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CORNEII,LEIS LIAR: THE COUNTERFEITER AS CREATIVE

ARTISl

by

ROXA!TIE DECKER LA.LANDE

In Le Menteur, CorneilIe creates a centraf fj gure whose main

obsession is not to find meaning in his life' not to experience

real emotion, but to play at Iife and love' Dorante is the

ultimate strategist, gambler and cheat, and his context seems to

favor his subversive strategies. His lyinq râises a potentially

serious moral issue, yet the play remains light-hearted and

comicâ1 throughout. When dealing with this particular comedy'

criticsofLenSeemtofinditdifficUlttostayawayfrom

moralistic judgments on the charactèrs in question'I Dorante is

an appealing character in spite oi his mythomania - I disturbing

fact, unLess one takes the proper playful perspective on the

events portrayed. This raises the question of how Corneille

deflects his audienee's attention awây from ethical concelns and

focusses it insiead on his hero's fascinating taetics'
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becomes apparent from his first few lines that he has an uncommûn

gift fôr word play and innuendo; in short, Dorante is a beau

parleur whose quiek wit and talent for improvisation belie his

eêrIier claim to being a novice. This new image of Dorante eests

doubt upon the authentici.ty of the identity which has been

established in scene one. l{e âre Ieft with a questionr not an

ânsvrer: whi.ch one is the true Dorante?

By the end of the first act' our perception of the hero has

altered drastically. Gone is the schoolboy candor' and in its

place we find the self-assurance of the nan ofl the worId" Yet

neiLher of these two facets represents the'rrea1" Doranter f,or he

is never eltogether naive nor wholly experienced.4 The spectator

must accept the mtrltivalence of Dorante and the fundarnentel

ambiguity of his character'

As spectators, our relationship to the hero is tainted by

this ambivslence' Al though we a):e forced to view most of the

action through the protagonist's eyes, our identification with

Dorsnte is accompanied by a certain degree of caution 8nd

distrust. According to T.J. Reiss, Lhis is one of the

fundamental principles of the baroque tlreater:

!,lhile the classical audience receives s

single impression, being virtually forced to

take up a certain attitude' the pre-classical

spectator is dlvided between the visual and

the aural. Receiving two (or more)

impressions at once' he is unable to identify

in the same wây as his successûr with a

The first scene of !r__Menlsgg introduces Dorante and his

servant Cliton. Their lively interchange unveils two essential

facts ebcut the young herol l) He is a novice to Panisian

sociei:y, having spent his student years in Poitiers, and 2) his

present snd most immediâte goal is t'de se faire un visage à Ia

modet'(v.10).2 He dismisses his student yeârs as a waste ol time,

sees his past âs a blank sIate, and ieels the need to compensate

for this Heightlessness by means of s counterfeit fecede. Since

he is a nobody, hia first act wiII be one of self*creetion.

Iqualiy importânt for the spectatorrs perception of Dorante

is his presence beEinning with the first scene of the pIay, where

his relationship to the epectator is established through his own

speech and aclivity before the evaluation of other chsrâcters cân

hiqhl..rght certain âspecls ofl his neture. Dorante is the prime

example of whel Jecques Scherer caIls the "bélgg--P:g-djg-g-€"".] His

constrnt presence througtrout the play aIIows him to define

himself morÊ then others define him. This increases the

spectetorrs awareness of the central importance of Dorante and

enrour€ges him to witness most of the oetion from the

prctaqonistts point of view. Dorante's self-definition takes

pJ.ace in the presence of others, since it is in relation to each

cf ihe characters within the plsy thet he redefines himseIF. He

is ne!er alone on staqe and, with two brief exceptions, is elways

accomË'ân:ed by his failhful servant.

[ine exanple of Doranters tlansformâtions occurs in the

second scene. With the sudden appesrance of Clarite and Lucrèee,

Doranlers demeanor snd speech undergo an abrupt chenge. It
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evaluation in terms

play worl.d' the

of pJ"ayful judgment

of good and

audience is

This is why

the hero's

eharacter. Under these cilcumstances, the

euthor nay present a spectacle in opposition

to language.5

It would indeed be difficult to call Dorante a',characterI in the

clessicel sense of the word which implies consistency, for as

E.8"0. Ecrgerhoff expleins, the hero of Corneli.an drama achieves

inner dimension only insofar as his outward sctions (which are

msny and dense) lorm s coherent pâttern to indicate gn inner

reaIity.6 The active signs that Dorante emits, howevel, âre so

contradictory as to negate each other. Gne might aqree with

f,orneille himself that his hero's onLy consistency J.ies in his

inconsistency.

As spectetors we might, however, assume that Doranters

intermittent discussions with Cliton constitute moments oF

sincerity, which, when put together, compose a consistent inage

of the hero, These dialogues focus on Dorante's feelings for a

csrtâi.n young woman whom we, the audience, know to be Clarice.

Though we m€y have learned to distrust the hero due to his many

metamorphoses, his Iove for this young woman would seem at.lest

lo be icientifiable as his true personâlity - a constant we cân

grasp at, The consistency of the portrait is, however,

short-iived: Dorante's love for Clarice seems to be as unstable

âs his identity. In scene four of act five he declares a

possible change of heart: he mey in fact be in Iove with

Clarice's friend. I,le might have expected such an eventuality

from a charscter whose false identities conceal a lack of inner

depth- Furthermore, how can such a person be expected to

recoqnize his own ieelings among the numerous 1ies, since the

lies themselves make up his personse (plural intended)?

The solution to the problem posed by such ambiguity lies in

the vision of Dorante as a P1âyer in I play Horld.

Unpredictabitity is â common asset oF those who would play at

tife. Dorante's as yet undefi.ned personalityt apparent in the

first scene, would probably be ceuse for insecurity in the real

world, where seI f-definition end the development of ethical

responsibility are part of the maturation process. This fluid

identity is, howevet, the hero's trump in the realm of playful

sctivity, for it allows him to 98in needed self-confidence by

adopting a series of roLes and attributes- Because Dorante is

above aI] else a player' eny notion of iudgmenL aecording to

ethical criteria is absent. Yie evaluate the pleyer primarily

according to his effectiveness at playinE the game. As Johan

Huizinga notes:

Though play as such is outside the range of

good and bad, the elenent of tension inparts

to it a certain ethical value insoFar as it

means a testing of the playerrs prowess

( ".. ).7

This mesns that, although moral

evil is extraneous to the

nevertheless engaged in a form

the speetaton must favor

amorali ty, for Dorânte is a win

rather then

ner as welf

condemn

as a cheat.



A hero of situation comedy is typically a player who tests

his ebility in s series of different, unpredictable situetions

which occasionally get the better of him. The intricate network

of actions end coincidences which constitute Le Menteur form a

game-like structure in which the spectator can wjtness the

interaction between the player's skill and the lews of chance.

Instead of being interested in the J"ogical prûgression of events

and their moral vaIue, the audience is fascineted by the msnner

in which the player Dorante will deal with each ney chance

occurrence. Situ€tion aomedy makes use of playful irony much

moDe than it does of ridiculous characterizstion. Thus,

Dorante's dranatic function as player and inventor is more

important than his individuality, for his sqtivity is a

subst i tute for iden ti tv vi thin a plsyful context. Each new

situâtion provides an opportunity for the player to test his

ability end revise his tactics. Such situstions are often termed

".ludicrous", a term whieh derives significantly from the Latin

Iudus, meaning "pIay". The chance factor in the play world makes

j.t very difficult for the spectator to anticipate what wilI

happen, and in spite oi the fact that Dorante attempts to devise

a generel gâme strslegy in hj.s discussions with CIiton' his

actions can be seen as iso.l-ated blocks of movement or

improvisationa.l moves made on the spur of the moment.

DoranLe remains undaunted when chance occasionally causes

hjm to teverse his strategies. His resilience is due to his

awareness that defeat will have no serious censequences. The

pl ay world has its own boundaries and is contained within the

real world as a eircle within another Iarger circle' Though the

player may become absorbed in the game he remains at least

peripherally eonscious thst the game has its limits in time and

space from which escape is elways possible' This effords the

player e sense of security in the knowl edge that he is only

playing.

Fabulation itself is a truly playful motif in this comedy'

not only because it is a neans of escaper but because it is

celebrated as an ârt which requires inventiveness end

ineginationr because it adorns lile. CorneiIIe takes greet pains

to glamorize the festive aspects of lying and in such a way

conpletes his presentation of a play world' The author deftly

draws a parallel between the paraltre theme and ertistic

crestion. In the final scene of the first act a debate on lying

arises between Dorante and Cliton. The terminoloEy used to

describe the hero's foib]e is meliorative: the word rêveries is

cleverly substituted by Cliton to emphasize the absent-minded and

unintentional, as well as the creative and imaginative espects of

mendacity. The tarm elearly implies that there can be positive

as we]1 as negative connotations to lying' tliton explicitly

earlies these posiLive interpretations even further as he goes on

to underline the parallels betlveen fabulator and author - their

freedom of creation, which is virtually god-like, and their

m€gicâl ability to create Ij-fe out of nothingness:

orand maitre è faire des tonans'

COF!:]EILLE I S LIAR
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Vous seriez un

Ayant si bien en main 1e festin et 1a guerren

Vos gens en moins de rien coulraient toute 1a terte,
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Et ce seraient pour vous des travgux fort 1égers

Que d'y mê1er pâptout la pompe Bt les dangers.

Ces bâute€ fictions vous sont bien naturelles. (vv.l56-61)

As a pl âye!, Dorante seems to blend in with his physicel

surroundings. The PErisian setting has no transcendent values

which would give the immediate action â cosmic, mythical or

metaphysicaL dimension, It limits the scope of the drama to the

rather narrow reelm of âesthetic and pragmetic values, thus

constituting an amoral environment in which ethical concerns have

no plsce: the ideal- setting for game-like activity.

Corneille's brief description of Psris is significant for

its emphasis of the surface brillienge oF the architecture and of

the "superbes dehors" end the "ognpe" of its buildings:

Toute une vilIe entière, avec ponpe bâtie,

SembIe drun vieux fossé par mirecle sortie,

ft nous fait présumer à ses superbes toits,

Que tous ses habitants sont des Dieux ou des Rois.

( vv.56I-4 )

Looking back to the expository scene, we find a parallel between

the cily and its inhabitants as described by Clitonr the surface

glitter has no substance behind it: outer complexity conceals

inner simplicily and the same is true for out hero Dorante. 0n

the other hand, this lack of substance gives one the impression

thst the ci ty has been built out of nothing, as il by magic, and

it seems es unreal as â festive hallucination. Paris is alluded

to as "un pays de romens": an artistic creation to be enioyed'

The emphas.is here is placed cnly on the positive aspects of

Paris: the enehantmenL, the metamorphosis' and the creative

inagination. Dorante is a "faiseur de romanstt (his Iies are

indeed niniâture ta1es) in a "P-c-YS.--d-9---Ig-E3I9".

tertainly artistic creetion is one realrn in which fabulation

is permissible and even adnired and in which freedom transcends

the limits of common morality. Doranters creative spirit

resenbles that of an author. He attempts to imPose order on the

playfut environment that he has created, end to ereate his own

game rules rather than submit to society's ordet' trn doing so'

however, he disrupts the well-established rules by xhich the

other chsracters live, and this they see with some alarm'

It is perhaps not surprisl'ng that the servent, Clitont a

down-to-earth pragnatist, unnasks the shan of Parisien society'

Hj.s interests are of a m€teriâl nature and he has diffliculty

sppreciating aestheticism for its own sake' In his

point*by-poj"nt 8nâtysis of the methods of seduction best suited

to different types of womeno Cliton emphasizes the importance of

e tangible return on one's invested time and elfort; he sees life

in terns of economic exchânge and menÈions fron the very

beginning of the play the relationship between love and money'

CIiton betrays himself when he uses the term 'rmarchandiseI to

designate Clarice and her following and when he discusses the

case of the "saoes coquettes" whose seduction is a waste of

effort:

Aussi que vous cherchiez de ces saqes coquettes

0Èr peuvent tous venanls débiter leurs fleurettes'
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t'lais qui ne font I'amour que de babil et d'yeux,

Vous êtes drencolure à vouloir un peu mieux.

Loin de passen son temps, chacun le perd chez eIIes,

tt ie jeu, conme on dit, n'en vaut pas les chandel.les.

( vv, 4l-6 )

CIiÈon's outrage at his masterrs Iying might leâd us to

suspect thêt he has some semblance of ethical values. Such

indignetion *ey s€en surprising fnoo one âs unscruprrlous as

CIiton, but it soon becomes spparent what it is thet offends him,

Aside from the obvious -- his wounded pride at having played the

dupe -- the servent's indignation has â more interesting source:

Yous voyez sâns péril nos betaillee dernières,

Et fait.es des festins qui ne vous cootent quères.

(vv.]17-8)

Ihe protests we might hâve attributed to Clitonts higher moral

stendards now seem to be founded on his anger at seeing his

nâster get something without having paid fcr it. tlitonrs code

of values is Iiterelly based upon economic exchenge. Ïhrough

fabulatj.on Dorsnte is able to defy and rise above the cornerstone

oF CIiton's system of values, thereby indirectly undermining its

credibilily. C.liton's remarks are tinged with iealous sdmiration

as he sees his nâster escspe the naterialistic Iimitations which

govern his own life.

Though CIiton appears to embody the world oi eeonomic

exchanqe and stability in this play, all other characters, except

for Dorante, live more or Iess by its ruIes. Géronte, CIarice,

Lucrèce, 5abine and Isabelle are all replesentatives in their own

right of the world of supply and denand, in which eâch person'

action, or feeling is assigned a negotiable value' This world is

a constanb foil to Dorante's weightless freedom, just as his

freedom itself is a threat to bourgeois vaLues' The other

characters âre constantly conspiring to pin him down, limit his

freedom, and define his essenee ' Though Dorante may lack

substance and eschew responsibility, the alternative proposed by

society would be to fltl that void with the weight of materiality

and tie him down to a fixed roIe. The protagonist's rejection of

such an alternative can only be seen as a point in Dorante t s

favor,

In such matters, Clarice Proves to be one of Dorsnters chief

adversaries. In her first appearânce on stage (act l, scene 2),

she further e]âborâtes on a subject previously brought up by

CIiton: the relationshiP between the art of giving and Ioving

and the relative merits of the gift and the reward' Though the

tone is less crassly materialistic than in the previous scene '

images of economic exchange abound in this passage which forms a

précieux counterpoint to the vaLetrs speech'

La faveur qu'on mériie est tcuiours achetée'

Lrheur en croît dtautant plus moins elle est méritée'

ft Ie bien otr sans peine elle fait parvenir

Par le mérite à peine aurait pu s'obtenir '

( vv . ]25-8 )

Clarice obviously flavors the gratuitous gift over the rewardt
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Ainsi vous 1e verrez, eÈ sans vous engager. (v.401)
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love his son and rather self-righteously claims to have been a

fact another

to an end, a

which is deserved end therefore at least in this context has a

morel connotation. T.J. Reiss explains Clsrice,s remalks on the

n€ture of the gift as an afiirmation of personsl freedom in the

public tea.1m, governed by the ]aws ol give and take.8 Though

Reiss' argument is interestinE, we must nol forget that Clarice

is speaking fron the point ol vj.ew of the receiver of such a

9ift. She will et no time demonstrate e desire to qive

gratuitously.

Proof of Clarieers fundamentally cautious nature is olfered

el the beginning ofl act two, when she displâys weriness at

Géronte's proposal that she marry his son. Unaware that Dorante

is, in fact, the ssme young msn who aecosted her earlier in the

Tuileries, she wants to observe this potential husband without

b€ing seen. Isebelle assess€s t.he si.tuation correctly in the

fo).lowing staiemenL:

Géronte's attitude toward his son is very simiLar to that of

Clêrice toward her lovers. He also sees life in terms of

material values and economic exchange. Though he professes to

good

form

pâwn

the

moral model ior Dorante 
' 

this allection is in

of desire for possession. Dorante is a neans

This is not the attitude of a person who would give oF herself

sponteneously ênd gratuitously, but of one who wouLd receive

withor:t granting the slightest concession in return' The

resemblance between Cl-arice snd Cliton becomes even more explicit

when she mâkes the iollowing calculâtion about her suitor

AJ.cippe:

in his iather's qame, for only he can ensure the surviva.l of

fanity nâme and indirectly cl Géronte hinself:

Avânt qu'être au hasard qu'un autre brss t'innoIe,

Je veux dans ma maisûn avoir qui m'en eonsole,

Je veux qu'un petit fils puisse y tenir ton ranq'

5outenir ma vieillesse et réparen mon sang: (vv.585-8)

He views his son's life ss â commoCity that belongs to him and

which becomes dispensable only wheo it ean be lePlaced' 5uch an

attit.ude points tc the basic interchangeability of people when

they are consiciered in terms of their economic value.

As has alresdy been suggested, there are two distinctly

diilerent types of pLâyers: those who would play for material

stakes; and the hero Dorante who plays gratuitously, rising above

the system of economic exchanqe on which society's geme is

founded. Because Dorante's game is not governed by the same

motives, other charâcters seem baffled by his moves and are

therefore unable eithei to interprel or to counter his tactics'

In spite of his jealous nature and Possessiveness, it is

ultimately Atcj.ppe. who appears to incarnate a sense of idea.Iism

and honor, in short a code of ethics, in this oLherwise totally

0ui, je le quitterai, mais pour ce changement

avoir un autre amant (me faudrait en nainII

Car

( vv

Alcippe, après tout, vaut toujours mieux que rien

443-4, 448)
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he can hardly believe his ears:
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amorù1 plsy world

Dorante is e liar,

Upon heâring Philiste's suspi.cions that inventiveness, and global view. Because he is a true moralistt

Atcippe has difficulty in dealing with soeiety's game which'

unlike his principlesr is constantly changing.

Alcippe is the spoil sport' the one who takes everything

seriously j.n a world of piayfulness' Nol only does his presence

seem quixotic in the context ol the oiher chalêcters'9ame-like

strategies, but it discredits lhe very code it would seek to

uphold. Rather than provide s Point ol reference to which other

characters would measure up ss imnoral, Alcippe's inability to

comprehend or judge anything except by his own values indicates

the inefficiency of that code ând consequently exposes it to

ridicule. Thus Corneille, by exorcising moralistic concerns from

his comedy, frees his spectatcr and âl1ows him to thoroughly

enjoy the amoralj.ty of the PIâyers' tactics.

Ironically, it is Cliton who teaches Dorante society's gamet

and Clarice who prompts her lover to participate, by scorning the

ideâ of merit. The initial scene between Dorante and Cliton is

intenesting precisely becâuse C.Iiton defines his master's new

environment as a play world in which success depends upon oners

ability to play the game and certainly not upon ethical criteris '

0nce the valet has defined the rules of the gane, Dorante will

abide by them' He will simply falsify the stakes'

In order to play society's 9ame, Dolante has to put down his

ante, that is to say, establish his worth' Having no assets,

Dorante must invent some, and thus his lying is a way of cheating

the other characters. In Iying, Dorânte dislupts the money

exchange system by ofierinq it.lusion insteâd of material

La val-eur ntepprend point Ia fourbe en son école,

Tout homme de courage est homme de parole,

A des vices si bas il ne peut consentir,

Et fuit plus que 1a mort 1a honte de mentir.

( vv.8Il-815 )

AlcL;:pe sees things in black and whi.te; the att.ributes of the

honnête homme - bravery, honesty, and moral uprightness - must

qo hend in hend. Philiste chides Alcippe for his inflexible

adheience to ideals and principles, and his comments point to a

llaw in the trsditionâl notion thqt honour and Iies are

inconpatibLes

Dorante, à ce que

fst vailiant par

(vv.81.7-8)

je présume,

nature et menteur pâr coutume

This could Iead us to the question of whether hrnesty in itself

is an absolute gocd' Certainly when coupled with the limited

visinn and inflexibility of an Alclppe it takes on the negative

oonnotation oi moral seli-righteousness and du]1ness. Alcippe is

chsracterized by his tunnel vision and his narrow-mindedness.

Uni il<e Dopante, this character seems guite incêpêbIe of lying:

he is painful ly honest o blurting out suspicions which would best

be kepl quiet' His straightforward bluntness betrays a complete

lack of imsginstion in contrest to Doiante's flexibility,
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substance. However, because Dorante's cheating seems to hâve

been indiFectly prompted by Clarice and CIiton's definitions of

the gsme tuJ.es, it can be viewed as a netural outgrowth or

consequence of p.laying. As Johan Huizinga notes:

The player who trespasses agâinst the rules

or ignores then is a "spoiI-sport"- The

spoil-sport is not the same as the false

pleyer, lhe cheat; for the Iatter pretends to

be playing the gatne and 
' 

on the lace of i t

stiIl sckowledges the magic circle. It is

curious to nste how much more Ienient society

j.s lo the cheat Lhen to the spoil-sport.

This is beceuse the spoil-sport shatters the

play-worLd itself. By withdrawing from the

game he reveâls the relstivity and Fragility

of the play-world in which he had temporarily

shut hinself with others- He robs plây of

i ts iliusion - â Pregnant word which means

Iiterally "j.n-plây" (from inlusio, illudere

or inLudere).9

is Dorante and not Alcippe who raises

of the pIay.

This is essentiaiiY whY it

counterfeiter who attenpts his Iuck et

upon mâterial interests and who raises his

1l soon becomes appârent that Dorante plays

exciting in and of itsell and not because of tbe potentiaJ. for

material gain. His creative fabulations are a measune of his

superiority over Cliton and others, but it is not a moral

superiority. Ratherr CorneiIle establishes an opPosi.tion between

the true player whose game is graluitous and the cautious player'

who cannot enjoy the gane because he has something at stake. The

essential difference between the main protagonist end all other

characters previously eited is that which distinguishes

"paraltre" from "mir". Bernard Dorl defines the distinction

in the flollowing terms:

...si les comédies de CorneiIle sont

1'expression de cette tentation de 1a

noblesse quréprouvèrent alors tant de

bourgeois, tant drofficiers, elles signifient

aussi, pour lui, 1a découverte drun héros

Iibre, drune liberté (...) où I'homme ne

serait plus défini bourgeoisement par ce

qu ' i I est, par ce qu'il possède ou par ce

quril a acquis, mais par son âPpârencer pat

ce qu'i1 manifeste et par son seul écIat"'10

0pposition to Dorante's creative game comes lrom the other

characters, whose game of gain he endangers through the

counterfeit image he projects- In view of the emptiness of his

environment, what better way to pass the time of day, to Ùcombler

son ennui", than throuqh the frantic activity of .love games?

Dorante's activity is a fotm of mock-heroic confl-ict or

our admiration as the

Dorante is a

society's game based

cheatinq to an ârt-

for lhe sake of playing: for him the game is gratuitous and
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pièce." (p. 172) Likewise' R.J. Nefson, in

;ûmpeti Lion -- the only possible alternetive fôr him to prove

himself in a society devoid of transcendent meaning and the only

{ay ior hin to adorn an othepwise mortal.ly duII and prosaic

existence"

Notes

lCarIo François, in "Illusion et mensonger" Esprit créateur,

lt (1964), understands that an aesthetic appreciation of nendacity

is necesssry to view the play from a comic perspective, but he

cannot seem to move âwây from ethj-caI considerations: rrCrest

sans conteste sur 1e plan esthétj"que et cérébraI que Le Menteur

doit s'envisager, mais non sans avoir résolu au préalable Ia

questiûn mora.Le qui se pose inévitablenent tôt ou tard dans la

lJacqres Scherer,

5T,J. Rui.., Toward Drâmatic Illusion

La Dranaturqie cLassique en France (Paris:
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(New Haven and London:

Nizet, I976), pp. 10]-104.

4Jean Rousset, in La littérature de Irâqe baroque en France

(Paris: José Corti, 1954), would have us believe thet Dorante

suffers from a prolound sense of inseeurity (pp.209-210), while

J, Pederson, in rtLe Joueur de rô1es, Un personnage typique des

comédies de CorneilIe," !SflJg--Ig!3Igr 2 (1967), contends that

"Pour nous, Dorante est parfaitement s0r de lui-même, et sril

adopte ]e rô1e du menteur, c'esl qu'il est avide dtaventures et,

surtout, qu'il ne saurait faire autrement..."(p.148)

Corneille. his Heroes

YaLe University Press, I97L), p. Ill.

6In E.8.0. Borgerhoff's own words (The Freedom of Freneh

Classicism (Princeton: The Princeton 
.University 

Press, 1950)):

'rThe (exciting) dimension (of the Cornelian play) is attained

only by the sinple extension of active or passive force, of

egression or resistance" It is never reveal-ed by internal

analysis" 0ne is again troubled by Cornei.l"le's outwardness' The

sane of course holds true lor the characters themselves. Their

consciousness is all directed toward eombatting Lhe

disintegrating iorces which are attacki.ng from the outside. Ïhey

are subjected to a series of tests which they meet knowingly,

that is, with awâreness of their danget. 8ut these situations

never câuse them to ask any questions. (...) The resull of ali

this is thet the creâtion oî the dimension is dependent upon the

complicated and extraordinary nature of the sltuation: whst is

qiven then to conquerr overcone, or resist.' (pp. 63-4)

(Philadelphia: The University of Pennsylvânia

Press, .!961), enphasi.zes the necessity ofl an aesthetic evaLuation

oF the characterso but he seems to take great pains tû establish

the relative moral worth of

notably Dorante and Lucrèce)

the various dramatis Dersonae (most

2Pi"""" CorneiIle. "Le 14enteur," in ûeuvres complètes (New

York: lhe Macmillan Company, 1963)' pp.3t6-t6?. Al1 further

references to this wolk âppeal in the text.
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TJohan Huizingâ, Hono ludens (Boston: The Beacon pressn

I955 ) , p. .1J. "

81n '' 'Le Menteurr de torneille. Langage, volonté, sociétér"

Romanee Notes, 15 ( I97i-I9'14 ) , f. f " Reiss states that, I'CIari.ce

rejoint Auguste quj. se net au-dessus de La société précisément

pâtce que sa cl.émence dépssse toute possibilité dréchange, pârce

qu'el Ie esl absolument (au sens 1e plus fort) gratuite, La

qraluité du don est justement ce en quoi iJ. échappe à l'échange

exprimé pâr Clarice dans Ies termes drun contract financier

( , ,. ). ûr Ie discours social est Èoujours une récompense. (.., )

De qui est donc préconJ.sé par Clarice, crest Ia parole aratuite

(.,. ), 1e .Le- parlant en dehors de tout contexte discursif."

(P.286)

911uizinq., p. 11.

l0Bernard DorL,

L 'Arche , L957 ) , p. 32.

GUILT ÀND INNOCENCE IN LE MOVNE

SUENTIN M. HOPE

"Acteon" is one of seven long poems incl-uded in Pierre I,e

Moyne's prose work -Las Peintures moraLes (1640-43). The book con-
sists of dialogues on the passions between Le Moyners alter egol

Eranthe, and his four companions. Each of the poens describes
an engraving, and represents one or more of the passions. The
grandj-ose "Promethêe ou le Feu" tells the story of the origin of
divinely inspired poetic inspirationf celestial lovef and the
baser passj-ons. "L'rsIe de Puretê" describes the intergenetrat-
ing love that joins the living beings of a sentient universe to
one another. Beauty and mutuaL attraction emanate from the rays
of the sun. When the sun sets nolhing ls Lost, for the moon and

the stars of her court come to clothe the night in light. The

earth opens her arms to the sea, iron loves the magnet, the dol-
phin loves Orion, lhe pearl loves the pearl diverf the fl-ower
Ioves the bee. "Les Fideles l"lorts" is a priestfv paean to the
virtues of conjugal Love. Four poems represent the destructive
passions. fn "Lals dechirêe" illicit love and jealousy come to
a bad end as a courtezan is hacked apart by jealous women. fn
"Annibal" a series of blood-curdling scenes on the battlefield
of Cannae depicts the horrors of hatred, anger, and cruelty. Àn

"Andromede" in which Perseus never appears shows hol./ fear' de-

spair, and. sadness invade the senses and disarm the nind. En-

do\"/ed vrith passions in "Promethêe", man is destroyed by them in
"Acteon." The subtitle announces: "te mi-serable êtat drun homne

dêchirê par ses passions est representê en ce Tableau"'l But

bg

Pierre Corneille, dramaturqe (Paris:

ltt.'l],:tr.,.t. ,4,y'i t,/,t,, tt,,,r. < tsro

J!, r

'Pierre Le Mayne, Oeuares poetiques (Paris: Billaine, t6Tt), p' \22. fuoiations
fron "Acteon" are from thii edition. Lines are indicated in parentheses vithin
the text,. "Acr-eon" vi.ll be includ.ed. in a forthconing antholory of seventeenth-
century Îrench poetry und.er the general edilorship of Dâvid Fubj.n"


