caesar. He has replaced them in the published play.*

While the chief historical source 18 Plutarch’s Lafe of Cato the Younger,
there are borrowings from other portions of Plutarch, from other ancient
historians, and from Corneille.* So much romantic materal 1s added, how-
ever, that most of the play resembles a seventeenth-century romance rather
than a tragedy. A child, captured in battle, 15 substituted for a king’s
daughter She feels strangely drawn to her own father before she knows
who he 15 Caesar does his courting during a short pause in military
operations. Abduction 1s threatened and much fighting goes on behind
the scenes

Less than a third of the scenes are devoted to the political considerations
that brought about Cato’s death, yet the unity of action, like those of time
and place, 1s preserved, for 1t 18 Pharnaces’s desire to marry Portia that

+2 There are 1n reality thirty-two, indicated by marginal stars mn the edition of
1737 Cato holds out at Utica, while Caesar, after defeating Seipio and Juba,
advances (ato’s daughter, Portia, brought up by the wife of Crassus, had fallen
mto the hands of Arsaces, King of Parthia, after he had defeated the Romans As
she resembled the king’s daughter, who had just died, she was substituted for the
dead princess  She was sent to Rome to marry Pharnaces, son of Mithridates, but
the c1vil war prevented their umon Now he has (ome 10 Utica to marry her, but,
as she has learned that he has murdered her supposed brother, Prcorus, she wishes
to get out of the engagement She has another reason in the fact that she has fallen
m love with & Roman ambassador whose name she does not hnew  As Arsace has
recently died, she seeks Cato’s advice He hopes she will continue the alliance made
by the king and promises to proteci her from Pharnaces He leains from a letter
left by the Paithian monarch that s supposed daughter, Arsene, 18 really Cato's
daughter, Portia  Surprived to find hun-elf the futher of a queen, hie tells Pharna. es
that she cannot rexgn When Pliainaces thieatens to jom Caesar 1if she renounces
the throne, Cato gives hin permmsion to do so  Pharnuces then sends meswengers
to Caesar offering to kill Cato 1f he may be allowed to hecp his wn thsone Mean
while ("resar’s ennssary, Domitius, comes to arrange an interview bef ween his master
and Cato and to seek for (‘wesar the hand of the supposed Parthian gqucen  Caesar
s willing to come without hostages 1f Cato promuses that he will not he molested
Cato agrees to i« tetms, but he warns that Phainaces cannot be trasted and states
that he will consequently meet Caesar tn a fort that 1 out of Pharnes’s reach
Arsene (Portia) refuses to marry Pharnaces on the ground that he hilled her brother,
a fact she did not know when they became engaged He decided Lo hring his soldiers
to the fort, to kill Cato, and to carry her off When Cacsar reaches the fort, he
makes love to Arscne (PPortia), who recogmzes him as the amhassador to whom she
had been attracted and encourages him to hope Caesar now offers the lives of
Pharnaces’s «msnaries to Cato, who refuses to come to torm  unless Roman hberty
11 restored Irformed by Cato that she 18 hia daughter, Portin now turns against
Cacsar, who finds that his nission has farled  Donntius reports that Pharnaces 18
attaching the followers of Cato and Portin  (Cato gis to help them and puts
Pharnaces to flight Tortn agrees to marrv Caesar if hoe wall hiberate the people of
the West When he refuses, she curses the Roman ¢mpirc and predicty the mas-
fortunes that were io befall 1t Meanwlile Caesar’s soldiers rescue hum  Caesar has
Pharnaces beheaded Cato stabs himself and 18 brought on the stige to die after
urging Portia to go to Spain and continue the struggle agamst Caesar

43 Certain details about Caesar s wars and abonut Mithridates, Cacsar’s desire to
be Cato if he were not Caesar (III, 3, «f the story of Alexander and Diogenes 1n
Plutarch’s Lnfe of Alcxander), * Pour étre vrud Romain faut 11 cecaer d’dtre homme?
(IV, 2, ef Horace, vv 81-2) Pharnaces’s attempt to win Caesar by uffering to put
Cato to death 18 1nspired by Plolemy’s murder of Pompey, deseribed by both Plutarch
and Corneille
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leads to his attack upon Cato, this attack permits Caesar’s soldiers to sur-
round Cato, and the fact that the old Roman 1s surrounded occasions his
smerde. Otherwise he might have escaped to Spain, as he advises hs
daughter to do.

Cato 15 described as an uncompromising lover of liberty. He admuts that,
if & master had to be chosen, Caesar would be the man, but he 1s absolutely
opposed to any government not based on the free expression of popular will.
He bas supreme contempt for kings and 1nsists upon his daughter’s giving
up her throne as soon as he knows that she has one. The character 1s so
rigid that it has little 1n 1t that 18 dramatic.

Caesar 18 more interesting Except that he chooses a peculiar time for
making love, he does not allow his feeling for Portia to overcome his
ambition. He frankly admuts that the latter desire comes first. In his scene
with Cato (III, 3) he recalls his vactories over the Germans, his making of
the Mediterranean a Roman sea,** the unjust {reatment he had received
from Pompey, his efforts to make the Roman people happy, and the apparent
approval of the gods. He offers Cato peace and a consulate, as well as the
lives of those who have sought to betray him. He reserves a still stronger
defense of his policies for his talk wath Portia (V, 2), in which he explains
that Rome has suffered from her triumphs, that, since she has grown great,
she cannot bear the weight of her power, and that consequently dictators
have arsen Ile promises to be a benevolent despot. His apology 18 based
on the 1dea, already expressed by Corneille in Otkon, that a large country
cannot continue as a republic, a theory to be held by Montesquieu and
which has been discarded only because of improved systems of transportation
and communication

The other importunt characters are drawn with little skill Pharnace 18
completely a villain. Portia 18 a romantic heroine, who falls 1n love at first
sight and falls out of 1t almost as quickly. She 1s a convert to democracy,
not because of conviction, but because she discovers who her father 1s. The
pley contains much that 1s 1mprobable and sentimental. Deschamps showed
some cleverness 1 arranging mnteresting situations, but he lacked the power
to develop the dialogue as Corneille would have done, especially in pohitical
discussion.

The tragedy was at first reasonably successful. It had fourteen perform-
ances mm 1714, It was highly praised 1n the Journal des Savanis*® because
of situations that bring out Cato’s “beau caractére . . . dans toute son
étendue ¥ Moreover, “ Lia Poésie de cette piéce est aisée, naturelle, et les

4 ¢ Jenfermals I'Océan dans nos vastes frontieres ” Mussolim would have appre-

ciated the line 1f he had read 1t before the autumn of 1942
4 May 20, 1715, p 311, cited by Mélése, Th et Pub, p 310
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caractéres sont bien observés.” It obtained further notice because of Addi-
son’s Cato, a French translation of which had appeared 1n 1713, There is
o resemblance, 1t 18 true, between the two tragedies except in the material
derived from common sources and in the facts thut both dramatists depict
the end of Cato’s career, employ a tense military situation as a background
for love making, and have Caesar send an ambassador to Cato, yet the
Mercure galant ** published a Paralléle between them in which Deschamps’s
work was preferred on account of its structure, Addison’s because of “le
caractere dommant de la Tragédie, & la force de certanes sitnations.”
Possibly because of this compaiison, Ozell translated Deschamps’s tragedy
mto English 4" Nor did his play pass unnoticed in Germany. Gottsched
based his own Sterbender Cafo on both the Enghsh tragedy and the French.
Ie expressed his preference for the structure of the French play, agreed
with Deschamps that non-historical material might be added, and prased
the 1nterview between Cacoar and Cato, but he found his {ifth act defective
and held that Cato died 1n 1t hike a desperate man rather than a philosopher,**

None of these eight plays equals 1n dramatic interest the tragedies of
Belin, Péchantré, and Riupeirous discussed above 1n Chapter 1V. This fact
was ominous for the future The authors showed, like Crébillon, a pre-
dommant interest 1n Greek mythology and, hike him, tuined also to Roman
history and to the legends of ancient Persia  Danchet and Pellegrin resembled
Crébillon 1n their hiking for horror, but they were much less effective. The
medioctity of the eight tragedies left Crébillon ar the only dramatist to be
long remembered among those who began to coutribute to the genre in
1701-15

48 March, 1715, pp 62-127, according to the frires Paifuiet

47 The second edition of this translation was published at London 1in 17168  Accord-
ing to the title page, the translated play had been acted at Lincolns Inn-Fields

42 Cited by Lows Riccohom, Réflexrons historques, Paris, Guerin, 1738, pp, 233-8



CHAPTER IX

COMEDY

If comedy lacked the prestige of tragedy,® it nevertheless remained the
more popular genre, averaging some 450 performances a year, a number
made possible by the fact that a comedy in one act often followed on the
same day a longer one or a tragedy. Molidre, whose plays were acted over
two thousand times, supphed about two-sevenths of the material; plays
written 1n the seventeenth century by Thomas Corne:lle, Montfleury, Haute-
roche, Dancourt, and Regnard combined were acted about as often, whereas
rew comedies, whether composed by begmners or by older authors, con-
stituted only about one-fifth of the comic presentations. The comedies most
frequently produced were old.? Those that ranked next were comedies by
authors who hed begun to write 1n the seventeenth century.? The comedy
by a new author most often acted in the period was le Port de mer, but 1ts
sixty performances were little more than a third of those enjoyed by Haute-
roche’s Crispun médecin. It 18 true, however, that the perrod produced
several comedaes that were more highly appreciated by succeeding generations
than by their contemporaries. Eight of these had by 1936 been performed
at the Comédie Francaise over 400 fimes.*

The principal authors of new plays were the actors, Dancourt and Legrand,
the ex-actor, Machel Baron ; expenenced dramatists, Boursaunlt, Campistron,
Brueys, Regnard, and Dufresny, and those who now had their plays acted
for the first time: Lesage, the novelist , Destouches, secretary to an ambassa-
dor, Boindin, an ex-soldier ; and Lafont, a man of letters. Single comedies
were written by La Motte and Charles Roy, known at the tame chiefly for
therr operas; La Grange-Chancel, famous for lus tragedies, Abeille, an actor,
Guérin, an actor’s son , J.-B. Rousseau, a distingmished poet , Marivauz, just
beginning hs career, and several authors whose names are unknown.®

1 Cf above, Chapter II In the 1707 edition of le Diable botteuxr Lesage contended
(Chap XIV) that it was more difficult to write a successful comedy than the hind of
tragedy then being composed 1n France, for “ I'on peut avec le seul secours du bon
sens fuire des tragédies comme celles qui se font présentement en France Mais 1]
faut autre chose que du bon sens pour composer des comdédies qur y reusssgent
aujourd’hur ” In 1726 he modified this opinon, declaring that the two genres require
“ deux gémes d'un earactére différent, mais d’une egale habilete ”

2 Crwspwn mldecin, 169, Tartuffe, 163, Plasdeurs, 156, Mcdecin malgre lus, 154,
George Dandwn, 147, Avare, 136, Grondeur, 130, Deusl, 124, Sganarcile, 121,
Amphtryon, 113

® Folics amourcuses, 91, Double Veuvage, 84; Galant Jardinter, 83, Avocat Patelwn,
76, Léqatawre, 66, Ménechmes, G2

¢ Folics amoureuses, 1117, Legatasre, 988, Avocat Patelin, 885, Crispin rwal, 679,

Ménechmes, 541, Turcaret, 455, Galant Jardwmer, 429, Usurier Gentilhomme, 417
® Rousseau’s comedy was acted at court, not at Paris So far as 18 known, Mari-
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Of the new plays, thirty-nine, so far as can be determined, were in one
act, sixteen 1n three acts, seventeen 1 five acts. Dancourt’s Second Chapiire
18 1n two acts, but 1ts prologue gives 1t the equvalent of another act, while
Guérin’s lost Psyché de willage, 1n four acts and a prologue, has practically
five. Fifteen comedies had prologues when they were originally acted. These
were sometimes used to defend the play. Occasionelly they may have been
employed because they enabled the author to show a second locality without
violating the unity of place. More comedies were written in prose than in
verse, but the difference 18 not great, and all but four of the five-act plays
are 1n verse. As a variation upon alexandrines and prose, “vers libres ”
are frequently employed. In four comedies they are the dominant form.®
Obviously there was entire freedom 1n regard to the number of acts 1n a
comedy and to the choice of prose or verse. Authors could in these respects
adapt therr form to the nature of the entertainment they were prepaning
to give.

Ten of the comedies are adaptations of older plays in Latin, Spamsh, or
French. Plautus’s Menaechms, Coptin, and Mostellara, Terence’s Andria
and Adelphoe,” Rojas’s No hay amigo, Calderén’s Peor estd que estaba, the
fifteenth century Pelelwn, Guérin de Bouscal’s Sancko, and Lesage’s Traitre
pum were all brought up to date, most of them with considerable changes.
Of these the only ones that were thoroughly successful 1 their new form
were {he Menaechmr, the Andra, and Patelin The fate of Spanmsh adapta-
tions shows that the vogue of the comedia had passed.

Authors were somefimes 1nflvenced by comedies they had previously writ-
ten, or they turned to earlier dramatists, especially to Molhiére, whose Tartuffe
influenced profoundly Dancourt’s Madame Artus and Destouches’s Ingrat,
while one can find elsewhere echoes of le Misanthrope, le Malade \maginarre,
le Bourgeows Gentilhomme, Amphitryon, Pourceaugnac, and ies Femmes
savantes. Boisrobert’s Trois Orontes and de Visé’s Veuve 4 la mode were
certainly imitated, while other seventeenth-rentury comedies, Lesides these
and Moliére’s, were probably followed in minor details. In a few cases
authors borrowed from other than dramatic authors. Hygmnus, Ovid, Petro-
nius, Cervantes, and La Fontaine. Many of the plays show no divect influ-
ence, but all the dramatists probably owed much to Moliére and to plays
of the two preceding decades, especially to those of Dancourt.

Some 1nformation may be gleaned from prefaces and prologues, occa-

vaux’s play was never acted, nor was the work of Bordelon, probably not written
for performance Malezieu’s productions were largely operatic

¢ An example of stances occurs in Dancourts Sancho Pan¢a, V, 2, where 1its
presence at no late a date may be explamned by the fact that the play 18 hitle more
than a new edition of one that had appeared nearly seventy-five years hefore

7 Malezieu 18 said to have made a translation, now lost, of his Heautontimoroumenos
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sionally from the texts of the comedies, 1n regard to the authors’ opinions
of their predecessors, their art, its interpreters, and the spectators. Boursault,
Regnard, Dancourt, Lafont, and Destouches praise Mohére. Boursault finds
Molhiére so versatile that now the only way to be novel 18 to morahize, though
Dancourt claims that he can still find new material 1n the study of manners,
Dufresny maintains that a comedy should have a clear and logical plot,
situations that surprse, though preparation for them has been made, and
occasionally ¢ quelque plasanterie sans grossiereté.” Regnard inmsis on &
well-constructed play that entertains “les gens d’esprit avec art.” Bordelon
holds that the scenes of a comedy should be related by a common aim, that
the dénouement should surprise, and that the chief rule is to bring enjoy-
ment to the audience. Lesage 1mphes that the spectatorslike to see characters
with whom they can sympathize and that, unhke the Spamards, they prefer
the study of character fo action. Dancourt, following Mohére, puts comedy
on a level with tragedy.

The acting of Raymond Poisson 18 remembered wrth high approval. No
actors of the day are so good as some of their predecessors. They do not
lack talent, but they at times neglect their duties. However, according to
Dancourt, & spirit of harmony, understanding, and urbanity usually reigns
among them. Critics are attacked for attending a performance, not because
the play 1s good, but because 1t 1s new. Applause 18 said to be unfashionable.
Sifflets are 1n vogue. Pickpockets frequent the theater. The parterre 1s the
supreme judge, while vanity rules on the stage, coguetry in the boxes. We
are told that performances at the Comédie Frangaise begin at 5 P. M., an
hour later than those of the Opera. Dufresny parodied the offerings of the
latter institution. Satirical thrusts at the rival theaters of the Foire were
made by Dancourt, Legrand, Lesage, and Lafont.

As most of the plays were written while France was at war, there are
allusmons to fighting 1n Flanders, Germany, and Italy; many of the young
heroes are officers 1n the French army ; there 18 a complamnt about the scarcity
of males; and there are references, though less frequently than 1n the pre-
ceding decade, to the difference between winter and summer lovers, When
Dancourt wrote a new prologue for Thomas Corneille’s Curcé, he prased
Louis XIV for suppressing the Huguenots and for sparing the Dutch.
When peace was made, he wrote two plays to celebrate the event. One could
not guess, however, when reading most of his comedies, that France was
engaged at the time 1n a most disastrous struggle, one that caused much
suffering among the people. Nowhere have I noted any hostihty to the
enemy, English, Austrian, or Dutch.

The manners are those of the lesser nobility, of bourgeos, large and small,
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of servants, and of peasants, Business takes on new importance for comedy
with studies of tax-collecting, usury, and agiotage by Dancourt and Lesage,
of wills and inberitance by Regnard and Dufresny, of tontine nsurance
by Lesage. Forfeits are not infrequently introduced. Efforts are made by
the bourgeos to purchase nobility, by underlings to acquire a fortune and
with 1t social position, A peasant complains of working for others and hopes
to have others working for hum. There 18 criticism of the great for their
pride, amusement at the expense of parvenus, but no dissatisfaction 1a
expressed 1 regard to the social system 1tself,

Though he wrote no prece d thése, one can see by reading Dufresny that
harm may be done by gambling, professional wet-nursing, and the lack of
proper legal protechion for widows and orphans, He midicules belief an
dreams and 1n the ery of the blood, though both hed a place in the tragedy
of his contemporaries. Ile also laughs at belief 1 astronomical 1nfluences,
ae does Legrand at alchemy. These dramatists are, however, secking material
for comuc effect rather than weapons for social reforin.

They are also contributing to the representation of manners, as are the
dramatists who mention various kinds of entertainment, such as fireworks,
games, dances, singing by professionals or by amateurs. We are shown the
homes of prosperous Parisians and see or hear of their summer places near
Pars, or as far off as Brittany and reached by coach. A good deal is said
about food and wine, and there are references to tobacco, which has not yet
won the approval of cultivated persons, though even women, 1f they are ke
Mme Turcaret, may indulge in 1t. Manners are stressed espectally 1n certain
plays by Daneourt, Dufresny, and Lesage. On the whole, they are not made
more prominent than in the preceding decade, except m regard to financial
affairs.

Pagan divinities occasionally appear. They are found in Dancourt’s
Céphale et Procris and Impromptu de Suréne, in Lafont’s Danaé, mn the
prologues of Regnard’s Ménechmes and of Roy’s lost Captifs, and m & playlet
by Regnard that was not acted, les Souhaits, There are young lovers in
nearly all the comedies, but they are not usually given leading roles. They
are often deeply indebted to valets, whose most popular names are Frontin
and Crispin, and to suivantes, who are frequently called Lasctte, sometimes
Marton, Marine, Toinette, etc  While the valet 1s usually clever and some-
what unscrupulous 1n his methods, the blundering or naive type is also found.
The susvante 18 his feminine counterpart, well known to modern audiences
through the long success of such piays as Turcares and le Légalasre universel.

A lang and a minster of state are introduced into Esope d la cour; a
governor, nto le Naufrage. The noblity 15 by no mesns excluded, but the
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dominant class is that of the bourgeois. There are many business men,
lawyers, and notaries, a few phys:cians, an apothecary, an undertaker, a dyer,
ses captains, and wine merchants. A Jew and his daughter are introduced
into Port de mer. The Christian clergy, though admtted to the stage late
in the seventeenth century, 1s excluded. Peasants appear in several plays,
as do members of the criminal class. Fathers and guardians are common,
Mothers appear less frequently. Dufresny had a special fondness for widows.
The dramatists may hold up to ridicule members of any of these categories.

The moralizing tendency of the eighteenth century has often been noted,
usually without much effort to distinguish 1ts prevalence at different periods.
In 1701-15 it was by no means regarded as essential. The most moralistic
production 18 Boursault’s Esope ¢ la cour, a play that attacks the vices
of the court: adoration of the soverign, embezzlement of public funds, self-
seeking, gossip, snobbishness. It rebukes an old man’s pursuit of wealth,
preaches love as essential to marriage, urges gratitude and tolerance, even
argues for the existence of God. In three of his plays Destouches, too,
seems moved by ethical rather than by artistic considerations. He condemns
distrustfulness, ingratitude, and slander. Baron’s Ecole des péres has a moral
lesson. But 1n all the other comedies the authors seek primanly to amuse.
Their plays may contain moral material, but even the satirical elements
contribute to the come effect rather than to the ethical. So far 18 Dancourt
from playing the part of a moralist that in his Céphale et Procris he 1nvites
us fo sympathize with mantal mfidelity, while Regnard makes us laugh
with his heroes, despite their dubious honesty. As these plays of Boursault
and Michel Baron were the last they wrote, 1t remained for Destouches
alone to carry into later years such moralizing habits as had been 1Hustrated
1n the first fifteen years of the century.

Classical structure prevails. The unity of time 1s everywhere respected,
unless we consider the prologue of Dancourt’s Second Chamire as part of
his play. In this comedy and le Diable borteuz the unity of place 18 violated
if the prologues are regarded as part of the plays, while 1n three comedies
derived directly or indirectly from Spanish comedias the place includes two
or three localities in a town Elsewhere the umty of place 18 respected. I
find, on the other hand, minor violations of the umty of action in thirteen
comedies, though the authors seldom fail to link their scenes. Almost all
the plays, with the exception of those by Regnard and Boindin’s Bal &’ Auteusl,
respect the bienséances, One must conclude that no author of comedijes
sought to be original 1n regard to the umities and to the linking of scenes,
that occasional departures from classical custom are due to the exigencies
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of & special artuation, and that Regnard and Boindin were almost alone 1n
the license of dialogue or situation.®

The chief provider of the Comédie Frangaise was Dancourt; next came
Dufresny and Legrand, then Regnard, Lesage, and Destouches. Dancourt,
as the leader of the troupe, was chiefly relied on to supply entertainment
for a special occamon or to rewrnite for his comrades an older comedy.
Regnard, though he at fimes disregarded rules of prosody, was the most
gifted of these authors as a poet. Dufresny was the dramatist most interested
i 1deas. Lesage wasted his time upon Spamish plays and subsequently
oeserted the Comédie Frangaise for the Foire. What he accomplished 1n the
few years that he devoted to omginal composition for the Comédie makes
as regret that he did not contribute to i1t over a longer period. Legrand,
who was quite inferior to these writers, learned how to amuse an audience
with a one-act play, as did Boindin and Lafont. Destouches produced
comedies of greater length than these three and sought, more than anyone
else, to revive character comedtes, but he lacked imagination and hightness
of touch. His best work lLies 1n a later period.

Most of these authors and of those who made less 1mportant contributions
had learned the art of dramatic construction and were able to invent a
witty dialogue. So much was this the case that Voltaire preferred several
short comedies of the period to many plays by Moliére.? Of the longer plays
those best known are Turcaret, le Légataire umwersel, and les Folwes
amoureuses, but les Agioteurs and les Ménechmes deserve to rank with these.
Among the shorter, le Galant Jardwmer, le Double Veurage, le Fauz Ingtinct,
la Coquelte de willage, Crispun roval, UEpreune réciprogue, und le Port de
mer seem to merit special attention

In the next eight chapters I will group my discussion o: the comedies
under the names of their authors, following chronology as far as possible,
These will be followed by a chapter on lost plays and on those which, though
associated with the Pansian region, were not acted at the Comédie Frangaise.
A final chapter 1s devoted to the crude, but intriguing productions of the
Forre.

* Almost all the comedies that were acted at the Comédie Francaise and were
printed not long afterwards, were published by Pierre Ribou Unlike tragedies, very
few of them were dedicated

°Cf below, Chapter XII, note 33



CHAPTER X

DANCOURT

Though Dancourt 1s often discussed as pmimanly an eighteenth-century
dramatist, the greater part of s work and the plays for which he 15 best
known were acted 1n the seventeenth century. Before 1701 he had written &
tragedy and thirty-three comedies and had helped to write four other plays,
whereas 1n the eighteenth century he composed mineteen plays, two of them
very brief, and rewrote two earher productions. Nor can 1t be said that the
quality of his later comedies equals that of le Chevaler 4 la mode, la Maison
de campagne, or le Mari retrouvé, while, if one judges by success, the argu-
ment can be used that his seventcenth-century plays were acted at the
Comédie Francaise more than five times as often as those that appeared
in the eighteenth century.? -

This 18 not to say that, when he had reached the age of forty, he had
wnitten himself out. Not only was he still to produce a considerable number
of comedies, but he was to seek new fields 1n dramatizing the business of
the broker, 1n capitalizing the success of a recent novel, and in writing
comedies :n which plot and characters are subordinated to singing, dancing,
and spectacle. As the leading author of the troupe, he was called on to
compose plays for special occasions and to rewrite comedies that required
adaptation to the tastes of the audience. While such labors prevented his
having more time for orginal plays, they may have served to keep up his
interest in dramatic composition.

I will first discuss the comedies 1n which he adbered to the methods he
had developed 1n the seventeenth century, whether they are in one act, 1n
three acts, or in five and whether they are written mainly 1 prose or 1n
alexandrines, next, three comedies that have frames and are more fanciful
than those of the first category, though they pay some attention to manners,
then, two comedies 1n five acts and 1n verse that are revivals of older French
plays, one by Lesage, the other by Guérin de Bouscal, both inspred by
Spamsh productions; and finally, spectacular comedies that make consider-
able use of “ vers libres.” With these last I will include the new prologues
and dwertwssements that Dancourt wrote for spectacular comedies by Moliére
and Thomas Corneille.

1 For Dancourt and his seventeenth century plays cf. my op. cst., Part IV, pp.
577-95, 768-817. y » B
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I —Comedies of Manners

The play w2th which Dancourt began his career as an eighteenth-century
author 18 COLIN-MAILLARD,’ 1n one act and 1n prose, ending with a dweriss-
sement, a type of play that had become familiar to his readers in the pre-
ceding decade. It 1s remarkable neither for 1its plot, nor for its characters,
but, as the fréres Parfaict aptly put 1t,* “les détails font valoir le fond.”
The plot, like that of Dancourt’s Tuteur, 13 merely the arranging of an
elopement by which a girl escapes from an elderly guardian and 1s united
to the man she loves.® The characters show httle ornginality. Robmot is
the typical “ barbhon,” who would marry his ward, not only because a wife
13 a “ mal necessaire,” but because 1t 18 difficult for hum to disentangle his
own accounts from hers. More interesting than the young lovers and the
clever valet are Mme Brillard, a wadow who remembers her youth and 1s well
disposed towards the lovers, and Claudine, an outspoken peasant, easily
decerved by a brilliant young officer, but shrewd enough, when she discovers
that she has been tricked, to return to her peasant fiancé.

The menit of the play hes 1n the bright and swaftly moving dialogne, the
patois of Mathurin and Claudine. the picture of rural manners, and the
gay ending, with the game of blindman’s buff, the singing, and the dancing,
all skillfully attached to the action. .\ similar use of this game had been
made almost forty years before 1n Chappuzeau’s Colin-Mmllard, but, except

1 Paris, Pierre Ribou, 1701 and 1702, 12° Music by Gilhers Republished in
editions of the author’s collected plays, 1n the Pin du Reperiowre, Paris, veuve Dabo,
1824, and by Ad Rion in 1878 Dutch translations «ppeared 1n 1739 and 1765,

A1V, 225

3 Robmot, a widower living at Andresy, has brought his ward, Angélique, from
a convent to his home, where she 18 chaperoned by his aunt, Mme Briiard He plans
to marry her, though s aunt remind« ham that he and his deceaned wife had
promised her to a young captain, Eraste Rolnot’s gardener, Mathurin, also a
widower, 13 engaged to a peasant girl, Claudine, who attends Angchque This girl
mforms Robinot that Angéhque 15 unwilling to marry him and that, the evening
hefore, her mistress had received a visit from a young man whom they bad concealed
m a cabinet until, while Robmot was blindfolded 1n a game of blindman’s buff, he
had made hws escape Robinot, despite his aunt’s warmmg, goes to get his cousin
the baihff to make out the marriage contract and aske Mme Brillard to look after
Angélique and to bave village musicians come by the time he returns  Eraste and
Lépine, his valet, now consult the aunt about an elopement Mathurin overhears
them and, since they have no money with which to bribe him, threatens to tell
Robinot Eraste makes love to Claudine, dazzles her with the prospert of becoming
a lady, and forces Mathurin to agree, 1 order to win her bach, not to tell Robmnot
and to supply Eraste with a peasant costume Angélique, however, deceived by
FPraste’s trick and believing that he has deserted her for Claudine, agrees to marry
Robinot before mght Eraste with Mme Brillard’s help convinces Anpgélique that he
15 loyal to her He 18 then passed off by Mathurin as a peasant, come to take part
1n the entertainment Peasant singers and dancers arrive A party of blindman’s
buff 15 arranged While Robinot 1s playing the blindman and the peasants are singing,
Eraste elopes with Angélique, accompanied by Mme Brillard, who will see that they
are properly married. Claudine has been reconciled to Mathurin Robinot 1s left in
despair while peasants give the diwertissement
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for the title and the device that enables the lovers to elope, there is no
resemblance between the plays. Good examples of dialogue are the following:

Claudine H¢ bien, Monseur, clle dit qu'elle aime mieux mourir que d’épouser
un vilain, un pled plat, un laid métn, un vieux pénard

Me Brillard Vous voyez, mon neveu

Cl Comment, Madame, est-ce que vous croyez que c’est de Monsieur qu’elle parle?

Mr Robinot Qu’est-ce & dire de mo1?

C1  Mais écoutez, Monsieur, cela pourroit bien étre, car elle dit qu’elle ne vous
amme pont, & je gagerois bien qu’elle dit vrai

Mr R La petite insolente' Et pourquor ne m’aimeroit-elle pomnt?

Cl  Parce que vous ne lur parowsez pownt aimable Et puis, voulez-vous que je
vous dise, 11 me paroit qu’'elle en aime quelqu’autre

Mr R Elle en aime quelqu’autre?

Me B Vous volez, mon neveu

Cl  Est-ce que vous vous &tes doutée de cela, Madame?

Me B 81 je m’en sms doutée? omr vraiment je m’en suis doutée

Cl. Oh' bien n’en doutez plus, cela est certain (sc 3)

Lépme c’est que nous ne portons Jamals de bourse nous autres

Mathurin  Morgué tant pis, c’est pourtant un meuble bian necessaire

L  Vous avez raison mais au défaut de bourse nous vous ferons ndtre billet s1
vous voulez, hem ¢

M Un billet? non dJe n’avons pas de for pour des billets de Capitaines

L  Mas

M Non, voyes vous, je s1s mcorruptible ¢

The comedy was first acted on Oct 28, 1701. The first run ended, accord-
ing to the fréres Parfuict, on Dec. 10, after the twenty-third performance.
By the end of 1713 1t had been played 52 times, by the end of 1792, 228
times. It ranks eleventh among 1ts author’s plays given at the Comédie
Francaise, second among those first acted 1n the exghteenth century.

The next year Dancourt produced at the Comédie Frangaise I'Opérateur
Barry, first acted there on Oct. 11, 1702, but already presented at a private
entertainment 1n 1700. It was well enough received to be acted nineteen
times, but 1t was not revived.® Ile next prepared a new prologue and
dwvertissement for a revival of Mohére’s Amants magmifiques and then pro-
duced the most successful play that he wrote during the exghteenth century.

This was LE GALANT JARDINIER,® which, hke Colin-Marllard, was 1n one

¢Se 8 In se 20 Mathurin employs a comparison that had appeared in Louise
Labé’s Débat de Folie et d’Amour, *“ Discours IIIL,” and m Tasso’s Torrtsmondo
(cf my op cit, Part II, p 35) “1Il en est du ménage, vois-tu, comme d’une charué,
oit sont attelez le man & la femme? tant qu'ils tiront tous deux de congart, la charué
va hian mais s1 la femme se met queuque fantaisie dans la carvelle, le mar1 se
chagraine, I'un tire & did, ’'autre & uriau, la charué deviant mal attelée, & le ménage
g’'en va & tous les diables”

® For this play ef my op evt, Part IV, pp 812-3

® Paris, Pierre Ribou, 1705, 12° Music by Gilliers Republished 1n editions of the
author’s collected plays, in the collection of plays by authors of the Second Ordre
m 1808, 1n the Répertowre of Paris, veuve Dabo, 1822-3, in the Chefs-d’uvre des
auteurs comiques, Pars, Firmin-Didot, 1845, and by Ad Rion in 1878 It was



DANCOURT 153

act and 1n prose, was located in the country near Pars, and had, if not a
final divertissement, something very much like one near the end of the play.
It 15 again a playlet with a hively dialogue, amusing bourgeois and peasants,
incressing ammation as the action progresses. A scene between two stam-
merers, each of whom thinks that the other 15 :mtating him, was probably
due to the author’s recollection of a similar situation that he had introduced
to one of his early comedies, le Notarre obligeant.?

Dubusson 1s a prosperous bourgeoss, shocked by accusations of gay living
brought against one prospective son-in-law and by the supposed extravagance
of the other, also by the thought of putting his “ potager en parterre, le
beau projet! & que mettre dans ma soupe? des tulipes? ” (sc 10) Tle has
gone to live 1n the country in the hope of reducing wedding expenses and
he 1s willing, merely because of Caton’s money, to marry Angélique to a
mar his wife describes as “un vilain, un ladre, un vieux coquin.” Mme
Dubuiseon thinks more of their daughter’s happiness, but she, too, 18 anxious
to avoid expense and 1s far from apprecialing the evening serenades. Angélique
18 an wngénue fresh from a convent who falls in love with the first handsome

translated into Portuguese m 1773 There 18 a brief study of the play in Lement,
la Comedie en France au XV ITIe secle, Paris, Hachette, 1888, T 119 2]

7 Dubmisson, who has a home at Paris and another in the country, a few miles
from the city, has planned to marry hus daughter, Lucile, to Léandre, a young oflicer,
son of his wealthy friend, Orgon As Iéandre has not been heard tiom for a month
and as Dubuisson has been told that he 1s dissipated, he decides to give his daughter
to Caton, though he 18 miserly and ugly Meanwhile Leandre hus met Luale 1n a
conch when she was returming with her mother from a convent In order to be
near her he has bribed Lucas, her father’s gardener, to disguise him and his valet,
La Montagne, as s nelpers  For ceveral mights Léandre has been entertaiming
Lucile with music and fireworks Mme Dubuisson suspects Caton of paying for this
entertainment, which she dishikes  Mer husband has engaged Yoo Montague to clear
up the mystery Vhile 1 Paris the valet has learned that Orgon haa offered a
reward for the discovery of his son A copy of the notice s brought back by him,
but 1« dropped, so that 1t falls into the hands of Lucas, who, though he canmot read,
has his suspicions roused by it He discovers from a conversation between Téandre
and La Montagne that a reward has been offered by Orgon, 18 bribed hy them to
conceal their wdentity, and then goes off to imnform the father of his non’s whereahouts
While he 18 away, L{andre pretends to sleep 1n the garden and overhears Ludule tell
Marton, her suwante, of her love for him  When they discover a portra.t of Lucile
attached to his arm, one that he had had painted without her knowing 1t, they are
convinced that he 19 not a gardener, but the officer she had seen 1n the coach The
love making that follows 13 interrupted by the arrival of Dubuisson and Caton
Léandre talks Iike a pensant and pretends that he has been showing how vegetables
could be replaced by flowers It 18 reported that un expensive supper has been
brought nto Dubuisson’s kitchen and that various gucsts, ndluding a certain
Bavardin, are ariiving Dubuisson acmees Caton of extravagance and leaves him
with Bavardin The two men stammer at cach other, each thinks he 15 heing mocked,
and their quarrel 1s settled only by Marton’s arrival VW me Dubuisson, troubled by
the confurion in her houschold, refuses to allow Caton to marrv her daughter
Peasants, a gipsy girl, and person+ dressed Iike Italun actors march 1n and sing
Handsome gifts are presented to Lucne and Marton When the entertainment has
reached 1ts chimax, Orgon, brought in by Lncas, 1ecognizes ILandre, pardons his
escapade, agrees to pay for his large expenditures, and concludes with Dubuisson
their original plan of marrying Léandre and Lucile Lucas will get the offered
reward of 30 pistoles

11
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officer she sees. Her clever suivante and the peasant gardeners complete the
family group.

Léandre belongs to the same social stratum as Dubuisson, but his father’s
wealth has given him the ability to spend money freely. He 1s not only an
ardent lover, but & man who shows decided cleverness 1n carrying out his
plans. His valet 15 energetic and witty. The stammering old men and the
shrewd peasants, who talk 1n patois and have not learned to read, add comic
scenes, while the entfertainers provide dancing and singing i the next to
last scene.

The representation of manners includes the picture of a bourgeois home
1n the country near Pars, references to the guarding of girls 1n a convent,
to the return of officers from the war mn Germany, to advertising for a lost
son, to an 1lhiterate peasant’s method of outwitting persons better educated
than he, to Ins hope of some day becoming a collector of taxes, to Parsian
shops, and to a bull for food .

TYun a été dans la ruée 8 Honoré, chez des Marchands d’étoffes, 'autre chez des

Marchands Joflailliers, sur le Quar des Morfondus celui-ca chez Crep:, celuwi-ld chez
la Morhere (sc 2)

Deux potages, huit entrées Vn Marquassin, s1x Perdrix, une douzame de
Cailles, quatre Gelinottes de bois Cent quatre vingt deux livres dix sols (sc 14)

The scenes are varied and entertaining. A domestic interview between
husband end wife 18 followed by a gay scene 1n which a valet jests, by scenes
mtroducing peasants, by the love scene 1n the garden, the visit of a rétwsseur,
the quarrel between the stammerers, the scene of dancing and singing, and
the final scene of explanation and parental consent to the lovers’ marnage.
The public responded with enthusiasm. First acted on Oct 22, 1704, the
play had seventeen performances by Dec 6, 83 by the end of 1715, 429 by
the end of 1793. It was acted at the Comédie Frangaise more frequently
than any other play by Dancourt except les Vendanges de Suresnes.

It was four years before Dancourt brought out a third comedy of manners,
but when he did so he produced one 1n five acts on which he may have been
at work while he was composing plays of a different kind. MapaME ArTUS®
owed 1ts title-réle to Tartuffe, a part of 1ts intrigue and some of 1ts char-
acters to Saint-Yon’s Fagons du tems, according to the fréres Parfaict,’ who
greatly exaggerate Dancourt’s debt to Samt-Yon and do not sufficiently
emphasize what he owed to Moliére. I should say that Tartuffe furnished
him with his point of departure. From it he probably derived the name of
his hypocnte by dropping from Tartuffe its first and last consonantal sounds,

® Pans, Pierre Ribou, 1708, 12°, and 1720 Republished mn editions of the author’s

collected plays.
* X1V, 484
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but, 1n order to distinguish his play from 1ts model, he made both hypocrite
and dupe women instead of men. Tartuffe and Orgon gave m Mme Artus
and Mme Argante, a name that 1s also not unhke that of her prototype. Like
Orgon, Mme Argante has a son and & daughter who has a lover. In Tartuffe
the girl whom Orgon’s son loves 18 mentioned, but she does not appear,
whereas the girl loved by Mme Argante’s son 1s brought on the stage. Damus,
uncle of the brother and sister, corresponds to Cléante, Finette to Dorine,
Mr. Ludet, the notary, 1s added, as 18 Merlin. The hypocrite pretends to
be unworldly, hut she tries to control the family and to marry Dorante, as
Tartuffe under the mask of rehgion tries to dominate Orgon and to seduce
Elmire. Tn both plays the hypocrite first appears m the third act.1

From the Facons du tems Dancourt may have derived suggestions for the
characters of the young spendthrift, Jus clever valet, and the mature woman
who wishes to marry a voung mun, but the resemblances are not close enough
to justify the fréres Parfaict’s statement except 1m one 1ncident, that of the
forest the young man has had cut down and the excuse given that it was
necessary to provide a view, not only from the salon, but even from the
“cuisine ” and the “cave ” It would seem that, after the fréres Parfact
had noticed this resemblance, they jumped to the conclusion that Dancourt
had borrowed extensively from Saint-Yon, though nowher~ else 1s there
verbal similarity It 1s even possible, though 1t cannot be proved, that Dan-
court helped Saint-Yon revise his play and that he had contributed the
scene 1n question to the Facon du tems, so that in 1mitating 1t he was merely
taking back his “bien ” where he found 1t Most details of the plot seem
to have been his own.'?

19 Mme Artus expresses contempt for Mme Argante, as Tartuffe doas for Orgon
Dorante says of Mme Artus, “ Voila, Je vous Pavoue, une grande Coqu'nc ” (IV, 3)
and “Voild, je vous ’avouc, une étrange personne” (IV, 8), as Orgon says of
Tartuffe, «“ Voild, je vous V'avoue, un abomnable hommet! ™ (v 1529) When the
character of the hypocrite bas been revealed, the impostor 1s m both plays ordered
out of the house by the dupe Dancourt also makes comic u:e of “ll known
tragedies ‘* Et quelle mere encore! ¥ (I, 1, «f Andromeque, v 359), * Mais du
bois abbatu n'est pas un s1 grand crime ” (I, 4, cf le Cid, v 306)

11 Mme Artus, though of humble origin, had, thauhs to a small legacy, estublished
herself socially and attracted the attention of a rich widow, Mme Argante She now
lives 1n the latter’s house, impresses her with her piely, makes herself very com-
fortable, and urges her hostess to control strictly her chldren, C{hde and Dorante
Mme Argante objects to her daughter’s marrying Eraste and gives her son so little
money that he goes to an estute 1n Brittany, which has heen left him by his father,
but 1s stil] under his mother’s control, and has the wood cut down and sold While
there he fulls 1n love with beautiful young Rosette, gaves her a written promise of
marriage, and hurries back to Paris 1 the hope of conceahing these matters from s
mother His uncle, Damis, reproves him both for cutting the wond and for becormng
engaged His mother proposes to Lieal off the match, but the garl’s unele, Ludet, a
notary who has dealt with both Dorante and Mme Artus, pays the latter to introduce
the girl, under the name of Massine, into Mme Argante’s home, where che 18 to be
mstructed by Mme Artus The latter plans to marry Dorante hernelf and to get
his mother to settle on him all that she has In return for money placed 1n Ludet’s
hands, Mme Artus signs a contract to bring about the marmage of Eraste and
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In presenting Mme Artus, Dancourt imtated Mohére, but he avoided
the difficulties from which Tartuffe had orginally suffered. There 18 nothing
in the réle that can be mistaken for a satire upon religion. Eraste tells us
much more about the lady’s past than we know about Tartuffe’s. He
describes her (II, 3) as an “ Intriguante ” who had appealed to his aunt’s
sympathy and been left four or five thousand francs, which had enabled her
to marry a Swiss. When he died, he left her childless and with “ quelques
rentes pour vivre.” The family of the Swiss had brought suit, but she had
won, thanks to a young financier who loved her and some coquettes who
influenced the judge. After that experience she lived now as a prude, now

a8 a coquette,
Et mélant Pair du monde, & I'air de la retraite,
Par fois en brocard d’or, souvent en hnge um,
Logeant presque toujours dans un Hotel garm

She has an apartment and her own servant in Mme Argante’s house and
mnfluences her hostess as she pleases (I, 2)
La loue & tout propos, 'aplaudit, la caresse,

Fliite jusqu’au Portier, jusqu’au chren du logis,
Sous cet air de vertu qu’on voit bien qu'elle affecte

She 15 not 1n love with Dorante, but she sees that by marrying him she
can get control of the famly fortunes. To win him she has caused his
mother to Iimit his finances so structly that he may be driven to marry a
much older woman She falls 2 vietim, however, to her love of gain, which
mduces her to take her rival into Mme Argante’ home and to agiee to work
against the desires of her hostess She lends money at sixteen percent
imterest, claiming that she takes only five and gives the rest to charity She
1s a capable woman, soft of speech, eager for money and position, without
a conscience, anil less capable of Judging people than she thinks she 15, It
18 unfortunate that so interesting a character uppears m only thirteen of
the forty-six scenes

The most oniginal of the other characters 15 Ludet, by no means the
ordinary notary of comedy, but a2 man of unusual ability who wins the

Céhde, while she pretends to Mme Argante that <he 19 helping her win Eraste
despite his love for her daughter Mme Argante makes love to Eraste, who pretends
to favor her «smit, while Dorante treats Mme Artus 1 simnlar fashion Damis, when
he discovers Mme Argante’s abeurd desire to marry Lracte and after he has met
Rosette, amids the young people The notary arranges things <o that, when Mme
Argante wigns a contract for her son s marnage, thinking the bride 1s to be Mme
Artus, she 18 really uniting him to Rosette Mme Artus 1a triumphant, but her talk
enables Mme Argante to discover that her supposed friend has accepted a bribe to
marry kraste to Celule  Then the fact 1« revealed that the contract enables Dorante
to marry Rosette The joung man promises to let his mother retain all the rights
she has ginen away m the contract, whereupon she consents to her children’s mar-
riages to the persons they love and orders Mme Artus out of the house
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confidence of those with whom he deals and 1s able to deceive the cleverest
of them in the interests both of Mme Argante and of justice, Eraste and
Célide are conventional young lovers, except that to Eraste 18 given the task
of revealing Mme Artus’s past. Rosette pretends to be naive, but she is
able to outwit even Mme Artus. Dorante 1s both a devoted lover and a
spendthnft. He 18 persecuted by Ius mother, who sees that he 1s locked out
if he comes home late and obhiges him to have recourse to usurers She 18
herself a silly woman, whose widowhood weighs heavily upon her, who over-
cstimates her charms, and who 18 easily deceived by Mme Artus

The comedy shows us a wealthy Parsian home, divided into apartments
and guarded by a concierge. The father had owned Kerkameau le Chéteau
in Brittany News about the estate 1s sent by the “ Fiscal du lien.” Mme
Argante has to see a tenant farmer about a lease. A girl may be detained
by her family 1n a convent. When she has no fortune, she * travaille & la
tapisserie ” There 15 talk of how ladies spend a spring morning (I, 2) .

Madame Artus 13 haut aprés son boiullon pris,
Sur un grand canapé se tranquillise & I'mire,
Et{ Madame & Yinstant vient de sorfir en chaise

The scene mspired by les Fagons du fems 1s amusing, Merlin 18 explaming
his master’s excellent 1ntentions 1n having the trees cut down (I, 5)

Kerkameau le Chiiteau, Mon«ieur est & my cite,
Pas tout & fait pourtant, mais 1l est en bon lieu,
Le bow en question le resseroit un peu
Ses arbres fort toffus s’élevorent jusqu aux nues,
Et partant le Chteau n’avoit aucunes viies
11 en faut, le fait est de sgavoir d’'un Chiteau
Ce qu plaft mieux & voir, ou des bos, ou de V'ean
Damis  J’aime l'eau
Merlin Nous auss1  c'est la grande maniere
On découvre & present des prez, ume riviere,
Qu1 lentement coulante, arrose un verd gazon,
Puis des COteaux lontains perdus dans 'horison,
Et la vie autrefois de toutes parts grimpante,
Du ¢6té de ce bois est mainienant plongeante
Damis  Mais ce Bois, 1l faloit 'etester seulement

La vue
Merlin On n’en elit cu que dans I'appartement
Dorante Je le voulos ainw
Merlin Ow, mais mor qui rafine,

J a1 eru quil en faloit jusques dans la cuisine
Damis  Dans la cusine?
Merlin Bon' dans la cave 4 présent
En haut le coup d’e1l plonge, en bas, 11 est rasant
Je vous sms caution qu’il a de quor s’étendre
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Interesting scenes are those of love-making by the elderly women (II, 4
and IV, 7) and of the hypocnite’s unmasking. Dancourt, however, devoted
too many scenes fo preparation and explanation, so that few are highly
dramatie. It was, perhaps, for this reason and for the too obvious imitation
of Tartuffe that the play was unsuccessful. It was played only five tames,
on and after May 8, 1708. That 1t did not go unnoticed, however, 18 stated
by & contemporary publication, which asserted that 1t made “beaucoup de
bruit, parce que bien des gens y sont caractérisez.” 2

LEs AGIoTEUES ® 18 more completely a comedy of manners than any other
play that Dancourt wrote 1n the eighteenth century. Unlike Madame Artus
1t 18 1 prose. Though 1t has only three acts, 1t 18 as long as 18 that comedy
1 five. The plot 18 reduced to 2 mmimum, shoved 1nto the early scenes and
those at the end of the play in order to leave room for the study of specu-
lation, 1ts methods, 1ts practitioners, and 1ts victims.*

The heavy expenses that a series of long wars brought upon France caused
the depreciation of paper money and the relative increase m the value of
gold. In order to remedy this smituation, the king reduced the amount of
gold 1n the loms. At times he found that he had reduced 1t too much and
altered 1ts value accordingly. Dangeau refers to the lowis’s losing five sous
on Apnl 1, 1701, and thus falling to 12 francs, 10 sous, but 1t had rsen
so much by the autumn of 1703 that 1t had to be reduced m order to be
worth no more than 13 francs. On March 1, 1708, 1t was pulled down to
this value. On March 25, 1709, 1t was reduced to 12 francs, 10 sous, but
two months later 1t was put back to 13 francs These fluctuations gave an
excellent opportumity for speculation. Agio, & word borrowed from the
Itahans, was wntroduced about 1704 to indicate the profit that might be
realized by exchanging gold and paper. An agiofeur was a new kind of

1% Journal de Verdun, July, 1708, cited by Melése, Rep, p 219

3 Paris, Pierre Ribou, 1710, 12° Republished 1n editions of 1ts author’s collected
plays For a study of 1t ¢f Jules Lemaftre, la Comédie aprés Moliére, Paris, 1903,

156-60

PP“ Zacharie, a usurer, has brought from the country and established at Pars his
godson, Trapolin, now deeply engaged m agiotege Mme Sara, a wealthy widow
who hopes to marry Trapolin, lends him money Both Zacharie and Trupohn plan
to wed her niece, Suzon, but the latter, to whom Trapolin has entrusted gold that
he wishes to conceal from his asuociates, prefers wealthy young Clitandre, until
recently an army officer Suzon has in her service Claudine, a country girl who 18
visited by her cousin, Lucas This illiterate peasant hears much talk of paper that
can be changed 1nto gold, finds a sheet with writing on 1it, and takes 1t to Zacharie
to be cashed, but the usurer discovers that 1t 18 a love letter, written by Trapolin
to Suzonm, mn which he speaks shghtingly of Zacharie and Sara The result 1a that,
when Suzon announces her engagement to Chitandre, and Trapolin, hard pressed for
money, offers to marry Sara, the widow rejects him and demands the return of the
sums she had loaned him Zacharie offers to marry Sara She accepts him, but she
will not forgive Trapolin The latter has had other losses and sees himself ruined
by the fact that Suzon will use the gold he had left 1n her hands to repay Clitandre
for money he had advanced to Trapolin
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speculator,’® whose possibilities for drama Dancourt was not slow to recog-
mze. He had shown in le Chevalier & la mods the widow of a financial
magnate, 1 le Befour des officiers a tax-collector ; 1n the Second Chapsére a
sous-trarfant. Then Lesage had brought out Turcaret. It was quite natural
that Dancourt should add to the subjects treated in these plays by drama-
tizing the kindred theme of agiofage. In so doing he went into much greater
detail than can be found 1n any earlier money play written 1n France

Trapolin had got his start as Zacharie’s clerk, later becoming his associate.
He works with another usurer, Craquinet. In order that their relationship
should not be suspected, they have taken houses that open on different
streets, but have 1n* the rear a common wall, through which they have cut
a hole Trapolin has only to unlock & cupboard and knock on the wall
behind 1t to establish communications with Craqummet Looking to the
future, he begins to employ one of his cousins who 1s serving a judge at
Pans He also keeps on good terms with a procureur of dubious reputation,
Durillon, and collects information from him and others about the affairs
of prospective borrowers He finds out how desperately they need assistance,
and estimates accordingly the value of the paper they bring, or wish to
borrow He and Zacharie have enough mfluence among financiers to set the
price of paper (I, 8)

Zacharie Comment va le courant aujourd’hu?

Trapohin Je ne s¢ai, Je na1 pownt v le Thermometre, je ne swis pas encore
sortt mais 1l 1ra comme nous voudrons, quand on est trois ou quatre forts bureaux
de bonne 1ntelligence

Z Quels fonds avons nous? cela nous réglera

T Quantité de paprer, & fort peu d’argent, & pour ne pas manquer quelque
bonne affaire, 11 faut incessamment de l’espece

4 puisque le papler nous gagne, & que l'espece est rare, 11 est bon de

baisser aujourd’hur le papier de huit pour cent quand nous nous serons défaits
du nétre, on le remettra sur le méme pied, ou on le rehaussers, s’1l est possible

Consequently Trapolin notifies M. Villain, “ rue Trousse-vache, 4 la dame
Gigogne,” M. samnt Denis, “rue saint Bonnet, & 'Image samt Claude,”
M. Lainé, “ rue Julien-rebec, & la Casaque retournée,” and Mme Bersabée,
“au Cheval qui chiffre, rue Geoffror lamer” He 18 sure the smaller con-
cerns will follow the lead of these By such devices Zacharie had made one
third profit out of 40,000 francs of conversions between the beginming of
the week and Thursday. They are both disgusted with Claquinet when they
find that he has loaned 13,000 franes in paper and has asked for it only
15,000 1n specie at the end of six months, a litlle over 30 percent 1f paper
18 at par. Trapolin himself lends 22,000 1n paper for 25,000 1n spece at

15 On July 9, 1712, Pangeau (Journal, XIV, 1562) reports that agtoteurs had been
arrested for spreading bad news in order to help their business
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the end of three months—over 50 percent 1f paper 1s at par. He takes ample
security and lends at times under the names of other persons.

Trapolin’s associates include Zacharie, older and less darng than his
godson and less 1n danger of failure. His marriage with a wealthy widow,
suggested at the end of the play, will probably keep lim till his death a
menace to Pansian society. The other usurer, Craqmnet, 18 introduced
chiefly to 1llustrate Trapolin’s nefarious practices and his boldness in fleecing
his customers. Dubois represents the apt pupl from the country at the
beginning of his career, one, however, who returns to his modest position
with a Judge when he sees that Trapolin 1s ruined There 1s also a financial
magnate, Cangréne, who comes to consult Zacharie and’ Trapolin about the
morality of a deal by which be supplies a friend with 600 francs and sub-
sequently accepts 1n payment a bond worth 2000, even obli;ing the friend
to add 200 trancs to close the deal Cangréne’s father-in-law had criticized
him for his usurious practice, but he 1s, of course, reassured by Zacharie and
Trapohn  The group represents the début, the progiess, and the deleat or
triumph of agioteurs, just as two characters 1n T'urcaret show us the begin-
ning and end of u tax-collector’s career

Dunillon, the procureur, 18 on friendly terms with Trapolmm and brings
him business IIe 18 a widower who would like to marry money He 18
discreet and polite, sechs a cloak of respectabihity by being “ Commuissaire
des pauvres ” and ‘“ Marguilher de sa petite Parowsse ” (11, 2), but he has
been rudely reproved by the judge whom Dubols serves, one of the gentle-
men who, as Durillon 1s obliged to admit, “ sont les maftres ” (I1, 3)

We are shown several dupes and near-dupes, while reference 13 made to
others A coquette, concerved out of wedlock, gets Trapolin to lend money
to her fiancé, a provincial judge, whose aunt objects to the match Their
marriage will consequently be kept secret 111l the aunt dies Trapolin will
be paid out of what the judge inhenits. A baroness borrows in order to
gamble,’® g1ving as security the imncome she will recerve two years later She
1s patronizing and 1insolent, but she impresses Trapolin and Durillon with
““un certain air de superiorité qui déternmune & faire tout ce qu’elles veulent,
malgré qu'on en art ” (JI,13) Mme Malprofit engages 1n business ventures
and has to conceal from her husband her extravagant purchases She also
has to pay for damage caused by her pet monkey. She gives Trapolin 8000
francs 1n paper to exchange for specie with which to meet her obhgations,
but he expects to settle with her creditors to his own advantage A “fils
de famille,” Daudinet, 18 persuaded to borrow 20,000 franes in paper, for

¢ She admits that she 15 infutuated with pharaon and lansquenct, two of the games
forbidden by law on Feb 23, 1710, & Dangeau Journal, XIII, 105
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which he must return 22,000 1n paper at the end of s1x months. His security
18 a house, loaned for the purpose by Durllon, who 18 sure the family will
have to pay.

All transactions do not run as smoothly as these. Chicanenville seems to
be a satisfactory dupe, but he gets gold that was not meant for him. Tra-
polin bad slipped 1t into a bag without telling Dubois, who tarns the bag
over to Chicanenville without opeming 1t The error was due to the pressure
of business and may have been corrected, but we are not told how the affair
turns out. Dargentac, who pretends to be a Gascon, passes off bad coins on
Trapolin and probably skips to Genoa before he can be caught. Finally,
Clitandre, to whom Tropolin owes a large sum, 1s constantly put off, so
that he 18 unable to equp his regiment, but, thanks to his marriage, s
money will be restored to him by Suzon Trapolin has so many affairs on his
hands that even his skill and assurance cannot save um from failure.

Other characters are Mme Sara, & familiar figure 1n comedy of the fime,
that of a rich old woman who wishes to marry a young man and 1s deeply
offended when she finds that he prefers a woman nearer his age, Suzon, a
very capable girl who manages her affairs successfully, avords marrying an
agwteur, and not only captures Clitandre, but enables ham to get back the
noney he supposed he had lost, and the peasants, Claudine and Lucas, who
merease the comic element by their patois and naiveté.

The play gives an interesting picture of financial transactions at Pans
1n the early exghteenth century, when heartless brokers were taking advantage
of the country’s sufferings 1 war. It shows a large variety of types
scenes that contmin some excellent dialogue Its unity hes m the subject
rather thau the plot Hardly any of the characters win our sympathy, but
we prefer Clitandre and Suzon to the rest. The play must have pleased
especially by its actualilé, for 1t had twenty performances in 1710, between
Sept 26 and the end of the year, and was given once at Versailles,'” but
1t was not revived after that year

The last comedy that Dancourt wrote before the death of Lows XIV, Le
VERT GALANT,’ marks & return to methods he had employed 1n much earher
plays, such as la Gazette de Hollande and les Vendanges We find ourselves
1n the soctety of lesser bourgeois, whose business, amusements, and relations
with one another and with soldiers aie dramatized, The love 1ntiuigue 18
shght The play 15 1n one act and n prose, with a briel dwertissement at
the end, called “la Musigue,” The (mef event 1s worthy of a medieval

17 According to a letter written on Nov 30 by the duchesse d'Orléans and cited
by Mélese, Rép, p 220

8 No place, 1714, 12° According to Dr Starr, the approbation 18 dated Sept 19,
1714 Republished 1 editions of the author’s collected plays
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farce: an 1nelegant trick 1s played upon a would-be adulterer and leads fo
the triumph of virtue.’?

The source of the play, according to the fréres Parfaict,® was an anecdote
that told how a husband surprised an abbé with his wife and gave him a
bath that left him with a green timt. They quote the Mercure galant as
saying that Dancourt told the tale 1n order to rouse interest in the play.
This suggests that the play may have imspired the anecdote. If 1t did, the
point of departure would be the pun indicated by the tatle, which may md-
cate an enterprising ladies’ man, or a lover painted green, both of which
definitions ultimately fit M. Tarif. The husband becomes & dyer in order
that the operation of painting his rival may easly be carried out. His
owning a farm explains why he was not expected to sup 1 Paris. The chotce
of military men as hig helpers simplifies the task of mastering the rival.
There seems to he no special reason why Tanf should be an agifeur except
that Dancourt had recently written a play dealing with this somewhat novel
profession, unpopular enough to characterize a villain The introduction
of the lawyer serves to meet objections that mght be raised mn regard to
the legal aspects of the situation created by Jérome’s act of pumishment.
Such considerations expluin the composition of this logically comstructed
play that resembles both a farce and a comedy of manners.

1® Jerome, a Parisian dyer, owns at some distance from the ity a farm that he
lhikes to viait He has recently married a young wife Hig niece, Javotte, lives with
them Her brother, Eraste, an officer 1 the dragoons, 18 1mpecunious, but hopes to
marry Angélique, mece of a stock-jobber, M Tarif This marrage has been proposed
by a neighbor, Mme Clopnet, pictures of the young people have been exchanged,
and the only obstacle 1s that Tarif, anxious to retain control of his niece’s fortune,
18 unwilling for her to marry Jérome nvites Tarif to sup at s farm, but the
invitation 18 declined When the men have separated, Mme Tarif informs Jérome
that her husband has fallen i love with his wife, that Mme Jérome has confided
m her, and that she has invited Tarif to supper with the intention of playing a
trick on him  Jérome decides to play a trich himself and thinks of a method He
bhids his wife continue her preparations for supper and enlists the aid of Eraste and
his valet, Lépine, who had formerly worked 1in Jérome’s establishment Mme Jérome
and Javotte recerve Tarif, who removes his wig, puts on a cap belonging to
Jérome, and starts to enjoy with the ladies the expensive repast he has had brought
m Eraste and Lépme intrude upon the parly and are followed by Jérome Tarif
tries to explain his presence by saying that he had stopped in to while away the
time before keepmmg an engagement, 1n preparation for which he would visit a
basgneur Jérome offers to have him bathed hy Iépine, who, with Eraste, takes him
to Jérome’s vats, undresses him, and dyes hium green, giving hun three coats While
they are away, Mme Tarif and Mme Clopinet arrive, followed by Eraste and Angélique,
who are eager to marry Jéiome, now worried over the consequences of his act,
consults & cousin who 1s a lawyer and 18 advised to enter a complaint agamnst Tarif
before the latter can bring charges agamst him Tanf, turned green, now appears
He threatens, but he 1s laughed at by Lépmne and rebuked by his wife He begs fo
have the color removed After some discussion Lépine offers to restore him to his
natural color if he will agree to give Angéhique to Eraste and if Jerome will allow
the valet to marry Javotte and take over the dye business that Jérome had offered
to relinquish to Eraste The affair 1s settled in this manner, but Tanf is obhiged to
hear & song that holds him up to ndicule

10 XV, 180-2
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Jérome dommates the action. He must have managed his business well,
as he now has 200,000 francs, a home and a dye-shop at Paris, and a place
In the country. He wishes to retire from business and purchase “ quelque
Charge qui m’anoblira ” (sc. 3). He at first considers Tarif his good friend
and remarkably honest for a man of his profession. Ie 15 hospitable to his
nephew and mece and apparently thinks 1t no mésalliance to marry this
girl to his former apprentice. He shows his 1magmation by the trick he
plays on Tarif. When he fears he has gone too far, he consults a lawyer,
but he does not lose his composure enough to keep him from jesting about
his victim’s color. His réle of justicier never renders him solemn or morose.

Tarif 18 a speculator and a pursuer of women. When we first see him,
he claims to be engaged m furnishing a dowry “en especes pour du papier,
gur lequel 11 y & moitié & gagner” (se 5). He has deceived hus wife on
various occasions When he had sought too great imtimacy three months
before with Mme Clopimet, two of her husband’s clerks had beaten him. He
15 easily deceived by women’s flattery and 1s comic 1 the contrast between
his desires and his manners, He cannot resist tellilng Mme Jérome how
much he has paid for the supper 12 francs for the pheasant, “les deux
perdrix neuf livres dux sols, & treize francs Poiseau de riviere & la becasse ”
(sc. 13). He 18 no match for the soldiers and wine no sympathy when he is
painted and begs to be cleansed

The other characters are less striking. Kraste 18 the usual mmpecunious
young officer, but he 1s distinguished from many of his predecessors by his
humble orgim, ot which he 15 obviously ashamed as he wishes to keep his
brother officers 1 gnorance of the fact that he 13 Jérome’s nephew. Lépine
18 not merely a clever valet, but one who knows the dyer’s trade and has
been made bold by army Iife. Mme Jérome 1» described by her husband
(sc. 3) as a “bonne grosse réjoure, belle & de bonne humeur” She and
Mme Clopinet uphold social virtues and are quite capable of controlling
men like Tarif The latter’s wife 18 equally virtuous, but has a somewhat
dafferent réle, as she 1s chiefly concerned with seeking revenge The com-
petent lawyer, the two girls 1n love with uniforms, and a “ garcon temturier ”
complete the cast The last of these 38 mtroduced to brmg out the fact that
Jérome 18 preparing to “ temdre en vert ce meuble de damas” (s, 2) and
consequently has ready at hand the materials for punishing Tarif.

The dialogue 18 brisk and amusing, especially at the end of the play, when
Tarf appears 1n his new color Jérome proposes to change the green to
“ femlle morte 7, Lépine, from “ vert brun ” to “céladon ¥ A song is sung
to emphasize what has been accomplished

La nature le rend galand
Mais ce n’est rien que la nature,
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81 Yart n’efit aidé le talent
Par le secours de la temture,
Au denouément de I'aventure
11 ne seroit pas Vert-Galant

The play had only moderate success. First acted, October 24, 1714, 1t
was given only ten times 1n that year, and was not revived Perhaps
eighteenth-century sentimentality was already too strong for it to be appre-
cated. The Mercure galant 1mplied that 1t was played oftener than it
deserved to be when 1t accused Dancourt of forcing the troupe to reject a
play by Dufresny because he was unwilling for 1t to compete with his Fétes
du Cours and Vert Galant, “ qu1 occupent la scéne, en dépit du publie,
autant qu’l plait & leur auieur ” ¥ A month earlier the same magazine had
called le Vert Gulant a comedy “ mal taillée et mal cousue,” a criticism that
cannot be defended unless the form ot the play when first acted was quite
different from that given 1t when 1t was published On the other hand, the
hostility of the journal can be explained by the fact that Dufresny had
edited 1t as recently as May, 1714

I1 —Comedies with Frames

Lesage brought out his Dwble botteur 1n the early summer of 1707 (prwv.,
June 5) So great was 1ts success that Dancourt, who liked to take advantage
of anything m which the publhic was interested, prepared a play that he
entitled Lr DiAnLE BoITEUX quickly enough for it to be acted on Oct 1
of that year This comedy was so well received that he was induced to bring
out another on Oct. 20, LE SeEconp CiIAPITRE DU DI1ABLE BOITEUX * The
latter 18 not a sequel to the earhier play and neither of them draws its plot
from Lesage's novel, yet 1t 15 quite true that this novel mspired both plays
and supplied Dancourt with important suggestions

From 1t he derived the titles of both plays and his conception of the lame
devil, Asmodée, » modern and unprepossessing reincarnatton of Cupid, who
gets lovers 1mto trouble, carries people through the air, and enableg them to
ste what 15 ordinarily lidden from the public In the prologue of Dancourt’s
Diable bosteur Cléophas and the magician are referred to The novel 1s
mentioned 1 scenes 1 and 4 A character suggests that the heroine’s uncle
and aunt are the Procureur and his wife mentioned “ dans la fin du livre,”
while another person thinks she has seen ¢ ce vilain genie qui s’apelle Flagel,
& qu est 'esprit de la chicane,” one of the devils deseribed by Lesage m

2 Mercure galant of November, 1714, cited by Mélése, Th et Pub,p 113

1 The two plays were published together, Paris, Pierre Ribou, 1707, 12° They
were republished 1n editions of the author’s collected plays
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a1s first chapter. The prologue of the Second Chapmire mentions Pillardoe,
Lesage’s Pilladorc, who had caused Asmodée’s lameness while fighting with

bim over a “ partisan manceau.” Both plays reproduce Lesage’s cynical tone
and to a certain extent his interest in manners

Le Dwable bovieuz 18 a comedy of one act with a prologue.? The man
source of the plot 1s, as the fréres Parfalct suggest,® de Visé's Veuve & Ia
mode. In both plays we hear of a husband’s death, his widow’s efforts to
keep his property for herself, her dealings with merchants and with a com-
mussaire sent by her husband’s nephew to place seals on valuables. This
accounts, however, for only a part of the plot The theme of summer lovers,
overcome by their military rivals, was appropriate to the time of year when
the play was first acted and had been employed in the late seventeenth
century by various authors, including Dancourt himself Lépine’s use of the
wardrobe 1n the interests of the lovers may have been suggested by Poisson’s
Fouz dwerlissans, of which Dancourt had made an adaptation i ¢ Bon
Soldat The valet’s impersonation of a dead man 1n connection with a will
may well have come from Regnard’s Légaiaire unwwersel, which, though not
played until 1708, had been read to the actors on Dec 24, 1706. That
Lépine’s intervention does not resemble Crispin’s more closely may be due
1o the fact that Dancourt was unwilling to make his borrowing more apparent
than 1t 1s

The most entertaining character 1s the widow, but her hypocrisy might

2 The Diable boiteux has brought the magiaan’s wife, Théréue, and her daughter,
Sanchette, from Madrid to Paris They are 1n the thcater The Diable prposes
to show them what 15 gong on at the home of a Procurcur, who hves on the Place
Maubert This mtrigue will take the place of the comedy thai has been promised
and will be followed by musical comment After this prologue we learn that the
Procureur 14 dymmg and that his niece, Angelique, and her servant, Marton, have
been courted by Eraste and s valet, 1épine, but that, while these suitors are away
1 the army, the girls have been wooed by a law student and a clerk, who propose
to take them to a dance Eraste and Lépine now artive and are about to quarrel
with the summer lovers when the news of the Piocureur’s death 1 announced To
avold detection, the four men retire into a wardrobe Mme Tucas, the widow, pre
tends to be greatly afflicted, but she 18 comforted by the thought that her husband
has made a will, leaving her all his fortune except a certain sum that will go to his
nephew and niece if they marry The nephew has the police put seals about the
house and even seals up the wardrobe M Corbeau comes to talk about the funeral
invitations and decorations We hear that a seamstress and a merchant offer their
services 1 connection with mourning garments TApime extricates himself from the
wardrobe and ashs Marton to tell Mme Lucas that her husband's ghost has appeared
Marton, who easily convinces the widow that Lépine’s vorce 1s that of the deceased,
explams to the notary, who disapproves of the will, that they are playing a trick
Presently Lépine appears in the Procureur’s hat and robe, which hud been kept in
the wardrobe, and 1s followed by the other men The summer lovers represent devils,
m costumes they had adopted for the ball Lépine, speaking for the Procureur,
asserts that his wife had forced hum to make the unjust will and mnxists that 1t be
torn up As Mme Lucas raises no objection, Marton destroys the will Thereupon
Lépine and Erasie make themselves known and Mme Lucas retired, declarmg that
she has been cheated In the Jast scene the Diable boiteux and Thérése discuss the
play We are told that Eraste and Angelique will marry Therése and Sanchette sing

* XIV, 452
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have been developed more effectively. The other persons show little mndi-
viduality. There 1g some representation of manners m the mntroduction of
various persons drawn to a home where the head of the house has just died:
a possible heir, merchants, police, a notary, a “crieur-juré”, also mn the
reference to summer and winter lovers in time of war, 1n a traveler’s pat-
ronage of a batgneur, and m the lack of protection offered a widow when
her husband’s will 18 destroyed. Preparation 1s carefully made. Mme Lucas’s
superstitious nature 1s shown long before the supposed ghost appears, and
it 18 explained that the hat and gown of the deceased are kept in the ward-
robe before the men are concealed there Less care 1s taken, however, to
unify the playlet, for several scenes could be omitted without influencing
the dénouement Indeed, the play makes the 1mpression of having been
hastily written 1m order that 1t might be acted while Lesage’s novel wag stall
new and n the month of October, when army lovers used to come home.

The prologue, which connects the play with the novel, 1s entertaming.*
Paris 18 described as “la plus belle Ville du monde.” 1t 1s said that women
should avoid the manners of the provinces and become the “ esclaves du
gout & de la mode.” The Daable objects to  connosseurs ” who, when they
go to the theater, laugh only at “ de bonnes choses .. c’est une peste pour
les Piéces nouvelles” The composition of the audiences 18 described as
follows

la vamté & l'amour propre sont sur le Theatre, le luxe & la coquetterie dana
les loges, & la fine critique dans le parterre

The Diable claims that 1t 18 he who mspires the actors, giving malice to
one, presumption to another,
de Vesprit & celui ¢1, 'opinion d’en avorr & celui-la, & qu leur inspire A tous en

general ces sentimens d'umon, @'intelhgence & de politesse qu1 regnent ordinairement
parmi eux

The varlety of entertainment offered, the popularity of the novel, the
references to manners, and the scene of the wardrobe probably account for
the play’s considerable, 1f temporary success 1t was acted twenty-five tumes
m 1707, s1x times 1n the two years that followed, and five times 1n 1713 It
encouraged the author to write a companion piece, 1f not a sequel

The Second Chapire 1s practically & three-act play. Though 1t has the
unorthodox number of two acts, its prologue, divided into three scenes, may
well be considered a third.* By this arrangement the author was able to

¢ For an account of Sanchette, “ I'ingénue la plus terrible ” of Dancourt’s theater,
ef Jules Lemaitre, op cit, pp 120-2

® Prologue The Diable boiteux has fought with his old enemy, the demon Pillardoc,
over Simon, a sous-trartant, has brought the old man to Paiis, and offers to show
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represent two localities at Paris without violating the umity of place. His
principal purpose, besides showing again the Diable boiteux and his Spanish
protégées, was to extract comic material from the life of a financier, so that
g play becomes a prehiminary sketch of Turcaret and les Agoteurs.

Simon tells how he worked up by mtrigue and speculation from the
positions of page and doorkeeper to that of wealthy sous-irastant. All his
thought has been fixed upon saving and making money Now he 18 told that
the young coquette he has married will squander his laboriously acquired
fortune as soon as he 18 dead. It 18 to prove the truth of this prediction
that the Diable boiteux has caused a report of Simon’s death to reach his
wife and that he now escorts him to his home The first act demonstrates
what would happen 1f Simon were dead, the second shows that, 1f he lives,
he may be happy, provided he seeks pleasure under the guidance of the
Daable boiteux and allows his wife, within certain limtations, to seek her
own The moral 1s that the enjoyment of hife should not be ruined by too
ardent a pursuit of wealth or by intolerance.

Dancourt was not yet ready to write a comedy of manners centered round
a wealthy financier His Second Chamire, like 1ts predecessor, 18 primarnily
intended to furnish light entertainment, with music, dancing, and enough
talk and action to recall to the spectators the novel they had recently read.
The Second Chapilre 1s less unified than the first and less satisfactory, as
the characters, other than Simon, are hittle more than marionettes that
dance while the Diable borteux pulls the strings, and as themes suggested
are insufficrently developed. The production was played only eleven times
i 1707 and but once 1n 1708, whereas the Lnable borteuz was given, as we
have seen, thirty-six times 1 1707-13.

The third comedy with an outer and an mner play, LA CoMfDIE DES
COMEDIENS OU I”AMOUR CHARLATAN,® was 1nspired by the success, not of &
bhim what 1s going on m his home after his wife has been made to believe he 15 dead,
he introduces Simon to Thérése and Sanchette, who have entered the Opera, have
not as yet distinguished themselves, and enjoy Mme Simon’s entertainments, Simon
regrets the tume he has spent under Pillardoc’s direction and agrees in the future
to hve as the Diable boiteux advises Act I Mme Simon awaits only an official
certificate of her husband’s death before marrying a Chevaher she has lodged 1n her
house, she and a Présidente, who retire at 9 A M and rise at 4 P M, prepare to
give a mashed ball, Thérése brings her daughter to call and sings a duet with a
Major, who has left his wife at home, they go to put on their eostumes Act II
While Mme Smmon and most of her guests are dressing, the Diable boiteux enters
with Simon and retires with him into a cabwmet, Mme Simon and her friends return,
costumed and mashed, Thérése sings a song predicting a brief widowhood for her
hostess and the reception of 1mportant news at 4 seconds after 8 32, the Préuident
and the Major's wife enter unexpectedly and a quarrel 13 about to result when the
Diable boiteux intervenes, mntroducing himself and Simon, who usks the Chevalier to
return his dressing-gown and not to marry Mme Simon before she 18 & widow, peace
18 patched up by the Diable boiteux, in honor of which Thérése and the Major sing

songs, the last of them directly addressed to the audience
¢ Parig, Pierre Ribou, 1710, 12° Republished 1n editions of the author’s collected

plays
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novel, but of rival organizetions that were playing at the Foire.” The forains,
who employed elements of the old Théitre Italien, had attracted such large
audiences that they had been accused by the actors of the Comédie Frangaise
of violating their monopoly of dialogue and had had one of their theaters
pulled down. Dancourt had been especially active mn this affair and had
been condemned to pay 300 francs. With his comrades he had won an appeal
to the Conseill du Ror on March 17, 1710. In the meanwhile the forains
had parodied plays and actors of the Comédie Frangaise and had been ridi-
culed by Legrand 1n his Foswre Sawnt-Laurent of 1709 Dancourt followed
up this attack by satimzing the Italian dramatic methods that had inspired
those of the Foire and by ridiculing Frenchmen who admired them.

While his main purpose was to attack the Foire, some of his material
was suggested by the Opera or by earher French plays According to the
Nouveaw Mercure for January, 1711% the Italian song introduced at the
end of the first act recalled Danchet’s Fétes vénrtiennes, a ballet given at
the Opera on June 1%, 1710. The title of Dancourt’s comedy had been
employed by Gougenct and Scudéry over seventy-five years before The use
of an mner play to bring about the marriage of actors 1s also found
Quinault’s Comédie sans comédie. The trick by which the dénouement 1s
reached 18 srmlar to that used by Cyrano in le Pédant joué. There are also
resemblances to Campistron’s Amante Amant and to Regnard’s Folies
amoureuses °

Dancourt 18 saxd to have planned originally only one act and to have
espanded the play mto three acts, the third constituting the mnner comedy
In the outer play his comrades, La Thorilliére and Poisson, appear under
thewr own names, Etienne Baron and Beaubouig, as the young actors and
lovers, Iéandre and Eraste Marton, who wants to become an actress, was
played, according to the fréres Parfaict by lu Desmares La Thorilliére also
appears as Mczetin, while Poisson agrees to play Scaramouche In the mner
play Beaubourg takes the réle of the Docteur , Etienne Baron, that of Pierrot,
1t 15 proposed that La Thorilliére play Arlequin, but he refuses, probably
because Domemeo Biancolells, the greatest Arlequin, had been his {father-ain-
law. Tuvelin 1s mentioned, and an actress plays Spinette. The French
farce-playeis of the early seventeenth century, Gros Guillaume and Guillot-

1 Cf below, Chapter XIX

8 Cited by the fréres Parfalet, XV, 47-31, and by Meléue, Rép, p 220 As the gods
had been treated with irreverence 1 the Thedtre 1talien, 1t 13 unnecessary te suggest
Lucian 1 this conneetion, as does the Noureaw Mercure

° Feeding candy to a hidden lover (IIL, 9) had been employed by Campistron in
his Amentc Amant, advising an old man to give up women for drink, by Regnard in
8c 1 of the direrttssement thut ends les Folies amoureuses



DANCOURT 169

Gorju, take part m the dweriissements, probably to indicate that Italian
players were as much out of date as they.1

Grichardm, a retired apothecary, 1s wealthy and amiable, anxious to please
his young wife. He objects to the Comédie Francaise because it seeks to
have & monopoly of amusements and he shows that his own taste calls for
the methods of the Théétre Italien (I, 5):

Gr Ils veulent 8tre seuls & divertir le public, & 11 semble quils prennent & tache
de lennuier
Ang Ils ont un privilege qu'ils sofitiennent
Gr Oy, le privilege de ne rien faire qui vaille, parce qu'ils sont seuls, de mal
jouer les anciennes preces, & de n'en point donner de nouvelles qui ne solent mau-
valses Je voudrois donc que ce fit une petite piece a la maniere Italienne
J’étors un des meilleurs apwis du Thedtie Italien, Je leur a1 bien fait gagner
de ’argent

Grichardin 18 presented as a person whom one would not care to 1mitate,
He 18 described by Mezetin as follows (I1. Interméde) .

1 aime mieux Trivelin,
Que tout Corneille & Moliere
Honpeur au Bourgeols sensé,
De qu la rason rapelle
Le bon gotit du temps passé

10 Grichardin, a wealthy bourgeols, has recently married young Ludile, who has
taken 1nto her home her friend Marton Grichardin’s daughter and lus mece, Isabelle,
are n love with young actors, Léandre and Eraste Marton hopes to go on the stage
and to marry the girls to their lovers Léandre pronises that he and Eraste will
try to get her imnto the troupe if she will bring about their marriages To awomplish
this she proposes to add a dramatic performance to an entertainment Grichardin has
prepared for his wifc La Thorillitre and Porsson agree to play Mezetm and Scara-
mouche Since a relative has suggested that a ceriain business man matry Angélique,
La Thorilhere Mezetin disguises humself as this financier and shows so (learly that
he 15 after money and expects to dupe Grichardin that the latter dismisses him,
whereupon La Thorilliére Mczetin takes off Ins costume and Grichardin 19 told that
he has played a part without hnowing that he was domg so Angelique enters,
disguised as the Docteur Mezetin declures that they will give i'4mour Charlaten
Grichardin orders as an overture a dance in which various persons of “l’ancienne
comedie Francoise et Italienne ” will take part and taste for antiques s praised
The inner play follows Jupiter and Momus piropose to reside op rarth and seek
Mercury and Amour, who have been driven from Olympus The Docteur, who loves
his ward, Philine, mnvites them nto his house in order to protect them from the
girl’s lovers and those of her maid, Spinette Mercury structs a flute player and
mvites village girls to dance When Amour jomms him, the two gods propose to
organize a charlatan’s troupe and male love to Spinette and Pluline Invited into
the house, they encounter Jupiter and Momus Mercury agiees to return to hs
usual occupations, but Amour 13 restive, 1s threatened with mncarceration, and asks
for a month’s vacation to be a charlatan Jupiter agrees, but he wishes to lodge 1n
the Docteur’s house during this period, and obtams s consent by offering him
Philine A notary 18 needed Mercury declares that a comedy should not lose its
dénouement for lack of a notary and asks Grichardin to sign the contract, simce n
signature 1s all that a comedy needs Grichardm signs m order to be allowed to see
Amour as a charlatan Xe learns that his signature gives his consent to the marnages
of Léandre and Angéhque, of Eraste and Isabelle, and accepts the mituation A small
stage representing Amour’s palace 18 rolled forward A march of actors and actresses
18 followed by four scenes 1 which appear Guillot-Gorju, Amour, Mercury, peasants,

12
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In holding him up to ridicule, Dancourt was defending the Comédie Francaise.
He also did so when he made Marton say (I, 8) that, 1f the Italians were to
play, 1t might be “ une chose assez ennuieusement ridicule de travestir ainsi
Ia Scéne Francose.” The attack upon the rival actors confinues 1 the
second act when Marton tells Poisson that “les vrais Crispins ont bien valu
les Scaramouches ” and that “sans un Arlequin une Comedie Italienne ne
vaudra pas le diable,” though the réle 1s easy to play, as “le masque joue de
Iui-méme.” La Thorilliére adds that there has never been but one good one,
meaning his father-in-law, long dead A “scéne détachée” resembles a
“ Comedie Italienne ” (11, 5). Italian methods are parodied by Mezetin’s
sudden changes of costume (IT, 10), by the Italian sentences he employs
extensively when conversing with the Docteur (II, 11), and by the quality
of the 1nner comedy, 1llogical, poorly constructed, introducing gods, songs,
and horseplay.

Dancourt’s comedy should be regarded primarily as a satire upon attempts
1o revive Itahian methods. He probably thought there would be no advantage
1 constructing 1t logically or 1n making much of the characters. Besides
Grichardin the pimncipal persons are emergetic Marton, mild Lucile, and
the young lovers, to one of whom, Léandre, 18 attributed a picaresque career
(L 1)

1l a été Ecolier en Droit, Aprentif Notarre, fagon d’Abbé, Régent de Sixiéme,
Comnus de la Douanne, Avocat, Maitre & daneer 1l s’est fait depuis Comedien, ce
n’est pas le plus mauvais parti quil pouvait prendre

International characteristics are lhisted by Angélhigque while she 18 playmng
the Docteur (11, 11)

vif comme un Francois, grave comme un Espagnol, rusé comme un ITtalien, hard:
comme un Ture, fier comme un Ecossos, gourmand comme un Anglois, & yvrogne
comme un Allemand

Some use 1s made of patois m the speeches of the peasants A diwvertis-
sement with simnging and dancng follows each act Indeed, the play 15 a
medley, offering many forms of entertainment, but dominated by the satire
of the forains and their Ttulian 1mitations It was at first well recerved,
as 1t had fourteen performances 1n 1710, on and after Aug 5, but 1t was not
revived except 1n 1733, when 1t was acted only five fimes. The forawns did
not allow 1t to go unanswered. At the Foire Samnt-Germain of 1712 they
produced les Plasdeurs, the third part of which was “une critique maus-
sadement faite ” of Dancourt’s play. They held that they alone had a right
to the réle of Prerrot, which Etienne Baron had taken in ¥’ Amour Charlatan.t

and a chevalier gascon Then there 18 a dance, after which Marton, playing Amour,
agrees In a song to marry Mercury

1 Cf fréres Parfaict, Mémorwres pour servur o Uhistowe des spectacles de la forre,
I, 149 50, and below, Chapter XIX
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III —Revisions of Plays by Other Authors

Dancourt’s comrades must have called upon him when they wished to
produce or to revive plays that needed certain modifications 1n their texts.
He had performed such service several times 1n the seventeenth century,
most notably when he reduced Poisson’s Fouz dwertissans to a comedy in
one act, le Bon Soldat. In 1703-5 he made mmor alterations 1n three spec-
tacular plays, Thomas Corneille’s Inconnu and Circé and Molidre’s Amants
magnifigues  Dancourt’s part 1n the revival of these plays will be discussed
m the next section of this chapter. In 1707 he rewrote in verse Lesage’s
five-act adaptation of Rojas’s La T'rarerdn busca el casttgo. When Lesage
published his T'raifre punt 1n 1739, he called attention to the fact that Dan-
court had put Ius work 1mto verse, but he indicated no other changes. The
fréres Parfaict® state that Dancourl corrected certain defects m Lesage’s
play and added materal, hut they do not point out what these corrections
and additions were. They are, however, obvious enough to anyone who
compares Lesage’s play with LA TRAHISON PUNIE.?

Lesage had changed the Spamsh play little, except that he wrote 1n prose
und added a valet whom Dancourt did not retain. As an experienced
dramatist and an actor who knew his sudience, Dancourt wished to make
the play more comic 1 tone and to effect & happier solution than the one
that Rojas had invented. Instead of having the herome marry in the middle
of the play a man whom she does not love, he unites her to the man she
loves at the end of 1t. He adds a minor mtrigue with a2 third woman
order to bring out André’s character and to devise one or two comic scenes.
He omits the hole in the wall between two houses, probably because he con-
sidered the theme trite, introduces plans to help the lovers, makes the chal-
lenge mscarry, gives Don Juan one less change of purpose, and alters the
dénouement. He brings Don Juan gradually to see that 1t 18 unwige for
him to marry ihe heroine, makes Don André more of & poltroon, accords
greater discernment to old Don Félix, increases the importance of the female
attendants, gives more variety to the dialogue, and augments the comie
element The number of new scenes 1s almost as large as that of the old
ones, though the plot and the leading characters remain, on the whole, much
as they had been 1n Rojas and Lesage.®

1 X1V, 454

® Paris, Pierre Ribou, 1708, 12° Republished in editions of Dancourt’s collected
plays For Lesage’s Traitre punt ¢f my op cit, Part IV, pp 905-6

3 Léonor, daughter of Don Féhx, 18 loved by Don Garcue, who lives next door, but
the young man’s poverty has made him an unsuitable match for her 1n her father's
eyes Don André has been paying marked attention to Léonor, has convinced Don

Garcie’s sister, Isabelle, that he loves her, and has various other affaira of the heart
Don Félix has engaged his daughter to Don Juan, whom Don André had known in
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The principal character, Don André, 18 handsome, wealthy, sought after
by women. He loves none of them, but he amuses himself at their expense
and is especially interested when there 18 opposition. He lies to Don Félix
and betrays his friend, Don Juan, His character 1s blacker than in the
earhier plays, for he lacks the courage to challenge Don Juan and seeks to
lure Don Garcie to 2 rendezvous and have him murdered there by hired
assassins. There 15 mnsufficient preparation for this last undertaking, which
brings about the solution of the main problem in the play. Assassination
would bardly be planned by one who had expressed his attitude towards
Lfe m the following lines:

Tout le cours de la vie est un amusement,
Et rien n'amuse enfin tant que le changement
Pour se désennuier d’une stupide belle,

On en trouve une alors larde & spirituelle
Qu’une vieille fatigue avec sa gravité,

On prend un jeune objet plemn de vivacité,
81 Je suis las de voir une taille géante,

Flanders, but, when he finds that Léonor objects to the match, he visits Don André
to learn his mtentions Finding him averse to matrimony, Don Félix returns to
bis first plan and 1ntroduces Don Juan to Léonor as her fiancé, but, as Don Garcie
happens to be present, Léonor shows by her attitude towards him and the confusion
of her speech that she prefers him to Don Juan Before this meeting takes place,
Don Garcie had asked Don André to cease paying attention to Léonor, and Don Juan
had called on Don André to borrow his valet, Fabrice, and to tell him that he has
come to Valencia to be married The three visits whet Don André’s appetite He
accompanies Don Juan to Léonor’s house and, when Fabrice brings Don Juan a letter
summoning him to his father’s bedside, 18 asked by his friend to look after Léonor
m his absence Fabrice, thought to be Don Juan’s servant, 18 allowed by Don Féhx
to stay at his home Meanwhile Don Garcic has thought of fighting a duel with
Don Juan, of escaping to Rome, and of having Léonor join him there, but her maxd,
Jacinte, favors a milder form of clopement and, in order to arrange 1f, proposes that
Garcie visit Léonor 1n her apartment at mght When Jacinte discovers that Fabrice
18 1n the house, she mvites hin to her room with the intention of locking him 1in,
but, before the valet can go there, he 15 obliged to let Don André into the house
The latter proposes to force s way into Léonor’s room, but he and Garcie meet 1n
the dark and are about to fight when Fabrice calls for help, Léonor enters with a
light, and each suitor claims he has come to rescue her from the other To add to
the excitement Don Juan, who has learned of his father’s death, returns to the
house, 1nsists upon knowing which man 1s guilty, and, since Léonor defends Don
Garcie, concludes that he 18 the culprit To avord scandal, he postpones further
action and pretends to Don Félix that nothing has happened Next day Don Juan
employs threats to get a confession from Jacinte, Félix informs him that Don André
loves Léonor, and the latter admits that she loves Pon Garcie A challenge, sent by
Don André to Don Garcie, 1s delivered to Isabelle 1n her brother’s absence She 18
allowed by Léonor and Jacinte to accompany them to the house of a friend, Elvire,
where they are to meet Don Garcie and plan the elopement Fabrice, beaten by Don
André for not delivering the challenge to Don Garcie himself, accedes to Jacinte’s
request that he help Don Garcie, so that, when he 15 threatened by Don Juan, he
tells all he knows of the preceding evemng, including Don André’s visit to another
home Don Juan 18 now convinced of Don André’s gmlt, but on the advice of Don
Félix treats lmm with contempt instead of challenging him to a duel Don André
admits to Fabrice that he has engaged thugs to murder first Don Garcie, when he
comes to fight him, and then Don Juan Presently Fabrice brings word that these
thugs have killed Don André, mistaking him for one of his intended victims Don
Juan yields Léonor to Don Garcie and Don Félix gives his consent to their marriage
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Je rabaisse mon vol, & la naine me tente;

Et lorsqu’on est outré de l'excez d’embonpomnt,

Qu1l s’en offre une maigre, on ne la chasse pont.
Je n’a1 jamais le goOt déheat n1 malade,

Et la brune me plait, quand la blonde est trop fade ¢

With Don André are contrasted the other lovers Don Juan, honest, con-
siderate, and brave, willing to withdraw when he 15 convinced that Léonor
loves another man, and Don Garcie, gentlemanly, loyal, deeply 1n love, but
concerving wild schemes that would defeat their object 1f he were not arded
by persons cleverer than he 1s. Don Félix 1s not merely the honorable and
authoritative old Spanish nobleman that one often finds 1 comedias, but
a man of feelng and discernment, wiser than Don Juan and accepting a
solution of his daughter’s problem to which he had originaily objected.
The women of the play are Léonor, more independent than in Rojas and
Lesage, but still needing assistance; Isabelle, dwsapponted 1n love, but
apparently reconciled 1n the end to the loss of Don André, and three
suwantes, who, with the valet Fabrice, do much to lighten the dialogue

Despite Dancourt’s efforts to make a comedy of this drama, hus production
remains somber 1n 1ts general tone, nearer to the tragi-comedy of the seven-
teenth century than to most comedies of 1ts time. Don Juan loses his father
and 1s foiled in love, Isabelle has to renounce her lover, and André 18 mur-
dered. French spectators were not accustomed to death and sorrow in a
comedy, nor could they have approved of the play’s structure. The events
may take place within twenty-four hours, but three localities are represented
on the stage, Don André’s home, Don Féhix’s, and a place near Elvire’s,
while the umty of action 13 not preserved, as Jacinte’s plans do not work
out and there 18 insufficient preparation for Don André’s death The rule
for lumson 18, moreover, iwice violated.” These departures from usage may
explain why the comedy, first acted on Nov. 28, 1707, was given only seven
times 1 that year. A writer in the Nouveau Mercure remarked that it
could not be considered the best of 1ts author’s productions ® An attempt
to revive 1t 1n 1733 was hardly more successful, as there were only eight
performances of 1t 1n that year,

SancEO0 PANGA GOUVERNEUR? 1s hittle more than a new edition, with

¢, 6 The passage 18 obviously inspired by Lesage’s play, I, 1, but 1t resembies
Elante’s well known speech in le Misanthrope, 11, 4

& Act 111, between scenes 7 and 8 and between scenes 8 and 9

s Cited by Mélése, Rép, p 218

7 Paris, Pierre Ribou, 1713, 12° The dedication to de Mortemart m * vers libres ”
calls Cervantes the most skillful master that “ I'art de hien écrire aura jamais peut-
gtre ” and expresses the hope that, “ Quand Moliere est assis le premier au Parnasse,”
Dancourt may be the second The comedy was republished m editions of the author’s
collected plays It has been studied by Maurice Bardon, “ Don Quichotie * en France,
Paris, Champion, 1931, pp 511-20
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minor alterations and a dwerfissement, of Guérin de Bouscal’s Gouvernement
de Sancho Panza® written nearly seventy-five years before Most of the
plot, the 1mportant characters, and many of the verses are the same 1n both
plays. Other lines of the older comedy are but slightly altered. While cer-
tamn speeches are shortened and additions are made to all the acts, such
changes are not important enough to give Dancourt credit for more than a
eubordinate part in the composition of the play

As Guérin’s comedy was the third member of a trilogy, Dancourt was
obhiged to add introductory material that his predecessor’s play did not
require He put 1t into s1x scenes spoken by the Duke, Don Quixote, Sancho,
and an attendant. We learn from them that Don Quixote 18 eager to rescue
Dulcinea from her supposed enchantment, we hear Sancho, who has been
promised a government, discuss his master’s mental condition with the Duke,
and we see hum leave the stage 1n order to be dressed 1 accordance with
hig new rank. After these scenes Dancourt reproduces Guérmm’s first act
closely except for its brief second scene. The Duke argues with the Duchess,
and Sancho Listens to the orator’s harangue of welcome to his governorship.

The most smportant scenes of Guérin’s second act, the first and third,
ere retained. They contamn Don Quixote’s instructions to Sancho and the
firet case that the new governor judges CGuérin’s transitional second scene
15 altered and his fourth scene 1s omitted. Dancourt adds four scenes that
mtroduce a letter from a magician informing Don Quixote that Dulcinea
will not be released from the cavern till S8ancho ceases to govern Ilis third
act consists manly of three cases that Sancho tries. The first, concerned
with a pessant and a gipsy woman, 1s much as 1t 18 1n Guérin’s play, but
the second ® 18 1n neither Guérin nor Cervantes, and the third, though not
dramatized by Guérin, comes from the Second Part of Don Quizote, Chapter
L1

Dancourt’s fourth act 1s the closest to 1ts model, There are only slight
departures from 1t except for the addition of the first two scenes, 1n which
Sancho 1s told that a governor cannot eat unless he 15 a knight. Act V,
on the other hand, contains a good deal that 15 new. Guérin’s scenes 1, 9,

® For a study of this play, f my op ctt, Part II, I)p 273 8 Dancourt admitted
in his preface that he hud made some use of an old play The fréres Parfaict, XV,
126 9, mdicated what this play was Bardon confirmed their identification by a
detailled comparison of the two comedies

* Mme Kodrigue msists on either marrymng her ward, young Carlos, or taking his
mheritance, but Sancho tricks her into accepting only a small part of the money and
allowing Carlos to have the rest and to marry the girl he loves

1° A gallows has been set up 1 a certain country where men are hanged 1f they
lie when questioned about their destmmation Ashed where he 18 going, 2 man replies
that he 18 going to the gallows to be hanged If he 18 hanged, he 18 telling the truth
and does not deserve this fute, but, 1f he 18 not hanged, he 1s lying and does deserve
to be hanged The case 1s referred to Sancho, who acquits the accused
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11 are omitted and, though scenes 2-8, 10, 12 are reproduced with far
fidelity, the five new scenes that follow give the play an ending that 1s
dafferent from Guérmn’s both in content and 1n spirit. In them Sancho ig
at last allowed to eat, Dulemnes, who has been rescued, 15 presented to Don
Quixote and agrees to marry him, end a diverfrssement 18 sung by Dulcinea,
Sancho, Archelaus, and two other characters. A laige part of the last four
scenes 18 m ““vers hibres ”

Dancourt borrowed directly from Cervantes, not only the legal case to
which I have referred, but the theme of Duleinea’s enchantment, a reference
to the cave of Montesinos, the mtroduction of Archelaus, and Mme Rodrigue’s
name. That he used Don Quizote to correct Guérin 1s shown by the fact
that Cervantes’s Recio de Aguero appears in Guérin merely as Rajo, but in
Dancourt as Rezio d’Aguerre He states 1n his preface that, after the play
had ceased to be acted, he added “ plusieurs Scenes, qui lient Vaction plus
qu'elle ne Pétoit d’abord & qui interessent davantage un des deux Heros,
qu est D Guichot.” These may be the whole or parts of I, 1, 2, II, 4-7,
V, 15-1%7, which give Don Quixote a larger part in the play and make hig
happiness depend upon the main theme of Sancho and his government,

Dancourt claims that his comedy contazs many “traits d’espnt & de
fine satire ” that are in neither the novel nor the plays previously derived
from 1t. This 15 an exaggeration, but it finds some justafication, as Bardon
shows, 1n Sancho’s criticism of the “ Grands ” and 1n the Duke’s observations
about amusements. There are a few other jests that are sumewhat obvious.
Samples of his additions are given 1 the followng verses .

S  Mettons, tant bien que mal, beaucoup d’urgent & part
C’est 1a des Gouverneurs la meilleure maxime,
Chez les Grands c’est vertu, chez les petits Cest crime (I, 5)
D Lope Les Principaux de Plsle
Vous aportent les clefs des portes de la Ville
S  Des clefs! Ces Primcipaux seavent mal leur mictier,
Je suis leur Gouverneur, & non pas leur Portier (I, 10)
8 La Grece' cette femme étoit de fort bon sens (III, 2)

Dancourt’s orussions tend to ymprove the dialogue, but one misses Guérin’s
references to the theater, his couplet that parodies lines of le Cid, and his
tirade 1n defense of stealing, with 1ts savor of Rabelas One would have
expected these to be retammed rather than the siances of V, 2, a form that
had long ceased to be popular Dancourt made the Duke more reflective,
Sancho more independent, and Don Quixote more mmportant than Guérin
had done His dialogue 18 more rapid and his dwerlissement mtroduces
singing and dancing On the whole, however, his play shows no marked
mprovement over Guérin’s. Nor was he able to revivify the old play enough
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to please hs audience. Farst acted on Nov. 15, 1712, the comedy was with-
drawn by 1its author after five performances. The public was less mnterested
m Dancourt’s Sancko than 1t had been two years before m another play
derived from Don Quixote, Destouches’s Curieur Impertinent.’

IV —Spectacular Plays

In this section will be discussed the material that Dancourt contributed
to the revival of spectacular plays by Thomas Corneille and Molidre, and
the comedies he compoged 1n 1705-14 that make of spectacle an important
element, to the neglect of characters and manners. His most usual medium
18 “ vers libres.” Dancing and singing are admitted Several of these plays,
written for special occasions, could not have been expected to remain long
in the repertory.

On June 1, 1703, the troupe revived Psyché, with 1ts “machines,” 1ts
dances, and its “vers ibres ” So great was 1is success that the actors pro-
duced another “ machine ” play, Thomas Corneille’s Inconnu, first acted m
1ts new form on Aug 21 of the same year Dancourt had the task of bringing
1t up to date. To do this he wrote a new prologue and ealtered the five acts
1 such a way as to create for each a drverfissement. Iis prologue 18 a
conversation 1n three scenes between the Muse of Comedy and members of
the troupe Paul Powsson, Ponteul, Sallé, la Desmares, and Mim1 Dancourt.
La Thorilliére and other actors also appear. Thaha prases the acting of
Raymond Poisson and declares that she has heard that his son’s acting 18
admired. We learn that the first performance of a play draws a crowd, but
that subsequently spectators lose interest. The parterre 1s consdered the
supreme judge The troupe 15 praised, though the actors do not equal cer-
tamn “originaux” of the past Thewr recent production of Psyché was
successful, but the public was almost indignant over the fact that the price
of admission was “au double.” Thaha advises that I’Inconnu be given
“au sumple ”

The five diwwertissements are made out of scenes 1n the Inconnu.! In the
first four almost the only changes are found 1n the substitution of new
songs for old ones, and 1n the mention of new actors, Sallé, Ponteuil, and
la Degmares, who take part mn the dances. The inner play of V'Inconnu

11 Bardon asserts that Dancourt’s comrades hesitated to give him his “part
d'auteur ” 1n the performances, as they considered the work primarily another’s, and
that only the imntervention of Mortemart saved him from this humiliation He must
have derived the tale from Léris or Clément et La Porte, who are dubious authorities
As Dancourt does not allude to the incident 1n has dedication to Mortemart, one may
well doubt 1ts accuracy Since Dancourt had not received a “part d’auteur ” for
reducing les Foux dwertissans to his one act Bon Soldet, he may not have expected
special remuneration for hus new play There 18 no question of humihation

*1,7,11,8,1I1,6,1IV,8,and V, 3, 4
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which treats the subject of Psyche is discarded, as the troupe had so recently
presented it m a more elaborate form, and a peasant marriage troupe with
1ts songs and dances 18 put in 1its place. Dancourt’s alterations gave the
play an air of novelty and eliminated the expense of ©“ machines,” That s
experiment was successful 18 shown by the number of performances the play
enjoyed in the form he gave 1t: 23 1 1708, 56 1n 1704-15.2

The following summer the troupe revived Molidre’s Amants magnifiques.
Dancourt wrote for 1t 2 new prologue and intermédes that differ entirely
from those m the original. Allegorical figures converse 1n the prologue and
at one pomnt Fortune and Love are perched upon clouds The fourth snier-
méde employs French prose and an Italian song Elsewhere the additions
are written 1n “ vers libres * Dancourt’s verses are of hiftle interest to the
modern reader. They brought the play no such success as he had won for
UInconnu. Revived on June 21, 1704, les Amants magnifiques was played
only eleven times i1n that year and was never acted again at the Comédie
Francaige.®

Thinking, perhaps, that Moliére’s play was not sufficiently spectacular,
the actors revived, Aug. 6, 1705, Thomas Corneille’s Cwreé, which employs
niechanzcal devices as freely as does Psyché Dancourt gave the play new
mtroductory material. He dedicated 1t to Lowms XTIV and praised him in
“ vers libres ” for defeating the Dutch, for sparing them, and for destroymg
the Huguenots. The prologue that follows resembles Thomas Corneille’s 1n
that 1t contains three scenes 1n * vers libres ” and songs at the end of the
last. These songs now constitute a divertissement Ag Lows was sixty-seven,
L’Amour 1s elimmated The king 1s still praised, however, by Mars, Fortune,
Glory, and Fame, despite the fact that the play was acted just about a year
after Marlborough had crushed one of Louis’s armies at Blenhexm. The
text and setting of the five acts are retained, except that songs are added
or substituted for old ones.* Dancourt’s alterations ® changed the character
of the play very ittle. It was given only eight times and was never revived,
There must have been considerable financial loss, as the “ machines ” could
be paid for only after meny productions of & play.

Before the extent of the failure could have been known, the troupe was
summoned to Livry-le-Chateau. As the Dauphin had gone hunting there,

® The new text was published 1 editions of Dancourt’s collected plays and, except
for references to actors by their names, 1t was added as an appendix to the old text
of PInconnu 1m an edition of Thomas Corneille’s plays, Amsterdam, 1740

% (Goi1zet lists an edition of the play with Dancourt’s additions, Paris, Pierre Ribou,
1704, 12° These additions are also published in editions of Dancourt’s collected plays

¢ New songs take the place of those n I, 6, II, 7, III, 8, IV, 4 Songs sung by
Nereids and Tritons are added to V, 9 Sallé and his wife sang some of the new songs.

® They are published 1n editions of Dancourt’s collected plays and in the edition
of Thomas Corneille’s published at Amsterdam 1n 1740
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M. de Livry had prepared a theater for his entertainment.® Tt took the form
of & comédie-ballet, composed by Dancourt and with music by Gilhers. No
“ machines ” were employed. Acted on Aug. 12, 1705, the production was
called I’/ImproMPTU DE LavRY." The actors who took part i 1t are named
m the published version.® The spot selected for the performance 1s described
&8 follows.

Le Thédtre dressé dans le grand Vestibule de la Colonade qui est au des-ous du
Ballon, representoit un des plus beaux endroits du jardm, fermé par des pahssades
assez hautes pour cacher les Acteurs, ouvert par plusieurs endroits par des Portiques,
du ceintre desquels pendent des festons de fleurs au dessus de plusieurs Orangers,
entre lesquels sont des Gueridons & des Torcheres, avec des Girandoles garmes de
quantité de lumeres

La 8allé, as Flora, begins the entertanment by nviting fauns and shep-
herds to the festival. Sallé, dressed as a shepherd, responds. The guests
march and dance A stumbling harangue of welcome 18 given by the captain
of the chiteau Songs and dancing follow, then a comedy 1s acted, a résumé
of which 1s published. Though the text does not identify this comedy, the
summary shows that 1t 18 certainly Dancourt’s Vendanges with the scene
changed from Mantes to Lavry.® Even the names of Lucas and Margot are
retained. The play ends 1n a march to celebrate the approaching marriage
of young lovers It 1s accompamied by songs, two ballet entries, and a “ danse
en rond.” This playlet was well adapted to brighten an evening at Livry,
but not to performance at Paris, nor 1s there any record of its having been
acted there,

A month later, on Sept. 13, a stmlar performance was given at Sceaux
1n honor of the duchesse du Maine. It was entitled L DIVERTISSEMENT DE
Sceaux.® Dancourt was again the author and Gilliers the composer, but
only eight 1 of the fourteen actors who had played at Lavry took part. The
stage was placed mn “un des beaux endroits des Jardine de Sceaux” La
Sallé leads 1 actors and actresses, sings to them, and 1s welcomed by Sallé,
dressed as a druid, He praises the duchesse du Maine Poisson, as Crispin,
makes a stumbling address 1n prose, comparable to the one introduced inte
VImpromptu de Lury Smging and dancing follow. Then “on represente
une Comedie,” but there 1s no way of telling what the comedy was. More

*Cf Dangeau, Journal, X, 390 1
]’Punq, Pierre Ribou, 17035, 4° Repubhshed in editions of Dancourt’s collected
Rys
#8allé, Fonpré, their wives, Paul and Philippe Poisson, Guérin, Lavoy, Ponteuil,
Du Baceage, 1a Dancourt, her daughter Mim, la Desbrosses, la Godefroy
? For this play of my ep cit, Part IV, pp 786-7
1° Published in editions of Dancourt’s collected plays
11 Rallé and his wife, Paul and Philippe Poisson, Du Boceage, Fonpré, la Godefroy,
and Mim Dancourt
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singing and dancing, ending with a “branle pour danser en rond, aprés
lequel le Bal commence.” In composing this production Dancourt obviously
used as & model I'Imprompiu de Lwry. There 18 no evidence that it was
played at Pars.

For six years after writing these plays Dancourt wrote comedies that
resemble them only 1 thewr dwertissements. Then he put on the stage of
the Comédie Francaise a three-act comedy that 1s like them m the use of a
prologue and “ vers libres,” 1n the choice of a beautiful garden as a setting
for the action, and 1n the subordmation of tharacters and manners to fanei-
ful elements. He made use of an ancient legend and may have owed some-
thing to Moliere’s Amphutryon, a play that he mentions m his prologue.

CiruALE BT PROCRIS 12 dramatizes only a portion of the myth that had
cnce tempted Alexandre Hardy and had 1n 1694 given rise to an opera by
Duché. Dancourt probably found his source in Hyginus, Fable CLXXXIX,
though he may also have used Ovid’s Metamorphoses, Book VII He kept
Athens as his hero’s home, but he selected another place for representation
on the stage. He mtroduced Mercury and attendants. The subordmate plot
that he added may have been suggested by Amphitryon, for the attendant’s
love affair echoes the master’s 1n somewhat sumilar fashion, though if is
far less comic than are the relations between Mercury and Cléanthis. The
psychological possibilities of the tale are as much neglected as are the real-
1stic, probably because Dancourt was stressing especially the beauty of the
setting, h1s use of © vers libres,” and his three dwertissements, one of which
concludes cach act.*®

The stage shows the fagade of a magnificent palace, to which lead long
walks through gardens and rows of trees. The prologue defends the morals
of the play by referring to the gods’ behawior and by citing the example of

12 Paris, Pierre Ribou, 1711, 12° Music by Gilhers Republished 1n editions of
Dancourt’s collected plays For a study of the play, ef Jules Lemaitre, op. ost,

p 2104

2 Tn the prologue, spoken by Momus and Thalia, comedy ts put on a level with
tragedy, unjust critics are attached, and the play 13 introduced as a novelty In the
three acts that follow the scene 18 laid on Mount Hymettus Cephalus and his con-
fidant, Philacte, have been lured there by Aurora while they were hunting Her
nymph, Callitee, secks to win Cephalus for the goddess, but he longs for Procris,
his wife Aurora then asks for his love, but she gets only a promise of worship
Mercury brings word that Jupiter, mnfluenced by prudish goddesses, orders Aurora
to send Cephalus back to Procris, but Aurora persuades Mercury to help her Procris
and her attendant, Dione, Philacte’s wife, are brought to Hymettus Aurora suggests
to Cephalus that Procris may be uniaithful, changes his appearance, and allows him
to offer Procris hospitality She also changes the appearance of Philacte Procris 18
mpressed by her host and 1s urged to encourage him by Dione and by Mercury, who
takes the form of Procris’s nourrice He has already quieted the goddesses on
Olympus He tells Proeris that her husband 1z unfaithful Proeris rejects the riches
and rank offered by her host, but finally admits that she prefers hin to her “ volage
époux,” whereupon Cephalus makes himself known and orders her away She retires

with Dione, who has recognized her own * traftre de mart ” Cephalus will be Aurora’s
lover In the dwertissements fauns and nymphs march, dance, and sing about love
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Plantus and Moliére mn their Amphitryons. Protest is made against incon-
siderate critics who call themselves the “beaux esprits du temps.” The
three leading French dramatists are mentioned with respect:
Les Racines & les Cormeilles,
Momus, auront des successeurs,
Et tels des modernes auteurs
Qui, par mes conseils, pour matiere
Ont pris la eritique des meeurs,
Survront, quoique de lomn, les traces de Moliere
Quand on ne peut attemndre au supréme degré
I1 ne faut point rougir qu'un autre nous surmonte,
A ce mortel 1llustre on peut ceder =ans honte,
Et dans le second rang voir son nom consaeré

There ere said to be some contemporaries 1n comedy who yzeld first place
only to Molhére Momus finds none of the actors without talent, but he
erificizes them for not sticking to what they are able to do, for failing to
appear at performances, and for indulging 1n suppers that last until morning.
Thelia defends them on the ground that they have too many r6les to play.
Dancourt was at the ssme time excusing his comrades to the public and
urging them to be more conscientious about their work.

In the dialogue the beauty of the setting receives emphasis The material
of the play 1s divided 1n accordance with the hero’s attitudes towards the
goddess and his wife. In Act I he 1s fasthful to Procris; m Act IT he hes-
tates, m Act III he labors to test his wife and 1s delighted at finding an
excuse to desert her for Aurora. The unfairness of his method 1s not brought
out, nor 18 Procris allowed to argue that it was really Cephalus she loved
under his disguse IHer yrelding comes suddenly, as 1f the author desired
to end the play rather than to develop the situation. Her role might easily
have been made pathetic, but pathos 1s avoided and we are told nothing
ahout the fate assigned to her m the ancient accounts.

With her fidelity 18 contrasted her survante’s destre to be r1d of her hus-
band, but 1t 1s not made clear that he will become the lover of the nymph,
who must look with contempt upon his cowardice. We are given hitle
opportumty to judge the seductive powers of Aurora, who offers herself
boldly to Cephalus, thereby winning the disapproval of the fréres Parfaict.2¢
Mereury has a rile of considerable importance, but his motive for pandering
to Aurora’s desires 18 not made clear.

The play 1s curiously 1mmoral for the period, a fact that made necessary
the apology introduced into the prologue. The subject is not well adapted
either to comedy or to Dancourt’s talents. He failed to develop the come

14 XV, 106.
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elements that he introduced, nor did he compensate for this failure by writing
charming verse or by a detailed study of motive. The resulting failure is
not surprising. Acted first on Oct. 27, 1711, 1t was produced only six times.
According to the fréres Parfaict, its “ chfite totale” was prevented only
by the 1llness of an actor or actress.'s

Dancourt’s next play resembles those he had written for performance at
Lavry and Sceaux, but 1t 1s complete 1n 1tself, not merely a frame for a
comedy. The occasion for 1t was the partial termination of the War of the
Spanish Succession, which ended, so far as other enemies of France than
the Empire were concerned, on May 10, 1713. To celebrate this event
and to honor his country’s ally, the Duke of Bavaria, Dancourt composed
1/IMPROMPTU DE SURENE,'® 8 comédie-ballet played at that willage on May
21 and at the Comédie Francaise three days later. The prologue 1n “vers
Iibres ” declares that, since Victory has brought Peace, grapes and grains
will come to maturity in fields that will escape the wrath of Mars. Peasants
dance three entrées to celebrate the event. A one-act prose comedy follows
m which La Folie, I’ Amour, and Bacchus overcome the resistance of two
muserly wine-merchants, distribute freely food and drink, and bring about
five marriages.’” The play ends with a dwertissement, composed of stanzas,
the last of which had to be written when the performance was transferred
from Suresnes to Paris.

There 1s almost no intrigue. We are told little about the characters. The
getting 1s “une Terrasse ombragée d’Ormes, de Tilleuls & de Maroniers,
aux bords de la Seme” It must be to the performance at Suresnes that
Dangeau refers on May 21, 1713 “ on fit commencer la comédie qu’on avoit
fait exprés pour cette féte, et on avoit fait un assez jol thédtre au bout
du jardin, sur une terrasse au bord de la riviére”*®* Singing and dancing
found an appropriate background in these outdoor surroundings. Dancourt
relied for the success of his play on the setting, the dancing, the songs, his

35 Ibid The actor was probably Etienne Baron, who died 1n the month after the
last performance

1% Paris, Pierre Ribou, 1713, 12°, a quarto edition from the same press gives only
the prologue and dwertissements Music by Gillers, the ballet by Dumirail The
Impromptu was republished 1n editions of Dancourt’s collected plays

1TM Foret and his assoctate 1n the wine business refuse to allow Lucile, Foret’s
daughter, and Nérine, his associate’s niece, to marry the young men of their choice,
Eraste and Chitandre La Folie comes to aid the young people and persuades Bacchus
and L’Amour to help them Knowing that Foret has stored away wine in order to
mcrease 1ts value, Bacchus proposes to rid lnm of this stock and opens & tavern
which he takes the place of head waiter Foret 1s distressed to find that the guests
leave without paying, but Bacchus silences him with threats and the promise of &
“Jettre de change sur la Fortune” The marriages of the two young couples are
arranged, as well as those of drunken Kerpinot and silly Mme Pinterelle, of a widow
and a young Gascon, and of Bacchus himself and La Folie

18 Journal, XIV, 407 He writes from Marly, which 18 near enough to Suresnes to
account for the fact that he does not mention the latter place
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brisk dialogue, and a few allumons to manners, Among these last I note a
reference to those who pass off Suresnes wine as champagne, a maid’s patos,
& Gascon’s oaths, mention of a widow’s amusements and those of Bacchus’s
worshippers, and the satire upon wine merchants who insist upon scarcity
value 1 their economics

Bacchus regrets (sc. 6) that

on ne voit plus de Bourgeois yvres dans les rues, m de petits Maitres entre deux
vins rendre hommage au beau Sexe dans les bosquets des Tuillertes On ne bat
plus le Guet & Paris, on ne casse plus de lanternes

A widow complains (sc. 14) that, since her husband’s death,

Il a fallu renoncer aux spectacles, plus d'Opera m de Comedie, pas de promenade
méme, je n’a1 de ressource qu'au bal, parce quon g’y déguise, & quelquefors A la
Guinguete, cela est sans consequence

M. Foret, who prays that the vines may frceze, explains his methed of
keeping up prices (sc. 6)

Depuis trois on quatre ans d'mtelligence avec les Vignerons & les Courtiers, nous
y mettions un prix fort haut, dont on nous donnoit des contre-lettres . Ce prix
servoit de regle au Bourgeois délicat & au riche Gourmet, chacun se pressoit d’en

avorr, les alser se ruinolent, 'artisan souffroit, le malheureua languissost, le Brasseur
gagnoit, & nous ne perdions pas nous autres

Hurnedly wnitten for a special occasion, the play could not have been
expected to enjoy more than temporary success. The text of the diver-
hissement mentions the crowd that attended the performance at Suresnes.
At Paris the play was given twenty-six times, but not later than the end
of July. According to the fréres Parfaict,'® 1t had lost by that time three-
fourths of 1ts value.

Some fourteen months later, on Sept 5, 1714, appeared Les F&TEs
Nocrurnes pu Cours ® It resembles the Impromplu de Suréne m that it
neglects plot and characters, refers to the ending of the war, has a scene
representing charming outdoor surroundings near Paris, a prologue 1n * vers
hbres,” and a final dwertissement with singing and dancing A brief ded:-
cation 1n “ vers libres ”” praises the Saxon prinee and asks for his protection
Then a prologue n sumilar form declales that, as the greatest of monarchs
has chamed up war, Venus and Bacchus are calling. The speakers are
allegorical figures, Choreda and Cynoedor, who 18 described as the “ Génie
du Bal” and takes part in the onc-act play that follows.2* The scene 1s

» XV, 152

% Paris, Pierre Ribou, 1714, 12° Dedicated to the “ Prince Electoral de Saxe”
Mueic by Gilhers Republished 1n editions of Dancourt’s collected plays

" Clitandre loves Céhde, who loves him, but who has been told by Cadalise and

ber friends that he 1s unfaithful When he learns that she has exchanged masks
with Cidalise, he pretends to believe that she 1s her rival and assures ber that he
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laid “au Cours dans les Champs Elysées.” Many of the characters wear
masks, and masked figures dance and sing in the final dwertissement.

According to the fréres Parfaict,?® the Cours was so popular in the summer
of 1714 that dances lasting all might were mtroduced. These with the erowd
of carrages, lighted by torches, made a picturesque scene that attracted
Dancourt’s fancy. The wearing of masks encouraged adultery and gave an
opportunity for intrigues of various kinds, some of which might have excel-
lent results. We learn that cooks and provisions were sent ahead to Chaillot
by those seeking entertainment and that révesllons were popular The plot
18 feeble and incomplete. There are few genumnely comic stuations. The
characters make little impression. The play illustrates the thought expressed
mm sc. 19, that “le siécle courant est un bal continuel, les passions &’y
déguisent, & tout le monde &’y masque.” A writer in the Mercure galant
commented that “ on ne laisse pas d’y rire, mas le parterre . . . avoue qu’l
n’y comprend rien ” He holds that one was justified 1 enjoying the masks,
the dances, and some of the songs. Evidence that he was right 18 shown
by the fact that the play was given thirty-two times. By Jan. 11, 17135,
the novelty had worn off, so that the play was not revived.

* * * * *

In his plays of 1701-14 Dancourt showed that he had retained his dexterity
as a versifier, his ability to write clever dialogue, and his command of many
devices for entertainming the public. His plays are in proee, 1n verse, or 1n
the two combined in varying proportions They may have any number of
acts up to five, 1f we consider a prologue as an act The scene of the two
plays by other authors that he rewrote 18 laid 1 Spam. Elsewhere the place
he selected 1s Parws or 1ts environs. ITe respected the umty of time except
that 1n the Second Chapitre more than twenty-four hours elapse between
the beginning of the prologue and the end of the play. In the same way,
this comedy and the Thable bosleuz violate the unity of place. In the other
plays, except that three localities 1n a city are represented o la T'rahison
pumne, the unity of place 18 preserved. On the other hand, the unity of action
1s not nfrequently violated, the rule of luason occasionally. The proprieties
are usually respected and moral lessons may be drawn from some of the
plays, but Dancourt never sacrifices his art to his desire to preach and, m
Céphale et Procrs, he 18 distinctly immoral.
loves only Célide He 18 helped by Cynoedor, who mspires Cidalise’s suwante, Marton
The same allegorical figure prevails upon Cidalise to accept M de Butorville, &
banker from Amiens It 1s not clear whether he arranges other marriages among
the four leading characters who remain old Araminte, her daughter, Lucile,
Chitandre’s guardianr, Oronte, and elderly Desminuttes, apparently a mnotary or

a lawyer
2 XV, 173-5
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He received suggestions from ancent mythology, Moliére, Lesage, Guérin
de Bouscal, Cervantes, some of his own earher work, and fo a lesser extent
from Chappuzeau, Quinault, de Visé, and other seventeenth-century authors.
Except 1n la Trahison pume, Sancho, and Madame Artus, the 1mtation is
less 1mportant than his knowledge of French hife and of the theater. He
introduces comments on the audience and occasionally puts his comrades on
the stage under their own names. He describes amstocrats, bourgeois, up-
starts, members of the underworld, peasants, and servants. There are echoes
of the war, a study of high finance, references to the purchase of nobility,
to Parisian shops, to menus, to various forms of business and amusement.
The characters are not usually presented in much detail, but he gives us 2
very defimite 1mpression of Mme Artus, her notary, the agioteurs, Don André,
and Simon. Dancourt’s satire spares none of the classes he describes

He maintamed his reputation for discovermng subjects that would mterest
the public, 1f only for a season When one failed, he was soon ready with
another to take its place As the leader of the troupe, he was obliged to
spend a good deal of his time adapting older plays or writing unpretentious
pieces for festive occasions. He 1s at his best 1n les Agwoteurs, the most
complete money-play written 1 or before the reign of Louis XIV, and 1
b “ dancourades,” especially the Galant Jurdmer Only ths play and
Colin-Mallurd remaimed m the repertory through most of the century, but
all were preserved for the reading public and many of them contamed lughly
entertaining scenes, though none of them has the importance of Turcaret or
of his own Chevalier & la mode.



CHAPTER XI

BOURSAULT, BARON, BRUEYS, AND CAMPISTRON

Besides Dancourt, four authors who had written for the Comédie Frangaise
before 1690 contimued writing for 1t after 1700.! The oldest of them was
Boursault, who had had his first comedy acted shortly after Moliére returned
to Paris, had tried various kinds of hiterature, and had won great success
with s Comédie sans tire or Mercure galant and his Esope or Fables
d’'Esope. This last play introduced extensive moralizing mnto seventeenth-
century comedy and was so well received that its author returned to the
subject and agamn put Asop on the stage i1n EsorE i 1A couRr? practically
completed m five acts and mn verse before Boursault’s death on Sept. 15,
1701, though he was unable to prepare 1t for publication.

The form of the play, which presents 1ts rambling plot mainly 1n alex-
andrine couplets, but with intercalated fables in “ vers libres,” 1s that of
the author’s earlier Esope Possibly acting on a suggestion from Lenoble’s
Esope, which is own had mspired, he mtroduced from Herodotus, as he
had not done previously, Rodope, a Thracian freedwoman. From La Fontaine
he derived his dénouement and at least four of his sixteen fables, while a
fifth fable has the same moral as one by La Fontaine, and a sixth puts m
the form of an apologue one of La Rochefoucauld’s maxims.?

Aisop 1s represented as 1n the earlier play. He 15 deformed and ugly, an
ex-slave, but so great 18 his wisdom that Creesus makes him a minister of
state. He has no ambition except o lead an excellent life He undcerstands
the vices of a court, preaches tolerance, gratitude, unselfishness, love 1
marriage, filial affection, belief mn a Creator, and the forgiveness of one's

1 For these four men of my op e, Parts ITI and IV

2 Paris, Beugnie and veuve Gaswse, 1702, 8° Dedicated hy Boursault’s widow,
accordance with his wishes, to Mme de Villequier Published by Le Breton, 1706,
1724, 1725, by Pierre Ribou, 1708, by the latter’s widow, 1724, 1725, at Amsterdam,
1726, at Paris, 1742, 1746, 1788, and in Chowr de preces, Ducheane, 1783 For
nineteenth century editions, meluding that m one act brought out by Trufficr, cf
the catalogue of the Bibliothéque Nationale It was translated into ltahan in 1747
For a study of the play ¢f Alfred Hoffmann, Edme Boursault, Metz, 1902, pp 130-42

8 The fables are Le lion, Uours, le tigre, et la pantherre, Le héron et les poissons
(from La Fontamme, VII, 4, Le héron), La marchandise de mauvais dibit (Apollo
offers csprit for sale, Mercury, mémowre, Apollo sells nmothing, Mercury, much;
ef La Rochefoucauld, Maxrime 89), Le jardumer et U'dne, Le coq et la poulette, Le
figusrer foudroyé (the same moral as La Fontaine, II1, 14, but with a fig tree and
birds substituted for a hon and other beasts) , Le gucnon et son maitre, one without
a title 1n which rain on a river illustrates the careless distribution of favors by the
great, Le lwon et le rat (La Fontaine, 11, 11) , Le faucon malade, Le flcuve et la
source, La colombe et la fourmr (La Fontaine, IT, 12) , Le lion décrepit (La Fontaine,
VIII, 3, Le lion, le loup et le renard) , L’enfer, La trompette et 'écho, L'homme et
la puce The freres Parfaict, XIV, 238-49, show that the main portion of the last
act comes from La Fontaine, X, 9, Le berger et le ros

185
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enemies. The other characters, introduced chiefly to give Asop an oppor-
tunity to sermonize and recite a fable, include an amiable lung, a kindly
princess, sinful and penitent Rodope, her neglected mother, four typical
courtiers, two of whom conspire agamst /Esop, a retired warrior who 1s an
agnostic, & young colonel, and an aged financier.*

The manners described are those of the seventeenth century, especially
those of Versailles, except that slavery exists and polytheism 1s practised,
as 1n Zsop’s day. The sovereign 1s an absolute monarch, advised by courtiers.
His marriage for love rather than for reasons of state could be tolerated
m view of Louig’s union with Mme de Mammtenon. The king investigates
charges of embezzlement brought aganst a mimster, as Lows XIV had
done 1n the case of Fouquet. A man can grow rich by collecting taxes, as
many men did 1 Boursault’s time. The state religion 1s supported by the
monarch, but courtiers think more of his approbation than they do of the
gods.

Pour peu que Pon y prie on est toujours en garde,
On observe avec soin s1 le Prince y regarde,
Et lorsque par hazard on rencontre ses yeux,
C’est lu1 que Yon mnvoque encor plus que les Dieux®

It 18 1n the same scene that ZEsop, at the king’s request, tries to convert
General Tphicrate, a man of excellent morals who 1s unable to believe in
the gods. His 1deal 1s to

Ne se reprocher rien & vivre en honnéte homme,
Appuyer l'imnocent contre 1'imquité,

Briller moins par I'esprit que par la probité,
Du mérite opprimé réparer P'injustice,

Ne souhaiter du bien que pour rendre service,
Etre accessible & tous par son humanité

He believes both men and the world eternal, but he does not wish to be

¢ When Asop returns from a trip, he 1s asked by Craesus to correct the morals of
hs court and 18 made a minister in place of Iphis, who has offended the king by
telling him that he drinks too much Asop persuades Creesus to pardon Iphis and
restore him to favor He advises him to marry for love rather than for reasons of
state and persuades Princess Arsinoé to postpone no longer the choice of a husband,
but to accept Craesus in marriage He offers to wed her confidant, Lais, apparently
n order to test her, and approves of the girl’s refusal He criticizes Rodope’s con-
duct, but he pardons her when she shows remorse over her ingratitude to her slave
mother He urges Plexipe to avoid gossip, Cléon to seek less for himself, Iphicrate
to admit the existence oF a Creator, Griffet, who 18 eighty two, to give up s pursmit
of money His influence at court excites the )ealousy of Trasibule and Tirrene, who
accuse him to the king of hiding 1n his chest monev that belongs to the state, but,
when the chest 18 opened, the king finds 1n 1t only the clothes Ksop had worn as a
slave The sage prevails upon Cresus to pardon these courtiers At the end of the
comedy the marriage of Crasus and Arsinoé 1s to take place next day, that of
Rodope and Zsop subsequently

® 111, 3, ¢f the farmhar passage about Loms XTV and his courtiers m La Bruyére,
Caracteres, “ De la Cour ” (I, 328 1n the Grands Ecrivams edition)
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called an atheist and will be only too glad to be convinced that the gods
exist. Alsop uses the farmliar arguments drawn from the need of s first
cause, the order of systems and planets, and the thought of death. He will
visit Iphicrate again. The scene must be an echo of hfe 1 1701, when
skepticism was abroad and was attacked by the orthodox, It 1s certainly to
Boursault’s credit that he gave so pleesing an account of an unbehiever and
that he sought to enlarge the sphere of comedy by ntroducing a discussion
of this kind, previously suggested on the modern French stage chiefly by
Cyrano de Bergerac m Agrippne and by Molitre 1n Don Juan.® Neither
of these last plays was in the repertory of the Comédie Frangaise n 1701.
Boursault’s scene met a symilar fate, according to the Avs au lecteur pub-
lished with the play. It declares that “ on mne la joue pas sur le Theatre,
1’y étant pes tout-d-fait convenable.”

Boursault’s purpose 1 writing the play was obviously a moral one. If
this 13 not clear enough in the five acts, 1t 18 made so by a letter o the
Archbishop of Paris and by the author’s verses:

Celu1 qui succédera sern Esope @ la cour, persuadé qu’ill y a des abus comme

ailleurs, et quiils y sont d’autant plus considérables, que ceux qu: les commettent
sont dans une plus grande elevation”

Les Grecs & les Romains ont épuisé les veilles
Des Racines & des Corneilles,

Moliére a critiqué les hahits & les meurs,

Et je souhaiterois, avec l'aide d’Esope,
Pouvorr déraciner des ceceurs
Les vices qu'on y développe ®

As he limited himself to persons who might appear at court, his characters
are less varied than m the earlier Esope, in which peasants, children, actors,
a genealogist, and persons representing other professions appear The
dialogue 15 less amusing in the new play and the fables are less effective,
The latter present the same variety i verse, but they lack the pungency
and raciness of those 1n the older play. Aisop 1s as constantly on the stage *
and as monotonously produces a fable for every situation. The success of
the play shows that the rble was well interpreted and that moralizing was
beginning to replace in popular esteem the wit and the art that had distin-
guished the comedy of the seventeenth century.

® For other examples cf the references listed 1n my op ost, Part V, p 170

7 Lettres nouvelles (Lyons, 1715), I1, 72, cited by Hoffmann, op cit, p 131 A
writer 1n the Huwstoire des Ouvrages de Sgavans, cited by Mélése, Th et Pub, p 311,
observed that “1l y a une belle morale et des portraits assez fins, et quelquefols assez
mahecreux ”

® Prologue of the play

* The role, which seems to have been taken by Dancourt (ef above, Chapter I,

note 41), must have been hard to play as Asop 1s 1n all the scenes of Act II and 1n
all but one of the scenes 1n each of the other four acts
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It was with the mcrease of this tendency in the eighteenth century that
the play grew in popularity. Acted originally on Dec. 16, 1701, 1t had had
by the end of the following year twelve performances, not many for a new
play. It was not acted again until 1708, but in that year and those that
followed through 1715 1t had forty-two performances. It remammed i the
repertory until 1817 and was played i all 227 times. The fact that 1t sur-
passed the other Esope 1n popularity, Esope d la mile as 1t came to be called,
may be due to the preference of the public during much of the period for
affairs of the court over those of the city.*®

La Harpe noted that the play had increased in popularity, but he offered
no explanation of the fact. Though he objected to Alsop’s bemng “ amoureux
et a1mé,” he found the character m other respects sensible and noble. He
admired the emotional scene of Rodope’s repentance, the comic scene of the
financier, Asop’s reply to the officer who insisted that he was a colonel,
not a soldier—“Monsieur le colonel, qui n’étes pomnt soldat,”——and the
dénouement Tle made no reference to the omission of the theological scene,
but he cited an anecdote to the effect that lines spoken by Creesus and Asop
were omitted or altered for fear they might offend Lows XIV **

The great tragic actor, Michel Baron, had retired from the troupe of
the Comédie Frangaise in October, 1691, As he had not taken the trouble
to publish his three comedies that had been acted mn 1689, he seemed to
have rcnounced permanently dramatic composition as well as acting. In
1702, however, he took part mn court performances of Athalie, Duché’s
Absalon, and Longepierre’s Electre. It may be his participation mn them
that awoke his Muse, for by the autumn of the following year he had written
an adaptation of Terence’s Andrma that he entitled L’ ANDRIENNE.??

In an Au lecleur the author expressed his surprise that Terence had not

2 In 1701 7 the older play had seventeen performances, but 1n 1708-15 only eleven
It was given subsequently only sixty four times and was dropped from the repertory
m 1777 When Esopc a la cour was acled at Choisy before Louis XV, the monarch
thought that the temperance lesson gnen hy Iphis to Cresus was intended for
himself and ordered that the comedy should not reappear at court, ef Desnoiresterres,
la Comédie satirique au dixr huttrweme srccle, Paris 1885, pp 102-3

1 Cf La Harpe, op eit, VIIL, 3002 The most important part of the anecdote
he cites, without nanung its source, 19 found in Clement et La Porte, 1mccdotes
dramatiques, Parws, 1775, I 316 According to this work the line 1 1, 3, that now
reads “ Et que le trfne enfin I'emporte sur le ro1 ” was originally “ Iit que le ro
qui régne est toujowms le plus grand,” 1n which form 1t might easily have caused
trouble for the actors

¥ Pars, Pierre Ribou, 1704, 12°, priv, Jan 30, registered, Feb 13 I have given
my reasons (op cit, Part IV, pp 831-2) for behieving that Solemnne, no 1504, and
the cataloguc of the Bibliothéque Nationale were led 1nto error by a faulty title page
when they gave 1604 as the date of this edition The play was republished 1n 1729,
1769, 1778, 1789, 1816, 1821, and 1823, as well as 1n collected editions of 1736, 1738,
1742, 1750, 1759, and 1784, 1n the Recuesl Petsiot of 1804, i the Auteurs du Second
Ordre of 1808, and n the Repertowe of 1823 For a study of the play cf. B. E.
Young, Miwchel Baron, Greuoble, 1904, pp 271-81, 314
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been adapted to the French stage since the time of Baif, gave the Roman
credat for the success of s 1mitation, defended himself against those who
clammed that he had not written the French play, and referred to good trans-
lations of Terence, especially to those of “ ce savant homme * who had unfor-
tunately translated only the Andria, the Adelphoe, and Phormio.’* This
last remark suggests that Baron made use of the savant’s translations i
making his own adaptations of Terence, but there 18 no resson to doubt the
fact that the verses were his own.* It 1s not true, however, that there had
been no adaptations of Terence between Baif and Baren, for le Muet by
Brueys and Palaprat had been acted at the Comédie Frangaise mn 1691
before Baron retired, to say nothing of La Fontaine’s Eunuque, of Mohére’s
borrowings from Terence, and of plays less well known than these.

Baron’s chief problems were to turn Latin verse into French, to avoid
offending the proprieties, and to give the heroine a role of distinction., He
kept almost all of Acts I, IT, and V, but he made considerable changes m
the others He eliminated both the midwife and the child and made 1t clear
that the hero and heroine were married. For the scenes concerned with
the infant he substituted others in which the heromne pleads, histens to
reflections upon her character, and interviews her husband. He succeeded
1 making a living person of the heroine, who mn the Latin play remains
behind the scenes and 18 heard to speak only one line. IIis changes prevent
the hero from losing our sympathy, but the new scenes are less striking
than the old He made minor alterations in regard to manners, substituting
French amusements, terms of endearment, food, and methods of punish-
ment for Roman *® As, however, he kept the location at Athens, the ancient
rames, and the slave system, his mtroduction of French customs 1s anachro-
nistie.

Baron enlarged the 16le of Davus and at times expanded the dialogue.
In 50 doing he scems to have taken hints from Moliére and Corneille,*® He
made minor changes 1n structure 1in order fo link his scenes The most
celebrated line 1 the Andra, “Amantium irae amores miegratiost” (v.
555) 1s thrown into rclief, at least 1n the edition of 1759, by being printed
n capitals (111, 4) “ Les piques des Amans renouvellent I’Amour ” **

13 This must be Samt-Anbin, who published at Paris 1n 1669 a prose translation
of these three comedies and of no others, «f the Bib du th fr TI, 233

1¢ Allainval claimed that I'4ndrenne was writien by Father La Rue So did
Voltaire, op (1t , XIV, 95

wCf 1,1, 101, 5,11, 3, III, 8 Tn V, 7, he employs the modern word roman

18 The use of coughing as a signal and the remark, “ ce rhume est obstmé” (IT1,
5) resemble Tartuffe, vv 1497-9@ “Qu’'on me jette dans I'ean la tbte la premidre ”
(111, 7), George Dandmn 111, 8, “ Je le fero1s encore, s1 y’avom & le fare” (I, 1),
le C1d, v B78, and Polyeucte, v 1671

27 Pamphile, an Atheman, 18 secretly married to Glicérie, who 1s supposed to be
the sister of Chrysis The latter had come to Athens from Andros, had acquired a
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Baron kept too close to his model to allow his own talents to express
themselves. The hero lacks mitiative, the heroine appears only m the fourth
act, Philuméne 1s never seen, the réle of Carin 18 superfluous, and the oppor-
tune arrival of Criton has the effect of a deus ez machmd. The most
interesting roles are those of Simon and Dave, who must have seemed pale,
however, 1n comparison with many fathers and servants of French comedy.
Nevertheless respect for Terence and Baron’s reputation as actor and author
enabled the play to win a certain amount of popularity, testified to by the
duchesse d’Orléans **

First acted on Nov, 16, 1703, the play was given at Paris seventeen times
1n that and the following year and once, Dec 10, 1703, at Versailles. It
remained 1n the repertory until 1782 As the total number of performances
wasg 155, 1t ranks third 1n this respect among 1ts author’s plays According
to the fréres Parfaict,’® Etienne Baron played Pamphile, Guérin, Simon,
La Thonlliére, Dave, la Beauval, Mysis, and la Dancourt, Gheérie. The
costume worn by the latter actress gave rise to a style of ““ robe neglhgée *
known as an “ andrienne ” 1{ may be of interest to note that three of the
principal rdles were given by the author to his son, his brother-in-law, and
his sister-in-law two others to persons with whom he had often acted, Guérin
and la Beauval. The interpretation of these five experienced players may
have had much to do with the play’s success

Baron was encouraged to make a second adaptation of Terence. From his
Adelphoe he derived LEs ADELPHES, or, as 1t was suhsequently called,
L’EcovrE pEs PERES.?® His method was much the same as that which he had

dubious reputation, and had recently died Simon, Pamphile’s father, had engaged
his son to Philuméne, daughter of his friend Chremés, but the latter has withdrawn
his promise because he suspects Pamphile of a liawson To test his son, Simon tells
him that he must marry Pliluméne, an order that distresses the young man as
well as Carmn, who loves her Pamphile’s slave, Dave, discovers that no preparations
are being made for the wedding, fears that Simon may have Glicérie sent out of
town, and advises hus master to gamn time by accepting hs father’s proposition
When Pamphile does so, Stmon persuades Chremés to renew the engagement, and the
lovers are again m despair, but Dave succeeds 1 convincng Chremés that Pamphile
and Glicérie are married Meanwhile Criton has come fiom Andros, has declared the
girl to be an Atheman, and has offered to tahe her to his home Simon believes
that he 1s an 1mpostor and has Dave tied up to prevent him from spreading the
story, but Chremés vouchen for Criton's honesty From the latter’s narrative Chremés
discovers that Glicérie 18 his daughter, shipwrecked m (hildhood on the sland of
Andros and brought up by the parents of Chrysis There 18 now no objection to her
union with Pamphile, who frees Dave and will try to arrange the marriage of Carm
and Philuméne

1 0f Mélére, Rép, p 214 Ewvidence of 1ta popularity 1 probably contamned mn the
g;ologue, sc 5, of Regnard’s Folies amoureuses, acted only two months later, for

omus, 1n referring to a savante who gives her decisions about authors, mentions
by name only “I’Andrienne ” and Terence

X1V, 315 They state that, after la Dancourt retired, the rdle of Glicérie was
given to her daughter, Mim

* Young, op cst, pp 281-4, makes a study of the play He lists an edition of
Pans, 1705, but does so only on the authorsty of Mouhy's Tableites dramatiques



BOURSAULT, BARON, BRUEYS, AND CAMPISTRON 19

employed for the earlier play except that he transferred the location to Parms
and referred to places i that city. He omutted the prologue, the réle of
Sostrata, and those of a few minor characters, but he gave genwine parts
to the two young heroines, one of whom 1 the Latin play does not appear
at all, while the other says only a few words and those behind the scenes.
Baron elevated one of the heroines 1n rank and introduced a method of
identifying her by means of two halves of a ring that had been employed
m the Itahan pastoral play, la Fulls dv Sciro. This 1dentification 18 not
employed to bring about the dénouement, but to reward the lovers for their
fidelity.

Baron omutted, as 1n ’Andrienne, Terence’s obstetrical references, Nerther
of his heroines 1s pregnant. His alteration not only 18 more 1n accord with
the usage of the modern stage, but 1t helps to demonstrate the value of
kindliness 1n the bringing up of young men Terence had raised the ques-
tion and had created a stern father and his indulgent brother, but both of
their methods proved unsuccessful. The only conclusion to be drawn from
the Latin comedy 1s that a kindly parent 1s happier than one who 18 not,
whereas Baron, by eliminating seduction and justifying the elopement,
spared his youths the criticism to which Terence exposed them He even
rewarded Léandre for disobeying his stern father by making the chanteuse
turn out to be an heiress

In preparation for this piece of good fortune he introduced Sanion’s

wife and added the fourth scenc of Act I. The first three scenes of Act I
bring Pamphile on the stage and 1mprove the preparation In the rest of
the first four acts he follows Terence step by step, but his fifth act, with the
exception of se 7, 18 largely new, for he adds Clamnce’s adventure with the
police and alters the dénouement. Especially noteworthy is the fact that,
though Terence had made of Demea a convert to his brother’s methods,
Baron keeps Alcée hard and 1mpenitent, in accordance with the general usage
of French classical comedy.?!
On the other hand, Beauchamps and Léris refer to the work as found among Baron’s
papers after his death, and the Bib du th fr declares that i1t was not published
“dans le tems,” but only in later editions of the author’s work The first edition
must have been that of Paris, P J Ribon, 1736 Even Mouhy 1n his Abrégé, Pars,
1780, I, 6, states that 1t was flist published 1n 1736 I¢ was republished 1n collected
editions of Baron’s plays

21 Aleée, the stern father of Eraste and Léandre, has allowed the former to be
brought up by his imdulgent brother, Telamon FEraste has been for some time
secretly 1n love with Pamphile, a girl of good fanly whose father has died and
left her httle We hear that Eraste has carried off Clarice, a girl of unknown
parentage, from Samon’s house Alcée blames hus brother for the young man’s con-
duct, but Telamon defends him and soon learns the explanation from Sanion’s wife
When eight years old, Clarice had been left in this woman’s keeping by a man who
went off to Italy He had given Mme Samon 6000 francs and, for subsequent identi-

fication, half 2 ring As no further news had been received, Samon had proposed
to turn her over to a scoundrel Thereupon his wife had arranged the enlévement,
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The comc element i1s chiefly derived, as 1n Terence, from the conduct
of Alcée, whose efforts at discipline are thwarted by s brother and his
sons, and from the antics of Sirus, who comes on the stage drunk and jests
at the expense of Alcée and Sanion. When the latter slaps him, he points
out, 1n limes that recall Scarron rather than Terence, the serious nature of
a slap-*?

Vous donnez des soufflets! Ah, mon petit mignon,
Apprenez qu’'un soufflet vaut cent coups de baton!

Baron’s additions increased the play’s comic quality hittle, but they made
the comedy more romantic, more modern, and more 1 accord with French
technique They brought 1t little favor from the publc, as 18 shown by a
letter of the duchesse d’Orléans 2* and by the fact that, first given, Jan. 3,
1705, 1t was acted only seven times in that year and was never revived
Perhaps 1t was the more purely romantic character of ’Andrienne that
made 1t more successful than les Adelphes, 1n which romantic elements are
grafted on what might have heen either a piéce d thése or a comedy of
manners, had either tendency been more satisfactorily developed

Patehn, except for contrbuting a phrase and probably a few individual
words to the language, had had no influence upon seventeenth-century
comedy It had been sufficiently well known, however, for an edition of
1t to be published at Rouen by Jacques Cailloué mn 1656, reproducing one
of 1560 Brueys's attention was called to the farce by a reading of Pasquer,
who preferred 1t to all Greek, Latin, and Italian comedies He determined
to modernize the edition of 1656, both in language and in techmque, and
to prepare 1t for presentation by amateurs before Lows XIV  This was m
1700, but the war that broke out the following year prevented the realization
of the plan. The comedy was not acted until June 4, 1706, and then, not
at court, but at the Comedie Francaise “ par les soms de M Palaprat,” as
Brueys tells us 1n his preface,
wirtied out by Eraste for s brother, who loves the girl, but who, on account of
Alcte’s watchfulness  (ould not well rescue her himself  Pamplile, who thinks
Eraste has deserted her for Clarice, appeals to his father's friend, Hegion, who takes
the matter up with Telamon Samon comes to get the girl back or to secure the 100
pistoles he was to have recenved for her He s khept off by promises from Sirus,
Telamon's valet, and 1= finally beaten by Eraste and s servants Telamon cxplains
the situation to Pamphile and makes arrangements for her marriage to Eraste, but
Alcée, discovering that Leandre sz 1n love with Clarice has the girl put m the
heeping of the police Rirus and bandits he engages bring her back to Léandre
Alcée, disgusted with his sons and his brother, turnd over to the latter the guardian-
ship of both vouth« Telamon prepares to marry them and rewards the servants It
1r not unti] this point 1n the story has bheen reached that Hegron produces the other
half of the ring and 1dentifies Clarice, who will have a dowry of 50,000 éeus Alcde
sends all ns relatives “ au dwble de bon cour ™

211, 11, «f my op cit, Part II, p 462

* Méldwe, Rép , p 215, hsts the play as “ d’aprés Plaute ” [stc!] and cites a letter

from the duchess of Feb 11, 1795 [17051] stating that “ L’Andricnne de Térence a
trés bien réuss), mais non pas les A ”
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It was entitled L’AvocAT PATELIN, or mumply PATELIN.% Brueys turned
the old farce into a three-act comedy 1n prose with three intermédes, after
the manner of George Dandin. These infermédes were omitted when the
play was acted, probably because of the expense involved and because an
allusion to the blessings of peace would have been 1mappropriate when the
country was at war. In the three acts Brueys did not confine his con-
tribution to modermzing the language. He added a shght love plot, gave
the work umty, improved the preparation, omitted some repetition of
material, and prolonged the dénonement. While sacrifiang a good deal of
the onginal, he added jests of his own and a few details mtended to make
the events more probable La Harpe thought that “ Brueys et Palaprat
Pont fort embellr.”” 2 About half the scenes of the play are almost wholly
new, while the other half, though making some adaptations of the ornginal,
seldom follow 1t closely.®

Patelin 18 still the crafty and dishonest lawyer of the medieval play, less
boisterous 1n s speech and actions when pretending madness, but equally
clever m deceving the draper and defending the shepherd Guillaume

# Gozet hets editions of Paris, 1707 and 1715, 12° Tt was republished in 17256
(Paris), 1743 (Lyons, Delaroche), 1760, 1773, 1782, 1783 (Pary), 1785 (London),
1788 (Petste Bibliothéque), 1787 (Chowx de piecex), 1788, 1798, 1801, 1816, m
collected editions of 17385, 17565 6, n the Recued Pctitot of 1804, the Auteurs du
Sccond Ordre of 1808, and the Repertowre of 1823 For seven editions published at
Pariy after 1816, ¢f the catalogue of the Bibhotheque Nationale The play has been
studied especally by Johannes Koch, Brueys und Palaprat, Leipzig dissertation,
1906, pp 63 73 For 1ts reputation 1n the eighteenth century «f C D Brenner, MLV,
XLVIIT (1934), 88 90

2 0p eat, VIII, 292

2¢ Patelin and his wife have recently come to a village near Paris and have taken
a house near that of the merchant, Guillaume, and that of the judge, Bartolin
Patelin’s daughter, Henriette, 18 loved by Guillaume’s son, Valere, while his servant,
Colette, 15 engaged to Guillaume’s shepherd, Agnelet So ragged arc the lawyer’s
clothes that he fears no one will marry his doughter He consequently goes to
Guillaume’s shop, pretends that he wishes to pay hnn money his father had owed
to Guillaume s father, and wheedles cloth out of the draper with a promse to pay
early next mormng and an invitation to eat goose Agnelet now begs Guillaume
not to have him arrested for killing sheep, but the draper prefers to let the law
decide the matter, so that the shepherd, acting on Colette’s advice, engages Patelin
to defend lim  Meanwhile Guillaume has gone to collect what Patelin owes him,
but he has been repulsed by the Jawyer's wife, who insists that her husbund has
been for some time mentally 111, and by Patehn humnself, who pretends to thimk he
13 an apotheedry, to see visions, and to hear robbers, agamst whom he takes up arms
When Bariolin holds the hearing, Guillaume 1epresents himsclf, wiile Putelin npeaks
for Agnelet Guillaume confuses his charges agamst Agnelet and Patelin The judge,
convinced by Agnelet’s replies of “ Bée” that he 1 out of his head, dismnisses the
case As he Anows that the shepherd has heen it on the head by Guillaume, he 18
not surprised to hear, shortly after the trial, that Agnelet 1s dead When he goes
to view the torpse and 19 shown the mutilited head of a calf, he concludes that
Guillaume 13 & murderer Colette demands justice, but she agrees to withdraw the
charges 1f Gmillaume will sign the marriage contract of Valére and Henriette After
this has heen done, Agnelet, who had Indden 1n a neighbor’s attic, 14 brought to the
Judge by a peasant, who suspects him of robbery Guillaume now wishes to withdraw
his consent to the marrage of his son and Henriette, but, as Patelin has put a forfeit
nto the contract, he accepts the situation Patelin heeps the cloth We may suppose
that Agnelet will marry Colette
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differs from his model only in the fact that he has a slight feching of gmlt
at having overcharged the lawyer. Agnelet 18 now engaged to be married
and has made arrangements with s butcher so that he can dispose of the
slaughtered sheep He seems to have risen slightly in the social scale, but
his nature has altered Little. We are shown more of the judge and a good
deal less of Guillemette, now called Mme Patehn The three persons that
are added are but slightly characterized, though they have an important
part 1n the plot, as the marriage of Henrette and Valére 15 the event to
which the action leads and as Colette sends Agnelet to Patelin and assists
1n the deception of the judge.

Brueys made fewer allusions to manners than did the fifteenth-century
author, omitted the references to the smints, and softened the vulgarity of
the onginal, but he kept 1n the main the atmosphere of village hife and
added a few satirical thrusts of his own, as when Gwllaume admits that
epidemics exist among men “ avec les medecins, mais les moutons n’en ont
pas ” (I, 4), and regrets his sheep, “ dont la laine me fait des draps d’Angle-
terre ” He improved the preparation by bringing imn Agnelet and the judge
at an earlier point in the play, He does not allow Patelin to repeat to his
wife what the audience already knows. On the other hand, one masses
Patehin’s exuberant speech, when he pretends to be dehirious, his use of
foreign words, or words from French dialects, his fable of the Fox and the
Crow, and much of his wife's conversation

Most of the credit for Brueys’s comedy 1s due to the author of Patelin,
but the scorn that medievalists heap upon the later play is quite undeserved.
1t 18 an entertaiming comedy, adapted to the tastes of the eighteenth century,
though preserving the chief charactenistics of 1ts model Without Brueys
the old play would have been unknown 1n that century except to a learned
few. Thanks to him 1t became one of the most popular plays in the repertory
of the Comédie Frangase. Léris and Clément et La Porte testified to the
pleasure 1t gave the public 1n their time. Voltaire ** predicted that I’Avocat
Patelwn and le Grondeur would make the name of Brueys remembered so
long as there would be a theater in France Though 1t never enjoyed a
long run, it was played a number of times almost every year from 1706 to
1829 and occasionally thereafter, down to 1859 The total number of per-
formances at the Comédie Francaise was 883, a record surpassed by only
two other plays written 1n the eighteenth century

In 1709 Cammstron was probably considered the leading author of trage-
dies then living, but his one comedy had had lLittle success and had not
been played for many years. Nevertheless, when he returned to dramatic

" 0Op at, XIV, 47
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composition, which he had abandoned for a decade, he wrote 1n the lighter
genre. The expemence he had acquired 1n tragedy had taught him the
advantages of simphieity and logical structure and may well have developed
his taste for the type of high comedy that Molidre had illustrated by le
Mrsanthrope. It 18 to the latter play that L Jaroux pisasusk 28 1s related
rather than to a farce like de Visé’s Gentilhomme guespin, or to Baron’s
Jalouz, with 1ts unmarried and physically violent protagomst Like Mohiére’s
play, 1t 18 & comedy of character, depicts high Panman society, and intro-
duces a jealous hero, a coquettish heroine, and a group of minor characters
in league with her. Alceste has, however, married Céliméne, In this respect
and 1n the fact that the man 1s ashamed of his jealousy Campistron’s comedy
resembles Dufresny’s recent Jalouz honteuz Moreover, the woman whom
the protagomst loves uses her coquetry only in behalf of her sister-in-law
The characters of the play arouse no such interest as do those of le Misan-
thrope and the picture of soctety 1s less complete, but this 1s not fo say that
the comedy 1s without merit.?®

Dorante 18 an “ Homme de Robe * who has an income of over 20,000 écus.
He neglects the law and mingles with the aristocracy (I, 1)

Ennem: du travail, tofjours plemn de lowur,
Méprisant ses égaux, & depuis son enfance,
Nourra dans le repos, dans la magnificence,
Cherchant les Courtisans & les Gens du bel air,
Imitant leur exemple, & les traitant du pair

8 Paris, Pierre Ribou, 1709 and 1710, 12° Reprinted 1n editions of 1ts anthor’s
works that appeared at Amsterdam 1 1722-3 and snhsequently at Paris, as well as
1 the Pettie Biblwothéque of 1788, the Recuel Petitot of 1804, the Autcurs du
Becond Ordre of 1809, and the Répertosre of 1823 It has been studied by Curt
Hausding, Jean Galbert de Campistiron, Leipzig, 1903

20 Dorante and his sister, Julie, huve 1nherited great wealth, which will be divided
only when the girl marries As this fact makes him unwilhing for Juhe to marry
Chitandre, his wife’s cousin, a domestic conspiracy is formed against him Not only
Chitandre, but Eraste and many other young men come constantly to Dorante’s home
Célie, Dorante’s wife, pretends that several of them are mn love with her and that
she 18 not indifferent to their courtship Dorante 1s deeply disturbed, but he fears
that, 1f he protests, he will be laughed at A supper at Suresnes, to which he
declines to go and which 1s vividly deseribed to him by his sister’s susvante, heightens
bis suspicions In the early hours of the mormng, while his wife and lus guests are
amusing themeelves, he decides to act In the meantine Eraste admits that he has
really fallen 1n love with Célie, tells her so, and 18 rebuked She assures hum that
she will remain faithful to her husband, and decides that, since Eraste's confession
has shown that she has allowed matters to go too far, she must now explain to her
husband that she was merely pretending to be & coquette 1n order to force im to
allow Julie to marry Clitandre They had thought he would give this consent m
the hope that, with Julie out of the house, the young men who made him jealous
would have no excuse for entering 1t When Céhie 1s about to explain, Dorante speaks
first, permits his sister to marry, and announces his intention of retiring from
Paris with s wife mnto one of his chiteaux She tells him of their conspiracy and
dismisses Eraste Dorante shows that he has been “ désabusc ” by agreemng to remam
m Pars, but she insists that his love 18 her most valued posses«ion and prefers to
leave next day for the country
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11 chasse, 11 court le Cerf, est homme de Campagne,
Aime le jeu, la table & le vin de Champagne,
Decide & parle haut parma les Beaux Esprits,
Impose, plait, commande aux Belles de Paris,
D’habits tout galonnez remplit sa Garderobe,
Et n’a rien en un mot du métier que la Robe

The fréres Parfaict complain that these characteristics are not shown 1n
the course of the play, but there 1s & good reason for this in the fact that
Dorante’s jealousy, aroused intentionally by his wife, has m the last few
days caused him to lose his taste for pleasure (I, ) He first appears 1n
I1, 2, when he complains about his wife’s conduct Shortly afterwards he
seeks an explanation, but he finds 1t dufficult to overeome her smiling re-
sistance. At the beginming of Act III we learn that he has suffered from
his wife’s behavior at dinner. When she comes to borrow his horses, as one
of hers 18 1]l and she wishes to go with Kraste and other friends {o Suresnes,
he becomes angry, but she pretends to famnt and scon has her way His
jealousy 1s greatly increased when he has this party described to hm He
has been restrained by the feeling that jealousy in a husband 1s a bourgeos
characteristic, an opinion acquired when he entered high society (II, 2):

Et blimant du vieux tems les maximes sensées,

J’en plaisantos sans cesse, & traitois de Bourgeois
Ceux qui suivoient encor les anciennes loix

He had married, not only wathout love, but expecting to be grateful to his
wife’s lovers for entertaining her Then he had become enamoured of her,
but he dared not show his jealousy, for fear of ridicule (11, 2)

S1 )e montre lennu1 que mon ceeur en regoit,

Les enfans daus Paris me montreront au doigt,

Et trait¢ de bizarre & d Epoux mdocile,
Je sera1 le sujet d'un heurenx Vaudceville

In the end his bourgeois jealousy prevails over both his amstocratic fear
of nidicule and s selfishness 1 regard to his sister’s fortune. The fréres
Parfaict thought that the fact of his being “ désabusé ” was not satisfactoraly
shown, but his willingness for his wafe to remain in Pars 3s as much proof
as can be required of a play written in accordance with the unity of time.
What the future may bring has to be left to our 1magination.

Célie 18 a person of great composure, who can pretend to be unconscious
and can laugh when her husband would have her weep She enjoys
admrration (T, 1)

Elle a de la vertu, mats elle est belle & Femme,
Elle aime & plasanter, & sourire en passant,
Elle a 'accueil flateur, le coup d’eil caressant,

Et croit, lorsque le ceeur est en effet fidele,
Qu'un souris, quun regard n'est qu'une bagatelle
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There gre limits, however, beyond which she will not go. She admits that
there are women In soclety, especially at Paris, whose conduct deserves
contempt, but she msists that there are others (IV, 7),

Qu1 des folles ardeurs sgavent garder leurs ames,

Posseder la vertu telle qu'on doit Pavorr,
Et vivre dans le monde en faisant leur devorr

She belongs to the latter class herself and will doubtless become a charming
chitelame 1 Brie or Champagne, while her husband will hunt with the
gentry of the neighborhood.

Therr two roles dominate the play, We learn little of the sister except
that she 18 much 1n love and will have a large dowry Clitandre and at
first Eraste represent the gay society with which Célhe surrounds herself,
Subsequently Eraste has the unhappy réle of a man caught 1n his own trap,
of one who has to be reproved and sent away by the woman he loves Unlike
most of his contemporaries, Campistron derives none of his comic effects
from valets The only one he 1ntroduces, Champague, appears merely as a
messenger, as a lover, and to complain of his master’s late hours On the
other hand, the two susvantes are given roles of some 1mportance Justine
15 the family servant, so well estabhished that she speaks her mind freely to
all members of the household, She has an important function in the ex-
position and in helping Célie to carry out her plans. Babet, though young,
18 experienced 1 Intrigue  Her air of mnocence deceives Dorante 1nto be-
heving her racy account of the supper at Suresnes. More unusual 18 the
characterization of Dubos, Dorante’s secretary, well versed 1n the ways of
the law, but so poorly paid that he readily accepts a bribe to work 1n
Clitandre’s interests He has an underling’s conviction of his own 1m-
portance, unrecognized by the world at large e has promised Dorante
success 10 his profession 1f he will dress and behave as magistrates do (I, 5)

De la mam du Greffier je prendrai les Proce7,
Je m’en instruirar seul, y’en fera: les extraits
J'aura1 le som sur tout de vous les bien écrire,
Et vous ne prendrez, vous, que celm de les lire,
Je ne vous trompe point Regardez Arnston,
On Pestime par tout comme un autre Caton

La Province le cramnt, la Cour le considere,
Cependani son merite est dans son Secretaire

We are introduced into a wealthy household, whose owners have some
800,000 franes and, hesides their Parisian mansion, two chéteaux. The
husband and wife have each a pair of horses  They dine 1n the mddle of
the day The wife drives to Suresnes for supper, a walk 1 the woods, and
agreeable conversation At might there 1s more talk, helped out with games
till the small hours of the morning. Such a soricty has an arstocratic
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view of hife. It 18 not necessarily immeoral, but may appear so, especially to
the wealthy bourgeois 1t admits into 1ts ranks and to people of other
nations (II, 2). We are assured, moreover, that the old morality survives
among “ Gens du Peuple, Artisans, Portefarx & Vilaing,” who show that
they adhere to 1t by beating their wives (111, 4),

The structure of the comedy 1s peculiar in that none of the leading
characters appears in Act I. Too much use 1s made of amdes, nine of
which follow one another in succession 1n the last scene of this act. How-
ever, the expostion 18 clear and 1s agreeably presented. The other acts
show Dorante’s progress in jealousy and Célie’s gradual recognition of the
fact that she 18 playing a dangerous game. These two hines of development
meet near the end of the play and solve the problem 1n 1ts last scene, the
final speech of which clinches matters by proposing to the male portion of
the audience a test of virtue-

1 vous voulez scavoir quelle est vitre Compagne,
Mesmeurs, proposez lm1 de vivre A& la campagne

This 18 the test that had been applied to Céliméne in the Misanthrope
and in which, from Alceste’s point of view, she had failed. Dorante’s use
of 1t 18 crowned with success In both plays 1t 18 based on the assumption
that outside of Paris there 18 no “salut pour les honnétes gens,” but both
plays show that 1t 18 quite possible not to share this opinion.

The comedy was moderately well received Between Dec. 13, 1709, when
1t was first acted, and Jan 3, 1710, 1t was performed ten times and earned
for i1ts author 1206 francs, 12 sous,® a satisfactory sum, but far less than
three of his tragedies had brought him. The Gazette de Rolterdam haled
1t on Jan 2, 1710 as a play that was “ dans le véritable comique, et des plus
belles qu’on ait vues depuis longtemps.” 3* However, 1t was given only four
more times 1n 1710, only s1x fimes 1 1713, Tt was after the author’s death
m 1723 that 1t was revaived and had 1ts chief success, 50 performances in
1724-31 Though acted less frequently than Andronic and Alebiade, 1t
remamed 1n the repertory till 1807, much longer than either. The total
number of performances at the Comédie Francaise was 166 La Harpe *2
declared that he had seen 1t acted twenty-five years before and wondered
why 1t was no longer played. e held 1t greatly superior to Campistron’s
tragedies, claimed that 1t had mspired La Chaussée’s Préjugé d la mode,
prased the two leading characters, the structure, and the “facihté élégante®
of the style.

Except 1n the case of Brueys, these five comedies constitute the last plays

80 Cf the fréres Parfaict, XV, 35

" Quoted by Méltse, Rép, p 220
20p cit, VIII, 293-4
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of four distinguished seventeenth-century dramatists. They show consider-
able variety in subject and tone, admitting moralistic, romantie, farcical,
and psychological elements, reflecting methods that had been employed 1n
anclent Rome, medieval France, and the Paris of Molidre’s time. The
most original of them 1s le Jalouz désabusé, as 1t follows no comedy so
closely as the others do those of Terence, Patelin, and Boursault’s first
Esope. All four authors showed discernment 1n selecting their subjects and
technical skill 1n presenting them to their audiences, for, with the exception
of les Adelphes, all the plays remamed in the repertory of the Comédie
Frangaise m the nineteenth century and each was acted over 150 times,
I’ Avocat Patelwn as many as 885.



CHAPTER XII

DUFRESNY

In 1701-15 Dufresny? wrote about the same number of comedies as
Legrand, but more than anyone else except Dancourt. Of the seven or eight
that he composed at that time, six have survived, all dealing with con-
temporary French life, though the scenes of only two are certainly laid
m Pars. He selected his persons from all classes of society, nobles, bour-
geois great and small, peasants, and servants. He introduced widows 1nto
mx of his comedies. Among other characters are found a child, a wet-
nurse, & sea captain, a judge, a teacher of music, a village tax-collector,
and a peasant farmer Money 1s an 1mportant element in all of the extant
plays, especially in questions of inheritance, dowry, gambling, and specu-
lating 1n a lotterv. Five plays are chiefly 1n prose, but some of them admit
songs or end 1n a diverfissement 1n verse Two are 1n five acts, four, 1n three
acts, one of these with a prologue, while one of the lost plays 1s sa1d to have
had but one act

Dufresny’s contemporaries credited him with origiahty of conception
and skill in characterization, but they held that he did not work upon his
plays enough to perfect their form He accepted the classical system, but
he sought novelty 1n characters and situations Sometimes s departures
from ordinary usage, such as failling fo give certain characters names, can
hardly be defended, but at times he seems to have been too subtle for his
audience. His prescntation of gambling, superstition, the wet-nurse system,
and dishonesty has a moral flavor, but he writes primanly as an artist
rather than a moralist The only successful plavs of the series were the
first and last, but the others deserved a better {fate than that which befell
them Dufresny was a talented author, undiscouraged by adversity In
some respects he was ahead of his times.

According to the fréres Parfaict,? he had many bappy 1deas, but he
would not take the trouble to develop them, so that, when he wrote a play
of some length, he produced a collection of entertamning scenes that had
hitle connection with one another. This 1s true of Lie DouBLE VEUVAGE,?
next to U'Espmt de confradichion his most frequently acted play. His

3 For Dufresny ef my op c1t, Part IV, pp 754 67, and the works cited there of
Domann, Vie, and others

* X1V, 255

® Paris, Prerre Rihou, 1701, 12°, Barbin, 1702 Republished by Ad Rion, Paris,
1878, n the author's collected works, Briasson, 1731, 1747, Barrois, 1779, Belin,
1821, Lecomte, 1830, in the Répertorre Pctitot of 1804, 1n the Répertowe of 1818,
and 1n Chefs d’cuvre des autcurs comiques, Firmin-Didot, 1845
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oniginal 1dea seems to have been that of creating a husband and a wife who
hate each other, but who are bound together by mutual self-interest, and of
making each beheve that the other 15 dead. This plan would produce
entertaining scenes, especially when the supposed widow and widower meet,
but 1t would not introduce enough material for a full-length play. He ac-
cordingly brought m young lovers whose marrage 15 dependent on the con-
sent of the principal characters, added a Countess and her attendants to
direct the infrigue, made use of songs and the French of a German Swiss,
satirized opera, and composed g prologue *

The Intendant has laid up a considerable fortune, perhaps at the expense
of the Countess 1le 1s pleased to hear that tus wife 1s dead and 18 eager
to marry Thérése, but he must keep up appearances “ pour conserver la paix
chez mo1, & mon honneur dans le monde ” (IIT, 2). His wife, who 15 called
Iz Veuve throughout the play, 1s as hypocritical as he and duplicates s
actions. When they meet in the dark, the fact that Dorante’s voice re-
sembles his uncle’s deceives the woman, while her ymilation of Thérése’s
vorce, attempted 1n order to discover Dorante’s sentiments, deceives her
hushand TTe still thinks she 15 Thérése when he reproaches her for wishing
to marry Dorante, while she supposes the voice she hears to be that of her
husband’s ghost The result 1s that she faints and he hecomes more and
more amorous t1il a lLighted eandle, brought by an attendant, disillusions
them This 18 an effective comic scene, the best 1n the plav.

Dorante 18 a young nobleman who shows that he was created 1n the
cighteenth century by his msistence upon “sensibilité ” in his sweetheart.
Thérése, however, 1s as gay and pleasure loving as he 18 sober and “ raison-
nable ” The first obstacle to their union 1s his fear that she does rot love
him because she does not tremble when they meet Iis own reaction 18
quite different (T, 1)

Mo, par exemple, que son abord a penetré, je ruis resté rmmobile, un sasissement

. une langueur mon coeur palpite mu vie se trouble Ah! c’est ams: que
devroit s'exprlmer B2 passion

¢ The sceme 1s laid m the chiteau of the C'ountess Her Intendant, married for
ten years and without children, has gone to seek mvigoration from mineral waters.
The Countess, who seeks amusement and wishes to help her goddaughter, spreads
the report that the Intendant has died When he returns and asks why mourning 18
worn, he 18 told that his wife 15 dead He takes advantage of the situation to make
love to Thérése, his wife’s miece, while us supposed widow com s Dorante, her hus-
band’s nephew The young people are 1n love, but they are penniless They encourage
their admirers 1 accordance with a plan The Intendant and his wife meet 1n the
dark, he mistaking her for Thérése, she supposing that he 14 Dorante When they
discover that both are alive, they are deepl‘} disappomnted, but they decide to make
the best of the situation, as each hopes to mherit from the other It proposed to
send Dorante and Thérese away, but the Intendant would not lose sight of the
girl, nor would his wife of the young man The Countess solves the prohlem by
marrying the young lovers to each other and arranging that, when the Intendant
and his wife are both dead, their common fortune will go to Dorante and Thérése.

14
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He 1s already a Romantic, but one 1n love with a child of the seventeenth
century, with whose attitude the author sympathizes more than he does with
her lover’s.

The Countess, though she appears little, prepares the intrigue and brings
1t to & happy conclusion. She 18 moved by her interest 1n the young people,
her dishike of their rivals, and her desire for amusement. She 18 assisted
by a servante called Frosine, a susvante, a Swiss, introduced chiefly for s
barbarous speech, his wife, and a maitre d’hétel, Gusmand. The last of
these works upon the Intendant as Frosine does upon his wife, but he also
distinguishes himself by composing songs, a number of which are sung
in the course of the performance He gets assistance from s famihanty
with Lully. At the end of the play he recites a kind of “Opera en racourcr”:

D’abord ume ouverture,

La, la, l1a, d’'une beauts,

D’une gravité

Chant naturel, d’aprds nature

La reprise est d'un goot

Fantasque & bizarre, Ta 11 ta 11 ta tou,
Voicr la Piece, éoutez jusqu’a bout
Une Ritournelle tendre,

Vous prépare au reuit que vous allez entendre
La lire

La, la r1 ta r1 ta tire,

La 1 ta ra
Et cetera

This jingle forms part of the attack made by writers of the Comédie
Francaise upon the monopoly held by the Opera, as Gusmand’s remark that
“nous manquons de Musiciens ” © clearly shows

Further variety 18 provided by the prologue, in which a marquis and a
chevalier meet on the stage and discuss the play. Dufresny holds up to
ridicule the empty-headed young nobleman who 1s chiefly interested in the
gongs and 1n repeating a few words of criticism he has heard about the play
The author’s own 1deal of comedy 18 expressed

des caracteres soutenus, une mtrigue nette & suivie, des situations qu: surprennent,
quo1 qu’elles soient preparées & de tems en tems quelque plaisanterie sans grossiereté

His play lives up to this defimition so far as characters, situations, and
jeste without vulgarity are concerned, but the intrigue 18 less satisfactory
as a number of scenes could easily have been omitted, the difficulties of
carrying out the plan are insufficiently stressed, and the solutron 18 too easily
reached.

First acted on March 8, 1702, the comedy had nineteen performances in

SIII, 7 The remark 1s made to explain why the play lacks a full divertissement.
P y P
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that year, an excellent begiinmng.* By the end of 1793 1t had been per-
formed 181 tumes. When 1t was reduced by Guillard to one act and revived

1n 1854, 1t was played twenty-one times, so that the total number of per-
formances at the Comédie Francaise was 202.

No such good fortune attended Lz Faux Honnfre-Homme,! which
lacked the prologue, the songs, the foreigner’s French, and the thrusts at
opera of the preceding play It 1s & three-act prose comedy of intrigue, 1
which a hypocrite 18 unmasked by a sea captamn, who rescues a widow and
helps bring about the marmage of young lovers.®

The plot was probably invented by Dufresny. The fréres Parfaict® note
the resemblance between Ariste’s character and that of Lucinde m Du-
fresny’s Malade sans maladie. Both of them, as they remark, descend from
Tartuffe. They consider the sea captain an original creation, but one who
18 much hike him 1s found 1n le Muet by Brueys et Palaprat. Dufresny had
made nheritance an 1mportant 1ssue 1 his last play, 1n which a leading
character thinks she 1s a widow. Such resemblances explamn, however, the
onigin of only a small portion of the play.

The comedy has a social background in the dangers that face women
when the man of the famly dies and their only means of support lies 1
what he has left them. If the man he has trusted is honest, their future
1s secure, if he 1s not, they may be viectimized Matrimony or a convent
were 1n the eighteenth century their cities of refuge. But Dufresny gives

¢ The fréres Parfaict, XIV, 257-8, indicate that old Guérin played the Intendant,
La Thorillitre, Gusmand, Etienne Baron, Dorante, Desmares, the Swiss, la Des-
brosses, the Veuve, la Champvallon, the Countess, 1a Desmares, Thérése, la Beauval,
Frosme, la Godefroy, the Swiss woman, Hortense Grandval, the suiwvante

" Paris, Pierre Ribou, 1703, 12° Republished m the author’s collected works,
Paris, Briasson, 1731, 1747, Barrois, 1779, Belin, 1821

8 The Veuve’s husband, who had died at Marseilles, left two wills one putting
his property m the hands of Ariste, the other nullifying the first and entrusting his
wealth to the Captamn Ariste has won the Veuve’s heart and has let 1t be known
that her busband’s micce, Angélique, will mmherit nothing This girl loves Valére,
son of the Marquise, a widow who thinks only of pleasure and would not be averse
to marrying Ariste Indeed she has agreed to do so, but she would first find a wife
for her son Meanwhile Frosine, the Veuve’s te, gets p n of & compro-
mising letter written to Arwste by a certain Agnés Doucet and gives 1t to the
Captamn As the latter 18 afraid the Veuve will marry Arste, he gans the man’s
confidence by pretending to be a scoundrel, and proposes to destroy the second will
and divide with Ariste the money left by the first The Marquise 15 convinced of
Anste’s unrehabihity by Angéhique, who tells her that he has advised her to marry
Valdre secretly The Veuve, told of Arste’s crooked ways and his hope of marrying
the Marquise, asks hmn to give her what her husband has left in his keeping
for her Anrste objects, asserting that the Captan has mnformed him that a secret
clause will force him to make restitution to certan persons The Veuve breaks
with him, whereupon the Captain denounces him, makes known the existence of
the second will, and promises to turn the money over to the family, provided
Angélique has sufficient dowry to marry Valére As her threat to retire to a convent
had been occasioned purely by her lack of dowry, she will accept Valére Frosine
will marry Flamand, whose stupidity had helped her get information about his master
and makes her feel sure she will dommate him Ariste 18 allowed to make his escape.

* X1V, 300-6
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us little reason to fear for them as he preserves the tone of comedy and
produces a rescuer in the Captain.

Anriste 18 a hypoerite with a dark past and an mngratiating manner that
appeals to widows, though Frosme finds him “ doucereux, fade.” He had
worked himself into the confidence of the husband and would now appro-
priate the money left 1n his charge for the widow, 1f he were not aware that
the Captain has the second wall He accordingly proposes to give all to the
widow and to marry her, unless the Captain spoils hig plan, in which case he
will marry the light-headed Marquise. e 1s not shrewd enough to reject
the Captain’s offer to divide the loot and fails 1n his plans because he can-
not understand a “ vrai homme d’honneur ”

The Captain contrasts sharply with Arste, pretending to be dishonest
as the other pretends to be honest He swears, speaks bluntly, assumes an
air of authority. ¥e 1s “brusque, piquant, des mamnieres grossieres, 1l
paroit méme un peu dur, mais dans le fond c’est . . . le plus axmable brutal
que yaie Jamais connu ” (I, 3). His life at sea has not prevented him from
understanding a hypocrite  ITe must not only produce the second will, but
prevent the Veuve fiom marrying Ariste He gams the latter’s confidence
by pretending to be unserupulous, gets him to make a bargamn with him,
and then forces him to reveal his essential dishonesty to the Veuve. His
eflorts are directed partly at marrying the young lovers, but chiefly at
rescming the Veuve, with whom he had once been 1n love

She 18 a person who beheves herself to be an excellent judge of character
and always ready to take advice, though she 18 1n reahty entirely gumided by
her emotions, which lead her to believe the Captain dishonest and Arnste
a model of virtue. She 15 s0 devoid of reason and has so little consideration
for her attractive and highminded niece that one may well ask whether she 18
worth rescuing from Ariste She contrasts with Angéhique and with Valére,
who 15 devoted and honorable, also with clever Frosine, who gets valuable
information from Arste’s extremely simple-minded servant.

The play 18 well constructed and has a number of mteresting scenes,
especially I, 8, between the young lovers, II, 2, 4, 1n which Armste inter-
views the Captain, then the Veuve, and TIT 11, 12, 1n which the willain 18
trapped In III, 11 there 1s an amusing dialogue between the Captaimn and
Anste

C Touchez 12 vous &tes un fripon

A Monsieur

C Vous &tes un homme sans fo, & c’est ce qu attire ma confiance

A Monsieur

C Je vair vous ouvrir mon ceur, parce que je scais que vous étes un traitre

A Je me justifierar

C Gardez-vous-en bien, )e suis ravi que vous ne valiez rien, car je ne vaux pas
grand chose, & nous nous en accommoderons mieux tous deux ensemble
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The fréres Parfaict object to the fact that clever Arste has so stupid a
servant. Dufresny should, indeed, have explaned how this happened to be.
He should also have made 1t clearer how Ariste’s agents learned of the
second will. The play would have gained 1 mnterest if Dufresny had shown
us the scene 1n which the Veuve’s friends try to persuade her that Anste
18 & scoundrel, 1nstead of having 1t merely related to Anste by s servant.
There also seems hitle excuse for calling three ymportant characters only
the Veuve, the Captan, and the Marquse, after the manner of an Uld
French farce. Such criticisms, however, do not account for the failure of
the comedy, which was acted only five times, Feb. 24 to March 3, 1703, and
was never revived,°

The comedy that followed was called Le Faux Ixstincr.! Like its
predecessor 1t 15 1n three acts and in prose. As 1ts title indicates, 1t 15 &
satire upon the anti-intellectualist movement that had for some time
flourished 1n France and showed itself in the acceptance of the idea that
astronomical phenomena are connected with the fortunes of men and in the
belef 1n dreams and the ¢rv du sang Ths last superstition had been em-
ployed, as we have seen, in many tragedies. Dufresny derived comic mate-
nal from 1t, mtroducing, 1n order to do so, the first child seen on the
Parician stage of the eighteenth century. Ilis play might also have been
used to aitack the evils of wet-nursing, buf the author does not indicate that
such was his intention *?

The play 1s remarkable for the large number of characters that are given
nonames Of the ten that appear, only Valére, Angélique, and Toinette are
referred to by their names 1n the dramatis personae, and we have to read

19 It 1s not known how the réles were distributed, but 1t 18 highly probable that
la Beauval and her husband played Frosine and Flamand

1 Paris, Prerre Ribou, 1707, 12° Republished 1n the author’s worky, Pars,
Brasson, 1731, 1747, Barrois, 1779, Belin, 1821

13The Veuve, aunt of Valére, had entrusted her imnfant to a Nourrice and a
Nourricier, who lived 1 a village about twenty-four miles from Paris on the road
to Lyons The Viellard, uncle of Angélique, bad married a young wife and put
their mfant 1n charge of the same people Valire and Angilique are m love, but
for lack of funds they cannot marry, and the infant girls prevent them from inherit-
mg Al these adults meet at the home of the Nourrice It 18 discovered that, though
she has been recerving board for two little girls, she has only one 1n her charge
Angelique’s servant, Tomette, persuades the Nourricier to say that one child has
died of smallpox and that the survivor 1s the widow’s, but the Vierlard discovers
the trick When the Nourricier admits that he does not know which ¢hild has sur-
vived, the Vieillard and the Veuve, both of whom are extremely superstitious, decrde
to leave the solution of the problem to the child herself The girl indicates as her
mother the Viellard’s wife, but she mwsts that her father s not the Vieilllard, but
Valere, despite the young man’s protests As the Viellard had already mteipreted
a dream and the lotters of Valdre’s name m such a way as to make him jealous
of him, he wishes to give up all claims on the child and to be separated from his
wife The Veuve, mncensed by the girl’s hostihity, also gives her up Finally, the
Nourricier, responding to a bribe, produces papers showing that the ehld s Ins
own, and that both his wards bave died of smallpox Angéhque and Valire will
consequently wmherit the wealth of their uncle and gunt The Viellard consents to
their marriage
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the text to discover that La Petite Fille 18 called Charlotte. Nevertheless,
each person 1s distinetly, 1f shightly characterized: the Vieillard, by hs
superstitious beliefs and his jealousy; his wife, by her common sense and
amuability, the Veuve, by her faith 1n mysterious forebodings, La Mie de
Paris, by her interest 1n the child of the young man she had brought up and
married to the Veuve, the Petite Fille, by her naive speech and behavior;
the Nourricier, by his patois, his pretense of madness, and his dishonesty,
his wife by her patois and by the aid she gives her husband 1 decerving the
Parisians. Those who are referred to by name are less interesting- the
typical young lovers, Valére and Angélique, and the energetic survanie,
Tomnette, whose comparing of notes with La Mie de Paris reveals the fact
that at least one child 18 missing

Among the superstitions mentioned are the behef that a chald born during
an eclipse cannot live, that 1t brings misfortune to turn over a salteellar, to
enter one’s home when the crescent moon 18 seen on the left, or for thirteen
persons to be together at table, A shepherd may bewitch a nurse’s milk or
the wool of which a child’s swaddling clothes are made Dreams, horoscopes,
prejudices, and filal mstinet are also highly significant. When the
Vieillard and the Veuve hear that their children are in a certain chateau,
they recall the mysterious emotions they experienced when they passed by,
although 1t 15 subsequently discovered that their children had died several
years before they did so The most comie use to which ruperstition is put
occurs when the Petite Fille 18 called upon to pick out her mother and
father (IIT, 4)

P F Je ferme les yeux ben fort, ben fort, pour ne pomnt voir tous mes papas &
toutes mes mamans, que quand vous me dirais, c’est fait, comme 4 la climusette

Nourrice Vous pouvez ouvrir les yeux, mais ne tournez pas la téte qu'on mne
vous le dise, & regardez-les tous bien long-tems, bien long tems avant que de parler

P F Vous me 'avez dit déja, afin de voir 1 je sentira:r remuer li-dedans mon
pape & ma maman

Veuve Je suis sure qu'elle va courar & mor

P F Ohpomnt mus Je sens dé)a ah c'est celle 13 qu1 est ma belle maman

Femme du Vieillard Regardez-bien au moins, car vous vous trompez peut-étre

P F Ou, c'est vous qui étes ma vraye maman

Vieillard En faul 1l davantage? 1l ny a que les premiers mouvemens qui soient
vrais, parce quils sont naturels viens, ma fille, viens, embrasse ton papa

P F repoussant le Vievllard T, fi

Vieillard C’est mo1 qu suis ton papa, car je suis le mar: de ta maman

P F Ca ne fait rien, car tenez, C’est celur It qu1 est mon vra: papa Baisez-

mo1 done, mon vral papa
Valire Vous étes une petite sotte, voild votre pere

The child’s réle, illustiated 1n this scene, 18 the most entertaining in the
play 1t gives a greater impression of reality than the rlle of any other
child composed up to that time except that of Lowson in le Malade wmags-
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nasre. And more distinetly than in Molidre’s play 1s the interest centered

round this child, whose existence brings the characters together, supplies
them with a problem, and enables them to solve 1t. With the exception of

Athalie, no modern French play had previously gwen to a child a role of
such 1mportance

This role, the comic treatment of superstition and of unreasonable
jealousy, the songs sung by the Nourricier, and the pleasing location 1n a
village which supphes “la dermere dinée de la dihigence de Lion” (I, 1)
entitled the play to a longer career than 1t achieved. First acted on Aug 2,
1707, 1n a dull season, 1ts 1mitial run of seventeen performances was highly
creditable, but 1t did not remain 1n the repertory after that year. Perhaps
the difficulty of finding a chuld capable of playing the essential réle prevented
the troupe from subsequently undertaking to produce 1t

Dufresny next composed a prose play i five acts, the first he had written
since lo Malade sans maladie. This was LE JATOUX HONTEUX," a comedy
of character based on a conflict between jealousy and shame. As one of the
characters remarks (I1II, 2), “la jalousie est le neeud de la difficults, 1l
faut que la honte en fasse le dénouement.” The principal character 18
accordingly a man hoth “jaloux ” and “ honteux,” while, to contrast with
him, ancther man 1s “jaloux,” but not “honteux,” and the women they
love are neither jealous nor ashamed Moreover, the principal character
has no real cause to be jealous, while the other has a rival who wins the girl
away from him Jealousy alone may give mse to comic situations, but
jealousy accompanied by shame may well produce subtler and less con-
ventional effects.*

18 Paris, Pierre Ribou, 1707, 12° The Bibliothéque Nationale has two editions,
without place or date, one of them brought out by Charles Collé Republished in
editions of the author’s collected works, Paris, Briasson, 1731, 1747, Barrows, 1779;
Belin, 1821

4 The Présdent fears that other men are m love with his wife, who lives with
him and his niece, Lucie, 1n his chiteau near Rennes and carefully avoids giving
her husband any cause for Jealousy Recently at a masked ball o young man named
Damis had mistaken her for her husband’s miece and had made love to her until
she removed her mask In spite of the excuses he offered, the Président helieved
him to be his rival and consequently, when Lucie nherited a fortune, favored as her
suitor an unprepossessing lover, M Argan At the same time he has tried des-
perately to conceal the fact that he 18 jealous His wife, Lurie, and the latter’s
susvante, Lisette, seek to make him understand that he has no cause for jealousy
and should favor Dams By makmg him believe that Damis has gone to Rennes,
Lisette enables the lovers to meet Lucie disgumwes herself ro as to resemble the
Présidente and thus makes sure of the fact that 1t 14 not her aunt whom Danns loves
When he and she have come to an understanding, the Présmdent finds them together,
mstakes Lucie for his wife, and shows his jealousy clearly When he learns the
truth, he realizes that the only way to make people beliecve he 18 not jealous 18 to
allow the marriage to take place The subordinate plot concerns the Président’s
servant, Thibaut, a man no longer young, Iortence, who 18 a “jardmiére,” and
Argan’s valet, Frontin Thibaut and Hortence are connected with the mam plot
by the fact that they spy for the Président on his wife Thibaut has long sought to
make Hortence beheve she will marry him, but, when she meets the hively young
valet, she soon admits that she greatly prefers him as a husband At the end of
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The Président 18 & man of wealth and influence. He holds that “de
toutes les passions, la jalousie est celle qm me paroit la plus honteuse & la
plus deshonorante,” and he knows that one who judges others will lose
his standing 1f he 18 thought to be jealous, yet he thinks that every at-
tractive young man 1s after his wife. He has servants spy on her, enters
his house secretly, interprets her explanations as subtle methods of deceiving
him. When Lisette tears up the letter that Damis had written to Lucie, he
wishes to collect the pieces and meke out what had been written. He seems
to have read Regnard’s Bourgeows de Falasse,'® for he clarms (II, 7) to have
known a man who hid 1n an “ étwm de ces grosses basses de violon,” and he
acts like the protagonist of I’Ecole des femmes when Hortence tells him she
heard a knock at the window, that the Présidente opened 1t (III, 6)*

Et vla tout d’'un coup que c’etort la petite guenon du Fermier qui g'est jettée sur

Madame pour la caresser
Le Président reprenant halemme Ouf?

At the end of the piay he keeps his sense of shame, for he makes the
witnesses promise not to tell, but he declares that he has conquered his
jealousy, though we may still wonder how he will act when the next young
man appears.

His wife assures us that she loves him  She 18 presented as a prudent
and intelligent woman. Her husband’s niece resembles her physically, but
she has a more romantic nature, falling mn love with & man she has seen
only twice and to whom she has never spoken. Lasette 1s the conventionally
clever suirante Hortence 18 quite naive 1n her relations with men, but she
has acquired considerable skill 1n spying upon the women of the family.
Her patois adds to the comic element of the play. Thibaut 1s the tvpical
jalour e hopes to marry Hortence, but he defeats his own aims by lus
attitude towards her, which contrasts as sharply with that of Frontin as
do the methods of Arnolphe with those of Horace Damus 1s the passionate
young lover, Argan, who appears only 1n I, 1. 2, and T1T, 1, the unattractive
suitor, 1nterested only in Lucie’s wealth

The unity of the plot would have been strengthened if the final scene, 1n
which the Président nmistakes Luecie for hus wife, had been planned by the
women 1nstead of being largelv due to Frontin’s bringing back the Président
in order that he might see hus wife and Damis togethier. We should also
have been told what was the nature of the inheritance that required the
mtervention of judges and made 1t necessary for Lucie to marry cither
Argan or Damis. Chance, moreover, plays too large a part in the plot.

the plav the Président ginves her to Frontin because the latter hnd supplhied him with
mformation that led to his victory over his own jealousy
#Cf myop eit, Part IV, p 737
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These c‘i‘ef?cts do not justify the frdres Parfaict’s criticism * that the in-
trigue “n’est m rasonnée, m développée, m terminée,” but they help to
explam why the comedy was given only once.’ An article in the Mercure de
Trévoux that the fréres Parfaict cite declared that the character of the
protagonist was impossible since shame can never conquer jealousy. Cam-
pistron showed, however, the following year with his Jalouz désabusé that a
play may succeed when 1ts leading character 1s both jealous and ashamed of
his jealousy. The failure of Dufresny’s play would seem, then, to be due to
the execution rather than to the orignal conception

It did not fare much better in the second half of the century than it dad
in 1708. Reduced to three acts by Charles Collé, who had derived from it
an operette called le Julouz cormgé® 1t was published 1n his thédire de
Société of 1769 and 1n this form appeared at the Comedie Frangaise, where
1t was played only four txmes. It was not without influence, however, on
Beaumarchais and gave rise 1n 1813 to Vial’s Deuz Jalouz, “ comédie en
prose mélée d’arrettes et xmtée de Dufresny.”

Undiscouraged, Dufresny brought out two plays the next year. IL’AMaANT
MasQUE was first acted on Aug. 8, 1709. There were only two other per-
formances, the last of them on the 12th The author received only 15 francs,
2 sous. The fréres Parfaict,® who got this information from the Regisires
of the Comédie Frangaise, state that the play was 1n one act and 1n prose
with a dwertissement and with music by Gilliers The comedy was never
published and the manuscript 1s lost The fréres Parfaet suggested ** that
the subject might be the same as that of a comedy 1n verse that Dufresny
presented to the actors on Feb 13, 1721 This play, announced before
Lent 1 1722, but never acted, was discovered and 1dentified Ly M. Vi,
who supposed that the meident of the masked ball m le Jalour honteuz had
gnven rise to PAmant masqué and that Dufresny lad subsequently turned
the latter play mto verse. calling 1t les T'rows Domnos or les Dominos While
his argument 15 appealing, 1t 15 1mpossible to be sure to what extent I"Amant
masqué was altered n ths transformation The lext of les Dominos is
easily accesible, as 1t was published by M Vic **

The other play of 1709 was La JouEUSE,?® one 1 which Dufresny intro-

16 XTIV, 483

17 On March 6, 1708 The author’s share was 71 francs, 4 sous, according to the
fréres Parfaict, XIV, 480

18 Given at the Opera on March 1, 1753

10 Cf Vic 1n Revue du diz-hustidme swele, 111, 132 6

2 XV, 11-2

21 XV, 411

330p est, II, 307-34 Vie believed that le Portrau, a lost play by Dufresny, was
another title for I'Amant masqué, as a portrait has some 1mportanee 1n les Domnos

8 Paris, Briasson, 1731, 1747, Barrows, 1779, Beln, 1821 The MS was m the
hands of the actors when Dufresny died, ¢f Vic, op ctt, IV, 200
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duced characters, situations, and even expressions he had employed in
earhier comedies. The fréres Parfaict ** pointed this out and cited parallel
passages to establish their contention. They showed that speeches of the
Joueuse and the Chevalier were taken from those of the protagonist and the
Marquis 1 Dufresny’s Joueur; the character and certain observations of
the Marquise from those of the Marquise in le Faur Honnéte-Homme.™
They also suggested that Orgon’s easy-going character was derived from that
of Oronte 1n Dufresny’s Néghgent, which may be true, but 18 not so easy
to prove.

The point of departure wes probably the Joueur with its gambler who
loses, wins, loses, 1ts tubercular and titled player, and its femimine pawn-
broker, but the protagomst, instead of being a young man whose passion
for gambling 18 stronger than lus love, 18 a mother who sacrifices her
daughter to her desire to win, the nobleman has grown older, 1s the great-
uncle of the young hero, and 18 his rival, while the old woman who lends
money on Jewels does not appear on the stage. Gambling becomes still
more serious m 1ts effects as 1t leads the gambler to crime and comes near
depriving her innocent daughter of her fortune. Dufresny borrowed less
from s Four Honnéle-Homme, but he made fewer changes 1 what he
borrowed a Marquise who lives for pleasure and seeks a wealthy bride for
her son, but who finally agrees to his marriage to the girl he loves, her son,
who has none of his mother’s grasping propensities, but who realizes the
mmportance of money 1n the social system of the fime, and the girl who,
when she thinks her fortune 1s lost, proposes to renounce marriage and
retire to a convent Dufresny was evidently salvaging material from two of
his unsuccessful plays. Ths addition of Triolet, the music teacher, who
has no equivalent in these earher comedies, gave him the opportumty tfo
ntroduce several songs and a final dwwertissement that are lacking 1n them 2

*# XV, 14-26

28 They compare the Joueuse, II, 3, V, 7, III, 5, V, 4, respectively, with the Joueur
(Chevalier Joueur), II, 3, V, 9 and 10, II1, 11, le Fouxr Honnéte Homme, II1 3
They might with equal justice have compared the Marquise’s plans for an afiernoon
m the two plays Joueuse, I, 10, le Faur Honnite Homme, I, G

3 Mme Orgon, the gambler, has had by her first marmage a daughter, Jacinte,
whose fortune of 20,000 écus and precious stones 1s 1 the keeping of her stepfather
This gentleman Dves 1n a different apartment from his wife’s and seeks 1 musu
consolation for his marriage She complains of the noise the musicians make, he, o
that made by the gamblers Triolet, who has been giving music lessons to Jacinte,
19 1n love with Lisette, Mme Orgon’s suwvanie, but he has recently married a sickly
old woman who lends monev on jewelry Orgon has just returned from the country
with his stepdaughter He has invited to a musical entertainment a Marquise and
her son, Damis, 1In whom Jacinte, while 1n a convent school, has become ruterested
Danus falls 1n love with Jacinte and, by lendmg her mother money with which to
gamble secures a promuse that he may marry the girl, although Mme Orgon has
promused her to the Chevalier, the Marquise's uncle, whose heir Damis 1s to be  The
Marquise at first refuses to consent to her son’s marriage, but she yields when she
discovers that Jacinte has & respectable dowry and that, if she marries the Chevalier,
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According to her husband, Mme Orgon spends all the time that she 18
awake at the green table. Many come to her house to play. She listens
eagerly for them, tal%:s of hittle but the game, pawns her silver and tapestries.
We see her m the joy of victory and in grief over defeat She has the
gambler’s superstition about bad luck and s unconquerable hope that some
day 1t will change Her conviction that she 18 suve to win induces her to
borrow from her husband without s knowing 1t, to rob her daughter of her
inheritance, and to attempt to marry her to an old man in order that she may
herself 10 this way acquire money for further operations.

Her husband, who had once loved her, but whom her passion for gambling
has disgusted, 18 & mild and music-loving gentleman who longs for peace at
home and agreeable companionshp. He 18 protoundly outraged when he
discovers that his wife has robbed her own daughter. He describes the
Marquise as follows (I, 9) -

C’est une femme de mon caractere, un caractere mélé, moitié fohe, moiti¢ raison,
n’axmant que le plaisir, c’est une humeur folitre, vive, charmante enfin, car elle est
toute opposée & I'humeur de ma femme

The Marquise differs from Orgon, however, 1n her selfishness and avarice.
Her son adds to the famliar qualities of the young lover the decision of
character required to risk playing aguinst his prospective mother-in-law.
Jacinte, though just out of a convent school, has read enough novels to
wonder whether her feelings for him can be described as love The Chevalzer,
Damis’s great-uncle, 18 distinguished by his cough, hig expecting to die 1n a
few years, and his desire to make use of Jacinte’s dowry in order to
straighten out angles 1n his real estate Triolet claims to be an “ homme de
bonnes meeurs, quoique Maitre & chanter” (1, 2), but he 1s not above in-
trigming for the Chevaher or marrying an old woman for her money. He
18 a somewhat obsequious individual whose musical talents have brought
him 1nto contact with persons who patronize him and who fail to pay what
they owe him. The other characters are the sutvanies of Jacinte and her
mother and the Marquise’s inconspicuous lackey. Stiangely enough, 1t 18
Mme Orgon’s suivante rather than her daughter’s who 19 actave n bringing
about Damis’s marnage
Damis may be disinherited  The death of Mme Triolet, however, reveals the fact that
she had loaned money to Mme Orgon on Jacinte’s jewels Orzon now discovera that,
during his absence, his wife has found the key to his stronghox and has gambled
away all of Jacmte’s dowry When the Marquise learns that the girl 1s penmiless,
she tells her son that, if he marries her, she will disinherit him hy taking a second
husband Mme Orgon wins so much with money borrowed from Damis that she can
return what she has stolen, but she keeps some of her winnings 1 order to gamn
more and loses everything When the Chevahier learns that Jacinte 13 to have no
dowry, he withdraws, but Damis, who has been playmg with Mme Orgon, wins
back the dowry as fast as she loses 1t He has also been able to redeem the jewels
There 18 now no obstacle to his marniage with Jacmte Triolet 18 persuaded, 1n spite

of the fact that his wife has just died, to supply a musical entertainment that gives
the play its diwvertissement
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The play gives a number of details about manners, especially those of
gamblers and musicians. A game 18 compared to a performance by the
greatest actors “ on met mille lows sur une carte, toute la table est 1nondée
@’un flux & reflux d’or roulant” (V, 6). The gamblers’ supper 18 described
1 hively fashion (II, 8)

On prend du sel avec le coin d’une carte, & on voit courir & la ronde un chapon
en I'nir, chacun en arrache son lopin, comme quand on tire 'oye celui-c1 boit d’une
mam, & joue de 'autre, 1'un avale en gémissant, 'autre miche en jurant, celm-c1
mange les cartes avec son pamn, & I'autre avale sa rage avec un verre de vin

One starts for the opera at 4 P. M., for the Comédie Frangage at 5 (I,
10). We are shown a teacher instructing his pupil in the art of siging,
witness the confusion brought into a family by music and gambling, hear
much about the 1mportance of money in making a marriage and 1n keeping
it from leading to separation. At the end of the play there 18 an analysis
of Triolet’s “ Opera du jeu,” which seems intended as a satire upon both
gambling and the opera. Tt begins as follows

Ce seroit un Poeme Tragi Comique, le Théitre représenteroit le Temple du mal-
heur, on y verroit le desespoir, force Joueurs poignardés, se poignardant, voild le
tragique cela Un cheur infernal de juremens & Q’unprécations ce cheur-la feroit

frémir, & c’est le but du Poeme qu’Aristote demande A Pégard du comique, les
Femmes Joueuses en fournirolent de reste

The play has other satirical thrusts:

Comment pourrois-je ne pas croire que je smis Jeune? 11 y a s1 long-tems gu’on
me le dit (I, 10)

On devroit toujours commencer par se séparer, pour conserver l'union dans un
ménage (I, 10)

La simphonie ne sert a present gue de basse continue A la conversation (II, 2)

Dufresny’s aim was artistic rather than moral, for, however much we
may condemn the Joueuse, we must admit that the harm she does her
daughter 18 to a great extent corrected by Damis’s gambling. Unfortunately
the dénouement shows as httle art as 1t does morality If Damis had lost,
how would the play have ended? Moreover, though the comedy 1s too long
and parts of 1t might easmly have been onutted, the Joueuse should have had
a more extensive role and one that would allow us to understand her better.
As 1t 18, the spectators’ attention 1s so dispersed that, m spite of a good
deal of interesting materal 1n the play, 1t must have been difficult for them
to show enthusiasmm  The result was that 1t was acted only five times 1n
1709 ** and was not revived

To have four or five plays fail 1n six years would have discouraged a
dramatist less accustomed to adversity than Dufresny. Even he brought
out no new play for several years. When he did so, he recerved from the

*7Oct 22 to 30 According to the fréres Parfarct, XV, 14, 18, the author’s share
n the receipts was 207 francs, 7 sous, and the Joueuse was played by la Champvallon
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actors less encouragement than ever. According to the Mercure galant of
November, 1714, he presented to the troupe in that year a play called Les
Deux VEUVES 0U LE FAUX DaMIs, which was rejected because Dancourt,
interested 1n two of his own plays, wished to avoid competition. As, how-
ever, neither of these was acted after Jan. 11, 1715, and a comedy by
Dufresny was accepted by the troupe 1n time to be acted on May 27, 1715,
1t 18 unreasonable to suppose that the rejection of les Deuz Veuves was due
merely to Dancourt’s mfluence. Nothing else 1s known of this production,

which was never published and 1s not mentioned by the fréres Parfaict,
Domann, or Vic.

Dufresny must have thought 1t necessary to make a radical change 1n hs
methods He did this by writing 1 verse and by excluding servants from
his cast when he composed s next comedy, 1.A COQUETTE DE VILLAGE OU
LE Lor sUPPOSE.*® It1s a three-act play that describes willage life, 1n which
classes mingled more freelv than at Paris.®® The principal characters are
Lucas and his daughter The former expresses his ambition m patos

(L 2)
Labourer pour sticr, labourer pour stilat
J’a1 labouré trente ans, aprés trente ans me via
Labourer pour autrus c'est un ptit labourage
Faut labourer pour so1, c’est ¢a qui donn’ courage
Pour égaliger tout, faudroit 11 pas margor
Que les autres ¥ leur tour labourissent pour mo:?

He urges his daughter to marry the Baron until he thinks he has won
the “gros lot” After that he msults the nobleman by keeping his hat on
in his presence, by taking an armchair, and by hoasting that his “ forteune

% Cited by Méldse, Th et Pub, p 113

% Paris, Pierre Ribou, 1715, 12° "Republished 1 Dufresny’s works, I'ar.s, Briasson,
1731, 1747, Barrow, 1779, Belin, 1821, 1n bis Guvres chowses, 1830 1 Chefs-
d’cruvre, 1845, 1 the Répertosre Petitot of 1804, the Auteurs du Second Ordre of
1809, and the Répertowe of 1818 The play was studied briefly by Lement, op out,

092-4

PP“’ Lucas, an uneducated farmer, has a pretty daughter, Lisette, whose natural
turn for flirtation has been cultivated by a Veuve who had been a surrante at Pars,
but who had married a baiff and has remaimned i the village since his death
Lisette has three admirers the Baron, Girard, the village rercveur, and Argan, a
man of fifty-four whom the Venve would hike to marry Lucas, weary of working
for others, has bought forty tickets in a Parsian lottery Girard, whose cousin
prints the lottery announcements, has had hun send two lists of winners, one the
true list, the other indicating that Lucas has won the “ gros lot ” of 100,000 francs
Lisette uses her charms to mmduce both the Baron and Argan to sign a marrage
contract with her Cirard 18 considered less desirable than Argan, the latter,
than the Baron, who, though mm debt, still owns the village chiiteau The Veuve
finds that her lessons have been so successful that Lisctte may take from her the
man she hopes to marry When Lucas 18 shown the false list and believes he has
won a fortune, he becomes unbearably arrogant, turns over his farm leages to Girard,
and proposes to take his daughter to Paris, increase his wealth, and marry her to a
more distinguished man than the village offers Argan, rejected by Lisette, agrees
to marry the Veuve Then the true list 18 produced, Lucas 1 held up to scorn, and
Lisette, no longer able to win the Baron, 18 obliged to accept Garard.
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asteur soit bian pu haut qu’la votre ” (IIL, 3). He proposes to purchase
the chiteau and make the Baron his overseer, then naively determines to put
his money mto “la grande avanture” and watch 1t swell When the
bubble 18 pricked, he, like Arnolphe, can say only * Ouf.”

His daughter, when nine, was already & “ coquette en herbe.” Her talents
have been developed by the Veuve’s precepts and by practice on the Baron
and Argan, She weeps or falls into a revery, according to her lovers’ tastes,
cajoles them or dismisses them until each 1s ready to sign the contract.
When her father dreams of great wealth, she dreams of many lovers, lackeys,
and suivanies. When she learns that her father has not won the “ gros lot ”
and has deprived himself of his farms, she blames the Veuve for her evil
lessons and assures Garard that, without them, “ Par tendresse d’abord, je
vous aurois chois1 ” But the widow has another explanation (111, 5)

Voila le sort d’une coquette
Apréa de haut[s] projets, on la voit t6t ou tard,
Confuse, confondue, & réduite & Girard

To these leading characters are added the Veuve, who unwisely varies
the monotony of village Iife by imparting to Lisette the secrets she has
learned at Paris, and the three suitors the Baron, dull, impecumous, dis-
hking to marry beneath him, but attracted by a flirt; Argan, conscious of
his age, but egotistic enough to believe he has won the gul’s affections,
and the clever arrunsie, Girard, described by the Veuve as follows (I,1)*

Maltotier de village, encor dans les regrats,

Tu dois en tout pays trouver des ceceurs ingrats
Mais pendant quelque tems agiote, grapille,
Controle, taille, rogne, en plain pille & replle,
A force d’enquaisser, de compter, d’escompter,
Tu pourras parvenir & te faire écouter

The play has no personnages sympathiques, no sentimentality. A moral
15 1ndicated 1n the lines given to the widow at the end of the play, but, as
such verses are quite 1n keeping with her character, Dufresny cannot on
account of them be accused of moralizing There are no tedious passages
in this brmsk and completely umfied little play, one of 1ts author’s most
entertaining productions.

First acted on May 27, 1715, 1t was given sixteen times in that yeer. The
author’s preface, 1n which he speaks shightingly of critics, testifies to its
success, The Mercure galant found 1t “plemne d’esprit” and “une des
plus jolies comédies qu’on puisse vorr,” refers especially to the coquette and
the “manant qu fait fortune,” and prases the acting of Pontewl and la
Desmares, adding that la Dangewnlle “la seconde, parfaitement ” *  From
this 1t seems clear that Pontewl played Lucas, la Desmares, Lisette; la

: Fréres Parfaict, XV, 200, and Mél2se, Rép, p 223
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Dangeville (née Grandval), the Veuve. In June the Mercurs published a
letter from the abbé de Pons that 1s partly reproduced by the fréres Par-
faict.** He admitted the success of the play, but he objected to the title on
the ground that Lisette seemed to be a Parsian rather than a village
coquette. He considered the conduct of the Baron not sufficiently clear
He held that Lucas does not remamn long enough on the stage while
bragging about his fortune and that he 18 undeceived too abruptly. He
regretted that the play 1s not 1 five acts. The fréres Parfaict disapproved
of this criticism and praised highly the scenes m which Lucas and Lasette
appear. An author has, of course, a right to determine the number of acts
m his play. The abbé missed the point of the title, mtended to poke fun at
those who look upon all village belles as naive. The criticism of the Baron
15 due to the wooden psychology of elassical critics, who allowed no varia-
tions 1n a man’s behavior. The regret that Lucas in his state of 1ll-founded
exhilaration does not remam longer on the stage, like the disappomntment
that the play 15 1n three acts rather than in five, 15 a compliment, 1f unin-
tentional, to Dufresny The play was revived m 1733 and remained 1n the
repertory until 1778. As the total number of performances was 82, the
comedy ranks third i popularity among those Dufresny wrote for the
Comédie Francgase 1n the reign of Loms XIV

These plays show that Dufresny was a man of 1magmation and of ability
1 employmng a variety of comic devices His satirical spirit, which ridiculed
opera, various forms of superstition and of social hypocrisy, his talent for
sketching character, for wrting comic dialogue, and for conceiving enter-
taming situations should have brought him greater success than they did.
He seems to have lacked, when 1t was a question of his own work, the critical
judgment on which he relied 1n regard to others In some of his comedies
he undertook subjects that conld better have been treated 1n a novel, or he
allowed defects 1n structure that longer meditation might have avoided. In
the early eighteenth century he wrote two comedies that remained for a
long time 1n the repertory, one that, though well received at first, did not
last mto a second season, and several that were failures. This record
hardly does him justice, for even the plays that failed contan excellent
comic passages Less a man of the theater than Dancourt, less a poet than
Regnard, he made for himself a distinet place among Moliére’s successors.
When Voltaire enumerated seven short comedies of the seventecenth and
eighteenth centuries that he considered superior to most of Molitre’s shorter
productions, three of them,*® I'Esprit de contradiction, le Double Veuvage,
and la Coquette de willage, were written by Dufresny.

2 XV, 201-

4
3 0p c1t, XXII, 247 The others were Champmesl¢’s Florentin, le Grondeur by
Brueys and Palaprat, Dancourt’s Galant Jardwuer, and Fagan’s Pupslle.



CHAPTER XIII
REGNARD

In his seventeenth-century plays Regnard had shown that his principal
gwudes were the Thédtre Itulien, Plautus, and Mohére.r His three chief
eighteenth-century comedies felt the same influences The first of them,
Lzs FoLIES AMOUREUSES,” was said by a contemporary to be *tout-i-fait
dans le goiit italien.”® In 1719 Charnt was more specific, holding that
there were “ vers la fin, quelques faux airs de la Finta Pazza des Italiens ” ¢
Cited by Fournier, this remark made Toldo® believe that the plot was
derived from an Italian opera, la Finla Pazza, produced i France m the
time of Mazarin, or from a scenaio of the same name by Flammio Seala
Lenient took the first alternative, Lintilhae, the second. The only evidence
18 that furnished by Toldo to the effect that 1n Seala’s scenario the herome
pretends to be mad and attacks the man she 1s expected to marry. 1 con-
clude that Regnard may have taken the airs indicated by Charm from the
opera, the epsode of pretended madness from the scenario.

It may also be argued that the general tone of the comedy recalls that of
the Théitre Italrten, which may have heen the source of the trik played on
Albert by Iasette and of the herome’s wearing an “ habit de Scaramouche,”
spitting 1n her guardian’s face, stampimng on his foot, and pretending to
have been, at twenty-seven, the mother of fourteen children. However, the
presence of a prologue and the fact that the last act s followed by a
dwertissement are 1 the French tradition as well as the Italian, the mam
portion of the play 1s, in the ssmpheity of the material and the umty of
the structure, far more Trench than Itahan, and the comedies to which the
play seems most closely 1elated are not Itahan, but French Moheére’s
Srethen, as Toldo suggests, his Ecole des mams, and Champmeslé’s
Florentin ©

1Cf my op cst, Part IV, pp 649 85, T31-54

8 Paris, Pierre Rihou, 1704, 8°, 1707, 12°, Barba, 1819, Marchant, 1844, Blot,
1803, by Ad Rien, 1878, n two undated editions and m editions of the author’s
collected works cf the eatalogue of the Biblinthéque Nationale Dutch translations
were published m 1710 and 1727 For a study of the play cf Lement, op o, I,
56 67

2 Flachat de Saint Rauveur, Pifees fugitires, Paris, 1704, p 527, cited by the
fraves Parfaict, XIV, 321

4 Cf Fourmer < edition of Regnard, p Ixx

®"RHL, XI (1904), 67-9

* The subject of all four plays 1s a clever girl’s escape with her lover’s help from
an unattractive and elderly guardian Other resemblances to French plays can be
mentioned The comparison between the siege of a town and that of a woman (I, 7)

had been emploved by Champmeslé in les Griscttes (ef my op cst, Part II, p 766)
Medical talk used to distract attention while preparations are made for an elopement

216
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Regnard probably composed hus play in three acts and m alexandrines,
then lengthened 1t to the equivalent of five by adding a prologue and a
dwerfissement that serves as an epilogue, both written in “ vers hbres ””
Thie seems the more likely as the plays he had previously composed for the
Comédie Frangaise are all in one act or m five The prologue 15 especially
m honor of la Beauval, who created her last réle in that of Lasette. She 1s
said to be the author’s friend and 1s presented as a woman who quickly
changes her mmnd  Dancourt, who seems to lead the troupe, recognizes her
importance 1 the play La Desbrosses and Du Boceage are little more than
messengers, though the prologue also served to welcome Du Boccage, who
was to become a member of the troupe a few weeks after the play was
first acted Lake the diverfissement. the prologue was given only during the
early performauces of the play

There are onlv five characters that take part in the three acts of the
comedy Agathe dominates the action, plans her own abduction, procures
the money 1t requires, aids her friends m getting Albert out of the way
She shows her 1magination mn the variety of her disguises and the methods
she uses, not only to deceive Albert, but to torment and msult hym  Her
guardian 1s a widower who desires children He 15 jealous, opmnionated,

(TIT 10) 1« found 1 le Médeesn malgre fur The transfer of a pretended malady
from one body to another (III, 10) had occurred 1n la Devineresse (cf my op ost,
Part IV, p 919)

?The characters of the prologue are Momms, two actresses, la Beauval and la
Dechrogses, and two actors, Dancourt and a recent arrival at the Coniédie Frangaise,
Du Boceage La Beauval objeets to giving a comedy m only three acts and, despite
Dancourt’s protests, refuses to play till la Desbrosaes rcports that the author wisbes
to withdraw his comedy, w hereupon she mnsists upon playmg it Du Boccage announces
that Momus has arrived with la Folie, Carnaval, and others The god proposes to
help with singing and dancing, as he does in the divertissement Hd then asks support
from the parterre

The three acts follow Agathe, a wealthy orphan, brought up by Eraste’s motber,
has been confided at her death and while Eraste 18 away to Albert, who has for
s1x months hept her shut up in his chiteau Fraste has just returned from Italy
with his valet, Crispin  Albert, disturbed by the signs of a man prowhng about,
engages a workman to put bars on the exits to the chiteau To explamn his presence,
Crispin tells Albert that he 1s collecting herbs needed for his practice of medicme
Eraste hows to Allert and pretends that his carriage has brohen down Moved by
the young man’s presince and by that of a locksnuth, Agathe acts as 1f she has
lost her mind treats Albert roughly, gives him a piece of music and Fraste a note
asking him to «arry her off After singimg and danang, she disappears nto the
house, followed by her maid, Tasette Albert, who beheves that her mental 1llness
18 genume, hegs Crispin to cure her  She reappears as an old woman, borrows from
Albert 100 loms to help her win a law smt, and gets the money into Eraste’s hands
Then, disguised an a dragoon, she raves ahout war and simhs mto a chair  Crispm
removes ler 1llness mto Eraste, who pursues Athert with a sword Crispm and
Lisette prevail upon Alhert to seek a sedative in the house When he returns, he
finds that the lovers and their servants have eloped

In Le Mariage de la Folie, which constitutes the dinerticsement, the lovers and
their attendants have reached the home of Eraste’s friend, (‘hitandre, who 14 making
preparations for the weddmg Momus, Carnaval, and Folie come with their troupe
Carnaval, after some hesitation, agrees to marry Folie When Alhert arrives and
demands Agathe, she replies that love makes her prefer Eraste Folie approves of
her attitude and advises Albert to seek comsolation m wine, which he agrees to do

15
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autocratic, and extremely gullible. He and Eraste, the conventional young
lover, Crispin and Laisette, the clever valet and knowing suwante, all con-
tribute to the plot and to carrying on the amusing dialogue.

Act I contains the exposition, rouses Albert’s suspicions, and determines
him to employ a locksmith In Act II the rivals meet, Agathe has her first
mad scene, and she succeeds 1n notifymg Eraste of her intentions. In Act
IIT Agsthe removes financial difficulties, while Crispin, assisted by the
lovers and Lisette, gets Albert out of the way, and the dénouement 1s ac-
complished The action 18 simple and rapid, the dialogue varied and
effective, There are references to the war m Germany, to the crossing of
the Alps near Mount Cenis, to the various trades that Crispin claims to
have practised, to abbés as rivals of hushands, to Terence, Hippocrates,
Galen, and the Congo, but the play 1s by no means a comedy of manners.
It 18 a bright and hvely fantasy presented m sparkling verse Note, for
mstance, the comic tirades of which Regnard was fond

Un écolier qui sort d’avec son pricepteur,

Une fille longtemps au céhbat liée,

Qu1 quitte ses parents pour étre mariée,

Un esclave qui sort des mains des mécréants,

Un vieux forgat qui rompt sa chaine aprés trente ans,
Un héritier qui voit un oncle rendre 1'dme,

Un époux, quand 11 smt le convor de sa femme,
N'ont pas le dem1 quart tant de plaisir que )’a1

En recevant de vous ce bienheureux congé (I, 2)

Ja1 couru 'umvers, le monde est ma patrie

Faute de revenu, je vis de I'imdustrie,

Comme hien d'autres font, selon 1'oceasion,
Quelquefois honnéte homme, et quelquefois fripon
J’a1 servi volontare un an dans la marme,

Et, me sentant le ceur enclin & la rapine,

Aprés avorr éte dix huit mois flibustier,

Un mien purent me fit apprents maltétier

J'a1 porté le mousquet en Flandre, en Allemagne,
Et )'étais miquelet dans les guerres d'Espagne (I, 5)

Vos trmits sont effaces, elle est ammable et fraiche,
Elle a l'esprit ben fait, et vous 1humeur revéche,
Elle na pas scize ans, et vous &tes fort vieux

Elle se porte bien, vous étes catarrheux,

Elle a toutes ses dents, qui la rendent plus blelle,
YVous n'en avez plus quune, encore branle t elle,

Et dot &tre emportee & la premére toux (1I, 2)

The dwertissement 15 longer than 1n most such productions Its title,
le Marage de la Folie, must have been suggested by La Motte’s comédie-
Ballet danced on Ovt 14, 1703, le Marage de Carnaval et de la Fole, 1n
which as here Momus and Carnaval are rival lovers of la Folie, This
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diveriissement helps the plot by showing that Eraste and Agathe are about
to be married and that Albert withdraws his opposttion to the match, but
1ts chief purpose 15 to introduce Momus and the allegortcal figures, Carnaval
and Folie, with an appropriate reference to the suspension of war during
Carnival and a considerable amount of singing and dancing. A passage
in the first scene seems to refer to Regnard himself and s life on his estate
called Grillon, where he 15 known to have entertamed actors, including
Dancourt and la Beauval:

Pour é&tre heureux, je V'avouerai,
Je me suis fait une fagon de vie
A qu les souverains pourraient porter emvie,
Et, tant qu’il se pourra, je la continuera
Selon mes revenus je régle ma dépense,
Et Je ne vivrais pas content,
81, toujours en argent comptant,
Je n'en avais au momns deux ans d’avance
Les dames, le jeu, m1 le vin,
Ne m’arrachent pomt & mor-méme,
Et cependant je bois, je joue et )’aime
Faire tout ce qu'on veut, vivre exempt de chagrm,
Ne se rien refuser, voila tout mon systeme,
Et de mes jours ams: yattraperai la fin®

The play was enormously successful. Acted first on Jan. 15, 1704, 1t was
given fourteen times in that year? Except mm 1722 and 1752, 1t was per-
formed every year as late as 1793. Iiven after that 1t was played so
{requently that by 1919 1t had had 1089 performances at the Comédie
Frangaise, more than either le Cid or Phédre Indeed, for the period 1680-
1920, only les Plardeurs and eight comedies by Moliére were more frequently
acted at that theater. I remained n the repertorv even later than that,
reaching, by the end of 1926, the remarkable total of 1117 performances **

In his next play Regnard drew closer to ordinary life and gave a larger
place to character and manners. He admitted frankly that Les MrNECTIMES
oU LES JUMEAUX ! 15 an adaptation of Plautus’s Menaechms, but he really
derived from the Latin comedy little more than the 1dea of drawing comic
situations from a story of 1dentical twins, long separated and meeting only
near the end of the plav  His comedy 18 quite superior to the three earher
French plays derived fiom the Menacchmi, Rotrou’s Ménechmes, Bour-

8 Cf fréres Parfaict, XIV, 402

® According to Fournier’s edition of Regnard, p Ixx, the first performance earned
1833 francs, 12 sous

10 Cf Edouard Champion, La Comédie-Francasse, année 1936, p 348

12 Paris, Pierre Ribou, 1706, 12°, 1709, 12° Republished in two undated editions,
m one by Ad Rion 1n 1878, and 1n one by Stock 1n 1898, as well as 1n editions of
the author’s collected works A Dutch translation appeared in 1779 The play was
studied by Lement, op cst, I, 67-76
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sault’s Nicandres, and Lenoble’s Deuz Arlequins, from none of which 15 1t
probable that he drew suggestions.'? From Plautus he derived his two
brothers, but he differentiated their characters sharply, as Plautus had not
done, had them separated for a different reason from that given m the
Latin play, and made neither desirous of finding the other. His one valet
has a role corresponding to Messen10’s, but he 18 no longer 2 slave and he 18
much more active 1n conducting the mtrigue, Instead of the wife and the
mistress of one Plautine twin, Regnard introduces two respectable and un-
married women, one the aunt of the other, The younger woman’s father
replaces mn very different scenes the old father-in-law of the marred twin
m Plautus  Erotrum’s male cook and her maid are combmed m Finette.
About the only details borrowed are the inwitation to dinner, comment on
the danger that a4 voung man i a strange city may meet from women, the
suggestion that the latter may get mmformation about him from the locality
where he first arrives, and a portion of the dialogue between the brothers
when they meet.

Regnard omits Tlautus’s parasite, physician, and slaves e adds a
notary, a merchant and a Gascon marqui= The place 15 changed to Pans,
The time 1 the earlv eighteenth century, with a corresponding use of the
war 1n which I1ance was then engaged The chief question 15 not so much
whether the twins will he reuruted as 1t 18 whether the young lovers will
marry

Naudet, an edifor of Plautus, remarked that i Regnard’s comedy “1l
n’v 2 qu'une dupe. par consequent momns d’effets comiques ? 1% If this were
true, a comedy based on 1dentical quadruplets in 1gnorance of one another’s
1dentity would have twice the comic effect of the Menaechm  Naudet’s
argument can appeal onlv to propaganiists for the ancient elassue Tt had
been answered hy La TTarpe * hefore 1t was expressed

[Regnard] multiplie lien davantage les mcprises, et met & de hien plus grandes
épreuves la patience du Menechme campagnard  Ta ressemblance ne produit gudre

dans Plaute que des friponneries assez froides, dans Regnard elle produit une foule
de situations plus rejowssantes les unes que les autres

Regnard seems to have realized the danger of monotony in a comedy based
purely on mistaken 1dentity and to have sought variety by having one of the
twins know who the other 15 hefore he 1s himself recognized bv his brother

O my op at, Part I, pp 6235 Part TIT pp 693-5, and Part IV, pp 6424
The only way m which Regnard's play resembles the comedies of Boursault and
Lenoble more closelv than 1t does the Wenaechm: hes 1n the fact that none of the
twins 1n the three French plavs 1 married, but this fact 18 no proof of mfluence
It s much more probable that Regnard owed the exchange of valises, an mmportant
motif not found m Plautus, to Thomas Corneilles Dom Cégar d’Avalos, ef my
op cit, Part IV, p 449

13 (sted by A Ernout mm his Plaute, Paris, les Belles Lettres, 1936, IV, 10

¥ 0p aut, VIII, 3178
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He composed a play that has much more human interest and 18 far less
crude 1n the devices employed than 1s 1ts model Knowing, however, the
respect with which Plautus was regarded by some of his critics, he took the
precautions of showing s manuscript to Boilean, whom he had attacked a

few years before, of getting his approval, and of writing prologue 1n which
he explamed what he was attempting to do ®

Wniting under the auspices of Boileau and complimenting Moliére in his
prologue, Regnard must have felt quite safe 1 altermng Plautus at will,
Identical twims are usually abike 1n character, but this may well he because
their enviionment has been much the same. To Plautus long separation
seems to have meant nothing, but Regnard must have felt that it would
make acceplable the great difference i the brothers’ characters as he con-
cerved them  Both ate handsome, but the Chevalier has had the mihtary
and soc1al experience of a voung officer, fighting in the summer and spend-
g s winters at Paris, while his brother has continued to rusticate near
Péionne The Chevalier has made many friends, has leained how to charm
women, s brave, honorable according to fashionable standards, and 1mpecu-
nious e 15 1 debt to & merchant and to a Gascon marquis, probably to
many other peisons As m plays by Dancourt, he has equipped his regiment
at the expensc of an unattiaciive woman, whom he has promised to marry.

16 Apollo and Mereury meet on Parnassus, cach weary of s usual occupation
Mercury regrets the lack of mood plays sinee the death of Molidre, whom he calls
“le censewr de son temps, Tamour des beaux esprits ® Apollo suggests reviving
Plautus who appears and declares that manners and customs have (hanged so much
that, 1if one of hix comedies 14 to be given, 1t must be adapted by & French dram 1tist
to madern tastes Apollo <ays he has neen such a work Mercury agrees to have 1t
acted and hees the sudience to e mdulgent

The Mnechme brothers lost their mother at birth and subscquentlv thewr fatler
One has spent thinty veus or more m Prardy, near Paonne, while the other, the
C hevalier, has jomoed the army and become an oficer kot two years the Chevalier
has been aided in cquipping lus rogunent by wealthy Arammte, whom he has prommed
to matry but he his recently fallen m love with her micce, Faabille  dauchter of
Demophon Now it happens that his uncle bas died and, not hoowmg that by
military mphew was alive, has left hin fortune of 60,000 erus Lo s olnr nephiw
A notary, Robatin who has chnge of the moncy has propused fo I mophon that
he marry his daughter to the hen The rustic Minechme takes the conch for Paris
to gt s money and e biide, but his vilire with Rohotin®s letter s eschanged
with the valise of the Chevalier who s thus made sware of the ctuatiom  The
Chevalier 13 mmited to dinner by Ataninte, but he fnds thit he 34 oo busy to dine
with her  She meets his mother, thinhs he w the Chevaliur and 19 rudily {reated
On the other hand, the ( hevalor, nostaken for his brother, s cordially receyved by
Domophon and Tsabclle, who, however subsequently mistihe hin brother for him
und are disgusted by his boorsh remarhs The hrother from near Paonne fears the
advances of women, s nntated by a merchant who seehs to collect what the Chevaber
owes hun and 1 orda to vod a ducd, 13 obhiged to pay 60 loms to a Gascon
margms In the meanwlole, asssted by s valef, Valentin, the Chovalbier bas secured
the 60,000 ¢cus  He makes his pesce with Tsabelle by explammng who he and his
brother are  When the notary and the rustic Menechme meet, cach accuses the other
of trving to rob him, but the Chevalier appears 1n time to explam their mistake
The Chevalier agrees to divide the mmheritance equally with his hrother on condition
that he be allowed to marry Irabelle 2nd that his rustic brother will marry Araminte
A third marriage will be that of Valentin and Araminte's suirante, Finette
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This promise meens as little to hum as do the legal aspects of his uncle’s
legacy. In the latter case he takes the law mto his own hands and agrees to
divide with his brother only on condition the latter replace him as Araminte’s
fiancé and renounce his claim on Isabelle, But these questionable practices
do not prevent his being a person with whom we sympathize.

His brother, on the other hand, has made no promise of marriage, 1s not
in debt, and does not attempt to defraud the Chevalier, but 1l est brusque,
impol1,” has not “ gofité Pair de Paris, Et c’est un franc Picard ” (I, 1).
He 18 bewildered by life in the capital, fears the wiles of women and the
marquis’s sword, speaks 1nsultingly to Démophon, Araminte, and Isabelle,
expresses his pleasure over his uncle’s death and his brother’s disappear-
ance. His 1gnorance and conceit are well described by himself (IIX, 8)

J’amme les gens d’esprit plus que personne en France
J’en a1 du plus brillant, et le tout sans science

Je trouve que V’étude est le parfait moyen

De giter la jeunesse et n’est utile & rien

Auss) )e n’a1 jamals mis le nez dans un livre

Et quand un gentilhomme, en commengant & vivre,

Sait tirer en volant, hoire, et signer son nom,
11 est auss: savant gque défunt Cicéron

The niece and the aunt are also contrasted. Isabelle 18 young, charming,
offended by one brother, attracted by the other, gifted with irony that she
uses agamst her aunt and her rustic smtor. Araminte, past fifty, though
she 18 unwilling to admit 1t, 18 domineering, eager for a husband, seeking to
make the most of her faded charms, unconscious of the impression she pro-
duces, and quite a suitable match for the gentleman from Picardy

Valentin 18 an active and clever valet, as ambitious to become rich as his
prototype m le Joueur He hopes i two years to appear i a “ char magm-
fique,” 1o have servants of his own and a love-nest near the city ramparts,
which he offers to share with the outspoken suivanie, Fmette. Old
Démophon 1s kindly and intelligent A more original creation 1s the
obsequious M Coquelet, a “ marchand fripier” and “margullier,” ** who
hestitates to appeal to the law, but who msists on bemng paid his due.
Noteworthy, too, are the Gascon marquis, who speaks French with the
accent of Bordeaux and frightens the wrong Ménechme mnto paying him,
and the busy notary, Robertin, who pays antiquated compliments, mmgled
with words of his profession, and defends his honesty when 1t 15 questioned.

The introduction of these minor characters, references to the war m

18 Lintilhae, Histowe, IV, 132, holds that the most characterstic expression of
Regnard’s comic fancy 18 found in the hnes (III, 11)
Ménechme Laissez mo1 Ju1 couper le nez
Valentin Laisaez le aller
Que feriez-vous, monsieur, du nez d un marguiilier?
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Flanders, to travel by coach, to the delivery of baggage, to matrimonial
arrangements and questions of inheritance give the play a considerable
study of manners, While Paris seems to some a center of culture and refine-
ment, 1t 1mpresses quite differently the visitor from Picardy (I, 2) :

La, I'epée 4 la mam des archers malfaisants,

Conduisant leur capture, insuitent les passants

Un fiacre, me couvrant d’un déluge de boue,

Contre le mur voismm m'écrase de sa roue,

Ei, voulant me sauver, des porteurs whumains
De leur maudit biton me donnent dans les rems

The play 1s well constructed The action 15 unified and the interest
steadily increases. Scenes of mistaken identity, absent from the first act,
ere found 1n all the others and reach a climax m V, 5, after which the
brothers are seen together for the first time and the solution 1s obtained,
Except for the strange chance that the elderly woman who loves the
Chevalier should be the aunt of the girl who has been thought of as a
suitable fiancée for the Chevalier’s brother, and the equally pecular eircum-
stance that the brothers reach Paris at about the same time, the events are
reasonably probable. The tone 1s comic throughout **

The play was cordially received by the pub'ic, though the actors seem to
have had some difficulty 1n staging 1t, perhaps becanse 1t was not easv for
them to represent 1dentical twins. It was presented to them on Dec. 2, 1704,
agumn on Jan, 13, 1705, Though 1t was accepted, the actors did not fix &
date for playmg 1t until Sept 19 of the latter year, so that 1t was not
acted until Dec 4 It was presented twelve times m that month, eleven
times 1 1706 By 1791 1t had been given n every year except four Tt
remamed m the repertory of the Comédie Franguse until 1907, with »
record of 541 performances, ranking fourth in thig respect among s
author’s plays.

According to the Gazette de Rotterdam,™ 1t won applause both at court
and at Pans and was thought to be as witty as any <omedy that had ap-
peared since the death of Mohére A writer mn the Journal de T révous *°
was less enthumastic e admitted that Regnard had succeeded n the
substitutions he had made for scenes m Plautus’s play and had avorded
monotony, but he held that he had not always respected the proprieties,
that his diction was not exact, and that there were no characters i the play

17 Regnard’s use of older plays for comic effect, especially noticeable m his
Legatasre, 18 exemphfied 1n les Ménechmes, V, 6, when the Chevalier offers to divide
the inheritance with his brother and the latter exclaims, “A ce dernter traat i je
reconnols mon frére,” parodying le Ciud, v 264

18 Cf the fréres Pariniet, XIV, 374, and Fourmer, op eat, pp Ixxniin The latter
states that the first performance earned 1807 francs, 18 sous

1* Quoted by Mélése, Rép, p 218
29 Cf the fréres Parfaict, XIV, 375 8
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He explamed that he meant by characters persons who give us horror for
vice or who rouse us to acts of virtue. Certanly from this pomnt of view
Regnard stands condemned, but, if we are not seeking moral 1struction,
we may heartily enjoy the dramatist’s galety and will not be shocked by
his easy-going morality or his occasional disregard for the proprieties and
for rules of prosody.*

Regnard’s last five-act play brought him one of his greatest triumphs,
Lr LicATAIRE UNIVERSEL,?? written 1 the tone of a farce, 15 as gay and
lively a production as any that its author composed. It 18 highly remniscent
of Moli¢re. The imitation of le Malade rmaginaire 15 obvious 1n the rdles
of Géronte, Lisette, and Chstorel, while there are minor borrowings from
other plays by Moliére and by other dramatists.?®

There has been much discussion about the mspiration for the important
incident of the will, presented m Acts IV and V2 An allusion m the
thirticth canto of the Inferno to Ghanm Schicch: brought from the com-
mentators a tale that corresponds closely to Crispin’s impersonating Géronte
m the presence of Eraste and the notary and to his remembering his own
interests in the false will, to the lawful heir’s disgust Toldo showed that
a stimilar storv had been related by Marco Cademosto da Lod1, and Altrocch:
added a reference to Nicolao Granucer These sixteenth-century writers
may have followed Dante’s commentators or they may have found the story
elsewhere

Tt has also been held that the episode was based on an incrdent 1 real
Iife  Shoitly after the plav wae first acted, the Nouveau Mercure yomted

1 Many persons who were not shocked must have been present at the very success
ful performance of the play that Sarcey attended m 1885, cf Quaranie ans de
thedtre, Pamig, 1900, 11, 229 36

2 Paris, Prerre Rihou, 1708 and 1714, 12° Repubhshed, veuve P Ribou 1741,
Duchesne, 1775, Barba, 1820, Sanson, 1826, Ad Rion, 1888, Roulanger, 1894,
Hatier, 1926 Clasuques Quillet, 1928, Le<ot (arrangé pour jeunes gens), 1931,
Larousse, 1935, and m editions of the author’s collected works A Dutch translation
appeared m 1725 an Itahan trandlation mn 1798 For an English adaptation of
1769, Wat's Lasl Stake, f Georges Roth, RIIL, XXI (1914), 174-6

#3The seene (1, 4) 1 which Géronte tells his nephcw that he mtends to marry
the gnl the voung man loves resembles I’ 4vare, I, 4, difficulties between apothecares
and phvmcmns (11, 11) had been brought into Villierss {poticawre deralisc,
Crispins method of disgusting Geronte with his relatives 18 exactly that employed
by the valet and the surrante 1 les Petits Mawtres d'éte («f my op eat, Part IV,
p 858), verdes 9 and 10 1n III, 1, are remumscent of George Dandin, the jest m
IT1, 2 about the woman's mabihity to caleulate as an excuse for the birth of her
baby soon after her marriage, had been emploved 1in Dufresny’s Mal-assortis (cf my
op cit, Part IV pp 660 70), “ Clest & vous de sortir La maison m’appartient ™
(IT1, 2) resembles Tartuffe, vv 1337 8, “Tl w'ent alld jeler—Ou donc? dans la
trverc*—Non monstenr, st oson it (V, 4) comes from 'tmowr medecn 1, 6
The last of these and some other resemblances were pomnted out by H Parigot,
Genme et Métrer, Paris, 1894, pp 155-60, of also the letter of Théodore Remuch
cited by Sarcev, op ot, II, 247 8, and, for a possible borrowing from Brueys’s
Empiriques, Mauriee Baudin, MLN, XLVI (1931), 84-5

#Cf Toldo, RAL, XI (10804), 72 3, and Giornale storico, XLVIII (1906), 113-23,
Rudolph Altroechs, PMLA, XXIX (1914), 200 24, and Fournier, op cit
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out that, in the scene where Crispin makes the will, “on fait . . . ce quee
fait quelquefois en pareille occasion autre part que sur le Theatre? 3
Léris and Clément et La Porte declared that a ssmilar meident had actually
occurred, but they did not mdicate when or where. Editors of Regnard
have been more specific. They have stated that a wealthy man of Besancon,
M. d’Ancier, died 1 the house of the Jesuits at Rome. Members of the
Soctety of Jesus persuaded a farmer to take the place of the corpse and
dictate a will making them the heirs of the deceased but the farmer m the
presence of the notary added items that gave him a large part of the 1n-
heritance  This mcident was dramatized m the lutter part of the eighteenth
century m les Jammabos by Fenomllot de Falbaire. The story, told in
notes added to the play, was reproduced 1n the 1830 edition of Regnard and
m Fournier’s elition, Mr. Altroechi established the fuct that early in the
seventeenth century the Jesuits did nherit from the M. d’Ancier of the
comedy, but he could find no evidence that they played the trick, which
may have been borrowed by the author from le Légatawre universel 1n order
fo discredit the Jesuits One may conclude that Regnard did not invent the
eprsode and that 1n some way 1t 1s related to the 1neident told by the Dante
commentators, but from what particular source Regnard derived 1t remains
undetermined.?®

The principal character 1s not, as the title implies, th> herr, but the old
man from whom he hopes to 1nherit # Iake Argan Géronte takes much

15 Quoted by the fréres Parfaict, XIV, 475

28 The fact that he brought Géronte to Life was criticized by both Toldo and
Altrocchy, but they seem to be oblivious to the fact that for the prinapal character
m a comedy to dre wonld be without precedent on the French classial stage and
would Tuin the tone of the play No one with a feeling for the comic can regret
the situation when the supposed dead man hobbles into the room

7 Geronte 19 a wo 1lthy mvahd, cared for by hus servant, Liselte who loves Crispin,
valet of the old man’s nephew, Eraste This young war loves Isahche, daughter of
Mme Argante, who will allow him to marry her if he 15 to be Gerontos légataire
universel ™ The mvalid deades to marry the gnl himself, hut Mme Argante is
pusuadid to write a note refusing her consent, while Lisctte und e apothecary
assute Garonte that 1t would be most unwise for him to wed e propodes to
make Eraste his chief herr, but to leave 20000 coux each to a nephew and mece
who Ine m the provinees and are commg to visit hun (nispin angrnisen himuelf
i twn as the nephew and the miece and makes so dwngrceable un 1mpresdion
upon Geronte that he decides to leave his provinaal relatives out of s will  He
18 80 deeply moved by the stormv mtcrviews he has with disgumcd Crispin that he
falls mto a lcthargic state and 19 belicved to be dymng ntestate When the notaries
come to make his will, Crinpin disgutses himself a3 the old man directs the pay
ment of his debts, mdluding one of (rispin s, makes Fraste the rcaduary legatee,
but leaves Lisette 2000 écus m cash and Crispin an annuity of 1500 francs  Kraste
protests agninst these legacies, but he prefers to leave them o rather than to destroy
the will (iéronte recovers consciousness and learns from a returmng notary that
he has made a will He approves of the part concerming Eraste, but he objects to
the elauses relating to Crispin and Lisette till he 15 reminded that he dictated the
will and that, thanks to his lethargy, he has forgotten 1ts lauses After much per-
suasion and the return of a considerable sum of money that Fraste hid discovered
while his uncle was unconscious, Géronte allows the will to stand Eraste will marry

Isabelle, Crispin, Lisctte
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medicine and 18 deeply concerned over his health, but he 15 by no means a
“malade 1maginaire.” He 18 miserly, cautious, in fear of bemg robbed,
wery of all his relatives except Eraste, who approves of everything he says
and pretends deep emotion over the thought of hig uncle’s death. The other
leading characters are the servants. Lasette, bright and bold, an attentive
nurse, but one who 18 by no means disinterested , and Crispin, an imaginative
scamp, prepared for the part he 18 to play in mahking the will by the fact
that he had been for three years a lawyer’s clerk. He puts on three disguises,
playmg the brutal nephew, the intriguing niece, and the dyming old man.
He carries his 1mpudence to the point of suggesting that hs deceased wife
had been Eraste’s mistress and that Lisette 15 Géronte's illegitimate daugh-
ter. He works brilliantly for his master, but he does not forget his own
interests 1n domng so. Mimnor figures are the two notaries, who resemble
their colleague of les Ménechmes, determined and minute M. Clistorel,
young Isabelle, her money-loving mother, and two lackeys,

Act I 18 made comic by the racy and somewhat indecent talk of the
servants and by Géronte’s remarks about his health and his matrimonial
mientions As Act II 18 largely concerned with the plot, the author
brightened it up by ending 1t with Clistorel’s farcical scene. Act IIT 18
especially distmguished by the antics of Crispin when he 18 disguised as
Géronte’s relatives  Still more amusing 18 Act IV, which contans the
famous scene of the fraudulent will. Act V 15 less effective, though the
second scene with the notary 1s admirable, and the heirs’ comic suspense 18
well sustained. It 1s unfortunate that Regnard did not imagine a more
striking dénouement than merely to have Géronte yield to persuasion. His
acceptance of the situation, like Mme Argante’s breaking her promise 1n
Act I1, 18 so poorly motivated that 1t seems to be employed merely to give
the play a happy endmng.

The comedy 1s unified except that the scene 1n which Chstorel appears
could be omitted without loss to the plot Tess respect 15 shown for the
proprieties than mn Regnard’s other five-act comedies Not only 1n 1ts tone,
but in the absence of moral considerations, the comedy has about 1t much of
the farce TUnlike farces. however, 1t makes use of famihiar lines from
tragedv that become com:ic through the connection m which thev are
mtroduced Géronte savs of his prospective bride

Et, de son chaste amour recueillant tout le fruit »

Eraste exclaims*

Mon oncle, qu'avez vous? vous changez de visage *°

WY 7, cf Msthridate, v 1112
"], 4, cf Phédre, vv 12912
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Lasette defends her speech to Géronte :

Je ne sais point, monsieur, farder la vérité,
Et dis ce que )e pense avecque libertd *

When Géronte returns to life, Crispin comments:

Et Yavare Achéror liche encore sa proe

Regnard’s wit 15 1n these cases external to his characters, who can hardly
be supposed to have had Racine mn mind when they spoke the lmes This
1s characteristic of much of his work. He seems, for mstance, to have made
Crispin claxm to be Géronte’s relative on the ground that his deceased
Bretonne wife was Eraste’s mistress, chiefly in order to enable Lasette to
comment sarcastically (I, 1)

Owi-da, tu peux passer pour parent de campagne,
Ou pour neveu, suivant la mode de Bretagne

This 18 true, too, of Eraste’s remark to his uncle (I, 4), “ Votre bien seul
m’est cher,” and of Géronte’s medicinal love-making (I, 7).

Vous &tes pour mon cceur (omme un julep futur,
Qu doit le mettoyer de ce guil a dhmpur
Mon hymen avee vous est un sir énétique
Et je vous prends enfin pour mon dermer topique

In spite of Regnard’s subordmnating the representation of character to
his efforts to excite laughter, the weakness of his dénouement, and the -
decency of certamn lines, he produced a comedy whose irresistible galety
and the really excellent scenes of the will (IV, 6, and V, 7) won his audicnce
as did few plays of the eighteenth century. When 1t was read to seven
members of the troupe on Dec. 24, 1706, they not only accepted it, but
declared that it should be played as soon as possible La 'Thosilliére, how-
ever, fell 111, Paul Poisson was substituted, and Regnard was requested on
Jan. 18, 1707, to adjust his play to the acting of hir new interpreter, who
played Crispin ** By the time the changes were made, 1t war probably too
late for the play to be given before the summer seuson, so that it was not
acted until Jan 9, 1708 According to Fournier, the first performance
brought 1n the unusually large sum of 2246 francs, 10 sous ™

Opmions were, however, divided, as & letter 1n le Nouveau Mercure
shows, one that was probably composed not long after the first performance

oI, 4, of Britannmcus, vv 173-4

n ]V, 8, cf Phédre, v 626

3 Cf the Critsque du Légatawe, sc 2, and Mélése, Th ¢t P, p 312 for evidence
that Poisson played Crispm

3 Cf Fournmier, op oit, pp Ixxiv-vi He gives the date of first performance as
Jan 26, which Joanmdés corrects
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of the comedy.** The author objected to Crispin’s jesting about his dead
wife’s morals and about Lisette’s parentage, to Mme Argante’s sudden
change of plan, and to Géronte’s accepting the will. He had less reason to
assert that the plot ends with the second act, for the provincial relations
had still to be disposed of, and to claim that one man acts both as Géronte’s
lackey and as Mme Argante’s.?® On the other hand, the writer admired the
scenes when the will 18 made and when 1t 15 read to Géronte, and he ad-
mitted that the comedy 18 highly amusmg, although, after one has seen
it, “1l ne reste rien qui occupe l’esprit dés que le Spectacle est fini.” He
concluded that it was the acting rather than the text that made the play
popular

Just how much of the eriticism represented by this letter reached Regnard
before he wrote a defense of his play cannot be determined, but he must
bave known that 1t was accused of contaming errors in structure and morals.
His apologv took the form of a prose play mn one act entitled LA CRITIQUE
pu Licaraike * TIn writing 1t he employed the method made famous by
Moliere’s Crifvque de 1 Ecole des femmes. e has the Légatawre discussed
by persons who attack and defend 1t He lays his scene, as other dramatists
had done 1n the theater, but his playlet 18 unusual i that 1ts action takes
place at the end of a performance ** The eritics are represented as pedantic,
jealous, 1gnorant, ot prudih  They have not seen the Legatmre, or they
are too much concerned with other matters to watch a performance mtel-
hgentlv o1 they cannof foymulate their objections  Some object to refer-
ences to w1dowhond, to a posthumous ¢hild, or to the meaning suggested by
Lasette for the word wnferloguée ™  The poet cites Arstotle and the Code

s Feb, 1708, pp 11042, cited n part by the fréres Parfarct, XIV, 467-78 The
latter writers note that, though Geronte dedlares (1I, 6) his Norman nephew to
be his brother s son, Crispin, when disguised as this nephew (III, 2), elaims to be
the son of Gérontes swsler Tt 18 not Crispins shp, as Géronte fails to notice 1t,
and consequently must be due to Regnard's negligence In the Garmer edition
the text of 11, 6 has been altered so that there 1s no 1nconsistency between the two
seenes  Regnard alao makes a slip 1 111, 9, when Eraste 14 surprised to find that
Crispin had been disguised, although he had recogmzed ham n TII, 7 Tlus error
13 pomted out 1n the Garnier edition

®The text mndicates that there were two lackeys, though only one 1» mentioned
m the list of chuactets

¢ Parss, Pretre Ribou, 1706 and 1714, 12°  Republished 1n editions of the author’s
collected workw

7 An acton announces a tragedy for the next day, le Légataire for the day after
that The (hovalier protests that he does not wish to see 1t aguin A countesa and
4 pact aticize the play whale o maquis defends it M Bredowlle a financer,
approves of 1t hecanse he has enjoved 1t An apothecarv named (listorel expresses
Tus mmdignation at being put on the stage and discusses the matter so anguly with
the actor who had taken the part that thev come to blows The countess mtervenes,
sends the apothecary back to s shop, and mvites the actor to a dance They will
lcnve i her carnage, which the poet has had brought o the door of the theater

*f 1, R

Et vous avez souffert qu'on vous interloquit?
Une femme d’honneur se voir interloquee!
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Justinuan. He claims that the play 15 worthless because 1t 13 built round a
will made by a valet, who, as he depends upon another, cannot, according to
Justinian, make a will M. Chstorel, supposed to be & real apothecary,
protests against the ridicule that 1s heaped upon his profession.

Regnard’s admirers make no specific replies to most of these charges, but
the financier msists that the play must be good, as he enjoyed it immensely,
and the marquis (sc 4) defends both the dramatist’s conception of his art
and the structure of the Légatasre.

1l n’est pas question, dans nne comédie, du droit romain m de Justmnen 1l a'agt
de divertir les gens d’esprit avec art Le premier acte expose le sujet, le second
faurt le neud, dans le trosieme commence 1action, elle continue dans les smvents
tout concourt & I'événement, 'embarras eroit yusqu'a la dermidre scéne, le dénofiment
est tiré des entrmilles du sujet

These claims aie, as I have shown, not altogether justified, but they are
mteresting as revealing Regnard’s 1deal of dramatce composmtton He
brings out i his (rifigue the great popularity of the Legataire, which
caused the strects to be blocked and drew so many spectators that i1t was

; at,
hard to find a good place 1n the theater So tiue was this that, although
Regnard sacrificed his 10yalties to have 1t acted,? the ('rifigue secmed super-

q P

fluous Played first on Feb 9, 1708, 1t was acted only three times. As a
dramatic composition 1t 1s mmignificant. The characteriza‘*on 18 poor and
the farcical scene between the two Clistorels 1s out of Leeping with the
rest of the production Tts falure did not dimmish the <uccess of the
comedy 1t was written to defend Le Legatntre was acted twenty-three
times 1n 1708 and became, next to les Folies amoureuses, the most frequenily
produced at the Comédie IFrangaise of Regnard’s plavs and of all plays
written 1 the eighteenth century By 1920 1t had had at that theater no
less than 960 performances, hy the end of 1934 no less than 988

Regmard did not hive to see much of this ttrumph e died on Sept
4, 1209 Take Mohére he had worked almost to the end and had, m his
last decade shown no dimimution i his knowledge of the theater and hs
gatety of spiit Tt 1s even posetble that he continued to compose seenes

2 Thig fact waa hroucht out by Fournter, op it p lwxvin He quoted the
Regstres to the effect that, at a meetimg of the troupe on Fed 8 1708, Regnard
proposed to add the ('ritigue to the Léoatarre, and the actors, followmna the prec edent
catablished on Jan 18 1700, when they agrecd to play Reguard « Relowr amprcin
befare his Démorrite had completed 1ts first run, aceepted the author’s propo<al, but
on condition that he would recerve nothing “de la grande m de la petite, du jour
qu'on commencera & la jouer” To this Regnard gave i consent, although the
Legatawre had earned m fourteen performances nearly 20,000 francs for the troupe
and himself and might have continued to make money for him 1f ke had heen withing
to have 1t played without the Critigue He was, however, i <omfortible (yreum-
stances and had earncd a considerable <um from his plays acted at the Comédie
Francase Couet estimated 1t at 7698 frame, 9 sous 6 demimrs, «f Journal des

débats, Sept 9, 1909, cited 1n RHL, XVI (1909), 853
¢ Cf E Champion, loc cif
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after he had completed the Critague, for at least two productions have
survived that may have been written in the last exghteen months of his hife,

Fournier published four les Soukaits, les Vendanges, le Marchand rids-
cule, and U'lle d’Alcine, There seems to be no reason to doubt the authen-
ticity of the first two, as they had already been published m 1731 with other
Plays of Regnard by the widow of his printer, Pierre Ribou. Fourner,
though less sure about le Marchand mdicule, published 1t as an “opéra
comique représenté & la foire Samt-Germain en 1708, piéce médite, d’aprés
un manuserit de la Bibliothéque Nationale” Now this manuscript had
already been published i the Dictsonnare des thédtres, 111, 304-11, of 1756,
without indication of authorship, and had been listed m the Catalogue
Soleinne, no 3402. Fournier was not aware of these facts, for he calls the
play “médite,” fails to mention the Dicfronnarre, and refers only to I11, ¥
(& ship for II1, 6) of the catalogue.®* He misinterpreted this last reference,
stating that “M de Solemnne ” d1d not doubt that the play was by Regnard,
though 1t 18 given there merely as “ attmb, & Regnard,” and no evidence 1s
offered to support even this cautious statement Now I have discovered that
the play 1s practically 1dentical with one of the same title that 1s found 1n
a manuscript with three other farces n which Polichinelle takes a leading
rdle These are attributed to a certain Gillot and are said to have been
acted at the Foire about 1695,%2 though they may have first appeared there
ten or fifteen vears later ** They are extremely crude prose productions
written for marionettes and bear no resemblance to the work of Regnard
It 18 absurd to assign the authorship of le Marchand ridicule to hm when
the only evidence we have 15 the fact that Paul Lacroix, who listed the play
three times in the C'atalogue Soleinne, once declared that 1t was attributed to
Regnard.

As for U'Ile d’Aleine, Paul Lacroix described 1t in Solemnne, 111, 27, as
“ LTsle @’Aleine, ou 'Annean magique de Brunel Tiré de I’Arioste (com.
et prol pr), avec une parodie d’Tphgénie Par Regnard ” Ludovic Lalanne
published 1t, partly in résumé, i la Correspondance hitérawre for May 5,
18594 It was subsequently published by Hippolyte Lucas® and by

1 Cf Fourmier, op o, pp Ixve-n, 455-7

3 Cf the account of these plays 1n my op c1t, Part IV, pp 935-6 They are all
four entered m Soleinne, no 3399

4 Fournier's text differs from that attributed to Gillot only in very minor matters
and m the fact that he omitted “quelques lignes de ce dialogue & cause de sa
triviahité ¥ By “ trivialité ” he means indecency Unfortunately the chiimax of the
tale 19 found 1n the passage he modestly left out

¢ He states that the manuscript 19 entitled “VIsle d’Aléme ou UAnneau magique
de Brunel, tirée de UArwogte avee une parodie d'Iphigénte, par Regnard ”

4 Paris, Lemerre, 1867 Fournier calls this the first edition of the play He men-
tions Lalanne, but refers only to his note of June 5, 1859, in which “Aléme ” 18
corrected to “Aleine ” Neither Lalanne nor Fournier reproduces the complete play
Both give the prologue, but the parody 1s omitted by Fournier, while Lalanne gives
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Fournier. It 1s true that Poisson and La Thorilliére, who were friends of
Regnard, appear i this play as they do mn the dramatist’s Souhaits and
parody the same scene from Racine’s Iphtgénie, but this may merely mean
that les Souhaits had suggested to the author of I’Zle d’Alcine the 1dea of
mtroducing these actors and of parodymng Iphrgcnte, IV, 6. On the other
hand, no editor of Regnard’s collected plays had seen fit to publish I'le
d'Alcwne 1 the eighteenth century, or m the nmeteenth before Fournier.
As these editors had access to a list of his plays that Regnard drew up little
more than eight months before his death, 1n the presence of a notary and
witnesses,*® I prefer to follow them rather than Fournier and fo conclude
that there remain only two plays by Regnard to be considered.

Lrs Sounarrs 47 has but one act and 1s wnitten m “vers hbres.” Ata
fair Mercury proposes to grant requests A bride, a large Swiss woman
who 18 accompanied by a male dwarf, a girl dressed as a Gascon gentleman;
and a gourmand file by, but their requests are refused, as granting them
would do more harm than good. Fmally Poisson and La Thorilhére appear
as strolling players, ask to be admitted to the troupe of the Comédie
Francaise, and give a brief performance, m which they parody Iphigéme, to
demonstrate their value as actors Mercury finds that they will do well to
avord Parie and return to the country, for

11 vaut mieux &tre enfin le premier au willage,
Qu’étre le dermer 4 Paris

Poisson proposes to become a Swiss actor, Mercury calls attention to the
fact that none of his petitioners has asked for virtue or wisdom and advises
all of them to laugh, sing, and dance, leaving to Jupiter care for the
morrow A dance ends the play

This slight production may have been written, as Fournier suggests, for
performance at Grillon, where Regnurd mncluded Powsson and La Thonl-
hitre among his guests The tone 18 ghly satirical The preliminary
scenes lead up to the fifth, m which the two actors appear and miroduce the
nner play, les Amows de Mars ef de Venus, which La Thorlhére claims
to have wnitten. In this playlet Venus and Vulcan talk in ¢ vers Iibres,” then,
while Vulean remains alone, the actor who plays Venus leaves the stage to

only 1 résumé a large part of the e1x remaimng scenes The parody 19 quite different
from the one in lcs Souhaits and 18 by no means close to Racine FExcept that m both
U'Ile d’Alcine and the tragedy a scene i verse describes a violent altercation hetween
& man and his danghter’s lover, there 1s hardly any resemhlance to Racime One
could not guess that 1t 18 a parody if La Thorilhére had not called 1t m the prologue
“une espéce de parodie d’une scéne d’Iphigéme”

4 This hist was first published mn the edition of Regnard’s works that appeared
at Brussels 1n 1711 It 1s mentioned 1n the Catalogue Solewnne, no 1539, 1n Brunet’s
Manuel, and by Fourmer, op cst, p Ixxix

4 Paris, veuve P Ribou, 1731, and 1n collected editions that appeared subsequently
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return, {ransformed into Mars, and speak lines from the réle of Achilles
m Iphigéme, IV, 6, to which Vulcan replies with verses from the réle of
Agamemnon, When Mars-Achilles has made his exit, Vulcan recites a few
lines mmtating Iphiginie, IV, 7. The parody 1s cleverly executed, but it
was better adapted to presentation at Grillon than at the Comédie Frangaise,
where the play was never acted.

The other comedy was apparently meant to run to five acts, but only one
of them was finished, The completion of the play may have been prevenied
by the author’s death What remains of 1t 1s entitled LEs VENDANGES oU
1E BaiLiur p’ANIERES*  Regnard, who had condescended to become a
bailiff himself, may well have noticed characteristics among his colleagues
that would lend themselves to comic reproduction. The list of chaiacters
shows that there were fifteen persons 1n the play Trigaudn, his wife, his
daughter, s servante, his clerk, his daughter’s lover, and two peasants,
all of whom appear mn the single act that has surined, also the lover’s valet,
called Champagne, a procureur, named La Serre, a procurcuse, & greffier, a
greffiére, a notaire, and a commissaire The first act shows Trigandn’s
plan to marry his daughter, her lover’s proposal to carry her off during a
peasant dance, hus engagimg Trigaudin to defend a supposed friend if he
should be accused of abduction, and the report of the peasants about a
murdered man and pigs  The four lost acts, if they ever existed, must have
brought 1n the characters that do not appear 1n the first, must have estab-
lished some connection between the elopement and the legal proceedings
relative to the murder, and must have ended with Léandre’s obtamning per-
mission to marry Bahet by means of the document he has paid Thigandm
to sign **

The protagonist, whose name 1s that of the chief character in Montfleurv’s
Trigaudin.™ 15 presented as stupid and authoritative, willing when hribed
to “fane gaunchir les 10187 proud of s amhitv a< a pleader and versed m

8 Paris, veuve P Ribou, 1741, and 10 collected editions that appeared subscquently
It was published separately by Lowis Lacour, Paris, Dentu, 1855

4° Triguudin mssts upon entertammng Parwsian friends at vintage time mm order
to marry biy daughter, Babet, to a procureur, although his wife complains about
the expense mvolved We learn that Babet Joves Léandre, who has the help of
Towmon and the clerk and has proposed an elopement When Trigaudin finds L{andre
at lus home the voung man pretends to have come to comsult him 1 the interests
of a friend who plans to abduct a girl from the keeping of her tvrannical father
Trigaudm at first refuses to consider the case, but, when Léandre gives hin a purse,
he relents, agrees to serve, even to sign a statement that he believes the abduction
to be justified, and boasts of his legal skill The peasants, Guillot and Mathieu,
report that a man has been murdered and that a peasant who was driving pigs to
market has heen locked up as well as his pigs  Trigaudin 18 much mterested untal
he discovers that the supposed murderer 1s a peasant, but, when s clerk informs
him that the accused man had a drove of pigs, he agair changes his attitude and
becomes eager to take the ease The act ends with Toinon’s announcement that

Trigaudin's “ bidet est tout bridé la-bas »
% Cf my op c1t, Part 1V, pp 4226
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the pompous methods already dramatized by Racime in les Plaideurs. He
recites the opening hines of a speech he had made on the subject of & lost
donkey (sc. 11):

Quand le grand Annibal et les Carthaginots,
De deux consuls romams triomphant & la fous,
Portérent la terreur au semn de I'Itahe,

Et couvrirent de morts les plames d'Apulie,
Quand ce fils d’Amilcar, etc

His wife 15 shown only as an economical person who cites the prudent
maxims of her husband’s grandfather i1n order to support her contentions,
but who 15 obliged to yield to Tgaudin’s desires The other characters are
cautious Babet and her lively attendant, clever Léandre, active m planning
the abduction and m deceiving Trigaudin, a clerk who 1s weary of the law
and wants to enter the army, and two peasants who express themselves with
great difficulty and employ an amusmg patoils These characters and those
that do nut appear might have composed the cast of an entertaining comedy,
but, as only one act has survived, 1t 18 1mpossible to say how well Regnard
would have worked out his plans Fournier records that the play was acted
on March 135, 1823, at the Porte Samt-Martin theater and that 1t was un-
successful, as well it may have been 1n 1ts unfinished condition

The plays not acted at the Comédie Francase or at the Thédtre Italien
add nothing to Regnard’s reputation, which rests primarily upon Attendez-
mo, le Jouweur, le Distrart, Démocrile, les Foles, les Ménechmes, and le
Légalarre  Some years ago there was much discussion about his place mn
French drama Certain cnties found him lacking m ormgmality and mn
knowledge of the stage. Others commented upon his superficiality, his
lack of respect for the proprieties, his oceasional departuies from correct
prosody But no one can deny the essential galety of his comedier, or that
from time to time he indulges m a burst of poetic fancy that creates
memorable passages. Ile was, to use an expression attributed to JFulrus
Caesar, a halved Molicre This 15, perhaps, sufficient prawe 1t would have
been approved by Voltaire, who patd him this tribute- ®

Moliére est le premier, mais 11 serait mjuste et ridicule de ne pas mettre le
Joueur & cbté de ses meilleures pibces Refuser son estime aux Ménechmes, ne pas

s’amuser beaucoup au Légataiwre umversel, serait d’un homme sans justice et sans
gofit, et qm ne se plait pas & Regnard n’est pas digne d'admirer Molitre

81 Moland edition, XXII, 247

16



CHAPTER XIV

MARC-ANTOINE LEGRAND

With the exception of Dancourt, Legrand ! was the only active member
of the Comédie Francase troupe to wnte plays in the first fifteen years
of the century. Before he joined the company he had composed six hittle
comedies, had acted in the provinces and m Poland, and had written a
Dwertissement en musique pour le Retour du Rov & Varsome, an operetta
with a ballet, probably produced in 1700-12 His acting was tested at the
Comédie Francaise on March 21 and June 27, 1702, and he became a
member of the company on Oct. 18 of that year, but 1t was some time before
he returned to dramatic composition Perhaps the delay was occasioned by
bis travels and by the burdens placed upon a new member of the troupe.

In 1707-13 he produced seven one-act comedies and assisted in the com-
position of an eighth. They are written in verse or in prose, are often
farcical, sometimes end 1n a dwerlissement, and deal with various classes
of the society in which he hived. He owed somethmng to Mohiére, though he
never learned his art of depicting character, and something to Dancourt,
though he was far less varied in his representation of manners. His chief
concern was his plot, despite his slight regard for probability and the weak-
ness of several dénouements. His satire shows considerable ability and 18
sometimes personal. He had learned how to entertain an audience, as an
actor should, and achieved considerable, 1f temporary fame as a contributor
to the repertory of the Comédie Francaise,

His career as a Parisian dramatist began with a one-act comedy in verse,
La FEMME FILLE ET VEUVE,? a shight production, farcical in tone. wath
emphasis placed upon the intngue at the expense of character and dialogue.

1Cf M S Burnet, Marc-Antowne Legrand, acteur et auteur comique (1673-1728),
Pans, Droz, 1938, and my op cu, Part IV, pp 86271 Documents pubhished by
Campardon, les Comdédiens du ros, Paris, 1879, pp 24-5, 206, show that 1n 1711-2
Legrand was living on the rue du Regard

2Cf Burnet, op ait, pp 10-1

? Pans, Pierre Ribou, 1707, 12° Republished, Parig, Duchesne, 1773, 1n editions
of the author’s plays of 1731, 1742, and 1770, and 1n the Fin du Répertowre of 1824

40n a trip to Bordeaux Oronte meets a Gascon and a Limousin, engages his
daughters, Elise and Angélique, to them, and exchanges with each man papers
promjsing that 12,000 francs will be forfeited by the person who breaks the agree-
ment When Oronte returns to Paris, he makes the girls desperate, for they want
to marry Philidor and Dorante, but, though penitent, he 1s unwilling to sacnifice
the 24,000 francs of the contracts Fortunately the girls have a cousin, Hortense
recently married to Laisimon She bids them give the provincials a chilly reception
and plans with her husband and the servants, Lisette and Valentin, to win back
Oronte’s dédits  To do this she pretends at first to be a wealthy wnginue, just out

of a convent, then to be a rich widow, and wins the hearts of Dardibras, the Gascon,
and of Fatignac, the Limousin After each has given up his contract, she finds them

284
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It reads as 1f 1t were wnitten for the actress who appears in turn as wife,
unmarried girl, and widow, and whose role dominates those of her comrades.
We learn that as a child she had been bright and “ mahcieuse.” Now that
she 18 happily married, she 18 moved by a desire to help her cousins and
to find amusement for herself. In order that we may not be surprised by
the ease with which she procures mourning for her disguise as a widow, she
18 made to appear 1n black out of respect for a recently deceased aunt-in-law,
She has hitle difficulty 1n winming the young provincials, who are aghast
at her ability to appear (sc. 18)
Et fille, & veuve, & femme, & Diable qu1 t'emporte,

Visage a-t-1l jnmais changé de cette sorte’
Innocente, aflhgée, emjouce, est-ce assez?

Oronte’s prospective sons-in-law are presented as penmiless and unin-
telhigent seekers after dowries, quife ready to marry the highest bidder.
Dardibras 1s described as follows (sc. 9)

Le sourail bien marqué, l'e1l vif, le nez bien fait,

Le corps droit, toutefors tant so1t peu sur la hanche,
Et que la téte aussi sur I'épaule un peu penche,
Cest le bon aiwr, la jambe & les pieds bien tournds,
Le chapeau sur loreille & tantot sur le nez,
L'estomac débraillé, la mamm dans lu cemnture,

Et I'esprit enjouéd

1le swears with Gascon oaths and brags of s twenty chiteaux on the
Garonne, his nobility, and his success with women Fatignac, the Limousin,
resembles him, but he has a less prominent rjle He claims to be a baron
and to have bad many amorous adventures, wuich, however, do not protect
him agamst the wiles of the supposed widow. The seivants are conven-
tionally clever Valentin” shows some ahility as a raconteur and makes
an 1nteresting allusion to a contemporary tragedy.® The other characters
are given little to say, but enough to show the absurdity of Oronte’s behavior,
well brought out 1n one of hus speeches to lus daughters (sc. 3)
Ecoutez, mes enfants,
Les dédits sont chacun de douze mille franes,
Je ne saurals payer unc somme s forte

Epousez ces genms-ct toujours, que vous mmporte?
Alles, une sutre fois, je vous chowsirar mieux

together and laughs at them Oronte returns the contracts they have given him and
pays their way to the place where he had met them Then he gives his daughters to
the men they love

5 This name had recently been given by Regnard to the valet of les Ménechmes
Legrand was to use 1t 1 his next play

€Sc 12 “ Elle allait dire un songe Auss: beau que celm de Thyeste” The editor
of the Fin du Repertowre 1dentifies this as an allusion to Crémllon’s Atrée et Thyeste,
first acted less than three months before Legrand’s comedy



236 SUNSET: A FISTORY OF PARISIAN DRAMA

Legrand shows hittle onginality, for the tricking of provincials by Parisians,
the use of a forfert, ridiculing a Gascon, employing disguise and clever
servants were all themes very famihiar to his audience. The obstacles are
too easily overcome. Oronte has no pride 1n his folly and 18 ready to yield
1f he 18 secured against financial loss The Gascon and the Limousin fall
with incredible promptiness into the traps prepared for them. A more
experienced author would not have been satisfied with so feeble a plot, or
failed to produce more comic scenes. Legrand’s five years at the Comédie
Frangaise had not yet made him an abler dramatist than he had been when
he wrote for a traveling troupe at Liyons. First produced on May 26, 1707,
his comedy was given fourteen times 1n a dull season,” but it was never
revived.

It was, however, sufficiently successful to encourage him to produce, the
following year, I’AMOUR DIABLE,® a comedy with more striking effects and
better characterization ® The central figure 1s Folidor, a “ souffleur ” who

"Nine of these performances brought Legrand a share in the receipts, but he
earned in all only about 150 franes according to Miss Burnet, op cst, p 87

¢ Paris, Pierre Ribou, 1708, 12° Music by Gilliers Republished, The Hague, Clos,
1710, Avagnon, fréres Brunet, 1787, 8°, Paris, Brunet, 1787, and 1n collected editions
of 1731, 1742, and 1770 Translated mto German n 1778 Miss Burnet, op o,
p 68, follows Clément et La Porte mn believing that the play was based on a real
mcident, but the assertions of their Anecdotes dramatigues are far from being
trustworthy

° Folidor 1s so deeply interested in alchemy that, faithng m his effort to produce
gold, he has stopped preparations for the marriage of his daughter, Hortense, to
young Léandre, has hept her shut up for a month, and refuseg to allow her to wed
until he has solved his problem Léandre rents a room below Folidor's apartment
and makes a hole 1n the ceiling with the mtention of rescuing Hortense He has
the help of the girl's mother, Elise, he has persuaded the music teacher from whom
he has rented the lower room to bring friends from the Opera, as he knows Folidor
18 fond of music, he has given the latter’s son, a boy named Francillon, a bar of
gold with which he 1s to deceive his father, and he has notified Hortense by letter
of s plans When the play begins, the girl and her suivante, Nérme, notice a
erack 1 the floor Soon 1t widens sufficiently for Léandre and Valentin, his valet,
to appear and report about arrangements for the marrmage Another report 18
brought by young Francillon to the effect that, during his father’s temporary absence,
he had substitnted the gold bar for the silver that Folidor was trying to turn mmto
gold He 1s followed by his tutor, Polycrasse, who, us he can be won nerther by a
bribe nor by Nérine’s blandishments, 18 pushed mnto the trap with Léandre and
Francaillon, while Valentin hides under the table, clearing the stage for Folidor,
who enters with his wife and brags that he has made gold Xhse now helieves that
her daughter will be allowed to marry, but her husband fears that the gold has
been produced by the devil, conjured up by his reading a grimowre and subsequently
seen by him 1n a dream When he hears that Francillon and Polycrasse have dis-
appeared, he attributes their absence to the devil and 18 confirmed in his fears when
he hears Polycrasse call from below the trap Valentin now comes from under the
table, declares that he 18 the devil, and threatens to carry off Folhidor unless he can
find a substitute Folidor offers his wife, then his daughter, whom Valentin declares
to be legitimate The devil promises to assume Léandre’s form and, while Folidor’s
eyes are turned away, enters the trap, from which springs Léandre The latter calls
upon spints to release Polycrasse and Francillon, who enter drunk Hortense 18
presented to Léandre and leaves with him Folidor explains to his wife that, m
order to save his own Iife, he has given the girl to the devil Musicians sing about
the lovers Valentin, Francillon, and Polycrasse explain the situation to Folidor,
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seeks to produce a high enough temperature to turn smlver nto gold and
reads from a “ grimoire.” He 1s easily deceived, hates hus daughter, sacrafices
her to hus fancy, quarrels with his wife, and greatly fears the devil. Elise
18 described as a “ maftresse femme » Her common sense and sympathy for
the young lovers contrast with her husband’s qualities as do those of Mme
Jourdain with those of Jourdain. Hortense and Nérine are the familar
young herone and attendant, but Léandre 1s an unusually 1maginative and
enterprising young lover, Polycrasse 1s a type of Latin-speaking pedant that
had been absent for some years from French plays, and Francillon 18 the
second child to appear on the eighteenth-century ¥rench stage The boy is
whipped by his father, 15 unhappy in s home, and hopes to enhst m the
urmy as soon as he 18 old enough. He shows his cleverness by tricking
Folidor and finds the wine he 1mbibes while down the trap greatly to his
taste. The only remaiming member of the cast, Valentin, collaborates with
his master, impersonates the devil successfully, gets the better of Polycrasse,
and shows much wit 1n his remarks

The play 18 well constructed, offers considerable variety in 1ts scenes,
appeals to the eye by the use of the trap, and ends in a diwwerfissement. Its
theme of alchemy was relatively fresh, as, though used several times in the
seventeenth century,’ 1t had not been extensively employed since the
Souffleurs of 1694 A centic in the Mercure de Trévour '* noted the large
number of jests based on the use of the word diable 1n conversation * He
held that Francillon talked too much like an adult and he deplored the
absence of edifying characters. He seems to have been bhnd to the fact
that & moral can be found in the satire upon alchemy, though Legrand’s
purpose was primarily to amuse. It 18 obvious that he succeeded 1n enter-
taiming audiences both 1 and outside of Pams, lor his play was acted 133
times at the Comédie Frangaise, from June 30, 1708, until 1781, and 1t was
performed 1n the liow Countries, Germany, and Poland.®® It prepared the
way for a still more popular production

This was 1.4 FAMILLE EXTRAVAGANTE,'* agamn & comedy 1n one act and

who, m return for having his fear removed, pardons them and rencunces alchemy
The play ends with a dwertissement offered hy the musicians, Valentin, and Francillon

10 Cf “the references 1 my op cit, Part V, p 1556

1 Cited by the fréres Parfaiet, XIV, 485 90 ,

13Cf sc 7, “Allez vous-en au Diable ¥, “que le Diable m’emporte”, se, 9,
“ (’est le Diable”, “ Donner ma fille au Diable”, “ qu'elle aille au Diable”, “Ils
se donneront tous an Diable pour lwi plare”, se 11, *du vin du Diable”, sc 14,
“la musique du Diable ” Perhaps 1t was on this account that a critic was shocked
upon reflecting that “on y joue la cramte du diable qui est un des préceptes du
christianisme ”, ¢f L Bourquin, op cit, p T4 (the title of the play appears i this
article as L’Amour du owl:la(l}g 0

3 Cf Burnet, op cst -

1 gans:‘ PrerrepRlbo;l,p I;709, 12° Musiec by Gilliers Republished in editions of
the author’s plays, 1731, 1742, 1770, m Auteurs du Becond Ordre, 1808, m the
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1 verse. The materials of which 1t 18 composed were not new. The theme
of a dishonest guardian who wishes to marry his ward had been employed a
few years before by Dancourt mn his Colin-Masllard. Deception practised
1n behalf of lovers and 1n connection with a marrage contract 18 found in
Dancourt’s recent Madame Artus and 1n earher plays.*® To have a character,
addicted to the use of proverbs, agree to renounce the habit, but continue
to utter them 18 a comic element 1n Don Quizote that was to be introduced
by Dancourt in his Sancho Panga. Legrand may have been influenced, too,
by the popularity of the proverbe dramatique 1n the last years of the seven-
teenth century and the early years of the eighteenth ** His onginality in
regard to proverbs lies In his combining them with other verses to make
up the final dwerfissement.

The plot, though simple and lacking 1n probability, 18 again the author’s
chief concern.’” It 15 somewhat carelessly constructed, with most of the
exposition given n an opening monologue that exists for no other purpose.
The author fails 1o explain why Cléon’s presence 1n the house 15 of such
great 1mportance, how Lasette was able to admit him, or why, even 1f he
had been discovered more quickly, the plot would have had a different
ending. The 1esult 18 that we are less mnterested 1n the scenes 1n which the
procureur’s mother, Mme Rissolé, her daughter Lucréce, and her grand-
daughter Suzon make love to Cléon. Such scenes seem to be strung together
with hittle purpose except to create momentary amusement.

Piétremine 18 represented, not only a8 much too old for his ward, but as
thoroughly dishonest. He has cheated Cléon out of part of his inheritance.
In the contract that he has his clerk prepare for his marriage, he puts down
only & fourth of Else’s wealth, apparently hoping to keep the rest for him-
self. He proposes to avoid paying for entertamnments given to celebrate

Répertowres of 1818 and 1821, that of Petitot, 1818, that of Touquet, 1821, that of
Didot, 1823 It was translated into Dutch, 1730, into German, 1778 1t 18 analyzed
by Miss Burnet, op csit, pp 41-2

15 Cf, for mstance, le Femnt Campagnard and my op cst, Part IV, p 872

1 Cf my op eut, Part IV, pp 928-33

17 A procureur, Piétremine, wishes to marry his wealthy ward, Ehse, and locks
up his house in order to keep other men away Cléon, who loves her, bribes the
lawyer’s servant, Lisette, who conceals Jim 1 the house with s valet, Samnt-
Germam Piétremine’s mother, his sister, and s daughter all fall 1n love with the
handsome youth, whom they have seen from the window Lisette bribes Bazache,
the lawyer’s clerk, to substitute a contract marrying Elise to Cléon for one that
would marry her to Piétremine Before this substitution 18 made, Cleon meets the
three other women and, wath hus valet’s assistance, pretends to be 1 love with them
1n order to keep them from making known his presence m the house When the
lawyer at last discovers him, he sends Lisette for a policeman, but Samt Germain
disguises himself as a commissaire and pretends to arrest Cléon Before he leads
him away, Elise brings the contract, which Piétremmne has signed as her guardian
while thinking he was signing as her future husband In this way the marriage of
Elge and Cléon 18 brought about The musicians, summoned to celebrate the signing
of the contract, supply the music of the divertissement, in which minor characters sing
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his engagement and marriage by entermg such expenses as 1f meurred by
law-guits he has on hand. He employs Bazoche, & clerk as unscrupulous as
he, but m 50 doing he brings about his own defeat, for Cléon, with a larger
bribe than Piétremine’s, wins over the clerk, who pockets both fees, while
threatening his employer with blackmail if he protests.

The other characters, with the exception of Mme Russolé, have hittle to
distinguish them from the young lovers, the servants, and the unattachied

women of meny comedies. The old lady 1s noteworthy for her love of
proverbs (sc. 2):

P Ma mere, finissez vos proverbes des halles,
Sentences du vieux tems fades et triviales,
On n’entend que cela dans toute la matson,
Et ma fille & ma seur les mettent en (hanson
Mme R Soit, vous n’entendrez plus proverbes, m chansons
Mais revenons un peu, de griice, 4 nos moutons

Subsequently she quotes, “Rira bien qui mra le dernier,” “1l faut
prendre la balle au bond,” and 1n the last scene four in succession
Mes enfants, mal nouveau se guérit amément,
Pour un amant perdu l'on en retrouve cent

Je sais bien que marchand qui perd ne sauroit rire,
Mais, ou Despoir m'est plus, Panour bientdt expire

Her use of proverbs piepares the way for the dwertussement, each stanza
of which brings 1n at least one proverh,'® while, to end the play, Saimnt-
Germain declares that he mvents a new proverb to praise a just and learned
Judge, “I1 juge comme le Parterre.” There ure a few references to
manners Mme Risqolé, influenced by war conditions somewhat sumilar to
those existing 1n parts of the United States \n 1944, declures mournfully
that “lon n’a jamais vu telle disette d’hommes.”?® ILasette describes
Bazoche as an ugly dwarf and regrets that more clerkr are not ke him, aa
m that case there would be no disorder 1 the homes of procureurs, and
“les enfants qu’1ls ont Jeur ressemblerolent 1meux ” (sc. ), Samt-Germamn
complamns that clerks never leave anythmg on their plates (s, 9). And
Bazoc he needs money “ Pour cesser d’étre Clerc & me faine honnéte-homme »
(sc 28)

Tn spite of 1ts careless structure, superficial characterization, and lack of
probabilty, the play contamed enough amusing scenes to make 1t acceptable
to eighteenth-centurv audiences, who must have enjoyed especially the

18 Contre fortune bon ceur, Un clou chasse Pautre, Tant va la cruche & 'eau, Le
temps passé me revient plus, Si jeunesse savort, s1 vielllesse pouvoit, Qui refuse,
muse, Il faut connoftre avant qu'aimer, Tl n'est pire eau que lTean qut dort,
L'occasion fait le larron, Les absens ont toujours tort, La fin couronne I'euvre

19Qc 1] Tt 1s 1 flat contradiction with a proverb I have just quoted from the
last scene of the play, * Pour un amant perdu Y'on en retrouve cent”
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servants’ diplomacy, Mme Rissolé’s proverbs and absurd lovemaking, that
of her daughter and granddaughter, and the theme of the trickster tricked.
The comedy was acted at the Comédie Francaise almost twice as often as
1ts predecessor, 264 times between June 9, 1709, and the end of the ancien
régyme 1n 1793. It was played at Brussels as late as 1810 and was revived
at the Odéon, 1n memory of the past, n 1895 and 1n 1921.%°

Legrand’s next comedy, LiA FOIRE SAINT-LAURENT,? 15 primarily satirical.
Dancourt, Regnard, and Dufiesny had written plays dealing with fairs and
their visitors. They had even introduced showmen. But their intention,
so far as the fair was concerned, was realistic rather then satirical. On the
other hand, Dancourt and various writers for the Théatre Italien, as well
as for the Comédie Francaise, had satirized the Opera, and Lesage had
spoken sarcastically of the Foire in Turceret. Legrand applied the methods
of those who laughed at the Opera to the materials employed by those who
had laid therr scenes at or near the Foire.

In 1708 Legrand and another actor had been sent by the troupe to appeal
to the police 1n order to prevent the actors of the Foire from giving plays.*
As such efforts were unavailing, the Comédie Francaise had brought about
the destruction of a rival stage at the Foire in February, 1709 2* The Foire
had retorted by giving parodies of les Tyndarmdes and Atrée et Thyeste, by
referring to the actors of the Comédie Frangase as “ Romans,” and by
representing them as declaiming nonsense 1n the rhythm of alexandrmes.
In reply Legrand turned to satire an the hope of showing that the entertain-
ments of the Foire were of a low order, their barkers monotonous, and their
admirers stupid.?

2 Cf Burnet, op cu, pp 1, 168-9 She also mentions performances of the play
in Poland and m Germany

# Paris, Pierre Ribou, 1709, 12° Music by Gilliers Republished, The Hague, Clos,
1710, and in editions of the author’s collected plays, 1731, 1742, and 1770 The
comedy has been studied by Miss Burnet, op ctt, pp 36, 58-9 The comparison she
makes between Legrand’s play and those of Dancourt, Regnard, and Dufresny shows
resemblances only of the most general hind

1 Cf Campardon, Spectacles de la Fowe, I1, 254-85

3 Cf the fréres Parfaict, Mémowres pour servwr a Uhistowre des spectacles de la
Foire, Paris, 1743, I, 80-56

% Thérame has won the love of Lucile and that of her aunt, Mme Raymond, but
her father, Fronimond, wishes to marry her to Dandinet, son of an old friend who
lives 1 Beauce Thérame has 1n his service a clever servant, La Verdure, Blaise, &
blundering peasant who lives in the village where Thérame 18 regarded as the
“seigneur ’, and Frommond’s servamt, Grison, bribed to work 1n lis 1interests
Thérame sends an unaddressed note to Lucile by Blase, who delivers it to Mme
Raymond The romantic old lady replies, agreeing to elope from the fair, whither,
according to Grison, the family 18 commg La Verdure, after spending there several
days and a good deal of Thérame’s money, has secured the assistance of the showmen
After Fronmimond, Dandmet, Lucile, and Mme Raymond have seen the marionettes,
they are invited by La Verdure, dressed as M le Rat, to see the  tableaux changeans *
While her friends are so engaged, Lucile meets Thérame and expresses her surprise
that she should be invited to elope Her father interrupts the conversation and takes
her off to see the armless man Blaise reports that he has carried off Lucile, but
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Fromumond 1s a bourgeois, slow of wit and infatuated with Dandinet,
who 18 still more obtuse than he. This countryman’s admiration for crude
side-shows helps to turn Lucile agamnst him and to disparage the Foire m
the eyes of spectators at the Comédie Frangaise. Mme Raymond has read
80 many novels that she has formed a romantic conception of life 1n which
reality has no part. Ready to believe that Thérame loves her, she aspires
to be the herome of an abduction. Blase’s absurd mistake 1s partially
explamed by his 1gnorance of Parisian ladies who “se peinturont tant que
Je 0’y connois goutte ” (sc. 2) His pride 1 his achievement and hie use
of patois add to the comic effect of the réle. He contrasts sharply with La
Verdure, who directs the intrigue, wins over the men of the Foire, disguises
himself, and shows remarkable dextenity when temporarily deprived of his
arms. The other characters are handsome and wealthy Thérame, energetic
Grson, charming Lucile, who gradually comes to see that elopement 18 her
only resource, the supposed Indians, and the barkers, L’Enroué, Gille,
and Braillard

The plot 18 of hittle consequence, serving chiefly to mtroduce several
amusing situations and to enahle the author to criticize the entertainments
of the Foire, which meclude * tableaux changeans,” a bull-fight, displays of
merchandise, and the antics of an armless man, jesters, marionettes, “ Dan-
seurs, Sauteurs, Voltigeurs,” an Italian Turk, Indians, Chinese, Egyptians,
and a Jap, The satire becomes personal when La Verdure appears (sc. 7)
“gous la figure de M le Rat, qm montroit des tableaux A la Foire” and

invites visitors to
Voir 11 ces Tableaux changeans,
Vous en serez contens,
Bien contens,
Trés-contens, etc

When Dandmet asks his name, La Verdure replies that 1t 13 ¢ Fatiguant »
and Fronimond comments

Auss1 Pétes vous bien toujours la méme note
Depws dix ans, pour voir une chose aussi sotte

the woman turns out to be Mme Raymond, who 18 made to wait mm a booth Her
arrival prevents Thérame from profiting from the confusion caused by Grison’s
turning over a merchant’s wares Frommond and his party are mvited nto a booth
by Thérame, disguised as an Indian There, while Indians sing, La Verdure, dis-
guised as the armless man, shuffles cards with his feet and gets the better of
Frommond and Dandinet at piquet While they are bury over the game, Lucile, her
patience cxhausted by Dandinet, goes off with Thérame Dandinet shows so httle
mterest i her disappearance that Fronimond takes hack his promise and announces
that he will give his daunghter to Thérame La Verdure now resumes his normal
appearance, arms ncluded, and sends Grison for Thérame, while Blaise, learmng
that Mme Raymond 18 not Lucile, explams his mistake and cuuses the old lady to
demand revenge Though Dandinet will complain to his father, Fromimond wall
marry Lucile to Thérame The play ends with a dwertissement supplied by La Verdure
and the Indians
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According to the fréres Parfaict,®® Le Rat, a tall man who dressed in
black and wore a black wig that came down to his belt, was so well im-
personated by La Thorilhiére that he sought revenge by announcing next
day at the F¥oire that his {ableaux changeans represented “ La Thorlliére
yvre, Baron avec la Desmare, Poisson qui tient un jeu, Mademoigelle Dan-
court & ses filles *® . . . Vous serez contens, trés-contens, &c.” They add
that this pleasantry resulted mn Le Rat’s arrest and his imprisonment
during the rest of the Foire.

The satire succeeded while Parisans were interested in the Foire, which
ran to the end of September, First acted on the 20th of that month m
1709, the comedy was given nineteen times 1 that year and was performed
every year thereafter through 1731. It remained in the repertory until
1752 with a total of 162 performances.

According to the fréres Parfaict,”® Lies AMANS RIDICULES was a comedy
n one act and 1 verse that Legrand never published except in so far as
1t was reproduced 1n the first act of le Triomphe du Tems, a play 1n three
acts and a prologue that was acted on Oct. 18, 1724 As 1t 18 now 1m-
possible to tell how much of the comedy passed into the T'romphe du
Tems, all that can be said about 1t 1s that 1t was first acted on June 1, 1711,
was played nine times m that year, and was not revived Legrand was much
more successful 1 a play which followed a few months later, but of which
he was not the only author.

There has been considerable difference of opimion about the authorship
of L’EPREUVE RECIPROQUE.?® The first claimant 1s R.2® Alain, under whose
name 1t was published 1n 1711, After his death and that of I.egrand,
the latter’s heirs declared that he had regarded the play as his They ac-
cordingly mncluded 1t among his plays when they sold the permission to
print them, with the result that 1t appeared in collections of Legrand’s
comedies 1 1731 and subsequently Maupomnt added to the confusion by
histing two plays, one by Lafont, the other, acted 1n the provinces, by Alamn
and Legrand. Beauchamps considered the comedy the work of Alam, a
“ gellier-carrossier ” who was axded by T.egrand and who died when he was
about thirty-four. The fréres Parfaict,*® who place Alain’s birth 1n 1680

35 XV, 123

¢ Thig suggests that La Thorilliére played La Verdure, Etienne Baron, Thérame,
la Desmares, Lucile, la Dancourt, Mme Raymond, her daughter, an Indienne, and
Poisson, Dandmet, who boasts of his skill at paquet

7 XV, 103

8 Paris, Lefebvre, 1711, 12°, 1 an edition without place or date, m the editions
of Legrand’s works of 1731, 1742, and 1770, Paris, Duchesne, 1773 and 1783,
Toulouse, Droulhiet, 1782, Paris, Prault, 1786, Paris, 1821 (Touquet edition), and
m the Répertowres of 1823 and 1824 It was translated into Dutch and into German
m 1779, into Itahan 1n 1798 It has been studied briefly by Miss Burnet, op cst.,
pp 39-40, 45-6, etc

** Robert, according to Beauchamps, Recherches, II, 502 3

10XV, 104 5
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or 1681, lus death on Dec 22, 1720, state that he prepared for the church,
but was obliged by his father’s death to take over his shop and become a
sadler, and that he once competed for a prize offered by the Academy.
Their remarks ndicate that one cannot reject the attribution of the play
to lum on account of his trade They hold that he wrote the comedy with
the help of a man “de beaucoup d’esprit” and that Legrand made some
changes m the text. In 1756 the Dictswonnarre des thedtres® nsmed s
third collaborator, Pierre Thierr, o lawyer then living. He 1s probably
the clever man referred to as Alamn’s helper.

Nothing was said about Lesage 1n this conuection until Paul Lacroix,*
remembering that this author’s name was Alam René, concluded that “ R.
Alam ” referred to Lesage. Ie ignored the facts that Beauchamps had
declared the “R” stood for Robert, that there 15 no ewnidence Lesage ever
called hrmself “R Alam,” that no editor of Lesage had included the play
among his productions, and that I'Epreure réciproque, like most comedies
by actors, was first acted in the summer season, whereas the plays Lesage 18
known to have written for the Comedie Frangaise were not. It seems ens-
dent that this 18 merely one of Lacroix’s many futile attempts at attribution
and should be considered worthless.®®

The attribution to Lafont 1s to be taken no more seriously. Contemporary
evidence shows that 1t was primanly the work of Robert Alain with some
help from Thierr1 and that Legrand adapted 1t to the stage of the day,
altering 1t sufficiently for him to claun 1t as his own. The case 18 similar
to several 1n which Dancourt had a hand The mamn 1deas may well have
been Alamn’s, the adjustments that only an experienced dramatist could
give, Legrand’s

The essential theme 18 that of a lover’s testing his beloved Ly disguising his
gervant as a gentleman, one as old on the French stuge as Scarron’s Hérser
mudicule Tt 15 renewed here by having the woman 1 the case disguise her
servant as a lady 1n order to test the man she loves at the same time that
he 18 testing her The authors doubtless knew such related plays as les
Précreuses mdicules,® Chappuzeau’s Académie des femmes, Montficury’s
Dupe de sor-mesme, and Hauteroche’s Bourgemses de qualité, but 1 these

31V, 461 Claude Parfaict added a note to the effect that he and hs brother
were not allowed to make this stutement till after Vol XV of their Histowre was
published

22 Solewnne, no 1650

12 He was followed by Goizet, as Miss Burnet (op o, p 40) shows, though she
d1d not realize that he was borrowing from Lacroix Henr1 Cordier, Esses biblro-
graphique sur Lesage, Paris, Leclere, 1910, p 308, hists the play as if it were
by Lesage The catalogue of the Bibliothéque Nationsle, after mentionmng the play
under the names of Alain and of Legrand, attributes it to Lesage (=R Alam)
and Legrand

2:In UEpreuve réciproque, as 1m Molitre’s play, the valet, when his identity 18
revealed, tries to explain his disguise as due to a bet
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the disguuse 15 1nspired by a desire for revenge, or by the hope of making the
decerved woman release a man, whereas here, as 1n Scarron’s play, we have
a test. In none of the five earhier comedies had the disguise been employed
to deceive 8 man, m none of them had a similar deception been employed
both by a man and by a woman, and 1n none had the opponents remaned
genunely mn love. By introducing such elements as these Alamn and
Legrand wrote what was practically a new play.*

The atmosphere 18 that of a faghionable salon, made gay by the costumes
and by the handsome gfts the lovers have received. Mme de Falignac, who
presides over 1t, had once been a soubrette, but she had married a “con-
selller de province,” 18 now a widow, and increases her fortune by gamblmng.
8She 18 an amiable person with considerable tact and knowledge of the heart.
Velére and Philaminte are aristocrats, genminely i love, but doubting each
other because love 18 rere m the soczety i which they live. Frontin and
Lasette are clever and cynical servants who have learned how to ape their
masters. The valet sprinkles s talk with proverbs, as does Mme Rissolé
m lg Famlle extravagante. s disgmse and Lisette’s make possible
satirical remarks about a financier and about a titled lady who 18 willing to
gell her rank for a fortune. The only other character 18 Criguet, son of the
coachman m the home where Lisette 1s employed. Ile serves chiefly as &
messenger and to deceive Valére 1n regard to the false countess.

The action moves swiftly, 15 perfectly unified, remarkably symmetrical.
The dialogue 15 clever. Frontin describes Mme de Falignac’s home as a
place of meeting for

des Comtes, des Comtesses, des Marquis, des Marquises, des Présidents, des Prés1-
dentes, des Abbés, des Abb Que diable saws-Je?

Mme de Falignac asides (sc 4), “cette épreuve réciproque nous va
donner la comédie en notre petit particulier” ¢ Nous en sommes au

88 Valére and Philaminte are in love, but each wishes to test the other’s affection
To do so Valére engages as lis valet Frontin, who had previously served an extremely
wealthy financier, M Patin—a name borrowed from le Chevalser & la mode He
disguises Frontin as his former master, sends Philaminte a handsome brooch in
Patin’s name, and secures a rendezvous In the meantime Philaminte disguises a
friend’s maid, Lisette, as a countess and sends her picture to Valire in a jeweled
frame All four characters meet at the home of a widow, Mme de Falignac, who is
mformed of their plans by Valére and Philaminte Indignant with the latter, Valdre
makes love to Lisette and offers to marry her, while Mme de Falignac and Philamnte
look on from & place of concealment In order to get her revenge, Philaminte agrees
to marry Frontin, while she 18 being similarly observed by Mme de Falignac and
Valére Frontin and Lisette, who do not recognize each other and who reahze that
they cannot carry out these marriages, but who are amnxious to profit by their
momentary grandeur, agree to marry Phlaminte finds them together, upbraids
Frontin, and tells who Lisette 18 Valére then triumphs over Philaminte by telling
her that she has accepted a valet, but she retorts by informing lum that the
“ countess ” 18 only & suwaente Each reproaches the other, but Mme de Falignac
assures them that they love each other Phlaminte will marry Valére, Lisette
accepts Frontin on condition he will not put her to a test
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dénouement,” echoes Frontn near the end of the play (sc. 18). Whle

they are disgmised, he and Lasette agree that their marriage must be secret
(sc. 15), for

Que dirolent le Commandeur mon Oncle, mon Frere le Marqums, mon Neveu le
Vicomte, 8’1ls savolent que je voulusse épouser moins qu'un Duc?

Fr Et ma Tante la Partisanne, mon Frere le Trésorier, & mon Cousin germam
le Sécretaire du Roi, que dirolent-1ls s’ils me voyolent pousser s1 avant dans la
Noblesse, eux qui savent e1 bien ce qu'en vaut I'aune

This bright little play 1s made of finer stuff than Legrand’s earlier
comedies Lantilhac *® saw 1n 1t a predecessor of Marvaux., First produced
on Oct 6, 1711, 1t was acted twenty times 1n that year and remained m the
repertory until 1823, longer than any play that Legiand wrote by himself.
As the total number of performances was 287, 1t was surpassed mn this
respect by only two of his comedies *

Lake I’Epreuve reciprogue, LA MFATAMORPHOSE AMOUREUSE *® 15 1n one
act and 1n prose and employs disguise, but 1t deals with sumpler souls and
18 nearer the tone of the farce 1n dialogue and devices®® The plot would
have been 1mproved 1f Severin’s consent to his niece’s marriage had been
obtained purely by means of incidents m the play, instead of resulting in
part from the death of the hero’s brother, which, though anticipated as
early as the third scene, 18 due to nothing connected with the intmgue,

" 0p eit, IV, 338, cited by Miss Burnet, op cst, p 40

37 For performances 1 the Low Countries, Germany, and Poland ¢f Burnet, op oit,
pp 168-9

%8 Paris, Pierre Ribou, 1712, 12° Repubhished in editions of the author’s plays,
1731, 1742, 1770, and in the Fin du Répertorwre, Par.s, veuve Dabo, 1824

3° Severin, uncle and guardian of Isabelle, refuses to allow her to marry Valére,
a law student, because of his poverty He dismisscs the servants who have helped
to bring the lovers together As Valdre expects snon o inherit fron u dving brother,
it would be unnecessary for him to intrigue agamst Sererin if the guardian had
not promised his niece to un elderly Norman, Bouquinart, whose arrival 1a expected
when the play begins While Valére and Isabelle arc 1n the street, discussing the
situation with his valet, Pusquin, and her dismissed surrante, Tomnette, they meet
Crispin, Severin’s godson, sent to engage & new susvante for Isabelle and a new
nourrice for Beverin's mfant The youth shows them a letter addressed to Mme
Simone, who runs an employment agency DPasqun secuies Crispin’s (ooperation
and disguises himself as the nourrice, Valtre as the suwante They are readily
accepted by Severm Meanwhile Bouquinart has arrived from Baiveux and pays
laborious compliments to Tsabelle He 18 so weary from his trip that he goes to bed
and falls aslecp Valére now urges Isabelle to elope with him to her aunt’s house,
but the garl hesitates until she 18 warned by Toinette that Severm has seen Mme
Simone, has learned of the trick, and s coming with the police The lovers leave
1 & carriage, while Crispin warns Pasquin, who appears at a window of Severm’s
home The police surround the house, but Severmn fears to enter 1t with them and
retives to a safe distance Pasquin exchanges his fermmne costume for the clothes
of the sleeping Boqumart, makes the police beleve he 1= Beverin’s prospective
nephew, and escapes The police rou-¢ Bouqmnart, force him to {mt on the garments
that Pasquin has left on the bed, and hold him under arrest till he 1 hherated by
Severm Indignant over the treatment he has received and doubting Isahelle’s virtue,
he leaves for Bayeux, while Valére returns, announces that he has inherited from s
brother, and receives Severin’s permission to marry lis niece
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The death of a brother 15, moreover, unusual as a comic motif.*® In other
respects the plot 1s well constructed.

The characters need little comment. Severin’s chief concern 1s to
marry his niece to a man of means, regardless of his age or lack of charm.
The countryman he has selected 1s said to laugh at his own jokes and 18
ghown as a boor, but he 1s far less amusing than simlar characters in
Scarron and Moliére The young lovers and their attendants have con-
ventional r6les, while the police are well-meaning officials who, thanks to
Severin’s cowardice, quite naturally arrest the wrong man

Much of the comic element depends upon the costuming. When Crispin
first appears, he has put on things that represent his new occupations “les
manchettes & le rabat du Secrétaire, ’épée & les bottines de I'Kcuyer, &
Jaurois pris dans un hesomn les tettons de la Nourrice” The latter must
subsequently have formed part of Pasquin’s costume, Both the valet and
Bouquinart once dress as & mourrice, Valére 1s disguised as & suivanie,
Pasquin as Bouginart. The cleverest part of the dialogue 18 found 1n scenes
10 and 12, when Valére and Isabelle assure each other of their devotion
with words that Severin mterprets quite differently. There 15 2 httle social
satire m Pasquin’s account of the life he pretends to have led as a nurse in
the family of a wealthy procureur who (sc. 11)

me fesoit mourir de faim, parce que malheureusement l'enfant que je nourrissois

avort le nez fait comme celur de son Majtre Clere la maudite engeance que ces
Clercs! ma vertu a bien essuyé des assauts

The action, which takes place in the street, moves rapidly and works up to
a comic climax when the house 1s besieged by the police, Pasquin escapes in
one disguise, and Bouquinart 1s dragged out in another. The play was first
acted on Aug. 6, 1712, was given fourteen times mn that year, 137 times
before 1t was dropped from the repertory mm 1789 %

It was followed by the most frequently acted of Legrand’s plays,
L’Usurrer GENTILHOMME ** The title of this comedy 1n one act and some
of 1ts satire show the obvious mnfluence of le Bourgeos Gentilhomme, but
1t 18 an exaggeration to say, as Miss Burnet does,*® that “la satire de la
famille Mananville, y compris le frére paysan, est modelée sur la satire des

4 Miss Burnet, op it , p 51, declares that “la plaisanterie n’est pas mouvelle”
and cites Dancourt’s Retour des officiers to prove 1it, but in the latter play 1t 1s the
villain who 18 pleased by the death of his relatives, while here similar sentiments
are attributed to the hero

4 For performances at Brussels cf Burnet, op o, p 168

4 Paris, Prerre Ribou, 1713, 12° Music, according to the fréres Parfaict, XV, 159,
by the elder Grandval Republished 1n the editions of Legrand’s plays, 1731, 1742,
1770, Paris, Duchesne, 1773, Ruault, 1777, Toulouse, Droulhiet, 1788, and the
Fwn du Répertowre, Para, Dabo, 1824 A Dutch translation was published 1n 1740
The play has been studied by Miss Burnet, op cost, pp 35-6, 46-7, §2-3, 58

$0p cat,p 36
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Jourdan,” for the motivation of the usurer 1z different from that of M.
Jourdain, his wife bears almost no resemblance to Mme Jourdain, he has
no daughter, M. Jourdain has no son, and there 15 no character 1n Moliére’s
comedy to correspond to the peasant, Colas. It would be more correct to
say that Legrand derived from le Bourgeos Gentulhomme his title, the
idea of satinzing a wealthy parvenu, and the type of mstruction given to
his son; suggestions for the portrayal of this young man from Thomas
Draforrus m le Malade smagwnawrs, for the portrayal of the protagonst
from Dancourt’s Second Chaprire and Agwteurs and from Turcaref. None
of these plays, however, was of much assistance to Legrand in the compo-
sition of his plot, but he may owe the method by which the dénouement 18
brought about to Lesage, for 1n s Tontine, accepted by the actors n 1708,
a valet disguiges himself as a mlitary man, storms about, and forces a
fiancé, disliked by the heroine to withdraw. L’Usurer also resembles some
of Legrand’s older plays, as the forfeit theme had been employed in his
Femme fille et veuve and Licaste’s law-suit, mentioned early 1n the play and
won at the end of 1it, 18 sumilar i treatment and function to the hero’s
inheritance 1n la Métamorphose amoureuse 4

Mananwille, son of a village school-teacher at Charonne, had, when
twenty, started his career at Paris in 1681 as the servant of a business man,
had married a peasant’s daughter, had worked with several usurers, had
become one himself, as well as an agoteur, and had bwlt up a great fortune.
He wishes to marry his son to the daughter of a noblemar 1n order to secure
“ tout Pappui possible contre les recherches qu’on aurait pii farre de ’acqu1-
sition de mes biens ” 4% ¥e has acquired a certamn polish by life 1n Pare

¢¢ Fontaubin, a nobleman whose affairs have suffered from his gamhling and from
usurers, has agreed to marry his daughter, Henrictte, {o the Baron de ln Gruaudiére,
son of M Mananville, a usurer of peasant onigmn The contract 18 to be signed on
the day represented in the comedy Licaste, whom Henriette loves, comes with e
valet, Frontin, to the home of Mananville 1 order to prevent the marriage He tells
Henriette that he has gamned admssion to the house hy hribing a servant, that he
has written to her brother, a captain, asking lim to intervene, and that he expects
to become wealthy when he wins a law smit She fears that 1t 18 too Jate, but 18
assured that her proposed marriage to the Baron can be prevented To do this
Frontin has investigated Mananville’s origin and has persuaded his piasant brother,
Colas, to come to the wedding The speech and manners of Mme Mananville, her son,
and her brother-m law disgust Henriette’s father, but he cannot break the engage-
ment without forfeiting 20,000 écus To overcome this difficulty Frontin disguises
humeelf as Henriette’s brother, storme ahout, mnsults the usurer, slaps Colas, and
demands 100,000 francs for his comsent to the marriage When a musieal entertamn-
ment 18 given as a preliminary to the syzning of the contract, Mananville 1s sur rised
to find that he and his family are ridiculed m the songs, which Frontin had com-
posed, and Henriette’s survante, Lisette, had persuaded the musicians to smng In
order to get r1d of Henriette’s supposed brother, Mananville proposes to breek off
the match Fontaubin gladly agrees The documents connected with the forfeit are
returned to their signers Fontaubin regrets that he has withdrawn his prom:ise to
marry Henriette to Licaste, who now brings the good news that he has won his
law smt and has 200,000 francs to share with Henriette Their marriage will follow,
a8 will that of Frontin and Lisette. The play ends with a diwertissement

¢ Sc 25 Mss Burnet, op cst, p 47, shows that the affairs of such persons were
mvestigated 1 1716 and that the help of a man who stood well at court was desirable
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and is ashamed of the patols spoken by his wife and by his brother, whom
he tries to pass off as a ship captamn, Apart from a brief allusion to his
exacting heavy interest for money he has loaned a widow, we hear nothing
of his business operations, nor 1s the ease with which Frontin tricks him
consistent with his alleged shrewdness 1n finance.

His wife 18 & much more comical figure. She 18 pretentious, rude to her
servants, continually saying the wrong thing and expressing herself m the
speech of her village Iler son is a dull youth, who has to be coached by his
relatives and who has profited little from the instruction he has received 1n
fencing, music, dancing, riding, and what his mother calls “ ostographe *
and “arsmétique” (sc. 5). The famly group s completed by Colas, &
friendly peasant, 11l recerved by his wealthy relatives, obstinate m his desire
to remain 1 their home when they try to get nd of him, too prudent to
resent the slap he receives from Frontin

In contrast with these persons of humble birth we are shown Fontaubin,
who has been decerved about Mananville’s family, who recognizes his mis-
take, and who conducts himself ike a gentleman except for his lingering
m Mananville’s home after he has broken off the marmage—a fact that
shows Legrand to have been more interested mn introducing the diwvertisse-
ment than m drawmg a character Licaste and ITenriette have Iittle mdi-
viduality Lisette 1s clever and impudent, especially amusizg when she
mmitates the speech of Mme Mananville “ Madame, ’allons nous en aller
Mais Paurons ’houneur de revenir tout & cette heure” (s¢ 6) The char-
acter that domnates the action 18 Frontn,*® who investigates Mananville,
brings his brother to Paris, and, disguised as a captain, breaks off the
marriage and saves Fontaubm from paymg the forfeit. Iake many of
Legrand’s valets, he 1s guick, resourceful, and witty.

The play 18 weak m verisimilitude and n the method by which the
dénouement 1s brought about, and the characters are superficially presented,
but there are excellent scenes at the expense of the upstart peasants When
Mme Mananville meets Henriette, she assures her that “ je serons tretous
ravis de vous avoir dans notre alliance,” and she admits that, as for herself
and her husband, “je sommes la politesse méme, croiriez-vous que je
n’avons point eu de peme du tout & nous accoutumer & étre de quahté?”
(se. 5) Her acquired politeness 18 put to a severe test when her brother-mn-
law arrives from the country (sc 9)

Mme M Que venez vous nous conter ic1, mon ami, je ne VOUS CONNAINRONS pas

Colas  Quoi1? Catau me reconnoit pas son hau freret
Mme M TF1 done!

4% Not Criapm, as Miss Burnet, op esf, p 48, 51, calls him three times Frontin’s
use of songs to ridicule the Mananwiile family may have been derived from le Concert
ridwcule by Brueys and Palaprat, cf my op e, Part IV, p 708
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Le Baron: Tenez, je ne vous reconnois pas non plus, mon oncle Colss.
Colas Morgué' je nme sis pourtant pas s1 changé que vous; oh han, bwn, fout
coup vaille, Je veux étre de la féte

Mme M Un paysan bire d’une néce de quahté, quelle bardiesse!

Le Baron Ou, cele est impertinent, mon oncle Colas

Colas Jarmigué, vous 8tes das ingrats, nan dit baan vrai, qu1l vaudroit mreux
qu'une C1té périt, qu'un gueux s'enrichit

The dialogue 1n the scenes in winch the Mananville famly appears, the
satirical verses at their expense, and the final diwwerfissement must have
appealed especially to sudiences that reverenced as an ideal a stratified
socrety, free from usurers and from persons who sought to change their
class. The play was first given on Sept. 11, 1713. It was performed twenty-
seven times 1n that year and, except in 1744 and 1746, was produced every
year thereafter through 1783, A lust performance at the Comédie Frangaise
was given in 1789. In the eighteenth century it was played no less than 417
times, but 1t did not survive the social changes that began to take place
during the Revolution 7

Among the authors of the period who composed more than three or four
comedies Legrand alone confined himself to plays m one act. He showed
Iittle originality, employed disguise mm all his comedies, trusted chiefly to
his plot. although, except when he was writing m collaboration, his plots
leave much to be desired Hs first play was, as I have sald. no better than
those he wrote 1 the provinces, but he surpassed them 1 I’Amour Dwble,
with its satirical treatment of superstition and its introduction of a boy,
m la Famalle extravagante, with 1ts entertaining use of proverhs, and m
la Foire Smnt-Law ent, a clever attack upon rivals of the Comédie Frangaise.
Superior to these are PEpreuve réciproque, of which, however, Alaimn may
be the mam author, and PUsurier Gentilhomme, with its entertaining
dramatization of parvenus

Legrand’s work 1n this period suggests that he was preparing to succeed
Dancourt as the principal member of the troupe to compose plays for it
This may explam why he speelalized 1n one-nct comedies, many of which
were needed, as they were played with tragedies or longer comedies, and 1t
was especiallv desirable to have them during the summer sea<on, when
new full-length plays were rarely gmiven. That he knew his audience 18
shown hy the success of his comedies m the eighteenth centurv  That they
had httle of lasting value 1s demonstrated hy the neglect it which they
fell 1 the century that followed

" For performances of the play in the eighteenth century at Brussels, 1n Germany,
and in Poland ¢f Burnet, op ¢, pp 168-0

17



CHAPTER XV

LESAGE

Lesage 18 remembered primarily as a novehist. It was probably the fame
of le Diable bosteux and Gl Blas that caused Turcaret to be revived and
helped prolong the careers of this comedy and of Crispin rwal de son maitre
Yet his plays deserve attention on their own account. Though he owed much
to Spain and to Dancourt and contributed Little that was new in material
or method to the drama of his country, five of his comedies, composed 1n
the first decade of the century, were performed at the Comédie Francaise,
two of these are among the most widely known plays of the period, and
one of them 18 1ts most dramatic comédie de meurs

He had begun his career as a dramatist by adapting o the French stage
a play by Rojas and one by Lope de Vega.! He had altered them little,
though he had written in prose, but he had gained some knowledge of
dramatic techmque, of what material should be kept and of what 1t was
wise to omit or alter When he composed his third play, Le PoINT
D’HONNEUR,? he showed similar characteristics, but he made larger altera-
tions 1 his model. His source was again a play by Rojas and again he
wrote 1n prose. No hay amigo para amigo had already supplied Scarron
with a few amusing scenes ® Lesage repeated these, but he also took over
the main 1ncidents of the Spamish plot Rojas’s comeduwa 1s a romantic drama
of love and honor, in which are presented a captain who 18 very sensitive
about rules connected with dueling and servants whose conduct contrasts
comically with that of their masters Lesage ehminated the murder that
the hero of the Spanish play has committed, reduced the romantic portion
of the comedwa, leaving out Rojas’s love orations and his elaborate com-
parisons with flowers, heavenly bodies, etc., but he increased greatly the
comic porlion, making of the captain much more a professor of honor than
he 1s 1n the original, giving new scenes to Rojas’s servants, and adding new
characters to increase comic effects suggested by the Spamard From
Scarron * he must have derived the athitude he assigns to Beatrix 1n regard

1Cf my op cit, Part IV, pp 905-7

* Among Lesage’s plays published 1 the Recues of Paris, Jacques Barows fils,
1739, prmrv, Aug 22,1738 Republished m collective editions of 1774, 1783, 1810,
1821, 1823, 1828, 1830, and 1879, cf Henr1 Cordier, Essas biblwographique sur les
cuvres d’Alam-René Lesage, Paris, Leclerc, 1910, and the catalogue of the Biblio-
théque Nationale

8Cf my op cit, Part III, p 896, note on Part II, p 459

s Jodelet souflleté, 11, 2
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to the bumliated valet. There are references to l¢ Cid, and & line (I, 17)
18 quoted from that play.

Though Lesage respected only one unity, that of time, and allowed a
violation of latson, he made some effort to follow French techmque by
reducing to three ® the number of localities represented, and succeeded m
producing a comedy that 1s more firmly constructed than No hay amago.
This 18 partly due to the fact that he paid more attention to preparation
and placed the comic scenes between the valets earlier m his play. When
his comedy was acted, 1t was in five acts, but, when he published 1t, Lesage
reduced the number to thiee “ pour la rendre plus vive,” as he declares.

The chief character, the one who makes a fetich of the “ pownt d’honneur,”
18 m Lesage’s play ® Don Lope de Castro. Léonor describes him (I, 1)
ag “s1 délicat sur le pomt d’honneur, quil outre quelquefols la matidre.
Cela lu1 donne un ridicule daus le monde,” though he 18 well horn, hrave,
and honest 1le has written a book that gives the rules “ de point d’hon-
neur” In this he describes all sorts of offenses and “ réparations possibles
et 1mpossibles ”  Men come from abroad to consult him He emplovs spies
to discover cases that may require his services, Lesage has him refer (11,
1) to a duel for which he 18 to make arrangements, mtroduces one of his
spies (111, ®), who tells him of a fight connected with a serenade, and adds
a scene (TT1, 3) m which 2 Sweihan consults lum ? He is shown mn his

5 By making one of the girls the captain’s niece he war able to do without other
places than the Prado and two apartments in the captain s houre When the action
passes from one of these to the other, laison 18 violated (III, 5G) Some of the
secenes have no commection with the plot except that they illustrate the captain’s
activities

¢ Alonse de Guzman has been for four years 1n love with Estelle d’Alvarade, who
has preferred Lms Pacheco The latter, supposed to be still fighting 1n Flanders,
has returned to Madrid under the assumed name of Carlos He has ;i «n up Estelle
for Lconor, Alonse’s mster, who has fallen in love with him In order to help his
own suit, however, Alonse has promused his sister to Estelle’s mncle, ( aptain Lope,
whose life has been saved by Luis in Flanders Léonor declires her wtention of
obeying her brother, but she 15 persnaded by her suirante, Beatrix, whom Luis has
bribed, to receive the young man in the eveming When Léonor lcuins that her
brother resents the attentions of the supposed (arlog, she rranges for their wnter-
view to take place i Estelle's apartment Meanwhile Alonse has asked Lope to help
him punish & man who has been prowling around his honse and 18 apparently seckmg
to seduce his sister Lus’s valet, Clarin, recognized by Nstelle, pietcnds, 1 order
to conceal the fact that his master 18 m Madrid, that Luis has married a girl 1n
Brussels Estelle appeals to her uncle, who promises to avenge her The captain’s
valet, Crispin, left as a sentinel, 18 slapped by Clarm, w ordered by his master to
get revenge, practises with his sword, and 15 slapped agam and beaten He makes
Lope believe he has avenged his honor Lwuis keeps his appowniment with Léonor,
recogmzes Estelle, and wishes to retire, but be 13 discovered by Alonse and the
captam Lus explamns that he is not married and that he loves Léonor Fistelle,
who had already expressed interest 1n Alonse, agrees to marry him instead of Lus
The captam approves since one of has rules 18 that the man who has loved longer
than his rival has first claim on the girl When he 18 reminded that Luis has loved
Léonor longer than he has, he withdraws his request for her hand and comments
on the severity of honor’s rules

7 The Sicihizn has read 1n a book that a man of his name was murdered by s
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relations with the other gentlefolk of the play and with his valet, whom he
mstructs 1n regard to honor. His character 15 made comec by hs ex-
aggerated interest 1n dueling and by the manner in which he subordinates
all hig emotions to his mechanical code The fact that his rival has loved
Léonor a few days longer than he makes him aesmst m the dénouement by
withdrawing his offer of marriage.

The 1mportance given to this character and the scenes 1n which a valet
who resents an insult 15 more severely msulted make of the play largely
a satire upon the “ point d’honneur.” The fréres Parfaict felt that the sub-
Ject was not one that could be appreciated in the France of Lesage’s time,
which was almost that of their own As Loms XIV had done much to
suppress dueling, 1t probably would have been difficult in 1702 to find any
such interest 1n rules of honor as had existed 1n Spain 1 the fime of Rojas.
This fact may help explam the failure of the play.

The other characters have little to distinguish them from the usual
young lovers and their resourceful attendants So greatly did Lesage
increase the réle of these servants that they are found in all the scenes of
Act I, 1n all but two of Act II, and n all but two of Act TIT They and
the captain replace Rojas’s young lovers as the center of mterest This shift
n emphasig, the use of prose, the changes 1n position of certain scenes, and
the attention paid the setting ® are Lesage’s chief contributions That they
were of little avail 1s shown by the fact that the play was acted only twice at
the Comédie Frangaise and that 1t was not performed more frequently when
1t was given at the Théatre Italien ®

In his next play, DoN CEsar UrsiN,’® Lesage returned to the methods
he had employed 1n his first two adaptations of Spanish plays and followed
closely his model, Calderén’s Peor estd que estaba This comedia had
already been adapted to the French stage by Brosse and by Bosrobert,*
but there 18 no evidence that Lesage knew the work of either His prin-

erson called Perichichichipinehi and that the murder has not been avenged He

s been unable to find anyone of that name in Italy and asks whether, if he dis-
covers no one 1 the rest of Europe, his honor may be at rest The captain advises
him to visit the rest of the world

® The scene of Acts I and IT 1s laid 1n the Prado One sees “dans I’enfoncement
un mur de jardin percé d'une petite porte” Act IIT shows two apartments in the
captain’s home The first, Lope’s own, resembles a “salle d’armes on y voit quantité
de fleurets, de plastrons et autres ustensils concernant les armes ” The other, Estelle’s,
18 lighted by many candles

® First played, Feb 3, 1702 The fréres Parfaict, XIV, 250, state that the author’s
share was 163 france and that, altered by Lesage, the comedy was given on April 10,
1725, and once thereafter at the Thédtre Itallen It then had e prologue and was
entitled UArbstre des differends

19Tt was first published 1n the Recueil of Pans, Jacques Baros fils, 1739, prv,
Aug 22, 1738, then 1n collective editions of 1774, 1810, 1821, 1823, 1828, and 1830,
cf Cordier, op cit and the catalogue of the Bibliothéque Nationale

1 Cf my op cst, Part II, pp 473-4, and Part IIIL, pp 65-6
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cpal alterations lie 1n the suppression of the second mvitation sent by
Lisards to Don Cesar, asking lim to visit her at mght, its attendant
complications, and the recovery of the man Don Cesar 18 supposed to have
killed. The action 15 consequently simplified and made to accord more
fully with the spirit of French comedy, but we are left with a rather fat
endmg, brought about in part by circumstances not connmected with the
action.

The play 15 distmctly & comedy of mingue,* an imbrogho based on a
curious series of misunderstandings A father arrests ns own daughter,
thinking she is the daughter of a friend, and entrusts her to herself. A
young map flirte with a friend’s fisncée without knowing who she 1s. This
friend questions a girl about one adventure while she thinks he 15 talking
about another. The secret on which the happy outcome depends 18 often 1
danger of bemng discovered. When all 18 over, one may well ask whether
César and Lisarde are safisfied with the mates they get, although Lesage
made some effort to avoid this 1mpression by having César declare that
Flénide still has first place in his affections and Lisarde assert that, in
mmwiting César to her home, she 1s merely satisfymg her curiosity.

Both the portrayal of character and the creation of distinetly comic scenes
are sacrificed to plot The chief importance of the play hiee m the fact that
ity lack of success scems 1o have convinced Lesage that French audiences
had weared of Spamsh cloak and sword dramas and desired plays that
would be more distinctly comie and would pay more attention to characters
and manners.

2Don Cesar Ursm, visiting 1n 2 garden at might Fléride, daughter of Prosper
Colone, Governor of Naples, has wounded s man whom he mistook for a rival and
has fled to Gaeta, where, 1n a garden by the sea, he meets lnasarde, daughter of Don
Fernand d’Aragon, governor of the town and an old friend of Colone Though engaged
to Don Juan Osomo, Lasarde 18 attracted by César Flinde has followed César to
Gaeta and taken refuge with Lisarde Her father, thinking she hus eloped, writes
to Colone requesting that his daughter and César be arrested This message leads
to the capture of César and a veiled woman, whom the governur puts, a8 he thmnks,
in his daughter’s keeping while he conducts César to prigon Lasarde, who happens
to be the verled woman, now finds herself safe in her own apartment er father
gends word to Colone that he has made the capture Meanwhile Juan, who has come
to Gaeta with the purpose of marrying Lasarde, 1s presented to her as her flancé,
As he 18 an old friend of César and has seen him i the garden hefore bis capture,
he regrets his unprisonment and offers assistume  César, mvited by Liarde to
visit her at might, gets Juan te preva:l upon the keeper of the prison o allow him
to go Though he does not accompany him, Juan discovers his presence 1n the
governor’s home and demands an explanation Cesar declares that lie does not know
Ligarde and was visiting another woman, a statement he beheves lo be true, as he
has not learned the name of the woman he met m the garden at Gaeta Juan lets
César go, but next morning questions Lisarde’s guest, finds that she knows César
and has met ham & garden He 1 convinced that lus friend 18 mnocent so far as
Laserde 18 concerned and informs Flérde that César s in town Lisarde tries to
prevent her from visiting him, but a courter hrings a letter from the Governor of
Naples stating that César’s vietim has recovered, that he may return to Naples, and
that he may marry his daughter A double wedding will take place at Gaeta, that
of César and Fléride, of Juan and Yasarde
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Don César Ursin was first given, with Crispin rwal de son maitre, on
March 15, 1707, 1t was acted only six times and was not revived. The
duchesse d’Orléans noted on March 24 that Don César was more successful
at court, Crispsn rwal ut Paris, but that neither was of much value. The
Journal de Verdun declared 1n May that Don César had been hissed, though
meny persons thought 1t deserved a better fate.'®* Lesage accepted the
popular verdict and did not agan attempt this type of play.

Lintilhac ** supposed that the first conception of CRISPIN RIVAL DE 80N
MAITRE ® came from Hurtado de Mendoza’s Empeiios del meniir because
in this Spanish play an adventurer tries to marry his benefactor’s sister by
passing himself off as her fiancé He admits, however, that incidents,
dialogue, and characters owe nothing to this supposed source. He might
have added that, as Mendosn’s Teresa says, “ no hay lacayito en la histona.”
Moreover, a lover poses as a fiancé 1n other plays that are no more remote
from Lesage’s comedy than 18 Mendoza’s, such as Tirgo’s Villana de Vallecas,
Bosrobert’s T'rois Orontes, Thomas Corneille’s Dom César d& Avalos.*®
There 1, then, no evidence that this theme was deiived from Mendoza’s
play.'” The idea of disgmising a valet as a gentleman could have come from
varioue plays other than Mendoza’s Scarron’s Jodelet maitre or Hértrer
rdicule, Mohere’s Précieuses ridicules, etc Moreover, for a valet to long
to rise m socicty had been suggested i Champmeslé’s Grisettes, Haute-
roche’s Souper mal apprété, Regnard’s Joueur and Ménechmes® Lesage
was not the first to dramatize any of these 1deas His orginality lay m
combming them as none of his predecessors had done, as well as 1 his clever
dizlogue and his rapid and well developed action *°

2 For these references «f the frives Parfaict, ATV, 440-1, and Mélése, Rép, p 217
It 18 probably the failure of this play that m<pired a 1emark 1n the 1707 edition of
le Dwble bostewr (Chap X) When it 1s suggested that, 1f Spanish plays were
translated 1 France, they would not succeed, Asmodée agrees and adds, “Il1 n’y &
pas longtemps qu'un auteur de e pay<1d en a fait la triste experience ”

#0p c1t, IV, 161 He discusses the play on this and the following pages Cf
also lns Lesage, Paris, Hachette, 1893, p 48, and Lement, op 12, 1, 130-3

3 Paryg, Pierre Ribon, 1707, 12°, prar, May 8 Republished 1n the Thédtre frangota
of 1737, in the Recuerl, Paris, Jacques Baros fils, 1739 For these and forty-six
other editions, as well us for translations, of Henr: Cordier, op cit and the catalogue
of the Babliothdque Nation e

CI my op ert, Part IL, pp 745 8, and Part IV, pp 447 50

¥ Los Fmpeios del menttr may have been thought to be the source of the play
because 1t probablv did 1m~pue an episode 1 Gsl Blas (II, 428 seq 1n the edition of
1828), which Lesage's editor believed he had taken from Crispin rual

*Cf my op cit, Part ILI, pp 768, 773, Part IV, p 741, and above, Chap XIII
Wedding garments, worn by a man for whom they were not made, play a simlar
part here and 1mm Bowndin s recent Trows Gascons

** Valére has fallen i Jove with Angélique, daughter of Oronte, and has gamned
the help of her suivante, Lisctte, who has told him that her mistress 1s engaged,
but without revealing the name of the man He appeals to his valet, Crispin, who
longs for a financial career and admires Angélique Crispin meets an acquaintance,
La Branche, who, after serving a sentence at the Chéitelet, has become the valet of
Damis, the young man who was to marry Angélique, but who has secretly marred
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The characterization 1s superior to that of Lesage’s earlier plays. Oronte
is a wealthy Pansian bourgeos, who has three fine houses m the city and
gives his daughier a dowry of 60,000 francs. One of his houses has cost
him 80,000 francs to build. He 1s easily deceived by Crispm’s disgmse and
by La Branche’s claim that Valére has forged a letter, though he 18 con-
vinced that he 15 himself an excellent judge of character. His wife 1s still
more simple-mmded. She 18 said to agree with the last person who has
spoken to her. She changes her opinions rapidly, 18 easily mfluenced by
flattery, and has an excellent opinion of her imntelligence and her charms.
She 15 between twenty-five and sixty, but, s she lost & lover in the Crelan
war some forty years before the play was acted, she must be much nearer
sixty than twenty-five When she recalls that Valére looked at her and
Angéhque “ avec des yeux s1 passionnés,” she asks Lisette i1f she 15 sure that
“c’est de ma fille qul est amoureux®” (sc. 5). One can hardly expect
this couple to have produced a daughter moie mtelligent than Angélique,

who can think only of following suggestions she receives from Lisette and
Valére,

Orgon resembles Oronte i being easily deceived. He 18 courteous enough
to think that he should himself explamn why his son cannot marry Angélique.
This son, who has seduced a girl of good family and been obliged to marry
her, does not appear on the stage. Valére 1s a young-man-about-town,
cheated by merchants, protected by a marquise, and not above deceiving
Oronte 1n order to win his daughter. As a penniless young nobleman and
an ardent lover, he wins the sympathy of the audsence

a girl at Chartres La Branche has come to Paris to mform Oronte that Damis
cannot marry s daughter and to bring back Damis’s wedding garments Crispin
proposes to put on these clothes, to pose as Damis, to marry Angchique, and to
divide the dowry with La Branche He warns Valere that he must stay away from
Oronte’s house while he works in Jus interests Angéhique and Lisette persuade Mme
Oronte to favor Valere, but <he yields to her husband's judgment when he assurcs
her that, as the contract has been signed, he cannot break off Angélique’s marriage
to Damis La Branche brings Oronte a forged letter, presumably from Orgon, 1ntro-
ducing s son, Damis  He 18 followed by Crispin, who, disgmised as Damis, 18 now
recerved as their son in-law by Oronte and his wife He flatters Mme Oronte and
wins_her support Meanwhile Valére, who has become 1mpatient, meets Angélique
and Lisette, learns that the fiance 13 Damis, and declares that the latter, who happens
to be his friend, has written that he 1s married While he goes to get the letter,
Lasette informs Oronte about 1ts contents, but La Branche convinces him that Valére
has forged the letter Oronte 18 so completely won over that he discusses Angélique’s
dowry with Crispm and starts to visit his notary m order fo obtuin the sum
required On the way be meets Dams’s father, Orgon, who had come to tell hm
about lis son's marriage, but had been persuaded by La Branche to postpone his
visit for a day m order to allow the anger of Ororte and his wife to cool Orgon
now confirms Valere’s report that Damis 1s married and declares that the young
man 1s still at Chartres He and Oroute conclude that Crispin 1s an impostor When
the valets are accused, they try to escape, but Valire, Oronte, and Orgon arrest
them They beg for mercy and appeal especially to Mme Oronte, who asks that they
be spared Oronte agrees to release them and even to start them in busmess 1f they
will reform He gives his daughter to Valére and invites Orgon to the wedding
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More 1mportant than any of these are the two intriguers, La Branche
and Crispin. The former has spent several weeks in the Chéatelet, charged
with an attempt at highway robbery He has had his term shortened by the
intervention of a pawnbroker’s niece. He plots with Crispin and agrees to
divide the spoils At one time he thinks of taking the whole dowry for
himself, but he decides that 1t 18 more prudent to stand by his fellow thief.
He shows his cleverness by preparing the way for Crispin, by convincing
Oronte that Damis’s letter 1s forged, and by delaymng Orgon’s visit to
Oronte. Crispin 1s equally clever and even more daring Weary of being
a valet, he says to himself (sc 2)

tu devrois présentement briller dans la finance Avec Vesprit que )’a1, morbleu!
Yaurois dé)a fait plus d’une banqueroute

His need of capital sends him to Touraine, before the play begms, on a
gambling expedition It now induces him to pose as Damis 1n the hope of
escaping to Flanders, if not with Angélique, at least with her dowry. He
shows his resourcelulness i plotting with La Branche and in deceiving
Oronte, his family, and Valere e has to mvent imformation quickly
when Oronte questions him about Orgon’s law-suit, of which he has never
heard, and he cleverly explams his disguise to Valére by pretending that
he was seeking to disgust the Oronte couple with Damis.

These characters are skillfully introduced m a series of scenes that follow
one another logically and give a varied series of situations Suspense 1s
excellently preserved The play 1s well constructed and contains not a
Little social satire

11 aime le jeu, le vin, les femmes Cela m’amuse, cela me détourne de mal
faire (sc 3)

Il a été élevé avec la plus brillante jeunesse de Paric Tudieu' c’est une tdte
bien sensée “A M Craquet, medecin, dans a rue du Sepulere ™ Yoila un
médeen qu loge dans le quartier de ses malades “A M Bredouillet, avocat
au parlement, rue des Mausames Paroles “A M Gourmandin, chanome de »
(sc 7)

La justice est une s1 belle chose, qu'on ne sauroit trop I'acheter! (sc 9)

Damis est un pluisant hormme de voulowr avowr deux femmes, pendant que tant

d’honnétes gens sont s fichés d’en avoir une un de ces petits scélérats qui
ne se font point un scrupule de la pluralité des dots (sc 13)

This bright hitle comedy was orgmally played with its anthor’s Don
César Urstn on March 15, 1707 This was an unusual programme as a
new play 1n five acts was regularly gmven alone until the receipts dropped
suficiently to warrant the addition of a one-act comedy ILesage may have
thought that his longer play was not comic enough to stand alone The
supertor populanity of Crispin rral was shown mn 1707 by 1its being acted
nine times 1n comparison with six performances of Don César. Neither
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play was given in 1708, but, while Don César failed to reappear in the
repertory, Crispin rwal was acted five times 1 1709 and ten times m 1718.
As Lesage’s fame increased, 1t became a favorite, was acted mxty-four times
1 1720-30, remained in the repertory until 1874, and had by that time been
performed 679 times. Only six eighteenth-century plays were acted more
frequently at the Comédie Francaise.

Accordmmg to Lintilhac,”® Lesage next composed a one-act play called
les Eirennes and wished to have 1t acted on Jan. 1, 1708, then, as it was
refused, lengthened 1t to five acts and called in TurcARET2* Though 1t was
accepted in 1ts new form, the performance of the comedy was delayed,
supposedly because financiers influenced the actors or the author, but on
Oct 13, 1708, the troupe was ordered by the Dauphin to learn the rdles
and bring 1t out.** The year before Dancowmt had produced his Diable
botteuzr and Second Chapiire, each of which plays has a frame in whach
Asmodée appears, once at the Comédie Frangaise 1tself, It seems probable
that Lesage derived from these plays, mspired by his own Duwable borteus,
suggestions for his Crtique, which, according to the fréres Parfaict, was
given with the five-act play when it was first performed. The opposition
that he had encountered in getling his play before the public made him
reahize the need for this Critigue. In writing 1t he was following the
example of Molitre and the very recent one of Regnard mm his Cribque
du Légatawre, while m giving 1t the form employed by Dancourt, he was
recovermng his “ bien ” where he found 1t.

The sources of Turcaret lie partly m the life of the times when 1t was
written, partly i plays that had preceded it. Lantilhac hes indicated the
increasing 1mportance of the tax-collectors as Louis XIV became, thanks
to his wais, moie and more financially embarrassed. He has also listed a
number of plays, including and following la Comtesse &’ Escarbagnas, which
had mtioduced tax-collectors o1 other financiers mto the cast To these
may be added Robbe’s La Rapwuére, Sant-Yon’s Maurs du lems, and
Dancourt’s Second Chapitre. While 1t 1s difficult to say just which plays
were utilized, 1t 1s easy to show that several of them may well have served

as Tiesage’s models 28

2 Hwstowe génerale du thédtre, IV, 164 His detailed study of Turcaret 18 found
on pp 182-208, «f ulso Lenmient, op ctt, I, 133-50, and C S Gutkind, ZFSL, LV
(1932), 308-24 The play in five acts was read to the troupe on May 15, cf Lantilhae,
Lesage, p 50

21 Paris, Pierre Rihou, 1709, 12°, priv, Feb 23, registered, March 1 Republished
m 1725 by Ribou’s widow, 1n the Thédtre frangows of 1737, 1n the Recuesl, Jacques
Barow fils, 1739, and Paris, Gandoum 1750 For these and fifty-two other editions,
ef Henr1 Cordier, op cit, and the eatalogue of the Bibliothéque Nationale The
name, Turcaret, was derived, according to Van Kampen (Neophilologus, XVI, 6-9)
from turc 1n the sense of Turk and 1n that of a blood sucking insect

22 The fréres Parfaict, XV, 4, quoted a statement to this effect from the Registres
Lintilhac notes that the document m question 18 now lost

22 A wealthy tax-collector of humble origin, Turcaret, 18 squandering his fortune
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In les Maurs du tems, a tax-collector loves a girl who prefers a young
nobleman, spends money on her, 1s decexved and pillaged. In the Bangue-
routrer Persillet cheats the public, courts a widow, and pays her debts.
Lintilhac * calls attention to the fact that an unscrupulous character in
the Avanlures des Champs Elhsées 18 named Rafle, as 18 a character mn
Turcarel. Dancourt’s Retour des officiers mtroduces a sous-fermier who
began his career as a lackey, 18 on his way to prospenty, and 1s ashamed of
his rustic relatives A sous-trastant, who began as a page and a doorkeeper,
has an 1mportant role mn Dancourt’s Second Chapitre His Bourgeoises d la
mode shows an adventurer whose mother 15 a pawnbroker, a valet named
Frontin, and a diamond that 18 1mportant i the plot. The Marquis of le
Joueur turns out to be a cousmn of another pawnbroker. This play and
others I have mentioned 1n discussing Crispin real, as well as the latter
comedy, bring mn a valet who 1z anxious to mse socially by means of
financial operations Lesage’s Frontin 18 a subtler and more formidable
Cnispin His other chaiacters are, 1n the main, famibar figures.

Lesage’s ongmality 1s found m his making his tax-collector the leading
character of his play, in his depicting him as more violent than hs pre-
decessors had been, and 1 his adding details ahout various characters. We
learn a good deal about Turcaret. His father was a pdfwssier n a Norman
village. He had started hfe as a lackey m a noble family. He has now
reached a point where his “prose . . est signée et approuvée par quatre

upon a colonel's widow, the Baronne, who 1n turn gives money to the Chevalier
Her maid, Marine, dmsapproves of her conduct, resigns, and mforms Turcaret that
his money 1s going to the Chevalier In a rage the tax-collector breahs a mirror and
porcelnines i the Baronne's chamber, but he 18 made to believe that the woman he
loves 1 1mnocent and to repluce the damaged furmishings At the Baronne's request
he takes 1to his service the Chevalier’s valet, Frontin, who places his friend, Lasette,
in the Baronne’s home Frontin engages a forger to present a ill, said to be owed
by the Baronne's deceased husband Turcaret agrees to pay 1t The Baronne will
use the money to furmsh a country house that Turcaret, at the suggestion of Frontin
and Lisette, will present to her Meanwihle Turcaret has engaged in various risky
denrls and has gone security for a man who ships with 200,000 ecus  As s resources
have been drained by the Baronne and Frontin he 1s unable to pay this amount and
18 taken off to prison Before he goes, he has met at the Baronme's his sister, who
18 & pawnbroker, and his wife, whom he has tried to heep m the provinces, but who,
needing money, has come to Paris, represented herself as a countess, and begun an
mtrigue with the Marquis, who 18 a friend of the Chevalier and whose grandfather
Turcaret had served a8 a valet The meeting cxposes Turcaret’s humble birth, his
snobbishness, and his wife's pretentions A diamond, pawned by the Marquis, acquired
by Turcaret, presented to the Baronne, loaned to the Chevalier, and returned by him,
enables the Baronne to clear herself of charges hrought agamst her by Marine A
check for 10,000 ccus, payable to the beater and presented by Turcaret to the
Baronne, 18 entrusted to Frontin who pretends that it was taken by the police
when they collected Turcaret’s assets As a matter of fact, he has cashed the check
and with this money and Lisette 1s prepared to start on a career that may some
day make him as wealthy as Turcaret As for the Chevalier, the Baronne gives him
;.lp w}xen she discovers that he has nvented gambling losses 1n order to get money
rom her
% Mistovre genérale du thedire, IV, 193
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fermiers-généraux ” (I, 6). He belongs to an important “ assemblée,” sells
mmor offices, engages under the names of others in usurious practices,
advises a protégé to enter mto bankruptey with fraudulent mtent, neglecta
to pay hig wife’s allowance, 1s pitiless to an employee who has been robbed.
When told that the latter 15 “ trop bon,” he exclaimes, “ Trop bon! trop
bon! Eh! pourquor diable s'est-il donc mis dans les affaires?” (III, 9).
His ruin 15 caused partly by his shady enterprises and partly by his extrava-
gance m regard to women The Baronne and her friends have little
difficulty 1n tricking him while he 15 lavishing gifts upon her, a handsome
diamond, a carriage and horses, a house, furnishings, a check for 10,000
écus, ete

Turcaret’s social ambition leads him to patronize the Opera, though he
considers a trumpet a switable mstrument to accompany a singer. Ile enjoys
having a poet at his table and even seeks to write verse himself, Iike the
milhionaire 1 les Hommes de bonne volonté, but with less regard for the
rules of prosody. He 18 convinced of his own discernment and 1s unaware
that, when lis affections sre involved, he readily falls a victim to persons
less skillful 1n affairs than himself. The violence of his anger 1s shown m
the scene of the broken mirior and vases, but he restrams himself when he
18 msulted by the Marquis, The character would have appeared more
ommous 1f more emphasis had been placed on his nefarious business
methods and less on his réle as a dupe,

This 1mpression 18 partly remedied by the rdle of Frontin, whose career
lies largely in the future. He 18 merely a clever valet at the beginning of
the comedy, but he 1s accepted by Turcaret as a clerk and shows his progress
1 deception by persuading his employer 1o add to lus gifts to the Baronne,
by decesving lum 1n regard to the forged bill, and by keeping for himself
the money of the illel & porteur. He represents‘the tax-collector m his
beminnings, as Turcaret represents him just before his downfall Together
they offer a fairly complete picture of this social scourge Lesage’s method
18 similar to that employed by Emile Augier in les Effrontés It was one
that the Limitations 1mposed by the unity of time rendered especially
desirable

The other persons are well characterized The Baronne 18 very clever
her flattery of Turcaret, but she 18 easily deceived by the Chevalier and his
agents Marine 15 a relatively honest susvante, whose common sense 18
shocked by the Baronne’s infatuation over the Chevalier that makes her run
the r1sk of losing her “ vache & lait ® Lasette has no scruples of any kind
and may enter the Opera 1f she does not find 1t more profitable to buld up
a fortune with Frontin The Chevalier makes his Iiving at the expense of
women, “ avec ses airs passionnés, son ton radouct, sa face mmaudiére ” (I,
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1). The Marquis, one of the most interesting characters 1n the play, 18 a
dissipated aristocrat, witty and sarcastic, seeking variety 1n his amuse-
ments, flirting with a queer woman he meets at a dance, able to make some-
thing of himself, but preferring to do nothing elegantly while awaiting an
inheritance.

Mme Turcaret, a blacksimith’s daughter, has been banished by her husband
to Valogne 1 Basse-Normandie. She claxms to have made of the town
a miniature Paris (V, 7).

On )oue chez mo), on s’y rassemble pour médire, on y hit tous les ouvrages d’esprit

qui se font & Cherbourg, & Saint-Ld, & Coutances, et qui valent bien les ouvrages
de Vire et de Caen.

Large and bold, she 18 described as “vive, pétulante, distraite, étourdie,
dissipée, et toujours barbouillée de tabac” (IV, 2). She has come to Paris
to force her husband to pay her allowance and takes advantage of her visit
to seek adventure at a masked ball Her sister, Mme Jacob, by plymng the
trades of “revendeuse & la toilette ” and maker of marrages, supports her
husband and her many childien She resents the fact that she 18 1gnored
by her brother, yet, when she finds that he has been arrested by s
creditors, she goes to his aid, reflecting that “ e sens que je sms sa sceur »
(V, 14), a generous remark cchoed 1 the next scene by Mme Turcaret,
“Et mo1, Je vais le chercher pour V’accabler d’injures; je sens que je sms
sa femme.”

M Refle runs Turcurct’s “ bureau d’usure ” and consults his employer 1n
strict privacy. When he appears, he gives the impression of being an in-
telligent and well tramed mmformer who leaves the decisions, 1mmoral or
not, to his superior. M Furet, on the other hand, 1s obviously a knave.
He 18 “ v&tu de gris-noir, avec un rabat sale et une vieille perruque ” (IV,
?7) He has to ask whether the Baronne or Lisette 15 the mistress of the
house, poses as a “hussier 4 verge,” Teads his counterferit bill mn a
thoroughly correct manner, and creates somewhat the impression of Loval
m Tartuffe. In contrast with these clever gentlemen, Turcaret’s valet,
Flamand, 1s thoroughly naive, chiefly imterested i keeping his newly
acquired job as * capitaine-concierge de la porte de Guibrai” at Falaise.
He offers to send the Baronne “ de petits présents ” 1f she wall keep on good
terms with Turcaret, for he knows “ comme les commis en usent avec les
demoiselles qui les placent ” (V, 3).

With the possible exception of the Marquis and Mme Jacob, there 1s no
character 1n the play with whom one can sympathize, an unusual, though
by no means a unique characteristic of a five-act comedy. If one thinks
only of Turearet, one may find & moral in the play, but Frontin’s prospect
of success quickly destrovs the lesson Lesage was satirizing a society that
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he knew, probably with no thought of improving 1t. The play 18 well
constructed except that too much chance 1s mvolved in the circumstances
that bring together Turcaret, his wife, and his sster at the Baronne’s
house. The representation of manners 15 extensive, especially those con-
nected with fashionable amusements and the business of usurers and tax-
collectors. The comic element, which produces many clever scenes, 15 in the
main closely associated with the characters, not lugged in for 1ts own sake

The force of the satire obliged the author to compose a brief apology for
his play, La Crilsque de la Comedwe de Turcaret par le Ihable borteuz,®
in which Asmodée and Don Cléophas, the leading characters in the Diwable
borteux, appear on the stage of the Comédie Frangase, comment upon
the audience and the populamty of rival theaters at the Foire, and refer to
the play that 1s about to be given. Their conversation serves as a prologue
to Turcaret; the “ Continuation du Dialogue,” as an epilogue. In the
latter most of the criticism 18 found. It 1s held that Turcaret ought to
shock honest business men no more than Tartuffe does genune “ dévots”
It 18 noted that all the characters are “ vicieux ”, that the satire 1s too close
to reality, that, while Turcaret, the Baronne, and the Chevalier are
punished, Frontin and Lisette are rewarded , and that methods of spending
money are shown rather than the mysteries of making 1t A Spanish gentle-
man 18 saxd to object to the lack of action m the play, but 1t 18 explained
that this 1s true of French comedies that reveal character, a pomnt already
made by Lesage 1 le Dwble bovleuz, as Lintilhac recalls. It 1s claimed
that all the spectators were entertained except two, Turcaret and the
Baronne

This cnitique defends the play cleverly and probably met most of the
objections rased m regard to 1t when 1t first appeared * Lesage hghtened
the dwalogue by referring to the cabals of friends and encmies seen mn the
audience and to himself as seated 1n an upper box and prevenied hy his
deafness from hearing unkind remarks ahout hs play He must have
pleased the uctors by referring to the Foire as popular among coachmen
and lackeys

Turcaret was first acted on Feb 14, 1709, after the persod m which the

9 There 18 an exception m IV, 8 The counterfeit bill describes the late colonel’s
purchase of “ douze mnulets, quinze chevaux normands sous poil roux, et trows bardeaux
d’Auvergne, ayant tous crins, queues et oreilles” The colonel, who had to equip
his regiment, mght well have purchagsed horses and mules, but the insistence upon
“ crins, queues et oreilles ” must have been added merely to amuse the groundlings

26 Published with Turcaret 1 1709, 1735, and 1737 For these and later editions
of Henr1 Cordier, op <1, and the catalogue of the Bibliothéque Nationale

37 The only contemporary eriticism of Turcaret that Méleése (Th et Pub, p 310)
was able to find appeared 1 the Nouvelles de la République des Lettres for April,
1709 “L’auteur a voulu jouer les Fran¢ois On trouve quil n'y a pas réuss: La
conduite, en effet, est fort néghgée, mais 11 y a de fort bons traits On est
choqué de ce que ce sont tous fripons que la scéne étale ”
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unusual severity of the winter caused the theater to be closed. It was given
seven times. As the seventh performance brought in more than 650 francs,
the play cannot be saxd to have failed.?® The fact that i1t was then with-
drawn, taken in connection with the fact that the actors delayed the first
performance of the play until higher authorities intervened, suggests that
pressure was exerted by tax-collectors and their friends to prevent further
performances. If this 18 true, the case parallels closely that of Tartuffe,
held up by the Compagme du Saint-Sacrement. Like Moliére, Lesage
had his revenge, for the play, revived m 1730, was acted fifteen times 1n that
year and remained n the repertory as late as 1931, by which time 1t had
been performed at the Comédie Frangaise 455 times *°

Lintilhac *® believed that Lesage composed the Amanis jalouz * peu
aprés Don César Urswn,” that 1s, 1n 1707, but he had no proof As 1t was
not acted till Nov, 21, 1735, 1t may well have been written many years after
1707. On the other hand, he 1s correct 1 regard to la Tonfwne. When
Lesage published 1t 1n 1739, he stated that he had offered 1t to the French
actors m 1708,*! that they i1eccived it and prepared to play it, but that
“3e la retiral pour des raisons que le Public se passera bien de sgavorr, &
elle n'a été reprisentée qu'au mois de Fevrier 1732 ¥ Lantilhac pomnted
out that this must be the play mentioned m the Regustres of the Comédie
Frangaiee on Feb 27, 1708 “ On a requ une petite préce de M. Lesage pour
étre Joude aprés Piques” That 1t was not played then may have been due
to the same imnfluences that delayed the performance of Turcaret, for la
Tontme also deals with financial transactions In the case of hoth plays
something more may be saxd Dancourt’s Second Chapure was acted
twelve times 1n 1707-8, his Agioleurs, twenty times mn 1710, though both
ridhculed financiers, yet Turearel, ultimately much more popular, had only
seven performances 1 1709 and la Tontine was not acted until long after-
wards These facts suggest that the pressure was applied to Lesage him-
gelf rather than to the actors and that the persons who mfluenced him died
or for some other reason lost their power beforc 1730-2, when both of
Lesage’s plays were acted at the Comédie Francaise

= Limtilhac, op est, p 205, declares that the actors recerved at the seventh per-
formance 853 francs, 4 sous, but on p 206 he gives the sum as 653 francs, 4 sous,
the amount indicated by Gutkind, op ctf, 308 In either case one would have
expected other performances to follow m a few days Mélése (loc o1t ) quotes the
Gazette de Rotterdam of March 25, 1709, as stating that the play was successful
and the Journal des Savants of April, 1709, as indicating that 1t had failed The
latter journal was probably mmpressed by the fact that the play had been given only
seven times and was no longer being acted

*Cf E Champion, op cit, p 344

2©0p e, IV, 164-5

’; A‘ ;mspnnt mn the edition of Lesage, Paris, Ledoux, 1828, XII, 1, gives the date
as 17
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La ToNTINE®* owes 1ts existence to the system of group imseurance
proposed by the Itahan financier, Tont1, 1n 1653, first tried :n France m
1689, again m 1696, and not suppressed until 1763. The play 18 not &
satire upon the system, but 1t suggests how it may be misused by an un-
mtelligent physician and an apothecary who assists him ** Lesage showed
hittle originality 1n his plot and characters, or 1n his satire upon medicine.
The novelly of his play lies mn the references to the tontine and the
comical presentation of the peasant who 1s in danger of bemng killed with
hygienic attentions.

Trousse-Galant 18 not a quack He believes that his remedies have
value. He 1s thoroughly versed in the lore of medical authorties, still
has confidence m his “ptisane rafraichissante,” although fourteen persons
have died after taking it, in bleeding, and m purging He 18 convinced
(sc. 3) that “un bon Médecin va tofijours son train sans se rendre & des
épreuves, qui blessent des principes établis & recus dans PEcole” He
expects to make a fortune from his investment of 10,000 francs 1n Ambroise,
who when eighty will be, he predicts, the only surviving member of his
class, so that, 1f he lives to be a hundred, Trousse-Galant will enjoy the
proceeds of the tontine for twenty years!

Bolus also believes i his drugs and approves of his friend’s speculation.
He 18 given additional opportunities to appear comic by his love-making
and his use of a douche When Mariamne seems to favor his swit, he
declares that her words “ distillent dans mon ame un sirop amoureux,” *

23 published 1n the Recuedd of Parws, Jacques Barows fils, 1739, prv Aug 22,
1738, 1n editions of the author’s works of 1774, 1783, 1810, 1813, 1821, 1823, 1828,
1830, and 1879, 1n his Thédtre of 1828 and 1911, and Pars, France édition, 1924
Cf Cordier, op cit, and the catalogue of the Bibliothéque Nationale

23 Trousse-Galant, a physician, has preseribed with deadly results for many persons,
mcludimg his wife His friend, Bolus, who has assisted his own wife out of the
world, gives him his cooperation Trousse-Galant has agreed to support a peasant,
Ambroise, s1xty years old, for the rest of his hife, provided he will turn over to the
physician the sums he will recerve from the tontine when he becomes the sole sur-
vivor of his class For this purpose Trousse-Galant has insured Ambroise for 10,000
franes  He now offers Bolus half his future gains from the tontine as a dowry when
the apothecary marries s daughter, Mariamne The girl 18, however, 1n love with
Eraste and dislikes Bolus She 1s aided by her suwante, Frosine, and by Eraste’s
valet, Crispin  In accordance with a plan devised by this valet, Mariamne pretends
to be pleased with the 1dea of marrying Bolus, while Crispin, disguised as a colonel,
and Eraste, disguised a8 a major, visit. Trousse-Galant for a consultation Knowing
that Ambroise, who 18 allowed little to eat and 18 frequently purged, 18 anxious to
escape, they pretend that he 1s a deserter and must be shot The physician offers
100 pistoles for s hife and various persons plead for him m vam until Frosine
suggests that Trousse-Galant give the colonel his daughter The colonel accepts for
the major, who demands a dowry Bolus 1s persuaded to withdraw, so that the
dowry he would have received 18 offered to the major Eraste will in this way
become the hushand of Mariamne and take charge of Ambromse, who would rather
lI)“e shot than remamn at the physmcian’s home The supposed colonel will marry

rosine

8¢ Se 17 Cf Géronte’s medicinal courting n I, 7, of Regnard’s Légataire universel,
first ucted only seven weeks before la T'ontine was accepted by the troupe,
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asgures her that, as long as his wife had lived, he had not spared the drugs
of his shop, and promises to be equally generous with them in regard to
Mariamne. When Frosme removes Bolus’s cloak, he appears with “une
serviette nouée autour du corps & une seringue passée dedans,” an mstru-
ment that “Ju sted & ravir

Mariamne and Eraste are young lovers as helpless as their prototypes m
Tartuffe. They are aided by Frosmne, who bears some resemblance to
Moliére’s Dorine, and by Crispin, who recalls Moliére’s Scapin. Ambroise
does his creator more credit. As a peasant and a soldier who has campaigned
1 Germany and 1n Italy, he has developed a vigorous constitution and at
sixty 1s sa1d to appear only forty, but Trousse-Galant, who seeks to 1mprove
upon nature, 18 doing his best to counteract her mfluence He has the poor
man bled twice every three days, refuses to allow him to eat mutton, goose,
or pork, and lrmuts his diet to cheese and * ptisane hépatique ” Ile must be
purged by Bolus and must not flirt with Frosine. His good points are indi-
cated to Bolus by Trousse-Galant as 1f he were a horse, In despair
Ambroise appeals to Frosine and readily falls in with her plans, for, rather
than to have the physician continue his treatment, he would prefer to
“ passer par les armes ”

Thege characters are utilized to construct amusing situations 1nterviews
between Trousse-Galant and Bolus, between the physician and Ambroise,
between the veteran and Frosime, the scenes of the lovers’ quandary, of
Bolus’s love-making, of Crispin’s intervention when disguised as a colonel.
The dialogue 1s rapid and frequently witty. The comedv deserved a more
cordial reception than 1t got. Withdrawn in 1708 before it was acted, 1t
was not played at the Comédie Francaise until Feb. 20, 1732, and only
five times 1 that vear. It was not given there subsequently, though 1t
appeared several times at the Odéon m 1900.*®

Lesage’s career m 1699-1709 established the facts that the French
public was no longer interested in Spanish cloak and swork plays and that
1t greatly preferred comedies of mannpers His first four plays were adapta-
tions of comedwas by Lope, Rojas, and Calderén One of them was not
acted at all, the other three only a few times TImitation of a Spanish novel
had led him to satirize French life extensively mn le Dwible boteuw, so that
he quite naturally turned to the comedy of manners, drawing suggestions
when he did so from Molidre, Dancourt, and other French dramatists
Crispin rwal was his first great success. It showed his ability at dramatic
structure and at composing an amusing and sarcastic dialogue while reveal-
mg social unrest  Turcaref, his masterprece, carried these tendencies

8 Cf N-M Bernardin, Le Comédie stalienne en France, Paris, Editions de la
Revue bleue, 1902, p 102
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further and satirized 1n striking fashion the part of Parsian society that
was composed of fax-collectors, their victims, and those who turned therr
illicrt gans mto other, but equally ilheit channels, Before 1t was played,
Lesage had composed la Tontine, a one-act comedy built round a form of
msurance, The absence of Turcaret from the repertory of the Comédie
Francaise 1 1710-29 and the author’s refusal to allow lo Toniimne to be
played before 1732 were probably caused by influence exerted upon Lesage
by persons who objected to the discussion on the stage of contemporary
financial operations. Such persons may have mnspired the advice offered by
Asmodée at the end of the Crilwque de Turcaret “ allons a la Foire voir
de nouveaux visages.” Lesage was soon composing farces for the forsins
and devoting much of his time to Gil Blas. The Comédie Francaise suffered
from his desertion, as did French comedy The only compensation lies in
hs contributions to the novel and the help he gave the humble actors of
the Forre.

18



CHAPTER XVI

NEW AUTHORS- BOINDIN, LA MOTTE, LAFONT

Despite the popularity of comedy mn 1701-15, only four authors whose
names are known and whose work has survived began to contribute at this
time to the repertory of the Comédie Frangaise. The most important of
these, Destouches, will be discussed in the next chapter. As La Motte, chiefly
interested 1n opera, wrote only one play before the end of 1715, the authors
mainly to be considered are Boindin, who composed three comedies, and
Lafont, who wrote four All of the eight that were printed during the
period were published at Paris by Pierre Ribou Seven of the eight comedies
are 1n one act, one 18 1 three acts. Only two of them have prologues. Four
are 1n prose , four, 1n alcxandrines or “ vers libres ” The scenes of four are
la1d 1n or near Paris, of four, in Ttaly or 1n or near Greece This 18 a much
larger proportion of plavs whose scenes are laid outside of France than one
finds among the comedies of older authors

One of the plays dramatizes the ancient tale of the Ephesian widow,
another renews a comedy by Boisrobert, while the rest have plots 1nvented
by the authors, with some assistance from Mohére and his contemporaries
and, 1n one case, from mytheology The unities are preserved except that in
two comedies the unity of action 1s violated. Boindin’s Bal d’Auteurl alone
offended the propricties, but the offense seems to have been committed by
the actors rather than the author Some of the comedies lay considerable
stress on spectacle, showing a garden highted for a ball, an ancient tomb,
the sea, and a funereal pyre In all, the mterest 18 centered 1n the plot rather
than 1n the study of character or the representation of manners Valets and
suivanies have mmportant roles in most of them Use 18 made of speech
peculiarities, exoticism, mythology, confusion of names, smoking, parody
of tragedy. We find for the first time a French play the heroine of which
16 & modern Jewess.

Nicolas Boindin was born at I’aris in 1676. Twenty years later he joined
the musketeers, but his poor health obliged him to leave the service. As a
young author he frequented the café Laurent and was mvolved 1n the affair
of the couplets. Voltaire attacked him as a “ rasonneur avec un fausset
aigre,” as a censorious person incapable of praising others, but Boindin’s
atheism, which got him 1nto trouble with spiritual authorities and inspired
J.-B Rousseaun’s reference to “cet athée au teint bléme, & Peerl triste,”
brought Voltaire subsequently to his defense He declared that Boindin
always lived “en philosophe” and that his morals were irreproachable.

266
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He was a “procureur du ro: et des trésoriers de France,” as well as a
member of the Academy of Inscriptions. Cardinal Fleury 1s said to have
prevented his election to the French Academy. He died m 17511

Besides three comedies, possibly four,? he wrote accounts of the Comédie
Francase, the Comédie Italienne, the Opera, and the Foires of Saint-
Germuin and Sant-Laurent, as well as treatises on Roman pohitical din-
eions and on ancient theaters, costumes, and masks. After his death two
works were published under his name defending J.-B Rousseau 1n regard
to the couplets and blaming La Motte, Saurin, and Malafer,

The first of his plays 1s Les TRors GAsCONS,® in one act and 1n prose,
derived, 8s the fréres Parfaict suggest, from Boisrobert’s T'rois Orontes.t
In both plays a Parsian has engaged his daughter to a man from Bordeaux
whom he has never seen, the girl’s lover, with the help of servants, pretends
to be the man from Bordeaux, and the latter’s sweetheart comes 1n pursmt
of him, disguised as a man and also claxming to be he. In both plays the real
man from Bordeaux 1s accused of assuming his name and 1s threatened
with a duel In the end the marriages of the Parisian lovers, of the couple
from Bordeaux, and of the clever servants are arranged There can be no
doubt about the horrowing, but the alterations are considerable.

Boindin cut the play to one act, omitted some of Boisrobert’s characters,
and paid lLittle attention to details of manners that the older author had m-
troduced. The plot 18 greatly simplhfied and the dénouement 18 eamly
reached by Bomndin’s making of the lady from Bordeaux an awe-inspiring
person who easily wins back her errant lover The action 1s rapid, the
dialogue, bright and amusing The play profits Ly the use of Gascop
dialect, natural to two of the characters and well imtated by a third. It
posaesses little originality 1n substance or 1n turns of phrase, but 1t probably
amused by the smopheity of the action, the gmety of the dialogue, and the
effect of repetition when we meet 1n turn sn 1mutation Spadagnac, a real
one, and a (ascon woman who also claims the name ©

1Cf the Biographie générale, Voltare (Moland edit:on), VIII, 563, and XIV,
42, 93, the catalogue of the Bibliothéque Nationale, and H A Grubbs, Jean-Baptiste
Rousseau, Princeton, 1941 According to the 1828 edition of Lesage’s (Ruvres (II,
357 8), Boindin was the original of the censorious eritic referred to in Gl Blas

3The Bib du th fr, attributes to him a comedy 1 one act and m prose called
Le Pctst maitre de robe that was never performed This play, according to Solewnne,
Vol V, * Corrections et Additions,” p 71, was published 1n the edition of Boindin’s
Euvres of 1753 .

® Paris, Prerre Ribou, 1702, 12°, republished m Bowndin’s (Puvres, Paris, Pranlt,
1753, Brussels, Josse de Griech, 1754 (attributed to Dancourt), in the Petste
Biwblsothique du thédire, Paris, 1787, m the Thédire de Bowndn, ed Touquet, Par}s,
1821, 1n the Suste du Répertorre, Paris, veuve Dabo, 1822, and by Ad Rion, Paris,
1878 There seems to be nothing to support the claim that La Motte collaborated
m this play A Dutch adsptation, which attributed the play to Dancourt, was pub-
lished at Amsterdam mn 1730

¢Cf my op oit, Part II, pp 745-8
SLucile and Ersste are mn love, but Lucile’s father, Oronte, has promised ber to
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In the slightness of the plot, the prominent use of clever servants, the
employment of disguise and dialectal pronunciations, and the final diver-
twssement, Boindin shows himself to be a follower of Dancourt, though he
pays much less attention to manners. His playlet was acted eight times in
1701, from June 4 to 30, four times 1n 1730, and three times 1 1750.

The following summer Boindin produced another comedy, less simple in
plot, with more elaborate use of disguise, and with less caution 1n regard to
the suggestiveness of the situations. The play was entitled Lk Ban
D’AUTEUIL.® The scene 18 laxd in what was then a suburb of Pams. Aec-
cording to the fréres Parfaict, the play was originally in one act, but, when
it was published, 1t was divided into three acts and a prologue. This
prologue was subsequently omutted,

We find agamn g girl between two lovers, one of whom, though he is
favored by a male relative, she 18 unwilling to marry, while she loves the
other and 15 helped in her affair by clever servants But to this theme
Boindin added the story of a wife who, when disguised, makes her husband
fall 1n love with her,” servants who have a similar experience, and two
young women who, when disgmised as men, attract each other till each
discovers that the other 18 not a man. Only one of these subordinate plots
ie essential to the mam plot The umty of the play lies, not in the action,
but 1 the fact that all the themes are made possible by the masked ball
given at Auteml.®

M de Spadagnac because he belongs to an a t family and because the marriage
18 desired by Oronte’s wealthy brother Frontin, Spadagnac’s valet, has Preceded
him to Paris, bought clothes for him, and has fallen 1 love with Lucile’s maid,
Marton, who will not marry him unless he helps her mistress and Eraste When
the latter bribes him, Frontin enters his service and proposes to disguise Eraste as
Spadagnae, giving him the clothes he had purchased and shown to Oronte Eraste,
wearing these clothes, 1s presented to Oronte, speaks with a strong Gascon accent,
is accepted, and asks for a motary At this pont Spadagnac arrives, talks as a
Gascon, and asks who Eraste 18 Oronte concludes that one of them 1s a rascal.
Both produce portraits of Lucile Spadagnac goes to find someone to identify him.
Thereupon Julie enters, disguised as a man, and claims to be Spadagnac Frontmn
whispers to her that he has disguised Eraste as the Gascon 1n order to prevent the
latter from marrying Lucile When Spadagnac returns, he tells Julie that he still
loves her and is marrying Lucile only for her money Julie threatens to kill him
if he refuses to marry her Spadagnac renounces Lucile, Oronte accepts Eraste to
replace the Gascon, and a notary 18 summoned Frontin declares that ¢ Nos Basques
et nos Gasconnes” have arrived and that “nous n’avons qu'a nous divertir”—
preparation for the dwertissement that ends the play The musie, according to the
fréres Parfaict, was written by Gillers

¢ Paris, Prerre Ribou, 1702, 12° Republished 1n Boindin’s Euvres, Paris, Prault
fils, 1746 and 1753, m the Thédire Botndwn, ed Touquet, Paris, 1821, 1n the
Suite du Répertotre, Paris, veuve Dabo, 1822, and by Ad Rion, Paris, 1878

" A theme already treated by Chevalier and Dorimond, ¢f my op cst, Part III,
Pp 212 3, 324

*M Cidaris has agreed to marry his sister, Hortence, to M Vulpin, a wealthy
bachelor of Autemil, who 18 preparmng to give a masked ball in her honor Eraste,
who loves Hortence, has plucef his valet, Frontin, 1n Vulpmn's service under the
name of Lolive Acting under Hortence’s orders, Frontin has summoned Eraste to
Auteml M Cidaris has sent s wife to Paris 1n order that he may see a masked
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Vaulpin, a nobleman who has led a gay life as a bachelor, now wishes to
marry 1n order to “ fawre souche.” As Frontin explains (I, 1),

Il & goté jusquiici, dans le eéhbat, tous les plaasirs du mariage, et se marie
enfin par hienséance, pour gotter, dans le mariage, toutes les douceurs du célibat.

He seems quite unable to cope with Frontin or with the ladies of Auteml
whom he has promised to marry. He relies chiefly on his gardener, Lucas,
an amusing character who speaks in patois and has smilar functions to
those of lus namesake m Dufresny’s Espnt de coniradsctrion, on whom he
was probably modeled. Frontin has & réle sumlar to the one he played i
Boindin’s earlier comedy, except that he lets himself be tricked by Marton
and that he has acquired enough boldness to deceive by telling the truth, as
he does 1n talking about humself to Luces (I, 2) and. agam, to Vulpin
1, 5):

Tenez, Monsieur, ¢’est un coquin qui s'insinue dans vos affaires, qui s'empresse

de vous servir, que vous croyez dans vos intéréts, et qui, dans le fond, ne cherche
qu’s vous attraper

Madame Cidaris and Marton are women clever enough to decerve the
men they love and bring them to order, but one may well doubt 1f their
prospect for happiness 18 bright. Hortence 18 virtuous and devoted, quick
to refuse to be married against her will, but more attractive to Eraste than
to the audience. The other women are probably courfesans, but not
necessarily o The scenes 1n which they fall 1n love while disguised as men
could easly have homosexual developments, but these, 1n the printed texi,
are avoided.

The play has a clever dialogue and scenes that shft rapdly. Our
sympathy 1s not roused by any of the characters, nor does the author take
pains to explain away the 1llogical elements of the situations. Disgwse 18
attensively employed, there 18 a good deal of comie repetition, and Lucas’s

woman he had met at an entertsinment. Lucas, the gardener, reporis that v:llage
gitls have quarreled with the violimists whom Vulpin had engaged and spoiled their
mstruments Menine and Lucinde, women of dubious reputation whom Vulpin had
promised to marry, come to the dance disguised es men Each falls m love with
the other Lucas helps them meet Each promases to imntroduce the other to a girl
she knows They leave the stage, put on women’s clothes, meet agan, and discover
that both are women Mcanwhile Mme Cidaris and her sutvante, Marton, come
masked to the dance Cidaris makes love to his wife, Frontm, to Marton Mme
Cidaris agrees to yield 1f Cidaris will marry Hortence to Eraste He consents and
signs the contract, but only to discover that the masked woman he loves 18 his
wife, whom he hates Frontin, after making disparaging remarks about Marton to
his new love, stmilarly diseovers that she and Marton are one and the same Memne
and Lucinde reproach Vulpin for breaking his promises to them, while Crdars s
mdignant with him for seeimg to marry Hortence while having other engagements
As he can no longer win Hortence and s Menme withdraws, Vulpin 18 obliged to
sign the contract to marry Lucinde Marton agrees to pardon Frontin if he wiil
marry her To celebrate the three marriages, “les masques et les ménétriers viennent
d’arriver tout & propos * for the divertigsement with music by Gilliers
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speech 18 amusing 1n 1ts pators. These devices follow naturally their use 1n
Les Trows Gascons.

Le Bol @’ Auteusd was first acted on Aug. 22, 1702 It was played four
times 1n that month and six times later in the year, on and after Nov, 7.
It must have been acted at Versalles on the evemng of Jan. 1, 1703, for
the next day Lows XIV was moved to anger by the report he had received
of the performance

Le roi, qu ne va plus & la comédie depuis plusieurs amnées, dit & son petit
ecoucher, au marquis de Gesvres, quil venoit d’apprendre que les comédiens avolent
joué le soir devant Monseigneur et Madame la duchesse de Bourgogne une petite
piece fort licencieuse, et quil pumroit leur msolence Il lui commanda en méme
temps de faire venir les comédiens et de les avertir de sa part que, s1 jamais 1ils
retomboient dans une faute approchante ou que méme 1ls jouassent & Paris de s
scandaleuses, ils serulent cassés sur-le-camp ®

Maupoint mentioned the matter briefly in his Bibhotéque des thédtres.
The fréres Parfaict merely reterred to Maupomnt. In the edition of his
works that appeared shortly after his death, Boindin explained that Lowis’s
sister-in-law war shocked by the manner 1n which a scene between Lucinde
and Menipe (II, 4) was played, when the girls, disguised as men, “se
fasoient des avances réciproques et des agaceries qui parurent suspectes,
ou du moms équivoques 4 la Princesse Palatine,” 1 1t was, then, not the
words, but the acting that offended, a fact that explains why there was no
attempt to suppress the published comedy or to prevent the author from
writing another The actors, however, must have thought 1t wiser to dis-
continue performances of the play, which was never acted agan **

The third and the most successful of Boindin’s comedies was LE Port
DE MER,? which possesses qualities similar to those of the author’s earher
productions, but also an exotic element that may partially account for its
long career It 18 the first French play in which one of the leading male
characters 1s a modern Jew and 1n which the heroine 18 a modern Jewess.
The musical element, the introduction of a Turk called Haly, and the use
of lingua franca recall Molidre’s Sicilien, the suggestion of bankruptcy,
Champmeslé’s Rue de Sant Dems'®

* Dangeau, Journal, IX, 82

® Cited by Mélése, Th ¢t Pub, p 80

11 Tt was not forgotten, however, for Dr Zeek finds in 1t the rource of Boissy’s
Amant de sa femme, acted m 1721, ef C F Zeek, Jr, Louts de Bowssy, Grenoble,
1914, pp 29-30

2 Paris, Pierre Ribou, 1704, 12° Republished 1n Boindin’s Buires, Paris, Prault,
17563, m Touquet’s ed, Paris, 1821, 1n the Sutte du Répertoire, Paris, veuve Dabo,
1822, and by Ad Rion, Paris, 1878 The evidence that La Motte collaborated 1n the
compomtion of this play is not convincing

1% Sabatin, a Jewish merchant of Leghorn, has a daughter, Benjamine, whom he
has promised to a Marseilles shipbuilder called Doutremer The latter’s nephew,
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The plot 18 full of improbable encounters and of devices that have little
effect upon the dénouement, which 2 mere meeting of uncle and nephew
would probably have brought about, but 1t serves to bring together a rare
collection of comic types, whose amusing dialogue 15 set off by disgwses,
dancing, lingua franca, and the singing of & song mn Itahan

Sabatin 18 & prosperous Jew, who receives stolen goods, sells slaves, and 18
not averse to bankruptey, “le fin du commerce.” He'1s defined by Brigantin
as “l'usure, la dureté, la défiance, et la fraude, le parjure, avec quelques
régles d’arithmétique” (sc 2) The last of these qualities 1s 1llustrated
by his remark that ““le cceur n’est qu’un zéro dans un mariage bien sensé”
(sc 7). The play cannot, however, be considered anti-Semutic, for to his
daughter 1s attributed all the generosity, tenderness, and heauty that he
lacks, while the Gentiles are not better than he I.éandre, who has stolen
jewels, La Saline, who has left Paris with other people’s money, Brigantin,
a convict who cannot resist putting his hand n Léandre’s pocket, Hali,
who gets the jewels from Sabatin, and Doutremer, a rough customer,
accused of being a pirate and probably interested 1n the slave trade

The most humorous character 18 Brigantin, who has found the theater
the best place for picking pockets. He seems to have attended a per-
formance of Andromaque, for, with reference to his meeting La Saline at
Leghorn, he quotes (sc. 2)

Qu Tefit dit qu’un rivage, & mes yeux si funeste,
Dt présenter d’abord Pilade aux yeux d’Oreste 14

Tn the same scene he affirms ns love of plays, his insistence on preserving
silence during their performance, and the regulanty of his attendance 1m
the theater, “ ot le plus discrétement qu’il m’était possible, Je m’emparais
des épées pour prévenir les querelles, et des tabatibres pour empécher les
éternuemens ” He reshzes that 1t would be useless for lum to acquire

Léandre, has escaped to Italy with his uncle’s Jewels and a valet, La Saline, who had
left France with stolen money, had lost 1t 1n a shipwreck, and now, to serve Léandre,
has secured a position as one of Sabatin’s agents He meets a convict, Brigantin,
formerly employed by Léandre, and enlists his services as well an those of a Turkish
convict, Hali Under pretext of arrangng for Sabatm profitable bankruptcy, La
Saline mtroduces singing and dancing rlaves, among them Brigantin, disguised as
an Esclaionne, and Leandre, disgused as & Moor While Brigantin describes his
mmaginury adventures to Sabatmn, Leandre makes love to Benjamine TDoutremer,
who has disgusted the Jewess by smoking a pipe and insisting on marriage without
courtship, 15 accused by Brigantin of marrymg women m order to sell them into
slavery This he demies, but, when he recogmzes Léandre and finds that he loves
the mirl, he decides to withdraw m his favor, provided he ean recover his jewels
Stolen and pawned by Léandre, secured hy Sabatin, stolen agam by Hali, these
jewels are now brought in hy the Turk, whe understands they are to be used to
help the bankruptey proceedings Doutremer takes possession of them Léandre will
marry Benjamine, La Salme, her suwvante, Marime Brigantin prefers to remam a
convict The play ends 1 a dwertissement with mume by Gillers

1¢ Andromaque, I, 1 He changes Présenterort to Dt présenter



272 SUNSET: A HISTORY OF PARISIAN DRAMA

respectability, for “j’a1 pris mon parti, je commence & me faire au service;
et d’ailleurs, 11 y faudrait toujours revemr.”

Doutremer 1s characterized by his smoking a pipe, his promise that,
after a month of matrmony, Benjamine will know how to “ fumer comme
un jamssaire,” his abrupt talk of marmage, and his nautical references,
These last are found 1n the speech of other characters when they talk about
him. Even the names of several persons have a flavor of the sea—Marine,
La Saline, Doutremer, Brigantin,—just as the two Hebrews are appropri-
ately called Sabatin and Benjamine.

The lingua franca employed appears chiefly 1n sc. 4, when Hal learns the
legal nature of bankruptey :

Habit qualchi scrupuli, e volit sapir che star gambarutta? Oh! dir-my, signor-

nou povir far mente, se non sapir E non star friponana? E la justicia
non impicar? In conscienza? Oh! non habir piu di scrupul, e star presto & la
gambarutta

The play was first acted on May 2%, 1704. By July 2 1t had been per-
formed nineteen times, by the end of 1715, sixty times During this period
1t was acted more trequently than any other play by an author who began
to write atter 1700. 1t remained in the repertory till 1787, with a total of
208 performances. Voltaire called 1t & “ jolie comédie”*® The fréres
Parfaict cite a contemporary who referred to 1t as “ une trés-jolie Piéce d’un
Acte, sutvie d’'une Féte Marine  They praise 1t for “ la marche de I';mtrigue,
la coupe des Scenes, la peinture des personnages, & la vivacité du dia-
logue,” ** Therr only objection to it 1s that 1ts hero marries a Jewess.
Ewvidently the author, the troupe, and the spectators who came frequently to
performances of the play were less prejudiced than these hstorians.

Bomndin was probahly mncapable of wniting a full-length comedy. Ie
showed no ability at creating character or constructing a plot He made
too much of disguise and of valets. But he could wnite racy dialogue, never
allowed his audience a dull moment, and showed an increasing variety of
comic devices To write a play with a Jewess for a heroine and to have
m his cagt a shipbuilder and two galériens, one of them a Turk who speaks
hingua franca, shows that he might have done much to broaden the scope
of French comedv had he continued to applv his talents to dramatie
composition

Houdar de La Motte (1672-1731), well known for his attack on poetry,
had already written several operas and was to distinguish himself 1n tragedy
with his Tnés de Castro  Farlv m the eighteenth centurv he made one
venture nto comedy by composing Tia MaTroNE PEpaFse?” The subject

18 Maland edition, XIV, 42 e X1V, 336-7

17 Pybhished in the author’s @uvres de thédire, Pars, Dupms, 1730, and in his
@uvres, Paris, Prault ainé, 1754
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must have been known to him 1n the forms given 1t by Petronius in his
Satirmncon (CXI) and by La Fontamne in his conte rather than as it ap-
peared mn Manfray’s Ephéstenne or i Fatouville’s Matrone d'Ephése’®
Like Petromus and unhke La Fontaine, La Motte has his widow receive
other visitors than the soldier and has the latter seek death when he hears
that the corpse he was supposed to guard has been taken away, but, as m
La Fontame, not as in Petromus, 1t 18 the attendant who proposes to
substitute the husband’s body.

La Motte wrote lns comedy 1n one act and 1n prose. He eliminated the
spectacle of the dead pirate and hmted the place to a space before the
handsome tomb. To the widow, her lover, and their attendants he added
the young man’s father, lus valet, and an army cook. The old man’s love
of the widow 15 & new element 1n the tale, one that explains his presence at
the tomb and helps to complete the dénouement and to assure us of a respec-
table future for the lovers. Preparation 18 carefully made, the coarser
elements of the old story are eliminated, and the playlet 15 given perfect
umty.*®

The widow’s character 18 well portrayed A highly susceptible person,
she had fallen 1n love 1n a moment, had derived much physical pleasure
from her experience, and, when she lost her husband, had believed that life
18 not worth living. She rejects the advice of Chrisante, whose seventy years
leave her cold, but, when his son admires her, she begins to think of her
looks, sees 1 the youth the soul of the deceased, and soon yields to his

BC{f my op ast, Part I, pp 11521, and Part IV, pp 608-11 Fatouwille’s play,
written for the Théatre Italien, has survived only in its French scenes, which have
almost nothmg to do with Petronius’s tale For a list of versions of the story of
Regnier’s edition of La Fontane, VI, 63-86

1® Euphémie, when about to consccrate herself to Diana, had fallen i love with
a young man, had married him, and had loved him so passionately that, when he
died, she had gone, two days before the play begins, to pme away in his tomb She
was accompanmied by her susvante, Frosine, who had made a similar vow, but who
has been receiving supplies from Licas, valet of old Chrisante The latter loves the
widow and urges her to renounce her intention of dying, but he meets with no success
As he leaves the tomb with Licas at mght, they stumble mnto a cook and Straton,
a valet, and cause them to drop a supper they were carrying to an officer Ths
young man 1s Chrisante’s son, Sostrate He commands the soldiers who are guarding
the body of a man of importance, recently hanged After Chrisante has departed,
Sostrate comes to look for his valet, orders him to pick up the food, hears Eupbémie’s
moans, and meets her when she emerges from the tomb He has already heard of
her beauty and of her devotion to her husband’s memory He makes love skillfully
and rapidly She 1s soon deeply interested and agrees to partake of the supper The
servants 1mprovise a table and eat with their master and mistress Chrisante, return-
mg to the tomb, 1s shocked to find them eating and denounces both Euphémie and
his son Straton now brings the news that the body of the man who had been hanged
has been carried off Sostrate wishes to kill himself, but his father snatches his
sword away and 1t 18 proposed that a substitute corpse be procured As Straton 1s
too short and Licas 1s too fat, Frosine suggests the body of Euphémie’s husband To
save his son, Chrisante promises that, if the widow will lend the corpse, he will
approve of her marrying Sostrate The widow does not refuse, the body will be
substituted, and the marriage will take place
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persuasions. La Motte presents her so tenderly that we are not allowed
to see her final yrelding, nor hear her actually consent to the use to which
her husband’s body 1s to be put. Buf the fact remains that in three days
this “exemple des veuves” has buried one husband and acquired another.

Sostrate 18 evidently a man of high rank, chosen by the government to
carry out an 1mportant mission, ready to kill himself when he finds that,
through the negligence of his men, he has failed 1n his duty. He 1s an
ardent and tactful lover, who humors the widow till he feels that he has
made sufficient progress to prediet that she will love him for himself rather
than for his resemblance to hys predecessor. The other characters are
primanly come elderly Chrisante in love with a young woman, cowardly
and energetic Straton, Frosine who understands her mistress and says what
the widow would like to say if the proprieties allowed, and Licas who
entertains us with his patois.

The comic element 18 found primarly in the cymeal nature of the
subject with the sharp contrast between the widow’s grief and the demands
of the flesh, There 1s also comic material 1n Chrisante’s 1mpotent wrath,
1n the encounter at mght with the momentary loss of the supper, in the
cook’s despair, 1n Straton’s ferrors, in the references to food and drink, and
n the observations of Licas about the widow and her dead husband

1ls étiont morgué s1 afolés I'un de lautre, qu’on ne les ettt Jamais pris pour marn
& femme ¢a use terriblement un jeune homme (sc 1)

Jt may have been remarks of this kind that shocked the duchesse
d’Orléans, herself only recently a widow, and caused her to write on Dec.
14, 1702, that the play was “ pleine d’impertinence ” 2 Perhaps her pru-
dishness prevented its having a longer run than 1t did, for there were
only nine performances 1n 1702, beginning on Sept 23, and 1t was not
revived after that year The author deserved much credit for adapting the
tale to the taste of his day, keeping the comic element without the gruesome
details, but the subject was not one that could long withstand early
eighteenth-centurv reverence for the proprieties

The carcer of Joseph de Lafont 1s not unlike that of Bowmndin in that
each wrote onlv a few short plavs. all comedies, and then ceased to con-
tribute to the Comdédie Francaise, but without losing interest i drama
Thev were, however, quite different 1n character Boindin was an avowed
atheist, a sour critic, and a man of excellent morality, while Lafont, kindly
and dissipated. concerned with his verses rather than with his morals, was
a fanciful dramatist of Regnard’s school rather than of Dancourt’s.

Son of a procureur au parlement, he was horn at Paris 1 1686, preferred

20 Mélése, Rép, p 213
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the theater to the practice of law, became a friend of La Thomlhdre, and
wrote plays with this actor 10 mind that gave him 1n the eighteenth century
an assured posmtion among minor dramatists. He subsequently composed
a number of operas, the most celebrated of which, Les Fétes de Thalse, had
nearly eighty performances in 17Y14. He learned riles of kings and
peasants 1n the hope of becoming an actor, but, worn by gambling, wine,
and a wandering existence from one 1nn to another, he fell 11l of « langueur ”
and died on March 20, 1725.2¢

According to s death notice 1n the Mercure, he was known for “le
mérite de Pesprit” and “la bonté de son cceur ” His aim, as stated 1n the
preface of his Amour vengé, was to write short comedies that would keep
the spectators “en haleine,” but would not descend to the methods of the
farce

N'avilissons point un théatre aussi noble que le nitre 1l faut jetter toutes ces
ordures basses & triviales hors de la Ville, & les laisser aux spectacles grossiers des
fauxbourgs de Paris

To these principles he adhered 1n the four plays that he composed, all of
which are brief, pleasing, and free from “ ordures.” None of them, on the
other hand, shows much comc force or psychological insight

Ihis first two plays suggest that he had been caught by the vogue of the
fairy-tale and by that of the Arabian Nights, only recently made known
to the French public The first of them, DANA% ou JuriTER CRISPIN,?
also owes mspiration to ancient mythology, to Moliére, and probably to La
Thorillitre In Amphitryon Molitre employs © vers libres,” brings Jupiter
and Mercury to earth, has Jupiter make love successfully to 4 mortal woman,
and has an unattractive woman make love unsuccessiullv to Mercury.
Lafont adapts ssmilarly to the modern stage a story related by Hyginus n
his Fable LXIII, one that tells of & princess Jocked up 1 a tower * and
rescued by a lover, a tale to delight Perrault or Mme d’Aulnoy.*

21 Cf the fréres Parfaict, XV, 155-8, Petitot, Répertowre, Paris, 1804, XIX, 79-85;
and the catalogue of the Bibliothéque Nationale

33 That 18, to the theaters of the Foire As the remark was published 1 1712, 1t
echoes attacks made upon the forains by other authors when writing for the Comédie
Francaise, Dancourt, Legrand, and Lesage

# Pars, IMerre Ribou, 1707, 12° Republished 1n the Nouvesu thédire frangots,
Utrecht, Néaulme, 1734, and 1n Lafont’s Thedtre, Amsterdam, Marteau, 1746

% The fact that this 1s a2 “ tour d’airamn” cannot come from Hyginus, but may
have been derived from Ovid's Admores, 11, 19, 27

5 As Jupiter has heard that Kmg Acrisius, fearmng that he will be slain by a
son born to his daughter, Danaé, has shut her up 1 a tower, he disguises himself
ag Crispin and, accompanied by Merrury, sets out to visit the girl He bribes first
the soldiers who guard the tower, then old Tiphaé, the girls poverness While
Mercury watches for Juno, Jupiter meets Danaé, who promptly falls in love with
him, and leads her under neighboring trees Juno arrives, disguised as Dame Gigogne,
discusses the situation with Mercury, and goes off to persuade Vulean to make for
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But, as he tells us 1n his prologue, 1t was too daring to introduce gods into
& short comedy and have them talk seriously. He was obliged to “les
travestir en ridicule ” and to make of his playlet a “ Crispinerie.” In so
doing he may have been 1nfluenced by La Thonlhdre and by s recollection
of the Thétre Itahen. The farcical coloring he gives to the myth 18 shown
1n the rdle of Jupiter, who fears Argive soldiers, squeezes his thunderbolt
nto his pocket, stands 1n awe of Juno, and, 1n order to silence her, gives up
Danaé. The “ Auteur du firmament * has become a bourgeois husband who
allows himself only bmef and carefully guarded departures from his
domestic duties. Juno serves chiefly to make possible the old comie
quarrel between husband and wife and to hasten the dénouement. Mercury
1s 1n his traditional réle of go-between and humorous commentator. He
alludes to characters familiar to the Parisian pubhe (sc. 9) -

Juprter en Crispin® Vous en Dame Gigogne!?
Puissar-je devenir un cadet de Gascogne,

and points out the difficulty of Jupiter’s situation

Aprés quatre mil ans peut-on aimer sa femme?
Car & bien supputer le tems,

Vous goutez de ’hymen depuis quatre mil ans,

Tandis que maintenant Pon maudit le ménage,
Aprés six mois de marage

He 18 also comic, as he had been in Amphitryon, when he resists the
advances of an unprepossessing woman. Tiphaé, who leans on a stick, 1s
amusing both when she seeks to attract Mercury and when she rapidly yields
to bribery, Her ward has a naive r0le, hke that of the boy n la Coupe
enchantee She has apparently seen only amimals and Tiphaé before
meeting Jupiter She frankly expresses her feeling for him, refuses to leave
him when he hears ot approaching danger, tells Juno that she has “Yar
de ma guenon,” and, when she 18 told that Polydectes will be her husband,
asks, “ Et qu’est-ce qu’un Epoux?”

Lafont makes no effort to explain her readiness to accept the situation,
or Juno’s willingness to renounce her vengeance. He hurries us along
like the author of a fairy-tale with no thought of reality The form he
selected, that of twelve-syllable and eight-syllable lines, gracefully arranged
in shifting rime-schemes, 1s well adapted to the fancifulness of the theme,
as 18 the setting of the play with “la Mer Egée” in the background and

her keys to the tower Tiphaé makes love to Mereury, offering him the purse that
Jupiter has given her, but to no avail The gods make themselves known Juno,
unable to get help from Vulean, returns, scolds Jupiter, and threatens Danaé tall
Mercury proposes they make peace Juno agrees on condition Danaé be sent off to
marry King Polydectes Jupiter consents to this solution of the problem and takes
his wife home on his eagle
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“une Tour d’airain okt Danaé est enfermée.” He did not, however, put
the actors to the difficult task of turning Jupiter into a shower of gold.
Instead, he merely had the soldrers ask for the shower and find in their
pockets the gold that Jupiter had promised them.

In order to prevent criticism, Lafont composed a preface, as Palaprat
ked done for le Grondeur It 15 spoken by L’Amour and La Critique.
L’Amour has come to find out whether the play will appeal to a * spectateur
fin, délicat, habile.” La Critique declares that she has come only because
the play 18 new and that she expects to yawn and whistle, for applause 18
no longer fashionable. I’Amour warns her that he has taken the author
under s protection, but La Critique 1msists upon making a failure of the
play and looks for the assmistance of “ Abbez” and “ plumets” When she
has left, I’Amour begs the parterre for applause and warns of his power:

Vous avez vl jusqu’s present

Des Avares, des Misantropes,
Des Fourbes, des Grondeurs, des Joiteurs, des Esopes,
J’ay forcé chacun d’eux & devenir Amant?*®

I?Amour was not notably successful in his plea, for the play, first acted
on July 4, 1707, was produced only eight times at the Comédie Francaise,>*
but the author was sufficiently encouraged to mske, three years later, a
second attempt, again with a “ Crispinerie,”

This was LE NAUFRAGE, 0U LA PoMPr FUNEBRE DE CRISPIN,® an exotic,
farcical, and somewhat spectacular little play based on two laws of a strange
land one, that everyone must marry, the other that, when a husband or
wife dies, the widow or widower must be burned on the funeral pyre of the
deceased mate. The first law enables the author to create a difficult situ-
ation, the second, combined with the opportune arnval of the hero, makes
1t possible for him to remove the difficulty The plot 1s well conceived, but
1t could have given rise to more ample comuc developments than those we
are allowed to witness.?®

3 I’ Avare, le Misanthrope, le Port de mer, le Grondeur, le Joueur, and les Fables
d’Esope had all been given m 1706 One might suppose that * Fourbes” refers to
les Fourberies de Scapw, but 1n that comedy Scapin 1s not a lover

#7 It was acted by the Italian troupe on July 25, 1721, on its opeming day at the
Thétre du Faubourg Sant-Laurent, cf Maurice Albert, les Thédtres de la Foire,
Paris, Hachette, 1900, pp 100-1

8 Paris, Pierre Ribou, 1710, 12°, 1n the Nouveau thédire frangoss, Utrecht, Néaulme,
1734, 1 Lafont’s Thédire, Amsierdam, Marteau, 1746, 1 the Peiile Bibliothéque,
Paris, Belin, 1789, 1n the Répertowres of 1818, 1819, 1821, 1823, i the Auteurs du
second ordre, 1809, 1n the Thédire edited by Touquet, 1821, and 1 the Répertosre,
Paris, Didot, 1824 It was translated mto Dutch in 1730

# A French nobleman, Licandre, has eloped with Eliante, taking along his valet,
Crispm, and her sutvente, Marine A shipwreck has placed Eliante and the servants
on an 1sland called Salamandros, while Licandre 18 supposed to have been drowned
Marine has married an 1slander, Piracmon, of whom she approves, while Ehante,
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As 1 the earlier play, Crispin is the principal character. Since his
cleverness, chiefly aimed at getting the better of Elante, 18 foiled by
Piracmon, he 15 primarily a cowardly and outwitted valet, struggling for
his life, with his insistence that he 18 Eliante’s husband turned against him,
and saved by no actions of his own. The other persons are but shghtly
characterized. The play has a lively dialogue and rapid action. There 18 a
satirical reference in sc. 5 fo French girls’ eagerness for matrimony. Two
lines 1n sc 12 parody le Cid

Pleurez, pleurez mes yeux, & fondez-vous en eau,
La mortié de Crispin mettra l'autre au tombeau

The spectacular element 1s considerable. At the beginning the stage
represents

une lsle srauvage on y voit quelques hahitations dans des Rochers escarpés, & un
peu plus loin 'on découvre la Mer, dont le rivage est couvert de débris de valsseaux.

In sc. 12 Ehante appears, covered with flowers, upon a “bucher ” that
15 “aun pred d’un Mausolée galant, ot ’Amour est representé portant le
portrait de Crispin® To the sound of musical struments and by the
hght of torches Crispin 1s led to the pyre There 18 dancing and singing.
The alexandrine couplets 1n which most of the play 1s written are varied
by songs that employ verses of 4, 7, 8, 9, 10, and 12 syllables, by “ article
XII1” of the l.aw couched 1n verses of 8 and 12 syllables, by a prose letter,
and by Crispin’s final stanza addressed to the parterre in 8-syllable verse

The play was first acted on June 14, 1710, with music composed by
Gilhers It was acted fifteen times 1n that year and remamed in the
repertory until 1790 The total number of performances was seventy-three.

After these two excursions abroad, Lafont attempted two comedies deal-
ing with the life of his contemporaries, though his manner remams far

to escape a stmilar fate, has, with her consent, been married to Crispin by the high
priest of the 1sland and now refuses to allow the consummation of the marriage
As a week has passed without news of Licandre, Crispin 1msists upon hs privileges
as a husband and appeals to the governor This digmtary demands the consum-
mation of the marriage or the death of Ehante The women appeal to Piracmon,
who suggests that Ehante pretend to be dead and that Crispin be mformed that he
must be burned with her body When the plan 18 carried out, the valet argues that
he has never really been Elante’'s husband, but the governor refuses to accept hws

lea, Ehante 18 shown on a pyre, and Crispin 18 ordered to join her Fortunately

1eandre had reached another island atter the shipwreck He now appears with a
note from its governor He 18 told that Ehante 18 dead, but, when she hears hs
voice, she reveals the fact that she has pretended death in order to escape from
Crispin and declares herself to he Licandre’s wife The lgh priest annuls her first
marriage and umtes her to Licandre The governor promises to find a wife next
day for Crispin, who, however, msists upon a contract that will excuse him from
dying 1f he should lose this new wife The play ends with dancing, singing, and
verses addressed by Crispin to the parterre
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from realistic. The first of them 15 L’AMouR VENGE® In his preface
Lafont points out that recent five-act comedies, owing to the fact that they
have 1n them “ beaucoup de vuide,” have met with hittle success.® Unless
one has Mohére’s fire, 1t 18 hard to hold the spectators  en haleme ” during
five acts. He consequently prefers to write a one-act comedy and to hurry
the action 1n order to make 1t more effective.

The play 18 chiefly a comedy of intrigue, though the plot 1s far from
being complex.*? Tt has only two effective scenes, the tenth and fifteenth,
in which the hero and heroine seek to amuse themselves at each other’s
expense and end by falling 1n love. In the second of these scenes the réle of
Nérine recalls that of Dorine when she reunites the young lovers 1n Tartuffe.
To order to increase the comic element. the author brought 1n an absurd
Gascon, a sort of miles glorosus, though he brags only of his prowess in
love, and attempted a scene of manmners by referring to two restaurants,
those of Fitte and Payen, and by miroducing a passage 1n which various
professions are lsted (sc. 1) **®

Ticns, chacun se deguise, & 1'on s’est fait un pomnt
De passer en public pour ce que 'on n'est point
L’Usurier veut paroitre un prudent econome

Tout Procureur voudra passer pour honnéte homme,
Tout Asne pour Docteur, tout Poltron pour Cesar,
Tout visage en couleur pour visage sans fard

Tout Partisan rusé qui pille la Province

Pour un sujet qu prend 'interét de son Prince,
Tout petit Sous Fermier, tout Traittant, tout Voleur
Your homme delicat en matiére d’honneur,

Tout Amant un peu fier pour Amant sans tendresse

The author admits in his preface that he was eriticized for hastening hus
action too greatly, for having his hero and heroine become 1nterested 1n each
other too quickly, and for lack of reality in the presentation of the Gasecon.
To these crihicisms he fails to make a convineing teply. The plot 1s so

% Pars, Pierre Ribou, 1712, 12° Dedicated to d’Argenson Republished m_the
Nouveau thédire frangoss, Utrecht, Néaulme, 1734, 1 Lafont’s Thébire, Amsterdam,
Marteau, 1746 Tt was translated mto Dutch m 1740

81 I{ 1 true that no five act comedy first played 1n 1709-12 had many performances

32 Orgon would marry his nephew, Clidarms, to Araminte’s niece, Lucile, but the
young people show such indifference to each other that the girl’s aunt agrees to
marry her to a Gascon, the Chevalier de la Fanfaroniére Clidamis’s valet, Merlm,
and Luale’s suwvente, Nérine, pretend to the young people that each 18 loved by the
other and persuade them to encourage each other in order that each may laugh at
the other’s expense But when Clidamis pretends to make love, Lucile feels deeply
moved, and, after she leaves the stage, Clidamis admits that he has been smilarly
affected Lucile refuses to marry the Gascon, who retires after he has expressed his
mdignation The notary who had come m order to oblige de la Fanfaromére 1s
employed by Orgon and Araminte to draw up the contract for the marriage of
Chidamis and Luale Merlin, proud of his stratagem, 1s accepted by Nerine

# For similar dramatic lists ef my op cst, Part III, pp 823, 830, Part IV, pp
431, 828-9
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hurried that there are few comic mtuations and we are not convinced that
there was ever much of an obstacle to be overcome. A Gascon had appeared
1n several seventeenth-century plays and quite recently 1n Boindin’s T'rois
Gascons. Lafont represents him as weighing five times as much as Chdamis,
using characteristics of Gascon speech,** and being infatuated with his
charms, though others laugh at him. Lafont asserts that there will be men
of this kind so long as there are Gascons, but one may doubt if any Gascon
ever went to such lengths. The character 18 a survival of the ancient
Plautine tradition and must have seemed quite out of place in & play that
might 1n other respects have been considered a predecessor of Marivaux

The comedy at first made an excellent 1mpression. Though first produced
a8 late as Oct. 14, 1t was acted sixteen times 1n 1712. It was given, how-
ever, only seven times thereafter, once 1n 1713 and six times in 1722.
Before the author could have known that 1t would not have the success of
his Naufrage, he had composed the play that did most to establish his
reputation and was, like I’Amour vengé, a Parisian comedy.

This was Les Trots FrirEs Rivaux,®® the first 1dea of which, according
to the preface, was suggested to the author during the winter of 1713 by a
friend who had “beaucoup d’esprit et d’érudition.” This fmend, according
to the fréres Parfaict, was La Thorillidre, for whom 1n return Lafont com-
posed the role of Merhn The suggestion roused many 1deas 1n Lafont,
who adds that he had amused “ avec assez de noblesse tous les honnétes gens,
c’étoit 'unique but que je m’6tors proposé.”

The play 15 based on mistakes in the identification of three brothers
named Lasimon, all of whom are captains in the Queen’s regiment and each
of whom 1s favored by a member of one famuly, father, mother, or daughter.
Confusion, due 1n part to the activities of a valet, 18 followed by explana-
tions that result in the triumph of love ®® The comedy has some resem-

™ Substituting ¢ for e, bous for vous, and using sandss as an oath

8 Paris, Pierre Ribou, 1713, 12° Dedicated to the marquis de Courcillon, Governor
of Touraine Republished in the Nouveau thédire frangoss, Utrecht, Néaulme, 1734,
in Lafont’s Théitre, Amsterdam, Marteau, 1746, at Naples, Gravier, 1777, at Paris,
Delalamn, 1776, and Belin, 1788, 1n the Répertowres of Paris, 1804 (Petatot), 1813,
1818 (Petitot), 1821, and 1824, 1n the Auteurs du second ordre, 1809, and in the
Touquet edition of 1821 It was translated mnto Dutch i 1734 and 1756

*¢ Philidor, a prosperous lawyer, would hke his daughter to marry a man of s
profession, but Angéhique prefers an officer Philidor’s valet, Merlin, has been bribed
by three brothers Lisimon to imtroduce them mto the family One 1s a marqus,
one a count, one a chevalier The father promises Angélique to the marquis, the
mother promises her to the count, but she prefers the chevalier The youngest
brother wins over Merlin by bribing him a second time The marquis arrives with a
letter from Philidor, the count, with one from Philidor’s wife While they are in
the garden, the lawyer and his wife quarrel over the choce of a son-1n-law, but they
make peace when they discover that each has chosen Captain Lisimon of the Queen’s
regiment Angélique resents her parents’ selecting a husband for her till she finds
that they, hike herself, have chosen Captam Listmon Trouble flares up agan, how-
ever, when there 18 a difference of opinmion as to whether the captam 1s a marqus,
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blance to the Femmes savantes 1n that & father and mother quarrel over the
choice of a husband for their daughter and that a letter, fabricated for
the purpose, brings about the discrediting of the hero’s rivals. The presence
of three brothers, the youngest of whom wins the prize, 15 a folk theme
found 1n many fairy-tales The suceess of the play was due, not to the
realism of the manners described or to the analysis of character, but to
the verve of the dialogue and to the varied comic scenes, presented with
increasing wit up to the logical, 1f not unexpected dénouement

Merlin, the leading character, debights by his impudence, hus avarice,
his moments of fear, and the manner 1n which he ingratiates himself into
the good opinion of those he needs to further his interests The kindly
father, anxious to assert his authority, but dreading a confliet with s
wife, the latter’s calm self-confidence, their daughter’s insistence upon
choosing her man produce amusing repartee. Fven the colorless lovers help
create comic situations One does not regret the absence of a suivante.

The play begins, like Regnard’s Joueur, with a hively monologue spoken
by Merlin, who draws from his pocket three purses, one after another

Trows objets ravissans, trois bourses plaines d’or!
Qu'un valet est heureux chez monsicur Philidor!

Most of the exposition 1s contained m this monologue The scene that
follows allows Merlin the opportumity to belittle lawyers, “avec leur air
gris-brun,” as husbands, 1n contrast with warriors—a popular theme 1n time

of war
Plaisant époux, ma foi! qu'un époux & rabat!
Car qu’est ce, dites mo1, que Damou P'avocat?
Un fat, un sgnorant balayant la grand’salle,
Qu: par sa vamté croit que rien ne l’égale,
Qui de papiers tout blancs a som d'emphr son sac,
Qui décide de tout et ad hoc et ad hac,
Qu g’ecoute parler, qui s’applaudit lm1 méme,
Pindarisant ses mots avec un somn extréme

In scene 4 the marquis and the count are made amusing by the manner

a count, or a chevalier When the marquis and the count appear, Phihdor declares
that the marquis 18 the man, Mme Plulidor, that the count 18, Angélique, that
neither 18 Then the chevalier cdaims the grl and explams that they are three
brothers m the same regiment Philhidor, his wife, and Angélhique ewch supports
the man he or she has selected At this pomt Merlin brings 1n a note that accuses
the marquis of gambling, the count of pursming women Though the aciured captains
deny the charges, the parents are impressed Merlin, when he 18 accused of cheating
the brothers who have pawd for his asmstance and of slandering them in the note,
protests that 1t 1s not bis fault 1f they are brothers and that he does not know how
to write Angélique declares that it 1s unnecessary to find out whether the charges
are true or false, for she loves neither of the men This statement makes the marquis
and the count withdraw Merlin admits that he wrote the note to help the chevaler,
who had paid him more than his brothers had As there 18 no longer any opposition,
the chevalier 18 accepted as Angélique’s hushand

19
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in which their words and actions duplicate each other’s. A sumlar effect
is produced mn sc. 8, when Phihdor and his wife appear, but the spectator’s
pleasure 15 mcreased by their quarreling and their temporary reconcihation -

Mme Ph Je prétends qu’Angélique & mo: seule obéisse

Ph  Selon ma volonté )entends, moi, qu'elle agisse
Mme Ph Elle doit se soumettre aveuglément & moy,

Et de nul autre aprés mne recevoir la lo1

Ph  Et par quelle rason?
Mme Ph C’est que Je sms sa mére

Ph  Et mo1 done, 811 vous plait, ne suis Je pas son pére?
Mme Ph Et quand vous le seriez? voyez, belle raison!

Ph  Je m’'en moque, )’aurai pour gendre Lisimon
Mme Ph  Lisimon, dites vous? Lisimon, capitaine?

Ph Ow
Mme Ph De quel regiment?

Ph De celum1 de 1a Reme
Mme Ph Tout de bon?

Ph Tout de bon
Mme Ph Eh' vite embrassons nous,

Allons, faisons 1a paix, mon cher petit époux!

The comic effect of this scene 1s repeated in the next, when Angéhique’s
nsistence upon selecting her husband meets with disapproval until it 18
discovered that she also has chosen a Captain Lasimon of the Queen’s
regiment  The general satisfaction lasts, however, only for a moment,
for a dispute arises 1n regard 1o the captain’s title This scene 1s followed
by the entrance of the older brothers, then hy that of the chevaher and the
discovery that there are three captains  When Merlin’s letter accuses the
marquis and the count of the vices ““ordinaires de presque tous les gens de
guerre,” gambling and women. Mme Philidor exclaims

F1' les maris joueurs sont des maris infimes!
Peut on aimer lc jeut Passe encor pour les femmes!

The dénouement follows quickly with Angélique’s declaration that she
loves the chevalier, tlie withdrawal of the older brothers, Merlin’s confession,
and the parents’ acceptance of their daughter’s choice

The {réres Parfaict *7 assign to the play, often acted 1n their day, “une
place marquée dans le rang des Comédies en un Acte,” on account of its
sumple subject, 1ts well filled action, and the good comic tone of the char-
acters Thev quote the Bibhothéque Fran¢owse, which finds 1n the comedy
“ des trarts inimitables & des caractéres parfaitement soutenus ” and admires
especiallv Mme Philidor’s remark, just quoted, on the relative merits of

*1 XV, 152-5 When the play was given m August, 1797, at the Théitre Feydeau,
uncomplhimentary remarks addressed to Merlin, the valet, were understood by the

audience as mtended for Merlin de Donai, Minmister of Justice 1n the Directoire,
with the result that the theater was closed, ¢f Desnoiresterres, op eit, pp 437-8
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gambhing and fornication. Lafont himself thought 1t unnecessary to reply
to crities of his play Though first presented in the summer season, on
Aug 4, 1713, 1t was acted fifteen times before the end of the year, remained
1n the repertory until 1821, and had in all 397 performances at the
Comédie Frangase, more than any other one-act comedy of 1701-15 except
Dancourt’s Galant Jardinier, Lesage’s Crispin rval, and Legrand’s Usurier
Genlrtlhomme

These exght productions show that the habit of giving short plays after
tragedies or longer comedies influenced strongly new authors, more of
whom attempted this type oi comedy than any other They indicate on the
part of their authors ready mastery of technmique and fanulianty with
various comic devices already employed by Dancourt and his contemporaraes.
They are unusual 1n the facts that in a large proportion of them the authors
are concerned with life outside of France, and that in one of them a
modern Jewess 18 selected as the heroine. By far the most successful of
them was les Trows Fréres Rwauz, the only one that was played at the
Comédie Frangaise 1n the nineteenth century



CHAPTER XVII

DESTOUCHES

The only author of comedies who began in 1701-15 to write plays that
were acted and who ultunately acquired 2 very considerable reputation as
a comic author was Destouches.! His father, Francois Nércault, was an
organist and serivener at Tours, where Philippe was born on April 7, 1680,
He 15 sa1d to have received a good education at Tours and at Paris, to have
quarreled with his family, and to have joined a troupe of actors, probably
mn 1697 or 1698. The tradition, cultivated by s son, that he fought in
the French army has been shown to have no substantial support other than
famly pride.? While playing 1n Switzerland, he attracted the attention of
the marquis de Puisieux, the French ambassador, who took him inte his
service m 1699, chiefly as a copyst, and taught him the principles of diplo-
macy. Destouches wrote hus first play while he was 1n his employment and
organized amateur theatricals at the ambassador’s home. He followed im
1 1708 to Sillery and was ntroduced by hum to the court of the duchesse
du Majne at Sceaux, for which he composed three musical diwerfissements.
On June 19, 1711, he was living at Paris, rue de Bussy, and described him-
self as Puisicux’s secretary.? In 1717 he became, on the recommendation of
Puisieux to the Regent, secretary to'Dubois, who took him to London, where
Destouches remained until 1723,

While m England he acquired a certain interest 1n English literature,
shown by a few translations, and he married an Enghsh girl* After the
death of Dubois and the Regent, he retired from diplomacy, obtaned a
pension, and established himself on the estate of Fortoisean near Melun, of
which town he was governor. Although he had been elected to the Academy

1Cf especially Paul Bonnefon, RHEL, XIV (1907), 637-95, Jean Hankiss, Philippe
Nérveault Destouches, Debreczen, 1920, Henrs David, Revue du dur hurtseme saéele,
V (1918), 116 44, A Burner, RHL, XXAVIIT (1931), 40 73, 177-211 Kditions of
hiv works were published at DParis, Le Breton, 1716 and 1718, The Hague, 1725,
1741 2, 1752, 1754, Pans, Prault pdre, 1730-45, 1745, 1758, 1772, 1774, Imprimerie
royale 1757, Charpentier, 1763, Libramres assocpes, 1774  For most of these and
for later editions «f the catalogue of the Bibliothdque Nationale and Burner, op
cst, pp 200-4

* Burner behieved that he did not quarrel with his family, that he became an actor
m 1097, entered the army 1n 1698, took part 1n the battle of Saint Gothard, and
was reccived mto Puisieny s service m 1699

* This evidence, which Burner alone of Destouches s biographers noticed, 13 given
m a deposition made bv the dramatiat when called as a witness 1 an affair that
mvolved the actor, Beaubourg, of Campardon, Comédiens du ro:, Paris, 1879, p 25,
and above, p 17 David, op e1t, p 142, had concluded that he remained in Puisieux's
service up to the end of 1710

¢ For hia life 1n England ef 1 O Wade, MP, XXIX (1931), 27-47
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m 1728, he spent the rest of his life 1n semi-retirement, devoting much of
1t to the composition of plays. He died 1n 1754,

It 18 not known why he called himself Destouches. Bonnefon suggested
that he took 1t as a stage-name, but Hankiss raised the ohjection that he
kept 1t when he became a diplomat. He certainly employed 1t as early as
1701 and may have been attracted to 1t by the fact that 1t was the name
of a popular composer of operas. By 1717 he was especially known &~ a
dramatist and may have believed that the name he had signed to his plays
was more distinguished than the bourgeois Némeault, which, as Dawnid
remarks, might have suggested mauricaud. However this may be, 1t was
as a dramatist that he became known to postenity. Though s most cele-
brated plays were written after his retirement to Fortosean, the seven
acted at the Comédie Francaise in 1710-17 were those that, with the help
of Dubois, elected him to the Academy.

The first of these was L Curieux IMPERTINENT > Destouches declares
that he was attracted to the subject by Mme de Thibergeau, Puisieux’s
sister, who expressed the oprmion as they read Don Quizote together that
the Curoso Impertinente would make an excellent subject for & comedy.
The tale had already inspired a French dramatist, the younger Brosse, but
there 1s no evidence that Destouches knew his play.® Ile took from Cervantes
his title, his main theme, and his three leading characters, but he altered
his materials decidedly by substituting engagement for marnage and by
having the servants duplheate the actions of the three chief persons In this
way he avaided the question of adultery and was able to introduce a good
deal of comic material. Hankiss thinks that the first of these changes was
due to a remark made by Cervantes’s curate, but, as Molitre had made a
similar alteration in writing I"Ecole des mars, Destouches may have acted
without noticing the curate’s remark 7

5 Paris, Prerre Ribou, 1710, 1711, 12° Gozet, Hankiss, and the Intermédiasre des
cherchours et des curenz (1935, col 235) give 1710, David and the catalogue of the
Bibliothéque Nationale, 1711, Ludemann and Burner, both yeurs As the (Jazette de
Rotterdam (cf Méléwe, Rép, p 221) of Dee 29, 1710, states that *“on vend ” the
play, 1t must have been published by that time It was dedicated to Puisicux Repub
Iished, Amsterdam, Jordan, 1711, Paris, Le Breton, 1716, 12°, The Hague, Gilbert,
1741, in editiong of the author's plays, and hy Ad Rion 1 1878 The tPluy han been
studied by Max Ludemann, Uber Destouches’ Leben und Werke, Greifawald, 1895,
Hankiss, op ett , G Babinger, Wanderung und Wandclungen der Norclle ron Cer
vantes * El Curioso tmpertinente,” Erlangen, 1911, pp 3% 4, and Bardon, op e,
pp 4915 Destouches’s son, i a letter of April 5, 1779, attributed to lnm a tragedy
called les Macchabées, a first work that 14 now lost, 1if 1t ever existed

°Cf my op cit, Part IL, pp 471 2 The only respect in which Destouches 1s nearer
to Brosse than he is to Cervantes lies 1n the fuct that in both plays the friend accuses
the husband or fiancé of unfaithfulness, but this 18 a theme that Destouches may
easily have found for himself

7 Bardon seermns to think that the changes were due entarely to Destouches’s unwil-
hngness to shoch the public He criticizes him for not following Cervantes more
closely Some of his points are well taken, but he forgets that Destouches was
writing & comedy
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The material 18 well distmibuted through the five acts. The exposition 18
brief, there 15 a steady increase in interest, and the solution 18 reached in
the last verses of the play.® The change of fiancés within a smgle day 18 as
well prepared as could be expected. Léandre 15 meant o be as jealous as
his model 1n Cervantes, but he 1s much too calm to be convincing. He 18
not at all a violent lover, like the protagomst of Baron’s Jalouz, but rather
an amateur psychologist making an experiment that fails and calmly ad-
mitting the fact at the end of the play. Damon gives the impression of
being much more in love and has a genwne struggle between emour and
amitié He would not have undertaken the experiment except for Léandre’s
insistence. He continues 1t for the same reason until his love prevails almost
in spite of hamself. His 18 the most dramatic role 1n the play, as he 18 con-
stantly striving to reconcile his 1deas of love and honor.

Julie 18 wounded by her lover’s neglect, restrained by her sense of the
proprieties, and grateful to Damon for soothing her pride. She seems to
accept Damon, not because she loves him, but because she 18 1ndignant with
Léandre. There 18 no reason for her rushing so promptly into matrimony
except the author’s desire to respect the umty of time. Her father 1s not
the “doux et msigmfiant ” person that Hankiss represents mm as being.
His threatening Lolive with 2 beating to be admimstered by hus three lackeys
and s display of anger, reported by Crispin, do not indicate a gentle dis-
position. He 1s, however, fond of his daughter and unwilling to marry her
agamnst her will.

The three servants are hke many found 1n plays by Destouches’s prede-
cessors Lolive 15 a blunderer, Crispin, a clever valet. Nérine, the hively

® Léandre, a lawyer, 18 engaged to Julie, daughter of Géronte He has his wedding
postponed because he wishes to test Juhic’s love with the help of a friend, Damon,
who 18 & military man and i love with Julie, though he has helped his friend to
win her Damon objects to participating i Leandre’s plan for testing Julie, but
he finally yields on account of hs friendship, while warming Léandre not to hold
him responsible for the consequences When Damon declares his love, Julie 1s angered,
but the next time she sees lum she pardons him provided he will not speak to her
of love agnin  He mahes further progress by causing her to believe that Léandre
loves another girl Now Léandre has pretended that his father 1s quite 11l at Tours
and that he discovered this fact by sending there his valet, Lolive But Géronte
recenes a letter from Léandre's father atating that his health 13 excellent and that
he has been for six weeks 1n Brittany He then forces Lolive, under the threat of a
beating, to confess that he has not left Paris and that Leandre 13 seeking to postpone
his marriage, not because ns father is ill, but 1n order to test Julie Both the girl
and her father feel that they have been 1msulted, but Julie pardons Damon when he
assures her that lus love 13 genuine  She has already felt that Iéandre’s neglect has
cooled her feeling for him Now she fears to marry a man who will certainly make
a jealous husband In order to get her revenge, she pretends to Léandre that she
loves lum even 1f he 18 unfaithful Léandre declares that he has never ceased to
love her and ashs for her hand Damon, acting on his friend's advice, has already
ashed her to marry him Géronte leaves the decision to Julie, who rejects Léandre
and accepts Damon A sumilar triangular mntrigue 1s carried out by Lolive, Nérine,
end Crispin Nérine greets Crispin’s first advances with a slap, subsequently softens,
and aceepts him when Lolive withdraws in order to escape dismissal
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counsellor of her mistress, switches from one of her lovers to the other, not
o much because of her own feelings as to give a comuc echo in a lower key
to the love-making of the mam trio. Molitre had employed servants simu-
larly i le Démt amoureus and le Bourgeos Gentilhomme. There is, how-
ever, definite connection between the servants and the main plot, especially
when Lolive’s forced confession preeipitates the action.

Destouches moralizes at the end of his comedy as Dancourt had done in
le Famalle d la mode and as Moliére would not have done. It 13 the first
evidence he gives of a tendency that, reappearing in many of his later works,
was to appeal to his eighteenth-century audiences. His play lacks comic
force, but one or two passages are worth quoting:

Tiens, Lolive, la femme est une marchandise

Qu'on doit prendre au hasard sans la faire priser,

Et qu'on ne peut jamals connoitre qu’d 1'user,

Tl faut, sans titonner, brusquer le manage,

Et g’exposer sur mer sans craindre le paufrage

Qui tremble dés le port ne doit pas s’embarquer (II, 3)

11 faut qu’un tendre amant soit mnquret, jaloux

Un regard mnocent dott le mettre en courroux.

Une mouche quu vole autour de sa maftresse,

Un épagneul qu’elle aume, & qui lm1 fait caresse,

Un pet1t perroquet, qui, prenant sa legon,

Lw dit, bassez, bassez, dans son petit jargon (III, 4)

Acted first on Nov. 17, 1710, 1t was given thirfeen times in that year,
seven fimes m 1711, and four times mn 1715. The Gazette de Roiterdem *
pronounced 1t the play “la plus parfaite ” that had appeared since the time
of Moliére. At the Foire 1t was parodied on Feb. 3, 1711, 1n the third act
of Jupiler curieur ymperlinent, and was criticized there on March 1 1n
Apollon i la fowre? The fréres Parfaict i praise 1ts structure and prosody
and declare that 1t 15 “ dans le vra1 ton du noble comique,” but they admit
that the public was not especially eager fo see 1t acted They quote an
epigram to the effect that

Pour la votr une fois on n'est que curieuy,
Mais qui la verra deux, en remplira le titre

Nevertheless 1t remained 1n the repertory until 1763, with a total of 72
performances, not a brilliant record, but a satisfactory one for an author’s
first play at the Comédie Francaise

 Quoted by Mélese, Rép, p 221 He also quotes a statement from the Mercure
galant of 1715 to the effect that this was Destouches’s best play up to that time

19 For these pla)s «f below, Chapter NIX, pp 320 1

1 XV, 65-7
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His next comedy, L’INGRAT,*? received 1ts inspiration, not from a foreign
novel, but from a French comedy, Tartuffe, which left its author still less
opportunity for orginality. Destouches was careful to remove from his
1mitation anything that mght offend the pious or cause uncertainty as to
his meaning. There 18 no longer any attempt at adultery and the protagomst
confides 1n s valet so clearly that even the most industrious critic can find
no amhguity 1n the text. Dealing with less controversial material, Des-
touches was able to bring his hypocrite on the stage ag early as Act I, scene
6, and to reach a solution of his problem without an appeal to the king.
The play 18 far, however, from having the intensity or the variety of Tartuffe,
or from offering phrases that delight the reader, while even 1ts effectave
scenes suffer from the 1nevitable comparison with Moliére’s great comedy.?®

The principal character 18 a hypocrite and an mgrate, hke Tartuffe, but
he 18 much younger, and the emphasis 18 lard on his ingratitude rather than
on his hypoerisy He has the same understanding of his dupe, makes him
beheve that those who tell lim the truth are deceitving him, and bids him
marry his daughter to another for the same reason that Tartuffe asks Orgon
to pardon his son. Hie motives are purely selfish. He 18 equally ungrateful

33 Paris, Le Breton, 1712, 12° Republished 1n editions of the author’s works, by
Prault pire, 1734, The Hague, Galbert, 1741, and Vienna, Van Ghelen, 1753 Trans-
lated mmto German in 1780 The play has been studied by Liudemann, op eit, pp
17 9, and by Hankiss, op cit, pp 68-75 Both pomnt out the debt to Tartuffe, Hankiss
m great detal

18 Dam:s, accused of murder, has been cleared through the activities of an aristocrat,
Cléon, and has been recerved i1nto the home of Géronte, who 14 under considerable
obligation to Damis’s father, now dead So grateful 1s Géronte that he has decided
to marry his daughter, Isabelle, to Dams, but the girl, who loves Cleon, ressts
She 18 aided by her lover, her maid, Lisctte, and her uncle, Ariste When Isabelle,
backed by Lisette, ussures Damis that she loves Cléon, he pretends to give her up
and even begs ((ronte to marry his daughter to Cléon, knowing full well that this
request will make his host admire his generosity and imsist on his marrymng his
daughter This 13 what happens, but the interview leads to a quarrel between Damis
and hig valet, Pasquin, who, when he 18 dismissed, gets revenge by informing Iasette
that Damis was engaged, when at Nevers, to Orpluse, daughter of Dorante, and that
he departed unceremomiously when his prospective father in law lost o law-suit
Dorante and Orphise now come to Paris 1 connection with an appeal of this suit
and get 1n touch with Isabelle and her friends Orphise’s susvante, Nérine, makes
peace with Pasquin and informs him thet Orphise has mherited a fortune from her
aunt Isabelle now agrees to marry Dunus if Gironte wishes her to do so, but only
on condition that she see Cléon first Orphise reproaches Dams, who fears that,
if Géronte hears her story, he will lose Isabelle He consequently pretends to Géronte
that Ariste and Cleon have engaged people to disguise themselves as Dorante, Orphise,
and Nérmme When Pasqum talks about Damis, Géronte thinks that his uncomph-
mentary remarks form part of the conspiracy Pasquin interprets the same remarks
to Damis as mspired by the hope of making Géronte break with him so that he can
return to Orphi~e, who 1s now rich Damis hastens to make love to Orphise, but
he 18 overheard by Géronte, who derides to give him up till he 1s convinced by
Damis that the person he heard was Pasquin, imitating his master’s voice Géronte
accordingly receives Dorante and Orphise rudely, but the latter produces a letter
from Damis, describing Géronte as an imbecile Géronte 1s at last won over and
grves his daughter to Cléon Orphise, though she had been at first disposed to forgive
Damis, also abandons hin and 18 offered Géronte’s nephew 1n compensation Damis
hopes to find a richer wife than either Isabelle or Orphise Pasquin points the moral
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to Cléon, who has saved lus hife, to Pasqun, who has faithfully served him,
to Orphise, who has been engaged to him, and to Géronte, who has sheltered
him and offered lm his daughter.

Géronte 15 like the typical father in comedy in that he 1s opimonated,
violent, and credulous, but he has the redeeming virtue of gratitude. There
18 no evidence that, like Orgon, he has served the king well, but he 15 equally
mfatuated with his hypocritical guest His preference for a bourgens rather
than an aristocratic son-in-law does not come from Tartuffe, but, as has been
suggested, may well have been inspired by Mme Jourdain’s opinions 1n
le Bourgeows Glentrilhomme. Géronte has no wife or son, but he has a daughter
who needs the help of a swwwante. Lisette, hke Dorine, is outspoken and
clever, urges her mistress to resist her father, and mtrigues 1n her interests.
Cléon has a less interesting role than that of Valére, as there 18 no lovers’
quarrel, but his part in the plot 18 much the same. Destouches even added
a wise Anste, who, hke Cléante, supports the heromne aganst the father.

Pasquin and the trio from Nevers have no connection wath Tartuffe. The
valet 18 chiefly noteworthy for having enough morality to be shocked by s
master and consequently to turn against him.’* The three from Nevers are
used chuefly to bring about the dénouement. Dorante 1s an honorable gentle-
man, disagreeably surprised by the reception he 18 accorded by Géronte.
Orphise 18 for a while foolish enough to be willing to forgive Damis, but
she 18 finally convinced of his rascality and accepts 1n compensation Géronte’s
nephew—an absurd device inherited from tragi-comedies of the seventeenth
century, Nérine, the third member of the trio, makes herself useful in the
plot and rewards Pasquin when he repents of deserting her.

The play 18 well constructed 1n many respects Géronte’s heated remarks
to his brother give life to the opening scene, as do those of Mme Pernelle to
the beginning of Tartuffe.’® Géronte next has an entertaining quarrel with
the susvante, an 1mitation of Orgon’s quarrel with Dorine.'® We are given
all of the exposition 1n this first act, after which the struggle 13 joined
between the two factions and 1s carmed on with varying success and the
production of several interesting situations until the solution 18 reached m
the last scene of the play. The author makes use, however, of several chance
comncidences in bringing this about The arrival of Dorante and hs family
exactly on the day when they are needed, and Géronte’s reaching his brother’s

1¢ Hankiss calls him “le premier membre d'une longue hignée de Pasqums,” but
this type of valet was by no means unusual when Destouches porirayed him, and
the name had been made famous, long before he wrote, by Baron’s Homme & bonne
fortune

154 Elle I'épousera, Ou Je I'épouseral, mo1” must bave been suggested
by Dorine’s remark that Orgon may marry Tartuffe

1¢ Her “Je me répons & mo1” 13 obviously taken from Dorine’s réle
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house just when Damis 18 making love 1n & loud voice to Orphise are quite
improbable, while no preparation 15 made for Orphise’s production of
Damig’s note, although more than enything else 1t brings about the solution
of the difficulty.*’

The play suffers, too, from the author’s insistence upon moral mstruction,
obvious enough in most of the play and emphasized at the end of it by
Pasquin’s urging the audience to profit by this lesson on the value of grati-
tude. The lesson, however, 18 not so well presented as 1t mught have been,
for, 1f Damis 18 pumshed for his ingratitude, Géronte’s troubles are largely
due to the gratitude he feels toward Damis’s father. Moreover, 1f Damis had
been still more ungrateful to Orphise and had written her no letter, he
might still have retained Géronte’s {riendship. It 1s true, too, that & man
may be ungrateful without being the scoundrel that Destouches depicts. The
play 1s little more than what Hankiss calls 1t, “ I’essa1 d’un jeune homme
géduit par les sombres beautés du ¢ Tartuffe” ”

It was first acted on Jan. 28, 1712, After seven performances the theater
was closed on account of the Dauphine’s death. It was not acted again till
autumn, when 1t was played eight trmes It was not revived until 1t profited
from the success of later plays by Destouches and was given four times m
1734, twice 1 1761. A total of twenty-one performances makes 1t rank
with 1ts author’s minor productions.

In lus next play, L’IrrEsoLD,*® Destouches again showed his fondness for
the comedy of character, but this time he selected as his protagonist a per-
gon with whom the spectators would sympathize, though they would laugh
at him. Moliére had given a model for such a character in le Misanthrope
and much more recently Regnard, as Hankiss points out, had given another
in le Dgirast. Indeed, this play has more resemblance to Destouches’s
comedy than he immdicates, for both comedies contain, besides the title-réle,
an elderly and opinionated woman, a lively young chevalier, two girls of
different temperaments, and a valet who helps his master while lecturing
him on lus shortcomings. There 15 also quite an obvious imitation of Terence’s
Adelphoe, which Baron had, a few years before, made French in les Adelphes

Destouches explains that he had origmally thought of giving his hero a
great manv opportunities to show his lack of decision, opportumties con-
cerned with other matters as well as with love, This had been Regnard’s

3" Here again Destouches borrows from Tertuffe Géronte 1s finally convineed that
Damis 1 unworthy hy his uncomplimentarv remarhs about him 1 the letter, just
as Orgon 13 persuaded that Tartuffe s an evil person by the hypocrite's remarks about
him to Elmure

1 Paris, Le Breton, 1713, 12° and 8° Dedicated to the marquis de Courcillon
Republished, Paris, Prault, 1735, and n the author's collected works A Dutch trans-
lation appeared 1 1762 Cf especially Hankiss, op ot , pp 75 87
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method 1n le Distrait, though Destouches does not say so. He concluded that
such usage would, on account of the twenty-four hour rule, violate vermsimli-
tude and would not allow him to discuss anything in sufficient detail. He
consequently limited humself to his hero’s choice of a wife, but eriticiem he
recerved caused him to alter all the acts of his play, especially the last two,
1 order to indicate, at least 1n récs?, other emdences of indecision. He men-
tions especially Dorante’s hesitancy 1n choosing & profession, and he tells
us that he laid more stress 1n the final form of his play on the part played
by jealousy in his hero’s decision.

As 1t stands, the comedy ** 18 primanly a study of Dorante, a young man
of excellent character and attractive personality who has distinguished him-
self 1n war. The fact that his father has always employed reason and kind-
ness with him has made him see so many mides to every question that 1t 18
difficult for him to come to a decision. He boasts of this quality as a sign
of intelligence, but he 18 obliged to admut 1ts practical disadvantages. He
orders horses hitched and unhitched. ITe cannot decide what profession to
select. When he falls 1n love, he doubts the wisdom of obeying his emotions.

** Pyrante and his brother or brother-in-law, Lysimon, argue about the proper way
to bring up children Pyrante 18 for kindly reasonableness, Lysimon, for authon-
tative discipline The play 13 supposed to demonstrate the superiority of Pyrante’s
method He and his son, Dorante, have established themselves at Paris 1n an * hotel
garn1,” where Lysimon and his son, the Chevalier, are also staying, as well as Mme
Argante, a wealthy widow, and her daughters, Julie and Celimene Dorante hesitates
between these two girls, feeling attracted to Julie, but admiring Céliménc’s reserve
He bids his valet, Frontin, discover which one loves him Frontin gets the help of therr
femme de chambre, Nérine, who discovers that hoth girls and therr mother would
Iike to marry Dorante The hero decides to marry Céhiméne, then Julie The
Chevalier, who loves amusement, 18 angered by the restraints imposed by his father.
As he 15 1n need of money, he proposes to marry Mme Argante and to make Dorante
s son in-law by giving lum Juhie Upon reflection Dorante decides that, as husbands
are ruled by wives they love and as he might become jJealous 1f he followed his
mchnation, it 13 wiser for him to marry C(liméne But lus love for Julie persists,
he 18 unable to arrive at a decision, and he thinks of Mme Argante, whom he offers
to marry The Chevalier, however, makes such violent love to her that Dorante
withdraws 1n his favor Then Mme Argante becomes angry and the girls Jaugh
at Dorante As he 18 eapecally irritated by Julie, he makes love to (‘liméne, who
refers hin to her mother Julie offers to help him win her sister, but she admits
that 1t may cost her dear The Chevalier reports that he will marry Mme Argante,
who will allow Dorante to marry Célimene, but not Julie Dreading to lose Julie,
Dorante begs for her mother's approval, but she yields only when the Chevalier
threatens to give her up if she refused A notary 1s summoned Celimine, wonnded
in her pride, proposes to marry the Chevalier Nérme obtains the consent of Mme
Argante, who has been irritated by the Chevalier’s demand for money But now that
he may marry Julie, Dorante hesitates, for the army will often take him away from
home He thinks of becoming a magistrate and puts on a robe and a rabat that
Frontin 18 taking to Lysimon Jule has them taken off Her apparent lack of
seriousness mahkes Dorante decide to return unmarried to the army At this pomt,
Pyrante, to show the superiority of s educational system, brds Dorante give up
Julie Dorante agrees and Lysimon admits that his own methods are inferior to
Pyrante’s But the thought of losing Julie makes Dorante eager to marry her, even
if an clopement 18 necessury He writes a letter to her, then tears 1t up He 18
mvited to sign the contract to marry Julie after Frontin has explamed that Pyrante’s
opposition was not genume Just before he leaves to sign, he ends the play with the
line, “ J’aurois mieux fait, je croi, d’épouser Céliméne ™
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He fears that absence from home may make him lose his wife’s love. Even
on his way to sign the contract, he wonders 1f he would not have done better
to marry Juhe’s sister. Like Molidre’s protagomsts, he keeps his ruling
characterstic fo the end. This fact may make one skeptical about the suecess
of his marriage, though Destouches has made him promise that, once wed,
he will persist 1n lus resolution to be faithful.

The two girls are well differentiated. Julie 18 2 vivaclous brunette with
sparkling eyes. She dances and sings, refuses to be deeply moved at the
thought of losing Dorante, claims to be frank and sincere, laughs at her
lover when the occasion offers, attracts him 1n spite of lumself. Célhiméne,
a blonde, 18 called prudish and 1s slow to admt her feeling for Dorante. She
has the makings of a lachrymose romantic heroine, but her amour propre
prevents ber from pining over Dorante and leads her to accept the Chevalier
1 order to show that she has not suffered from losing & man to her aister.
Thesr mother 18 a purely comic character, 2 woman well past fifty, but
wilhing to purchase a young husband Her renouncing the Chevelier would
have heen more convineing 1f 1t had been shown on the stage.

The two fathers are mntroduced chiefly at the beginning of the play and
at the end of 1t They are contrasted 1 their attitudes towards their sons
and 1n their manners. Like the brothers in Terence’s Adelphoe, one 18 as
conciliatory as the other 1s uncompromising, The play also resembles Ter-
ence’s 1n the fact that the events hardly support the suggested moral, for
Pyrante’s system 15 surd to have developed Dorante’s lack of decision, while
Lysimon’s dommeering method does not keep his son from making a satis-
factory marrnage The Chevalier, who resembles the Chevalier of Regnard’s
Ihstrast, describes himself ag follows (11, 10):

J’aime le vin, le jeu, les femmes, les spectacles,
Les spectacles, <'entend, pour y faire du bruit
Jaime & dormar le jour, pms & courir la nmt,
A jurer, & mdédire, 4 ferrailler, i battre

Mon pére, sur cela, me fait le diable & quatre

We see him chrefly as a pretended lover of Mme Argante, some thirty years
his senior e will probably be unfaithful to Céliméne, as he would have
been to her mother, but Destouches avoids the question of their future m
his desire to see all of lus young people happily married.

A good deal of the comic element 18 provided by the servants, who not
only work in the mtercsts of the young lovers, but comment upon their
actions and upon society 1n general They oppose thexrr common sense to
Dorante’s funcies, Cehméne’s prudery, and the Chevaher’s wilhingness to
gell himself to Mme Argante. In I, 2, Frontin gives a hively description of
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his master’s indecision. Nérine m a similar passage (II, 4) hsts the vietims
of love according to their professions and gives & strikingly modern account
of the difference between her contemporaries and beauties of earher days
(V,1):

Les belles autrefois étorent prudes et fidres,

Et ne pouvolent charmer nos sévéres afeux,

Qu'en affectant un air modeste et vertueux

Mais dans ce sidele-ci, c’est une autre méthode,

Tout ce qui paroft hbre est le plus & la wmode

Une belle & présent, par des regerds flatteurs,

Tendres, insinuans, va relancer les ceurs,

Et moms elle paroit digne d’étre estimée,

Et plus elle jomt du plaisir d’étre aimée

On veut se voir heureux dés qu’on est engagé,

Et l'on traite & présent I'amour en abrégé

The play 1s less 1nsistently moral than the author’s carher comedies. This
18 1lustrated by the ending, where, instead of offering the audience moral
advice, a line gives the final touch to the character of the protagonist. More-
over, from the earlier comedies the lesson may readily be drawn that jealousy
and ingratitude are highly undesirable, but from I'Irrésolu one learns merely
that mdecision, though 1t may lead to temporary embarrassment, neither
causes the loss of friends, nor prevents a prospect of happiness. Indeed,
the play has no thesis in the sense that Destouches’s earlier productions
have. It 1s a comedy of character in the Moliére tradition, but lacking
variety 1 1ts situations and 1n 1ts repartie.®® If it had been successful, 1t
pught have saved 1its author from overloading later comedies with moral
instruction. Unfortunately 1t had, during his hfetime, an inglorious career.
It was acted only six times, from Jan. 5 to 19, 1713. After Destouches had
mproved the text, 1t was revived and was played twenty-four tunes 1n 1762-
81, but the author could not have foreseen that i1t would ultimately be
played more often than his Ingrai. It 18 consequently not surprising that
he should return to the kind of play 1 which the title-role is that of a
person with whom we do not sympathize, as 1t had been in his first two
comedies

But a further change of method must have seemed indicated As 1 have
sa1d, Destouches had at first thought of introducing more incidents mto
PIrrésolu, but had given up the 1dea The failure of the play may well have
made him believe that less concentration was destrable, The result was that

*In IV, 8, the Chevalier claims to have just invented the word sndissolublement
Lattré gives no example earlier than Samt Simon, but cites Cotgrave, who defines
the word without 1llustrating 1t It was probably hittle used when Destouches wrote
the play, although sndissolubilsté had been employed by Bossuet, ef Brunot, Histowre
de la langue frangaise, IV2, 485
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his next production, Lz Mfpisant,? is not a8 comedy of character, but 2
comedy of intrigue 1 which one of several important persons 1s a slanderer.
It 15 the first play 1n which he used disgmse. Much of the plot has nothing
to do with slander, and, 1f the slanderer had been omitted, there would still
have been enough materzal to make a play.**

The character that has the longest role 18 not Damon, the slanderer, bat
Lusette, a bright and energetic suswante, loyal to her young mistress and
indignant with Damon over his remarks about her character. She defends
the Baron agamnst his wife, 1ntrigues to keep Marianne from marrymg
Damon, and, when Léandre appears, does her best to help him. She almost
falls 1n love with him when she thinks he 18 a valet, as does Isabelle’s suivande,
Javotte. The comic scenes i which these women meet are by no means
essential to the plot.

Damon’s rdle, the second m length, 15 found 1n the second half of Acts
II, II1, IV, the first half and the final scene of Act V. He 1s a nobleman,
mingles 1n good society, and does not lack courage, but his character has
been warped by huis fondness for gossip. He suggests that Lisette has helped
to establish an incestuous relationship between Valére and bhis aunt. He
describes the Baron as a fool and a weakling, the Baronne as a dominating
woman who pretends to favor his marriage to her daughter, but who really
desires to have an intrigue with him herself. He calls Valdre “auss: sot
que son pére,” suggests that Richesource may be the chmld of adultery,
attacks Isabelle and various persons who do not appear on the stage. Just
as Dorante had defended in I'Irrésolu his lack of decision, Damon holds
that he exerts a fine influence upon society (111, 7).

*1 Paris, Le Breton, 1715, 12° Dedicated to the duchesse du Mamme Repubhished
by Prault m 1734, by Duchesne 1n 1772, by Ad Rion in 1878, and 1n the author’s
collected worhs Cf Liildemann, op cif, pp 20-1, and Hankiss, op c1t, pp 87 96

31 The Baron and his wife have a daughter, Marianne, who, while vimiting Brittany,
has fallen 1 love with Léandre, son of the Marquis The Baronne wishes her daughter
to marry Damon, a friend of her som, Valtre, but the Baron objects because of
Damon'’s love of slander and thinks of sending her to a convert or of marrying her
to Richesource, a wealthy pleberan After seeking Marianne for six months, Léandre
disguises himself as a valet, 18 employed by Richesource, and takes the name of La
Fontaine He gets the help of Marianne’s sutrvante, Lisette, and hopes to have that
of Valére through the mnfluence of Isabelle, Richesource’s sister When Damon finds
Léandre and Lisette together, he mmsinuates that the girl 1s not virtuous and that
Valére has been made his aunt s heir thanks to a secret agreement of a compromsing
nature When he learns that Richesource 18 his rival and that Isabelle has asked the
Baron to give Marianne to her brother, he msults and threatens Rachesource in the
presence of Marianne TUnable to defend himself, Richesource disguises Léandre as
his cousin, de Bienville, and proposes that he marry Marianne His hope 18 that a
quarrel between Damon and L{andre will result, and that he will be avenged Léandre
gladly agrees to Richesource’s plan, meets Marianne, makes himself known to her,
and gecures her promise to marry lum Meanwhile Valére discovers that Isabelle is
the girl with whom he had fallen 1n love at & masked ball He 1s anxious to marry
her, but his mother objects till she 1s won over by a letter from her sister denouncing
Damon for his scandalous remarks about herself, the Baronne, and the Baron Valére



DESTOUCHES 295

Dire sur un chacun librement ce qu'on pense,
Chercher le ridicule, & lire au fond des ccurs;
Peindre ce qu'on y voit des plus vives couleurs;
Discerner les motifs, & peser le mérite;

Faire la guerre aux sots, démasquer ’hypocrite:
Voild ce que je fais, je ne m’en défens pont

He goes on to tell how he has corrected the affectations of an abbé, a
magistrate, an author, of young nobles who no longer dare “au théatre
étaler leurs habits,” how he has shamed an ingrate, a enitic, and a prude. But
at the end of the play no one believes that he had other than selfish motives
m attacking his vietims, He slanders both to gain some definite advantage
and for the jJoy of making trouble Some of his eriticisms are purely
malicious, without foundation in fact. Sometimes he tells the truth, but
m so doing 1s rude or ungrateful 'The character 18 nteresting, but not
sufficiently 1mportant 1n the plot. By his talk he offends most of the other
characters and helps destroy his chance of marrying the heroine, but his
hopes were doomed 1n any case as soon as Léandre appeared. He never be-
comes formidable, ike Tartuffe, or even like the title-rfle of I'Ingrat.

Léandre 18 a charming young lover, active 1n his own behalf, disgmsing
himself as 2 valet, then as & Norman nobleman, defending Richesource
against Damon, winning the heroine and even, for a while, the two suwantes
Richesource, son of a financier who purchased nobility, 1s & young man quite
lacking 1n gentihty, making a show of his wealth, cowardly and inconse-
quential, but a kindly and generous person, who has enough intelligence to
recogmze Léandre’s merits and to propose to disgmise him as a nobleman.
Valdre 1s romantic enough to fall 1n love with a girl as soon as she takes
off her mask at a dance, but practicel enough to pay much attention to
his wealthy aunt. He 1s convinced by Damon’s slanderous tslk that hs
friendship for him cannot confinue

The Baron and the Baronne are :mtations, as has been suggested, of
Chrysale and Philaminte 1n les Femmes savantes, though the Baronne shows
no 1nterest n learning ILike Chrysale, the Baron talks boldly when his
wife 18 absent, yields to her when she 1s present, and has the support of &
female attendant The others are less distinetly characterized* Marianne,
an wngénue, Isabelle, who appears to be more energetic, but 1s given hittle
to say, the second susvante, Javotte, and Léandre’s father, brought i at
the end of the play to sumplify arrangements for his son’s marriage.

Ludemann believed that Destouches was influenced 1n the choice of his
theme by La Bruyére and in constructing his plot by Corneille’s Mélle,
breaks with lum for the same reason Damon 13 driven from the house Léandre,

whose good birth 18 established by his father’s arrival, will become the husband of
Marianne, Valdre, the hushand of Isabelle
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but he could certainly have thought of the theme without reading La Bruyére.
It had already been suggested, as Hankiss notes, by much of Céliméne’s con-
versation in le Misanthrope. Nor did Destouches need to read Méhte, which
has only the vaguest resemblance with the Médwant. His play 18 much
closer to Montfleurv’s Dupe de sor-mesme, in which a crude person, rejected
as a smitor, disguises a nobleman, whom he mistakes for a man of humble
birth, as a gentleman and helps him marry the girl by whom he had himself
been rejected. It 1s also more probable that Destouches borrowed the me-
dent of the masked ball from Dufresny’s recent Jalouz honieuz than, as
Hankiss proposes, from Thomas Corneille, the rivalry of mother and
daughter, from his own Irrésolu, than, as Hankiss suggests, from Qumault’s
Mére coquette. All that one can conclude, except in the case of a few
details,”® 15 that, whatever his sources may have been, Destouches’s themes
1 this play were not novel.

The plot shows greater variety in situations and characters than Des-
touches had employed 1n any one of his earhier comedies, but he continued
his method of embodying a social defect 1n a leading character and of
emphasizing the moral of his play. In his last scene he put an edifying
couplet 1nto Valére’s mouth*

Heureux st ce revers, qm doit vous affhger,
D’un penchant odieux pouvoit vous corriger

When Destouches published his play, he made his moral st:ll more obvious
by addressing to the duchesse du Maine & dedication in which, after men-
tioning his three earlier comedies, he boasted that-

Aux MEepIsANs je déclare la guerre,

Peste maudite, & fléau de la terre,
Esprits permicieux, dont le malmn effort
Voulant faire hair tous les objets qu’on aime,

Détruwit le plus parfait accord,
Et notrcit l'innocence méme

This excellent intention was rewarded by the interest the pubhe took in
the comedy during the first year when 1t was played. Presented on Feb.
20, 1t was acted sixteen times i 1715. However, 1t was not produced in
1716 and had only moderate success thereafter, remaining 1n the repertory
until 1780 with a total of sixty-five performances, more than I'Ingraf and
PIrrésolu en)oyed, but less than le Curieuz Impertinent and far less than
five of the comedies Destouches composed after he returned from England.

B 111, 2, “ La griffe est la-dessous  (Ecole des femmes, v 654), 111, 7, “ Qu’a ton
Age 11 siéd mal de faire le Caton” (AMisanthrope, v 82), IV, 11, “Il est des nceuds

secrets ” (Rodogune, v 359) Richesource’s boasting of his fencing (IV, 2) may come
from le Bourgeos Gentslhomme, III, 3
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A criticism of the comedy appeared before the end of the year. A certain
M. de Florizelle attacked 1t 1n a eritique addressed to the Academy of Lyons
for not bringmmg 1n Damon before the seventh scene of Act II, for admitting
too many “personnages épisodiques,” for giving so much 1mportance to
other persons than the “médisant,” for having the hero disguise himself
as & valet, and for allowing Léandre’s father to change his mind so quickly.
The fréres Parfaict,” who quote the critic, assert that 1t would be easy to
reply to these objections, but say that the best answer is the pubhc’s unam-
mous approval of the play. They might have pointed out that Léandre’s
father had had s1x months 1n which to repent of his opposmition to lus son’s
marriage, that the disguise of a hero as a valet had not diminished the long
success of Scarron’s Jodelet maiire, and that, 1f the work 1s looked upon as
a comedy of intrigue rather than of character, the other objections do not
apply. This does not mean, however, that a more effective play might not
have been written, a comedy of character 1n which a slanderer would have
held more often the center of the stage.

The only other play by Destouches that was acted before the death of
Louis XIV was La Fausse VEUVE OU LE JALOUX SANS JALOUSIE, which
was acted five trmes, between July 20 and 28, 1715. As 1t was never printed,
the fréres Parfaict 2® relied for their information about it on the Regisires
of the Comédie Frangaise and a short article in the Mercure galant. Accord-
g to this journal, Legrand, who had not succeeded in the rfle of the
emperor 1n Campistron’s Andronsc, had the task of announcing the playlet
that was to follow. He expressed the hope that 1t would make the audience
laugh as much as the tragedy. The spectators, though they appreciated the
jest, were not amused by Destouches’s comedy. The fréres Parfaict say that
it was 1n one act, apparently because 1t was used as a “ petite préce.”” They
were probably correct, though occasionally a play given in this manner was
i three short acts. In either case Destouches was departing from the form
he had previously selected for his comedies. He was not discouraged by the
failure of s play, for 1t was followed by another one-act comedy 1n prose,
le Triple Mariage, but this production was not acted until July 7, 1716.

With the four plays that have survived from those he composed in the
reign of Lows XTIV, Destouches established his reputation as a promising
dramatist, one whose works would be accepted for many years by the actors
of the Comédie Francaise. They are all five-act comedies 1n verse, concerned
with contemporary lhife as lived at Pars by aristocrats and prosperous
bourgeois. Lattle attention 1s paid to manners. The leading characters are
young lovers and their servants Fathers are introduced into all the plays;

%XV, 196 9
® XV, 206-8 They state that 1t was in prose

20
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mothers, both comie, mnto two of them. Besides these mothers and the
servants, there are but two essentially comic types, the henpecked husband
and the wealthy upstart, both found i le Médisant. There 18 in all the
plays & well-defined plot, but only le Médwsant can be conerdered a comedy
of 1intrigue rather than one of character.

Destouches seems to have imitated essentially Molidre, but he lacked his
comic force, his vitahity, his ability to characterize, and his variety 1n comic
effects. He took one of his plots from Cervantes and was influenced by
Terence, by Regnard, and by other French dramatists. He was especially
mterested 1n depicting persons dominated by a certain undestrable quahty—
lack of confidence 1n the woman one loves, ingratitude, indecision, fondness
for slander—and who endanger their happiness 1n consequence. In the first
two comedies the person who embodies the defect brings about s defeat
1n love, 1n the third he comes near doing so. m the fourth he contributes to
the causes of his overthrow. The plays show considerable skill 1n structure,
though the umity of action 1s not altogether achieved i PIngrat and le
Médrsant. They are distinetly moralistic, with the exception of UIrrésolu
In this play and le Médisant an interesting effort 15 made to defend short-
commgs on philosophic grounds, but elsewhere the author’s thought 1s
superficial

The comedies give the impression that their author was a talented writer
who worked laboriously and conscientiously 1n a very limited field and pro-
duced acceptable works that showed no touch of gemus and were at times
marred by his sistence upon trite moral observations. As he wrote the
duchesse du Mame 1n the dedication of le Médwsant

Vous ne savez que trop quil n'est plus de Corneilles,
Que Rartne est dans le tombeau,

Que Molwere en mourant a brisé son pinceau, . .
Pour mo1, qui marche sur leurs traces,

Mais qui les suis de loin, & toujours chancelant,
Je crams & chaque pas de fatales disgraces

Very true, but hardly a satisfactory attitude fo be adopted by a creative
dramatist.



CHAPTER XVII

LOST COMEDIES AND COMEDIES NOT ACTED AT THE
COMEDIE FRANCAISE

A few comedies written by the authors studied 1n the preceding chapters
are lost, a few of them were acted elsewhere i the Parisian region than
at the Comédie Frangaise or the Foire. Reference to almost all such plays
has already been made. There remain ten lost plays acted at the Comédre
Francaise, the authors of which are unknown with the exception of Abeille,
La Grange-Chancel, the younger Guénn, and Charles Roy. We also have
the text of a play by J.-B. Rousseau, acted at court, but not in the aity, and
that of Marnvaux’s first play, included here on account of his subsequent
career at Paris. Under the patronage of the duchesse du Mamne, Malezien
composed a series of dwerlissements, among which are four productions
that may be considered comedies, three of them translated from Plautus or
Terence Finally, Bordelon wrote & comedy and two dramatic fragments
that were published at Pans, though 1n all probahlity they were never acted.

It 18 these productions that constitute the subject of this chapter Too
httle 18 known about most of them for me to make any general statements
mn regard to them, except to say that their dramatic material probably
differed Dittle from that of other plays of their day. The majority of them
were one-act comedies 1n which prose seems to have predominated. There
18 evaidence that some of the authors mmitated Plautus, Moliére, and Dan-
court, that they satirized rustic types, parodied opera, and gave important
r0les to servants The most novel traits that I have been able to discover
1in them are the use of 1gnorance 1n regard to music to characterize country
nobles and Bordelon’s 1dea of having the ghosts of the great departed repre-
sent living actors 1nstead of having the hiving represent the dead.

The earliest of these plays 18 LE PETIT-MAISTRE DE CAMPAGNE, OU LE
VICOMTE DE GENICOURT,' mentioned 1n Solesnne, no. 1589, as rare. Since
I have been unable to examine a copy of 1t, I am obliged to rely upon the
analysis of the fréres Parfaict.? They state that 1t 1s 1n one act and 1n prose,
has to do with a financial transaction, and satirizes a young country noble-
man and his mother.> The plot 16 mmple and unconvineng. It 1s eaid of

1 Paris, Jean Moreau, 1701, 12° 47 pp.

3 XIV, 220-5 As they did not know tgst the play had been printed, they gave the
analys:s an unusual amount of space

s Ricotte, a *négociant” at Venice, had died and left for his son 100,000 écus,
entrusted to s associate, M de Seint Armel The latter returned to France, changed

his name, and began to spend the money left in his charge Fearmg that young
Ricotte may appear, he decides to provide for his daughter, Marane, by marryng

299
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Génicourt that he “tient du sot, du fat, & de Vextravagant.” His snobbish-
ness and his mother’s are shown in the following dialogue:

Le Vicomte Vous 8tes de race marchande, je vous en félicite Je ne veux point
me mésurer & votre aune, Mons Ricotte

La Vicomtesse' Il y a quelque diffiérence, mon voisin, entre un Monseu Ricotte,
& un Gentilhomme qui a droit de Colombier

Lo Vicomte g’en allant Adieuw, Beau pere, vous allez avoir un gendre bien étoffé
Adieu Madame Ricotte, vous passerez ensemble des jours filés d’or & de soye. . . .

La Vicomtesse s’en allant Mons Ricotte épousera Mariane La plaisante chose!
Mons Ricotte! quel nom! Que ce nom est peuple! 1l n’y a pas une letire dans ce
nom-la, qui ne soit de la derniere roture

But the bourgeois seem to have acquired culture that 1s lacking m the
country gentry. Mme de Gémcourt finds that at the Opera “tous ces
mstrumens ensemble font un brmt horrble ” and that, when the actors sing,
“ vous entendez au bas du Théatre un mauvais bourdonnement de violons,
qut blesse les oreilles délicates.” Inability to appreciate musc had char-
acterized Jourdain, was soon to be attributed to Turcaret, and was {o be
applied to other bourgeos by Flaubert and Becque, It 18 used here for the
first fame 1n a French play to characterize a rustic noblewoman She recalls
1n her lack of culture the comtesse d’Escarbagnas.

The comedy was first acted on July 26, 1701. It had so lLiitle success
that 1t was performed only three times, ending 1iis career on the 30th,
according to the fréres Parfaict, who report that the author’s share from
the three performances was only 32 francs, 19 sous.

The second of these plays 1n date was La CEINTURE MAGIQUE,* written
by J.-B. Rousseau for a performance at court. The author claimed that it
was 2 “ travail de douze heures.” Mr. Grubbs notes resemblances to the role
of Tomnette 1n le Malade tmaginarre. The heaping up of words ending m
-cie and -1gue ® seems to have been inspired by the same play, while the

her to the radiculous vicomte de Gémicourt, but she prefers an impecunious young
captain, Eraste Her suivante, Marton, persuades Bastien, the nobleman’s valet, to
give his master an anonymous letter statmng that Ricotte 18 about to come for s
money By suddenly pretending to be in love with Gémcourt, Mariane helps to con-
vince him that her dowry 18 1n danger He consults his mother, who finds his sus-

1c10n8 justified, and they break off the engagement Mariane 18 now free to marry
%raste, who turns out to be no other than young Ricotte himself He 18 willing to
forgive Saint Armel for s trickery mn return for his daughter’s hand

4 Published m the Pitces nouvelles du sieur Rousseau, Sur 'imprimé & Londres,
1724; 1 his Fuvres direrses, Amsterdam, Changuion, 1726, 12°, Brussels, 1732;
1744, separately at Brussels mn 1755, m the author’s (Buvres, London, Tonson et
Watts, 1734, Toulouse, Broulhiet, 1785, Paris, Lefévre, 1820, cf Goizet, the cata-
logue of the Bibliothéque Nationale, which also lists two editions without place or
date, and H A Grubbs, Jean-Baptiste Rousseau, Princeton, 1941 The play was
translated into English as The Magic Girdle and flayed at London i 1770 For
earher comedies by the author c¢f my op cst, Part IV, pp 848-55

s Francieque claims (sc 8) to have invented “ Chiromancie, Pédomancie, Hydro-
mancie, Pyromancie, Alectromancie, Sternutomancie, Négromancie, Pharmacie &
Apolexie ” He predicts that the Capitan will become *hydropique, pulmomque,
épileptique, paralytique, & par dessus cela phrénétique, vous mourrez hérétique”
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consultation over astronomy recalls le Médecin malgré lui,® and there are
remmscenes * of Rabelais 1n the names, Nembroth, Faribroth, and Alcofribas.
Such references, however, indicate no source for the plot, which resembles
those of Dancourt’s Tufeur and Colin Masllard. In all three cases a guardian
wishes to marry his ward, has a trick played on him, and is forced to give
her up 1n faver of the young man she loves. Rousseau’s originality lies in
his doubling the number of guardians, girls, and lovers and in his placing
his chief emphasis upon the role of an ex-valet, who, after being 1mprsoned
for robbery, devotes his talents to helping young lovers.®

Francisque derives his comic effects from the euphemistic account he
gives of s thefts and of his 1mprisonment, from the numerous trades he
claims as his own, from the list of astrologers to whom he declares that he
18 related. from the inventions he has futhered, from the distinctions he has
acquired, and from the various lands 1n which he has traveled. We see im
tricking the guardians after the manner of the Théitre Italien, secretly
attaching to the men’s cloaks letters addressed to the girls, and binding
them together with a hoop of steel. The other characters are the kindly and
efficient aunt, the girls, the lovers, and the guardians Both members of
each of these three couples always appear on the stage together and leave it
together. Lucette 1s franker than Baliverne, who has something of the
précreuse m her speech. The Capitan 18 a miles gloriosus who indulges 1n
Gascon oaths Trufaldin 1s equally stupid and cowardly, but he does not
brag. Even less differentiation 18 shown between Horace and Octave, who
differ chiefly in the facts that Octave had formerly employed Francisque,
und that Horace has seen him steal a horse at Marseilles.

With the exception of Franasque, the characters resemble marionettes.
The dialogue, except for a few allusions and plays or words, 13 2 mechaniecal
affair. The play exists chiefly for three scenes * the eighth, 1n which Francisque
outwits the guardians, ® the tenth, in which he binds them together; and
the fourteenth, which provides no dialogue, but a dweriissement

sSc 8, of Ie Médecan malgré luy, 11, 6

7S8cs 2 and 8

¢ Mme Merluche has two meces, Lucette and Baliverne, whose father’s will has
provided that, a vear after his death, their guardians, Capitan Becarbonbardon and
Trufaldin, are to hud husbands for them Octave and Horace ask to marry them
and secure the aunt'’s approval, but their request 18 refused by the guardians, who
wish to marry the girls themnelves The aunt insists that the girls’ consent must be
obtained Octaves former valet, Francisque, 18 engaged to help the young men, 1s
presented io the guardians as an astrologer wins therr confidence, and offers them a
magic belt that will show how the girls feel about them This bLelt, made of steel,
18 fastened around both of the guardinns, so that they are unable tn prevent their
wards from jomming their lovers Mme Merluche has the young people sign the
marriage contracts Octave and Horace force the gnardians to give their consent

* There are allusions in this scene to the Almanach de Milan, & publication to

which Louis XIV objected, to the “ Juif errant ”, to the * Ro1 des Terres Australes ”;
and to the “ comette qui parut en 1681” and which bad mspired Fontenelle's first

play.
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Sept masques conduits par Francisque, & portant la marque des sept Planettes,®
viennent former une Entrée mélée des Récits, par ol fimit la Comédie

The play was given mn the apartment of Mme de Maitenon ** at Versailles
on Feb. 3, 1702, immediately following a performance of Duché’s Absalon.
We learn from the correspondence of the duchesse d’Orléans that her sonm,
the future Regent, took the part of Francisque, that the young lovers were
acted by the duc de Berry and the comte de Noailles; the girls, by the
duchesse de Bourgogne and the comtesse d’Estrées ** Lows XIV was present.
“ Madame’s ” verdict was that the “ petite piéce ne vaut pas grand chose,
mais on ne laisse pas d’y nire.” It was not sufficiently successful to attract
the actors of the Comédie Francaise, though it was eventually translated
imnto Enghish and German and was acted at London and Brussels.'®

Five plays that have disappeared were acted at the Comédie Francaise
in 1703-5, The oldest of them, L BaiLL1 Marquis,** was played on Feb.
24, 1703, and three times subsequently. The fréres Parfaict state that it
was 1n one act and in prose, and that the ballet of the dwertissement was
composed by La Montagne. They also mention ** FRONTIN GOUVERNEUR DU
CHATEAU DE VERTIGILILINGUEN, a comedy 1 one act given on Oct 11, 1703,
and three times thereafter. Less unsuccessful was LE MEDECIN DE VILLAGE,®
acted five times, Sept. 24 to Oct. 2, 1704, once afterwards 1n that year, and
once 1n 1705, It was a prose comedy 1n one act A manuscript of this play,
dated 1704, 18 mentioned m the Bib du th. fr and in Soleinne, no 1666,

N.-A.-M. Guérin, son of the actor, Guérin d’Estriché, and of la Molére,
had brought out Myrisl ef Méircerie 1n 1699. On May 29, 1705, his PsYcHE
DE VILLAGE was acted at the Comédie Francaise. It was a prose comedy 1n
four acts with a prologue and with wnfermédes, the music of which was
composed by Gilliers. According to the Gazelte de Rotlerdam of June 23,
1t was “ une parodie trés divertissante sur Pancien Psyché, opera” Accord-
g to the fréres Parfaict, Guérin was inspired by a willage girl whom he
married The play was never published. The manuscript appears to have
been lost even in the time of the fréres Parfaict.t?

3 Including the sun and moon, according to the astronomy that preceded Copernicus

11 This 18 stated by Dangeau, op cit, VIII, 308 The Mercure discusses the per-
formance of Absalon and la Cesnture 1n connection with that of Longepierre’s Electre,
also acted at Versailles, but at the home of the princesse de Cont1 there The fréres
Parfaict, XV, 110, drew from the article 1n the Mercure the erroneous conclusion that
all three plays were given at the Hotel de Conti In thig error they were followed by
Grubbs, op cit, p 53 Dangeaus statement 18 supported by the fact that the
duchesse d'Orléans was invited to the entertamnment gy Mme de Maintenon

1BCE Mélese, Th et P, pp 3967

2 Cf Grubbs, op est, p 556

MOt Joanmdes, la Comddi Frangawse de 1680 & 1920, p 105, and the freres
Parfalct, XIV, 300 The latter learned from the Registres that La Montagne recerved
50 fr}t;mn for the ballets of this play and the Princesse &’Elvde

18 X1V, 311

1¢ Fréres Parfaict, XIV, 318
37 X1V, 360 8, of also Mélese, Rép , p 215
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Even less 18 known about Lo PROVENCALE, played wath I'Ecole des femmes
on Oct. 17, 1705, and three times subsequently. It was apparently in one
act. The fréres Parfaict *® state that the author received 13 francs, 10 sous

from the first performance, 4 francs, 10 sous from the second, nothing
from the third and fourth

Throughout the period 1701-15 the duchesse du Maine was entertaining
at Sceaux, Chétenay, and Clagny. Malezieu, who was to write, as we have
seen, the preface for Genest’s Joseph, composed for her several productions,
most of which were operatic rather than dramatic Philémon et Baucis, an
opera presented 1n 1703, le Prince de Cathay, produced at Chitenay on
Aug. 31, 1704, a dwertissement with musie, dancing, and elaborate costum-
mg,** la Tarentole, acted there on Aug. 10, 1705, and at Clagny in February,
1706, les Importuns de Chitenay, performed at Clagny on Jan. 22, 1707,
with “beaucoup de musique et d’entrees de ballet, qu1 furent dansées par
les meilleurs danseurs de ’Opéra * 1n the presence of the Dauphin and the
duc de Berry,* and translations of Plautus’s Mostellara and Miles gloriosus
and of Terence’s Heaulontimoroumenos.

The only one of these that can be considered a French play 1s la Tarentole.
Its three acts were mmtroduced by a musical prologue, the words of which
were written by Genest It seems to have been influenced chiefly by le
Médecsn malgré lus, but 1t also showed borrowings from Dancourt’s Galant
Jardwnier and Regnard’s Folies amoureuses. It 1s a farce, arranged 1 such
& way a8 to lead up to a dance, 1n which en Alard of the Foire ook part.??

18 XTIV, 368

1 Malezieu, magnificently costumed as s prince de Samarcand, obtaina permission
to become a knight of the Mouche & Miel 1n honor of the durhesse du Maine, whose
emblem was the bee, of Adolphe Jullien, op cit, and Desnoiresterres, les Cours
galantes, Paris, 1864, 1V, 42-6

20 Cf les Duertissemens de Sceaux, Trévoux, Ganean, 1712, pp 175 97, 232, 472-3,
Dangeau, op cit, XI, 289, 308, Solesnne, no 1639, Adolphe Jullien, op <1t , Mélége,
Rép, pp 2187 The duchesse du Mane is said to have played 1n les Importuns,
which 1ncluded 1n 1ts cast various types of bores, possibly in imitation of les Facheur,
among them a musician, a physician, précieuses, a mason, a marchande

21 The translation of the Mostellarta, entitled I’Héte de Lemnos, was given at
Chétenay on Aug 8, 1707, and on March 7, 1708 On the latter oceasion the duchess
plaved 1n 1t and the Dauphin, the duc de Berry, and the duchesse de Bourgogne were
among the spectators Dancers from the Opera were employed 1 the intermédes;
¢f Dangeau, op i, XI, 431, XII, 93 The translation of the Milets gloriosus, called
Pyrgopolinice, capitaine d'Eplicse, was writlen 1n 1708, but was not played till Aug
6, 1710, cf Solcinne, no 1640, and Jullien, op cst, p 21 An adaptation that
Malezieu made of Heaulontimoroumenos and did not publish 18 mentioned by Goujet,
Bebliotheque francorse, 1V, 445 His adaptation of Euripides's Iphsgeners among the
Taurtans has been discussed above, p 7

22 Solewnne, no 1038, Lists a mapuscript of the play that once belonged to the due
du Maine JTulhen, op ctt, pp 169, gives an analyms of the farce and comment by
Hamilton about the entertainment A miser hasx promised his daughter, Isabelle, to
rich old Fatolet, but the girl prefers the impecunious marqus de Pamncourt She
18 aided by her maid, Finemouche, the marquis’s valet, Crotesquas, and even by her
father’s valet, Bruscamiille Advised by Crotesquas, Isabelle pretends to be mute,
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The duchesse du Maine played Finemouche , Malezieu, Crotesquas. The tone
becomes more boisterous than that of most French comedies of the time,
indicating, perhaps, the prevailing taste at the court of Sceaux. According
to Hamilion, “le spectacle dura trois heures et demie saps ennuyer un
moment.” He describes the place 1n the garden where the performance was
given.?

C’étort un grand espace couvert, et environné de toiles, ot I'on avort élevé un

thélitre, dont les décorations étorent entrelacées de femllages verts, fraichement
coupés, et 1lluminées d'une prodigieuse quantité de bougies

We have seen that Dancourt wrote for the duchesse du Maine a playlet
called le Dwertissement de Sceauz, that Genest composed for her a tragedy,
Joseph, pubhished with a preface by Malesien, and that Destouches con-
tnbuted one or iwo diverfissements Amother production, written by the
chevalier de Saint-Ghlles and entitled Gilofin précepteur des Muses, was
acted on Feb 24, 1706, with I’"Ecole des maris. Jullien says that it was no
more than a rumed prologue

To this period belongs Marnvaux’s first play, Lt PiRg TRUDENT RT
EQUITABLE, ou ("RISPIN L’HEUREUX FOURBE,? never acted, but published at
Paris It marks the début of a most distinguished dramatist. Prerre Carlet
de Manvaux, born at Paris 1n 1688, 1s saxd to have scarcely left school when
he declared that 1t 1s not hard to write a play and, to prove 1t, composed
le Pére prudent m a few days Ilis model may have been Pourceaugnac,
from which he borrowed the reflection that polygamy “est 1c1 cas pendable ”
(sc. 22) and the general 1dea of the plot, chmefly devoted to the efforts of
attendants and a “fourbe” to disgust certain undesirable suitors with a
marriage 1n order that the heroine may marry the young man she loves.
Inexperienced n developing dramatie situations, Manvaux introduced three
unwanted suitors mstead of one He refained the “fourbe ” as well as a
valet *® The lovers’ quarrel of se 3 was probably borrowed from Tartuffe.

like the heroine of le Médectn malgré lus A stammering physician 18 called n  He
and Fatolet stammer at each other as do two men 1n le Galant Jardmier Igabelle
rushes 1n, upsets the physican, and causes him to break his teeth Her performance
resembles that of the heroine 1n les Folies amoureuses In Act IT Bruscamhille brings
m Crotesquas, disguised as a Turkish physiaan, who declares that Isabelle has been
stung by a *‘ tarentole” He prescribes music and dancing In Aet ITT the remedy 1s
l‘}:plled The Italiun words of the songs were supplied by the due de Nevers Finally,
the sappused Turk declares that the only remedy 18 to find the girl a husbangd, but
warns that he will die within six weeks The marquis offers to run the risk and 1s
accepted  Alard onds the play with a soothing dance

* (Fuires complétes d’lHamalton, Paris, 1805, IT1, 250

* According to the Bib du th fr, III, 151, 1t was published 1n 1712 at Limoges
with a dedication to M Rogier and at Parms by the veuve Barbin The Bibhothéque
Nationale hsts an edition of Limoges, Paris, P Huet, 1712, 12° It was republished
1n the author's Furres de thédire, Paris, N B Duchesne, 1758, and mn his Buvres,
Paris, veuve Duchesne, 1781, and Haut-Ceeur ot Gayet jeune, 1825

* Démocerite, who lnes 1n a village, objects to the marriage of his daughter,
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The play conmsts chiefly of a series of deceptions, practised by Crispin,
Frontn, and Toinette, the discovery of the trickery, and the solution of the
problem by the simple device of having a law-smit won at the end of the play.
As this dénouement 18 brought about by forces external to the plot, and as
the lovers’ quarrel and the role of Frontmn are superfluous, the umty of
action 18 violated. Nor 1s there much cleverness 1n the dialogue or in the
situations. Marivauz strove fo increase his comic element by having Jacques
speak 1n patos and by minor references to manners. Crispin-Ariste objects
to Phaline’s fontange and recommends sabots (sc. 13). In the same scene
he describes the duties of a countryman’s wife:

Tous mes biens sont ruraux, 1l faut beaucoup de son
Tantét, c’est au grenmier, pour descendre du foimn;
Veiller sur les valets, leur preparer la soupe,

Filer tantét du lin, & tantét de I’étoupe,

A faute de valets, souvent laver les plats,

Eplucher la salade, & refaire les draps,

Se lever avant jour, en jupe, ou camsolle,

Pour évetrller ses gens, crier comme une folle

Such passages as this do not prevent the play from being a dull and
mechanical production, totally lacking the charm that Marivaux was subse-
quently able to mtroduce mto his comedies There 15 no evidence that le
Pére prudent was ever acted.

In 1706-13 the Comédie Francaise gave no plays that have remained
maccessible, but towards the end of these years the actors produced two
comedies that were never published and are now lost Both of them are said

Plulme, to the young man she loves, Cléandre, hecause his affairs are involved
m a law-suit that may not be settled for years He tells her that she must marry
one of three surtors who are to present themsehes shortly, an old and wealthy
countryman, a chevalier, and a financier Cl¢andre, wrritated by Philine’s apparent
acceptance of the situatiom, scolds her and threatens to lezve, hut her sutvante,
Toinette, and his valet, Crispin, induce them to make peace and think of measures
to he taken Crispimn prepares to save the situation and engages Frontin a “ fourbe,”
to help him When Ariste, the countryman, appears with a peasant, Jucques, Crispin
pretends that he 13 Démocrite and that Tomette 13 hus danghter Ier bold manner
soon drives Ariste away Crispin then pretends to be Ariste and to wish his wife
to be a drudge, angering Démocrite to the point of dismissing him  Cizepin neat
meets the financier and ptetends that an mnmentionable malady has imfectcd Démocrite,
his daughter, and thenr 1elatives The finander tips hin and wishes to leave after
saying a word to Démocrite, but he learns from him that he has beun deceived and
goes to look for Crispin - Frontin now presents himeelf as the finanaer, but Démo
erite, who has become wary, sends him away Disguised as a woman Crispin clamms
to have been sec1etly married to the chevalier and wins Démocrite’s sympathy, but
the chevalier appears and forces Crispin to confess that he has slandered ham and
to admit that he has told huim Philine 1s deranged The financier now returns and
recogmzes Crispin, who admits that 1e had sent the mmposter, Frontin  Arnvte and
the peasant, Jacques, join the group, as Jacques has seen Crispin in the village and
learned who he 1s Crispin defends himself by saymg that he has been helping
Cléandre, whom Philine loves Cléandre now reports that his law-suit has been won
and asks for Philine As the rivals are willing to withdraw, Démocrite accepts him
a8 a son-in-law Cléandre in turn agrees to the marriage of Crispin and Toinette
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to have been in three acts and 1n verse. The first, called La FiLie VaLer,*
was written by Abeille, who was a provincial actor and a nephew of the abbé
Abeille. It was acted on Sept. 5, 1712, was played seven tames, and earned
for its author 147 francs, 17 sous. The title suggeste that 1t was a comedy
of intrigue that employed disgmse. The other comedy probably had a satin-
cal element, 1f one may judge by the sub-title. It was called La Fruiz
SUPPOSEE 0U L’HEROINE DE ROMAN.?” The author was La Grange-Chancel,
whoge earlier plays had 21l been tragedies His comedy was first acted on
May 11, 1713. As 1t had only four performances, 1t must have been a falure.
The author avoided comedy thereafter.

The following year two other lost comedies appeared, the one-act Rivavx
v'EUX-MEMER? played on Aug. 27, 1714, and only once thereafter, and
Lies Caprirs,? by Charles Roy, first acted on Sept 28. The latter play seems
to have been an adaptation of Plautus’s Capiim, n three acts and 1 “vers
hibres,” with a prologue and with three dwertissements, the music of which
was composed by an actor, J -B. Maunce Quinault. The 1des of introducing
by a prologue ® an adaptation of Plautus probably came from Regnard,
who had written one 1o accompany s Ménechmes. In Roy’s prologue La
Thonlliére, playing Mercury, brings petitions from various persons in the
Elysian Fields One of them, sent by Prometheus, objects to Pluto’s having
substituted, as his tormentor. a young lawyer for a vulture While Mercury
18 discussing the petitions, Plautus comes to complain that he 1s robbed by
modern authors Mercury asks him 1f he objects to Mohére’s having taken
from m the subject of Amphitryon and 1nforms him that his Captivs has
inspired another modern author When Plautus fears for the success of this
play, Mercury assures him that 1ts second father 1s st1ll more troubled about 1t.

The critic of the Mercure who supplies this information adds that he has
heard that Roy’s Arstophon 18 quite inferior o Plautus’s Chiophon, that
his intrigue 1s derived, badly derived from a novel called I"Heureuz Esclave,*
but that the dwerfissements are greatly admired. Ile also states that at the

10 Cf the fréres Parfarct, XV, 124 In thewr Dictionnawe des thédtres, 1, 3, 1t 18
stated that Abeille also wrote Crispin jalouz, a play never printed and of unknown
date

27 Cf the fréres Parfaict, XV, 151

*Itwd, p 172 RSolemmne, no 1666, hists a manuscript of the play and indicates
that 1t was 1 verse

2 Cf the fides Parfaret, XV, 176-9, Joanmdes, la Comédie-Francawse de 1680 @
1900, p 15, Méldse, Rép , p 222

* Wvathout giving any evidence, Joanmdés asserts that the prologue was by Lafont,
but thns may well be doubted as the fréres Parfaict, who consulted Roy about the
comedy, indicate no other author for the prologue than Roy himself

! An anonvmous novel of this title had appeared at Paris in 1674, ¢f R C
Williams, Bsblwography of the Scventeenth-Century Novel wn France, New York, 1931,
P 299 The full title 18 VHeureun Esclave ou relatron des aventures d'Olwier de

Nozume This novel 18 attributed to Brémond by Polinger, Prerre Charles Roy, New
York, 1930, p 105
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first performance the hell was packed. The success of the play 1s also shown
by 1ts having seventeen performances :n 1714 and seven others 1n the four
years that followed.

There 18 a curious account of the play’s production in 1718, On March
21 of that year the actors were accused of violating the monopoly of singing
and dancing granted to the Académie Royale de Musique. They had recently
given Dancourt’s Métempsycose and Roy’s Caplifs, plays

dans lesquelles 1ls ont donné un prologue et des intermédes remplis de chants et
de danses avec des accompagnements de leur orquestre ol 1ls avoient un batteur de
mesure et ¥ ont meslé des entrées de ballet complettes avec des danseurs externes
qu’ils avolent pris®*

Roy informed the fréres Parfaict that he had withdrawn the play and
reworked 1t. He told them that he would publish 1t 1 a new edition of hie
works unless he found an opportumty to have 1t performed again. Though
this opportunity does not appear to have arsen, it was never published, n
his hietime or subsequently.®

T conclude this chapter by taking up the productions of an author who,
so far as anyone knows, never had a play performed, but some of whose
work 1n dralogued form shows considerable acquaintance with Molidre, the
Théétre Itahien, Raymond Poisson, and actors of his own day. The abbé
Laurent Bordelon (1653-70) * had published, late 1n the seventeenth cen-
tury, an Arlequin Comédien auz Champs Elsées and a Molhére Comédien
auz Champs Ehsées. Early 1n the exghteenth he brought out a simlar
work, Poisson Comédien auz Champs Elisées, and a novel called Mital
that contains two rudimentary playlets In the latter work, published at
Panis and at Amsterdam 1n 1708, he mmdicates his purpose 1n composing the
two little comedies

I1 pe #’agit pas 11 d'umté d’action, de temps, de heu La premiere & la
principale regle, c’est de voir & d’entendre quelque chose quu divertisse Ce qut

w'appelle Comedre, n’est qu'un composé de differentes Scemes, qui ont cependent
toutes rapport & un méme but *5

#2Cf Campardon, Comédiens du ros, p 285 The actors were excused from paying
the fines requeated, but they were warned to respect the monopoly in the future
The Académie Royale found, however, fresh cause for complaint 1n 1725 and 1n 1740

= Polinger asserts, op cit, p 357, that 1t was pubhshed m 1773 He does mnot
say where or by whom He quite obviously saw mo copy of 1t, for, when hLe discusses
the play, pp 105-6, he merely follows the fréres Parfaict As no copy 1s histed m
Solesnne or 1n the catalogue of the Bibliothéque Nationale, and as Gozet declares
that the play was never published, I conclude that Polinger was mistaken Even his
reading of the fréres Parfaict was careless He writes that “ Parfaict [sic, which
of the brothers?] seems to have been an eye witness of the performance,” although
what they say about the s17e of the sudience and the nature of the prologue 1s taken
from a writer in the Mercure

% Cf my op cit, Part IV, pp 702 5 and 804-7, Jacqueline de la Harpe, L'Abbé
Laurent Bordelon, Berkeley, 19042, and my review of this dissertation, MLN, LVIII
(1943), 209-10

5 Mital, pp 253-4 The playlets are found on pp 256-82 and pp 321-47
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Lz CoraM £r LE CLAM consists of twelve scenes demonstrating the differ-
ence between what one says to a person and what one says about um. They
show 1n turn women who compliment another woman when she is present
and call her sotte and sdwie when she 18 away; & young man who flatters
a girl and subsequently admits to a friend that hs object was seduction;
men who flatter a “ grand sergneur ” and an author ; and a judge who puts
off a hitagant, but who 18 eager to hear a woman falk about her law-smt 1f
her miece, whom he loves, accompanies her. Parts of two of the scenes are
given 1n résumé. There 18 no connection among the various groups except
the general 1dee. Even this is not well mndicated 1n the case of those who
visit the judge, as we do not see them when they are out of his presence.

The other playlet 1s called Les Granps ET LES PETITS. It has mne
scenes, most of them unconnected with one another. They 1illustrate by con-
versations the facts that the great are boastful, overbearing except when
seeking favors, ungrateful, lacking 1n culture, unappreciatave of the learned,
and at times heavily in debt, the “petits,” too humble 1n their attitude
towards the great and wretched when dependent upon them. No political
measures are suggested to remedy the situation, though the work gives
evidence of dissatisfaction with the class system of the time. Nerther this
play nor 1fs companion piece showed sufficient wit, psychological discernment,
or dramatic action to carry 1fs excellent social message to those for whom
1t was 1ntended.

Of much greater interest 1s PorssoN CoMEDIEN Aux CHAMPS Erisfes,
“nouvelle Historaique, Allegorique, & Comique Ot ’on vort les plus celebres
Orateurs representer une Comedie mtitulée La Comédie sans Femme ” As
1n the case of Arlequin Comedien and Mohére Comédien, the scene 18 laad
1n the Elysian fields and there 1s preliminary talk among the shades Mlle
I/Hénter’s Apothéose de Mlle de Scudéry 18 prased by Pellisson, @’Urfs,
La Calprenéde, Mlle Desjardins, and others D’Urfé 1s teased because 1n the
Astrée shepherdesses appear naked before Celadon. Baro suggests that they
talk about plavs Quevedo, Cervantes, and La Serre make a few comments.
Lucian brings m Raymond P’owsson, who 1s asked to prepare a play and to
take the chief rile in 1t Then follows Misogine ou la Comédie sans femme,
with a prologue, three acts, and an epilogue.

The actors are all shades of the dead. The most interesting thing about
them 1s that some of them take the part of living actors, reversing the
function of actors who represent the illustrious dead. Other shades play
imaginary parts Only Cicero and Raymond Poisson belong 1n both cate-

% Paris, Le Clere, 1710, 12°, and Paris, Pierre Prault, 1712 The approbation,

signed by Fontenelle, 13 dated Jan 2, 1710, the prwslege, Jan 26 The work was
registered on Feb 10 There 18 a copy of this second edition 1n the Library of Congress,
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gories, Posson representing his son Paul m the prologue and epilogue, but,
1 the three acts, a valet called Frontin, though one would have expected
Crispin, the name that he ordinarly employed while he was alive.®?

The prologue and epilogue constitute an outer play,’® chiefly mteresting
for the evidence 1t gives about the troupe and the audiences of the Comédie
Frangaise. Paul Poisson 1s said to have a reputation for creating joy. He
objects to the exclusion of women from the mner play and threatens in the
epilogue to strike La Fléche Etienne Baron has only a minor rle as
Poisson’s comrade. Six actresses are impersonated. The dialogue shows that
la Dancourt and la Desbrosses were well known for playing intrguers and
peasant women, la Dangeville, for portraymng feeling, la Fonpré, for her
“ douceur naturelle ” Charlotte Desmares and Frangoise Quinault de Nesle
demand pensions as they are not allowed to act in the 1nner play. All these
actresses are disgruntled by this exclusion, but, if they are the six women
who dance 1n the dwverlsssement, they were allowed their revenge.

Scenes 12 and 13 are chiefly devoted to the question of sifflets. Chiton
brings 1n many, for such 1s said to be the custom of spectators. He has
gilded whistles for the lowest boxes, whistles “ pour attraper des ca:lles”
for the second tier, whistles of a “ chaudronier ” for the third. He also has
some for people 1 the amphitheater, though, as these do not pay for their
seats, they do not care to call attention to themselves. He has flutes for the
men who sit on the stage and flirt with the actresses between the acts, but

%' The actors of the prologue are lhisted as follows, their names coming after those
of the characters they represent Maxant, Ciceron, Lehanne, Cornelie, Angelique,
Agalle, Dorimant, Demosthenes, la Fléche, Lucien, Lysette, Phintys, Chton,
Petrone, Poisson, Poisson défunct, Baron, Pericles, Mlle Fonpré, Hortenma; Mlle
Dancour, Eudoxie, Mlle Dancour la fille, Anne Comnene, Mlle Dangeville, Mlle
Desjardins, Mlle de Nesle, Mme de la Suse, Mlle Desmarres, Mlle de Scudery,
Mtle Desbrosses, Aspasie

Those of the three acts are Doraste, Phocion, Harpage, Longin, Frontin, Posson;
TFabiaste, Balzac, Un financier, La Seire, Un homme de robe, Ciceron Un officier,
Calprendde, Un potte, Bocialinr, Vieillard, Miguel de Cervantes, Gusman, Quevedo;
M Des Menuets, Hortensius, Valet de Des Menuets, Naruetze [Nervéze?], M de
Fredonville, Isocrate, Gascon, Protagoras, Smsse, Lipse, Paysan, Bodin, Capitaine
de Vaisseau, Demades

* Angéhique has two lovers, Maxant, an author, and Dorimant Her mother,
Léhanne, approves of Maxant as a “bel esprit,” but the daughter prefers Dorimant
and asks him to see to 1t that a play written by Maxant will be a failure His valet
proposes that whistles be employed for the purpose, but Angéhque’s susvante, Lysette,
holds that 1t will be better for the lovers 1f the play succeeds Actresses of the
Comédie Francaise object to the fact thai there are no women m the play, which 1s
then performed Lysette begs Angélique and Dorimant to praise the play and argues
that Maxant has shown m 1t that women must be treated as slaves Dorimant agrees
to praise 1t 1f Angéhque and her mother are not included 1n the general condemnation
of women Idhanne bids her daughter indicate her preference between her two
suitors Angélique prefers Dorimant Lysette points out that this choice gives the
unexpected dénouement that a good comedy should have Lélianne adds to the sur-
prise by agreeing to marry Maxant if he will write 2 * Comedie sans Homme * Lysette
then expresses her preference for Dorimant’s valet, Cliton, over La Fliche, Maxant's
valet The work concludes with a diwertissement written by Maxant for his wedding
and showmg the triumph of women over a docleur, an old man, and a warror
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none for the parterre, as it 1s always well supplied. He refers to the fact
that one no longer cries “ Haut les bras ” o those who sit 1n the boxes.

The 1nner play is entitled Misogine ou la Comédie sans femme.™ At the
beginming of each of 1ts three acts, the actresses come to st on the stage
with the spectators. The plot, which 18 merely an excuse for a series of
consultations, recalls Arlequin Misanthrope., These consultations contain a
good deal of socal eriticism, but most of 1t shows hittle orginality. There 18
a reference (I, 13) to women who smoke. The Swiss speaks Germanic
French (II, 6-8) The dancing master parodies what 1s finest and what 18
most absurd in the performance of the Opera’s leading dancers. Most of
the comic element 18 provided by two valets, especially by Frontin, who
constantly endeavors, at times with success, to exiract money from his
master’s visitors,

Bordelon was a man of considerable learning and knowledge of the stage,
but he had lLittle creative abihity, and his attempts at wit are laborious. His
play ebout Poisson resembles the productions he had devoted to the memory
of Mohére and Domenico Biancolelh The chief value of all three lies 1n
the evidence they furmsh of the popularity of comedy and the influence it
could exert upon a writer whose talents were better adapted to other forms
of literature.

** Doraste, believing lus beloved Celonte has eloped with Aleidor, has retired with
his valet, Frontin, to & solitude near a seaport Various persons come to consult
Doraste, chiefly about their domestic difficuities He receives an old man m danger of
becoming a cuckold, an officer, a financier, a dancing master, a poet, s Swiss, a
dramatist, a peasant, a magistrate, a Gascon, and finally a sea captamn The last of
these tells of his love for a girl who will not respond to his advances It turns out
that the girl 18 Celonte and that she 1s still faithful to Doraste The latter’s father
comes with her to ask advice, Doraste 18 recogmized, and his marriage to Celonte is
arranged A minor diwertissement 18 made by the leaps and capers of two cabin boys,



CHAPTER XIX

THE THEATERS OF THE FOIRE

The Fairs of Saint-Germain and Saint-Laurent, established at Paris m
the Middle Ages, flourished there in the seventeenth and eighteenth cen-
turies * Saint-Germain usually opened on Feb. 3 and ran till Palm Sunday,
while Samnt-Laurent began in July or August and continued well into
September, sumetimes into October. The visitors were offered for enter-
tainment rope-dancing, leaping, the view of wild or trained ammals, and
marionette shows. Occasionally they might see human actors, as was the
case when les Forces de Uamour et de la magie was played at the Foire
Samt-Germain 1 1678 by the troupe of Alard and Montz von der Beek.?
In this production plot and dielogue are employed to introduce spectacular
gymnagtics, magical tricks, and dancing.® Earler types of entertainment
offered at the Foire persist mn the use of trained animals, of * sauteurs,”
and of Polichinelles, familiar figures in marionette performances. Imitation
of the Thédtre Ttalien 18 suggested by the presence of an Arlequin and the
emphasis placed on lazzi. The populanty of the play may be judged by the
fact that 1t seems to have introduced Merlin as the name of a valet.*

1 One was located near Saint-Germain des Prés, the other between the Faubourg
Saint Dems and the Faubourg Saint Martin

2 For a study of Foire theaters «f especially the freres Parfaict, Mémotres pour
servwr o Uhwstoire des spectacles de la fowre, Paris, Briasson, 1743, and Dictionnawe
des thédtres de Pars, Paris, Lambert, 1750 (as Francois Parfaiet died i 1753, this
work 18 often attributed to Claude alone, though both appear to have labored over
1t), Campardon, les Spectecles de la fowe, Parw, 1877, Lesage et d’Orneval, le
Thébire de la fowe, Paris, Gandouin, 1737, Solemnne, Jal, Bonnassies, I~s Bpectacles
forains et la Comédwe Frangarse, Paris, 1875, Barberet, Lesage et le Théitre de lo
fowre, Nancy, 1887, Maurice Albert, les Thédtres de la fowre (1660-1789), Paris, 1900,
N -M Bernardin, lg Comédse stalienne en France, Paris, 1902, and my op o, Part
1V, pp 933-6

# An analysis of the work, preserved by Sauval, was reproduced by the fréres
Parfaict, Mémowes, I, Iv1 Ixxix, and by Maurice Drack, le Thidtre de la fowre, Paris,
1889, pp 1222 The scene represents a large forest with * quantité de Sauteurs,
sur des piredestaux ” After an overture has been played, Merlin, “ Valet de Zoroanstre,”
complains that his master uses magic and loves a shepherdess, Gresinde The girl
calls on Love for protection while demons beat Merlin  The valet takes refuge on a
pedestal while the Sauteurs make dangerous leaps In the second mterméde Zoroastre
compores a charm, shepherds and a “ Sautenr en Arleqmin’ dance, monkeys and
winged snakes appear unexpectedly, Gresinde promises the magician to yield after
two hours, and there 18 8 dance of * Sauteurs en Polichinelles ” In the final wter-
mede Gresinde appeals to Juno, who removes her to a place of safety, substituting
for her a demon who “fait un saut périlleux du haut du cewntre” Zoroastre 1s
obhiged to yield to the gods and Merlin “ danse une Sarabande a neuf postures.”

4 One can understand why the magicsan, Merhn, should lend hig name to the valet
of another reputed magician, Zoroaster Borrowed by Boursault for the valet of
his popular Comédie sens titre 1 1083, the name was soon adopted for valets in
plays by Samt-Yon, Desmares, Dancourt, and many other dramatists of the late
seventeenth century and of the eighteenth
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The leaders of the troupe that gave this production soon became well
known. Charles and Pierre Alard, sons of a “ baigneur-étuviste,” performed
for years at Paris, They are the only entertainers of the Foire that Dangeaun
mentions by name as giving performances af court® Charles died from a
{all 1n 1711, while Pierre continued for a number of years 1n another troupe.
Their German associate, von der Beek, had married Jeanne Godefroy and
become the father of Catherine, who 1n 1696 married the actor, Etienne
Baron. The father had died before this marriage took place. The fact that
Catherine had a dowry of 15,000 francs ® shows that he must have amassed
a considerable fortune ITis widow, who married a young nobleman 7 1n 1698,
confinued, as the veuve Maurice, her husband’s trade until the end of 1709

Another early orgamizer of dramatic entertainments at the Foire was
Alexandre Bertrand, a ‘“ maifre doreur” and maker of marionettes. He
made them so well that he was tempted to set them in motion, opened a
marionette show 1n the ruc des Quatre Vents, and, after succeeding there,
acquired a “loge” at the Foire Saint-German 1 1690, adding human
actors and actresses to lus dolls. Upon the complaint of the Comédie Fran-
gase, his establishment was quickly destroyed by the police, but he con-
tinued to entertamn with dancers, leapers, and marionettes, and even rented
the Hotel de Bourgogne 1n 1697 after the Italian troupe had been forced to
leave 1t Though an order from the king deprived him of that theater at
the end of his first week, he was not discouraged and was soon one of the
leading producers at the Foire.

At hus establishment were performed the first two plays by Fuzeher, Thésée
and the Ravissement d’Iléléne The first of these was entitled Thésée ou
la Difaste des Amazones 1t was in three acts, wath three wnlermédes called
les Amours de Tremblofan et de Marinetle Magnin argued that the three
acts were played by marionettes, the three intermédes by living actors.® He
believed that Fuzelier’s second play, Le Ravissement &’'Héléne, le siége et
Vembrasement de Troye was given 1 a siimmlar manner. To prove that
the marnionettes were the chief entertainers, he gquotes from a poster the
statement that the play was to be acted “ par les marionnettes du sieur

50p ot 1X, 10, 13, 321

*Cf Campardon, op cst, I, 83, and Jal

T The freren Parfarxt (Mémowes, I, 102 5) tell a romantic story to explamn this
strange marriage of a nobleman and the widow of a foramn It seems that the young
man slapped his father's gouvernante, who died of the blow Mme von der Beek
asmisted him when pursued by the police and, through her nfluence, enabled him to
escape punishment He showed lus gratitude by marrying her The date of this
marriage, which escaped the fréres Parfaict and Campardon, was indicated by Jal

& Histowre des marionnettes en Europe, Paris, Michel Lévy fréres, 1862, p 1350
His probably correct conclusion 18 based on the facts that Bertrand was especially
known for his marionettes, that he had previously sought to combine them with

living actors, and that an actor, Tamponnet, 18 said to have created the rdle of
Tremblotin
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Alexandre Bertrand, dans le préau de la foire Saint-Germam.” A hbretto
of this work has been preserved ® It 1s an extremely crude production, pub-
lished 1n antierpation of the performance. A realistic prologue mn three
scenes, spoken by persons who do not reappear, 1s followed by three acts,
the first two of which include certamn scenes that are given entirely in
pantomime, while the third consists chiefly of ballet dancing *° The view
of Troy, the fighting, the episode of the wooden horse, and the arrival of the
goddesses 1n a chariot that must be aerial furnish much that 1s spectacular.
The comic element 1s supplied chiefly by Francceur and Sinon. The fact
that a very large cast 1s required supports the statement that marionettes
were employed. Characters appear and disappear without preparation and
oiten without leaving mmformation regarding their fate. No attempt 1s made
to represent ancient manners “ On ouvre les Tranchées, & la mode Fran-
¢mse” (I,6) *“On bat la Chamade dans 1a Ville, on fait voir un Drapeau ”
(1, 8) The time 1s at least ten vears If the space 1epresented 1s small, 1t
1s probably owing to the nature of the subject rather than to respect for the
umties, as the place changes within the first act, many of the scenes are
not linked, the unity of action 1s far from being preserved, there 18 & marked
minghng of tones, and no respect 15 shown for the benséances. Though
most of the play s 10 prose, the third act 1s almost entirely 1n verse. lxcept
for Helen’s cynical acceptance, first of 1’aris, then of Menelaus, there 1s
nothing noteworthy in the presentation of character The play was obviously
designed to he presented to an audience that would be mdifferent to the art

? Paris, Antome Chrétien, 1705, 12°, priv, signed hv d’Argenson, Jan 40 32 pp
The title puge indicates that the play will be given “aun Jeux des Victores du
Sicur Alesandre Berirand, dans le Préau de la, Foire Saint Germam,” but 1t does
not mention marionettes There are coples of this lhibretto at the Bibliothéque
Natiouale and at the Johns Hopkins Umiversaity The Dictronnasre des theatres, 1V,
378 81, analyses the work and, hke Magnin, indicates that 1t had heen anuounced as
to be acted “ par les Marionneties du Sieur Alexandre Bertrand ”

In the prologue Franceur, a soldier who had accompamed Paris to Greece,
converses with Mme de la Ramée before her inn She heeps hum warting while she
dons her shirt He tells of PParis’s arrival with Helen, prediets that the Grecks will
follow, and asks for a “gorge de cochon” In Act I we are within Troy when Paris
and Helen assure each other of their love and the governor of the <ity welcomes
them, then in the Greek camp, where Menclaus talks of g dishonor and s desire
to punish Paris and recover Helen, whom he conkudirs blameless, and roceives offers
of help from Achilles and Ulveses The city 1s attacked Troilus, Patiodus, Tlector,
Achilles, and Paris are killed one after another Ulvsses enters the «ily and brings
out the Palladium Priam offers Menelaus 20,000 gold pieces and provisions for his
trip home, 1f he will leave within an hour Advisad hy Ulysses, Menelaus pretends
to accept the offer and the gold 1s brought In Act TT Minoun, coached by Ulysses,
pretends to desert and with many jests persuades the Trojans to receive the wooden
horse with dancing and song  Simon unlocks the horse and signals to the Greek
army A massacre s ordered, but Pyrrhus spares Andromache, Aeneas escapes
with his father and son, and Menelaus welcomes Helen, who pretends to be happy
over therr reumon In Act III Juno and Minerva appear in a chariot and gloat
over Paiis, Helen and Menelaus rejoice, six ballet entries are danced, and the
play ends with a “ Chaconne”

21
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of the Comédie Francaise and would be delighted by crude jests, fighting,
dancing, and a changing spectacle.

Other producers were Christophe Selles (1701-9) , Rochefort and Tiquet
(1705-8) , Lows Nivellon (1707-11), la Letelher and her son, who gave
marionette shows 1 1707, 1715, and probably in other years, Saint-Edme
and his wmife (1711-18), the chevalier Pellegrin (1711-18), brother of the
dramatist , Jean-Baptiste Constantim (1712-16), who, as Octave, had repre-
sented young lovers in the Théétre Italien, ' and the veuve Baron, or dame
de Beaune (1712-18). The mother of this last producer, la veuve Maurice,
had sold her place of business to Bellegarde and Desguerrois at the end of
1709, possibly 1n the hope of establishing her daughter at the Foire Catherime
Baron had suffered from her husband’s debauchery, his wasting her dowry,
and even from insults and blows she received from him.*? Bellegarde and
Desguerrois ran their shows 1 1710 under her name and that of Rauly,
then sold out to Saint-Edme, but Etienne Baron’s death in December, 1711,
enabled his widow to open her own establishment without fear of being sued
for her husband’s debts. She employed two experienced actors, Baxter, an
Enghishman who played Arlequin, and Sorin, who took the part of Scara-
mouche. For a while she was associated with Saint-EEdme She was the
principal producer of Lesage’s early contributions to the Foire.’®

Besides Baxter and Sorin, some of the leading actors were Charles Dolet
and Antoine Delaplace,’* who played, respectively, Arlequin and Scara-
mouche 1n various troupes, Belloni, a Greek, who began 1 the troupe of
Selles 1n 1704 and distinguished himself as Pierrot, Pierre Paghetti, who
came to Paris about 1710 and played the Docteur, Jean-Baptiste Raguenet,
who was the son of the merchant who supplied the Comédie Francaise with
candles, who played 1n various troupes, and who won great applause as Don
Juan, and Pierre-Francois Biancolelll, called Dominique, son of the famous
Biancolelli of the Théitre Italien and author of many farces, who, after
playing 1n various troupes of the Foire until 1717, became a member of the
new Comédie Itahenne.®

1HCf my op at, Part IV, p 601, and the Dictionnawre des thédires, IV, 10-14
After the expulmon of the Ttaln actors, Octave returned to Italy, where, apparently
as a 8py, he rendered iumportant service in 1701 to the French army He waa
rewarded with “une mspection sur toutes les barriéres de Paris,” a position that
enabled him to become a producer at the Foire

12 (f Campardon, op evt, I, 83 5, and above, pp 17-8

13 About 1715 she married Pierre Charrctier de Beaune, “ conselller au Chitelet de
Parin” He took her to Lowsiana, where he had been named * procureur général”
After lus death she was 1n such reduced circumstances that for a while she was an
ouvreusc at the Opéra Comique She died about 1736

* Delaplace was accused dby Dancourt of threateming to assassmate him, m
August, 1712, he was charged with attacking Dolet, ef Campardon, op est, I, 234-5,
263

15 He hegan to play at the Foute 1n the latter half of 1708, according to the fréves
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Domimque was not the only link between the old Théatre Itahen and the
actors of the Foire, for huis wife and s nephew Jean-Antoine Romagnesi,
both of whom acted with him, were, respectively, the daughter of Pascariel
and the grandson of Cinthio. Moreover, Octave, as we have seen, directed
ghows at the Foire for several years, while Antoine Francassim, son of
Polichinelle, played 1n the troupes of Selles and the veuve Maurice. Many
of their comrades, former artisans or professional dancers or leapers, wcre
looked down upon as persons “sans aveu” by the actors of the Comédie
Francaise, despite the marriage of Catherine von der Beek to Etienne Baron,
nephew of Dancourt’s wife, and the facts that L.a Thorlhére was young
Domimque’s brother-in-law, la Duclos the aunt of la Chéteauneuf, who
acted with Dolet and Delaplace.

Performances were at first given 1n what was called a loge, defined by
the fréres Parfaict 1 as

un heu fermé avec des planches, ou lon dressoit des échaffaudages pour les
Spectateurs, une corde tendue pour les Danseurs, & une estrade élevée d'un pled &
demi, tout au plus, 'pour les Sautcurs, mais sans ornemens & sans décorations A
la tin de chaque Fone, on enlevoit tout ce qui étoit dans la Loge, pour s’en serwir
& la prochame Foire

After the departure of the Itahans and Bertrand’s failnre to keep the
Hatel de Bourgogne, the forains, as the nearest heirs to the Théitre Italien,
began to construct theaters resembling, except for their temporary character,
the one 1n which the rival actors of the Comédie Frangaise were playing.
According to police reports published by Campardon,!” they had stages about
four and a halt feet hugh, supporting decorations and several rows of benches
for spectators, a parterre, an umphitheater, and two tiers of hoxes Prices
charged 1n 1681 had been much lower than those of the Comédie Frangaise,*®
but, as the fortunes of the forawns and the accommodations they offered
mmproved, therr charges rose till we find them asking in February, 1712,
three and a half francs for a seat on the stage or 1n a lower bux,'® about
the price exacted by their distingmished rivals.

A certain Trével engaged himself to play 1n Bertrand’s troupe at the
Foire Saint-Germain of 1706 for twenty sous a day. The fréres Parfaict 2°
conclude that this 15 what Bertrand paid to each of his actors, but, as they
submit no further evidence, we may suppose that more experienced actors

Parfaict, Mémowes, I, 81, 1n 1710 according to the Dictionnawre des thédtres, 1,
440, and Campardon, op et, 1, 264

18 Memowes, I, 3

1 0p est, I, 88, 91, 261

2 Ct my op cit, Part IV, p 934

e Cf Campardom, op cif, I, 262

2 Mémowes, 1, 13
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recerved larger salaries. There 18 no evidence, however, that troupes of the
Forre formed stock compantes, as did the actors of the Comédie Frangaise,
nor did they recerve a governmental subsidy, but they attracted such large
crowds—including even members of the nobility 2~—that they excited the
envy of the Comédie and the Opera and encouraged by their success the
formation of new troupes at the fairs.

In 1701-8 the forasns gave crude plays, or detached scenes, many 1n the
manner of the Thédtre Italien or directly derived from 1t, some borrowed
with modifications from the French repertory Fuzelier’s Thésée and Ravis-
sement d’Héléne have been mentioned At the Foire Samnt-Germain of
1706 the veuve Maurice produced Bellavamne’s Sancho Panga, with Bellom
i the title-role.? At the same fair she gave a performance that began with
dancing and a tight-1ope exhibition, after which was represented

un it duquel sortolent deux hommes en chemise, I'un vétu en scaramouche et 'autre
en arlequin, ledit arlequin se jetant dans un grand pot de chambre, ensuite s’entre-
tenant de plusieurs dialogues et propos interrompus, chansons, et ledit jeu finissant
par des sauts avec quelques entr’actes de danse et annonce faite en fimissant **

In 1707-8 were played such productions of the Thédtre Italien as Fatou-
ville’s Arlequin lingére, Arlequin Prothée, Arlequin Empereur dans la lune,
and Fulle savante, les Chinows and la Fowre Sawnt-Germain by Regnard and
Dufresny, and Pasquin et Marforio by Dufresny and Louis Biancolellh The
Foles d’Isabelle, announced to be acted on Feb. 24, 1707, may also have
been an old play Arlequin Ecolier ignorant et Scaramouche Pédant
scrupuleuz ¢ and Arleqguin Gentilhomme par hasard,®® played 1n 1707-8,
are 1n the same tradition In regard to a Festin de Pierre, acted at the
theater of the veuve Maurice on Sept 28, 170%, a police official declared
that 1t “ nous a paru &tre un précis de la méme que les comédiens francois
ont représentée sur leur théitre ” 48

# Campardon, op rit, 11, 346, cshows that on Aug 2, 1712, there attended a
performance 1 Saant Kdie s theater “ plusieurs seigneurs et dames de la Cour, entre
autres Madame la duchesse de la Meilleraye ¢t M le chevalier de Mesmes ”

22 Fréres Parfaiet, Memorres, 1, 16

# Campardon, op cat, 11, 116

2 According 1o the Ihationnaire des thedtres, V, 92-4, this play was derived from
a scenatio of the old Theiitre Ttalien It appeared at the Foire Saint Germain m
1707 with Dolet as the scholar, Delaplace as Scaramouche Repeated in all fairs up
to 1710, 1t had subsequently to be given “A4 la muette,” so that Fuzelier adapted
1t to this 1equirement and added <ongs In 1ts new form it was acted on Sept 12,
1711, and was pubhshed Scaramouche who bas taught Arlequin to avoid women,
beats him when he catches him kissing Isabelle’s hand, but a little later Arlequin
finds Scaramouche making love to Colombine and beats him m turn

# Composed by Dommigue and plaved, when he first acted 1n Paris, at the Foire
Seint Laurent of 1708, cf fréres Parfawt, Memowres, I, 81 In the Dictionnawre des
thedtres 1, 222, 1t 18 suggested that the play derived from Quinault’s Coups de Uamour
or 1ts Spam<h source

® Cumpardon, op ot II, 110 Le Triomphe de Uamour was announced on Aug 3,
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The actors of the Comédie Francaise probably interpreted the perform-
ance a8 the policemen did and regarded 1t as a new mfringement upon their
monopoly. They had been protesting for some time. Both the Parlement
and the police had acted in their behalf, but the forasns, by appealing their
cases and by peculiar methods of presenting their plays, had succeeded 1
eluding efforts to stop their performances In Febiuary, 1699, d’Argenson
had forbidden “tous Particuliers de représenter aucune Comédie m Faree.
The forawns had appealed In February, 1706, the police had warned them
agammst giving “ Spectacles olt 11 y a1t des Dialogues.” The forains hed then
persuaded Cardinal d’Estrées, abbé de Saint-Germain des Prés, whose land
they were renting, to a1d their appeal, but, 1n spite of his influence, Parlement
had, on Feb. 22, 1707, repected the appeal and insisted that the forasns
should present neither *“ Colloques n1 Dialogues.” #* The actors resorted to
monologues and gave plays as described 1n a police account of a performance
of Scaramouche Pédant scrupuleuz on Aug, 30, 1707 #

Que presqu’d toutes les Scbnes, PActeur qui avoit parlé se retiroit dans la couhsse,
& revenort dans Pmstant sur le Thédtre, ou PActeur qui étoit reaté parloit & son
tour, & formoit ams1 une eepéee de Dialogue Que les mémes Acteurs se parlolent
& répondolent dang les coulisses & que d autres fois PActeur répétot tout haut ce
que son Cawmdarade lu avoit dit tout bas

They supplemented this method of acting by introducing remarks at the
expense of their opponents  On March 6, 1708, the troupe of Nivellon gave
a performance described by the police as follows *°

Aprés les danses de corde on a leve une toile et ont paru plusicurs acteurs comme
wn arlequin, un docteur, un scaramouche, une colondbine, une fille du docteur, un
prerrot, un chanteur et une chanteuse, qu ont forme unc eapéce de com(die dont lc
sujet est que le docteur, pour raccommoder ses affaires, léve une tronpe de comédiens
de tous ses domestiques et repete plusieurs sednes tirees de diff¢rentes comédies et
tragédies et parodies burlesques A chaque scene un acteur parle seul Aprés quor
1l se retire ¢t un autre vient ensuite Quelquefors 1ls sont deus ensemble sur la
scene, I'un parle haut et ] autre répond bas  Quelquefors un aeteur repond quelques
mots derriere la perspective & celm qui est sur la scéne et qui parle haut, en sorte
que le tout ensemble fait vour un sujet de comi{die mmuvie 71 nous & parn dans toute

1708, to be performed next day, «f fréres Parfaut Mimowes, 1, 8% Le Virrierd
amourcur was geted on Sept 5, I707, by la Letelhier and her son after thewr
marionettes had Ieft the stage, of (ampardon, op 12, 11, 74 Tt way 1in one nct and
may have heen Francoise Pa<cal’s old farce, adapted to the wavs of the Foire, of,
my op et , Part 1II, pp 67980 Le Marchand ridicule acted, according 1o ats title-
page, at the Forre Samt German of 1708, includes Pohchmelle umong its characters,
an mdication that it was played by marionettes (ef Campardon, op st , 17, 71) The
plays by Gillot that T discussed (op e, Part 1V, pp 935 6) incdude le Marchand
r1dieule and have Polichunelle as their chief chavacter  All four may have heen arted
n the period 1701 8 For the publication of le Marchand rdicule, f above, Chap.
XIII, p 230

2t Cf freres Parfaict, Mémowres, I, 18, 47 8, 57 8

" Ind, pp 034

* Campardon, op cst, II, 1767
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la piéce qu'on se moque des comédiens du Ro1, ce qui a fait que nous avons entendu
dire & plusteurs personnes qui étoient autour de nous “Les comédiens sont bien
bafoués li-dedans' ” et un acteur apporte plusteurs hvres et it le titre d’icenx
qusl dit 8tre ’Art de parler seul, mvente por les comédiens frangoss Aprés quoi 1ls
digent “ Quand nous ne saurons plus que faire, nous annoncerons le Diable *° bosteuw >

On March 21, 1708, and Jan. 2, 1709, new rulings were promulgated by
Parlement 1n favor of the Comédie Francaise. Tiquet and Rochefort ceased
to give performances. Alard and the veuve Maurice purchased from Guyenet,
director of the Opera, the right to use decorations, singers, and dancers.
Bertrand and Selles sold their business to Holtz and Godard, members of
the duc d’Orléans’s Swiss guard, who 1n turn hired the actors of these pro-
ducers and proceeded to give forbidden dialogues. But not for long. Fresh
complaints from the actors of the Comédie Frangmse were followed by the
destruction of Holtz’s theater under the supervision of Dancourt, Dufey,
and the police ** The Swiss appealed to the Grand Conseil, which condemned
the actors on March 14, 1709, but an appeal to the king reversed the decision
1n 1710 and forced Holtz and Godurd to retire from business as showmen.®?

Before this final decision was reached, the forasns attacked their rivals
with parody, a device that had been often used by the Thédtre Italien. On
Feb 19, 1709 Dolet’s troupe announced for next day les Fourberes de
Scaramouche, probably a satirical mitation of les Fourberies de Scapn.
At the Foire Samnt-Laurent of that year were produced parodies of two
tragedies recently acted at the Comédie Francaise, Crébillon’s Atrée et
Thyeste and Danchet’s Tyndarides®® The forains imitated their rivals’
gestures and uttered “ d’un ton tragique des mots sans ancun sens, mais qm
se mesurolent comme des Vers Aleaandrins ¥ *¢ They referred regularly to
the actors of the Comédie Francaise as the “ Romains ” The rival drama-
tists replied Lesage 1n the epilogue of Turcaret, Dancourt 1n the Comédie
des comédiens, Legrand m la Fowre Sant-Laurcnt, but the forains answered
Dancourt and Legrand and extended their attacks to opera, parodying Persée,
Alys, Phaéton, Telemague, Thélws, and UEurope galanle

They were obliged, however, to respect the ruling of Marech 17, 1710, at

2 Dancourt’s Diable boi/cur had appeared the preceding autumn

1 Moreover, on March 3 1708, Dancourt appealed to the police against Delaplace,
who “»est vante et a dit & plusieurs personnes qu'il poignarderoit et assassineroit
ledit sieur playgnant* . «f Campardon, op ol , I, 2315

23 This affan s related 1n the Wemowes of the freres Parfaict and in the opera
cstate of Camparden and Bonnaswes

33 The parody of the latter tragedy was called lez Poussing de Lcda  The Diction-
natre des theatres (1V, 223} attiibutes 1t to Féroard and adds (VII, 677-9) that
1t consisted of a series of monologues 1n verse At the end Mercury Pierrot descends
in a bashet to bring Polluy a letter from Jupiter giving him a “ brevet d’1tmmortalité ”
It was with dithculty that the author persuaded so distinguished an actor as Pierrot

to muke use of the basket
8¢ Frerew Parfuact, Mémorres, T, 100 1
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least 1n & manner. Selles left for the provinces. Alsrd introduced at the
Forre Samt-German of 1710 plays given “2 la muette,” that 1s, speeches
were printed i large characters upon rolled “ cartons ” that each actor car-
ned m his right pocket. When he wished to use one, he unrolled 1t, showed
1t to the audience, and then placed 1t 1n his left pocket. This device was
not long employed, for 1t was suggested that, mstead of prose. the actors
should use “ couplets sur des airs connus, qu’on nomme Vaudevilles” When
such verses were 1ntroduced, the orchestra played the air, persons placed by
the actors about the hall joined 1n, and the spectators were soon all singing.®
At the Foire Saint-Germain of 1712 another 1mprovement was mtroduced.
The verses were prmted on a “ Toile gommée,” held 1n place by a stick and
brought down from the ceilling of the stage with the aid of two boys
“habillés en Amours.”** This method was employed by la veuve Baron for
presenting Arlequin 4 la guinguetle*™ on Aug. 7, 1711 According to
the polxce,

ils y Jouent des scdnes muettes et sur diff{rens sujets, avec des écriteaux qui sont
tenus par deux petits garcons suspendus et qui se lévent avee des cordages et machines,
que lesdits ecriteaux contiennent plusieurs chansons qum sont chantées par plusieurs
du parterre sitét qu’elles ont été mises sur l'sir par un vialon, lesquelles chansons
éerites sur les deux cbtés de chaque éderiteau servent le plus souvent de r{ponse
T'une & Vautre et dont aucunes sont l'expheation de Jeurs seénes ruuettes 2

Simlar écricouxr were nsed at a performance on March 29, 1715, of les
Aventures comigues d'Arlequin, described by the police as follows

Laquelle pidce comique est représentée par de grands éeriterua moulés et imprimés
sur de grandes toiles, que l'on fait descendre dans le mniheu du théitre et sur lesquels
sont des chansons qui forment des dialogues sur le sujet de la pitce (quiils représentent
et qui sont chantées 2 haute et mtelligible voix pay tr us particuliers qui sont dans
I'orchestre **

Riccobour describes écrileaur he had seen 1n action and their effect upon
the audience

tout le monde sgait que les Acteurs se présentorent sur la Scéne sany parler que
dans P'instant 11 descendoit du Plautfond du Théitie sur leurs tétes dew Eeritesux,

% Cf frerer Parfaict, Memotres, I, 108 10 The ure of familiar songs hud already
heen witnessed 1n performances of the Théitre Italien, as Lintithac points out
bis Lesage Paris, Hachette, 1893, p 126

1 (f freres Parfaict, op ot , I, 137

41 Cf Inctionnawe des thidtres, I, 1758 Tlus play 1n three eatrics was written
by the abbé Pellegrin and mterpreted by Baster and Sorin Jupiter, upon Mercury's
sugzestion, obhiges Arlequin to correct Parisian disorders and expresses the dessre
that the Opera be jealous of the Forre Dressed as a cabareticr, Arlequin interviews
a lawyer, a woquette, and & petit mattre He beats them whan the Dacteur brings m
Colombine, breaks his pots and glasses, and 18 carried off by a sprite

8 Campardon, op ctt, I, 91 Rolewnne, nos 3387 and 3403, histw 2 libretto of this
work, published at Paris, Rebuffe, 1711, 12° (31 pp )

* Campardon, op cit, 11, 189 According to the Dictronnaire des thédtres, 1, 333,
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qu ee succédolent les uns aux autres, & sur lesquels étoient éerits en gros caractéres
des couplets de Chansons dont I'Orquestre jouort V'air, & dont le Parterre, en les
lisant, en chantoit les paroles les Acteurs dans le tems que I'on chantoit, faisorent
les actions convenables au sens des paroles Ce Dialogue muet de la part des Acteurs,
n'avoit rien d'estimable, m1 qu piit en quelque fagon réjourr les Spectateurs, tout
Pagrément n’étoit que du edté de I'extraordinaire de fuire chanter par les Spectateurs
le Dialogue des Acteurs ¢°

From the usage here described arose the term “ Opéra comique,” employed
by the fréres Parfaict with reference to the troupes of Saint-Edme and the
veuve Baion, which agreed on Oct. 30, 1713, to share expenses and profits.
They seem to have called themselves by this new title at the fairs of 1714,
though 1t was not 11l Dec. 26 of that year that official permission was given
by the Académie Royale de Musique** The e¢mphasis now placed upon
music, the substitution of songs for dialogue, and the retention of comc
gestures and situations, created 1n this way a new genre, comc opera

The hostility of the formins to the Comédie Francaise and to the Opera
continued after 1710 to find expression 1n parody. Barberet 42 analyzed two
productions that contamn satues of {his kind, Apollon @ lu foire, produced
by Alaid on March 3, 1711, and Les Ecrilenur pour les Pladeurs des scénes
mueltes of February, 1712+ In the first of these, five famihar figures of
the Théitte Ialien appear  The Docteur advances towards the audience as
1f to make a complunentary address, opens wide his mouth, moves his lLips
gestures, and says nothing  He then points to an écriteau on which 1s written
a parody of a familiar song, “ Ne m’entendez-vous pas ” This parody indi-
cates that Rome (the Comedie Frangaise) wishes the foraans not to speak
They appeal to Apollo, who declares that he has come to see Rhadamaste et
Zénobee, the Inst scene of which 18 parodied while Apollo looks on from a
balconv. Then follows a eritiasm of le Curieuz Tmpertinent, a play which,
hke Rhadumaste, had been recently given at the Comédie Francaise * In
the second act the opetas, Persée and Manto la fée, are parodied, 1n the
third a horse 15 1ntroduced and 18 reproved when he neighs  There are *“ sauts
périlleux ” and each actor displays an ecrifeau

Les Iicmteauz pour les Plmdeurs was acted at Selles’s theater by Dolet
and Delaplace.** The performance was enhivened with dances, gymnastic

this plav, attnibuted to Raguenet, had been acted in February, 1711, by Dolet and
Delaplace

0 }\’tﬂhl'iﬂ".ﬂ historiques et crifiques Paris, Guérm, 1738, p 116

L (f Campardon, op i, IL, 191 and fréres Parfaict, op eit, I, 159, 166

S0p at, pp 23441

¢® Librettos of these plays are histed 1n Solcanne, no 3397 The first 18 given as g
“diert muet (3 et prol envaud ) S n 17117, the second as ‘(3 pant et vand)
Su, 1712, m 12 fig"”

4 Thev were first acted, 1espectnvely, on Nov 17, 1710, and Jan 23, 1711

5 C{ fidres Parfaiet, Memoires, I, 149 50
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exhibitions, and the representation of varied personalities, mcluding those
of Basques, gipsies, gods, and Moors. The fréres Parfaict tell us that the
second of the three acts could be called the “ Amours de Colombine et
d’Arlequin ¥ The chief purpose of this formless composition was to eriticize
IAmour charlatan,® the inner play of Dancourt’s Comédie des comédiens,
first acted on Aug. 5, 1710 The Docteur’s wife comments upon the recent
activities of the Comédie Frangaise that had muzzled the forains:

Toujours plaider, 6 monstres de nature!
Romains cent fors plus méchants que les loups,
Race parjure,
Tirans jaloux,
Et contre qui, cruels batailles vous?
C’est vutre sang, tout le monde en murmure

She subsequently receives various at tors, including Pierrot, who apologizes
for having appeared at the Comédie Francaise, though Dancourt, who wrote
the play to which she objected, and Etienne Baron, who took in 1t the réle
of Pierrot, might have been blamed with greater justice A brief enticism
of ¥ dmour charlatan follows in Act 111

Jupler curieux mpertinent 18 a parody of Destouches’s Curieus Imperti-
nent only 1n 1ts title and 1n a small portion of 1ts subject matter, but 1t
mtroduces a “ Romain” and an atiack upon the “troupe Romaine.” 7
Arlequin au bal du Cours, acted by Domimque and his comrades 1n
September, 1714,*® was obviously intended as a parody of Duncourt’s Féles
nocturnes du Cours On Sept. 22 a parody of Amphitryon was given, 1n
the last scene of which Amphitiyon tries to shoot Jupiter, who to calm
him, sings a vaudewmlle on “cocuage.” ** Several other plays ol the Foire
have titles that suggest parodies Femme juge el purhe (17:1), Coupe
enchantée (1714), Pswiché (1714), Arlequin Hérachus (1715), Dame wn-

4 The freres Parfaiet refer to this merddy as a play m which Etienne Baron took
part, Barberet, as 1f 1t were a complete play Neither work dentifies 11 as forming
part of Dancourt’s Comedie des comeduns

7 Played hy the troupe of Alard and Lalause on Feb 4, 1711, and published (Parms,
Vallewre) mn 1713, 1t 13 analyzed in the Dictronnarre des thédtres, TLI, 218 51 Arlequin
implores the aid of Folly against the actors of the Comédie Francawe Jupiter visits
Hades to get possession of Isabelle and 15 <hown various types, indluding aquotcurs,
an actress of the Opern, and an actor of the Comd{die Francaise whom the god beats
Aect 11 18 directed chiefly against men of Jaw  In Act 1T] Mercury, to satisfy Jupiter,
tests Isabelle and, with the help of gold, succeeds m seducing her  While Jupiter
reflects upon his fate, a peasant sings a song pomnting out that a husband who
wornes about his son’s paternity 1> an * ympertinent curreux ” Jupiter makes Isabelle
full back to Hades, and the play ends with a “ divertiseement de Sauteurs

8 Cf Campardon, op cit, 11, 319-52 A poster announc ed n peiformance for Sept
3, though Dancourt’s comedy was not acted till Sept 5 If Arlequwm au dal was
really given on Sept 3, the author may have dernved his knowledge of Dancourt’s
play fiom a manuscnipt  Arlequin au bal du Cours was certainly ucted on Sept
11 and 12

# Cf Campardon, op cit, 1I, 221, and Solewnne, no 3387



322 SUNSET: A HISTORY OF PARISIAN DRAMA

wasible (1715), Médecwn malgré lui (1715, for marionettes).® There were
also parodies of operas. Three by Lesage will be discussed below At the
end of a performance of Arlequin d la gusnguette, Arlequun 1mitated a
dance at the Opera, mimicking “la demoselle Prévot” st The Fétes
paristennes of Feb. 3, 1711, parodied Danchet’s Fétes vénitiennes.”* La
Fovre galanie ou le Marage &’ Arlequan (1711) by Domimque 1s said to be
a parody of La Motte’s opera, Europe galante.5

These parodies did not soften the hearts of the “ Romains,” nor did the
use of écriteaur keep them from appealing to the police and accusing the
forains of slipping prose dialogue 1nto their productions, but their protests
did not tuke effect until the end of 1718, when all the shows of the fairs
were suppressed. No plays were given 1 1719 and few 1n 1720, but 1n 1721
the Opéra comique again began to flourish Tt lasted until 1762, when 1t
was absorbed by the Comédie Italienne

One cannot, of course, sympathize with the actors of the Comédie Fran-
¢mse 1n their efforts at suppressing competition, but it can be said in
explanation of their conduct that they had been forced to bmld an expensive
theater, that thev were heavily taxed, and that the forains were seriously
reducing the size of their audiences. As they suffered from the monopoly
of singers and dancers given to the Opera, 1t was quite natural that they
should try to make the most of the monopoly assigned to them. Nor did
the forains surpass them m generosity, for they sought more than once to
exclude one another from space at the Foire and even used violence to pre-
vent the construction of theaters there

The plays of the Foire were obviously erude productions, poorly organized,
gwing evidence of their onigin 1n acrobatic exlubitions and 1n the Théitre
Italien, sometimes obscene, written to make onlv a temporary appeal 5°

so ¢f Campardon, op ectt, 1, 91, and 11, 354, Solcmne nos 3399 and 3403, and
the Dictionnaire des thédtres, 111, 361, Montflouryv’s Femme juge et partre, Champ-
meslé’s Coupe enchantée Corneille’s Psychd and Heraclius, Hauteroche’s Dame -
restble, and Mohére’s Médeern malgré lua

5t Campardon, op <1t , 1, 92 3

%2 Dictionnawre des thedires, I1, 563-5

55 Cf Solcinne, no 3397

S« Cf Sunt Edme’s efforts on July 20, 1715, to destroy construetion work under-
taken by la Letellier and her son (Campardon, I1, 75-6) la Saint-Edme’s complaint
on July 26, 1714, that the hireliugs of Octave and Pellegrin were threatening to
murder her and la dame de Beaune (tbid, II, 347 8) ., and Octave’s renting the whole
Preau of the Forre Saant-Germain 1m 1713 i an effort to establish a monopoly of
his own (fréres Parfaict, Memowes, 1, 152 3)

*¢ In Solewnne, nos 3397, 3309, 3405, are linted a number of play- other thun thase
already mentioned  Arlequin Ence ou la Prwse de Troyes, Samt-Laurent, Julv 25,
1711 (Paris 1711, 23 pp) Arlequin et Scaramounche vendengeurs followed by
Prerrot Sancho Pansa Saint Lament September, 1710 (Paris, 1711, 24 pp ), Orphée
ou Arlequin aur enfers (Paris, Valleyre, 1711, 20 pp ), Arlequin grand-visir (1713),
10péra de campagne (1713, possibly a revival of Dufresny's play), Colombine
bohcmienne ouw Fourbine (1713), le Retour d'Arlequin & la Foire, followed by Arle-
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Owing, however, to the use of écriteaus and to the contract with the Académie
Royale de Musique, authors were able to give greater unity to their com-
positions and to develop the element of song. Spectators were attracted by
the fact that they were allowed to join in the singing and admired the
skill with which a story could be presented 1n spite of the burdens 1mposed
upon the performers. The first of the early writers for the Fovre to realize
that something might be made of such very raw material was Lesage, whose
plays entitle him to the distinetion of being called the tather of comic opera.

After two attempts which, according to Barberet, were no better than the
work of his predecessors, les Pelits-Maitres™® and Arlequin et Mézelsn
morts par amour’” he brought out at the Foire Smint-Germain of 1713
Arlequin rov de Serendib, 1n three acts, the first of us Foire plays that he
considered worthy of publication It was given with écrilcauz, as were his
Arlequin Théts and Arlequin inmsible, both one-act plays produced at the
Foire Saint-Laurent of 1713. They were followed by comedies that were
sung : the Fovre de Gubray, which served as a prologue to Arlequin Mahomet
and Nosiradamus, the Cesnture de Vinus, the Parodie de U'Opéra de Télé-
magque , the Temple du Destin, Colombine-Arlequin oy Arlequin-Colombine,
and les Eaux de Merhn °®

These were the only plays he wrote for the Foire before the death of
Lous XIV Barberet holds 5 that he mtroduced order, measure, and clarty
into the genre. Like his predecessors, he employed old materials, inhented
from earlier writers for the fairs, from operas, from the Théiire Italien, and

quin baron allemand ou le Tromphe de la folre (1712V, le Crilique (Seot 30, 1712),
la Bague enchantée (1713), Arlequn fille talgre tuy (July 22, 171%), Arlequin
favory [jouet] de la fortune (1714}, and les dventures de ("ythire (1715} Others
are listed m the Dwtwonnawre des thedires Amowrs de 1 onus of dre Mors, preceded
by Fétes Bacchiques and followed by Féte de Puysans, Sainit Laurent, 1711, Eeole
des Jalour, Saint-Laurent, 1712 (perbaps an umtation of Duiresny’s ldiewo des
officiers) , Arlequm Rwwval du Docteur, Sawt-Luurent, 1712 (gwven with this title,
1, 270-80, but as a Dwverfwsement, 11, 321, attacks the “ Rommins* ), Arkquin au
Sabat, Samnt Germain, 1713, Arlequin Prinve et Paysan, Samnt-Germain, 1713 (a
story of exchanged children that resembles Montfieury » Criapin Gentidhomme),
Pélermes de Cythere, Saint Gexmain, 1714, Aricquin caloncd, 1714, Arliquin et
Mczzetwn heurcuz pour un moment, 1715, Descente do Mezzetin aur onjers, 1715
(attributed to Letellier, probably a reworking of Kegnard's plav)

86 Unpublished except for a few verscs reproduced by Iantilhac in his Lesage,

128
P 5 Briefly analyzed n the IDictwonnaire des thédires, T 2312 Driven avay from
Colombime by the Docteur, Arlequin and Messetin drown themnselves and return as
ghosts to fuaghten the Docteur and Colominne, whe marty i spite of their efforta

88 Quibray, Mahomet, and Noxtrademus, formmg together a threc act play, were
acted at the Forre Saint Laurent of 1714, the Cemiure (2 1wt} and Tsifmanue
(1 act), at the Foire Samt Germain of 1715, the other~ all m one act exeept that
Merlin has a prologue, at the Foire Saint Laurent of 1715 All ot thewe, as well as
the three given with éerleaur wete published hy Lesage et d'Orneval i le Thédtre
de la Fowe, Paris, Gandoun, 1737, approbation, signed by Danchet, Tune 15, 1720,
prw, Aug 24, 1730, registered Aug 31, 1730, the priv ceded by Guanenu to Gandoun,
July 17, 1737

%0p cit,p 39
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from French plays, but he gave to his productions greater simplcity and
umty than the forains had known before, while respecting the peculiar con-
ditions under which they had to be acted.

The published plays consist of a series of songs, comic 1n tone, connected
by pantomime that occasionally admits brief remarks in prose. The plots
must have been easy to follow, not only because of their sumphaty, but
because they included parody and employed airs that were famihar to Lesage’s
audiences * Arlequin Thélis 15 a parody of Fontenelle’s opera, Théts ef

8 Nerendab  Arlequin, shipwrecked on the coast of Serendib (Ceylon?), escapes
from robbers and a wolf, only to 1all 1nto the hands of the Grand Visir, who makes
him hing and tells him that he 1s soon o be sacithued, after he has been fed and
entertained, dishes are snatched from hun and he 1« Jed to a temple beside the sea,
but the Grande Prétresse, who was supposed to sacrifice him, turns out to be Mezzetin
and to have as a suwwante Pierrot, after they recogmsze one another, they pillage
the temple, try unsuccessfully to carry off the 1dol, and eseape 1n a ship to France

Arlequm Thetrs Loved by Neptune and Jupiter, Thetis prefers Pelée, who 1s loved
by her suwanic, Doris, after the two mmmortals have visited Thétis, they meet,
Jupiter touches Neptune with a thunderbolt, and the play abruptly ends

Arlequsn wnowible Tahen by Asmodde to the King of China’s palace, Arlequin receives
a feather which, if placed 1 his hat, renders him invistble, he flirts with a female
slave, rescues the lover of the hing’s favorite mistress by lending hium his hat, and
18 Inmself saved by Asmodee, the king concludes that he has been tricked by the
devil and has no reason to suspect his mistiess

La Fowe de Gusbray A magistrate at a fair near Falaise mterviews a musician,
an Italian actor, und Arlequin, all interested in entertaining, the magistrate pro-
poses that Ailequin aud the ltahan gne cuch a play m order that he may judge
between them  Arlequin gaves Arlcquin Mahomet, the Italan, le Tombeau de Nostra-
demus In Arlequn s play, he 15 given o magic chest that enables lim to fly away
from his ereditors, pose as Mahomet, and inghten the King of Basra mio breaking
with the “ Kam des Tartares” and gnmg his daughter to the prince of Persia,
whitle her suwvante becomex Arlequin’s “hourt” In Nostradamus Qctave strikes
upon a tomb, embraces a monster, and gets a magran to bring out Nostradamus,
who strarghtens out Octave's manital aflans and gives advice to two young snobs,
to a miller's wife, and to a gl who wishes to enter the Opera, whereupon natives
of Provenee dance for joy over the 1esusatation of the great prophet

La Cewmture de Vénus Fortunc mives Arlequin a purse that will be filled as soon
as 1t 13 emptied, Amomr gnves Moszetin a belt that will make women love him, they
test these pfts upon a shepherdess, a countess, a poet, a teacher of singing, and
their sweethearts, jealous Colombine and Marinette but the donors tahe back their
gifts and peace 1s made between Atlequin and Colombine, between Mezzetin and
Marmnette 1 am surprised to find an analysis of this play, under its own title, mn
the Grand Ihctwnnare Larousse

Télémaque Neptune ravages Calypuo's mland, demanding the blood of Ulysses,
Calypso crects an altm and Telemachus ofters to die tor s father, but Calypso
makes love to humn and has demons burn his <ships, Mincrva comes to the rescue and
has zephirs curry Telemachus and has sweetheart, Bucharis, to Ithaca

Le Temple du Destin The Docteur, Pierrot, Arlequin, and Scaramouche love
Colombine and appeal to Destiny, who, after answering a would-be actor, lovers, an
elderly dealer i old dothes and his wife predicts that Colombine’s husband will
wear horug, whereupan Arlequin and Secaramouche give up the contest, but Prerrot
1 eticouraged to 1emain 1 the Doctemn 8 home, apparently in order that the pre-
diction may be carried out

Colombine- Arlequin Colombime wmakes peace between Liandre and the Docteur’s
daughter, Isalclle, 1t 1 agreed that, m order to pevent the lovers from becoming
Jealoun, Leandie will have n valet selected by Isabelle and she a maid selected by
him, Arlequin 1s disguised as the maid, Colombine as the valet, Arlequin talke of
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Pelés, Acts 1 and T1, T'élémaque, of Pellegrin’s opera, T'élémaque ou Calypso.
The final scenes of Serendib are clearly a parody of a third opera, Iphigénie
en Tauride by Duché and Danchet Indeed, most of the play may have
been inspired by this production, with the landing after a shipwreck in a bar-
barous country, the declaration that the foreigner 1s to be sacrificed, and
the rescue by the priestess, who turns out to be a friend of the mtended
victim. Lesage had only to add episodes and give a comic tone to the whole.
For the Oriental element he was probably indebted to the recently published
Arabuan Nights. He mdicates that in IT, 6 and TIT, 5 he 18 parodying also
Roy’s Callirhoé, an opera first given as recently as Dec, 27, 1712 At the
end of the Foue de Guabray Arlequin and Colombine laugh at each other
“3 Pimitation du Musicien & du Maltie & danser de 1’Opera des Fétes
Vemtiennes,” produced by Dauchet on June 17, 1710 In the first scene of
la Cesnlure de Vénus the orchestra plays the “ Cotillon de ’Opéra des Fétes
de Thalie,” 6 which 18 repeated 1n the next scene In such passages Lesage
was seeking comic effects by contrasting the solemnity of opera with his own
burlesque scenes, by 1ntroducing anachronisms, and by bringing to earth the
heroes of the past Serendid, for instance, ends as follows

Mezzetin Que nous allons boire & Paris
De flacons de Champagne!
{montrant dcs prcrreries )
Avec ces hrillans que d'Irs
Nous mttrons en campagne!
Arlequin  Ow, mais avee tous nos bijoux
Ewmpottons I'ldole avec nous,
Lon lan la, derirette,
Car 10pera finit ans,
Lon lan la, derin

Telemachus’s devotion to his father 1s ridiculed

Minerve toujours défendra
Votre bon Papa,
Tt vous le rendra

unhappy expericnces 1 the homes of a marquis and a magistrate and atiinets Prerrot,
the Doctcur agrees to marry Leandre to Teabelle, the new miud te the new valet,
Colombine and Arlequin tell who they are and embrace

Les Eaux de Mertin  In the forest of the \rdennes Ailequin and Mezzetin are shown
by Merhin fountains that induce love and hate, thev get permission to sell those
waters at arms and interview o countess whose husband 1 too attentive, 8 naive
valet, pursited by a girl whose affection he does not understand, Dumis who would
be cured of loving a *‘ Beanté de Théitre,” and Pienot whose vonng wife attracts
many Jovers finully Colombine and Marmette, seehing freedam from love are given
the wrong bottles, but they 1n turn force Arlequin and Messctin to drink, so that
all four are happy till policemen come to arrest the merchants an chatlatans, where-
upon Arlequin and Mczzetin ¢all upon lufins, who carry off the pohc

o2 By Lafont Fust plaved, Aug 14, 1714, about s1x months earlier than la Cetnture,

3 Parodie de U'Opera de Telimaque, se 7
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Whereas Fontenelle puts into Neptune’s mouth these elegant lines:

Jupiter m’enleva le plus noble partage,

Mais Vempire des mers, oll Je donne la loy,

Sur l'empire des cleux doit aveir Pavantage,
Quand vous régnerez avee moi,

Lesage makes Neptune say

11 est vra: que Jupin mon Frére
A pris le gros lot, sans fagon,

Mais, Je fais bien meilleure chére
Que Iu, ma Deesse, en polsson **

Lesage also pointed to the fact that the Foire had become more popular

than the Opera, making a minister address Destiny as follows.
Le monde, quand ton ordre & la Foire l'appelle,
Déserte 1'Opéra, ce spectacle pompeux
Pour aller voir Polichinelle ®*

He had more cause, of course, to laugh at the Comédie Francaise, whose
persecution of the forains must have caused them more vexation than the
money exacted by the Académie Royale de Mueique for the privilege of
singing and dancing. Nevertheless his nidicule of French plays and actors
1¢ less pronounced, perhaps because he found the sentimentality and exag-
geration of opera easier to parody. There are, however, a few examples 1n
these carly plays of parody and eriticism directed against the actors for
whom he had formerly written. The celebrated “ Soyons amis, Cinna ” 18
reproduced literally in le Temple du Destin, sc. 11, and 18 altered to “Am,
soyons Arabes ” m la Fowre de Guibray, sc. 1. In Serendib, I1, 6, Arlequin
sings “ Je ruis un Irrésolu Lanturlu,” and a note explams that he alludes
to Destouches’s Irrésolu, which had failed because the protagonist was “un
Fou” Arlequin must be parodying the actors of the Comédie Francaise
when. 1n S8erendib, IT1, 5, he gestures hike an “ Héros de Théitre qu ¢’affige
sans modération” Finally, when the magistrate 1n la Fowre de Guibray,
sc 4, declares that the year before a troupe had had not even four spectators,
an Itahan actor concludes that the troupe must have been composed of
“Acteurs Francois,” and the magistrate admits that 1t was,

Despite such remarks, Lesage made use of French comedies elsewhere
than 1n parody. The quarrel of the lovers in the first scene of Colombine-
Arleqguin and 1ts solution by Colombine must have been influenced by
Tartuffe The use of the magic hat in Arlequin wnvisible may well have
been suggested by Brécourt’s Jalour nvisible or Bonnel enchanté, as 1t was

83 Thétis et Pelée, 1, 5, Arlcquin Thétrs, se 3
* Le Temple du Destin, sc 10 Polichinelle here stands for marionettes
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also called. Serendib, II, ¥ 18 inspired by Cervantes, but the mtuation had
been shown 1n Dancourt’s Sancho as recently as 1712 The relations between
the miller’s wife and Prerrof m se ¥ of Nostradamus recall Dancourt’s Mars
retrouvé. Octave’s adventures as described mn the first scene of Nostradamus
resemble those of the hero in Lesage’s comedy, Don César Ursin, while 1n
scene 8 Arlequin, who 18 disgmsed as & woman, tells of having “ meubles *
and “ porcelaines ” broken up by visitors, just as those of the Baronne had
been smashed by the protagomst of Turcaret.

Besides operas and plays, the work to which Lesage owed most was the
Malle el un jours, from which he derived the plot of Arlequsn Mahomet, as
Barberet ®* has shown m detail. Lesage kept the hero’s flaght in a chest to
escape creditors, his meeting with a king’s sequestered daughter, his 1mper-
sonation of Mahomet, and his defeat of the unwelcome rival, but he added
the Prince of Persia and he eliminated the burning of the chest and the
condemnation of the protagonist to life as & weaver. He borrowed from his
own Dhwble bosieur the character and function of Asmodée 1 Arlequin
wnable.

Lesage’s leading characters are usually those already made farmhiar by
the Thédtre Ttalien Arlequin, Mezzetin, Picrrot, Scaramouche, and the
Docteur He also introduced their comrades, Octave, Léandre, Colombine,
Tsabelle, and Marinette Arlequin 18 especially prominent, appearing 1n all
the plays. e preserves hus fondness for disguise, both masculine and fem:-
nine, hig wit, resourcefulness, and lack of moral scruples Me.zetin 18 some-
times his understudy, sometimes of equal importance TITe 15 disguised us
the Urande Prétresse 1n Serendsb and takes the role of Jupiter in Arlequin
Thétis Trerrot keeps at timed hig naive role, but he also appears as a minor
character, a sccretary or a peasant, again, inconswstently, as Mercury or
Minerva The Docteur 1s no longer a pedant, he appears as a father, a
1ejected lover (Neptune), or a cuckold to be. Scaramonche 1s Arlequin’s
companion, lis pugnacious rival, a Greek captamn with only three lines to
say, or an ummportant valet Octave 18 found 1n only cne play, where he 18
Isabelle’s penmitent husband Léandre 15 twice a young lover, once with
nothing to say Women are less emphasized than in the Théitre Ttahen.
Colombine has a t0le 1n five plays, but she has hitle opportunity to show
her customary cleverness, while Isabelle and Marinette are found in only
two plays each, Of the other characters the most important are Nostradamus,
the Juge 1 the Fouwre de Guibray, and Asmodée The subordinate persons
are chefly remarkable for their great varety. They include kings and
peasants, countesses, magicians, musicians, actors, female slaves, a sacrofi-

% 0p at, pp 1056
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cateur, 8 lutwn, a seller of old clothes. There 18 little characterization here,
and what 18 to be found 18 indicated by rudimentary methods

There 15 some gocial satare, but nothing that was not famhar to sudiences
of the Comédie Frangase. Lesage alludes to agioteurs, to bankruptcy, to
the taste of aristocrats for beaufiful actresses rather than for perfect plays,
to the use of tobacco, to the difference between French and Italian singing,
1o the snobbishness of young men who have forgotten who their grandfathers
were.” Such references contribute to the general comic effect, which 18
obtained more frequently by parody, adventure, and the general tone of
the verses.

Except for an occasional reference to a “ pot de chambre,” there 1s little
vulgarity. Lesage probably helped to reform the plays of the Foire 1n this
respect. The spectacular element 1s considerable. It includes the use of
“machines ”* to mtroduce the gods, of flames and fireworks, of a storm at
sea, and of sudden changes of scenery. All the plays include dancing. Some
use 1s made of gymnastics. Music was essential, as the text was sung almost
1n 1ts enfirety In these plays by Lesage the airs of 159 songs are employed
636 times. Some are operatic amas, but most are the tunes of popular songs,
some of them long known in France.®” Famiharity with the songs must
have 1ncreased their success, as 1t enabled the audience to participate more
readily 1n the singing It explains why many of the airs were frequently
repeated 8

The hmitations under which Lesage was obliged to work did not leave
him free to construct his plays as he had constructed those he had written
for the Comédie Francaise It was difficult with snatches of song to relate

% Cf Nostradamus, ac T, Mahomet, sc 4 and Cewnture, 1, 2, Guibray, sc 4,
Cesnture, 11, 1 and 7Temple, sc 11, Cewmnture, 11, 3, Nosiradamus, s¢ 5 Tn the last
cade each of two vouth« claime to be of helter family than the other, but 1t turns
out that one 1z descended, by way of a couniry nobleman and a bailiff, from a mlier,
the other, through a rich man and a “ petit Comms aux Aydes” from a coachman
Paul Chaponmére, RHL, XX (1913), 828 44, emphasizes the presentation of popular
manners m plays of the Fone, but he gives no examples from plays of 1701 15 and
underestimates the presentation of manners 1n plays of the Comedie Frangatse

o7 Lanturlu s rferred to as an old song 1n Scudéry’s Comdédie des romédiens,
acted about 1032, and m Chevalier & Galans rulicules, published 1n 1662 The latter
play also refers to Turlututu r2¢nquene  An old woman in Montauban’s Panurge,
acted 1 1674, dedlares that she sang Du Pont, mon ami m her vouth Les zon zon
and Grsclidis mie mentioned in the Concert mdicule, acted 1n 1689 Jean de Vert en
France 1s referred to m les Atantures des Champs Elhs(es, played 1n 1693 Dufresny’s
D(part des comidiens, produced in 1694, mentions Révcillez-vous, belle endormase
and Vous m'entendez bun, which may be the same song as Ne m’entendes-vous pas

®® The sixteen airs niost often found are these Rérvedllex-vous, bdelle endorme, 34
times, Quand je tuns de ce jus d'Octobre, 29 times, Comme un coucou que ! amour
presse, 26 times, Quand le péril est agriable, 24 times, Je ne suws né ny Roy ms
Prunce and Voulez 1ous sarowr qur des dewr, 21 times cach, Mon Pére, je viens devant
vous and Tu croyows «n aimant Colette 20 times each, Menuet de M dc Grandval,
16 times Laiwrela, lawre lan lawe, 1Y times, Bannissons d'swer Uhumewr nowe, 12
times, On n aime pownt dang nos foréts, Menuet d’Héwione, and Je reviendras deman
au sotr, 11 times each Allons, gay and Pour passer doucement la vie, 10 times each
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what had taken place before the play began or to describe much that was
supposed to be enacted behind the scenes. In hs two plays that are primarily
parodies the structure resembles more nearly that of his comedies, except
that 1 T'élémagque the scenes are not all linked and the solution 18 reached
by Minerva’s mtervention. In the other plays the events are related more
nearly ab ovo, unprepared episodes are allowed, and n several cases series
of persons are mtroduced s 1n a revue. Linking 1s preserved only in Nostra-
damus and les Eguz de Merln. If the umty of time 18 respected, 1t 18 chiefly
because most of the plays are mn one act. The action 15 umfied only 1n
Colombne-Arlequin. The place may change within the act. In Arlequin
Makomet 1t passes from India to Basra. It would seem, then, that Lesage
felt free to construct his plays without regard for French classical technique,
except that he made them clear and smple and never employed more than
three acts,

According to Barberet, all of these plays were acted by la Baror’s troupe
with the exception of la Ceinture de Vénus and Télémaque, played by the
troupe of Saint-Edme, who was associated with her at that time. Lesage’s
Arlequin must usually have been acted by the English acrobat, Baxter, while
Sorin played Nostradamus Reference to these actors 18 made m a docu-
ment published by Campardon.”” It seems that an actor of the Comédie
Francaise, Milache de Moligny, visited a police offical on Sept 26, 1714,
to complain of comedies given by “ Bastée, Saurin,” and other members of
la Baron’s troupe, who spoke to one another in prose. The official visited
the theater between 5 and 6 P. M, saw & performance of Arlequin Mahomed,
and noted that the actors spoke and replied 1n short prose dislogues He
also mentioned the fact that Sorin, at the end of the performance announced
that le Tombeau de Nosirademus would be played on the following Sunday
for the last time Has report seems to have had no effect upon the fortunes
of the Foire.

When Lesage and d’Orneval published plays given by the forains, they
excluded those that contained obscenity, those that might for other reasons
make an unfortunate ympresson, those derived from the Thédtre Italien, and
those that had succeeded only because of the “jeu des Acteurs” or their
“ Balets brillans.” ™ Besides plays written by Lesage, only two that were
acted 1n 1713-5 were included, one by Letellier and one by Fuzeher

The first of these, Arlequin Sultane favorite, had been acted at the Foire
Saint-Germain 1 1715. The methods employed are simlar to those of
Lesage. The play 18 m three acts. The dialogue 1s composed almost entirely

®0p ct, I, 93
7 Le Thédtre de la Fowre, I, pp 2 and 3 of the preface

22
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of songs, set to music that had, 1n many cases, been employed by Lesage. A
few remarks m prose are sandwiched in. There is a rudimentary plot.m
The play has an exotic element, mtroduces lazzi, and admits exciting situa-
tions. The scene 18 laid 1n an apartment and a nexghboring garden. The text
& free from indecent language. The characters act somewhat as Letelher’s
marionettes must have done, with little preparation or explanation, and so
as to make everyone, 1ncluding the Sultan, happy at the end.

The other play introduces a new element into the Foire, the echo of a
literary quarrel. La Motte had published 1n 1714 us metrical adaptation of
the Ihad, critic1zed the same year by Mme Dacier 1n Des causes de la cor-
ruption du goust. Their controversy was echoed i Fuzelier’s one-act Arle-
quin défenseur d’Homére, which was played at the Foire Saint-Laurent 1
1715. The simple and poorly constructed plot 72 exists chiefly to bring about
the seventh and eighth scenes. In the first of these Arlequin “en Pédant
avec un chapeau en pain de sucre ” sings a song ending “ Vivent les Grecs »
and explamns that

Lec Parnasse est troublé par des guerres cruelles,
Dans le semn des Caffez, dans le fond des Ruelles
Colets contre Colets, Rimeurs contre Rimeurs,
Combatent folement pour le choix des Auteurs

It 18 m sc 8 that the “ cabinets” are introduced Arlequin 1romcally
remarks that modern works are only “ Pour le plaiair des Dames,” whereas
ancient books are “le charme de mes ennuis.,” A copy of Homer 1n a Chinese
box 1s kissed by Arlequin

Arl  Quel plaisir d’embrasser Homére'

Bailly Je crows qu'il en est amoureux

Arl  Allons, baisez Homére en godinette

Bailly Je vous demande pardon, Monsieur Bouquinmidés Je ne sgais pas le Grec ™

7 Léandre, his wife Isabelle, his valet Arlequin, Colombine, and Pierrot have been
captured by the Sultan, who loves lsabelle Arlequin, persuaded by Léandre to
disguise himself as Isabelle, tries to steal a key, but 1n so doing awakens the Sultan,
who orders him to be strangled by mutes Pierrot, who has become the Sultan’s
buffoon, saves Arlequin by persuading him to turn Mohammedan Still disguised as
Isabelle, Arlequin reveals his identity to the Sultan’s favorite and gets her help
Léandre, Isabelle, and Colombine escape n a ship, but, when Arlequin 1s i1dentified,
they are recaptured Meanwhile the favorite has regained her imfluence over the
Sultan, whom she persuades to allow the captives to depart

7 Léandre agrees to pardon Arlequm for stealing his limen 1f he will help him
win Angélique, daughter of a Bailly, who, acting on the advice of his brother, a
physician of Montpelhier, endeavors to keep his daughter away from men Disguised
a8 a “revendeuse & la toilette,” Arlequin brings a letter from Léandre that falls into
the Bailly’s hands instead of his daughter’s He next appears as a pedant and has
two “ cabinets ” brought in, one contaimng books by Ancients, the other, books by
Moderns Léandre, concealed 1n the latter, converses with Angélique while Arlequin
shows books to the Bailly, who, when he discovers Léandre and learns that he 1s
the son of an old friend, agrees to the marriage and hes fishermen and their women
dance 1n celebration of the event

™ This jest comes, of course, from les Femmes savanies, vv 946-7 The passage in
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Arlequin then attacks the Moderns, making use of Mme Dacier’s title:

Voulez-vous apprendre les causes

De la corruption du gott?

C’est que, sans trop peser les choses,
On met de Pépice partout

Sans sel pourtant on sgait écrire

No one defends the Moderns directly, but, as Léandre 1s added to the col-
lection of modern books, the result symbolizes the triumph of love over
pedantry, so that, 1f the play must be classified 1n regard to the Quarrel of
Ancients and Moderns, it belongs on La Motte’s side rather than on that
of Mme Dacier. The chief value of the play hes, perhaps, m the evidence
1t gives that the famous Quarrel could interest the public of the Foire.

Early 1n each of the last four centuries French dramatic entertainments
heve included productions composed with hittle art, but able to attract many
spectators - farces as presented by Gros Guillaume and his comrades, the
plays of the Foire, melodramas, and silent movies. Critics 1gnored or con-
demned them, but they flourished 1n spite of them and, though they produced
no masterpiece, they exerted a certain influence on genuinely artistic crea-
tions. The productions of the early eighteenth century had a special resem-
blance to those of the early twentieth in that the very limitations placed
upon the authors furnished an attraction for the public There seemed to be
Iittle dafficulty about writing & dialogue, but audiences, at least for a while,
were fascinated by actors who could, without one, communicate a story to
an audience and even make 1t comic and exeiting The success of the Foire
furnished & warming to the Comédie Francaise that the humbler members
of an audience cannot profitably be neglected If the Bourbons had reflected
deeply enough upon this fact, the course of French hstory m:ght have
been altered.

les Précieuses rdicules about taking “le roman par la queue ” must have inspired
Arlequin’s comment, when the Bailly says his daughter 18 reading a “ Roman,” that
“elle le prendra siirement Par olt on doit le prendre”
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Lous XIV’s last days were not his best. His final war reduced both his
territory and his prestige end left tendencies that were to haunt his
descendants. Yet there was no unconditional surrender, He was not entirely
vanquished. The battle of Denain partly compensated for the defeats he
had suffered, he was able to have the last word with the Empire, if not with
England, and he maintained his way of life 1n 1ts essentials up to the end.
Much the same comment may be made upon the theater of s times. Cor-
neille, Racine, and Moliére could not be replaced, but there were partial
compensations both in tragedy and in comedy, while here and there one can
detect tendencies that were to gain strength in the generations that followed.

Laterary historians, while emticizing anthors of the period for their con-
ventionality, are apt to fall into the same error themselves when they con-
sider only a few authors and a few of theiwr plays and reword comments
that have long been made about them. That the theater continued to fill
an 1mportant place 1 French Iife no one denies. If this 18 the case, how
could 1t fall so quickly into the state of decay that 18 often assigned to the
period ? Let us see what can be saxd for and against such critical assumptions.

There were at Pans two groups of actors, those of the Comédie Frangase
and those of the Foire. The first, subsidized by the government, maintamed
the traditions of the seventeenth century and produced a number of plays
that long survived their authors, a few that are still in the Parisian repertory.
Beaubourg, Etienne Baron, Quinault-Dufresne, La Thorilhiére, Paul Posson,
la Beauval, la Duclos, and la Desmares were worthy successors of former
members of the troupe, though they did not gamn quite the reputation of
Michel Baron, Raymond Poisson, and la Champmeslé, The other group
had no pretentions to dramatic art, clung rather to traditions of the circus,
of Tabarin, or of crude musical entertamners. These actors were frequently
at odds with the police, showed great mgenuity 1n adapting themselves to
the conditions that were 1mposed upon them, managed, not only to exist,
but to rival seriously the aristocrats of the stage. They represent one of the
obscure forces that were already undermming the Ancien Régmme.

It was 1n tragedy that the restrictions of the classical stage were chiefly
felt All such plays were written 1n five acts and in alexandrine verse, with
subjects that came from fields cultivated by themr predecessors, especially
that of Greek mythology. The one exception, Ferrier’s Montézume, met with
so little success that 1t was never published. Violations of technical rules
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were rare. Yet aguthors were by no means oblivious to therr audiences.
Péchantré, 1 the hope of increasing dramatic interest, demanded freedom
m regard to chronology. Créhllon opposed the desire of his critics for
extreme simplicity and logie. He sought primarily to interest the spectators
and for that end made use especially of surprise, horror, and recognition.
The contrast between the nature of his subjects and s efforts to make
them palatable may cause the modern read to smile, but he produced striking
effects m Rhadamste, created two excellent characters mn the protagomst
and his father, and, both 1n this and i earlier plays, showed decided talent
for creating intense situations and for infusmg a general atmosphere of
tragic gloom. The horror that he attained especially in Atrée ef Thyeste 18
also found 1 tragedies of Pellegrin and Danchet, but 1t 18 absent from most
tragedies of the period. Recognition 1s much more characteristic. The effort
to exclude romantic love, subsequently approved by Voltaire, was illustrated
by three tragedies, all given originally elsewhere than at the Comédie Fran-
case. Stage decoration was limited to palace interiors and to camps. La
Grange-Chancel regarded as puerile efforts to have more elaborate scenery.
At court performances there was sometimes compensation m elaborate
costuming, however 11l adapted this may have been o the subject

After Crébillon one must place La Grange-Chancel, whose masterpiece,
Amasne, shows s ability at creatmg interesting sitmations. His Ino et
Mélicerte, Belin’s Mustapha et Zéangw, Péchantré’s Mort de Néron, Riu-
pewrous’s Hypermnesire, and Duché’s Absalon are tragedies of considerable
ment. They are quite superior to tragedies wriiten by women or by other
men than Crébillon and La Grange-Chancel 1n the second half of the period.

In comedy there was greater variety n material and mn treatment Several
plays describe scenes outside of France. Among those whose scene 18 laxd
withm the country there are rural as well as city plays. Comedies of character
were written by Destouches, Dufresny, and Dancourt, but most of the offer-
mgs can be better described as comedies of manners. Proge 18 employed more
frequently than verse “ Vers libres ” are found as well gs alexandrines.
The number of acts 18 by no means fixed. Many of the comedics have pro-
logues. There 1s less respect for the unittes than in tragedy, but the only
departures from observance of the propmeties are found in Regnard and
Bomndm.

Both nobles and peasants appear, but the class chiefly described 18 that
of the bourgeos, ranging from small tradesmen to the hero of le Jalouz
désabusé, who has been sltogether received imnto upper Parisian soclety. A
certarn amount of social unrest 1s expressed, but no dissatisfuction with the
social gystem. I have pomnted out echoes of the war, but they are by no means
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80 important as one might have expected. No hostihty 18 expressed fo
enemies of France. The theater must have been looked upon by returning
warriors as an escape from therr life under war conditions rather than a
reflection of 1t.

Especially noteworthy 1s the réle of money 1n plays by Dancourt, Dufresny,
Regnerd, and Lesage, which now includes agiotage, 1nsurance, and questions
of mheritance. Moralizing 18 represented by Boursault, who went so far as
to discuss the existence of God, and by Michel Baron 1n their last plays, and
especially by Destouches Elsewhere 1t 18 conspicuously absent, especially m
the work of Dancourt, Regnard, and Lesage. A begmning of the sensibilsié
that was to characterize later eighteenth-century comedies 18 detected m the
rdle assigned to the young lover in Dufresny’s Double Veuvage. In the
mamn the comie regources are those employed 1n the late seventeenth century*
amusing situations, satirical comment, peasant patois, mistakes m 1dentity,
mability to understand one’s own sttuation, clever observations, happy end-
mngs, etc. Regnard 18 chaefly noteworthy for the brilliance of his comuc verse,
Dancourt and Lesage for their study of manners, comment upon which at
times becomes bitter, Dufresny for his interest in 1deas and the origmality
of his methods, Destouches for his effort to revive comedy of character,
though he was hampered by his lack of comic imagination.

Classical comedy lends 1tself more readily than classical tragedy to appeals
to the eye, which are especially conspicuous 1n the exotic farces of Lafont
and m the plays written by Dancourt for special occasions. It was Dancourt
who revised & few seventeenth-century “ machine ” plays and who prepared
playlets for performance 1n the gardens at Livry, at Sceaux, and at Suresnes.
His spectacles do not represent wild nature, but charming lawns around
anstocratic chiteaux.

If we take into consideration the fact that most of the comedies and
tragedies were composed during & long war that strained the resources of
the country, the dramatic production of the period 18 quite remarkable.
Some of the plays are of purely historical interest, but many can still be
enjoyed. Rhadamiste and Turcaret, les Folies amoureuses, le Légatarre, lo
Galant Jardinser, and la Coquetle de milage may even attract actors n the
years that lie ahead

Authors of comedies and tragedies came from so many parts of France that
there are few conclusions to be drawn 1n regard to their geography I note,
however, that none of them was born 1n Normandy, in Lyons, or in Bordeauz,
and that the majority of those who wrote comedies were by birth Parisians.
Moreover, the only actors who wrote plays that have survived were the
Parisians, Baron and Legrand, and Dancourt, born nearby, at Fontamebleau.
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In sharp contrast with the productions of the Comédie Francaise or those
given at court are the rough and tumble performances of the Foire, which
at first imtated the methods of the 0ld Théatre Italien and combined dramatic
productions with marionette shows and rope dancing. Their authors em-
ployed parody extemsively, especially when efforts were made to suppress
their theaters. Forbidden the use of dialogue, they acquired from the Opera
the night to employ songs and built up a genre of their own, which they
were the first to entitle comic opera. The best productions are probably those
of Lesage, but even these are distinctly inferior to the plays given at the
Comédie Francaise The effort made by the forawns 1s comparable to that
of early producers of moving pictures, like whom they are chiefly distan-
guished for their success 1 the art of triumphing over difficulties.

Such was the dramatiec material that was ready at hand when Lous XIV
died and his nephew, who had acted 1n farces at court, became the Regent.
He promptly weighted the balance on the side of irregularity by recallmg
the actors of the Thééitre Itahen, but he also favored the regulars by having
Paul Posson and his son rejomn the troupe of the Comédie Francawse. Both
groups flourished with greater or less success through most of his administra-
tion and through those of various successors. One may litken them to the
right and left wings of French politics, whose conflict has often brought
the state to the verge of disaster, but has ever contributed to the amazing
witality of its history.



PLAYS ACTED AT THE COMEDIE FRANCAISE
1701-September, 1715*

Belin, Vononez, T. (Jan. 7, 1701).

Boindin, Tross Gascons, C.,, 1 &, p. (June 4, 1701), 1702.

Anon,, Petit-Marstre de campagne, C., 1 a. p (July 26, 1701), 1701.

Dancourt, Colin-Maillard, C., 1 a. p. (Oct. 28, 1701), 1701.

La Grange-Chancel, Amasis, T. (Dec 13, 1701), 1701.

Boursault, Esope d la cour, C., 5 a. v pl. (Dec. 16, 1701), 1702.

Lesage, Powni d’honneur, C., 3 a2 p. (Feb 3, 1702), 1739.

Fernier, Montézume, T. (Feb. 14, 1702).

Dufresny, Double Veuvage, C., 3 a. p pl. (March 8, 1702), 1701.

Barbier, Mlle, Arrie et Pétus, T (June 3, 1702), 1702

Bomdmn, Bal d’Autewl, C., 3 2 ® p. pl. (Aug. 22, 1702), 1702.

La Motte, Mairone d’Ephése, C., 1 a, p. (Sept. 23, 1702), 1730.

Dancourt, Opérateur Barry, C., 1 & p. pl. (Oct 11, 1702),* 1702.

Barbier, Mlle, Cornélie, T. (Jan. 5, 1703), 1703.

Péchantré, Mort de Néron, T. (Feb. 21, 1703), 1703.

Dufresny, Fouzr Honnéte-Ilomme, C, 3 a p (Feb, 24, 1703), 1703.

Anon., Ballv Marquis, C,1a p (Feb. 24, 1703).

Anon., Frontin gouverneur du chiteau de Verlygihlinguen, C., 1 a. (Oct. 11,
1703)

Baron, Andnenne, C., 5 a. v. (Nov. 16, 1703), 1704.

La Fosge, Corésus et Callurhoé, T (Dec. ¥, 1703), 1704,

La Grange-Chancel, Alceste, T. (Dec. 19, 1703), 1704,

Regnard, Folies amoureuses, C., 3 a. v. pl.* (Jan. 15, 1704), 1704,

Rwperrous, Hypermnestre, T. (Feb 13, 1704), 1704.

Bomndin, Port de mer, C, 1 a p, (May 27, 1704), 1704

Anon., Médecin de village, C., 1 a. p (Sept. 24, 1704).

Dancourt, Galant Jardimer, C., 1 a p. (Oct 22, 1704), 1705.

Baron, Adelphes,.C.. 5 a. v. (Jan, 3, 1705), 1736,

1 Tragedies are imdicated by “T ” They are all in five acts and 1n verse Comedies

are indicated by *“ C”' The number of acts s shown by the numeral before “a” The
” or “p” that follows shows whether the play 1s mainly 1n verse or mn prose If

1t has a prologue, the fact 18 indicated by “pl” The date of first performance at
the Comédie Frangaise 1s placed within parentheses The date not so enclosed 1s
that of publication Plays publily acted before 1701 are not mcluded here

2 Lesage states that 1t was originally n five acts

® The play 18 said to have been originally 1n one act

¢ Onginally played, with a different prologue, at the home of Pontchartrain in
February, 1700

® The play also has an epilogue
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Beln, Musiepha et Zéangw, T. (Jan. 20, 1705), 1705,

Nadal, Saul, T. (Feb. 27, 1705), 1705.

Guérin, Psyché de village, C., 4 a. p. pl. (May 29, 1705).

Anon., Provengale, C., 1 8. (Oct. 17, 1705).

Pellegrin, Polydore, T. (Nov. 6, 1705), 1706.

Regnard, Ménechmes, C., 5 a v. pl. (Dec. 4, 1705), 1706.
Crébllon, Idoménée, T. (Dec. 29, 1705), 1706.

Danchet, Cyrus, T. (Feb. 23, 1706), 1706,

Brueys, Avocat Palelin, C., 3 a. p. (June 4, 1706), 170%.
Barbier, Mlle, Tomyns, T. (Nov. 23, 1706), 1707.

Pellegrin, Mort d’'Ulysse, T. (Dec. 29, 1706), 1707,

Crébillon, Airée et Thyeste, T, (March 14, 1707), 1709.%

Lesage, Don César Ursin, C., 5 a. p. (March 15, 1707), 1739.
Lesage, Crmspwn mwal de son maitre, C., 1 a. p. (Mareh 15, 1707), 1707.
Legrand, Femme fille et veuve, C, 1 a. v. (May 26, 1707), 1707.
Lafont, Danaé, C., 1 a. v. pl. (July 4, 1707), 1707.

Dufresny, Fauz Insiwnct, C., 3 a.p (Aug. 2, 1707), 1707.
Dancourt, Dwble borteuz, C., 1 a. p. pl (Oct. 1, 1707), 1707,
Dancourt, Second Chapiire, C, 2 a p pl (Oect. 20, 1707), 1707.
Dancourt, T'rahison punte, C., 5 a. v (Nov. 28, 1707), 1708.
Danchet, Tyndarides, T. (Dec. 16, 1707), 1708.

Regnard, Légatasre unwersel, C., 5 a. v. (Jan 9, 1708), 1708
Regnard, Criirque du Légatarre, C, 1 u. p. (Feb 9, 1708), 1708
Dufresny, Jalouz honteuz, C., 5 a. p. (March 6, 1708), 1707.
Dancourt, Madame Artus, C., 5 a. v. (May 8, 1708), 1708.
Legrand, Amour Dwble, C., 1 a. v (June 30, 1708), 1708.
Crébillon, Electre, T. (Dec 14, 1708), 1709

Lesage, T'urcaret, C., 5 a. p plL.” (Feb. 14, 1709), 1709.

Nadal, Hérode, T. (Feb. 15, 1709), 1709.

Legrand, Famalle exiravagante, C., 1 a. v. (June 9, 1709), 1709,
Dufresny, Amant masqué, C., 1 a. p. (Aug 8, 1709).

Legrand, Fowre Sawnt-Laurent, C., 1 a. v. (Sept. 20, 1709), 1709,
Dufresny, Joueuse, C, 5 a. p. (Oct 22, 1709), 1731

Barbier, Mlle, Mort de César, T (Nov. 26, 1709), 1710
Campistron, Jalouz désabusé, C., 52 v (Dec 13, 1709), 1709.
Lafont, Naufrage, C, 1 a. v. (June 14, 1710), 1710,

Dancourt, Comédie des comédiens, C, 3 a p. (Aug 5, 1710), 1710.
Dancourt, Agoteurs, C, 3 a. p. (Sept. 26, 1710), 1710
Destouches, Curteuz Impertinent, C, 5 a. v. (Nov, 17, 1710), 1710,

¢ There was an earher unauthorized Dutch edition
7 The play has an epilogue
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Genest, Joseph, T. (Dec. 19, 1710 %), 1711.

Crébillon, Rhadamste et Zénobie, T. (Jan. 23, 1711), 1711,

Legrand, Amans rudicules, C.,, 1 e. v. (June 1, 1711).

Alam et Legrand, Epreuve réciproque, C., 1 a. p. (Oct. 6, 1711), 1711,
Dancourt, Céphale et Procris, C., 3 a. v. pl. (Oct. 27, 1711), 1711,
Destouches, Ingrat, C., 5 a. v. (Jan. 28, 1712), 1712.

Duché, Absalon, T. (Apml 7, 1712 %), 1702,

Legrand, Métamorphose amoureuse, C,, 1 a. p. (Ang. 6, 1712), 1712.
Abeille, Fille Valet, C., 3 8. v. (Sept. 5, 1712)

Lafont, Amour vengé, C, 1 a. v. (Oct. 14, 1712), 1712,

Dancourt, Sancho Pancga, C., 5 a. v. {(Nov. 15, 1712), 1713.
Destouches, Irrésolu, C., 5 a, v. (Jan. 5, 1713), 1713.

Hénault, Cornélie vestale, T. (Jan. 27, 1713), 1768.

La Grange-Chancel, Ino et Mélcerte, T. (March 10, 1713), 1713,

La Grange-Chancel, Fille suppasée, C., 3 a v (May 11, 1713).
Dancourt, Impromptu de Suréne, C,, 1 a. p. pl. (May 24, 1713 **), 1713.
Lafont, T'rois Fréres rivauz, C, 1 a. v. (Aug. 4, 1713), 1713.

Legrand, Usurier Gentrlhomme, C., 1 a p (Sept. 11, 1713}, 1713.
Crébillon, Xercis, T (Feb. 7, 1714), 1749.

Gomez, Mme, Habws, T. (April 17, 1714), 1714,

Anon., Rwaur d’euz-mémes, C., 1 a. v. (Aug 27, 1714).

Dancourt, Festes nocturnes du Cours, C, 1 a. p. pl. (Sept. 5, 1714), 1714,
Roy, Captafs, C,3 & v pl (Sept. 28, 1714).

Dancourt, Vert Galant, C, 1 a p. (Oct. 24, 1714), 1714,

Chateaubrun, Mahomet Second, T (Nov 13, 1714), 1715,

Deschamps, Caton d’Utique, T. (Jan 25,1715), 1715,

Destouches, Médwsant, C., 5 a. v (Feb. 20, 1715), 1715

Dufresny, Coquette de village, C, 3 a. v. (May 27, 1715), 1715.
Destouches, Fausse Veuve, C., 1 a, p. (July 20, 1715).

* First acted at Clagny, Jan 24, 1706

* First acted at Versailles, Jan 19, 1702

1 First acted at Suresnes, May 21, 1713

3 Longepierre’s tragedy, Electre, played at the Versailles home of the princesse de
Cont1 on fan 22, 1702, was acted at the Comédie Frangaise on Feb 22, 1719, and
was published 1n 1730 Lesage’s prose comedy in one act, la Tontwme, was accepted
by the actors on Feb 27, 1708, but 1t was not played unt:l Feb 20, 1732, or pub-
lished until 1739 Pellegrin’s tragedy, Pélopée, was read at court on Feb 2, 1710,
acted at the Comédie Francaise on July 18, 1733, and published in 1733



ADDITIONS AND CORRECTIONS TO

A History of French Dramatic Lnterature wm the
Seventeenth Century

An article by Jean Lemome entitled La premiére du Cid 18 important
for knowledge of the Marais and the Hotel de Bourgogne. After appearing
m the Bevue des questions husloriques, 1t was published separately by
Hachette 1n 1936 Lemoine shows that the Marais was located at what 18
now no. 90, rue Vieille-du-Temple. The property was rented by the actors
from April 1, 1634, to April 1, 1639, at 3000 livres a year The rental was
then reduced to 2000 livres, The actors who signed the lease on May 8,
1634, were Montdory, Charles Lenowr, Frangois Méthiviers, Julien and
Frangois Bedeau (Jodelet and PEspy), Claude Deschamps (Villiers), Pierre
Marcoureau, and Nicolas de Vie (Des (Fillets) On July 8, 1678, the
dimensions of the property were given as “ 17 toises, 4 pieds” long by “ 6
toises ” wide. Those of the Hotel de Bourgogne were 7 by 17 “ towses,” On
Aprnil 8, 1647, the troupe of the latter theater agreed to pay 2400 livres
instead of 2000 as rent in return for an engagement entered mto by their
landlords, the Confrérie de la Passion, to “refaire les loges dudit hotel
sutvant le dessin de celles qui sont au {mpot du Marests, méme d’avancer
le théitre dans ladite salle de dix preds plus quil n’est 3 présent.” After
the change the stage was to be seven “ toses,” onc foot deep and to be raised
1n front “ & six preds et le hausser par le derriére & proportion du devant”
Thirteen boxes were to be installed for the actors above and below the stage,
each with lock and key In the hall there were to be “ deux rangs de loges,
de dix-neuf & chacun rang, d’une toise de milieu en milieu de large et de la
profondeur qu sera nécessare.” Also “1l faudra deux tirants au devant du
thégitre pour attacher la frise et Pélévement du ridean ” One must conclude
from this requirement that there was m 1647 a stage curtain at the Hdtel
de Bourgogne, though 1t may not have been used at all performances (cf.
Part IT, p. 18). It was also agreed that the Confrérie would place seats
around the walls below the boxes and make over the “ plancher pour poser
les loges du bout et escalier pour monter aux galeries et paradis,” which
last part of the house was above the “loge des anciens maitres ” (cf. Part I,
p. 712, 1. 18).

The lease of the Hotel de Bourgogne on April 8, 1647, shows that at that
time the troupe included m 1ts membership Montfleury, Beauchastesu,
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Flondor, André Baron « qit le Baron,” Claude Deschamps, sieur de Villim’
and Pierre Hasard. The fact that Floridor was then playing at the Hatel
contradicts the argument that I advanced m Part IL p. 25. It also fol-
Jows that Bellerose, whose name does not appear in the document and who
15 saxd to have sold his costumes to Floridor, had in all probability retired
by that date. As the name of d’Orgemont 15 also absent, one must conclude
that he had returned to the Marals.

G. R. Kernodle’s From Art to Theatre (Chicago, University of Chicago
Press, 1944) 15 an mmportant contribution to knowledge of pictorial influ-
ences that lay back of the development m France of stage decorations; cf.,
my review .n MLN, LIX (1944), 572-3.

A suggestive article on Pierre Corneille was published by Jean Boorsch
in Essays wn Honor of Albert Feurllerat, New Haven, Yale University Press,
1943, 1t 18 entitled “ L’Invention chez Corneille Comment Corneille ajoute
4 ges sources.” Late 1n 1942 Saintonge and Christ brought out their Fifty
Years of Moliére Studies. A Biblwgraphy, 1898-1941, a supplement to 1t
appeared m MLN, LIX (1944), 282-5. J. Scherer discussed the meaning
of certain titles m * Sur le sens des titres de quelques comédies de Moheére,”
MLN, LVII (1942), 407-20. J. C Chessex sought to give a moralistic
interpretation to Moliére’s leading comedies 1n “ Les Intentions de Moliére,”
MLQ, TV (1943), 27-47.

Part II, p 190, 1. 27, read 1709, p. 284, 1. 32, add for evidence that the
author had 1n mind the chateau in which Richelieu spent his youth ¢f my
article n MLN, LX (1945), 167-72, “ The Chiteau de Richelieu and Des-
maretz’s Visionnaires ”, p. 391, 1. 18, read 1701.

Part III, p. 16, n. 4, L. 3, for de Vin read de Vis, p 63, a comparison m
parallel columns between the two plays 18 given by W. H Bohning m
“Lope’s El mayor imposible and Boisrobert’s La folle gageure,” Hispamc
Rewvew, XTI (1944), 248-57 (the author overlooks entirely my discussion
of the subject in Part III and vefers to a passing remark mn Part IV as if
that were all 1 had said about 1t) , p. 385, 11, 1-3, add Lachévre, Buvres de
Dehénault, complément, Mélhsse, pp 121-35, assigns the authorship of
Mélisse to Dehénault, but without sufficient evidence, p. 654, 1. 11, read
sc. 3, p 865,1 17, for Anon read Girard, E.

Part IV, pp. 7, 8, add ¢f Lous Bourqumm, RHL, XXVI (1919), 53-64;
p. 109, for a discussion between Carlos Lynes, Jr. and myself in regard to
the récit de Théraméne cf. MLN, LIX (1944), 387-91, 584-6, cf, too, for

Phédre an article by F Baldensperger, “ Encore la ¢ Cabale de Phédre.’
Leibniz du mauvas c6té? > MLN, LVIII (1943), 523-6; p. 119, 1L. 9-13,
add, W. E. Stiefel has called my attention to the fact that Mesnard, in his
later edition of Racine, withdrew his attribution to J.-B Racine of this MS.
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note and declared that 1t was not “ trés-ancienne”; 1f this is true, the
mformation m the note must have been derived from Lowis Racme’s Life of
his father, to which 1t bears close textual resemblance ; this weakens the evi-
dence for 1777 as the date of Jean Racine’s sketch, but I still conmder 1t
stronger than Mesnard’s arguments for 1773; p. 183,n.19,1 1, add March
29, 1680, 18 the date of the prinlége, p. 368, 1. 26, add as the marriage con-
tract was signed on March 12, 1708, accordng to Léon de Labessade, les
Phslipprques (Paris, 18757 p, 140), 1709 1s probably Nietzelt’s error for
1708, p. 399, 1. 25, add 1n a letter of Feb 19, 1700 (RHL, XIV (1907),
162) Dubos wrote that Thésée “ a extrémement réuss.”

Part IV, p. 476, add Lachévre, after a long search, found a copy of the
play, probably now unique, 1n a bookstore at Montlugon and published 1t n
1937 under the title of Le Casanova du XVII¢ siécle. Pierre-Corneille
Blessebows et sa comédie, La Cornelle de Mademosselle de Scay There 18
a copy of this work 1 the New York Public Labrary and a microfilm repro-
duction of 1t at the Johns Hopkins University. Four women are 1n love
with Corneille, who flirts with all of them till they discover his fickleness and
gbandon him. His enemy, Alcidas, arrests him, but Mlle de Scay agrees to
vieit him 1n prison Lachévre thinks that Blessebois was portraying himself
and his relations with various women. A line from le Menteur 1s quoted
the fifth scene. The comedy 1s a very slight production that shows no telent
etther for amusing dialogue or for dramatic situations, It 18 improbable
that 1t was played at the Hotel de Bourgogne before 1t was printed, as m
that case “Jouée & ” rather than “Pour Phostel de Bourgogne ” would
have been put on the title-page. Though 1t 18 not nearly so mndecent as
Marthe Le Hayer, a suggestion of homosexuality mn the valet’s role makes
1t unlikely that 1t was acted at that theater at all. Ii does not appear m
the repertory of Moliére’s troupe.

Part IV, p. 488, n 2, add the collection 18 mentioned by Bayle n a letter
to Dubos of Feb 27, 1702 (RHL, XX (1913), 438), :n which he points
out that one of the five plays 18 by Waernewick, another by Genest, and states
that he has been told that “ La Fontaine n’a rien fart de tout cela ™, p 567,
n. 8, for Allamville read Allamval, p. 603, n. 13, add a play called les Foles
d’Octave was acted shortly before the closmg of the theater 1n 169%, accord-
ing to the fréres Parfaict, Mémotres, I, 133; p. 702, 1. 10, read 1653, p 732,
1. 16, for twelve read eleven, p. 861, n 2, add G. B Watts (MLN, XLII
(1927), 107-8) pomnted out the error of the fréres Parfaict mn regard to the
title of le Fourbe, caited an uncomplimentary reference to it by Gacon, showed
that the play was in verse, that 1t mtroduced a procureur, a “fourbe,
solliciteur de procés,” and that some excerpts from 1t have been preserved
at the Arsenal, MS. 6541, fol. 251 seq., p. 878, n. 7,1 10, for 1681 read
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1678 ; p. 907, 1, 6, add except one written for the Thégtre Iialien, Fatouville’s
Précaution inutile of 1692; p. 920, 1. 20, add Delaporte, Du mervedleuz
dans la litérature frangasse, suggested the mfluence of Villars’s Comte de
Gabalis (published 1n 1670) on la Pierre philosophale and was followed
by E. D. Seeber, PMLA, LIX (1944), 79-80; the name and title of the
comte de Gabalis 1n the play must have come from Villars and probably
the talk of elemental spirits, as Naudé, whom the dramatists quote, does not
name the founder of the Rosicrucians and does not mention these spirits;
p. 933, les Forces de U Amour et de la Magie 1s analyzed above, Chapter XIX;
P- 934, n. 5, add Charles Magmn, Hisiowe des maronneties en Burope,
Paris, 1862, p. 151, mentions the MS. and gives the first of the lost plays as
la Noce de Polichinelle et U'accouchement de sa femme (he must have ex-
amined the MS. before a part of the title was blotted out) ; p. 935, the four
farces discussed here were probably played by marionettes (cf. above, p. 230).

Part V, p. 9, 1. 3, add except once, when Descartes 18 mentioned 1n les
Femmes savantes, v. 883, p. 153,1 20, add further proof that de Vergnette
was J.-B. Rousseau 1s given by Fournier in his edition of Regnard, p. Ixxn1;
p. 193, 1. 14, for Allainwille read Allamval.

The following paragraph gives the plays that were acted more than 400
times at the Comédie Frangaise 1n 1680-1936, with the number of per-
formances. The hst 18 made up from the publications of Joannidés and
Edouard Champion, If the Coupe enchantée was played more than once
1926, the number of times 1t was given should be incressed accordingly It
will be noted that mm a hitle more than 256 years there were eighty-three
plays that were given over 400 times, that forty-eight of these were com-
posed 1n the seventeenth century (first acted, 1637-1700), seventeen 1n the
eighteenth, seventeen m the nineteenth, one in the twentieth , that sixty-eight
comedies made such a record 1 comparison with only fifteen tragedies, and
that exght of the eighteenth-century plays were firat acted 1in 1701-15, almost
as many as were produced 1n the eighty-five remaining years of the century.

Tortuffe, 2270, Médecwn malgré lui, 1847, Avare, 1705, Misanthrope,
1402 ; Femmes savantes, 1348, Malade vmagwnarre, 1340, Pladeurs, 1316,
Eecole des maris, 1279, Ecole des femmes, 1277, Phédre, 1162; Dépit
amoureur, 1152, Cid, 1131, Folies amoureuses, 1117, Marage forcé, 1044,
Précieuses radicules, 1043 ; Andromague, 1041, Fourberes de Scapwn, 1033,
Légatarre universel, 988 , Monde ot I'on s’ennuie, 939 ; George Dandin, 932 ,
Barber de Séville, 917, Amphatryon, 897 ; Jeu de Vamour et du hasard, 893 ;
Marage de Fagaro, 892, Avocat Patelin, 885 ; Britannicus, 869; Hernani,
860; Crispin médecin, 849, Joueur, 836, Iphigénie, 802; Horace, 764;
Bsprit de contradwtwon, 152 ; Monsweur de Pourceaugnac, 123 ; Florentin,



ADDITIONS AND OORRECTIONS 343

%05, Mlle de la Seighére, 702, Menteur, 691; Gendre de M. Poirier, 687;
Crspin rwal de son maitre, 679, Cinna, 670 ; Aventurisre, 645; Legs, 644 ;
Sganarelle, 644; Grondeur, 635; Buy Dlas, 625; Bourgeos Gentslhomme,
616; Il ne faut yurer de rien, 602, Comtesse d’Escarbagnas, 574 ; Gringoire,
567; Festwn de Pierre, 564, Polyeucte, 568, Jowe farl peur, 561: Mithn-
date, 558; Vendanges de Suresnes, 850, Ménechmes, 541, Mercure galant,
535, Etourdi, 532, Homme 4 bonne fortune, 524, Sirénade, 519; Coupe
enchantée, 510, Epreuve, 507, Un Caprice, 505, Dewl, 495, Athale, 493;
Zavre, 488 , Pausse Agnés, 478, Il faut qu'une porte sott ouverle ou fermdée,
475, Femme juge et parire, 474, Démocrite, 471, Mlle de Belle-Isle, 466,
Demi-monde, 460, Turcaret, 455, Cocher supposé, 450, Amv Frifz, 447;
Fausses confidences, 439 ; Bajazet, 435, Galant Jardvmer, 429 , Phvlosophe
mané, 426 , Rodogune, 426 ; Prunerose, 422 , On ne badine pus avec Vamour,
419, Bonhomme jadss, 418, Batmlle de dames, 417, Usurier Genldhomme,
417,
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256, 260, 275, 281-2, 202

Gascon, 161, 170, 181 2, 220 2, 231, 234 6, 267 8, 276, 279-80, 301, 309-10

ghost, 61, 63, 88-90, 165-6, 201, 209, 308-9, 324
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, 330, 332
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magic, 88-90, 164-5, 174-5, 236-7, 301, 311, 323-7
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Marais, 339-40
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Mexican history dramatized, 30, 55, 332

males glorwosus, 279, 301

nohle, comie provincial, 213-5, 234-G, 268, 299-300
noble, comie young, 5, 202, 228, 292, 205
notary, 148, 155 7, 165-6, 169-70, 183-4, 220 2, 224 6, 231 2, 255, 268, 279, 291

Odeon, 240, 264

officers, modern army, in plays, 146, 151, 153-4, 158 9, 161 3, 165 6, 178, ¥21, 247-8,
251-2, 280 2, 286, 291, 300-1, 309 10, 327
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182, 201-3, 209, 212, 215-6, 234, 230, 240, 259, 200 7, 272, 275, 209-300, 302-3,
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165, 182-3, 234, 239, 311 3, 317, 322, 339

parody, 104, 116, 134, 148, 168, 175, 202, 212, 223, 230 2, 240-2, 266, 276, 299, 302,
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physician, 148, 104, 217 8, 220, 224, 256, 203-4, 302 4, 330 .

pirate, 218, 271
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play within a play, 164-70, 176-8, 181, 230-2, 308-10, 321

poet in a play, 217, 221, 228-9, 259, 308-10, 324

police, 8, 18, 22, 165-6, 182, 191-2, 223, 232, 238, 240, 242, 245-6, 258, 312, 315-9,
322, 325, 329, 332

politics, 32 3, 57, T3-4, 77, 83-5, 95, 114, 116, 141-2, 146-7, 177, 188

Porte Samt-Martin theater, 233.

poster, 312, 321

préciosiié, 112, 301, 303

prologue, 12, 14-5, 20, 22, 24, 104, 132, 145 8, 150, 152, 164 6, 176-7, 179, 1813, 187,
190-1, 200-3, 210-7, 221, 230, 242, 252, 261, 266, 268, 276, 302-4, 306 9, 313, 320,
323, 333, 336-8

proprieties, 6, 10, 24-5, 33 4, 41, 43, 45, 49, 50, 64, 78, 84, 95, 103-4, 118 9, 123, 128-9,
139, 146, 148-9, 179, 183, 189, 191, 194, 201-2, 216, 223 4, 226-8, 230, 233, 266,
268-70, 273-5, 285, 313, 316, 322, 328 9, 333

proverbes dramatiques, 7, 238

publication of plays, 6, 35-6, 70, 149, 266, see discussions of individual plays

recognition, 34-5, 39, 40, 46 9, 64 7, 71, 79, 80, 86, 89, 90, 93 6, 101, 105-6, 109-12,
114, 116-9, 122, 125 9, 1312, 134, 148 41, 190-2, 201, 205, 220-1, 223, 228, 244, 333
Rosierucians, 342

school plays, 7-9, 31, 41, 82, 104, 130 2, 134

sea captain, 148, 200, 203-5, 248, 309-10

sifflets, 146, 254, 277, 309-10

skepticism, rehigious, 106, 110, 121-2, 136, 186-7, 237, 266, 274

social ambition of servants, 147, 151, 154, 162 3, 167, 222, 247, 254, 256, 258-9

songs, popular, 319 20, 324, 328

Spamish influence, 2, 31, 99, 145, 148-50, 171, 173-6, 184, 238, 250-4, 264, 285-6, 298,
316, 322, 327

stage decoration, 31 2, 40 1, 56, 105, 178 83, 237, 252, 266, 273, 276-8, 304, 315, 319,
328, 333-4, 339-40

stammering, 153 4

stars (planets, moon, comet), 147, 187, 205-6, 250, 301 2

struggle, psychologieal, 43 4, 53, 57-8, 60 2, 65-6, 72-4, 77, 85, 92, 105, 109, 111, 114,
126, 132, 136, 139, 195 G, 208

style, 32, 41-2, 49 51, 55, 60, 69, 72, 78-9, 83, 87-8, 96-7, 100, 103, 107 8, 110-2, 115-8,
121, 123, 128, 131, 139, 142, 151, 163, 171, 175, 181-3, 198, 214, 218, 223-4, 226-7,
233, 264, 267, 272, 278, 281, 287, 328 9

Swiss 1n plays, 156, 201 3, 218, 231, 233, 254, 309-10

tavern, 98, 104, 130, 181 2, 266, 279, 330

tax, 23 4, 26, 322

teacher, 104-5, 108, 130, 134, 170, 200, 210 2, 218, 236 7, 247, 310, 324-5

Thédtre du Faubourg Saint Laurent, 277

Théatre Italien, 168 9, 216, 233, 240, 252, 267, 273, 276-7, 301, 307, 311-2, 314-6,
318-20, 322 3, 327, 329, 335, 342

theory of drama, 29 31, 53, 59, 60, 62, 69, 72, 74, T7, 84, 88, 96, 109, 132-3, 144, 146,
179, 202, 212, 229, 275, 279 80, 307

tobacco, 147, 260, 266, 271-2, 310, 328

tragedy, 1, 5, 8 14, 16 7, 19, 20, 22, 206-144, 146-7, 149-50, 155, 179, 194-5, 198, 205,
212, 226, 228, 231, 215, 249, 206, 272, 283, 297, 303, 306, 318, 332 4, 336-8

trag: comedy, 79, 173, 212, 289

Turkish history dramatized, 30-1, 52-5, 138 9

undertaker, 148, 165
umties, 28, 32 3, 145, 148, 183, 211, 307, 313, 323-4, 329, 333, see the discussions of
mdividual plays

verse, 32, 41, 49, 50, 87, 96, 112, 118, 125, 131, 140 1, 145, 149-50, 171, 173, 175-T,
179, 181-3, 185, 187, 189, 200, 213, 217-8, 224, 231, 233-4, 238, 240, 249, 250,
266, 275-6, 278, 287, 297, 306, 318, 332-3, 336-8

war, influence of or allusions to recent or contemporaneous, 22, 26, 33, 127, 146, 154,
158, 161, 166, 177, 181, 184, 192 3, 217-8, 220-3, 239, 251, 255, 257, 261, 264,
3324

wig, 17, 162, 242, 260

women dramatists, 27, 29, 36, 49, 50, 52, 69-81, 102 3, 124, 333
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Abeille (abbé), 31, 134, 306, Lyncée, 65

Abeille (actor), 144, 299, Orispin jalour
306, Fille Valet, 306, 338

Ablancourt, &, 8

Abgsalum, 84

Absalon, see Duché

Académie des femmes, see Chappuzean

Achitophel, 84

Addison, Cato, 31, 143

Adelphes, see Baron, M

Adelphoe, see Terence

Adweus deg officters, see Dufresny

Adontas, 8

Adulatores, 8

A grste, see Pralard

Aachylus, 104, 127, Choephors, 105

Asop, 186

Agallis, 309

Aquoteurs, see Dancourt

Agrippa, see Quinault, Philippe, and Riu-
perrous

Agrippina, 33

Agrippine, sce Cyrano

Alamm, R, 338, Epreuve réciproque, see
Legrand

Alard, fréres, 7, 303 4, 311 2, 318 21

Alhert, Maurice, 2, Th(dtres de la Fore,
124, 277, 311

Alceste, see Hardy, La Grange-Chancel,
and Racine

Alcestrs, see Euriprdes

Alrihrade, see Campistron

Alexander, 141

Allamnval, 189, 341 2

Almanach de Milan, 301

Altrocchi, 224-5

Alzwre, see Voltaire

Amalasonte, sec Qumaunlt, Pmlippe

Amans rudscules, see Legrand

Amant de se femme, see Boissy

Amante Amant, see Campistron

Amant masqué, see Dufresny

Amants jalour, see Lesage

Amants magnafiques, see Moliere

Amasis, 38

Amasis, see La Grange-Chancel

Ams Fritz, see Erckmann et Chatrian

Amour Charlatan, see Dancourt, Comédie
des comédiens

Amour Ihable, see Legrand

Amour médecin, see Molitre

Amours de Tremblotin, see Fuzelier,
Thesce

Amours de Vénus et de Wars, 323

4mour vengé, see Lafont

Amphitruo, see Plautus

1 Titles of books are entered under the names of thewr authors
Persons mentioned as choracters 1n works

are also listed under their own titles
of fiction are excluded

Amphitryon, sec Molidre

Ancier, d°, 225

Andria, see Terence

Andricnne, see Buron, M

Andromaque, sce Raune

Androntc, see Campistron

Anisson, 35, 84

Anncaw magique de Bruncl, see Ile d’Al
cine

Annthal, see Rinperrous

Anwbal (anon ), 8

Annuaire Rulletin of Soc de Phist de
France, 127

Antigone, see Rotrou

Antrochus, see Nadal

Antrochus el Cleoputre, see Deschamps,

Apollon a la forre 116, 287, 320

Apoticarre dévalieé, see Vilhiers, C

Aprecy soupé des anberges, noe Porsson, R

Apridy, 3%

Arabian Nights, 275, 325

Arbrtre des differends, see Lesage, Powmt
d’honneur

Argenson, d’, 6, 9, 18, 36, 70, 279, 313,
317

Aruane, see Corneille, Th

Arinsto, 230

Anastobulus, 91

Artotle, 29, 34, 37, 40, 48, 105, 212, 228,
Poetie ¢, 60

Arlequin & la quinguctte, sce Pellegrin

Arlequin au hal du Cours, 321

Arlequin au Sabat, 323

Arlequin aux enfers, see Orphee

triequin baron allemand 322 3

Arlequan-Colominne, see Iiasage, Colom-
hine 11lequan

Arlequan colonel, 323

Arlequin Comédien aur Champs Flwsées,
ree Bordelon

Arlequin Ecolur wgnorant et St aramouche
Pédant scrupuloua, 3167

Arlequin Empercur dans lo lune, sce
Fatouville

Arlequin Ence ou la P'rise de Troyes, 322

Arlequin el M{zctin morls par amour,
see Lesagre

Arlequin et Mczzetin hourcuz pour un
moment, 323

1rlequin ¢t Srcaramouche tendangeurs,
122

Arlequin farory (jouct) dec la foriune,
323

Arlequin fille malgré lus, 323

Arlequn Genlilhomme par hasard, sce
Biancolelll, P ¥

Plays and operas

349
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Arlequin grand-viswr, 322

Arlequwn Héraclws, 321

Arlequwn Lingére, see Fatouville,

Arlequin Msanthrope, see Biancolell, L

Arlequin Prince et Puysan, 323

Arlequin Prothée, see Fatouville

Arlequin Rival du Docteur, 323

Avlequin Sultane favorste, see Letellier

Arria, 69, 70

Arrie et Pétus, see Barbier, Mlle

Artabanes, 119

Artaverce, see Boyer, Deschamps, and
Magnon

Artaxerxes (son of Xerxes), 119

Artaxerxes 11, 120

Artenay, d’, 14

Aspasia, 309

Astiages, 141

Astrate, see Qumault, Pmhippe

Athahah, 59

Athalie, see Racine

Atrée et Thyeste, see Crébillon

Attalus, 72

Attendez-mos sous l'orme, see Regnard

Atys, see Quinault, Phahippe

Aubert, 1a, 14

Augrer, Tmle, Aventuritve, 343, Ef
frontés, 269, Gendre de M Powrier, 343

Aulnoy, Mme d’, 275

Aumont, duc d’, 36, B7, 90

Auteurs du Seiond Ordre, 37, 84, 162,
188, 193, 195, 213, 237, 277, 280

Avantures des Champs Elsées, see L C
DV

Avare, see Mohére

Aventures comiques d’Arlequin, see Ra
guenet

Aventures de Cythere, 323

Aventuriere, ree Augier

Avocat Patelin, see Brueys

Ayen, comte d’, 86

Ayen, comtesse d’, 86

Babinger, G, Wanderung der Novelle
von Cervantes “ El Curiwoso smpertr
nente,” 285

Bague enchanté (Foire), 323

Baif, 189

Baslls d Anires, see Regnard, Vendanges

Baslls Marquas, 302, 336

Bajazet, 51

Bajazet, see Ravine

Bal d’Auteil, see Boindin

Baldensperger, 340

Balzac, G de, 309

Bangucroutier, see Katouville

Banville, Gringowe, 343

Barba, 214, 224

Barberet, 2, 321, 328, Lesage, 311, 320,
323, 427

Barbier, Mlle, 2, 60, 79, 81, Arre et Pélus,
27, 29, 33, 70-2, 78, 336, Cornélie, 32-3,
72-4, 336, Mort de Jules Cesar, 31,76 8,
337, Saisons Littérawres, 49, 70, 78, 102,
Thédtre de lamour, 69, 70, Tomyns,
31-2, 34, 74-6, 78, 337
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Barbier de Séwnlle, see Beaumarchais

Barbin, 200

Barbin, veuve, 304

Bardon, 2, 174-8, “ Don Quschotie” en
France, 173, 285

Baro, 308

Barois, 250, 252, 254, 257, 263

Baron, André, 339

Baron, Catherme, 17, 25, 312, 314-5, 319-
20, 322, 329

Baron, Etienne, 10, 13, 15-8, 20, 22, 24,
28, 41, 127, 134, 168, 170, 181, 190, 203,
242, 309, 312, 314-5, 321, 332

Baron, le, see Baron, A

Baron, Michel, 3, 25, 86, 95, 107, 144, 332,
334, Adelphes (Ecole des péres), 148,
190-2, 199, 290, 336, Andrienne, 14-1,
188 90, 1912, 336, Homme & bonne
fortune, 289, 343, Jaloux, 195, 286

Baron d’Albikrac, see Corneille, Th

Barras, Stage Controversy, 9

Barrié, see Fonpré

Barrois, 200, 203, 205, 207, 209, 213

Bataille de dames, see Scribe

Baudin, 224

Baur, 7

Bavaria, Duke of, 38, 79, 181

Baxter, 23, 314, 319, 329

Bayle, 341, Ihctionnaire, 138

Beaubourg, 10, 12 3, 15-7, 21, 25, 86, 116,
127, 134, 168, 284, 332

Beaubourg, 1a, 10, 12 3

Beauchamps, 2, 191, 243, Recherches, 35,
52, 242

Beauchastean, 339

Beaumarchais, Barbter de Séwnlle, 342,
Mariage de Figaro, 342

Beaune, dame de, see Baron, Catherine

Beaune, Pierre Charretier de, 314

Beauval, 10 2, 14, 16, 205

Beauval, la, 10 2, 14, 16, 20, 41, 80, 190,
203, 205, 217, 219, 332

Becque, 300

Bedeau, Francois, see L’'Espy

Bedeau, Julien, see Jodelet

Beek, Mme von der, see Maurice, veuve

Beek, Maurice von der, 17, 311-2

Belin, 28, 566, 64, 143, Musiepha et
Zeangr, 29, 31, 33, 52-5, 08, 80, 134-5,
138, 333, 337, Othon, 52, Vononez, 52,
336

Belm (printer), 200, 203, 205, 207, 209,
213, 277, 280

Bellavaine, Sancho Panga, 316

Bellegarde (abbe), 8

Bellegarde (of Foire), 314

Bellerose, 340

Belletour, 14

Bellom, 314

Bengamn Capisf, 9

Bérénice, see Racine

Bernard, Catherme, 79, 81, Brutus, 69,78

Bernardin, 2, 47, Comédic stalienne en
France, 264, 311

Berry, duc de, 5, 6, 302-3

Berry, duchesse de, 13
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Bertrand, 312-3, 315, 318

Beugmie, 185

Biancolells, D, 168, 310, 314

Biancolell:, L, 316, Arlequsn Misanthrope,
310

Biancolell, P-F (Dominique), 23, 314-
6, 321, Arlequin Gentrilhomme par
hasard, 316, Fowe galante, 322

Bible, 87, 96-7, 105, Ecclesiasticus, 88,
Exodus, 94, Genesis, 94, Judges, 82-3,
II Samuel, 84

Bsblwthéque du thédire frangoss, 2, 82,
124, 189, 191, 267, 302, 304

Bibliothéque Frangosse, 140, 282

Bignon, 132

Bsograple générale, 45, 70, 79, 87, 124,
138, 207

Blessebois, Corneslle de Mlle de Sgay,
341, Marthe Le Hayer, 341

Blot, 216

Boccalim, 309.

Bodin, 309

Bohmng, 340

Boileau, 68, 75, 117, 221, (Buvres, 9

Boindin, 112, 130, 274, 333, Bal d'Auteusl,
6, 148, 208, 268 70, 336, Buvres, 267-8,
270, Petst-maiire de robe, 2687, Port de
mer, 144, 148-9, 270 2, 277, 336, Trows
Gascons, 254, 267-8, 270, 280, 336

Bowshsle, 2, 107, 127 9

Bosrobert, 120, 252, 266, Folle Gegeure,
340, Trois Orontes, 145, 254, 207

Boissy, Amant de sa femme, 270

Bonarelly, G, Fillv dr Sciro, 191

Bonarelll, P, 52 3

Bonhomme jadis, see Murger

Bonnassies, 2, Comédie Frangeise, 6, 14,
23 4, 27, 35, Spectacles forawns, 23 4,
311, 318

Bonnefon, 2, 3, 7, 284-5

Bonnet enchanté, see Brécourt, Jalouxr
snsible

Bon BSoldat, see Dancourt

Boorsch, 340

Bordelon, 145-6, 299, Arlequin Comédien,
307-8, Coram et lc Clam, 308, Grands
et les Pctats, 308, Mital, 307, Molire
Comedien, 307-8, Powson Comedien,
307, 308 10

Bornier, 104

Bossuet, 7, 8, 293

Botot, Ch -Claude, see Dangeville

Botot-Dangeville, A F, 13

Bowllon, duchesse de, 36, 52, 69, 70

Boulanger, 224

Bourbon-Condé, Lous duc de, 36, 96, 08

Bourbons, 331

Bourgeos de Falase, see Regnard

Bourgeotses & la mode, see Dancourt

Bourgeoses de qualité, see Hauteroche

Bourgeors Gentrlhomme, see Molitre

Bourgogne, duc de, 7

Bourgogne, duchesse de (Dauphine), 5, 6,
56, 80, 86, 270, 290, 303

RBourqum, 2, 6-8, 237, 340 .

Boursault, 2, 69, 70, 144, 146, 219, 33%,
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Comédse sans tstre (Mercure galant),
185, 311, 343, Esope & la cour, 6, 15,
147-8, 185-8, 336, Ksope & la wille
(Fsope, Fables d’Esope), 185, 188, 199,
277, Lettres nouvelles, 187, Nicandres,
220

Boursault, veuve, 185

Boyer, 28, 31, 04, Artazerce, 120, Essen,
91, Jephté, 82, 88, Judith, 82

Brécourt, Jaloux invisble, 326

Brémond, U'Heureus Esclave, 306

Brenner, 193

Briasson, 70, 87, 90, 200, 203, 205, 207,
209, 213, 311

Britannicus, 61

Britannicus, see Racine

Brosse, 252

Brogse (younger), 285

Brouthiet, 300

Brueys, 3, 28, 192, 198, Avocat Palelsn
\Palelin), 144, 193-}, 199, 337, 342,
Concert ridiwcule, 248 328, Empuiques,
224, Gabinie, 14, 18, 130, Grondeur, 5,
14, 16, 144, 194, 215, 277, 343, Muet,
189, 203

Brunet, Ch, 2, Manuel du Libraire, 231

Brunet, M, 35, 70, 124

Brunet fréres, 23¢

Brunetiére, 2, Epoques, 113, 118

Brunot, Histosr¢ de la langue [rangaise,
294

Brutus, ace Bernard, Catherine, Porde,
and Voltaire

Brutus Premier Consul des Romans, 8

Burner, 3, 284 5

Burnet, 3, Mare Aniowme Legrand, 11,234,
236 8, 240, 242 3, 245 9

Cademosto da Lodi, 224

Cadet de Gascogne, 11

('aesar, 33, 77, 150 1, 234

Caffaro, 7

Crallavet ¢t de Wlers, Prinerose, 343

Cailloue, Jacques, 192

Calderédn, 264, Poor esta que c<laba, 145,
252

Callirhor, see Roy

Campardon, 2, Com diwns du roi, 10-2,
15 20, 22, 231, 264, J07, Spcetacles de
lo Foure, 150, 18, 22, 210, 311 2, 314-
22, 129

Campistron, 3, 27, 123, 114, 1M, 1ler-
bade, 13 28, 120, 198, 1mantie Amant,
168, tndromac 28, 38, 198, 297, Jelouwm
dlsabusé, 195 9, 209, 343, 337

Campra, 130

Capacelly, Albergati, 100

Caprice, Un, see Musset

("aptifs, nee Roy

Cuptir, sec Plautus

Casanmva, 311

Cassius Dio, 70

Catilina, see Créhillon

Cato, rec Addison

Cato, Elder, 197

(ato, Younger, 1403
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Caton, see Deschamps

Oaton d'Utique, see Deschamps

Cesnture magique, see Roussean, J -B

Celer, 135

Celse, 8

Celse martyr, 8

Céphale et Procrss, see Dancourt

Cervantes, 145, 173, 184, 286, 298, 308-9,
327, Don Quizote, 2, 174 6, 238, 285

Chalcocondylas, 138

Champdoré, 14

Clhampion, E, 2, 112, 342, Comdédse-
Frangatze, 219, 229, 262

Champion, H, 8, 10, 173

Champmeslé, 10, 16, 20, Coupe enchanide,
52, 103, 276, 322, 342-3, Florentwn, 215-
6, 342, Grigettes, 216, 254, Rue de
Sawmt Dems, 270

Champmesle, la, 8, 11, 18-20, 332

Champvallon, la, 10, 13, 15, 203, 212

Changuion, 300

Chaponmiére, 328

Chappuzeau, 63, 184, Académie
femmes, 243, Colm-Maillerd, 151

Charni, 216

Charpentier, 284

Chateaubrun, 29, Mahomet Second, 31,
33, 138-40, 338

Chéteauneuf, la, 316

Chateauneuf, Marie-Anne, see Duclos

Chavigni de Samnt-Martin, T'riomphe de
la comédie, 9

Chefs-d’'ceuvre de Lafosse, ete, 37

Chefs-d'uuvre des auteurs comiques, 162,
200, 213

Chessex, 340

Chevalier, 208, Galans ridicules, 328

Chevalier & la mode, see Dancourt

Chevalier Joueur, sce Dufresny

Chinots, see Regnard

Chocphory, see Aschylus

Chowr de préces, 185, 193

Chrétien, Antome, 313

Christ, 310

Cicero, 222, 308 9

Civd, see Corneille, P

(wnng, see Corneille, P

Cinthio, 315

Cvreé, see Corneille, Th

(laretie, Léo, 3, Essay sur Lesage, 25 6

Claudus, 33, 70

Claxareau, 13

Clavel, 14

Clavel (Honpré), la, 10, 13 4, 178, 309

Cléarque, see Gomez

Clémence d’Auguste, 9

Clément et La Porte, 2, 176, 194, Anec-
dotcs dramatiqucs, 42, 188, 236

Cléopétre, see La Chapelle

Clos, 236, 240

Cocher supposé, see Hauteroche

Cocu tmagwmarre, see Molitre, Sganarelle

Coll¢, Charles, 104, 207, Jalouxr corrigé,
209, Thédtre de Société, 209

Colwn Masllard, see Chappuzeau and Dan-
court

des
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Colombine bohémienne ou Fourbune, 322

Comédie des comédsens, see Dancourt and
Scudéry

Comédie sans comédse, see Quinault,
Philippe

Comédie sang femme, see Bordelon, Pots-
son Comédien

Comédie sans tilre, see Boursault

Comnena, Anna, 309

Comnenus, 138

Qoncert ridicule, see Brueys

Condé, le Grand, 7

Condé, prince de, 98

Constantima (Octave), 314-5, 322

Conty, prince de, 96

Cont1, princesse de, 7, 80-1, 107, 302, 338

Copernicus, 302

Coquette de mllage, see Dufresny

Coram et le Clam, see Bordelon

Corhulo, 61

Cordier, H, 3, Hsaas bibliographique sur

Lesage, 243, 250, 252, 254, 257,

261, 263

Corésus et Callirhoé, see La Fosse

Corneille, P, 20, 26, 31, 41, 49, 69, 71-3,
78, 100, 107, 117 8, 123, 169, 180, 187,
208, 332, 340, Oud, 27-8, 32, 60, 125,
135, 155, 175, 188, 219, 223, 251, 278,
338, 342, Onna, 9, 11, 14, 28-9, 33, 44,
77, 96, 116, 343, Don Ranche, 27,
Heraclwus, 21, 94, 60, 124, 322, Horace,
12, 14, 28, 60, 74, 141, 342, Mélrte, 295-
6, Menteur, 341, 343, Nicomede, 28,
121, 135, Edwpe, 34, 99, Othon, 142,
Polyeucte, 11, 13, 28, 32, 43, 58, 115-6,
135, 189, 313, Psyché (sce Molidre,
Psyché), Rodogune, 13, 28, 60, 92, 103,
134, 206, 343, Sertorus, 33

Corneille, Th, 123, 144, 150, 296, Arane,
20, 28, 49, Baron d’Albtkrac, 5, Cwreé,
28, 146, 171, 177, Darwus, 120, Devs
nercsse, 217, Dom César d’Avalos, 220,
254, Esser, 28, 91, Festin de lierre,
344, Gedlier de g0y mesme, 13, Inconnu,
20, 171, 1767, Laodiwce, 11, Pierre
philosophale, 342, Trmocrate, 34

Corneille de Mlle de S¢ay, see Blessebois

Co_r;u;lm {mother of the Gracch1), 32, 69,
"9

Cornelia (Vestal), 135

Cornelia (wife of Pompey), 309

Cornélie, mére des Gracques, see Barbier,
Mlle

Cornélie Vestale, see Hénanlt

Corpus hstorae byzantinge, 138

Correspondance luttérawre, 230

Cosroes, see Rotrou

Cotgrave, 293

Couet, 229

Coupe enchantée, see Champmeslé

Coupe enchantée (Foire), 321

Coups de Pamour, see Quinault, Phalippe

Courcillon, marquis de, 280, 290

Coypel, 20

Crassus, Publius, 72

Crébillon, 1, 2, 26, 36, 41, 50 2, 68, 80,
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123-4, 132, 143, Atrée et Thyeste, 29,
33-4, 98, 100-4, 108, 108, 122, 128, 235,
240, 318, 333, 337, Catsling, 98, Hiectre,
20-31, 34, 98, 100, 105, 107, 108 12,
118, 122, 337, Idoménée, 31, 33, 98-100,
101, 106, 122, 125, 337, Mort des enfans
de Brutus, 98, (uvres, 17, 104, 119,
Pyrrhus, 98, Rhadamiste et Zénobse,
18, 21, 28 9, 31, 34-5, 98, 112-9, 120,
122, 320, 333-4, 338, Sémiramas, 21, 98,
Triumuvirat, 98, Xercés, 31, 33, 98, 119-
22, 338

Crébillon, Mme, 98

Crébillon fils, 98

Crep1, 154

Crispin Gentilhomme, see Montfleury

Crwspin jaloux, see Abeille (actor)

Orispsn Uheureux fourbe, see Marivaux,
Pére prudent

Crispwn médecin, see Hauteroche

Crispin musicien, see Hauteroche

Crispin rwal, see Lesage

Critique, 323

Critaque de UVEcole des femmes, see Mo-
liére

COnitwque de Turcaret, see Lesage

Critique du Légatasre, see Regnard

Croesus, see Lejay

Curicux Impert t, see Desto

Cyrano, Agrippine, 187, Pédant joue, 168

Cyrus, 69, 80

Cyrus (brother of Artaxerxes IT), 120

Cyrus, see Danchet

Cyrus (anon ), 8

Cyrus restiiutus, see La Rue

N

Dabo, veuve, 37, 46, 171-2, 245-6, 207 8,
270

Dacier, 9

Dacier, Mme, 9, 331, Des causes de la
corruption du goust, 330

Dalhbray, 34, 52-3

Dame wntrsible, see Hauteroche

Dame mviable (Foire), 321 2

Damocles, 8

Damon et Pythias, 8

Damour, Charlotte, 20

Danaé, see Lafont

Danaides, see Gombauld

Danchet, 45, 49 51, 80, 87, 143, 323, 325,
333, Cyrus, 29, 32, 34, 1161, 1402,
337, Pétes vémitiennis, 108, 322, 125,
H(swone, 130 328, Thedtre, 130 142,
Tyndardes, 16, 20, 33, 13.2 §, 210, 318,
337

Dancourt, 1, 2, 10, 12 3, 18, 26, 28, 146,
185, 187, 200, 213, 217, 219, 234, 240,
243, 249 50, 264, 207-8, 274 5, 299, 311,
314-5, 333, Agwteurs, 149, 158 61, 107,
184, 247, 262, 337, Bon Roldal, 165,
171, 176, Bourgeotses a la mode, 278,
Céphale et Procris, 24, 147 8, _17.') 81,
183, 338, Chevalier a la mode, 150, 159,
184, 244, Colm-Mallard, 1512, 184,
238, 301, 336, Comédie dos comédicns,
16-7, 20, 167 70, 318, 321, 337, Diable
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botteus, 148, 164-6, 167, 183, 237, 318,
327, 337, Divertissement de Sceaua, 7,
21, 178 9, 304, Famslle & la mode, 287,
Fétes nocturnes du Cours, 164, 182.8,
321, 338, Fowre de Besons, 11, Fowe
Bawnt-Germam, 11, Galant Jardwuer,
144, 149, 152 }, 184, 215, 283, 303-4,
334, 336, 343, Gazette de Hollande, 161,
Impromptu de Lavry, 21, 178, 179,
I'mpromptu de Surénes, 147, 181-2, 335,
Madame Artus, 145, 1548, 184, 238,
337, Maison de campagne, 150, Mars
retrouvé, 150, 327, Métempaycose, 307,
Notaire obligeant, 153, Opérateur
Barry, 11, 15, 152, 330, Retour des
officters, 159, 246, 258, Sancho Panya,
145, 173 6, 184, 238, 327, 338, Second
Chapttre, 145, 148, 159, 164 7, 183, 247,
257 8, 262, 397, Trahison punse, 171-8,
183-4, 337, Trows Cousines, 11, 20, 22,
Tuteur, 151, 301, Vendanges, 161, 178,
Vendanqes de Suresnes, 154, 343, Vert
Galant, 161 j, 338

Dancourt, la, 10, 14, 15, 178, 190, 242,
309, 315

Dancourt, Manon, 10 1

Dancourt, Mam, 6, 10, 13, 20, 176, 178,
100, 242, 309

Dangeau G, 9, 158, Journal, 2, 5, 72, 886,
95, 107, 159-60, 178, 181, 270, 302 3,
312

Dangeville, 11, 13, 15, 44

Dangeville, 1a, see Grandval, la

Danel, 8

Dante, 225, Inferno, 224

Darius, 119

Darwus, seec Corneille, Th

Dauphin (Monseigneur), 6, 7, 10, 11, 18,
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amour, 323, Arlequin snvisble, 323-4,
326-7, Arlequin Mahomet, 323-4, 327-9,
Arlequin rov de Serendid, 323-7, Arle-
quin Thétre, 323-4, 326-7, Oewmnture de
Vénus, 323-5, 328-9, Colombwmne-Arie-
quin, 323-4, 326, 320, Oriepin rwal, 144,
149, 250, 25} 7, 258, 264, 283, 337, 343,
Critique de Turcaret, 257, 261,
265, Inable bosteuw, 144, 164, 250,
254, 257, 261, 264, 327, D Oésar Uram,
252 4, 2567, 202, 327, 337, Eauz de
Merlm, 323, 325, 329, Etrennes, 267,
Fowe de¢ Quibray, 324-8, Gl Blas, 21,
24.5, 250, 254, 2065, 267, Nostradamus,
323-4, 327 9, (Buvres, 104, 267, Parodie
de I'Opéra de Télémaque, 323-5, 329,
Petits Mattres, 323, Powmt d’honneur,
250-2, 336, Recuesl, 250, 262, 254, 257,
263, Temple du Destwn, 323 4, 326, 328,
Thédtre, 263, Thédtre de la forre, 311,
323, 328, Tontine, 247, 263-4, 265, 338,
Traftre punt, 145, 171, Turcaret, 144,
147, 149, 159-60, 167, 184, 240, 247,
250, 257 62, 264 5, 318, 327, 334, 337,
343

Lesot, 224

L’Espy, 339

Leteller, 323, Arlequin Sultane favorite,
329 30

Letellier, 1a, 314, 317, 322

Le Verrier, 117

Levesque, see Urbam

L’Hértier, Apothéose de Mlle de Scudéry,
308

L’Honoré, 37, 40

Tacnia, 72

Lacimianus, 135

Lncurgue, sec Deschamps

Lintilhac, 2, 3, 216, Histowe génirale du
théitre, 222, 245, 254, 257 8, 202,
Lesage, 254, 257, 319, 323

Lion, 2, 118, Le Presadent Hénault, 135-6

Lipsius, 309

Lattré, 128, 293

Livry, de, 7, 178

Longepierre, 2, 289, 52, 68, 10910,
Electre, 7, 189, 31, 334, 36, 95, 97,
10}-8, 188, 302, 338, Médée, 11, 43

Longinus, 309

Lope de Vega, 250, 264, El mayor im-
posible, 340

Lot supposé, see Dufresny, Coquette de
tillage

Lows XIV, 1, 5-10, 13 4, 36-7, 56, 69, 72,
81, 83-4, 86-7, 91, 93, 95, 122, 128, 135,
146, 161, 177, 184, 186, 188, 192, 215,
252, 257, 270, 297, 301-2, 323, 332, 335

Lowis XV, 188

Louvo1s, 140
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Lucas, H, 230,

Lucan, 168, 308-9

Lildemann, 3, 295, Uber Destouches’
Leben und Werke, 285, 288, 204

Lully, 28, 130, 202

Lyncée, see Abeille (abbé)

Lynes, Carlos, Jr, 340

Macchabées, see Destouches and Nadal
(Antrochus)

“ Madame,” see Orléans, duchesse d’

Madame Artus, see Dancourt

Mile de Belle-Isle, see Dumas pére

Mlle de la Sesglhiére, see Sandeau

Maffel, 41 2

Magiwc Gudle, see Rousseau, J-B, Cewmn
ture magigue

Magnm, 313, Histosre des maronneties,
312, 342

Magnon, Artazerce, 31, 120

Mahomet, 324, 327

Mahomet II, 138

Mahomet Second, see Chateaubrun

Maine, duc du, 7, 95-6, 127 8, 130, 303

Maine, duchesse du, 7, 29, 30, 36, 69, 80,
82, 93, 95-6, 127, 284, 204, 206, 298-9,
303-4

Mainfray, Ephéstenne, 273

Maintenon, Mme de, 6, 80, 82, 84, 86, 93,
128, 186, 302

Mairet, 34, 52-3

Marson de campagne, see Dancourt

Malade ymaginasre, see Moliére

Malade sans meladie, see Dufresny

Malafer, 267

Mal-assortss, sce Dufresny

Malezieu, 30, 95, 145, 299, Discours, 29,
86, Il 6te de Lemnos, 303, Importuns de
Chditenay, 303, Ipmgénie, 7, Philémon
et Baucs, 303, Prince de Cuthay, 303,
Pyrgopolinice, Caprtawne d’Ephése, 303,
Tarentole, 303 4

Malherbe, 41

Manlws, seec La Fosse

Manto la fée, sec Menesson

Marais, Mathieu, 93

Marchand ridwule, see Gallot

Marchant, 216

Marecoureau, Pierre, 399

Marwage d’Arlequin, see Bianculelh, P F,
Fouwre galante

Mariage de Figaro, see Beaumarchais

Marwage forcé, pee Moliére

Mariamne, 91

Marwamne, see Nadal and Voltaire

Marwane, see Tristan 'Hermite

Marie Antomette, 134

Marie Leczinska, 134

Mariette, 27

Mare reirouvé, see Dancourt

Marvaux, 1, 26, 144, 245, 280, 209,
Epreuve, 343, Fausses confidences, 343,
Jeu de Uamour, 342, Legs, 343, Buvres
304, Quvres de thédire, 304, Pere pru
dent et équstable, 304 5

Marlborough, 177

3569

Marsulre, see Gomes, Mme

Marteau, 275, 277, 279-80

Marthe Le Hayer, see Blessebois

Martial, 70

Massillon, 7

Matrone d’Ephése, see Fatouville and La
Motte

Maupoint, 2, 242, Bsbliotégue, 270,

Maurice, Veuve, 312, 314-6, 318

Mauritius, Sesosins, 41

Maurstus wmperator, 8

Mazime, 8

Mazvme martyr, 8

Mayor imposidle, see Lope de Vega

Mazarin, 216

Mdecrn de village, 302, 336

Médecwn malgré lur, see Molidre

Médecrn malgré lus (Fowre), 322

Médée, see Longeprerre

Médwant, see Destouches

Médus, see Deschamps

Méléagre, see Riupeirous

Mélése, Répertowe, 2, 16, 41, 58, 72, 103,
107, 132, 158, 161, 168, 173, 190, 192,
198, 214, 223, 254, 274, 285, 287, 302-3,
306, Thédlre et Publique, 2, 6, 8, 8, 14,
18, 20 3, 93, 06, 107, 134, 142, 164, 187,
213, 227, 261-2, 270, 302

Mélvase, 140

Mclste, sce Corneille, P

Melun, Mile de, 86

Mémorres de la Société de U'hstosre de
Pars, 78

Menaechms, see Plavtus

Mendora, see Ilurtado de Mendoza

Ménechmes, see Regnard and Rotrou

Menesson, Manlo la f(e, 320

Menophis, 8

Menteur, see Corneille, T

Mercure, vee Merwure galant

Mercure de France, see Mercure qalent

Mercure de Trévoun, see Mercure, Nou-
neau

Mercure galant (Mercure, Mercure de
France), 18, 212, 25, 41, 56, 87, 95,
107, 143, 162, 104, 184, 213 5, 275, 287,
207, 302, 306 7

Mercure gelant (comedy), see Boursauit,
Comcdie sans tilre

Yercure, Nouveau (de Trévoux), 78, 87,
00, 03, 110, 134 168, 173, 209, 224,
227, 237

Mére coquette, see Quinault, Philippe

Merlin de Douan, 282

Mérope, see Voltatre

Mérus, Mlle de, 95

Mesme, chevalier de, 318

Mexsnard, 340 1

Métamorphose amoureuse, see Legrand

Métempsycose, see Dansourt

Méthiviers, 339

Methuen, 137

Mey, 15, 17

Michel Lévy fréres, 312

Midas, 8

Milache de Moligny, 13, 22, 320
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Miles glorosus, see Plautus

Mslle et un jours, 327

Mlton, Paradise Lost, 87

Misenthrope, see Moldre

Misogwne, see Bordelon, Powsson Comédien

Mithridate, see Racine.

Mithridates, 141

Modern Language Notes, 193, 224, 340-1

Modern Language Quarterly, 340

Modern Language Review, 119

Modern Philology, 284

Mours du tems, see Samt-Yon

Mose, 8

Moland, Buvres de Voltawre, 17, 19, 21-2,
42, 56, 78, 96, 100, 103, 108, 112 3, 11%7-
8, 137, 188, 194, 215, 233, 267, 272

Molire, 1, 7, 26-7, 146, 149-50, 169, 184-
5, 199, 215, 219, 221, 223, 229, 2334,
266, 202-3, 208 9, 307, 310, 332, 340-1,
Amants magmfiques, 152, 171, 177,
Amour médecin, 224, Amphstryon, 144-
5, 179-80, 275-6, 306, 321, 342, Avare,
5, 16, 144, 224, 277, 342, Bourgeoss
Gentilhomme, 5. 12, 145, 246-7, 287,
289, 296, 342, Critsque de 1 Ecole des
femmes, 228, Dépst amoureur, 14, 287,
342, Don Juan, 187, Ecole des femmes,
208, 296, 303, 342, Fcole des mars, 5,
216, 286, 304, 342, Escarbagnas, 3, 257,
343, Etourds, b, 343, Fdcheux, b, 303,
Femmes savantes, 122, 145, 281, 295,
330, 342, Fourberics de Scapin, 76, 277,
318, 342, George Dandwn, 5, 144, 189,
193, 224, 342, Malade 1magnawre, 12,
145, 206 7, 224, 247, 300, 342, Marage
forcé, 5, 342, Médecwn malgré lus, 5,
144, 217, 301, 303-4, 322, 342, Misan-
thrope, 6, 145, 173, 195, 198, 277, 290,
290, 342, Pourceaugnac, 14, 145, 304,
342, Précieuses rudicules, 3, 243, 254,
331, 342, Princesse d'Elide, 302, Psyché,
17, 20, 28, 1767, 322, Sganerelle, 5,
144, 343, Bwcilien, 216, 270, Tartuffe,
144 5, 154-6, 158, 189, 203, 224, 260-2,
264, 279, 288 90, 304, 320, 342

Moliére, la, 16

Moltre Comédien aur Champs Elsées,
see Bordelon

Moligny, see Milache

Monde ou Uon s'ennute, see Pailleron

Monlcon, 100

Montauban, Panurge, 328

Montdory, 339

Montespan, Mme de, 95

Montesquieu, 142

Montezuma, 5¢

Montézume, see Ferrier

Montfleury (actor), 339

Montfleury (younger), 144, Crispin Gen-
tilhomme, 323, Dupe de sor-mesme, 243,
206, Femme juge et partie, 322, 343,
Trigaudwmn, 232

Monval, Liste alphabétique, 2, 11-4, 21

Morancourt, la, 13

Moreaun, 299

Morel, 14
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Morhére, 154
Jl:rt de Cicéron, see Créhillon, Trium-

vwrat

Mort de Jules César, see Barbier, Mlle

Mort de Mithridate, see La Calprentde

Mort de Néron, see Péchantré

Mort des enfans de Brutus, see Créhllon

Mort des enfans d'Hérodes, see La Cal-
prenéde

Mort d’Ulysse, see Pellegrin

Mortemart, 173, 176

Mostellara, see Plautus

Mouhy, Abrégé, 191, Tablcties, 190

Moyse, see Nadal, Osarphs

Muet, see Brueys

Murger, Bonhomme jadss, 343

Murphy, Arthur, 113

Musset, Caprice, un, 343, Il fout gqu'une
porte , 343, Il ne faut jurer de
rien, 343, On ne badwme pas, 343

Mussolini, 142

Mustapha, 52-3

Mustapha, see Orrery

Mustapha et Zeangwr, see Belin

Myritl et Mélicerte, see Guérin, N -A -M

Nadal, 8, 29, 94, 97, 124, Anttochus ou les
Machabécs, 87, Herode, 82, 87, 90-8,
3317, Mariamne, 87, Buvres, 87, 90, 116,
Osarphis ou Moyse, 87-8, Seul, 20-1,
31-2, 53, 87-90, 337

Narcissus, 70

Naudé, 342

Naudet, 220

Naudijon, 59

Naufrage, see Lafont

Néaulme, 79, 84, 127, 138, 275, 277, 279-80

Negligent, see Dufresny

Neophilologus, 257

Néricault, Francois, 284

Nericault, Philippe, see Destouches

Nero, 31-2, 59-61, 70-1

Nerveze, 309

Nesle, Hugues de, 13 4, 21

Nesle, 1a de (Frangoise Quinault), 12-4,
21, 86, 137, 309

Nicandres, see Boursault

Nwcomede, see Corneille, P

Nietzelt, 2, 341, La Grenge-Chancel, 37,
42, 40-7

Nisard, Hwsfowre de la Littérature fran-
¢arse, 118

Nnellon, 314, 317

Noaailles, comte de, 86, 302

Noce de Polichinelle, 342

No hay amago, see Ro)as

Notawre obligeant, see Dancourt

Nouveau BMercure, see Mercure, Nouvean

Nouveau Thédtre frangors, 79, 84, 138,
275, 277, 279-80

Nouvelles de la République des Lettires,
261

Nouvcllwste du Parnasse, 37, 41

Octavia (wife of Antony), 77
Octavia (wife of Nero), 601
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Octavius (tribune), 72

Ediwpe, see Corneille, P, and Voltaire
(Edipus Rex, see Sophooles

Ohvier, Voltawre et les comédiens, 2, 19,

Ombre de Samuel, see Saul

Omont, H, 78

On ne badwne pas, see Musyet

Opéra de campagne, see Dufresny

Opéra de campagne (Fowre), 322

Opérateur Barry, see Dancourt

Oreste, see Voltaire

Oreste et Pilade, see La Grange Chancel

Orestes, see Euripides

Orgemont, d4*, 340

Orléans, duc d’ (brother of Lous XIV),
87

Orléans, due d° (Regent), 5, 6, 13, 36,
86-7, 128, 138, 284, 302, 318, 335

Orléans duc &’ (son of Regent), 138

Orléans, duchesse d’° (princesse Palatine,
“ Madame ”), 6, 18, 36 7, 69, 72, 161,
190, 192, 254, 270, 274, 302

Orléans, duchesse > (wiie of Regent), 93

Orneval, d’, 2, 311, 323, 329

Orphie ou Arlequin aur enfers, 322

Orphelwn de la Chine, see Voltaire

Orrery, Earl of, 31, 52, 54, Mustapha, 53

Qsarphis, see Nadal

Otho, 61

Othon, see Belmm and Corneille, P

Otway, Veniwce Prescrved, 53

Oudin, 8

Ovid, 145, Amores, 275, Metamorphoses,
179

Ozell, 143

Paesophilus, see Porée

Paghetti, 314

Pailleron, Monde ou Uon g’ennure, 342

Palaprat, 192, Buvres, 9, 16, 20, faor his
plays see Brueys

Palatine, princesse, see Orléans, duchesse
&

Panurge, see Montauban

Parfaict, fréres, 252, 234, 257, 267 8, 270
272, 275, 280, 282, 300, 307, Iction
nawre, 2, 11, 13 4, 230 243, 406, 311,
313 6, 318 23, Hwstowre, 1,2 12, 15, 19
21, 28, 37, 41, 49, 54-6, 59, 64 5 67,
70, 72, 78 9, 86 7, 90 1, 93, 96, 100, 102,
104, 110-2, 113-7, 120, 1247, 12942,
134, 136-7 140, 143, 151 2, 1745, 162,
165, 168, 171, 174, 180 3, 185, 190, 196,
198, 200, 203, 205, 209-10, 212 b, 219,
228, 225, 228, 237, 242 3, 240, 287, 297,
209, 302 3, 308, Mcmorres 2 21, 104,
134, 170, 240, 311-2, 315 20, 322, 34!

Parigot, 3, Gense et Mclter, 224

Paris, H 71, 88

Pascal, Francowe, Viedlard emourcus,
7

Pascariel, 315

Pasquier, 192

Pasquin et Marforio, see Dufresny

24
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Passerat, Peint Campagnerd, 238

Pastor fido, see Guarim

Patelin, see Brueys, Avocat Patelin

Patelsn (15th century), 145, 192, 194, 199

Patru, 8

P“.‘:;“"P‘;“‘ 31, 57, Description of Greece,
56, o

Payen, 279

Pechantré, 32, 143 Géta, 13, 28, 135,
Joseph vendu, 8, Mort de Néron, 31,
52, 59 G4, 68, 333, 336, Sacrfice d’Abrg-
ham, 8

Pédant jour, see Cyrano

Pelerines de Cythere, 323

Pellegrin, (bevalwer, 127, 314, 322

Pellegrin, & JJ, 34, 50, 70, 108, 117, 134,
143, 333, Arlequin a la guingucite, 319,
322, Mort d'Ulysse, 15, 17, 20 1, 32, 34,
111, 125 7, 132, 337, Pflopée, 31 2, 34-5,
1279, 338, Polydore, 20, 1245, 337,
Tdémaque ou Calypso, 318, 323, 325,
Télégone, 125

Pellisuon, 308

Pélopee, see Pellegrin

P nelope, gee Genest

Peor esta que estaba see Calderdn

Prre prudent ot cquitable, see Marivaux

Peruley, 309

Perrault, 42, 275

Perron, 13

Perste, see Quinault

Pétamn, 74

Pet1t de Julieville, Histowre de la languc

47, 118

Petrtc Brblwothoque, 193, 195 267, 277

Pet1it Matstre de campagne, 299, 336

Petrt martre de robe, see Boindin

Petatot, Recurtl (Répertowre}, 37, 84, 188,
193, 195, 200, 213, 238, 275, 280

Petsts Mawstres d'éie, 224

Pctits Maitres, sec Lesage

Petronius, 1495, 109, Natvricon ©73

Petus 701}

Phaéton, see Quinault, Philippe

Phunbs, 38

Pharasmanes, 113

Pharnaces, 140

Phedre, see Racine

Philfmon (t Baucis, see Malezieu

Phalsppe Iv Bon, 8

Philocrysus, nee Lejay

Philoerysus (anon ), 8

Phaloctetes, nee Sophocles

Phalosophe mart(, see Destouches

Plolostirate, 50

Phintys, 309

Phoaion 309

Phormo, see Terunce

Perre philosophale, sec Corneille, Th

Purrot Sancho Pansa, 322

Pindar, 282

Pisot, veuve, 35, 104

Plaidcurs, sce Racine,

Plawdeurs (Forre), 170

Plantus, 7, 192, 216, 221, 223, 280, 280,
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Amphitruo, 180, Captws, 145, 306,
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Publwatmc of the Modern Language
tiom, 108, 113, 224, 342,

Menaechms, 145, 219-20, Miles glor X
303, Mostellarsa, 145, 303

Phiny, Younger, 31, Epstolae, 70-1, 135

Plon, 135

Plutarch, 31, 73, 140, Lwves, 72, 76, 141

Plutophagus, see Porée

Pownt d’honneur, see Lesage

Poisson, la, 24

Poisson, M -A, see Gomez, Mme

Poisson, Paul, 10, 12-3, 16 7, 20, 24, 29,
78, 168-70, 176, 178, 227, 231, 242, 309,
332, 335

Powisson, Philippe, 12-3, 16, 79, 86, 116,
178

Powsson, Raymond, 16, 69, 146, 307-10,
332, Aprés-soupé, 13, Four diveritssans,
165, 171, 176

Powsson Comédien aux Champs Elisées,
see Bordelon

Polinger, 3, Pierre Charles Roy, 59, 306

Polydore, see Pellegrin

Polyeucte, see Corneille, P

Polymneste, see Genest

Pompe funtdre de Crispin, see Lafont,
Naufrage

Pompey, 141

Pons, abbé de, 215, Lettre eritique, 116

Pontchartrain, 6, 18, 22, 336

Pontewsl, 101, 13, 17, 20-1, 25, 41, 72,
86, 116, 127, 134, 137, 176, 178, 214

Poppaea, 32, 59 61

Porée, pére, Brutus, 8, Paesophilus ( Paezo-
philus), 9, Plutophagus, 9, Sephoebus
Myrsa, 8

Portalis, 2, Longepierre, 104

Port de mer, see Boindin

Portrast, see Dufresny

Posthumuas, 8

Pourceaugnac, see Molidre

Poussins de Léda,see Féroard and Lenoble

Pradon, 28, 51, 117, Electre, 104

Pralard, Figiste, 129

Prault (printers), 35,79, 118, 242, 267-8,
270, 272, 284, 288, 200, 294, 308

Pricaution inutile, see Fatouville

Précieuses mdicules, see Mohiére

Préfleury, 14

Préjuge @ la mode, see La Chaussée

Pretender, O1d, 23

Prévot, la, 322

Primerose, see Caillavet

Prance de Cathay see Malezieu

Princesse d’'Elule, see Mohére

Prise de Troyes, see Arlequin Enée

Protagoras, 309

Provengale, 303, 337

Proverbes drematiques, see Maintenon

Paammétite, 38

Pswché (Fore), 321

Psyché,wee Moliére and Quinault, Phlllp e

Psyché de village, see Guérin, BX

Ptolemy VII, 72

Ptolemy XIV, 141

Pu:sleux, mn.rqms de, 284-5

Puprlle, see Fagan

Pyrgopolmce, Capstame d'Ephése, see
Malezien

Pyrrhus, see Crémlion

Quahe, 2, 108, 113

Quevedo, 308-9

Quillet, 224

Quinault, Frangoise, see Nesle, la de

Quinault, Jean, 21

Quinault, J -B Maurice, 13, 21, 137, 308

Quinault, Jeanne-Frangoise, 21

Quinault, Marie, 13, 21

Quinault, Phalippe, 130, 184, Agrippa, 28,
Alceste, 42, Amalasonte, 47, Astmte,
28, 34, Atyc, 318, Comédse sans comédse,
168, Coups de Uamour, 316, Mére
coquetie, 208, Persée, 318, 320, Phaéton,
318, Psyche, 28, 302

Quinault-Dufresne, 13, 20-2, 24, 332

Rabelau, 175, 301
Racine, 1, 26-7, 31-2, 35, 41, 49, 50, 69,
72, 74 77 84 97, 107 117 121 123
180 187 298 332 341 Alceate, 42
Andromaque 7 11, 14, 28 63, 91, 105,
135, 139, 155, 271 342 Athalw 5 12,
15, 19, 20, 33-4, 37-8, 44, 47, 82, 87, 94,
96, 118, 188, 207, 343, Bajazet, 1186,
135, 139, 343, Bérémce, 11, 29, b5, 67,
Britannecus, 14, 17, 28, 59, 61, 71, 111,
125, 135, 227, 342, Esther, 82, 88, 96,
Iphigéme, 11-4, 28, 30, 34, 42, 99, 105,
118, 230-2, 342, Mithridate, 7, 12, 14,
28, 47, 60, 111, 113, 116, 226, 343,
Phidre, 28, 85, 126, 219, 226-7, 340,
342, Plardeurs, b, 144, 219, 233, 342
Racne, J -B, 340
Racine, Lous, 341
Raguenet, 314
d’Arlequin, 319
Rarsin, la, 101, 24
Ramean, 124
Rauly, 314
Ravissement d’Héléne, see Fuzeher
Rebuffé, 319
Regent, see Orléans, duc d’

Regrstres of the Comédie Francaise, 2, 11,
55, 78, 209, 229, 257, 262, 297, 302
Regnurd 1, 3 26, 146 148 215 240 274,
298, 333 Attcndez-mm sous lormc,
23'!, Bourqems de Falatse, 208, Chinots,
116, Oritique du Légatawe, 227, 228-9,
2.!0 257, 337, Démocrite, 229, 233 343
Desccnte de ]lezzctm aur cnfers, 323,
Ihstrast, 233, 290 2, Foire Sant- Ger-
mamn, 316 Folies amoureuses, 12, 14-5,
144 14‘) 168 190, 216 9, 229, 233, 303

4, 3'14, 336 342 Joueur 222, 233 254,
258, 277, 28] 342, Léyatmre, 16 144
147, 149, 165, 223, 2249 233, 263 334,
3317, 342 Méuechmea, 144 147, 149
219’ -2}, 226 233, 235, 2.:4 806, 337,

Aventures comigues
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343, Muvres (see Fourmer, E ), Retour
wnprév, 229, Bérénade, 343, Souhasts,
147, 230, 231-2, Vendanges (Baslls
d’Ameéres), 230, 232-8

Regmier, 273

Reinach, 224

Relation des aventures d’'Olwier de Nao
zume, see Brémond, Heureuw Esclave

Relations vérstables, 9

Rembrandt, 104

Répertowes (1813-24), 37, 84, 152, 188,
193, 195, 200, 213, 238, 242, 277, 280

Retour d'Arlequwm & la Fowe, 322

Retour des officiers, see Dancourt

Retour imprévu, see Regnard

Revue bleue, 264

Revue des questions Ristoriques, 339
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