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ABSTRACT

The thesis presents some young cnaracters from the early
work of Jean Anouilh, and their dilemmas. These young
characters embody many ol the ideas and ideals of the
young Anouilh, and his subjectivity adds depth and

re&li Sllie

The first chapters each present one major work, along
with one or more works of lesser importance, and in all
these, characters take on similar characteristics, and
modes of behaviour: all conform to a particular code of
ethics, and this generally involves revolt of some kind
agsinst society, home or liie. This study culminates in
the chapter depicting the young Antigone, who epitoinises

youtniul absolutes and romantic ideals.

Prior to the concluding chapter, some oif the works of

Jean Anouilh after Antigone, 19.4, are presented. These
works are chosen to give some impressions of the change
in Anouilh's tiemes as he grows older. The works of the
1970's snow a complete change of erphzsis and viewpoint:
now, tne audience, instead of seeing the world tnrough

the eyes of a young man or woman, sees everything through
the eyes of an older man. And, instead of youth either
eagerly anticipating involvement with life, or willingly
opting out of its corruptionsand compromises, we see older
characters, who, with age, have grown cynical, bitter and
regretiul., Now the youtnful neroes and heroines are gone,

and in their place are the older and sad Anouilhean
victims.

The conclusion surveys the Anouilhea) Theatre as a whole,
and afiords a final comment on Anouilh's impact as a
young 20tn Century dramatist and as an older 20th Century

dramatist.
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INTRODUCTORY PREFACE

While studying some of Anouilh's more recent plays, I
gradually became aware oi how very diifferent the younger
characters appeared there, compared with how they had
appeared in tne plays of his youth. The plays of this
early period, some of which I nad read four years earlier,
had some fragile, besutiful spirit which was somenow
indefinably lacking in these later works. And it was

not until a recent rereading of the earlier plays that
the essential diiference became clear to me. Anouilh's
works can be divided into clearly differing spheres.

The one is that resilient . realm tney call youth: here,
tihe young protagonist is presented positively, and
subjectively. More often, he is the hero: sometimes une
is cast as anti-hero. But in this realm, no challenge

is too great, no beauty too perfect., Within this sphere,
the young Anouilh chanced to immortalise young moods,
impressions, tnoughts and actions. Becaase he too was
young, this was his period of best youth portrayal. In
the later sphere, while he still creates young characters,
he has moved from a young world to an adult one, and to
comnenting on the human condition, in the light oi social
and political change. In these later works, it is the
mature outlook that is depicted, and therefore it is the

mature character now that has impetus.

This work studies some of those masterpieces of his
youth, and through them a definite progression, climaxed
in Antigone. Behind this progression of character,



thought and tneatrical skills, one can sense the presence
and, in nany instances, the support, of a young, sympathetic
playwright. Anouilh was only 19 years of sge when he

wrote his first play studied lere, Humulus le Muet.

Along with thils snort play, the first chapter will include

a comment on the first of the four major plays to be
studied in this thesis: L'Hdermine. Chapter II includes
the second major play Jézsbel and also an insignificant
play written at about the same time. Chapter III studies
La Sauvage, the third important study, along with a
further lesser important play, while Chapter IV covers
those plays appearing after La Sauvage and before the
major study in this work, Antigone in Chapter V. Tie
final chaj;ter, Chapter VI discusses some of Anouili's
later works, which provide a parallel to the youth

tneatre. The conclusion then follows.

s#:+ Jean Anouiln was born in Bordeaux on 23 June, 1910,

He went to Paris when he was young and attended Colbert
Primary School and Chaptal College. He spent a year and
a half at tne Law Faculty in Paris, tien two years in an
advertising firm, where he learned to be ingenious and
exact. But the era surrounding and enclosing his youtn
was that of the bleak pessimistic depression of the
1920's - 1930's. The influences of compromise and
corruption were prevalent: youth fell easy prey to these,
and Giraudoux fought back with his theory and presentation
of the youthful, pure absolutist, who defies to the point
of rebellion all such tainting of the ideal self,

Anouilh reflects many of these aspects in his early
works, owing much of his early thought to the influence



of Girsudoux. In his early characters, from 1929 to
1934, the idea of the protagonist refusing to soil the
perfect self, and to reject all that is sordid and
repulsive to the idealist, is beginning. Anouiln
develops his sikill in this direction gradually, until
finally, witn Antigone, he creates something epitomizing
youth, purity, absolutes, and romantic ideals.

The 1930's saw a renaissance in tragedy, with Giraudoux
and Paul Claudel being among the foremost writers.
Classical legends and nistorical subjects were used,
with relevance to modern or contemporary life.

Ciraudoux nimself became a dramatist in 1929 with
Siegfried, and his reputation continued from that time.
It was in fact his outstanding achievement that set a
particular stamp on the tneatre of the inter-war period.
He and Cocteau well prepared the way for Anouilh's
Antigone by their own successful depicting of tue young,
heroic protagonist, Giraudoux in Amphitryon 38 and
Intermezzo incarnated much of his essentially youthful
tneatre, by which Anouilh could well have been greatly
influenced. Such heroines as Alcmena and Isabelle
"express well Giraudoux's constant creation of ideal
values" as Inskip writes(1). He continues:

"The young girl, or the young woman, whose

eager acceptance of life has not been shaken by
the unpleasant necessity of reshaping dreams to
fit reality, whose grace and charm are but the

expression of her close kinship with Nature in

its most youthful and spontaneously attractive

forms - birds, young animals, the perfume of



flowers = is a natural incarnstion of tae
artist's vision of a world of narnony and
lign Lo

Anouila's Antigone reilects mucn of these oualities.
Shie too loves Nsture, aninals, flowers and the sense of

reluge =he hes always found outdoors, alone.

Girsudoux, thereiore, iac perhaps the greatest influence
on tie young Anouilt, Jean Cocteau also wrote an
Antigone, and Anouiln shows signs of Cocteau's influence,
thoug! by no means to the extent of Giraudoux's. The
csjor serious cranatists of the Occupation, along witu
Mnouiln, were Cems and Sarire, und all turee were
primarily concerned wit: inan and nis place in Lie universe.
Anouiln moves awazy Ifrom the tragic sura of depression, war
and occupation, into :sturity, and peace; iie loses youln
and a sense of iue truglc zs he enters nis tuestire of
soclal comnent. tle leaves benind nim, for the wost part,
e herolc, courageous young claracters, and ne enters

thie world of tre :iddle aged, highly objective writer,

wno is often =ceptical, and cynical. iie now comments on
the human condition, using the retrospect device.

Ti.e protagonists now are older, and :.0st of then have
spent very ordinary, mediocre lives, doing sll the
ordinary tnings. They scuabble and bicker, and regret.
And they pass much time reflecting on their youth: in
fact their present situations are for the most part
those of the early antie-neroes, but asged. The {inal
chapter will exemplify these statements.,

Anouiln's works reflect the mood of the times in which he



was and is wiiting. He too was one of the poor youtns
who people nis early works, and ne too is one of older
characlers in the later plays. He could associate with
Thérése and Antigone, because in 1934 and 1942 ne also was
experiencing similar leelings of revolt, and absoluteness.
To tiie people or war-torn France, Antigone gave courage
and inspiration. To the man in the 1970's, I guess
Antoine lias constructive co:inents! I would not know.

They do not mezn imuci to me yet., Right now, Antigone is

nore relevant.,

Inskip: Jean Giraudoux - the making of a Dramatist,
Oxford University Press, 19.8.




CHAPTER I

The first theatrical work of Jean Anouiln was a very short
play entitled Huwlus le Muet written in 1929, in collabo-

ration with Jean Aurencne. Since this time, tne play unas
been frequently performed by amateur companies, beiny of
extremely limited and simple actions, yet oi considerable
impact., And it is the impact created by the series of
symbolic yet uncomplicated tableaux, that bears mention.
Anouilh, at tie age of 19, presents a solitary, clumsy,
youthiul liero, Huwnulus, tue mute. In the first scene we
neet s younger Humulus surrounded by older people, of
extremely high class and social values, who impatiently
awalt the youtnh's word, as he can say but one word a day.

The opening scene depicts nope, as they are agll hoping
that today, New Year's Day, tne boy will say a new two
syllable word, "bonheur". The situation is created
skilfully. The auvmospnere is tense, as the boy walks tne
line of servants to his grandmotiier, the Duchess, and his
uncle, who are seated with his tutor. Scarlet with
embarrassment, the boy wrestles inwardly with the word,
and ultimately can but say "merci". Humulus, utterly
dejected, despondent, is left alone in the middle of the
stage.

By the end of the first scene, Humulus has become an
interesting symbolic character, and already foreshadows
the Anouilhean young man, tongue-tied and clumsy =
frightened before the materialist world. Into a world of
concrete materialism, he has tried to eject something
abstract, aesthetic and lasting, "bonheur", but the
combination of setting, atmosphere and clumsiness has
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prevented it.

The second tableaux presents tiae same characters, including
Huwmlus, in the same position, but all considerably older.
Haumlus, now a young man, enters, and is to pronounce

the word “prospérité“. He is, once again, tongue-tied,
only tnis time his inability to speak is caused by his
inability to exgress not only an apstract word, but an
abstract feeling, love. S0 ne uas written it down, to be
reads The Ducaess is shocked. She then sees the reason

for his silence:

"Ma triste infirmité ne me permettant de dire
qu'un seul mot par jour, je suis décidé, 3 partir

g : o . 1
dlaujourd'ui, 3 m'abstenir de xots."( )

In the final scene, Anouilh deronsirates now llumulus

uses his 30 words, in & supreme bid to express himself
utterly. In tne toird scene, Hwnulus is with idéléne, the
young wor.an with whom he nas fallen in love; she asks

ainm the way to the beach; ne can only point the wagy,

with one nand on his heart. She thanks him and gets

back up on her bicycle, all sniles, and he follows, Then,
in the final scene, set in the garden, the tutor approaches
Hwmulus, a sheet of paper in nls hand, and he informs
Hunulus of the very great difficulty he has had in trying
to condense into 30 words all Humulus is to say to Helene
in explanation of his feelings for her. He has come up
with the 30 words, which say in a complicated and heartless
way, that he loves her:

"Mademoiselle., Un amour éclatant m'a pris aux
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entrailles depuis 1l'autre jour. Que mes larmes
et mes soupirs attendrissent voire beauté cruelle.
Un seul geste de vous guérirait toutes mes

(2)

blessuress

Hurmulus now wants the tutor to move away, while he
encounters the young maid-alone. He goes towards her,
rereading finally the piece of paper. And here we see

the "mute"™ Humulus speaking tne much revered 30 words,

but moreover we see him, for the first time, unconirollably
pouring out words when love has moved him, not just the
"mute" speaking, but spontaneously expressing himself. In
these 30 words, the young man has first introduced hiniself':
tnen he has answered lier question, so long verbally
unanswered, as to now far from the beach she was, and
finally, in his remeining three word allowance, he has
blurted out nis sivple declaration of love for ner, "je

vous aime".

In a final symbolic gesture, she smiles back at him, and
explains, apologetically, that sire cannot hear him, that
she is a little anard of hearing. OShe opens the small
black box she carries on ‘er bicycle, and produces a
liearing horn, and gently placing it to her ears she
asks, "Voulez-vous répéter, s'il vous plai%?'(B)

The orchestra depicts audibly the utter despair of the
young Humulus who nas finally spoken spontaneously and
sincerely, and who has exhausted his month's supply of
words, without even being heard.

At the age of 21 years, Anouilh wrote L'Hermine, and this
play serves as an interesting sequel to Anouilh's first

work,

Frantz, the young protagonist, makes his entrance on to
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the stage, and leaves after setting the stage for
Anouiln's world, with all its dilemma and tragedy.

Frantz introduces himself clearly as a young man with a
problem. He loves or tninks ne loves a childhood friend,
Monime. She is an orphan, without imeans, and lives witnh
an old aunt, the Duchess of Granat, wao is very wealthy.
Monine is the only heiress. Frantz also is an orphan,
and is very poor. He wants to marry Monime, but since
sne 1s a minor, he wants to run away with her. For this
he needs money. And money is the motivating force benind
the protagonists in this play. For two years he has
tried to make money in an industrial enterprise, which
has advanced little. The play opens witi Frantz con-
fronting an influential American who, he hopes, will
advance nim tne necessary funds for the enterprise.

Winen these are not fortncoming, Frantz despairs, as did
Humulus; and in his youtnful, blind desperation, both

to realize his happiness, whicn is represented by money
and Monime, and his thirst for absolutes, he murders her
wealthy aunt, and is taken away by the police.

Anouiln, perhaps in an attempt to fulfil tne aims ultimately
realized in Antigone, presents the first part ol the
dilemma in this work inia concrete way. The conflict is
established here. Frantz's problem is eclipsed when he
suddenly realizes the heavy burden of heredity's influence
and condition, while at the same time being aware of a
better, finer nheredity in another totally difierent class.
First this young man, who has grown away from his lower
class origins, in favour of a higher class or way of life,
expresses utter disillusionment. Frantz cannot quite
relinquish his hold on this new found existence, and he



elects sbsolutes, wilch here unfortunately involve
crirdingl action, anc ne is convicted. Following Huiwulus,
iis role is the establisning of the setting, ti:.e life,
the climate, tne dilemna: young people who are conironted
with life, the chzllenges tney have to meet on vieir own
in the midst of nature, successful and complacently
unhielpful "salauds". Anouil: airs to place these
confrontations in an aremna in which the payslcal and
spiritual fight will be played to tue end, anc where Le
can present his nanifesto. Tiils saie manifesto, as we
saw in tne introductory cnapter, is that followed by all
thie young heroes and neroines of Anouiln,

Frante gives us the first glimpse of tne workings and
intentions oi the young Anouilh. In Frentz Anouiln
presents a young ran not yet 2., and we meet nin &t a

very critical stege in his development, open to all

present corrupting influences. whetl.er or not Anouiln
intended tnis as sometilng sutoblograpnical, we do not

know. That they are botn young, poor and probebly in

love at thls stsage, we do. Tnere are other similarities.
Frantz has a concrete goal, in keeping witii Anouiln's

plan. Frantz is to pave the way for the more solid
toinkers, emotionally and psychologically, wno are to
succeed him, Frantz interprets his goal as money, wnicn
will, ne is sure, give him happiness - Monire somehow

falls between the two - whereas Anouiln's goal is aestnetic,
literary, spiritual, and he realizes nis goal in theatrical
self-fulfillment and success. Frantz knows he has failed,
w.en he accepts coupromise, and realizes Monimeé has rejected
his action.



In the first act, Frantz is seen clearly as the desperate
youth who urgently needs .noney as a means to beginning
lif'e and nappiness. We meet the older, complacent

Bentz, who is not concerned enough to nelp the young man.
Only later does he act, and then it is too late. Bentz
tells him he nust be patient. Frantz appeals: "Si je
vous disais que je suis & bout?l4 Bentz replies: "Je
vous répondrais que tous les jeunes gens disent cela.“(g)
Here is youth and the predicament of the young. Rignt
now, Frantz thinks money will solve all his problems:

"Je ne sais ce que je suis, sinon un jeune nomne
qui veut se procurer les quelques milliers de

(6)

francs de son bonheur."

Bentz repulses Frantz with his long-term acceptance of
compromise. And Frantz hates nimself for having to

crawl to tnis man in order to acnieve an absolute.
Compromise seems the only means of escape: in order to
reach the position in which only absolutes exist, he

must face a dilemma involving some form of compromise to
effect any progress at all. Is this compromise necessary,
and is it really a compromise? Or where does compromise
cease to be compromise and become transaction? Bentz

maxes an interesting statement at this stage to Monime.

"Mademoiselle, vous étiez en train de raconter
des histoires charmantes ou notre ami Frantz a

(7)

eu peur d'etre compromis,"

The use of the past tense is highly significant here. It
indicates Bentz' anticipation of physical and moral
victory over youthful absolutes and purity. Bentz
symbolises the bourgeois' total commitment to material
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demands. Frantz wants to remain aloof from all such
bonds. This is part oi the youthiul illusion. He is
prepared to discuss, and to change tactics and in this
sense, he contemplates compromise, in order to escape
from his youthful dilemma - thus he cannot be aa
Anouilh hero. Frantz, with nis intentions and desires,
has no alternative. He awakens to the ethics of the
situation at this stage, and hates himself for it.
Bentz tells him:

"Dans le cas présent, votre situation est
extr@mement compromise: je vous conseille

néme de renoncer & cette jeune fille."(s)
Frantz replies,

"Cela me faisait mal, mais je creyais que vous
alliez m'acheter mes confidences avec de

(9)

l'argent."
To Philippe he says,

"Jlai compris quelle sinistre farce c'était,

(10)

une jeunesse pauvre."

Poverty has, for him, become a living reality. Poverty
and youth have become inseparable and incompatible. In
the student cafes, it was different. This leads on to
the contemplation of crime and the entry of moral choice.
He will now try to compromise with the forces of evil.

"J'ai su voir mon bonheur, en d‘blayor le chemin
% travers mes fausses idées d'adolescent, et je
n'aurai pas la force de le réaliser, 1)

and further, "c'est trop pour moi tout ssul.“‘zj
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Act II opens outside the home of Monime's aunt, and in
ner we see siyns of s long ingrained awesreness of class
differences. Yonime says: "Cela n'est bien &gsl d'€ire
pauvre."(13) But she has never been poor. GShe does
liowever present & strong contrast to Frantz, wio could be
seen as a realist - [oreseeing too clearly sll tne trials

to which poverty would subject ner.

Coupled witi Frantz's essential problem of how to get the
monay necessary to wed and provide for Monime, is his
regret that she must leave this world of wealth ana conmfort.
But ne needs the noney because this will bring him
"narpiness!. Frantz sees but one ection, wiicn will
cdeliver nim from thir dilema - murder. (e ceases to be
aware of right or wronge. e can cnoose active evil, or
renain stagnating within the inactive forces of good in
e 1ife. liis need is urgent, tnus t.e passive Iforces

of good have no imn.edlate appesl. ie has but one pat:

to follow now: to poison Monime morally against all
sense of crine, and tien to poison the aunt nerself. He
shouts, in front oi lMonine:

"Pourquoi in'avezevous donné cet amour pulsque vous
ne n'ave: pas donné avec lui toutes les crédulités

n‘coauiras?"( 14)

His anguish reflects nis victimisation by his environment.

nS'gimer, clest lutter constamient contre des
milliers de forces cachées qui viennent de vous
ou du monde, "“b)

She adds, "Nous sommes assez forts pour lutter®, to which
he replies, "pas avec la psuvreté a nos cotés".
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He comnits nimsell to ithe consequences. They have become
too powerful to fight; he accepis thei. The sunt's
deatn was 1o equate happiness, until tue tnought of it
imakes him sadistic, depraved. lonime resains perceptive,

despite an intensity of emotion:

"Nous nous aimons mal, Frantz ... Nous ne nous

pour de la

aimons que de tendresse et,
(16)

tendresse, on ne tue pas."

He cannot understand the real truth oi her statement:

(17)

"Tu mens, tu mens."

He has become unreasonable at this stage, and it is

this very unreasonableness thiat typifies Frantz as youthful.
Act III opens wit!: the intrusion of the outside world,

and its strict code of ethies: Frantz is shown as com=
pelled to confront ihem and to comply. His clever line

of argument permits him to answer and evade each issue,

but he is anguished and conscious of a still greater
dilemma. The old man 1s charged with the rurder, and
Frantz confesses to Philippe:

"S{ je 1'ai tu€e, ce n'est pas pour son argent,
c'est parce que son argent ... &tait devenue

le prix exsct de notre puret., Je voulals que
mon amour vive, qufil soit beau, qu'il soit pur,
et, pour qu'il vive, j'aurals accompli les

taches les plus norribloa.n(Ia)

Once they have the money - which is the physical answer
to the physical problem - something is dead between them.
Monime can no longer accept nim:

"Moi, je t'aurais aimé pluvre.'(19)
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She is a contrasting character to him, in that she has
depth,

Frantz, young, stands as the Anouiln prototype, the
physical embodiment of Anouilh's original thougit: a boy
just become man, poverty-stricken still, without obvious
forthcoming financial sid, anguished, absurdly -

conscious of an inferior innerent social disposition,
which he desparatvely wants to forget. Frantz is a
physical character with a very pnysical, concrete problem:
he firmly believes that love and happiness are dependent
upon money. OS¢ he appears to live out his dilemma on

the surface of existence. He stands trapped on the
threshold of anotner world, caught up in the bitter

web ol disillusionment with which he is not equipped to
cope, Pnysically torn by all the tormenis of the flesh,
whilst possessing neither the ability to accept differences,
nor the desire to rationalize, he exists, and loathes

wnet he sees, what he has seen, what he knows, what he
will never see, and what ne will see forever unless he
breaks free and revolts. In tnis way, Frantz, the first
Anouilhean protagonist to face the harsh world through

the theatre, experiences the anguish which Anouilh pursues

further in his later works.

(1) Pidces Roses page 16
(2) 1ibid. 21
(3) ibid. 22




(4) Pikces noires Page 12

(L) 1ibid. 13
(6) ibid. 13
(7) ibid. 26
(8) ibid. 35
(9) ibid. 36
(10)  ibid. Lo
(11)  ibdd. 50
(12)  ibid. 52
(13) ibid. 79
(14)  ibid. 80
(15)  ibid. 81
(16) ibid. 96
(17) ibid. 96
(1) ibid. 116

(19)  ibid. 129
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CHAPTER I

fnouiln, in the character of Frantz, presented the audience
with & young man, wrose dilemma was the inability to

face reality, wiose action was escape, and whose philosophy
was faniesy. The precedent established here is taken up
end developed in each of the ensuing plgys. This second

of the four major plays to be studied, Jézabel, reveals
g;ain the presence of the young writer. Anouils seems

very much present in Marc, the protagonist, as compared
with Frantz, who seemed to merely exist, living out a
series of disillusions, only ever truly living when his
hands were finally chained to the physical, inevitsable
world. Anouiln is however by no means unsympathetic in
his portrayal of his character, Franiz. He could not
afford to be. L'Hermine's purpose was impact, to introduce
the fundamental thought behind the Anouilhean theatre,

and to present both a certain consciousness of the exis-
tence of two vitally and totally different classes at

work in the ¥rance of 1930, and the establishment of a
strict code cf ethics and behaviour: to be followed by

the Anouilhean hero, and to be broken by the Anouilhean
anti-hero.

Marc's progression irom the physical chaining of Frantz

to reality, through the depthis of anguish and disillusion-
ment to the culmination of both in the next important play,
that is the subject of this chapter. First Marc's dilemma
rust be defined in detail. Anouilh takes up the theme at
the physical level, and leads the reader into the world of
the metaphysical, the conscious and the complex. Like



Harc, tlie reader senss ¢ rebellion against the corrupting
iniluences oi noney and materialism. 'arc does noi seek
napplness. i@ seeks, rather, spiritual contentuent, peace
of idnd inaa world fiom whic!i he knows he will never
eéscape. lie senses wial hic resl being ls gres.ly different
irom the corrupt and poverty-stricken world into whicn he
was born, and in whicn ae nas lived ior Lue greaiest part
oi his life. !i& nowever feels bound to this life, and can
sense it, always clinging to nine This 1z iils dileuna.
Alter being away [fron this world ior some time, ne returns
to face its every implication and trial. Poverty-stricken
and "stignatised" e nas fallean in love witi: a rich young
wor an, Jacgueline. Hut unlike Frentz, he flees from tiis
whole situation. An Anouilnean hero, ne can exist only

on gbsoluies, and he must flee from {.e reality of belng
"one ol theu". .ils nother, who nas befrlende: tle
chauffeur of Jacqueline's fardly, and needs money despe=-
rately, nas raurdered her husband by feeding hiu polsonous
mishrooms, Marc flees from her, too, for a time.

Marc sees life with Jacqueline as impossible., Sue is
"graced”, he is "damed". %iun his fandly he is, as part
of tnem, responsible for their sins. lle realizes he will
never escape his past, but he will leave it temporarily,
still uncompromised, still a man of absolutes, sincere,
and & young “orgueilleux".

This 4is the world of the complex, thinking man. And among
the impressions we glean from Marc's first comments is
the realization that he has reached the point of a moral

conflict., This is his first contact with such striking
social differences. Even as the play begins, Marc is
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cware ol the great extent to which man is inseparable
from his past. He vust identify with it if he is ever
to face hiuselfl openly and honestly, "je zuis malheureux
Ma.an, et clest 3 cause de tol." 1) Hiz mother »i1l
finally promise him ligrpinesz in a life of corpromise
end vulgerity. He had to flee fron this. Indeed, fiight
often saves hiir from cenfrontation with compromise.
Initially he {led fron the sordid world of poverty and
sin, of corrupting influences and of destruction of
young people's ethics in the world of lwiury; and good
times.

The values he fled to, however, were always rather

aesthetic than piyysical. VWhile in that other world, he

was always conscious oi being an intruder, inauthentic,

and thls feeling eventually becare too much for nin,

His "natural® world was always with him, ugly and terrifying,
and he returns to confront his destiny, knowing such a
confrontation to be vital to his maturity. He had to

cease being an escapist: his action is no longer escape,
but rather a cuest for time to reflect.

In L'Hermine, money is a main theme. Here, in Jezabel,
there is the constant reminder that without material

ease, all values can easily give way to corrupting
influences, and that poverty reduces most men to a mere
physical existence, made endurable only by a frantic

seizure of any chance of temporary happiness or contentment,
Here the sad outcome of a physically corrupt, aesthetically
alive condition is explored. Marc's mother sadly epitomizes
the physical result., Marc, too, despite his aesthetic
resources, is a result of this same physicality.
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He also learnt a certain pride, loyalty and duty, which
the wealthy milieu could not give him. So he returned,
and back in a world of corrupting influences, sordid
corpromise and vulgariiy, he could now traznscend the
physical into the reali of ethics, morals and conscience,
From this point he could core and go as he chose,

The text sets out the problem, The opening lines reveal
the proto-Anouilhean hero. From the start, he dominates
others, and enjoys an inner strength as well, Jacqueline
tells hinm,

mvous etes le chef de notre petit groupe. C'est
vous qui jouez le mieux au tennis, qui courrez
le plus vite, gui nagez le mieux.'(z)

She asks him why he will not return, to which he shouts,
"Je ne veux plus venir, je suis mallueureux,
Voild toutsn()

and he describes her as she appears teo him,

"Je vous prends pour l'@tre le plus pur, le
plus courageux, le plus dx'oi.'t.."(hz

He happens to have met an absolutist from the class that
is opposite to nis own, and he compares her painfully
and strikingly to Georgette, who is one of his own class.
Without present or future hope in their relationship,
Marc speaks to ner. Incomprehendingly, she respondss

"J'espere que ce n'est pas parce que vous &tes
panvre?'(b)

To which he replies,
"Non je sens en mol une force immense. Et le
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Jour ou Jje serai libre, ou je pourrai approcher
le monde, je le vaincrai.”

Jacqueline asks Marc the basic question of his entire
existence: "Mais qu'est-ce qu'il y a donc derriére vous
qui nous menace?" She sees the threat to their happiness
lying in his background: he answers, "je ne peux pas
vous dire." She continues, "comme vous les aimez,
Marc, Mes souvenirs!"™ and he replies, "je n'en ai pas
comme cela. Alors, forcément, je me sers des vStres.“(B)
He has none of their heritage, and he hates himself for
lowering his pride to use theirs, Instead, he returns

to face his own life = his own duty. He pleads with his

mother,

"ne te forge pas des idées mauvaises. Je t'aime,
Jje voudrals que tu sols heureuse: mais je voudrais

(9)

etre heureux aussi."

She cannot understand him. He explains how sad he has

felt being back with her, and she c¢ries "™u es un egoiste,"
to which he answers, "ne rﬁﬁite pas ce mot qui n'est pas
vrai, Ale le courage de regarder en toi,"

Anouilh does not miss any of the awkwardness of man's
alienation in Marc's comments. Yet Anouilh conveys: the
idea that Marc felt he had tc return. His spiritual
feeling of inner peace is apparent once he has yielded

at last to this natural calling. Then his pride reappears
in the questions he asks the maid about his mother's
funeral. At the opening of the play, Marc speaks with

the arrogance of the young Anouilhean hero, dedicated in
his search for absplutes. His mother's compromises repel
him, and he deliberately and measuredly demands of her the
sacrifice of absolute honesty.
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dumbly and in anguish, he begs her to save herself in
his eyes. T7iis request is more a plaa for the
cooperation he so desperately needs of her, He can
recognize, however, in his mot'er a certain inherent
weakness, but as yet ne cannot excuse her. He must
rather blame her for his present problem, A pathetic
little character, she too is victim of this milieu.
Neither she nor her son chose to be there. Frantz
simply referred to the poverty of the former years of
his life: he no more than spoke of this fearful force,
the implications it wrought, and the sacrifice and pain
that inevitably accompanied it., Marc goes a decided
step further, and attacke a cause.

He knows she can do nothinyg about thelir poverty-stricken
and low=class position. Rather, he seeks comfort in the
fact that he has explained to his mother any conduct she
may interpret as reflection on her own nature. !iis
argument is that they both now make a stand regardless
of their low=-class conditioni

"quitte-le maman, quitte-le... Deviens une mére
comme les autres, maintenant que tu es vieille et

que 1'age te forcera bientot & ce sacrifice.(19)

He now wants her to make the supreme sacrifice whicn he
himself is making, in order for him to carry it out
completely. e has wrestled with the possibility of

marriage to Jacqueline being a success, and finglly has
rejected it. She has completely isnored his demands in

"laisse =le-moi, pour deux ou trois mois encore.
Meme si cela t'empeche d‘8tre hcurcux."(")

In fact, facing poverty without pride or honour, she is

ner turn,
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a more vulnerable victim than he is. She has not that
same strength and calibre that even the poor possess,
the sanctity they preserve against the odds so heavily
weighted against them. Marc says to her, "tu es vieille
maintenant, et tu ne l'aimes pas, j'en suis SUr ... moi
je suls jeune, je l'aime." But she does not grasp the
purpose of his comparison, and continues with her own
story. By the end of the first act, his mother has
summed up the action. Marc could never have wed Jacqueline.
He is of a different race from her, and he grows more
conscious of this as he listens to members of his own
family slander her following the death of his father.
Hypocrites themselves, they anger him.

He is in love with Jacqueline, but more than that, he is
in love with goodness, purity and virtue. And somehow
his mother, though morally degenerate, realizes the hope=-
lessness of this union with Jacqueline. Had Marc no
conscience, or, were he a Frantz, longing for material
competence and wealth, he might have been relatively
content., But Marc, in his awareness of the essential
differences which divide them, could never permit this
now., And though he wishes above all else to introduce
into his life something beautiful and pure, he cannot,
because she belongs to the other class. His mother
cannot accept this pure being into her life, to be a
living condemnation of all she stands for. Though
"happiness" is within his grasp, he, true to the Anouilhean
hero's ethics, turns against it, His declaration is
powerful :

"Je vous admire avec haine, Vous Stes tellement
belle, tout est si sale ici, si pauvre, si rat‘."(12)
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He tells Jacqueline that he, with his mother, killed his
father., She then asks, "mais qu'est-ce que vous dites?"
"Je 1'ai aidé, J'al préparé les chacpignons. Vous
untund.s."(13) Even at this stage, he lies, in order to
escape from the happiness Jacqueline has offered. He
continues, "Je ne sals, pas pourquoi, on ne sait jamais
pourquoi ici, allez-vouswcr, vous nétes pas chez

vous ici: Cette fois, enfin, vous ne pouvez pas comprendre
eee Jje veux rester icl dans ma crasse ... avec elle,
Foutez le camp, allez, foutez le camp.™ And he shuts
Jacqueline and &ll she represents out of his life.

Eventually, Marc must be seen as a loyal son. e is
stigmatized even more than Frantz. Harc's family bonds
are deep and sincere, and they transcend all nmaterialistic
values. ie is proud: o deny tnis world would be in
conplete opposition to nis inner purity: compromises

are no solution in nis eyes. It is his strong sense of
loyalty to his class that leads to masochistic thoughts
towards the end of the playt: he seeks a necessary outlet
in temporary flight from a condition to which he has
returned. Tnis confrontation involves considerable
anguish, not unlike that experienced by the conscience-
torn Hamlet. le loves Yacqueline, and respects her, but
when she stands between him and his duty towards & way

of 1life that was at one time so much pert of him, he
insults her, and bids her leave, Much and all that he
loathes his past, yet he cannot betray it without first
betraying himself. When he finally sees these two worlds
in juxtaposition, his choice is obvious to hin, His
final action proves he prefers, of necessity, to remain
a faithful victim of destiny, to seeking happiness in a
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world in which he does not belong.

In resolving his dilemma, Marc - unlike Frantz - realises
that his first love is his family., It is, in fact, pride
in his birthright that eventually and inevitably pulls

him back., Through Marc, the Anouilhean hero's idealistic
qualities and his need for absolutes are firmly established.

In the same year, 1932, Anouilh published Le Bal des
Voleurs, one of his most popular plays. In this play
Anouilh presents a sharp contrast to the gloomy reality
depicted in his works so far. For this play is written
in an entirely different vein: it is bright and super=-
ficial; yet beyond the lightheartedness Anouilh passes a
subtle comment on the society of his time. He grouped
this play, and several later ones, under the title,
Pidces Roses. Though this first play in this series is
not one of the four major plays in this thesis, yet it
does warrant mention because of the different light it
casts on the youth aspect, and on Anouilh's interpretation
of youth in a non-tragic play. The young characters can
be drawn out, studied, and then contrasted with the older
characters in the play.

The play is qualified by the author as a comedie~ballet.
Immediately, a bright, gay, somewhat artificial world is
encountered. Three thieves are introduced early in the
first act, Peterbono, Gustave and Hector. They are all
young, and of a lower socio-economic group. The nieces of
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Lady Hurf, Bva and Juliette are young also, and the
juxtaposition of the classes is made most obvious. There
is also a father and son financier team, who play a part
of considerable importance in tne dénouement of the play.
Here youth and maturity are successfully combined for a
time in the one operation: they have both their class
and origins in common, and, of course, interests. And
the theme is essentially that of youth, his cunning, his
thirst for the adventuresome and the daring, and the
inevitable encounter with romance.

Juliette falls in love with the robber Gustave, and in so
doing she rejects her hig: class values in favour of her
feelings for him. Youth chooses youth, in totsl disregard
for social decorum. There is an interesting parallel

here with Jézabel. First, youth puts feelings first.
Secondly, the attitudes of parent, or parental figure
towards adolescent happiness drequite different.
Juliette's aunt, in complete contrast to Marc's parents,
has Juliette's own happiness very much at heart. The
focus moves from tormented conscience~torn adolescents to
contented ones. The end is happy. And though the play

is 1light, full of charming dances and disguises, impossible
plots and other fantasies, some comment can be drawn from
the youthful situations and reactions. Lady Hurf presents
the contrast in her sadly realistic comment,

"Et ce qui est plus grave, je me rends compte
qu'entre cstte petite fille et cette vieille
femme, il n'y a eu qu'une solitude pire

-ncore.'(1h)

Juliette, on the other hand, seems {0 treat life lightly,
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never really stopping to realize that this attitude
merely disguises reality. She asks her cousin, "tu n'ss
pas neureuse? C('est facile, tu sais, pourtant, il n'y

a qu'a' se laisser aller," and Eva says, "Evidemment, tu
w(15) and yet,
despite their lighthearted approach to life, it is none-
the-less the young girl who triumphs here. To Eva, Lady
Hurf says finally:

"Elle est finie, notre belle adventure, Nous
nous retrouvons tous seuls, il n'y a que pour

es toute intacte, toute préte a croire,

ceux qui 1l'ont joufe avec toute leur jeunesse
que la comédie est réhsaie, et encore c'est
parce ou'ils jouai?n? leur jeunesse;, ce qui
16)

,
reussit touinurs,"

She accepts the fact that youth has triumphed in this
acting out of roles. The play is one of lightheartedness,
yet through the light-heartedness, Anouill does project a
serious image of youth's encounter with reality, and the
choices he must make., And through the superficiality of
their moods, comments, the young characters have merit,
and some indication of lasting qualities is apparent.

(1) Nouvelles Piéces Noires page .0
(2) ibid. 6
(3) ibid. 7, 8
(L) 4bia. 10
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CUAPTER III

Tnis chapter will state and explore the dilemma of Thérése
Tarde in La Sauvage, and will examine briefly one further
play Y avait in prisorier, the two appearing in 193L.

La_Sauvage developed points of protagonist dilemma
establisned effectively in the preceding major plays.

The conflict arising within an individual when he confronts
his past is an important theme here also. And this con-
frontation, which occurs at such a vital stage in the
protagonist's life, brings about the physical revolt and
the anguish which the title of this work well describes.
Further still, this play reaches into the depths of both
the conscious and the active human condition. Frantz
acted, and sou;ht to justify his act by argument, but he
was basically a man of actlion, a man not given to deep
philosophical thought. He ultimately saw but one action,
and acted upon it. Marc, on the other hand, was a man of
little physical action, except where it could somehow
assist in resolving his dilemma. Anouilh examines
through theatre the realm of the human condition, with
its every absurdity and complexity.

However, in La Sauvage, the presence of both the physical,
materialist Frantz, and the pensive Marc, expressed in

the attitudes, thoughts and behaviour of Théreése Tarde,

can be distinctly felt. She ies clever enough to think

when necessary, to reason when the situation warrants
thought, and to act spontaneously when she thinks she
ought. She is the most fascinating creature so far. She
is young, capable of great feeling, and a woman of delicate,
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sensitive and sympathetic qualities at those times when
she is herselr, and not a spokeswoman for a cause, Like
Marc, she can understand and transcend mere physical
awereness and recognize differences. Like Frantz, she is
aware of a deficiency in material possessions, And like
the poor mute Humulus, she stands, frightened and tongue-
tied before a society oi ever increasing compromise and
moral corruption. OShe combines all these and goes further.
The physical rebellion of Frantz and the moral rebellion
of Marc merge in the physical, moral and aesthctic revolt
of Therese. Finally, as a woman she widens the Anouilh

gpectrun,

Her revolt is the ultimate resolution of her dilemma

wnich from the opening act is clearly demonstrated.

The play introduces the tragedy of the young and the
predestined, Tlere is a decisive move away from the
earlier worlds of physical violence and corrupt action:
rather, there is in this play the poisoning of pure minds
by a corrupt environment. The aura of corruption is
counteracted by musical instruments, aesthetic rather than
violent - viola, violin, piano, libraries and the arts in
general - symbols of a purer but unattainable world.

Therdse Tarde is the daughter of a second-rate cafe
orchestra director and a mother of low repute. She is in
love with Florent, a rich young man and a successful
musician, who finds everything easy, and has never wanted
for anything. Instead, he has lived a sheltered and
conterted existence, with happiness a mere passive state
in which to exist. He appears to have, however, little
deep sensitivity or empathy. He is presented in sharp
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happy marriage with Florent, because she is young, because
this seems so obviously ideal. Then, gradually, she
moves into the centre of the dilemma, G5ie finds that
her love for Florent is affected by the attitudes of
others towards it. Her parents cannot wait to get hold
of his money, and even her best friend advises her to go
for what has best "re-sale value". Then, in 2 blinding,
realistic revelation, she finds that she is = ruch a
part of this horrid, sordid intrigue as are her parents
and her friends, even though she, like Marc, may have
believed and felt that she belonged almost entirely to
another world, But for ier, cs for tiare, to disown this
past completely would be a betrayal both of then and of
hier own immer purity, prized (sbove all else) by tne
Anouiliiean herces snd heroines. Any slight to this world
would be a sullying compromise., Irom the outset, Tierése
appears young, impulsive and determined in her ways. So
smeh so, that from the opening scenes onwards, there is
never a doubt thiet Théreése is "La Sauvage". Another
marked characteristic mnaking up the complex whole of hLer
being is, as again Anouilh makes clear from the beginning,
the honesty snd frankness of her comments. It is these
seme qualities that enable her, finally, to return from
her escape into illusion back to the confrontation with
reality. So a progression is made in the battered world
end soul of Thirese. At the beginning of the play, we
see her as the spiritually and physically battered victim
of destiny. Yet she is at this stage relatively unaware
of her reel situation: soon, avare of her dilemma, she
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grows perceptive and afraid of the social condition into
which she was thrust at birth,

In the first scene of Act I, Thérese is laughing with
Jeannette in a small café, mediocre and pretentious,
and she says to her, "S'il veut m'@pouser, tant mieux!
$'11 ne 1e veut pas...*'!) From the beginning, she, so
adolescent-like, lives in the world of positives. It
has never occurred to her that this might not be realized.
She leaves the alternative statement unfinished. Gosta,
the pianist who loves Thérese, confronts her father openly
and frankly:

"Il y a assez longtemps que vous essayez de la
vendre 2 quelqu'un, il  f&alleit que cela
réussisse un Jour ou l'autre. C'est une gossel
vous lui avez fait miroiter l'argent qu'elle
pourrait avoir, un argent dont elle n'a eme pas
envie, parce qu'elle vaut mieux que vous, vieux
d‘bria.“(z

The world Thérese has lived in for so long is well depicted
in these comments, She replies to Gosta, nevertheless:

"Tu ne sais pas ce que tu dis., Personne ne m'a
forcée a 1'épouser., Je l'aime. n(3)

For she would rather the man she loves were poor - an
interesting contrast with Frantz, and an interesting
parallel with the Jacqueline and Monime type. Thérese
says to Jeanetite:

"§'i]l Gtait pauvre et malheureux, c'est drGle,
11 me semble qu'il serait davantage a moi. n(l)

Jeannette counters, "Des malheureux, tu en trouveras
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(5)

d'autres ne t'in quidte pas.,"

That this comment could come from one reared in the sane
family and milieu as Thérése, certainly places Thérese

among the Anouilhean heroines., Her attitude is so different
from Jeannette's, and her parents'. Thérdse, disappointed,
simply adds:

"Toi aussi, alors.

Va-t'en, va-t'en! Je ne veux meme pas te répondre...
Mais qu'est-ce que vous croyez tous? Qulil est une
machine & vous faire gagner de l'argent, qu'il faut

que je ne pense qu'h son argent?"

She does appear very sincere in her regard for Florent.

And here we see her first physical revolt. ©She confronts
wildly the accepted behaviour of a particular environment,
with her own absolute argument. To her father, she says:

"Mais on ne peut donc pas cesser de s'en occuper

une fois de cet argcnt."(?)

She loves him for himself, and all his wealth seems odious
to her. It is this wealth and the material life associated
with it that awakens her to her great revolt, for already
she has seen that, firstly great material differences
separate them, and secondly, spiritually, their whole
lives have been based on different values. It will be
this essential class barrier that will jeopardize her love
for and her future with Florent, Just as Frantz grew
progressively anguished in his search for material wealth,
so Théreése grows progressively anguished in her search for
an escape from materialistic society, taking with her all
her small, exquisité, aesthetic beliefs. Her father tells
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heri

"Ne fals pas la sotte, tu es aussi commerg;ante

que moi. n(6)

He knows this hunger is like some innherited disease, with
which she too is inflicted. She has now reached the stage
of a conscious perception of all those about her, of their
appearance and more so of their moral values. As an
Anouilhean heroine, she is to revolt and to live out the
rules. Prior to this discovery - actually brought about
by this first revolt - she seems to have been relatively
content in her blindness to her condition, and her
ignorance of anything better. Her sister Jeannette is

the first vehicle for these revelations, being enmeshed

in worldliness, Vie can see her rather as a mere Beauvoirien
"aubtrui®, similar physically to Thérdse, but there the
resemblance ends. The older victims have accepted this
condition now; they merely continue to act out thelir
roles.

But Théreése, unlike them and Jeannette, is of a different
calibre. Florent tells her, referring to ner comments on
her mother's behaviour:

"Oui, Thérese, mais cela a si peu d'importance.
Nous effacerons tout cela. w(9)

Iittle does he realize that the very impossibility of
effacing this inherited disgrace makes it so lethal and so
tragic. She adds:

"Vous croyez que vous pourrez?
Mais ne soyez donc pas si fier de votre force, si
sur de vous!"
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He certainly admires her, but he just cannot accept her
dilemma. He says to hers

"Comment une fille, comme toi, si libre, si

fiere, pourrait-elle 8tre atteinte, une

minute, par une histoire d'argent?“(1o)

Thérése asks him if he is ashamed because of her family.
She informs him that she, unlike them, is not happy.

Jeannette lacks the depth and insight which enable

Thérése to perceive another world, and to escape into

it. Her second deliberate act of revolt is the throwing

of Florent's money to the ground before him, She has

tried to show them she is no longer like them., She watches
them, and loathes the way they all stand round, waiting

to pounce upon the precious small pieces of gold. Florent
could never understand how significant this outrageous

act of refusal is, nor how very vital is this second
personal act of revolt against every value held dear by

her parents and their life style. She cries out to Florent:

"Corme tout est simple pour toi. Je suls toute
froide de honte et tu joues un joli jcu.“(11)

She then regards her parents objectively:

"Regardez~les tous les deux. Cela leur fait mal,

ces billets par tcrrn...'(12)

She peuses = then states:

"Je suis une imbécile d'avoir commencé. Moi aussi,
malgré moi, cela me fait mal cet argent par terre.
J'ai voulu faire la ti)re, mais je mentais... A
genoux, 3 genoux. Je dois les ramasser & genoux
pour ne pas mentir, je suis de cette race.”
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She is still one of them, but she will try again in the
next act.,

In act II Thérese stands outside her own small world for
the first time. The setting is luxury. This is the

world of Florent, and it is a bright, smiling, happy and
successful world, where people live in total ignorance of
the poor, miserable lives lead elsewhere. Thérese moves
deeper in her period of perplexity. With her father she
is about to confront realities. He is so much in contrast
with her in that, now, he simply exists and accepts, and
consequently enjoys. He is totally oblivious of the social
agony and anguish she is enduring.

"Crois-tu que si j'étais venue ici avec 1l'intention
d'étre heureuse j'aurais insisté pour t'emmener,
papa?"(w)

She has an heroic plan of action. Iler pride for what is
her heritage will now help her to confront Florent and all
he represents. She tells her father of her revolt and he

asks: "Contre qui es-tu révoltée?"

She ansvers,

"Tout ici est avec lul, contre moi-'(1h)

And this further deepens her purpose to revolt and escape
from it all = back to her own race.
"Malin d'arriver ... comme une vraie fiancée, sans

hetite et TEeeite. 12!

Her shame and her revolt are her inheritance, and duty
demands both, So she reveals to them much of what she
has harboured within her for so long. She cannot blame
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him for not being poor, but she must know he is listening
to everything she has to say, &and that she must remain
feithful to herself.

"Tu ne sais rien d'humain, Floreat ... Ces rides,
quelles peines les ont donc traces? Tu n'as
Jamais eu une vrale douleur, une douleur honteuse
comme an mal qui suppure ... Tu n'as jamais hai
personne, cela se voit & tes yeux, meme ceux qui
t'ont fait du mal.

"Comme tu es sur de toi! Comme tu es fort!

"u n'as jamais et§ laid, nl honteux, ni pauvre ..
Moi, j'ei fait de longs detours parce qu'il fallait
que je descende des marches et que j'avais des

bas troués aux genoux,"
He replies:

"Je n'ai jamais &té pauvre, non, Thérese, wais ce

n'est pas ma faute."

"Tu es un riche. C'est pire. Un vainqueur qui

n'a pas combattu.“(16)

More than Florent individually, she is blaming the social
class he represents. Nothing personal is meant; but she
could never have really lcvec him again, after having
fully revealed to him all he still represents and always
will, in her eyes. They try to leave, but Florent
continmues the discussion and Therese reveals more of her
sad past. She cannot believe she has so touched Florent,
when she thinks she sees him crying - she cannot believe
he is capable of such feeling:

""Ty pleures a cause de moi? Tu sais donc pleurer?



"Tu n'es donc pas toujours sur de toi?"
®"Aie besoin de moi pour que je ne souffre pas trop.“(17)

In a final act of hope, she persists. Her hope is both
physical and spirituel. In &all her youthful desperation
for a dream she knew could never materialize, she cries
out to her father:

"Oui, je reste, moi, et je n'ai pas honte et je
suis forte et je suis fidre et je suis jeune et

j'al toute la vie devant moi pour Stre heureuaol'(18)

And she sinks into an impossible dream for the next few
scenes - knowing, surely, that she will have to revolt
once more, in order to regain reality and fidelity to
herself,

She is now living her predicament., Her whole problem is
no longer in the realm of thought, but is rather a reality.
Yet despite all, she is brave and proud still. Youth and
hope rise to accept the challenge. She sends her father
away and chooses to stay for a short time in this other
world. In her desperation, she is almost ruthless towards
him:

"Je suis heureuse parce que tu vas t'en aller tout
seul, papa, avec tes deux valises de carton,
parce que je me suls enfin détachée de toign(19)

Act III presents the physical result of her moral choice.
She is shown being fitted for her gown. She has tried to
let him understand what she i1s by revealing to him all her
past, and her hatred of hypoecrisy and of the compromising
influences of society. This act is the most concrete, and
values now take on a very physical form, The world of
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different, and so materialistic, Florent's sister, Marie,
says1

"Passer deux ou trois ans de l'autre cBté du

Channel: 4l n'y a rien de tel pour faire
conna?trc la vie 3 une jeune fille. "(20)

Thérdse knows of much harder, more painful ways of
understanding life. These people think so vers differently
from her, and it is only by actually living in their

world with them that she cen grow completely convinced

of what she must do, in order to remain as honest, faithful,
dutiful and en Antigone, as she knows she must. To the
snall kitchen maid, Léontine, Thérdse says:

o ]
"Je te demande pardon pour ma robe, Leontine, L21)

Théreése feels for this small maid, and, in a way, befriends
her, seeing their cause as one and the same. She reveals
her dilemma now,

7¢ Hartman, a close friend of Florent's, smiling sadly,
she sayst

"J'ai tant crié! Oh! ces six jours, ces six
horribles jours ... Quelquefois, dans moi, c'Etait
comme un cheval qui se cabrait...

"Il s'est sauvé, Il court. Il est loin d&ja ... Il
ne faut pas le regretter, c'était siirement une
mauvaise b’c‘to.'(zz)

This rebellious movement symbolised by the horse was her

natural self breaking through soc¢cial influences and
hypoerisy, escaping from an almost unbearable situation,
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She did not belong here, but had to remain a short time
even beyond this point.

She tells Hartman that she is trying to understand him,
and more, that she wants Florent to understand her,
Hartman does not understand her either, and he interprets
what she has said in the exact terms against which she is

revolting.

"Ne dites pas cels, Thérése. C'&était un hon
cheval, fier et noir, magnifique ... Mais il ne
faut pas regretter, non, de l'aveoir laissé se
sauver, puisque ctétait le prix de votre bonheur,
Ce sale bonheur qu'il voulai? g?ir de toutes ses
2

forces,  vous vous socuvenez?"

This happiness still seems the sare = and she does regard
it as a false life, "Mais c'est une comédie &trange, leur

bonheur!'(Zh)

It is Florent and his attitude that convinces her, Even
Florent, who loves her, does not need her, He has every-
thing. So she chooses to take the other alternative -
where she is needed - which lies in the duty she owes her

owWn race:

"T1 est sur de moi conme de toutes choses ..
Moi qui suis si peu sire de moi, pourtant,"

Hartman says he loves her; she continues:

"Je veux le croire, Hartman, je veux le croire
de toutes mes forces = mais cette larme qu'il
a versée sur moi et que j'ai cueillie au bout
de mon doigt ... Elle s'est séchée et maintenant

je n'ai plus rien «e¢¢"
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"Hartman, il n'en a méne pas besoin, de mon amour,
il est bien trop riche!l ..."(25)

Shie has returned to reality after riding the high crest
of the wave of disillusionment, in believing Florent
really needed her. Their interpretations of "need" were
entirely different, and Thérese did not allow for this,
Hartman tells her:

"Laissez-vous aller. Vous finirez par penser 3
leur mani%re.”(zb)

which is exactly the compromise even of thought that
she can neither afford nor accept. Little does he
realize, she could never do this., She would hate herself
for ever for this ultimate yielding to forces outside her
own world., She suddenly perceives a clear way of por-
traying to him this ultimate sacrifice:

(27)

"Mais c'est un peu comme si on etait mort ...

To continue to exist in a meaningless world is like deatn
in her eyes. She sees what living here would entail, or
rather, what it would not entail. This existence with
Florent would be totally selfish and pleasure-seeking,
with never a thought for others:

"Ce qu'!il faut, c'est ne jamsis penser qu'il y en

a d'autres qui vivent, qul se battent, qui mlurent...'(za)

Her sense of personal duty stands in direct contrast to
this aimless superficial existence which never touches
reality, and implies a 1ife of hypocrisies and illusions.

Her father returns with news of her mother's death., His
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her own past., G&he can understand how Gosta must have
felt:

"Wous ne le savez pas, vous autres, mais tout au
bout du désespoir, il y a une blanche clairidre

ou l'on est presque heureux."

It is in this region that she is at present. Her father

comments:
"Un drole de bonheurl"

"Oui, papa, un drole de bonheur, qui n'a rien
de commun avec votre bonheur & vous, Un afireux
bonheur. Un sale, un honteux bonheur.,"

s L) ~
"Mais je n'en veux plus, .. j& Veux etre heureuse

comme les autres!“(29)

She desperately wants to be happy - but not with her
father « yet she knows this is where she will inevitably
1uCe She revolts again, mentally, against her father and
Goste, and both revolts symbolize her youthful struggle
for purity and absolutes, which she cannot however
recognize in either of them. But here, and here only, she
can find her own cause, ler duty, her flesh and blood and
her race. Yel, because she is young and impulsive, she
still revolts against her father and Gosta, because they
have both accepted the compromising and corrupting
influences of this same scciety:
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"Vous Stes laids, vous €tes sales, vous €tes pleins
de sales pensées et les riches ont bien raison de
(30)

passer vite a cOté de vous dans les rues."
And Gosta, meekly, answers:

"Je comprends maintenant qu'on n'aurait jamais
di revenir te montrer nos sales ﬁ:tea.'(Bt)

Because she is young, she finds this anguish virtually
impossible and bursts out, "laissez-moi, dites, laissez~-
moi", In a way, she assumes a universally significant
role. She represents youth, hopeful, searching for truth,
purity and absolute values and, because she is young,
believes no revolt is too difficult to reach these ends.

This act ends with Florent practising on the piano, as
happy as ever, while Thérése - who pretends to listen
from the garden - slowly makes her exit from his world:

"Oui, mon chéri, va vite jouer ... Tu en meurs
d'envie, je le vois & tes ytux."uz)

She has accepted the fact that they are products of two
different worlds. He is caught up in his world of travel,
sport, music and of complete self-sufficiency. She must
return to her own world, where her true self has been all
along. She finally says, wistfully, though far away from
hims

"Tu comprends, Florent, j'aurai beau tricher et
fermer les yeux de toutes mes forces ... Il y aura
toujours un chien perdu quelque part qui m'empéchera
d'etre heureuse ..."(33)

The young heroine had rejected the evil and corruption of
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a sinful, compromising adult world, for one she believed
would be less corrupt, only to discover there a complete
lack of authenticity and, furthermore, that being there,
her own sense of personal loyalty nc .longer existed.

Florent tried to make her realize that the sins poverty
forced her to commit are forgiven by her entry into this
new world, but Thérese cannot accept this. Her father,
who was with her for most of the time spent in her
fiance's luxurious house, serves as her constant reminder
of the poverty into which she was born. She could not
bear him to leave until she weakened, briefly, and after
having decided to give happiness a chance, ordered him to
leave. Then she revolted against the world of compromise
and against the people who existed within it.

In Thérese we see much of the personalities of lumlus,
Frantz and Marc, She is frightened and often speechless
before the awesome world of adult responsibility, like
Humulus, poor and in love with a rich person; like Frantz
and Marc, she is filled with a sense of duty to a race
which, so often repulsive and corrupt, is none-the~less
the one to which the protagonist must remain loyal.
Anouilh, having progressed into the world of Thérese, is
now ready to explore it,

She is, further, very proud. In this respect she is the
first of the great Anouilh "orgueilleux!s . Her pride
causes her revolt against her background, and then her
revolt against the same highe-class world of compromise
and corruption, back to her own race. She belongs heret
realizing and accepting it, she says to Florent simply:

*Je suis de cette rm"(m)
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Florent cannot possibly understand her tragedy, nor free
her from this feeling of union with her own world, nor
from the circle of real sorrows that surround her past
1life, and holds her trapped within, Iike Ruth in Keats'
Ode she stands "in tears anid the alien oom".US)

Thérese is, like Ruth, spiritually sick for her true

home., She has left it and revolted against it, only
because initially she was searching for a world of
absolutes, utterly beautiful, rather than the ugly reality
and the necessary compromises she saw in life about her at
home, She carried on her own small shoulders the burden
of a race.

The last impressions given in La Sauvage do point to a
more hopeful future, once the protagonist has returned to
the point of origin and to the possibility of a new love,
back home, The final lines seem rather to point this way.
Thérdse has become the Anouilhean spokeswoman, and she
assumes also a certain prophetic quality in her mature
final resolution,

Y avait un Prisonnier is an interesting study as regards
the youth aspect in that here we move with a character

who has just returned, after being imprisoned for 15 years,
to a situation and atmosphere he left when he was still
young. He returns to a world objectively, after having
left it subjectively. Consequently, he is now struck by
the hyproerisy and artificiality of the lives about him and
also by the fact that, had he remained with those who
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formerly were in his social group, he would be leading a
similar kind of life to theirs. His friend Marcellin
tries to answer his questions on how he has spent these
last years but he can think of no definite answer:

"Ca passe plus vite que tu ne le crois et tous
les jours se ressemblent +.."

to which Ludovic replies:

"Mals la vie se réduit donc & des mots, pour

des homaes 1ibres? Mais tu as tout de meme
fait d'autres voyages, J'imagine, sans bouger

ta peau. Des voyages au fond d'un €tre, au fond
d'une foule <.+ tu as vécu libre au milieu des
auires, c'est un voyage pour chague jour, ga?

"eee Pas un amour, pas une haine? Pas un
enthousiasme pour une idée ou pour un etre?"

Ludovic has still the vibrant life enthusiasm of the youth
he was when he left. HMarcellin, on the contrary, h=s aged,
and has been victim to and influenced by the compromising
soclety Ludovic has escaped,

This play, though short and by no means among Anouilh's
important works, does contribute to this thesis, in that
it emphasizes the physical effects of life. The man
returns, till now free from the corroding compromises of
life, and he can see all too clearly this physical and
spiritual corrosion, which all those about him can neither
see nor sense. Thus, wihile not a major work, Y await wn
prisonnier warrants mention in this cellection of youthful
studies.
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GHAPTER IV

This chapter will survey those works appearing after 1935
until 1942, in which year Antigone was written. Bach can
be seen as a further development of Anouwilh's portrayal

of youth, and those points presenting and furthering the
youthful dilemma will be analysed in this chapter. All
four plays emphasize Anouilh's concentration on youth at
this stage in his literary works, and prepare in different
ways for Antigone, in which threads of all these contributing
works can be seen, woven together. Also, each work can be
regarded as distinctly apart from the others, not only in
content and character, but also in theatrical and tech-
nical device. These plays are Le Voyageur sans Bagage
1936, Le Rendez-vous de Senlis, Léocadia, 1937 and
Burydice, 1941 which is the immediate precursor to
Antigone, 1942. However, only the first and last afford
any serious comment on the youth aspect, and on the
presentation and explanation of youthful problems. The
other two plays, Le Rendez-vous de Senlis and Léocadia are
plays of a much lighter vein, and are grouped mmong the
Piéces Roses. They all, essentially, involve a theory of
escape from both the past and the present, into a world

of fanciful illusions.

Georges, the young protagonist in Le Rendez-vous de Senlis
has invented an ideal world present and past, to conform
with the illusionary ideal he has always imagined. To
carry out this dream, he leaves the designing woman he
had married because of her money, and rents a country
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house in order to recelve his new girl friend, Isabelle,
as he pleases. In reality, this symbolises 1life the way
youtn wants it, because it is nothing but George's
youthfulness that has caused him to revolt sgainst the
life of mediocre luxury into which he has merried. To
counter this real world, which he has come o loathe, he
has invented the ideal pasti, which is of course ideal to
tim or to a youtn, and into tnis ideal past he has
established his ideal family.

An interesting point here is that Georges, in his ideal
world, no longer sees himself e&s a husbhand, but as a
young man, once again, home with his parents. Anouilh
nas let youthful illusions materialise for a brief time,
and Georges by living out this illusion gives some idea
of tue family life he has never had, and which he has
missed. le nas even hired an actor and an actress to

act out the roles of nis ideal parents; but nhis plans go
awry, and unforeseen complications, with which the world
of illusions cannot cope, arise. His dilemma arose after
he had realized his mistake, which was that he had
regarded money as en answer, Then, he saw all that money
could not give hiin, such as a happy fandly life and
authentic values. And in order to show lIsabelle that he
realized the great lmportance of these two essentials,

he created an illusory world, and took her there. In
doing so, however, he soon realizes that this escape can
neither last, nor has it delivered him from his predicament.
His past, aleo, cannot be changed by any present, fanocifu)
arrangements. It is only in facing reality that Georges
can ever find a solution. lie must face himself{ honestly,
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and he rust be true to himself, and to his own world, if
Lle wants others tc accept him fully, He must leave benind
him, with his youth and youth's illusions, the game he
has played for =0 long, sc that with maturity he can learn
acceptance, Tlie message of this allegorical work can be
seen &s youth having to accept realitiez, forsaking the
drean world. Ouce he has reached this poini of self-
knowledge, and of knowledge of realilies, he can encounter

further experience with strength and incentive.

Leocadia has a similar theme. In this play, the past
once again plays a role of considerable significance. The
prince, one of the main characters, uas been living in
the past, trying desperately to relive the three days he
spent with the actress Léocadia., This dream world ended
on the tnird day when she accidentally strangled herself,
Since her death, e has done little other than to try to
corpletely relive those days spent with her. The Duchess,
his szunt, instead of trying to jolt the boy back to the
real world, discovers Amanda, a humble seamstress, who
bears a considerable resemblance to Léocadia, and brings
her to their home. And it is Amanda who opens to the
audience the dilemma of tie young prince. She finds that
he never really was in love with Léocadia, and that
rather he was in love with her ability to transform his
hitherto meaningless, soulless existence. Amanda takes
this change a step further, and she proves to nim that
even Léocadia, mucl: as she had changed his life, was
herself a mere shallow being, a symbol, and that rather
she, Amanda, is alive and concerned for him, and can offer
him life and happiness. She forces him into the real
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world of the present:

u5'i1 vous pla?t, ne vous debattsz plus dang ce
réve ou tout vous échappe. C'est le matin,
maintenant., KRegardez comme le monde est glein
de chioses slires autour de nous, de fleurs qu'on
peut sentir, d'herbss qu{?? peut prendre et

"

froisser dans sesmainz,

She, also young, has been able to bring him out of the
world of appearances, back into that of reality. She is
a spontaneous, pure and authentic character who has
replaced the symbols and illusions of his former life.
This play 1tself can be taken as 2 highly symbolic one, in
which the Prince, Asands and Léocadia zll play very
sybolic roles. The décor, even, plays a central part

in conveylng Ancuiln's ideas.

In the third play in utnis group, Le Voyageur sans Bagage

the tone becomes imneaiately more serious. And as the
plot unfolds, Gaston's dilemma becomes more and more
symbolic and tragic, whereas in the two former plays the
world of illusion could cnange into an acceptable reality,
Gaston's problem involves a very cruciel choice. He
could be seen rather as a victim of an unnatural force,
since he has lost his memory. Rather than being caught
in an inescapable illusive world such as those of the
Prince or Georges, Gaston is trapped in a world of
frustrating anguisn., In this state, he quickly grows
angry when his past is brought before him. Prior to
this he has forgotten all his pasi, and when he sees or
hears what this involved and the effects of it now, he
prefers not to know of it. He discovers the truth,
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finally, but reveals only to the child what he knows to
be anis rezl identity: he prefers to live out the present
in nope, rsther than continue to exist ae his past and
environment dictete. For tnis reason, ne prefers to

suppress his knowledge of hls past.

Through this man, Anouilh illustrates how great an
emphasis society places on heredity, and how society
must have this knowledge in order to successfully
categorize individuals. A further esnential difference
between this pley and the former two is that Gaston is
rnot an adolescent character, and he could well be excluded
from this study, wnich is focused upon young characters
and their dilemmas. However, Gaston does indirectly
efford us some comment of considerable importance on the
youth aspect. For Gaston leaves the world of conscious
man as a youth, and returns later and older to tnat same
world totally unafiected by the corrupting influences
society breeds in those years between youth and maturity.
In this way, he returns as youthfully néive and innocent

as he was some fifteen years before.

And his youthfulness, when he left for the war, is empha=-
sized. At the opening of Act III, he is looking at his
old room and he is told, "tu @étais si jeune, Jacques,
quand tu es parti!'(z) Gaston cannot understand how his
brother can still welcome back this villain. He asks hims

"5t puis comment pouvez-vous souhalter de le voir
revenir, méme vieilli, meme changé&, entre votre

ferme et voua?'(B)

To which Georges auswerss:

"Qu'est-ce que tu veux, meme si c'etait un assassin,
il fait partie de la famille, sa place est dans la

famille."
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Gaston must then cioose. There are advantages in
belonging wo a family again, put also in remaining an
isolated, unhindered being. OUn tae one hand, he can
choose nis present isolation, with neither incriminating
past, nor youtnh, nor family ties, or cnoose a new present
with a sense of commitment not only to past actions and
hls youth, but also to a present, which places him back

in the midst of a fauily. In this wev Gaston can be seen
as a significant figure in the study of the youthful
characters, His life as a youth had only begun when there
came a void, during his loss of memwory, so that in this
sense he has had no youth and can but know of its effects,
none of its joys.

The very absurdity of past, youthful grudges can be keenly
sensed, when brought up later in conversation. Wwhen his
mother reminds him of the cousin he nates because of the
logarithm episode, Gaston remarks:

"corme c'est plein de choses agrésbles, un passé'...
je suis mort & 18 ans, sans avoir eu ma petite
jole, sous pretexte que c'@tait une bétise, et
sans que vous m'ayesz reparlé."

He represents the young man, grown older, who, perhaps
significant of his times, wishes to be accepted for what
he is, or for what he has made himself, lis mother says
to him further on, "tu me parles comme autrefois", to
which he replies "je n'ai pas d'autrefois, je vous parle
comme aujourd'hui". It is a certain youthful simplicity
of 1life and purity of motives that Gaston wishes to
recapture and maintain. He has returned to see what his
youth would have been, and what it would have made him,

Quote: p. 335
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had he stayed there. Yet, by listening and observing,

ne cannot help but strike the audience as being there, but
in a vacuum, as it were. At the end of Act III, Gaston
revolts against all their planning in a desperate bid for
something real in his life,

"Moi, Moi., J'existe, moi, malgré toutes vos
histoires ... Vous avez parlé de la merveilleuse
simplicite de ma vie d'ammesique tout a 1'heure <.«
Vous voulez rire., Essayez de prendre toutes les
vcrtusih‘;oua les vices et de les accrocher derridre
"

vous,

which sumsarizes his condition. He has returned spiritually
if not physically youtnful, and with his young, uninfluenced
ideas he can maintain a youtnhful outlook on a corrupt and
easily influenced society. His ideals are still strong

and pure, and tais very complacently mediocre society

repels him, He presents his state quite succinctly:

*Imaginez que, pour vivre, il vous faille plonger a
jamais dans le néant un jeune homme. Un jeune
hommne de dix-huit ans ... Un petit orgueilleux,
une petite fripouille, mais tout de meme ... un

pauvre potit..'(s )

Valentine asiks him if he is aware of what he is doing, to
which he replies: "Oui. Je suis en train de refuser mon
passé et ses personnages - moi compris ... je vous refuse. n(6)
And he continues to present his case as being both unique

and privileged. lie says:

"Je suis sans doute le seul homme, c'est vrai,
auquel le destin aura donne la possibilité d'



accomplir ce reve de chacun ... Je suis un homme
et je peux €tre, si je veux, aussi neuf qu'un
enfant! C'est un privildge dont il serait criminel

de ne pas user. Je vous refuse.,"

Finally, he reaches a conclusion, He has chosen youthful
absolutes in a world where he hopes to be able to continue
to live out his own values.It is from all the compulsion,
imposed by a materialistic society, that he must escape.
He has seen the world of the others as but a platform, and
their actions as mere roles. He can, for once, align
himself directly with another human being when the small
boy asks him the way to the small room where one can find
peace. The boy suggests action, in order to find this
place, Yet it is this small piece of spontaneous,

sincere advice which at last makes sense to Gaston, In
this small child, Gaston has found an answer. He has
discovered a young need, which only he can answer, and he
senses & feeling of necessity and of meaningfulness. And
finally, holding the smsll boy, he can confront the past,

"Laissez-moi seul avec ma famille z il faut que
8)

nous confrontions nos souvenirs."

This work, Le Voyageur sans Bagage marks too some further

developed thought in the theatre of Anouilh. For the first
time, Anouilh depicts a man who disregards the past in
favour of a present which will be both spontaneous and

pure of motive. The world of childhood alone seems to

be able to induce Gaston back to life, He has broken the
tie with the world of inevitable physical conditions. So,
though no longer very young, Gaston must play a considerable
part in Anouilh's fuller portrayal of youth and youthful
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characters, in that Gaston looks back with greater
clarity on his short youth, its'lost opportunities, and its

ever inevitsble abuse.

Eurydice, written in 1941, marks firstly a definite
progression from reality into the world of fantasy and
myth that will lead on to Antigone, Secondly, Anouilh
can, within this new sphere, comment on the eternal nature
of youth's hopes and desires, The setting in this play is
a railvay café, quite different from the usual low-

class family settings of La Sauvage and J§zabel, In the
characters of Eurydice and Orpheus, youth confronts
destiny - but cannot quite accept destinmy's full implications.
Youth escapes the consequences of the human condition
because it has considerable difficulty in mustering the
strength necessary to face up to it. So, like many other
young Anouilhean characters, they escape into fantasy, and
try to play out their roles there,

The principal characters will encounter and will ultimately
accept destiny, which, for the first time, plays a role of
considersble immediscy. The presence of this externally
determining force is keenly felt from the start, when the
two protagonists first meet. Later, destiny is still to
the fore in the guise of Monsieur Henri. He is always
there, by means of an "eye-of-0od" technique, and his
statement, to be strongly re-affirmed later in Antigone,
is that death alone is totally pure and totally absolute,
if encountered for the right reason - to escape. t:ie
corrupting influences of a mediocre seciety. Death, there-
fore, is here for the first time depicted as being far
preferable to a life which is neither pure nor absolute.
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And the quandary of the two young protagonists in Burydice
takes its source from this very contingent dissatisfaction
with life. Orpheus, before the return of Burydice in the
last acts, wanis back a pure, =2bsolute Burydice, or else
death,

Thelr velues in life have been quite different; both are
from the same low=class background and because Orpheus
could be seen as having a higher set of values than she,
their essential differences must be moral rather than
environmental, She appears to recognize in Orpheus as
soon as she meets him a sincerdity and a warmth of feeling
which she has never encountered. Young, spontaneous, she
appeals to hims

"Qu'est-ce que je ferais, moi, toute seule sur la
terre, comme une idiote, si vous me laisslez?

n(9)

Jurez-moi que vous ne me quitterez pas,

From the beginning she is insecure, and eager to clutch
at friendship. And while she takes all so very seriously,
Orpheus seems to toy with ideas. She continues:

"I1 faudra me tenir la main tout le jour ... Jje
vous seral toujours si fidéle, si fiddle veon(10)

all of which reflect her sad upbringing. And when
Orpheus asks her "Qui Stes-vous? Il me semble que je
vous connais depuls longtemps", she appears to him to bs
but a sorrowful symbol of all those shadowy faces one
meets but does not know,

The first time they meet, destiny inflicts death on a
bystander, who falls beneath a train. Then Monsieur Henri,
Destiny's spokesman, moves into focus and says:
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"Je vous Scoute depuis tout & 1l'heure., Un beau
jeune homme et une belle jeune fille! et préts
& jouer le jeu sans tricher, jusqu'su bout.."(“)

M. Henri represents not only destiny but age and maturity

as well. Burydice represents, on the other hand, youth

and youth's every whim and caprice. Not presented as

either strongz or inspired, she appears rather iimid,

yet wilful, and full of youthful hopes. Her somewhat
ehallow initisl presence takes on a deeper, more significant
reality with esch of her actions,

The action of the play takes place the moment another

world is opened up before both young characters. The
worlds of both older people and of the past are immediately
excluded, and they give each other the chance to live out
their futures for a short time, in a vacuum, which beconmes
their "reality", peopled by youth only. In the second act
the action within their own small world begins, The setting
is a small provincial hotel syoom. OQut in the world they
had considered themselves alone, regimented and never
content with themselves., Now, together, they have youth

in common and consider themselves powerful, "Nous sommes
terriblement plus forts que tout au monde, tous les deux! a(12)
And the fact that they have known each other for only

one day further underlines ycuth's great iniluence over
youth, Orpheus can see that spontandity is typical of
youth, and he admits that this love cannot be but
infatuation, but Burydice still evades reality and begs

him be quiet. In M, Henri, she has met one force from
which she camnot escapet

"Alors, toute notre vie, ce gros homme sale et



content de lul fera partie de notre premier jour?"

and he answers, "Toute notre \rio"..(13 ) The dilemma of
Eurydice begins to take some form, "tu es sur qu'on ne
peut pas tirer les mauvais personnages et garder seu=-
lenent les bons?" Though they are both young, Orpneus
seens considerably more wmature than she is. ier actions
continue to reflsct youthful ilupulse, and youthful
ignorance. Iurydice has, in fact, fallan victim to the
traps and enticements of youth. She is still easily
impressed. ihen the walter leaves, she says to Orpleus,

"Tu n'as pas rmrqui qu' i1 me regardait tout le
tePs ooe Ol §lainals sdeux 1'autre ceede la
Comédie~Frangaise. o(14)

The waiter tlien reappears with the letter which will end
this temporary, idyllic sscape. Eurydice is then plunged
back into reality, where she remains until the bus accident
in which she is killeds Then, reality once mere gives

way to fantasy, only this fantasy is that cof the super-
natural world. She now sees herself as being trapped by
destiny perhaps, wherees in her past life, though it was

so superficial and lonely, she felt free; now, she can
feel free only when there is silence, or some lack of
compunicating of thouigits.

"elquefols tu te tals et je crois que je suis
libre comme avant, Je tire sur mon fil de toutes
mes forces pendant une minute. Mais tu recommences
a parler, le fil s'enroule sur la bobine et je
m'en reviens vers mon pidge, trop heureuse ..."

And Orpheus comments:
*Tu es un petit serpent qui se demande trop de OhOﬂlo'(‘S)
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He tries to reassure her, but somehow she cannot accept
his love,

"Tu es un trﬁitra”, she tells nim, "Qui, mais tu
m'as peut-etre crue une autre ... mais je ne

t'al pas dit grand#choae.'(16)

She is terrified of his finding ouv about her past, and

this fear conditions ner conduct towards him, She is
constantly on the alert, never really herself but continually
eriving to live out this illusion. ter fear then carries
through to the point at which he may no longer accept nor
love her, in the light both of the past and of her having
1ied to hin,

Her consequent feelings of acute inferiority are under-
standable in this light. She waits eagerly to hear how
much he thinks of her, and for the answer to her question,
“tu penses vraiment tout uela de moi," she says, in

answer to his favourable comment, So that, then, once

she has heard the only words she could ever have wished

to hear, she must leave before he finds aut about her past,
in detail.

Fate resolves all her personal misgivings: she is killed
and later when she returns to him, she is no longer bound
by the pains of mortal consciousness, She can now, on

the contrary, accept her differences, once she is no

longer either conditioned or cetegorized by them, Youth,
as seen in the living Burydice's life testimony. has seldom
the strength to accept fate's dealings. She was 2o
exception, in fact Burydice is in so many ways Anoullh's
most realisiic portrait of youth,

In Act III, Orpheus and Monsieur Henri await the return
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of the spirit of Burydice. In life, she could never
confront him as an equal - she¢ was never strong enough
ior this - but she can confront him once she has
immortselity on her side., With the entrance of Dulac,
Orpheus learns nicre of Purydice's shame, and can under-
stand her feelings of inferiority, though he can scercely
believe a2ll that Dulac reveels to him, "Vous mentez.
Eurydice ne peut pas avoir été 2 vuus!"‘T) In this act,
conclusions are reached but, for this, youth is immortalized.
Perfection, according to Anouilh,cannot be attained on
mortal terms and this argument alone reinforces human
imperfeciion, If youth, in this play, found perfect

love while still alive, then all thresds of both reality
and relevance would be lost, The fact that reality here
gives way to an unreal but essential situation only seems
to underline all the more keenly and poignantly the passing
nature and besutiful fragility of youth's short cycle.
Orpheus, who is young and therefore finds it all too hard
to accept, says he would have preferred her even old, but
alive, This he cennot however u.ave, She appears, but

he must not look at her before daybreak., She says,

prophetically, to hims

"Nous nous aimota, nous sommes jeunes; nous
allons vivre. Accepie ('Stre heureux, s'il

te plﬁt ....(18)

and he later answers:

"olest trop d'attendre le matin,
c'est trop long d'attendre d'étre vieux,"

He associates mornming and seeing her with moments after
m, an old man,
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She tells him now of her past innermost feelings and
tragedies:

"Tu me voyais si belle, mon chéri, Je veux
dire belle moralement, car je sais bien que
physiquement tu ne m'as jamais trouvée tres,
trés belle, Tu me voyais si forte, si pure,
tout £ fait ta petite soeur ... Tu ne pourras
pas comprendre, je le sais bion."(w)

Then, ac if now enlightened, 28 if now she can see after
living out blindly her destiny on earth, she tells Orpheus
that it wes a mere, youthful infatuation.

"Je ne t'aimais pas. Je ne savais pas, La pudeur
des filles comme il faut me faisait bien rire."(zo)

She has rewurnsd to him as a very different Burydice, a
Burydice no longer bound nor stigmatized by mortal
values, and Orpheus, who is young end living still,
cannot asccept this. Monsieur Henri tries to explain that
this is infinitely better than losing interest in each
other later in life, to which Orpheus repliess "Je lui
serais resté fidéle t.cm.juuru'.(m] Monsieur Henri tries
to draw him further out of nis dilemma, "d'ailleurs,
Burydice t'surait peut-etre abandonn@ la premidre ...“(22)
And in the answer of Orpheus, a youthful, very worldly
physical love can still be sensed, "non, nous ne pouvions
pas cesser de nous limcr'.(23) Burydice too was bound by
the same condition, until her release from it, Once fzeg.
she is no longer bound to the compulsions of a mortal
youth,

"Non," Orpheus continues, "Cela aurait duré toujours,

jusqu'i ce que je l'ale vieille et blanche & coté

de moi, jusqu'd ce que je sois vieux preés d'ellel"”



59.

Monsieur ilenrl commnencs that life could never have let
their love remain so perfect, "L'anour d'Orp‘nge et
d'Burydice ne lui aurait pas éci‘.appé".(zh) And here,
youth and maturity are finally depicted in eternal con-
flict., Both Fonsieur Henrl and Orphe’re's father present
the full portrayal of the values of an older age group.
Monsieur Henri, rationzlly and persuasively, tries to
tell Orpheas the scle sclution to his dilemma., This
belng deatn, and death belng the very contradiction of
youtli, Crpheus battles against this, Monsieur Henri asks
"pourquoi hais-tu la mort? La mort est belle. Elle seule
donne & 1'amour sor vral climat®, and Orpheus finally
accepts 1t5  young love is seen finally as triumphant
over young life, Anouilh here affords to his theatre an
answer to yout!i's eternal enigma. Youth, as one gains
experience, rust confront and accept reality, This
passive acceptance, rortrayed here in Orpheus' decision,
affords assistance if he wants his dilemma solved.
Otharwise he must live it out, beyond life.

Finally, Burydice i a work dedicated to youth, There are
no great heroic messages, end there is little personel
heroism on the part of either protagonist. Life for botinh
Eurydice and Orpieus, prior to their meeting, has had
little meaning for trem. It iz not till the, have met
that they realize how truly mcaningless their former
lives must have been. There had been little of substential
personal value to inspire them, Having met, the really
lived in the present only, and here only could they begin
to live, and to relate. But since this essential present
could have no future in the 1light of her shameful past,
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into death, knowing in herself that she could never be the
Furydice he loved, The humen condition is, therefore,
presented solely, uniquely snd completely in terms of
youth,

The structural presentation of youth within the play is
interestinge. Youth is first presented in relation to
other aze grouvns, and this 1s successfully achieved in
the ststion scenes, at the opening and closing of tie
érama, After this first presentation, the youth espect
glone is developed outside the world of complex humanity,
And the problems and pains of youth are explained and
11lustrated with a growing awareness, fullness, accuracy
and sympathy. Within these two young people there are
many contrasus, which climax in the sventual death of the
one, followed by an attempt at acceptance of life by the
other, until finally he too can no longer accept this real,
loveless vorld, instead of death and reconciliation with
his beloved,

Anouilh, up to this point, has painted many detailed
youthful tableaux, Put he has epitomised Youth's
aspirations and sufferings in this work, From here on,
he moves into the theatre of a soclally conscious writer,
Fonsisur Henri pcints to the eleuent of subjectivity on
which Anouilh will now focus his thought:

"Je filais dreit. Je ne connaissais pas d'obst-cl~s,
Une ambition démesurée. Mais, attention! j'avais
une forte préparation tochniqnc."es,

In the statements of Orpheus' father also, there are now
signs of a theatre of wider implications:

"Une vie de sensations, Mais toute la vie n'est
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pas 13, Il y a la respectabilitd, la vie socisle, (%)

La vie soclale will follow Antigone - still a life of
sensations,

Finally, Fonsieur Henri offers him the means to obtain

what he has been hankering after and, quite full of feeling,
Monsieur Henri sums up youth's pathetic condition when he
sayss

"Adieu, petit homme",

In the next play the "peiitz femme" will be featured and
she will peint to individual duty and heroic action,
climaxing Anouilh's theatre of youth's romantic ideals
and world of absolutes.
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CHAPTER V

Sophocles (and Aeschylus) per medium of their ancient
myths, provide tne material for Antigone. Though much

of the action and characters are drawn directly from their
works, the contemporary interpretation of them is
Anouiln's own, As in antiquity, the scene is Theébes,
immediately following tne death of the brothers of the
young Antigone., Crihn, her uncle, having assumed the
throne, is about to act out the role of her guardian and
advisor. In fact, the mature Créon will be the strongest
threat later, when she attempts to carry out the great

personal duty she senses imposed on her.

This play further develops tiie themes oi the preceding
plays, and introduces for the first time a mature
personelity to counter the young character. JYoutnh is
still present, and is in fact manifest in the very strong
character of the determnined yet gentle Antigone. Cr‘on,
however, is presented as powerful also, yet still human
enough to be hero alongside tne¢ heroine. There is a
further underlying statement.

The conflicting moral values of the people of post-war
France are well depicted in the arguments and thoughts
of the two protagonists. These contrasts form an
obvious progression from Burydice, in which play youth's
viewpoint alone was depicted. In Antigone the moral is
opposed to the political: one protagonist is young, the
other older: while one is full of hope and ambition,
the other is disillusioned, and one being idealistic,
the other is a realist. Although Créon is so obviously



the spokesman for the contemporary, war-torn man, it is
the young Antigone who, by her spontaneous nature and
purity of thought, demands throughout the sympathy of the

spectator,

The play itself can be seen as divisible into tnhree main
parts: the first introduces the heroine, her nature

and her life as it nas been up to this point., Ilier back-
ground plays a role of little importance - an interesting
contrast with the earlier works in which environment
virtually creaied characters, and was their relentless
persecutor, She is convincingly described by both her
nurse and her sister, adding depth and realism to her
stature. The second part contains the central action,
following the discovery of what she has done, and her
confrontation with and challenge of Créon, the King.

Then follows her acceptance of what this defiance will
entail., The third part contains all the action; the
death  of Antigone and the suicides of Hémon and his
mother, and the King's continuing acceptance of his role
and all it incurs.

When the play opens, Antigone's life, to this point, has
been manageable and relatively happy. Yet this happiness
remains qualified, since she herself says to Ismene
within the first scenes that she, in her own tomboy way,
was 80 often unhappy during her girlhood. So far, though,
the natural life outside the confines of the palace has
always been her greatest attraction, she has, nevertheless,
been able to relate to both worlds. When Créon orders
that one of her dead brothers is to be buried with due
ceremony, while the other lies unburied outside the walls
as the food of vultures, she learns of Créon's commitment
to some outwardly definite action and of his long since
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acceptance of compromise, Antigone, too, finds herself
bound up in a world of essential compromise and corrup-
tion, In direct entithesis to Crfon, she chooses
absolute parity, rejecting any compromise or corruption;
even death cannot make her alter her resolution. In
this respect she greatly ressembles Giraudoux's Elecire,
She is driven by two forces, absolutism and youth. She
is youth: restless and totally unsatisfied. To her
nurse, she saysi

"Il faut te lever plus tSt, nourrice, si tu
(1)

veux voir un monde sans couleurs.

"Oui, nourrice, mon oncle Créon saura. Laisse-
moi maintenant!{z)

To Isrmenes

"I1 y a des fois ou il ne faut pas trop réflébnir."(B)

To Créon:
(L)

"Si je veux, moi, je peux ne pas vous écouter.

"le bonheur ... quel sera-t-il, mon bonhcur?(SJ

"j'aime un !iémon dur et jeune; un Hémon exigeant

n(6)

at fidala, comme moi.

Unable then to accept life as it is, she revolts against
both society and man. To do this, she uses the action

of the forbidden funeral rites for her brother as an
explanation for her behaviour. ©She needed an urgent,
personal and moral cause with which to begin her revolt,
and she finds this chance in the outward, physical
gesture of revelt against Créon's orders, in the burying
of her brother's body. This gesture disguises the central
heroic action in the play: her act of refusal - out of a



matter of personal loyalty = to what Creon has committed
himself to, and her rejection of all that the life of
commitment offers, Along with this central action, is
the detailed study of Antigone: a study of youth in its
most explosive form: determined and unreasoning in the
eyes of the mature Créon, yet somehow understood by her
peers - and accepted. From the opening of the play, she
is caught up in an heroic ideal which is almost beyond
her youthful strength, and towards the end, certainly
beyond her youthful reasnning. 'Je ne sals plus pourquoi
Je meurs“(Y), she tells the guard shortly before her
death,

She has always found a spontaneous and irrepressible
delight in nature; and similarities to the work of
Giraudoux are often very marked, especially in the

early scenes of this work. Antigone, like the young
characters of Giraudoux, has all the qualities of the
young Anouilh heroine: beauty, intelligence, a gentle
and sensitive disposition, freshness of outlook and an
empathy with nature and with life's essence. Along with
these atiributes, she possesses that certain tragic
purity of the absolutists, refusing to sully in any way
an heroic ideal. The "virginal girlhood" of Giraudoux
is epitomised by Anouilh more so in Antigone than in
any other of his heroines., The simplicity and beauty of
her expression, from her beginning lines to the moments
before her death, adds another important dimension to
her character. There is something goddess~like in her
impact - something Anouilh has never recaptured in his
later works; perhaps one can never recapture the expression
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of the swansong of one's youtn!

Antigone loves life, and those about her - again an
irmiportant theme in the theatre of Giraudoux = but she
says no to all this by committing herself to an act
which to her means more tiian life. lier dilemna is
intensely metaphysical: so much so that at times her
arguments border on the absurd, and it all appears quite
meaningless. "Je ne sais plus pourquoi je mlurn“(a),
and in her argument with the challenging Creon - when he
too asks her why, she answers vehemently, "pour personne,
(9) where again, the attitude of pointlessness
is implied. Although she is so much in love with tne
physical world, yet she is not satisfied. She wants to
live only if she can live out the life sihe knows she
wants, in its entirety., She could live happily with

tiémon for a time, but she senses all too keenly the

pour moin®

corrupting influences of compromise and age in the near
future, along with the endless quest for happiness,

When the play opens, life for Antigone still incorporates
all the childhood truths and beauties, and she is not
prepared to lessen or change “iese absolutes. Créon's
"absolutes™ have been eroded over the years of compromise,
but he now is as determined as she is. He has tried to
save her: he was prepared to compromise and overlook his
duty if this meant he could save her, but she remained
eloof and resolute. They now stand as opposing forces,
neither being able to reconcile the self to the thoughts
of another generation, He would rather this had never
happened, and would rsther forget the entire incident.
She is involved in the morals of the same incident, and
young and inexperienced, she loathes his ability to
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accept and discard so crucial an episode. She continues to loathe

his stiitudes, nmis rales,; v ~e lile .€ _stcs nov, wnicrn has changed

him so completely when, as he states, nhe was like her

when he too was twenty,

The Prologue introduces Antigone briefly but fully at the
start of the play. She is described as young, inexperienced,

and a small, insignificant yet powerful creature, chosen
by destiny to act out an extremely difficult role:

"Antigone, c'est la petite maigre ...

Elle pense qu'elle va @tre Antigone tout a
l'neure, qu'elle va surgir soudain de lz maigre
jeune fille noiraude et renfermée que personne ne
prenait au sérieux dans la famille et se dresser

seule en face du nonde, seule en face de Créon."

(10)

From this point on, Anouilsn presents youth as solitary,
alone: asg courageous, yet misunderstood. Part of the
tragic element in her nature lies in ner being so young,
and in her appearing even younger still. In many ways,
she is still a child, who has grown more coniented, now
that she has accepted physical differences, yet dissatis-
fied, now that she has sensed moral differmnces. She
cannot accept life as all those about her nave accepted
it. Life, to her, is too powerful to be ruined by one
single, disappointing infidelity, disloyalty or any

human imperfection. There is a very child-like innocence
in the spontaneity of ner expressions:

"De me promener, nourrice. OC'@tait beau. Tout
etait gris, Maintenant, tu ne peux pas savoir,

tout est deja rose, jaune vert, C'est devenu une
carte postale. Il faut te lever plus tot, nourrice,
si tu veux voir un monde sans couleurs.



"esole jardin dormait encore. Je 1l'ai surpris,
nourrice,

*...Dans les champs c'etait tout mouillé et cela
sttendait. Tout attendait. Je faisais un bruit
énorme toute seule sur la route et j'@tais g€née
parce que je savais bien que ce n'&tait pas moi
qu'on attandait.'(11)

Life right now is very beautiful in her eyes. She still
knows childhood, yaet she 1as also tasted youth, witih all
its bitter-sweet pathos. At this point in her development
she has reached awareness. Suddenly she can see life as
it is, stretched out before her, and she perceives the
choice which she is néw to is«e, She has encountered the
hrink of childhood: that can never be relived: now she
rmst either venture into the world of adulthood - with

its joys - in the love of Hémon - and with its repulsions -
in the necessary and continual acceptance of compromise,
or else opt out of both; an absolutist solution. By

this final act, she herself would be choosing to be her
own arbiter, rather than age or death - both compromisers
of life., Her brother's burial subtly disguises her desire
to now opt out of life - when it is still all so beautiful
in her eyes.

Even her own nurse, who has tended her all her life, does
not understand her, at this early stage. Isméme too, her
sistar, tells her that they cannot continue with their
plans because Créon would kill them - sn interesting
contrast to herself; Antigone replies:

"Bien sur. A chacun sen role. Lui, il deit nous
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faire mourir, et nous, nous devons aller enterrer

notre frére. C'est comme cela que g's eté distribu‘.'(n)

Tais concrete explsnation must suffice tnem, They, both

so heavily and "hepplly" entrencred in a committed adult-
hood, would never at this stage understand her thoughts,
Dying is the last thing the young Isméne wants: "Je ne
veux pas mourir,” to which Antigone replies, "Moi aussi,
Jaurais bien voulu ne pas mourir", Ismdne can see the
other view, "Il est le roi, il faut qu'il donne 1l'exemple,"
to which Antigone counters:

(13)

"Mol, je ne suls pas le roi. 1l ne faut pas que
Jje donne l1l'exemple, moi ..« ce qui lui passe puar
la t8te, la petite Antigone, la sale bete, 1'
ent®té, la mauvaise, et puis on la met dans un
coin ou dans un trou. Bt c'est blen fait pour

elle. Elle n'avait qu'a ne pus d&sobéir,”

Ismene is the first of those about Antigone to indicate
the presence of some powerful force within her sister,
"Et te voila lancée sans écouter pcraonnc'(w). "Lancée"
implies compulsion, as if by some greater force, coupled
with ycuth, BEurydice and Th@rése had the youth force
only., The element of strong personal duty, and of a
convineing interior logic is understood. Isméne's
statement that Antigone listens to no-one could further
indicate the apsriness of the absolutist: that all the
others whe live cut their lives in the world about
Antigone, within and without the palace confines, are
guided and swayed by others and depend on their views.
Compromised and compromising, they must listen to others,
and they must comply.
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On the contrary, Antigone wants neither to comply nor
understand, "comprendre ... toujours comprendre, moi, je
ne veux pas comprendre, Je comprendrai quand je serai
vieille." Isméne admits to having little courage, and
attempts to sway Antigone from ner ambitious undertaking.
She is a fine example of youth contented:

"Antigone, je t'en supplie! C'est bon pour les
hommes de croire aux idées et de mourir pour
elles. Toi tu es une fille. Ton bonheur est 13
devant toi, et tu n'as qu'd le prendre. Tu es
fisncée, tu es jeune, tu es belle ...'(16)

In the following encounters prior to her meeting with
Creon, several aspects of Antigone's character are well
presented. With her nurse, she appears as tune child,
afraid and small, and very human. The short dialogue
where they discuss her dog adds a different and touching
dimension to her character. Hémon enters, and this
encounter reveals Antigone's last unsuccessful bid to
compromise, like the others. Tuis, too, is a concrete
example, The previous evening, despite make-up, perfume
and the fine dress, she neither succeeded - in that it
was not in her nature to comply to such an extent = nor
did she impress. A further aspect revealed is Antigone
as~a mother, "tu sais, je l'aurais bien défendu contre
tout ... I1 aurait eu une maman toute petite et mal
peignée - mais plus sure que toutes les vraies méres du
nnndo."‘TJ Convinced of his true and absélute love for
her, she begs the young, handsome Hémon to leave her.
Ismdne, having rushed in and finally begged her sister
to stay with them, learns that Antigone has completed
the burial. To all these three, she has revealed her
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intention to do what she knows she must do. Finally,

she must encounter Créon.,

This is the most powerful and symbolic confrontation in
the early work of Anouilh, Strong convicted opposites
are brought into direct conflict. Créon is committed to
being kings Antigone, as the choiiﬁhas Jjust told, is
about to be herself for the first time. Both are proud,
and both have fault in their arguments. The point most
pertaining to this thesis is youth and its idealism
confronting the world of maturity and realism: youth
reluctant to entertain the thought of maturity, and
idealism loath to encounter realism. As soon as they
are alone, Crgon's first question underlines maturity's

wariness. He is afreid for his own position, as he asks:

"As-tu parlé de ton projet & quelqu'un? ... as-tu
rencontré quelqu'un sur to route? ... tu en es
bien streznl’®)

and his first advice to her is tc return to her room and
say she is ill - and had not gone out the previous
evening. She sees this as a complete negation of every=-
thing she stands for. Her question to him implies
absolute faith in her own convictions and actions.

", ..pourquoi? Puisque vous savez bien que je

recommencerai,"

"Pourquoi as-tu tenté d'enterrer ton frére?"
"Je le devais."

"Je 1l'avais interdit.”

"Je le devais tout de meme,"

This is their conflict. She had to do it, while he was



73.

compelled to forbid it. Her action was direct, and
positive, His was indirect, and negative. OShe had a
choice: defy Créon and do her duty or comply witn Créon
and defy duty. She gives him the concrete reason for
choosing the former,

"Ceux qu'on n'enterre pas errent @ternellement

sans jamais trouver de rquS,n(19)

A concrete family duty deepens to a very personal and
vital one. Cr‘bn, cautious and calculating, says to her
that she knew he would not kill her, to which she replies:

"Vous vous trompez, J'étais certaine que vous me

feriez mourir, au contraire."

He cannot understand what is impelling her to do something
so heroic, when so much young life is in her; nor can

he uuderstand uhe very sacred symbolism of her act.
Measuring success by physical achievement, he lets her
know that she will never succeed:

"Que peux-tu donci?"

"Rien d'autre que cels, je le sais., Mais celas,

du moins, je le pcux.'(zo)

To his question why, she answers wearily, implying that
he would never understand anyway:

"Pour personne. Pour moi., Faites comme moi.
Faites ce que vous ave:z a flirﬂ.n(21)

"Yous @tes le rois vous pouwvez tout, mais cela
vous ne le pouvez pas. HNi me sauver, ni me

contraindre!
He begins to realize her great strength, and feels
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immediately challenged. This forces him to turn cn her.
First he acknowledges her position,

"Ecoute-moi bien. J'ai le mauvais role, c'est
entendu, Et tu as le bon. Et tu le sens,"

Then he threatens her:

"Mais n'en profite tout de meme pas trop, petite

peste ... OU Veux-tu en venir?"(zz)

She asks him tnen why must he do this to Polynice, to
which he answers, simply, that one morning he awoke as
King of Theébes: therefore he inherited at the same time
the duty to do, as King, all that the title demanded.
Sne saysi

"Il fellait dire non, alorsi"

"Je le pouvais, JSeulement, je me suis senti tout
d'un coup comme un ouvrier qui refusait un ouvrage.

Cela ne m'a pas paru honnete. J'ai dit oui5(23)

Honesty has greatly influenced both, therefore, but in
different ways, and for different motives.

She then sees him as inevitably trapped in his condition
of having said yes.

"Moi, je n'al pas dit 'oui'.'(zh)

She is not trapped, either by adulthood or by its
compulsions. She remains the child, free, unspoiled,
within nature's laws. She confronts him with the dreadful
reality that he, as King, must by his duty, put to death
any subject who does not comply. And she tells him he
might not have wanted to deny her brother the tomb, but
he did deny all all the same, regardless of his personal
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convictions. He is sure she does not really know why

she is dying: this prompts him to enlarge upon the reason
she has given. He continues to give her a detailed
account of what really happened, determined this should
convince her completely of the pointlessness of her self-
sacrifice. And youth, impetuous and spontaneous, listens
and accepts: Créon has succeeded.

Antigone is seen here at her most human. She has been
beaton just when all seemed to be won - Créon stands

triwnphant,

Giraudoux's Electre has the same personal argument as
Antigone. She too is fighting to uphold youthful absolutes
and idealism before the corrupt and compromising world of
naturity. Agaln, the temptation to happiness is strong.
Her self-imposed duty is revenge, and she forces her
brother, Oreste, to resist compromise, which she, like
Antigone, loathes. She too cannot be swayed to comply

and has en open confrontation with the King as well as
with her mother.

Egisthe, in a very similar position to Créon, is disturbed
by her actions and attitudes. He puts his case to her and
has difficulty in understanding her's. He says to her:

"Depuis longtemps, tu nous inquiétes. Je ne sais
si tu t'en rends compte,"

and he upbraids her formourning ner father so lengthily:
"Tu n'es pas la seule & pleurer ton p\r.."zb)

Like Antigone, she still feels sad at the death of a

loved one. The Queen had ordered Electre to marry her

father's gardener, and Electre agreed; but the Queen
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wanted to withdraw her command. Electre has reccgnized
ner brother, and in her following comments there is muech
of the young Antigone:

"0 joie d'€tre aveugle, pour la soeur qui retrouve
son frere. Vingt ans mes mains se sont &garées
sur 1'ignoble, ou sur le médiocre, et voild,

qu'elles touchent un frare, n(26)

The human aspect is presented in the works of Anouilh

witn striking reeslism. The plays prior to Antigone have
been all the more striking in that it is the young
characters who are the protagonists; humanity's derelicts,
victims or sometimes her favoured ones. Including

Burydice and Orpheus, these characters nave been real,

and of'ten very ordinary, sc Luat one could readily associate
with many of the situations in which they found themselves.
With Antigone tne theme is lofty, which in itself demands
herolc ideals, lieroic action and characters with roles to
fulfil. Indeed, much of the action is the mere working
out of destined roles. And to take the place of the
protagonist-spectator relationship, the protagonist is in
this play equated with another protagonist, and the action
is balanced between the two, while the spectator is the
third party. He can feel for the young, innocent Antigone
and her dilemma, or for the mature Cr@on, and his predica-

ment,

She is bound by no laws or oaths. But she does come
very near to some acceptance of the life about her after
Créon tells her the truth about her brothers. She sees
her pyramid of heroic action tumble. He continues:
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"Ne reste pss trop seule., Va voir ﬁéﬁon, marie-
tol vite. Tu as toute ta vie devant tol ... rien
d'autre ne compte, Et tu allais le gaspiller!

Je te comprends, j'aureis fait comme toi & vingt

ans. "

Perhaps it could be inferred that this equating of hias
youth with hers stirs her to consciousness - he continues:

"La vie n'est pas ce que tu crois, C'est une eau
que les jeunes gens laissent couler sans le savoir,
entre leurs doigts ouverts ... Tu vas me mépriser
encore, mals de découvrir cela, tu verras, c'est
la consclation dérisoire de vieillir: 1la vie ce
n'est peut-8tre tout de rieme que le bonheur!"(27)

But suddenly, Créon has given too clearly his version of
lifes

te has pronounced the forbidden word: ‘"bonheur". It is
this that saves her entire heroic act. She stops listening,
and like one reborn into a world of light and clairvoyance
she resumes her moral stand. Again, despite the sincerity
of Créon's efforts, she rejects purely and simply life
itself, since to live in her eyes involves necessarily

and continually the compromising and the abasing of the
perfect self, Just abt the moment where he holds her
convinced, he loses her by bringing into his speech the
fated notion of happiness, and she awakens immediately

to the flood of ugly situations she would have to endure
were she to accept the life he offers her now.

"Quel sera-t-il mon bonheur?
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Quelle femme leureuse deviendra - t-elle, la
petite Antigone? «..

"Quelles pauvreﬂéﬁ faudra=t-il qu'elle fasse elle
aussi - jour par jour, pour arracher avee ses
dents son petit lambeau de bonheur?®

By her own use of "petite" she emphasizes the point that
she is still young and still innocent, and exposes the
determined efforts of Créon to persuade her against her
youthful, sacrificial intentions. The words chosen
express a painful and deliberate bid to demonstrate to
him t.e constant efforts needed to make her future
relatvively nspp@.(ga) She continues to describe her
tnougnts in detail to hims

"Dites, a'qui devra-t-elle mentir, a qul sourire,
a qui se vendre? Qui devra-t-elle laisser mourir

en détournant le regard?"

And so doing, she puts her case before him, plainly and
factually., He counters her directly with his comment

that her love for Hémon conld give her life purpose
and happiness, to whicih she responds, Moui j'aime lémon"

- she admits to his point « but goes on further to qualify
its being as a notentially transient love, open to the
wearing effects of time and compromise:

"J'aime un Hémon dur et jeune: un Hémon exigeant

et fidele, comme moi ...

"Mais si votre vie, votre bonheur doivent passer
sur lui avec leur usure, si Hémon. ne doit plus
ﬁZIir quand je pﬁlia, s'il ne doit plys me croire
morte quand je suis en retard de cing minutes,
s'il ne doit plus sentir seul 'au monde ... s'il
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doit apprendre a dire 'oui' lui sussi, alors, je
n'aime plus Hé&uon,"

She could relinquish this love now, rather than her
quest for absolute purity always.

Being young and so subjective, Antigone cannot really
realize the extent of her total sacrifice. Experience
and political opportunism in the person of Crfon can

only beg her not to continue with her crazy plan. To her,
however, it is so necessary., She could never stand by to
witness the necessary soiling of so perfect a dream, nor
does she want to understand, if understanding involves a
caaproinise of her moral convictions:

"ol Je veux tout, tout de suite = et que ce soit
entier, ou alors je refuse! Je ne veux pas Ctre
modeste; nol, et me contenter d'un pelit morceau
si j'ail eté@ bien sage. Je veux Stre sire ce tout,
aujourdwiui, et que cels soit aussi beau que

quand j’a’tais petite, on mourir."(zg)

There is her argument, and there is her choice: if the
dreams and the beauty of childhood and youth cannot last,
then she will die now while they still are real to her,
Créon has said "yes" to life so he is prepared to accept
all life's consequences, even the death of Antigone.

Her revolt, her theory of absolutes and her determination
to adhere religiocusly to these, demand admiration and
sympathy. Créon cannot understand her but he is compelled
to admire her, 8he fears the disillusiomment which she is
sure the adult world holds, She has till now lived in the
world of childhood = the beautiful free world, Now her
thought has deepenei and matured, and she is conscious of
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the nearing necessary presence of and confrontation with
reality, complete with all its ugly truths and sounle
destroying reality. She does, however, realize the presence
of a choice: shie can leave now, never having lost to life

or to life's compromises. She says to her sister,
"M as cholsi la vie, et moi la mort.“(3o)

Créon's case in this study is a very interesting one. He
represents the opposing force of experience and of the
world. Ile cannot understand her, yet he dees try so
determinedly to save her, The way Anouilh has skilfully
and convineingly balanced Créon's argument with that of
Antigone points clearly to the maturing of the writer. He
sees both thoughts, and he gives to youth and to the
mature rian their oun arganents. Cr&on too must do his
duty, just as Antigone must do ners,. Ile represents a
naterialistic, political force - a necessity to a ruler =
but one which she loathes and refuses. Ile lives 1n the
present only - which again he is compelled to do by his
duty. While she choses to 1live in the future also, sSae
equates age with disillusionment and ugliness, neither of
which she could live for. ©5he does love the young,
fervent end faithful Hémon, but it is the world in which
their love must exist, with its corroding effects on
emotions, people and aspirations that she loathes, ard
against which she must revolt. Créon later answers to her:

"Wous me dégoutez tous avec votre bonheur,

C'est elle qui voulait mourir. Aucun de nous
n'était assez fort pour la décider & vivre. Je
le comprends maintenant, Antigone etait faite
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pour Stre morte, Klle-meme ne le savait, peut=-
‘®tre, pas, mais Polynice n'était qu'un pretexte.
Ce qui mpofta.;.t pour elle, c'était de refuser et
K}

de mourir,”
And to Hémon, he addes,

"Si mon petit, du courage,"
to which Hémon returns,

"Crois-tu que je l'accepterai, votre vil.'(32)
His attitude is typically youthful.

Immediately before Antigone's death, her statements take
on some very youthful qualities. Her revolt is complete
as can be seen in her powerful last lines to Créon. He
does not see her womanly instincts and feminine fears,
She maintains her argunent: not once does she falter:

'Cr‘on, Jje ne veux plus voir leurs visages, je ne
veux plus entendre leurs cris, je ne veux plus
voir pofuo?n-l Tu as ma mort, maintenant, c'est
33

assez,"

Absolutes are maintained till the guards come for her.
She is aware of the end: "mon dernier visage d'homme,"
Yet she is deterwined that even he will count as a fellow
men - not one the mere numbers as Créon saw men, and this
demonstrates her final youthful triumph over maturity.
She asks the guard sbout his life, Though she is quite
alone, yet she needs no one. She is to face her destiny
alone. The letter is the final action by which she
immortalizes her absolute love for Hemon, which the
“absolutiste parfaitement jeune" could never send. As the
guard grotesquely repeats Antigone's last words to Hémon,
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we witness the world's soiling effect on pure emotion and
sincerity. She smiles sadly as she is taken away, realising
how utterly different and separate she is from other human
beings.
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CHAPTER VI

This final chapter will pass a comment on the young
characters in Anouilh's later theatre, as compared with
those appearing in his early theatre, Examples will be
drawn from the more outstanding works of his recent years
and vhere the instances of young characters in prominent
roles are so minimal, some comment will be passed on the
themes and character representation.

One of the most striking aspects in Anouilh's later
portrayal of young characters is the lack of authenticity
they displsy. Certainly Anouilh himself has moved away
from his youth, at which time his works were highly
subjective. Furthermore, these characters who were once
the protagonists, heroic, absolutist and through whose
eyes and thoughts the entire action often took place, are
now no longer major characters. They are only peripheral’
inhabiting shadows, remaining virtually silent, fulfilling
roles of considerably lesser mportance.

Anouilh's youth, along with Depressions and two World

Wars, was spent in times of great human adversity, povert;
and compromise, These factors greatly influenced his
writing and his plays at this stage, even his"Pieces Roses"”,
reflect much thought and awareness. They pass a comment

on and for the people of this time. DBut the older Ancuilh
grows perceptive and less naive, His protagonists are
older, and through them he now comments on the life about
him, especially in his most recent plays.

Anouilh has always been conscious of social differences,



They were constantly depicted in his earliest works,
prior to his masterly development of the Anouilhean hero,
After Antigone and Ronéo et Jeannette, Anouilh moves
slowly from the herolc, the dutifyl and the young. But
this transition was slow. And the class consciousnasss
and personal anguish and awareness present to a lesser
extent in the latter work are the same as we found in
L'Hermine in 1931: the result of the juxtaposition of the
poor and rich classes. Satirical comments are passed on
both rich and poor, in relation to the lives they lead.
The class to which he belongs still greatly affects the
thoughts and actions of the character. Both rich and
poor, in his later works, remain victims of their social
milieu and still cannot understand those from the other
milieu: tnis is where Anouilh focuses his attention.

As far back as the 1930's, his indictment of soclal evils
was a pointer to further comment., Early, Anouilh claimed
the right to repudiate either soclety, such as in Y avait
un_Prisonnier, 1935, L'Hermine, La Sauvage, or life itself
such as in Antigone, 19LL, Roméo et Jeannette, 19546 and so
forth, or one's own past and personality, such as in Le
Voyager sans Bagage, 1937 and Le Rendez-Vous de Senlis.

And in all these works, the human condition is central.

In the early plays, and in some of the later plays, life
seems both pointless and absurd. Yet it is only after
Antigone that Anouilh more strongly presents the idea that
life ought to be challenged, accepted and lived out.

L'Alouette and Becket} - ou l'amour de Dieu are plays
belonging to the herolc, absolutist period. Joan of Arec

is shown loving mankind, regardless of its many failings,
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and she is also shown as being very proud of her deeds,
She, however; like the youn, Antigone and 'Ihgr?zse, cannot
accept lire's compromise, She is the last of nis young
heroines, This worx was a great success, Anouilh once
again presented the world of the courageous young heroine
who lives by absolutes, and who rejects and refuses. The
critic of an article, in Les Nouvelles Litt‘rairgg,“)
wrote:

"Alouglle nous touche, parce que Jean Anouilh

y manifeste pour Jeanne une tendresse dont ni
Antigone ni La Sauvage n'avait pas lui arracher
1ltaveu, a’agi‘o-il, comme 1'ont annonce plusieurs
de nos confréres, d'un elargissement de la vision
humaine chez 1'un des mditres du theatre francais
de notre temps,”

Anouiln has given to this character something deep; a
certain maturing outlook is apparent in her feelings.,

She takes her stand as a soldier for mankind, and Anouilh
shows clearly his pity for suffering humanity.

Beckett represents one man who stands ready to die for
what he believes. And he too stands in direct contrast
to the type of character Anouilh presents in Lis later

wOorks.

With maturity, Anouilh grows in awareness, socially and
physically. And something of the spiritual is lost,

The human condition now replaces the youthful impetus of
his early theatre. After 1945, Anouilh enters a theatre
of commitment, not unlike that of Sartre and Camus., His
theatre is no longer to concern the young only: it must
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concern all men, of all ages. A slice of life is hence-
forth presentec, Rather than from the point of view of
the hero wno refuses commitnent to life, Anouilh now
writes for and presents the man who has opted for life,
and is continuing to live out life's challenges. lie no
longer grapples with choice. Jeamne d"Arc is his final
dedication to youth's mspirations.

irom 1755 to tie 1970's, Anouilh gives a heavily detailed
account of the ghastly world of those who have accepted
life, and have lost their innocence., Man's plight ia
presented in a very raw way which often becomes frighten-
ing the characters are life's victims., The plays of
this period move on to stress loss of innocence through
bitter experience.

Pauvre Bitcs (175€) marks a further movement away from the
thestre of the heroic, In fact, Beckett is one of the
final charecters depicting absolutes and refusal. For
althougl Bitos has taken a stand for what he believes, he
at no point gives an impression of strength. This play,
the final of the "Pidces gringantes" and one of his most
controversial works, is the first to present scenes
re~enactea from the past, Gaston referred constantly to
his past, and the effects of this time were suown as
completely pointless, if one has lost one's memory,

Bitos is presented as an clder man by the older Anouilh,
but by no means, despite similarity of age, conveys any
of the subjectivity which had been so strikingly apperent
in the portrayal of younger charecters. Bitos is a
product of his social environment, He is a victim of his
birth, of his upbringing and of his own abilities.
Anouilh uses Bitos to 1llustrate social victimisation, and
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as a pointer to his theatre depicting reality. Anouilh
shows that he has begun tc depict life as he sees it about
him, and not only is his new theatre real but with reality
cores of necessity, cruelty, Jhere was no such cruelty
in the lives of the great heroic figures: Antigone,
Jeanne and Becket} {reely accepted deat.: Orpheus and
Burydice, though not of the same heroic calibre, also
chose death in preference to uwue liie they iknew they could
otherwise have to lead,

Through a masterly use of dialogues, ironies, satire and
critician, Anoullh presents a conflict of ideas, a conflict
not only universal but age old., Past and present are
ghown as necessarily intermingled in the cause and the
result. The human condition is the theme, yet this is
disguised by the great charade of 18th Century costumes
worn by those whose roles in the present correspond to
those whose costume they wear,

The youth aspect is relevant in that Bitos is victim of

a sad adolescence, and now embodies the effects of this,
Anouilh, in a pessimistic way, describes and depicts the
long-temm tragic effects of this, and always the battle

of the lower classes 1s seen through the eyes of experience.
Social victims of poverty emcounter aristocrats, and the
theme of personal vengeence subtly and cruelly pervades

the main action, Pauvre Bitos belongs with such plays as
La Sauvage and Jézabel, They all put forward the idea of

a philosophy through 1ife. But in_Pauvre Bitoe Ancuilh
more than ever before deals with a real, social situation.

This play is modern, references are historical, and the
characters themselves are timeless. Anocuilh has moved
away successfully from his youth theatre, From now on,
the accent shifts from youth to the older characters,
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through whom e social comment is made on man and his lot,

In this play there are some inporiant developmentc within
Anouill's theatre and Lis own thcughts Social comment is
reinforced in the physical and obvious awareness of social
dirferences; the physicel repugnance felt for Bitos by
his friends opens Anouilh's theatre oi' the cruel or the
rincant -~ and so moves his theatre into that of the
c¢lcder man. And rather than being presented subjectively
with a young, desperately idealistic hero, we are confronted
with a middle aged man for whome we can hardly feel even
pity. His comrades detest him for having crushed in
himself all feelings for thie sake of laws, honour and
duty. e nas upiheld the law ruthlessly. Another sirong
difierence between this and his earlier works is that
Bitos looks back on nis childhood as a long, bitter,
cruel and cdark period of his life, and he is glad it is
now over - in steiking contrast to Antigone who never
wanted to leave the world of childhood. Yet, like Antigone
and Taérese, he has asked too much of life. And unlike
Thér®se and Marc, who ultimately accept their inherited
social position, Bitos cannot accept his poverty. IHe
ravolts, and clambers up the social ladder.

L'Hurluberlu (1958) and La Grotite (1960) boins point to
man finding his true nalure in entertainment, No longer
is the life of the herc & model, In fact, the later

protegonist 1s an inversion of all that the early hero

stood for.

"Pidces costundes" appeared in 1962, and both L'Alouette
and Beckett were grouped among these. This collection
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marked two imporianl progressions in the work of Anouilh,
First, themstically, for the firet time he took religious
themes. Secondly, theatrically, he introduced into his
work the use of two plateaux of action: the one is that
of the courtroom and the burninz; the other, within the
same setting, is that made up of the most significant

events from Jeganne's life.

Anouil: literell; and figuratively puts youth on trial.
Again we glimpse the Anouilhean heroine, pure, resolute,
refusing. Jeanne represents man himself as he was prior
to the great discovery of his nothingness. She represents
originel man and physical ian, striving to act as she

thinks she should, as a christian,

This play, wedged between "Pidces gringantes' with all
their worldly, bitter and often cynical interpretations

of life, is a spiritual feast. It gives man a respite
from the ugly life-patterns he has seen so often portrayed.
And its beauty is very resal,

Just as Bitos began the plays of retrospect in which the
protagonist reflected on his youth and felt now regret
and sadness, so the plays of the 1970's take un the same
theme and exponnd it painfully. What the young Anouilhean
heroes and heroines feared and knew would happen, now has

happened.

Les Poissons Rouges, one of Anouilh's most recent works,
well depicts the changes that have occurred in Anouilh's
theatre, in contrast to the theatre of his youth. In this
play a middle aged man, living in the 1960's, still very
active, recalls his past which has led to his present. In
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other words, Ancuilh presents now what Antijone knew
would Lappens .iere ls Lhe idddfleaced nan, comnrordising
still, and corrupted by thie tides of life and all its
ill-effects. And Purtiiermore, even his children now are
in the tihroes of being corrupted snd robbed of the
Antigonian effervescence. Gone however is the intense
onguish of Thérese and Marc, ir thet now there is an
ecuplising feorce markedly present, Social problaems
replace the social differences that so scarred the early
characters. And the social problems are presented on a
wide scale, incorporating a wide range of ages and
characters. Socislly Anouilh may be putting the France
of the 1960's on trial, and judging her, but this too 1s
symbolic. He 1is rather portraying universal errors,

Closely linked wZth thls work, both thematically and
chronologicaily, are three further recent works which are
even more strixing as a contrast to everything the young
heroes and heroines represented. These later characters
have run the course of the years after youth, and before
old age, And the nmaturity span has nanaged to destroy in
eacn of them everything that was spontaneously beautiful

and sbsolule. They now stand and act as cynies, compromised
and compromising still.

An interesting point is the theme which runs througn all
tlireée BLach pertalns to soue aspect of the "theatre man" -
Ciier Antclne depicts thie dramatist; Le Directeur de
1'Opérs tic manager, and Ne Réveille:z pas Madame the
producer,

Anouilh's plays of the 1970's are yet to be concluded. He
is still writing, and we can comment on the living dramatist
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only as far us his nosl récent worke wic Wwows tie lUiame
of nds naxo pley? Lowever, Lo Wils poiiy, Wie WOk 6o
Jean Anoulil coutlnues o druw ¢ experience, loogiug

back fror vie save viewpoint on problens of youlii, and
contirma hils somewial pessimistic [eeliig anoul the
comproiising eifect ol the world, societuy, &auu tie environ-
went in walch nuwmane ere forced to live.

(1) Issue of 22 October, 1953
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CONCLUSION

We have travelled a long way since Hwmlus and Frantz,

Anouilh wrote Humulus le Muet in 1929, and opened his
youth drama, He was only nineteen years old and, before
the gloomy world of the 1920's, he was himself one of
Giraudoux's innocent, pure youth, fighting the corrupting
influence of compromise and aging. Humilus, the young
Anouilhean man, has much to say, only symbolically, he is
alone, afraid and tonguetied before the terrifying adult
world, His tutor is the only one to understand something
about the boy, and even he has little idea of the frustration
and despondency experienced by the young man, He cannot
verbally express himself, except by using one word a day.
In the physiecal world, Humulus feels isolated and life
seams hopeless, When the play begins, not only has no
one any immediate ties with Humilus in thepphysical world
except a tutor who is paid to help him, but in the non-
physical, spiritual world also, Humulus is alone. He

has little incentive to continue until, one day, entirely
on his own, he meets Helene and, even though he cannot
speak to her he falls in love with her. When he does
finally declare his love for her to her, she cannot hear,

Anouilh introduced himself and his philosophy in this work.
Anouilh too was tongue-tied and clumsy before the world of
1929, He too had a message, and he too would deliver it
in his own time, This time span, for the young Anouilh,
ended in 1942 with his great play Antigone. Within this
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period Anoullh matured, and his theatre developed with
each of the plays written between 1929 and 1942, But
these thirteen years see rather a development and climax
of Anouilh's youth drama, than a great change within it,

In his later woriks, Anouilh's attitudes do change greatly,
as he moves into the orb of the committed, socially
conscious writer, Many of the ideas expressed in the
short, humble fledgling work of lumulus, the mute boy, are
the same ldeas immortalized by the young Antigone, These
ideas or themes are the essence of Ancuilh's early theatre.

liis protagonists are all young, except Gaston, who had no
youth at all,

They are intensely unhappy, because of barriers which class,
money, i1l luck or duty set up against their quest for
love and heppiness,

They are also alone in their predicaments, having no
close friend or confident to whom they can relate. The
Anouilhean hero and heroine must face adversity bravely.

They must accept this condition and act on it.

The element of universality pervades these works, and we
seem to move with Anouilh through the characters as they
experience the life into which they have been born.

The protagonists are irtense idealists, full of romantic
notions, living in a world of sbsolutes.

Marc, Thérese and Antigone are
obsessed with a powerful sense of personal duty and
loyalty to family., This duty is placed even before
personal happiness.

Abstract values, finally, are what Anouilh explores, not



people.
Of the plays of Anouilh's youth, the main ones have been
studied here: Humlus, L'iermine, Jézabel, La Sauvage,

Eurydice and Antigone. And that Antigone climaxes
Anouilh's youth drama is the statement of this thesis,.

Humulus opens the adolescent world; he does so to present
the theme of communication, and its importance, Hurmlus
begins to live once he begins to feel. Frantz, who
imnmediately succeeds him, is more a non-entity or a
character without values. Frantz experiences the physical
effects of destiny. He is not strong, but he does create

a strong impression, and the influence he was to have on
the audiences of the 1930's cannot be underestimated.
Anouilh instilled into Frantz both a sense of passion for
life, and a very keen sensitivity., And Anouilh's
sympathetic portrayal of this feeling of acute wretchedness
must stem from the fact that he himself was young like
Frantz, and that he too was coming into direct confrontation
with bitter reality; he was just married, so he too was

in love, and beginning to appreciate, no doubt, the
weighty influence of heredity and environment on a young
person's condition and thinking. An element of materialien
pervades this play, and the class awareness introduced is
developed in the next two plays, Jézabel and La Sauvage.

Frantz bears similarity to Marc and Jhérdse in that all
three are desparately poor, and all three are absurdly
conscious of this fact. They are ashamed of their humble
family life, and by rumning away from their families,

try desparately to lead that other life they all want so
mich, All three, by escaping into this other world, hope



to be able to stay with the one they love, for each is in
love with a member of this upper class. But the basic
sinmilarities end there., Frantz is a materialist, and in
a way typical of youth, he no longer tolerates family
ties.

Marc and Therese have similarities and dissimglarities, and
their similarities mark the development of Anouilh's
youth theatre into the theatre of awareness. Marc and
Thérese, firstly, are presented in their environment:
Frantz was only presented in the high class milieu. Marc
and Thérdse are conscious of their degenerate family
backgrounds, yet both, having tried to escape from thenm,
feel compelled to return. Already, there is the element
of duty entering Anouilh's work. Jézabel, however, is
melodramatic and this is the most important dissimilarity.
La Sauvage attacks social values, which points to his
later theatrical woris, at the same time presenting a very
tragic picture of youtii, poverty and irreconcilable
differences. la Sauvage is more realistic than is M.
But Jézabel does introduce an element of maturity. Marc
seeks peace of mind and contentment rather than happiness.
The young man is shown here torn between his home, to
which he owes his loyalty but by which his Anouilhean
purity and innocence are repulsed and lost, and the other
world - which though one of wealih and ease, 1s also that
of a young wonan who is puse and beautiful,

Anouilh himself cannot resolve this dilemma: it is one
of the eternal riddles of the human condition, and almost
inevitably it is youth's lot to attempt to resolve it,
And so Anouilh presents both sides, and builds his drama
out of the conflict which grows within the protagonist.
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Thérese also wrestles with tils problems She is by
nature pure, but her soul has been virtually destroyed by
poverty. The man she loves is entirely different from
hers therefore he does not nor cannot really understand
her, She is proud, and this pride is the cause of her
revolt against her squalid background, and then a further
revolt bacc to her old life against the wealthy world.
Thérese is trapped by her dilemma, as is Antigone. They
both act according to their inner convictions, doing what
they feel they must., Yet Marc, Thérése and Antigone all
act in quite different ways: there is an element of
progression in the first two which culminates in Antigone.
Marc seeks something spiritual, and he can be seen here
as Anouilh's mouthplece, bridging the gap between the
world of the physical, and that of the spiritual rebellion
of Thérése. le wrestles with the real world and loathes
the debasement of life which he sees about him,

The characters prior to Antigone follow closely a peculiar
pattern, Having grown away from their own origins, they
express utter disillusionment. Following this can come a
feeling of repugnance towards the forsaken life and values,
and a desire to escape from it entirelys physically and
spirituelly, This pattern is manifest in Frantz to a
physical extent: then in Marc and Thérése, the escape isc
spiritual, The third phase involves development within
the character, when the young person may stop running,

may face reality, and either carry personal absolutes to
the furtherest degree, as do Burydice, Orpheus and Antigone,
or return, as do Marc and Thérése, and, in so doing, accept
life, its demands, its challenges and their own identity
with the milieu into which they were born,



Then the culmination of these elements is presented in

the masterly work, Antipone, She is as young and as full
of love and life as mrydica: she has the depth of thought
and tiie sense of personal achievement of Thérese: she
loathes the compromise and acceptance she sees about her
as does Marc, and yet, like Frantz, she is huzan: his
plan however was harmiful to others: her plan also was
inhuman but she saw herself as the only eventual victim,
And, like !lwmilus, she tries to comunicate yet, like

him, is misunderstood.

She is misunderstood by Cr:on. He tries to save her:
never does he consider the fact that her duty demands her
death, Out of their conflict of values, Anouilh creates
drama. In fact, it is values he presents, rather than
people, For what ere characters if they are not the sum
total of their values? The conflict in this play is
essential and irreconcilable, bBoth aspects are presented
by two people. The young Antigone is the youth force:
pure, determined, beautiful: the older Créon is cynical,
willing to compromise and experienceds he has had to grow
tolerant and forgiving. She violently proclaims youth's
romantic ideals snd absolutes, while he vehemently attempts
to reason with her, Anoullh creates the situation, but
the predicament is universal. Antigone and cr:on each
carry their principles through to their logical and
ultimate conclusions,

Anouilh's young characters represent abstract values.
And these values are those of young absolutists.. This
ephemeral and eternal quality gives to Anoullh's earlier
period something magic, immortal and nostalgic. Humulus



begins to feel love - and his 1life is changed. The young
Frantz is immature and at the end has lost the only
abstract value he knew - freedom, Mare is drawn magnetically
to purity, innocence and virtue, and all that for which
the white creature, Jacqueline, stands, He 1s in love
with goodness, Théerdse too seeks goodness, higher values
and contentment, but Florent, unlike Jacqueline, has not
the spirit of giving, Florent has no real values -
everything has come too easily for him, Thérise's

revolt does not succeed, because there is no goal:
Antigone does succeed: she is therefore thefperfact
absolutist, knowing within herself what she must do and
why, She says no to life, because the life she sees
about her and before her would negate her every youthful
ideal, her every zhsolute value, her sense of personal
duty.

Anouilh's young characters are universal, Thay represent
youth in many different ways, yet, within this universality,
each of them 1s an individual, And each one depicts a
force which is typically human, and typically adolescent,
Humulus represente the shy, the afraid, the lonely, the
young nan of few words yet of many thoughtst he is a
listener, who tries to understand, himself misunderstood,
Frantz is the adolescent obsessed by material things;

very impressionabls, impetuous, a man of actions, spon-
taneous, ne lives for a good time. Marc represents youth
sbsurdly aware of life! slightly overacting, none-the-
less deep thinking, utterly sincere, one of life's victims
who, young, finds all this hard to accept. Thérdse
represents youth who can no longer stand a certain life
situation called home - that place into which one is bomn,
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and which, if one is lucky, is a happy and values fostering
place but waici:, 1i one is not so lucky, is that place
from which the young protagenist runs. OShe revolts against
tiie past and present squalor she sees aboult her and escapes
- only to retuin, sliglitly wiser for the experience,

after naving found o lack of authentic feeling amidst
those of the otlier class. Antigone represents youth's
eternal search for rouantic idealisn and absolutes,.

Anocuilh's youths strive for purity and truth, with a
marked aversion for compromise and corruption, And it is
Antigone who epitomises this view, She remains completely
convinced that it is her duily to refuse, to say no to life
and all that life offers.

Young and absolutist now, she wants to remain as she is.
She stands now at the peak of human perfection, but any
compromise would involve a fall, Life could never sustain
her hopes: rather, therefore, than suffer disappointment,
infidelity or any diminished valuwg, she outruns life and
chooses, by means of carrying out her brother's burial
rites against the King's command, to do her duty and to
be her own executioner. Créon offers her life - but with
it she would have to accept experience, which necessarily
involves loss of innocence. This she cannot and will not
accept, Towards the end, however, her youth is strikingly
apparents she is affected by an increasing sense of
loneliness - as are all Anouilh's protagonists, The fact
that she is still free to make her own decision points to
an "absurd" element in her reasoning,

The plays prior to Antigone present the youth viewpoint
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very stronglye Anouill too is young, and is therefore
subjective, an attitude which is reflected in the sympathetic
youth portrayals. With Antigone, however, there is a
reconciliation of life forces in that Ancuilh presents
youth and age in a parallel situation. He presents two
argunents, botl clearly and substantially, We feel for
the young, innocent and extreme idealist Antigone, and

we feel too for Créon, who tries desperately to understand
and save her., The plays beyond this point continue to
depict youth for some years, but the field gradually
broadens, Young people are still present, but relegated
to roles of lesser importances adolescent feelings are
still there, but the passion and outbursts are temnpered:
and now in its place, rises Anouilh's theatre of social
commitment, wherelin men are seen in relation to social

and political change.

Eventually, as he approaches old age, Anouilh presents
ageing characters who look back on their lives and, above
all, on their youth, The latest plays bring about a
gynthesis of attitudes, 2 view which is a mixture of
cynicism and sadness, for the characters have hardly
changed: they are still the youth characters of his early
plays, soiled by failure and compromise, their ideals

not so much shattered as unrealised and unrealisable. And
a new generation of young characters starts to emerge,
the victims of thair environment, with a desire to pursue
absolutes, but aware of the dangers of poverty and wealth,
And one realises the degree of cohesion that exists in
Anouilhean drama,
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