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lptroduction:

therary hlstorlans use the term "Romantlc Revolutlon" in
nspeaklng of Victor Hugo and hls theater.‘ His two most noted
plays, Hernani (1830) and Ruy Blas (1838) are Judged to be.
hlS two masterpieces in the movement of this "revolutlon" in
- French theater. Prior tofthese two plays, Hugo wrote a play
called Croﬁwell, that never reached the stage and'iewenly re-||
membered now because of the prefece.that he added later. In
this pfeface'he eet forth his theories about how to rejuve-
natefé‘dull.and“bofing theater. The question in‘tﬂis.thesis
eis‘tp examine whet influence this preface as well as his
4firet‘dramatic masterpiecég.ﬁernani, had in this "Romantic
Revolution",‘in the first half of the nineteenth‘century.
_Wasvthis'a:trendﬂin-an already developing revolution or rath-
er, wes'it'a step forward in an already7advanced evolutien~v
aryiprbcess? If these were real changes in theatersand drama
of what did they consist and what role did Victor Hugo play
in’ the development of this theater? These are the cruc1al
questlons that underlie thls»the31s.)"

.bur ﬁurpoSe here is, then, first to look briefly at the
development of theater from the French 17th century Cla531cal
'theater up- to the so—called "Romantic Revolution" of the.
1830fs.. Secondly,.we w1ll‘undertake a brlef analy51s of thee

proposals contained in Hugo's Preéfacede. Cromwell to,examine
prop: I g \ _

his theories about theater and their role in this movement.
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Finally, by .studying the méﬁnef in whigh Hugo did or did not
incorporate these prOposélé in his play, Hernanii_we will try
to discover whether Hugo reallj'aééomplished.a revolution ip
theater or whether'theée were inevitable changes evolving
from a general literary climate. If the latter is true, we
then ask ourselves why 1830 is considered a "turning point"
in French theater? , | _

‘ The method proposed to examine these questions is to de-
vote a chapter to each of the above areas. Chapter One will

deal with the development of theater, Chapter Two will ana-

lyze the proposals in La Préface de Cromwell and Chapter Thref

ﬁill briefly study the manner in which Hugo incorﬁorates thes
theories and ideals into his play Hernani.

We thus hope to show in this thesis, why Hugo was consid-
éred-"le chef dfécole" of the Romantic movement in France and
what his contributions;were~to the developmenﬁ of French the-|

ater.

-




CHAPTER I

'Simplicity;‘restraint énd‘pfoportion beét describe the
cla851cal theater of uhe GreeK and Roman dayse. .A strict dis=
01p11ne was iollowed by all wrlters of theatrlcal productions
for the Classmcal theater. Following the style and rules set
up by their Ancient Greek and Roman predecessors; a glearhcut,
and ordefly_format was followed by French 170 cenﬁu:yvdrama~
tists. In France, the so=called Classical Age was at its ap-
pex from 1661 to 1685, andlduring.this,time,~the.search for
the “pérfect" theater, "l’hénn@te homme" and a refinement of
"le goﬁt“ of the people, seemed to prevalle Racine once stabé'
ed that "La prmncxpale regle est de- plalre et de toucher"l 1o
please the people, and this was certainly the goal of every
writer, But, 1n'follow1ng this rule, many wrlters did not
dare shake the foundations: or 1ntroduce any shocklng situa=
tlons on stave, for fear of disturbing the peoPles‘ sensibil~
ities. So rules of theater were drawn up merely to keep ev-=
erythiﬁg orderly, simple, and not t00‘intellectually'demand+¢
ing. Through unlty of tlme, place and actlon, the playwrlghts
hoped to give strict contlnulty to each playe2

Let us take a brief look at the underlylng theories that
evolved and were ‘developed not - only by ‘the crltlcs, principal=|.
ly Boileau in his "Art Poethue", but by the two most prom1~
th

nent playwrights, Cornellle and Rac1ne, who domlnated the 177

century French theater. The" followmng.pages,W1ll focus on a
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concept 6f theate? that{'for all practical’purposes, dominated
and controlled French playwrights fdf approiimately two hun—
dred years. | | |

'A definition of classical'tragedy mightiheip to’clarify
' what was expected.of plays.: First of all, there must be a
serious and complete seqﬁenée‘qf actigqs,x Secondly, this
sequence of events s@oﬁld be based on histbfy‘of legend.
Thirdly, the action must-téke piacé,betweeﬁ:mainrcharactersy
featured throughout the play. Finally, terror and pity must
be evoked in the hearts and minds of the spectators over the
struggles of human passions, conflicting between each other
or against destiny,3 The French "tragédie classiqueZ:of the |
l7th

that it began to illuminate the lyrical elements and placed |

céntury'diffe:ed from that of the previous century, in

emphasis on the dramatic action. OSimple action, progression
according to the passions without outside interfe;ence and
the omitting of* the pathetic, all three Qf‘theSe fhemes dom~
inated this century’'s dramas.h~ | |
In addition to the three unities of time, place and ac-
tioh, a tenet of classical tragedy called '"la bienseance"
forbade the acting out Qf‘any violent scenes on‘stageg The
two other elements which Classicél theater: joined to "la
biensééﬁce", were "le nécessaire" defined as "ce qui doit ar-
river suivant les lois'naturelles", and "le vraisemblance®
defined as "cé qui doit arri#er suilvant les circonstances."?

Last of all, human nature stems from reason, and they believe

that art reprqdﬁces'this nature just as it is, thus thinking
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that art repwbduces this natﬁre’just és it is; thus thinking
that all art represents thlngs truthfully 1f only it stays
faithful to the orlglnal model.6 | ' .

From 1636, the date of Le Ccid, it was Pierre Cornellle,
whose genlus domlnated the llterature of the flrst half of
the 17 _centurye He followed many of the rules of the claém
sical theater, while introducing new aspects and themes to
the stage. Corneille continued termphasize heroés in his
'plays, but they began to take on certain attributes unknown
to those heroes of Ancient Greek an& Roman plays. The Cor-
neillien hero is the artist_or designer of his destiny, un-
like Qreek'heroes who fell destined to their fate.7 His ac=
tors became men who did their own thinking and judging; it
was they themselves that made the ch01ces between certain
key decisions. A sort of free~w1ll was granted to the char-
acters, making the plays more realistic and -acceptable to the
audience., Fate no longer played the major role; the hero
did. Qorneille?s heroes became so much in control of them-
selves that they could even renounce love at their‘owﬁ choos-
ing. '

Themes of_"la raison", "la gloife", "la volontéh; "le
patriotisme" and "la loyaﬁtéﬁ, permeated his plays. Hé used
primarily the history of Rome and of Spain as his sources.

Le Cid, based on the history of Spain and one man's exploits,
is probébly his best known,piays First presented in 1636,

the center of complexity lies in the struggle between Lonor

and passion. This play was a "tragifcoméaie“, the first iﬁ
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which these two themes were juxtaposed and mingled.

Corneille made admiration a motivating'forcé in his
plays, piaying side by side with terror and pity, and, with
the exception of Le.Cid, giving only a secondary'role to love
and passion. Jean Racine, on the other hand, the greatest
creator of trégedy in the second half of the 17¢h century,
brought passionate love to its "apogé;" as the motive in his
trégedies, giving it the power to provoke the most tragic
occurrences. - Although Corneille followed the basic format of
élassicalAruies in his theater, as mentioned before, he was
not rigid in following them all. He tried tovénlarge the
uhity of .action to that of unity of peril, the firét'step
away from the tight reigns of the three'unities.S{ “

Corneille believed that drama consisted of portraits of
mén's actions, and that the subject matter wés founded on
Greek and Latinsorigins, to prove the reality "des féits"gé
Racine's work plunged into the depths of the human heart and
could be characterlzed by thls one quote,."Le Jour n'est pas
plus pur que le fond de mon coeur" (Phedre, v.1112). In -
Corneille it is the free~will of men that prevails, the pure
stréngth of choice; but for Racine it is usually passion that
imposes its will on the mind and power ofichdice; Yet, for
both of them, it is "la cbpnaiééagce'du‘coéur>humain" that

makes their works so inspiring.lo

As the 18

century developed, an evolution was taking
place in peoples' tastes and ideas. Tastes changed in keep-

ing with sociological, historical and theological'concepts.
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The role of the common man was vastly increased. The old or-
der, "L'Ancien Rééime", was tottering, the weakness of which
led eventually to its'overthrow in 1789 by the French revolu-
tion, With the overthrow of fhe monarchy, the Church lost
its prominent role in the lives .of French intellectuals and
Deism became the fashionable theology. The people and crit-
ics were loéking'for‘something other than the strict forms of
the Classical movement in‘‘their drama. Larger crowds of peo-
ple started to attend the theater, demanding a more entep-
taining form of felaxation. Enough of all the rules and re-
gulations in the theatef that made everything so dry and life=-
less! A hunger for,excitiﬁg-action and a thirst for a more |
vivid depiction of‘the’passions Qf.life, these characterized
the‘lSth century man. The playwrights initiated an attack
against the unities; saying that these destroyed the reality
of everyday life,. and. presented fictitious éolutions to human
prbblems. Classical theater had come tovboré the average man.
As the theater became more accessible.to~the masses, society
demanded more.action from the playwrightsbl¥

Leaving aside the very.imﬁortént dramatic genre created
by Marivaux in theAlSth century and- the trenchant political
satire of Beaumarchais, both of whom contributed little to -
development of melodrama and "le théatre lérmoYéﬁtU, before
examining.the~imﬁediate predecessors of the 19?h century .Ro-
mantics, it is. important to investigate the contributions
made by Voltaire tO“theevolﬁtion away.from Ciaésical theater.

Because he introduced the first real aspects of romantic
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drama, Voltaire must be judged one of the most important

gth centufy. This new form of the-

French dramatists of the 1
ater offered a larger range of subgects from which to choose,
dealing not only with things in -one partlcular country, but .
including international affairs. There was a strong empha51s'
on exactness of costumes amixﬁ‘stége props, in order to de~
pict more really and believably the particﬁlar era ‘being re=-
presented on stége. Comedy ﬁas transformed to encompass a
larger spectrum. Voltaire accomplished this thfqugh some-
ﬁhing he called "un genrevmixte“,_a forerunner hinting of ‘the
"méiange de .genres".  Moreover, the French theater found it-
self opening up to other influénces from foreign countries
such as England;kwith its’Shakespeareeiz_

The literature of théWISth

century was what we would call
a literature ?engagé%". Mény"diffefent writers and composer
were bombarding the-literar& scene with their works and new
ideas, so.it was a time of trial and error. It was particu-
larly demanded.of the'plajwrights that they pfesent a more
'realistiC'représentation pf,lif@, The audience wanted to
become more .involved in the play, it needed to relate to the
actors and this was impossible in the intellectual climate of
the classical theater. lquracters had to be so convincing in
their roles, that: the people~could actually feel the emotions
and vigour of the play through them. A thirst for total real-
ism was coming from the audience, for a little more "authen-
ticity" in the play. This illusion of reality could only be

achieved if. the setting was authentic and actually depicted
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the life and scene of the times, This is why realism in the
costumes and the scenes was so'importaﬁt and why much time
was spent on detailed sets. HBgually important were the ac=
tioﬁs‘and_gestures of the actors. Language had to be authgn—
tic and related to both‘theftimes and the cultural level of
the characters; it could not be the stylized formulae of the

Greék heroes and gods. All thié was the beginning of the

bourgeoisé theater, the entertainment . for the upper classj3 

Although Voltaire along with Diderot did much to intrqduce
the theories behind romantic theater, neither was completely

successful in'bringing it about.

8th

Toward the end of the 1 century and the beginning of

the 19th, the melodrama started to come before the’footlights;‘
It is in the works of such men as Guilbert de Pixé;ééoﬁrt,
that we acknowledge the first Succeésful glimpses of this new
era. Philippe Van Tieghem Suméarizes‘this development that
took place in French theater between the decline of the Clas-
sical taste and the advent of the Romantic theater: |

7
En cent ans la tragéaie classique,s‘é%ait usees
comment la renouveler? Certains etrangers pou-
vaient nous montrer la voie. Voltaire avait de-
couvert Shakespeare: Ducis l'imite avec prudence
et méme timidit€ de 1769 & la Révolution. Diderot,
Sedaine et Mercier tentent une tragedie bourgeoise
plus proche ‘des realité€s moyennes de la vie, et
Benjamin (onstant, en 1809, recommande et propose
une tragedie plus vivante, animeée par la realite
historique, a l'imitation de Schiller. Le melo-—
drame 1libéré des re&gles, s'adapte a un public nou-
veau, gul ignore la tradition, et l'interesse pa ‘
les détours d'une intrigue passionnante et les évée- -~
nements nombreux qu'elle entasse et qu'elle place
directement sous les yeux.t '
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It was a few years later in 1823, in his important work,

Récine and Shakespeare, that Stendhal made one of the first

noteworthy attempts in the battle for the Romantic theater.

Stendhal stated:
i o /

Le romanticisme est l'art de presenter aux peuples

les oeuvres litteraires qui, dans l'éetat actuel de

. leurs-_habitudes et de leurs croyances, sont suscep-

tibles de leur domner le plus: de plaisjir possible.

Le classicisme, au contraire, leur presente la lit-

térature qui donnait le plus %rand plaisir possible

a leurs arriére-grands-peres.l> . = 4
In 1824, through the efforts of the Globe, a further move was
made to acquaint French authors with Shakéspeare.

It became_apparent that romantic drama could get nowhere
without first combatting the old rules of the. theater, start—

With :

ingﬂthese three unities, it was contended, one goes complete-
lyAagainst all laws for expressing oneself artisfically.‘ How
can one create something realistic and in an artful manner if
he has to conform to so many restrictions? It was in this
same light that these critics condemned the alexandrine verse
form. The problem is that they had a classical education and
yet their instincts were those of romaﬁticists.

This is the literary climate of the period designated
by literary historians as "Pré}omantisme", a period of trans-
ition, in which,'again to quote Philippe Van Tieghem:

: \ .

...se forme peu a peu, dans le gofit et les ten-

dances morales et sentimentales du public, un

ideal nouveau que quelques €crivains essaient

de rendre dans leurs oeuvres en se degageant

peu a peu de la tradition anterieure, mais sans

avoir l'audace ni, en geneéral, le ‘talent suf-

fisantfépour adapter l'art au renouvellement de
l,éﬁieo Bl
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Thus the stage was set awalting a literary giant who
possessed the daring, enthusiasm, and genius to respond to
these needs., Such a giant entered the scene in the early

nineteenth century. His name was Victor Hugo.
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CHAPTER IT

Historians of French literature are generallylin agree-
ment in-éeeing the yeaf 1827 as the crucial year in the his-
tory of French Romantic theater.l Though most writers refer
to theée particular episodes and events as the "Romantic Re-
volution”, from our‘vagtage point,‘it,seems rather to be an
exﬁremely importaﬁﬁ"ﬁfurniﬁg point" and an "evolution" rathery
than a."revolutibnﬁa “An."evolution",_since its roots have |
been develOping f&r ét leQStfé hundredvyears. Maufice Desco-
tes iniﬁisfsecpiqﬁ}§§4"Lé»Th§§£fé Romentique" in the second

volume of the Larouse series, Litterature Francaise, capsul=

izea'the7béckgréuhdﬁof‘thiéQSO—calléd "revolution" in French
theatef. He‘?ﬁp%aihs'it_inlthis ways:

On date de 1827 (Préface de Cromwell) et de 1830
(Hernani) la brutale irruption du théitre roman-
tique dans.l'histoire de notre dramaturgie. Mais,

- com?® toutes  les révolutions, celle-ci avait ét&
preéparéde par de longs cheminements: apparemment
soudaine, elle &tait le fruit de la criwe depuis

-longtemps ouverte sur: la scéne frangaise. ‘Car,
dés le XVIITe sidcle, et malgre les efforts de
renouvellement de Voltaire, la trag€die ne jouis-
sait plus que d'un prestige académique: genre of~ -
ficiel, re¥érd comme une noble institution i la-
quelle devait obligatoirement.sacrifier l'auteur
dramatique qui souhaitait se pousser dans la bon-
ne socigtd et obtenir.sa conséderation. _Mais
genre:.qui ennuyait, que les esprits.libres (Diderot,.
Beaumarchais, Se¢bastien Mercier) renvoysient au '
magasin des vieux accessoires.. Pour le grand pu-
blic, assister a une reprédsentation tragique.
n'dtait qu'une maniére, entre bien d'a%tres, de
satisfaire au code de la vie mondaine.
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Cromwell, (1827), Hugo's play, written in five acts and
completely incapable of.being performed on the stage, was
written to'illustrafe his "revolutionary" theories of drama.
The play itself would hardly be remembered, had he not later
added ﬁhe famous "Préface" in which he expounded these theo-
ries. It was becaﬁ;e of this "Préface", enthusiastically ac|
claimed, esﬁeéiallyiby the young writers, that Victor Hugo
was hailed as the leader of this "Romantic Revolution", and
became "le chef d'école.

Elle, (Cromwell), fut &crite aprés le drame et ac-—

cueillie, surtout par la jeunesse, avec un enthou=

siasme inoui. Pour Hugo, elle constituait enfin un
choix et un engagement. ngcelé par des c%assiques
hargneux et sots, il prenait la t&te des revoltds.3

At this period, numerous manifestos, treaties, and pre-
faces cautiously suggested the changes on which Hugo was in-
sisting. Priér to Hugé, many of these ideas had been the
concern of such influential writers as IMme de Stael, the Ita-

lian, Manzoni, and Stendhal with his two famous publications

of Racine et Shakespeare, (1823-1825). It was in these two

publications of Stendhal's that there appears the first real
elaboration of the theory of modern theater. Maurice Desco-
tes explainsvthis ways

Sans doute, les deux Racine et Shakespeare (1823~
1825) n'eurent-ils pas le retentissement qu'on
imagine aujourd'hui. Stendhal n'avait aucune des
qualites qui consacrent le chef d'é€cole; il n'en
reste pas moins qu'il est le premier & avoir, en
France, €labore la théorie du drame moderne: le
"romanticisme" étant l'art de "présenter aux peu-
ples les oeuvres litteraires qui, dans 1l'é&tat
actuel de leurs habitudes et de leurs croyances,
sont susceptibles de leur donner le plus de plaisir
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p0551ble", il convenait de se détourner d'un clas-
sicisme adapté'aux golits des "arrlére-grands-peres"'
de renoncer & la contrainte des unite€s, des bien— -

. séances, de l'alexandrin "cache-sottises"; d'aller
aux sujets nationaux ornementés d'un recours hardi
aux ressources de la couleur locale.

Nevertheless, accordlng to Philippe Van Tieghem, what
set Hugo's Préface -apart from these other documents was: ".
1ltaudace tranchante,d'un esprit jeune et ardent, qui ne

craint pas d'affirmer, de décider, et d'aller jusqu'au bout

de ses iddes," all this, coupled with Hugo's powerful vi=i:

sion. He begins his Préface with his own unique synthesis : {

of history and proceeds from that viewpoint to enlarge upon
his theories. Van Tieghem again succinctly summarizes the
varied aspects of thiS'controversial document:

7eslil ne s aglt plus seulement de cette societd
nouvelle issue de la Revolutlon, Hugo voit plus
loin et domine les sitcles du regard 1'8ge mo-
derne commence au chrlstlanlsme- c'est le Christ
qul ‘nous a .appris 4 considére notre dualités.
1'3me et le corps, le ciel et la terre, le sub-
lime et le grotesque. Ce dialogue €ternel entre
‘les deux parties de nous-mémes, qui est 1l'es-
sentlel de la. vie morale de l‘homme moderne, est
en méme temps 1l'essence.du thédtre et, dans le
théitre, du drame, qui fait place au bas ou. au
familier 4 coté du sublime,. seul represente” dans
la tragedle, Hugo, par la, fait accomplir un pas
c¢horme & 1l*évolution du theatre, avant lui, on
admettait tout au plus que le drame plit se dé-
velopper parallélement a la tragedle, parfaite
en son genre; mais voila que la tragedie, passe
au rang de drame 1mparfa1t‘ philosophiquement, .
hlstorlquement, c'est le drame qui a raison,

qui est .seul capable de traduire 1'8me moderne
totale. On voit le changement de perspective!
D'autre part, le drame est le genre complet: il
contlent le lyrisme et l'ep0pee, tandis que la
tragddie est un genre €trique d'oll sont bannies
toutes les sources vives de la poesme. Le drame,
enfln, est un genre llbre, ot le gehie peut se
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deployer sans contrainte, et 1nterpreter la na-
ture .dans toute sa vari€t€. Mais, si proche de -
la nature que soit le drame, c'est cependant

avant tout une.oeuvre dfart, une oeuvre soumise

A des contraintes artificielles, dont la princi-
pale est le vers. Hugo repousse le drame en pgose
et maintient ‘1'alexandrin, lib€re et assoupli. ‘

Let us examine in some detail Hugo's vision of theater

as presented in La Préface de Cromwell. It was his intention
first to give the history df,poetry as it was handed down‘
through the ages which he divided into, "les temps primitifs)
les temps antiques et les temps modernes".? In "les.temps
,primitifs", Hugo sees man as_be;ng close to God, coﬁtinually
marvelling at all his beauty and forever singing praise to
Him. All the_poetry'wag»ig }yrigél form and it varied in
beauty by the'genias of"each'author,8

Sa lyre n'a que trois cordes, Dieu, 1l'Zme, la

crdation: mais ce tr%ple mystere envelopoe tout,

~mais cette triple idee comprend tout. &'
Man relied on thé ‘basic foundations of his being as the
source. and support of all. hlS creations. These three themes
of God, soul, and creatlon (nature), were hlS sole sources
from whlch to form beautlful poems of life and love.
| "Les temps anthues" revolved around war time epies and
the enlargement of everyday llfe. Grepk theater developped
out of thlS eplc stance., A

Avec les nations apparalssent les guerres et les

grands mouvements de peuples. La poeSie temoigne

de cette &volution: 'Elle devient eplques, elle

Zﬁfi‘%ﬁit‘f"“ﬁiiz;e°aeTi‘fEiiéelé??iaﬁ?é’ézi?‘éé“}“e’

qu’ elle ne fait que reprodulri sous des _formes
variges (histoire, tragédie).LO .
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In drama,>every£hing seemed to be out of proportion: the . . .
stage,ﬁthe actors, the costumes, the masks and certainly the
tragic plots. The actors would have to pdrtray themsélves
as giants in order to play the glant roles they enacted. AcH
cordiné to Hugo,.in‘théitime of ancient Greece and Rome the
 drama had a "choeurﬁvthat portrayed by word of mouth any -
“events that éither could'ndt“be "executed".én staée or action
that would break unity on the stage‘in terms of time and .
place. Critics, howevef, take exception to Hugo'é simplistig
definition of "le choeur”; noting that the role of the
"choeur" is closely linked to the action and intermingled ly-
rically with 1t.

Toute cette conceptlon du choeur est fausse. Le

chceur antique n'a pas un :ole de complement ou ,

de soutien, il n'est pas un personnage surajoute:

A 1l'origine le choeur est 1li€ &troitement & 1l'ac-

tion tragiqué; le chant se méle au dialogue. C'est

d'ailleurs du lyrlsme choral que naft la tragedie.ll

Just as the authors durlng "les temps prlmltlfs" wrote
of things that surrounded them, the poets and playwrights of
"les temps antiques" portrayed the lifestyle and epic heroes
that su;rounded them., Certain so-called Classical rules and
guidelines evolved at this timevwere strickly followed, thus
tragic scenes could be foreseen and heroic endings were al-
ways expected This, the era Qf the great Greek tragedies of]
Aescylus, Sophocles, and Euripides, prbduéed pléys, epic in
subject; lyrical in form.

Paganism was confronted by Christianity at the beginning
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of what -Hugo sées'aé>the final period, '"les temps modernes".
It seemsyfhaﬁ théupaéan wdrship of the Gree@ gods and epic -
heroes was losing credence and was coming to an end. Modern
man SQnsed more Qf'é unify in the world which could only be
: broughf about by one all-powerful God.
Une religion spirituéliste, supplantant le paganisme
mate€riel et exterieur, se glisse au coeur de la so-—
cigt€ antique, la tue, et dans ce cadavre d'une ci~
vilisation décrepite dépose le germe de la civili-
sation moderr;e.lg
It was this religious spirit that brought reality into poetry
and drama. Man was portrayed as himself, average height and
features, and the stage became a mirror of '"real life". As
we know, truth can often be more shocking than fiction and
when it is presented on stége, it can be revolting to the au-
dience. This dramatic poetry mingied dissimilar and opposing
events,ﬁjust as nature does, in order more accuratély to por-
tray reality. There were contrasts of shadows and light,
body and soul, stupidity and real genius; just as conmfasts
and Opposites constitute nature, so drama was. to bring all
this fo the stage dur;ng les temps modernes".13
" Hence, Hugo drew upAa new theory for the grotesque in
drama. | '
Ainsi nait un principe nouveau, pierre angulaire

de la poésie de la -*troisidme civilisation': le

rotesque. Plus varié gue le beau, ce type, qui
repr@senfq/la '*b8te humaine' en face du sublime

de 1'8me €purée par la morale chretienne', est,

en effet, comme moyen de contraste [...] la plus 1
riche source que la nature puisse ouvrir & l'art. b
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The eontrasting effects found in nature prepared the way for
the grotesque on the stage. This "grotesque'" art form that
is breught out by the third civilization,.”les temps mod= - |}
ernes", is nothing more then the actual depiction of the way
- man and nature interact by opposites and contras;s;c However
to the theater audience of the late 18%Mand early 19th centud
ry, this portrayal of human life with all its impurities and
faulte, was coneiéered grotesque: and to be rejected. Never=-
theless, in defending the role of the grotesque, Hugo recallg
that as early»ae the 16th century in England,'thie total de-
piction of life was first introduced to the stage by a man
named Shakespeare.15 ‘He was the first playwright to bring
confueion, murdef,.slang, tragedy and comedy to the stage,
all in one play: To the modern writer, the grotesque was to
play ‘an important-reie;“ On the ~0ne;.hand} in the same scens
it would depict. the horrible and the distorted; on the other
‘hand, 1t wculd evoke laughter .and comedyy -confronting the
audlence with both extremes at opp081te ends of the stage.16

Hugo remlndsius that it was Danté who explained- the .
neceSsiuy of the grotesque in drama when he said:

I1 semble, au contralre, que le gratesque sort un

temps d'arret, un- terme de comparaison, un point

de départ d'oh l'on s'éleve vers le beau_avec une

perceptlon plus frafche et plus excitée.
There is always a. storm before a ralnbow, and we must endure

one in order to enjoy and appreclate the nexte We can only

understand the beauty of life if we know about the ugly, the
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grotésque, the mistakes and the failures.

Hugo ends the first section on the historic periods by
a summary. Primitive poetry was ;yrical,‘ancient poetry pro-
duced epics, but if modern poetry was to become drama, life
in its.fullest had to be painted with all its shadows and
brilliant colours. The\first‘poetry was Based‘on naiveness,
.the second on simplicity and today's dfamatic poetry is cen-

tered on truth..®

Poets first wrote what they dreamed, then
they recounted wﬂaﬁ they did_and finally they began to draw
out what they thqught. it is because of this that drama is
able to combine several elements and present both philosophi-
cal and picturesque scenes.19 ' ' -
Hugo goes on to develop his theorylofAdrama. He states
that drama seeks to restore reality and to make people real-

20 Hugb designates the depic-

ize the harmony in opposites.
tion of the "méiange'dés genres', as man and his soul combin-
‘ed with all the grotesque and the sublime elements essential

to interpret life as it really is.21

Life is a mixture, a
"mélange" of many diversified things and it is up to the poet
or dfamatist to géﬁhér them &1l together and portray them in
a unified fashion. Creativity is an important factor but
true success in aCEOmpiiSHing this task comes with the indi-
vidual'"géhie“. While combining the contrasting views and
chaotic aépects‘of'life; tdrniné over in their heads the pros
and cons of life and society in-which £hey live, these play—

wrights who once_made us laugh and dream, are suddenly becom-
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ing melancholic. When one has to philosophize and meditate
on his existence in the world, life can suddenly take on a

22 These men were no longer spotlighting

whole new light.
certéin good and.-bad times of lifé and dealing with them from
a distance. Life in all of its" splendour and gloominess was
being viewed at one time,.oﬁ the stage. Hugo and Shakespeare
were turning 5n the house lights in the theater and telling

the audience tb'look around at themselves, and see what the

stage was merely reflecting. Grotesque, sublime, funny, mel-
ancholic and mystérious;lall'of'us are walking examples of
the world we live in and when we are confronted with it, what
do we do? At first we may laugh and say it is only a play

but then again, who would we be fooling? In his Préface,

1401

Hugo depicts three leading writers, "Beaumarchais dtait morost
Moliéreké%ait sombre, Shakespeare mélandoliqﬁe!"23

Drama designaﬁed as "romantic", which Hugo brought to
the stage in the early l9th century, is in direct contrast to
the rules and regulations set up in the 17th century by the
French Classical writers. The melodramas of the late 18th
and early 19%M centuries provided a bridge from the strict
Classical theater to the more free flowing Romantic drama of
the l9th century. Among all the rules that the Classical
writers followed; that of the three unities best captures the
spirit of the times. Hugo discusses at length the unities of
placé, time and action. These rules controlled the stage to

such a point, Hugo insists, that it was impossible to "createf]
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or fepresent any artistic piece of work: Hugo draws a graphy
ic parallel here with painting; if a painter were given
three shades of grey and told to paint a spectacular sunset,
he could only laugh! A sunset is made up of many contrast-—
ing and opposing colours, blended and strewn together only
to dazzle the human eye in awe and ecstasy. So is life with
all its appurtenances. To portray it in such restrictive
waysjis not creative; it is stiffling.

Au lieu de scénes, nous avons des ré&its; au lieu

de tableau§, des descriptions. De graves person-—

nages placés, comme le choeur antique, entre le

drame et nous, viennent nous raconter ce gui se

fait dans le temple, dans le palais, dans la place

publique, de fagon que souventes fois nous som-

mes tentes de leur criers 'Vraiment! Mais con-

duisez-nous. donc la-bas! ‘On s'X doit bien amuser,

cela doit @tre beau & voir!'.? o
It Seems apparent that the playwrights were actually decid-
ing for the audience what they should see and what they -
should be protected from seeing.

"L'unite de lieu" is the first unity which Hugo attacks.
It called for everything in the play to take place in one
setting.-.The'play had to be centered, for instance, around
the dining room or one particular setting, and whatever went
on outside Qf that one setting was recounted to the audience
elther by the actors or a "choeur". Since no bloodshed or
violent scenes could take place on the stage, a inessenger
would have to relay the news to the actors on stage and the

audience. As Shakespeare before him, Hugo began to realize

that in order fully to portray reality in the plays, the
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exact setting and location of an event had to be'shown or de-

picted.?”

Not only was it too restrictive to one's creativi-|
'ty to producé—a play.whbse actio;:took piace in one room, it
was totally unrealistic, falsifying life.

"L'unitd de temps", the second unity, called for the
play to take place within a twenty-four hour period. The
ancients believed it would Be too complicated and drawn. out
to have a play cover more tﬁan a day, so they limitedvit to
one "reVOlutidnfOfuthe sunﬁ. - As we all know, it is just as
illogical to produce a play that covers the life of a per-
son and present it as if it happened within a day, as it is
" to make it all happen in the corridor of a home somewhere.
Hugo states that, "Toute action a sa du:éé propre comme son
lieu particulier"26, emphasizing the aspect of reality. One
cannot allot the same amount of time to all évents in life
and portray them properly. To most, it deétrgys their éon-
tinuity and true develoﬁment. Few things of importance start
and finish in the same day. We would laugh if a,docﬁor pre-
seribed the same medieine for every patient, and so it is
with "l’unité'de‘temps" ‘

Croiser l'unite de temps % 1'unité de lieu comme’

les barreaux d'une cage, et y faire pedantesque~

ment entrer, de par Aristote, tous ces faits, tous

ces peuples, toutes ces flgures que la providence

defoule & si. grandes masses dans la réalit€! C'est

mutiler hommes et choses, c'est faire grimacer
1l'histoire... Voila ' pourquois, bien souvent, la

cage des unltes ne renferme qu'un squelette.?

‘"L’unltegd'actlon";ls the thlrd:and final unity discus-

[
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sed by Hugo. According to Hugo, the result of rigidly ob-
serving this unity.was that‘each play must‘be presented in
fragments, bits and pieces at a timé. Drématists presented
scenes expecting the audience to use only its’ eye to inter—
pret the action. Fitting into the realm of unity of time and
place, Hugo argues the unity of action produced non-progres-
sive action; the entire play or presentation could be caught
up in one scene. Theif|was to be no "mélange" of themes or
events, everything had to follow an order so as,.supposedly,
to give the play continﬁity. None of the action could over-
lap into another part of the play.. When a particular situa-
tion was brought up, it was acted on then and there in the
very same scene, it could not be drawn out through the play.
There could be no underlying themes or actions throughout the
play. Frustration gould be the onl&-just word for an author
who had to comply with thgse rules unless he was not dealing
with reality or life. Aécording to Hugo, the cléésical Write
ers could write plays observing these "unities" since they
dealt with fiction and unreal themes. For an author to cre-
ate én artistic and colourful play, he must not be bound by
rules that constrict his genius. For the 170 century eye
and mind, a strict'classical'play might answer all ﬁheir exX=—
pectatidns’but for an intelligent, éducated'l9th~century au=
dience, it wouid be boring and insulting. However, through
an achaintance‘with some of thé trﬁly great plays ofCorneilllé

and Racine, it is obvious that Hugo's description of what the
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classical theater meant by "unité€ d?action"_is a gross distory
tion. | ‘

In revieﬁing the theatér‘and»drama, Hugo saw another
question that puzzled the artist, "le probldme dé 1t'imitationf

On réﬁéte néénm01ns, et quelque temps encore sans

doute on ira répctant: suivez les régles! Imltez

les mod&les! Ce sont les rigles qui ont formé les

modéles’ Un moment! Il y a en ce cas deux espéces

deé modeles, ceux qui se sont faits d'aprés les

régles, et, avant Ssx, ceux d'apres lésquels on

a fait les ragles. _

Which model, if any,.should the modern writer choose for a
pattern? Is drama merel& an imitation of what the world is
like or is it an artist's view of how the world should be?
Cne must not imifate'anything, he must rely on his own know-
ledge and experience of society and life, and draw upon that
for his work. Life can be painted in as many ways as there
are men to do so and colours to fili the canvas. The chal-
lenge given to the modern playwrights is to understand how to
blend~tﬁe past examples and mistakes 0% earlier artists and
add to them his creétive genius in order to present to the

- audience an authentic and believable view of life as it is
at theApresent time.

"Le principe de la libertd dans l'art” had to be exam— -
ined if drama was to achieve its full potential. Hugo knew
the time had come, the stage seemed to be in an evolutionary
age so why had the light of iiberty"notAshown,ontO'ihe minds
of men of the theater as‘it<had’in.societyﬁin.general?BO 50

far as the audience. was concerned, the classical was becoming
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boring and the melodramas were a welcome relief, but it was
this libérty that had toApermeate the souls.and ﬁhoughts of
the leading writers. They were relying téo much on their
memories instead of being daring and engaging their imagina=-

3L Hugo stressed that there has to be a "rapports entr

tibns.
1'art et la nature", before any crea@ive work can ben&one.
Tt is necessary to realize that the tﬁo aré different cate=-
gories and at times in conflict,'yet théy join togéther:so

as 10 create the world in which we live. Nature and art are

two things that cannot exist without each other. Art portrayg

tﬁe ideal things in lifé,‘aﬁd nature is like the sounding
board, the solid base that exists, the earth.32 Drama ié a
"miroir de concentration", says Hugo, and it must reflect . .
life to its fullest. Unlike a simple mirror that reflécts
only an'image, Hugo called for a concentrated study of life
with all its good and ‘evil, and insists that the portrayal
stand out as a three dimensional image on stage. It is not
sufflclent merely ‘to reflect life, the mirror has to accept
and a551m11ate the image,picking and choosing the best way

33

to present it to the audience.

One of_Hugo'é most interesting contributions to Romantic

theater was his concept of the necessity of "couleur locale".

Le drame doit €tre radicalément impregng de cette
rcouleur des temps; elle 'doit en quelque ‘sorte y
Atre dans 1l'air, de fagon qu'on ne s' aper901ve
qu'en y entrant et qu' en o, sortant qu'on a changé
de sidcle et d'atmosph re.

Keeping in mind that the play must be a.representation of

T3
f

s
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nature and life, it is very importanp‘to present it in the

“couleuf.des temps“, the‘proper setting, thevexact,location
and atmosphere of the particular scene ana play. As the .~
quote sﬁateé, the audience must héve.the feeling that it is.
actually in the area of the play and in the same time peridd,

not necessarily choosing the most beautiful aSpeéts but of'ten
’ 35

times the things that are central to the depiction. This

"couleur locale" must be .an integral part of the play, not
just a superficial'decoration.'36

Yet, all of these éspects are not his primary concerns.
Since Hugo is first and foremost the poet par exdellence, he
has a deep concern for poetic form. He lays down stipula=. .
tions about the suppleness of the line and tells how to sti-
mulate the mind with poetic imagery. He emphasizes the need
to use the very accoutrements of poetry such as, paraphrases
and metaphors, to present one's views. Hugo stresses the
fact that in drama, the poetry must be picturesque; "... :
ltautre poééie'é%ait descriptive, celle-ci serait pittor~-:
esque."37

‘This insistence on the evolution of poetic form is per-
haps his greatest contribution to l9th century drama. -

‘Une‘langue ne se fixe pas. L'esprit humain est

toujours en marche, ou, si l'on veut, en mouvement,

et les langues avec lui. Les choses sont ainsi.

Quand le corps change, comment l'habit ne changerait-

il pas? Le frangais du dix-neuvidme sibele ne peut

pas plus 8tre le frangais du dix-huitidme, que celui-

ci n'est le frangais du dix-septifme, que le frangais

du dix-septitme n'est celui du seiziéme. ILa langue
de Montaigne n'est plus celle de Rabelais, la langue

1



http:superficial'decoration.36
http:depiction.35

‘2 (26)

' de Pascal n'est plus celle de Montalgne, lﬁglangue
de ‘Montesquieu n*est plus celle de Pascal.

Just as people live and change, so- does the language, Onet'
form of poetry descrlbes perfectly a certaln era, one group
‘ of persons, and a deflnlte society, whereas a few years latej
both may have changed so much that a new style has to be . =
created- to portray them correctly. HUgo was calling for a
change that was long overdue, peetlc expre331on 1ndeed but
clothed in a new form wlth newly applled guldellnes and morenv
freedom of expre331on,

In the Preface de Cromwell, Hugo evaluated and adgusted -

many of the rules of drama and poetry so as to create theater
and an expre851on of thought that would c01n01de w1th the

evolutmon that was taklng place in soclety. He called for(
‘the 1ntroductlon of the subllme and grotesque in the theater,
"the "melange de genres", dlsregard of the unltles of tlme
and place, and e,broadenlng of the concept of unlty‘of‘ac&;i.ﬂ
tion(nas well as’"l'imitation de la nature", "la libertd
dahs 1tart" and‘many other steﬁs'thét would lead‘to the true ‘
depiction of life and nature.. Maurice Descotes sums. up .'
Hugo s. real contrlbutlons to the development of the l?th en

tury . French theater in his Préface de Cromwell by statlng.«

En un certaln sens, la celebre Préface. de Cromwell

est moins. auda01euse, pulsque, tout en souhaitant
- que le vers, au. théétre, depouille “tout amour—
propre, toute ex1gence, toute coquetterie', Hugo
.n'en conserve pas moins l'alexandrin. Elle est

loin, d'autre part, d'étre, par son ‘contenu, -
pleinement originale: la crlthue des unites, de’
’la dlstlnctlon des genres, la repudlatlon des
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régles viennent de Manzoni et de Mme de Stagl. Ce
qui fait 1l'incomparable prix de la Pré&Tace, c'est
d'abord l'effort fourni pour rattacher les réformes
‘réclamées i un systéme d'ensemble, si contestable
soit-il: aux temps primitifs, dont 1l'expression
gtait naturellement lyrique,‘aux temps antiques,
dont la civilisation se reflete dans l'épop e, ont
succéd€ les temps modernes et, par le mélange du
grotesque et du sublime, c'est 1l'4me de cette bre
nouvelle que le drame doit exprimer, puisque le
christianisme a appris 3 l'homme que sa nature o
etait double, 'l'une de la terre, l'autre du ciel'.
'Tout ce qui est-dans la nature est dans l'art.'
Mais ce 2@1, dans la Préface, est inimitable,

c'est 1'€lan qui sggléve le texte, le mouvement

et l'enthousiasme. -

In the following chapter, we will examine his play
Hernani' and see whether or not Hugo incorporated any of
these‘changes in his own theater, and if so, to whétldegree

he succeeded.
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CHAPTER III -

On the twenthfifth'Qf February, 1830, at the end of the
famous forty-five day "bataille d'Hernani", waged between the
diewhard Classicists of the old guard and the young artists
and writers led by Thébphile Gautier in his colorful pink
waistcoat, who formed the "Claque" at the Cbméﬁie Franéaise'
during the attempts to present Hernani, the curtain rang down
on what was finally judged a successful play, and. the first
real masterpiece of the Romantic theater was born.l

V.L. Saulnier in his book, La Littérature Francaise du
. ‘ 4 )

Siécle Romantique, acclaims Hugo as "chef dtécole" of the

Romantic movement in the three great genres:

Hugo chef d'école (1827-32). Chef d'etole, Hugo
s'affirme dans les trois grands genres, en &ta-
blissant par la-méme des formules stables, par
trois oeuvres: un drame, Hernani(1830), un roman,
Notre-=Dame de Paris et un recueil lyrique, les
Feuilles 4 automne (1831).< ‘

Saulnier's. overview of Hugo's two masterpieces .of Roman-
. tic theater, distinguishes those elements which characterize
the genre.

Le drame: une action pathétique, deéveloppee avec -
une certaine libert€ dans le temps et l'espace et.
dans le melange des genres, mais sans egarement
(1'action dure quelgues mois ou années; un décor

. pour chaque acte, sans plus); empruntant & l'his-
toire un cadre anecdotique pittoresque (les grands

_ d'Espagne se couvrent devant le roi; ils sont seuls
tutoy€s par lui) en méme temps qu'une toile de
fond grandiose, par l'évocation, en tableau & la
fresque, d'une grande épogue révolue (1'aurore de
Charles Quint dans Hernani, la décadence de 1'Es—

pagne dans Ruy Blas); exprimée dans un style et
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‘une versification affranchis des vaines contrain-

tes, et surtout pretexte b morceaux de bravoure

d'une beaut€ sonore: ¢ es§ de la prestidigitation-

théAtrale, dit L.. Jouvet. . ‘

It is the gbal of this final chapter to examine Hugo's'
play Hernanl, to see to what extent he incorporated the the-

ories he has dev1sed and set forth in his Preface de Cromwel

First of all, what does Hugo declare about the classical dic
tum, obliging the playwrights to be limited by the three uni-
ties of time, place and action? " It becomes evident that
Hugo's renewal of drama has mainly to .do with formj; a direct
attapk, among other areas, on what he considers to be the re+
stricting effect of these three unities. TFirst let us exam-
ine his views on the unities of time and place:

.Ce gqu'il y a d'étrange;. c estique lés routiniers-

pré%endent appuyer leur regle des deux unltes sur

la vraisemblance, tandis que c'est précisément le

réel qui la tue.. Quoi de plus invraisemblable et

de plus absurde, en effet, que ce vestlbule, ce

perlstyle, cette antichambre, lieu banal oh nos

tragedles ont la complaisance de venir se dé%ouler,

ol arrivent, on ne sait comment; les consplrateurs

pour déclamer contre le tyran, le\tyran pour declamer

contre les conspirateurs, chacun & son tour... &
How can the action be restricted to the same room, the same
settlng and the short tlme span of’ twenty—four hours at the
most, be it murder, parties or love affa1rs9 Drama was to
portray reality and truth, instead it was presented in unreal
settings and places inappropriate for certain actions. "Touté
action a sa duree propre comme son-lieu particulier,"5'holds

Hugo; each action has its prbpef setting and time period in

which it should oécur. Just. as he objects to unity of "lieu!
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Hugo firnds unity of "temps" to be totally unrealistic.

| Let us look ét how Hugo disregards the unity of place
throughout his play, Hernani. Act One takes place in the
castle of Dofia Sol, in Saragossa. ActATﬁ? takes placé at
Sarégossa but this time it is outside the castle doors.
Hernaﬁi, the bandit, had arranged a secret meeting with Dona
Sol the night before in her bedroom but Don Carles overheard
the plan and so he comes back to the castle this same night.
Act three takes us to the Chateau de Silva, home of Ruy Gomeg%
where his marriage to Déﬁé’SOl is to take place. The fourth
act brings us to Aix-la-Chapelle, where the emperor, Don
Carlos, renounces his own right to fall in love with Dofia Sol
Hernani's beloved. Finally, act five takes place back at
Saragossa, in the palace of Hernani, where fate finally . :
reigns, Through this examination of the play's settings, we
~can substantiate‘the fact that Hugo upheld his theory against
unitylof place.

Since Hugo’denied-the unity of~time in the Préface de
Cromwell, let us look at how he did this in Hernani. The
entife’play takes place over a four day period. Act one .
takes place at night in Dofla Sol's bedroom. Act two takes
us to the following night when Hernaﬁi and Dofia Sol are to
have their "secret“:rehaéz~vous; The third act takes place
during the third day at the casple'of Silva with Don Rﬁy
Gomez. Act four is set dufing the night of the third day,

with Don Carlos~rehouncing Hernani, the famous bandit. The
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finai act, act five takes placé on the fourth day in the cas=|
tle of Hernani. This clearly shows us how Hugo practiced his
theory against unity of time, since the entire play lasted
four days, not just one twenty~-four hour period.

" Hugo admits that unity of action is a nedessity, stating

in the Preface de Cromwell that the unity of action is essen-

tial to proper production of dramatic presentations.

Il suffirait enfin, pour déhontrer lt'absurdit€ de
la régle des deux unités, d'une derniére raison,
prise dans les entrailles de l'art. C'est l'exis-
tence de la troisieme unite€, l'unité:g'action la
seule admise de tous parce qu'elle resulte d'un,
fait: 1l'oeil ni l'esprit humain ne sauraient sai-
sir plus d'un ensemble & la fois. Celle-~la est
aussi nécessaire que les deux autres sont inutiles.
C'est elle qui marque le point de vue du drame;
or, par cela méme, elle exclut les deux autres.

Il ne peut pas plus y avoir trois unite€s dans le
drame que trois horizons dans un tableau. Du
reste, gardons-nous de confrondre l'unite avec

la simplicite d'action. Lfunit€ d'ensemble ne
répudie en aucune fagon les actions secondaires
sur lesquelles doit s'appuyer l'action principale.
I1 faut seulement que ces parties, savammant sub-—
ordonnées au tout, gravitent sans cesse vers l'ac-
tion centrale et se groupent autour d'elle aux dif-
ferents dtages ou plut®t sur les divers plans du
drame. L'unite d'ensemble est la loi de perspec—
tive du thédtre.b

Hugo's conception of unity of action is broader than the idea
of "unité d'action" held by the 17%B. century French play-

wright. In view of Hugo's statements in the. Preface de' Crom-—||

well about the necessity of unity of action, we will now ex-
amine Hernani in order to discover whether the love that ex~
ists between Dofla Sol and‘HernaﬁiAis sufficently powerful to

maintain this unity,throughout the play. The first act sets
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the scene intrbduciqg ﬁhe characters and the plot. It ié'
here that we are showh the‘reality of'the love between Herna-
ni and Dofia Sol. The "noéﬁd" of the play, in other words,
the unlfylng element, is the mutual love between Hernani and
Dofla Sol. Two other lovers, Ruy Gomez and Don Carlos prov1de
the rivalry that constltutes the plot and causes the conflict
which 1nvolves love, hatred,‘murder and revenge. Act Two in-
troduces the haughty rlvalry of Don Carlos; Act Three, the
jealousy and vindictive cla;m of the doddgrlng old man, "le
vieillard'RuyLGoﬁézU.: Act Four develops: Don.Carlos renun-
ciation of Doila Sol's hana because of ‘the higher pélitical |
claims made on him as Charles V, and act Five brings the fi~-
nal resolution of the love story and ﬁhe plot through the
famous scene with Ruy Gomez, C;aiming his revenge after the
wedding of Hernani and Dofla 501. The play closes with final

'scenes reminiscent of Romeo and Juliet, and which contain : -

some of the most lyrical poetry of the play. It seems evi—-
dent that the unifying action upon which Hugo insisted. is
cleariy demonétréted in Hernani by the love theme betweén.
Dofa. 5ol and Hernani, which is the unifying thread running
throughout the entire play. |

In the Préface de Crdmwell, Hugo vowed.obedience to the

rule of "mélange de genres" in'érder to give a play character
and variéty. He often paréliels the grotesque with the comi~
cal, adding thé sublimejih'the same breath and act. Hugo in-

sists that this brings a tone of reality to the play instead
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of sticking to a strictly tragic or comical form. A prime
example pf a groteéque'character is Ruy Gomez, in Hernani,
who:plays the fole of a selfish old man}who lusts for plea-
sure. Yet at the same time, Hugo adds a light tone of comedy
to a scene of almost sure violence. Act One, scene one, com-
bines the tragic with the comical when Don Carlos goes to vi-
sit Doila Sol in her bed chambérs and is forced to hide insidg
a locker while his rival, Hernani, appearS'unexpectédly.' Notj
being éble to withstand his "imprisonment", Don Carlos jumps
out of the locker and challenges Hernani for the right to
Dona Sol.

DON CARLOS, ouvrant avec fracas la porte de l'armoire.
— Quand aurez-vous fini de conter votre
histoire?
Croyez-vous donc qu'on 801t A l'alse
en cette armoire?

(Hernani recule, etonne. Dona Sol
pousse un cri et se réfugie dans
ses bras, en fixant sur don Carlos
des yeux effarés.)

HE?NRNI la main sur la garde de son ép€e.
S— Quel est cet. homme?

‘When the audlence has settled down from thls disruption,
a éhlrd character, Ruy Gomez appears in Dofla Sol's bed cham-—
bers. ) |

(Ils croisent leurs épées. Dofia Sol .
tombe tremblante sur un fauteuil., On
entend des coups a la porte.)

DONA JOSEFA, a dona Sol. : |

e ‘Madame! un coup:inat-
: -tendu! :
C'est le duc qui revient!

..'

" (Les deux combattants [Hernanl and Don
Carlos] remettent leurs épdes dans 1le
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. fourreau. Don Carlos s'enveloppe dans
- son manteau et rabat son chapeau sur
ses yeux. On frappe.)

. The féllowing«sCene;‘scene:three;pldentifies'the‘third.rival;
. DON RUY. GOMEZ.
. w== Des hommes- chez ma niéce a cette heure
de nuit!
Venez tous! - Cela vaut la lumiére et le

Non. C'est bien., Poursuivez. Ai-je autre
-chose encore?.
: (I1 arrache son collier.) :
Tenez, foulez aux pleds, foulez ma toison
dfor!
(I1 jette son chapeau,)
Arracher mes cheveux, faites-en chose V1le'
Et_vous pourrez demaln vous vanter par la
ville |
Que jamais debauches, dans leurs Jeux in=-
solents,
N'ont sur plus noble front soullle che—
veux.plus blancs!
DONA SOL.- Monselgneur...
DON RUY GOMEZ, a ses valets. , , .
— Ecuyers! ecuyers! a .
' mon aide!
Ma hache, mon p01gnard, ma dague de Tolede'
(Aux deux jeunes gens.)
bt sulvev—mol tous deux!

Flnally, scene three reveals the identity of Don Carlos, the
third- pr1n01pal 1n the" ~threefold- rlvalry.<,_a];xiyf;.“

DON CARLOS, falsant;un pase. o o
o . Duc, ce n est pas

d'abord '
De cela qu'il s'agit. Il s'agit de la
mort

De Maximilien, empereur d’Allemagne.
(I1 Jette son manteau, et découvre
son visage caché par son chapeau.)
DON RUY. GOMEZ. .

— Ralllez~vous¢... Dieu! le roit
DONA SOL,— Le roil!

HERNANI, dont les yeux s'allument.
Le roi
d'Espagne!
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DON CARLOS, gravement. ‘
~ Qui, Carlos. — Selgneur duc, es~tu
donc¢ insensé?
Mon aieul 1'empereur est mort..«.+0

Thus in this first act, Hugo leads the audience into the
prinecipal plot, the rivalry for the hand of Dofia Sol that ex-
ists among the three‘disparate characters, the old grandee,
Don Ruy Gomez; the future emperor, Doﬁ Carlos; and the ban-
dit, Hernani.' Here, the audience sees a classic example of
what Hugo means by "melange de genres”, the mingling of the
sublime and the grotesque.. ; | |

MLg couleur locale” muét play an integral part in the
creation of a play accordlng to Hugo, lest the play become
dull with the same settlngs, costumes and scenery. Hugo
strbve for perfectlon of "la couleur locale" Costumes,
scenery, props and llghtlng became as 1ntegral to the produc-
tion of a play as the characters themselves. If his theory
concerning the portrafal of reality Was‘to be accomplished,»
ﬁugo had to emphasize‘the:need“for detailed costumes énd”au_
thentic‘furnishings, props that truly resembled the time pe-
riod and,décér in which the play was to be set. "La couleur
iocale" was éf,extreme importance according to Hugo's theo=.
ries; The dramatist mﬁst set the scene, time, place and ac-
tion, with the furnishings on stage and the costumes worn by
‘the actors.

Ce n'est point & la surface du drame que d01t 8tre
la tcouleur locale', mais au fond, dans le coeur

- méme de l'oeuvre, d'oli elle se repand au dehors
- d'elle-mBme, naturellement, egalement, et, pour
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'a1n51 parler, ‘dans tous les coins du drame, com=-
me la sdve qui.monte de. la racine & la derniére
feuille de 1'arbre. Le drame doit €tre radicale-
-ment 1mpregne .de cette. couleur des temps; elle
doit, en quelque sorte, y etre dans l'alr, de
fagon qu'on ne s' aper§01ve qu'en y entrant et
qu'en en sortant qu‘*on a chang€ de sidcle et
d*atmosphere.ll
Hugo goes to great lengths in Hernani to give authenticity to
"la couleur locale".' He'putS‘détailed instrucﬁions in the
margins of his writings,‘givihg,descriptibnsﬂqf costumes, re-
actions, movement of characters and props. TWb excellent ex-
" amples of this'téchnique éppear in>A0t Twé, scene one and -
CAct TWO; sdene two.. .For. 1nstance iniAct Two, -scene one, the
stage dlrectlon readsy:.’

(Ils arrlvent tous. quatre, don- Carlos en>tete,;“m

~chapeaux rabattus, . .envelopp€s:de longs man- :
“teaux..dont leurs epées soulevent le bord 1nm
férleur.)' S, : o —

In Act Two, scene. two. another exammle of Hugo's directions:

(Le roi ‘se retourne, et . v01t Hernanl immobile

derriére 1lui, . dans. l'ombre, les bras croisés
sous le long manteau qui 1'enveloppe, et le
.large bord de son chapeau relevé. Dofla Sol
pousse un cr:l.i court Hernani et 1l'entoure

~ de ses bras.)l3 - :

In addition to Hugo's theories on thé'unities, the. "mé-
lange de genre"; and "la couleur locale'", in the PreTaceAgg
Cromwell, he alSO'spoké of the "vraisemblénoe des personna-—
ges". Our question is: does he adequately illustrate his
point in Hernani? " His villains, Ruy Gomez and Don Carlos,
though not exaggérated characters, seem to be more stereo—

types than individuals. Ruy. Gomez is a typical old man that
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seeké love in a ydung ﬁoman. Don Carlos is a ¢lassic example~l
of a- corrupt ruler who takes ‘what he wants and who uses .. .
others. Hernanl is called a bandit because he lives in the
mountalns and a88001ates with outcasts of - 5001ety, later we
discover his aristocratic llneage. As the play develops, the
most 1nd1v1duallstlc of the three men proves to be Hernani.
He is the most loyal, sincere and true to Dofia Sol his loved
one. Dofia Sol's role is typical of a beautiful maiden, but
one might have liked to see her stand sﬁronger in her convic-
tion to love Hernani. In Hernanl, Huge has succeeded in por-|
traylng a typlcal romantlc scene, where more than one man -
seeks the love of a beautiful woman. Throughout the play,
the.characters never show themselves to be strong individuals
bﬁt rather appear molded on the accepted models of heros,
villains and innocent heroines.

In\none of the four categOrieSVdiSCussed here do we find
much that was not considered prev1ously by former playwrights
espe01ally as we noted in Chapter I by Voltalre and Diderot.
Hugo's ‘true innovation in Romantic theater is revealed in the
suppleness and imagery Qf his poetry. What seté Hugo‘apart
as France's greatest lyric poet becomes evident in the'poetry’
of Hernéni. If no other factor of his plays- seems ingenious
and new, hlS poetic style is indeed -an. 1nnovatlon. "Hugo = -
clearly states his position-in regard to poetic- form in the

theater, in this quote fromwgglPréface:de'Cromwell;
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Que siknous avion%le droit de dire quel pourrait
8tre, a notre gré, ie style du drame, -nous voudrions
un vers libre, franc, loyal, osant tout dire sans
pruderie, tout exprimer sans recherche; passant
d'une naturelle allure de la com€die & la tragedie,
du sublime au grotesque; tour & tour positif et
poédtique, tout ensemble artiste et inspiré, profond
et soudain, large et vrai; sachant briser X propos
‘et déplacer la cé&sure pour déguiser sa monotonie
d'alexandrin; plus ami de l'enjambement qui l'al-
longe que ‘de l'inversion qui l'embrouille; fidele
% la rime, cette esclave reine, cette supréme grice
- de notre poésie, ce générateur de notre metre; in-
épuisable dans la variétd de seés tours, insaisis—
sable dans les secrets d'élégance et de facture;j...
tel que le ferait l'homme qu'une fée aurait_ douéd
de 1l'3me de Corneille et de la téte de Moliere. L4

For Hugég'ih.dramé, poetry combined inia lyrical form, the
grotesqueaand the sublime in order to make the play more re~
alistic and to keep it flowing smoothly. Commenting on the
two most important aspects of Hugo's poetry, "le lyrisme et
1'€lément epique", Lagarde et Michard point out how these
portray his genius. Of "lyrisme" they'say, "les héros chan~
tent leur enthousiasme, leurs r@ves; leur méianchclie, leur -
amour avec un lyrisme qui compense par son pouvoir de sug-
.gestion les imperfections de l'analyse".
\Oﬁe of the most poignant illustrations of Hugo's lyrical
drama‘ is Dofla Sol's outburst in Act Five, scene six:
'DONA SOL, se jetant sur lui.
§ — ' Ciel! des douleurs
' , etranges!
‘Ah! jette loin de toi ce philtrel!l,..
Ma. raison ‘ P
" S'égare. Arréte! Hélas! mon don Juan,
ce poison o : , T
Est vivant! ce poison dans le coeur
fait &clore

~Une hydre & mille dents qui. ronge et
qui dévore! '
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Oh! je ne savais pas qu'on souffrit
a ce point!

Qu'est—-ce donc que cela? c'est du
feu! ne bois point!

Oh! tu souffrirais. trop'15

‘There are many éxamples in Hernani of Hﬁgo's poetical
genius. Another striking exampie appears in Act Three, sceng
four where we find Hernéﬁi,andiDQﬁa Sol together in the sha-
dows of Ruy Gomez's castle. ' Dofia Sol threatené’tq kill her-
self in lieu of being unfaithful to Hernani. Thus Hérnani,
with a "lyrisme sombre", pleads with her to understand his
unsﬁable and.‘dangerous life style.

HERNANI, — |

Ou ‘;ra:Ls»-;;e‘?> je ne sais. Mais Je me
sens pouss€
D*un souffle 1mpetueux, d'un destln
insens€. - .

cde descends, 3e descends, et jamais

" ne m' arrete.

Tout se brise, tout meurt. Malheur )
qui me touche'
Oh! . fuis! detourne-t01 de mon chemin

Q_fatal,, o
Hélas! sans le vou101r, je te ferals
- du malll6

Again, in- Act Flve, scene: three, Hernanl proclaims his love
for Dotia Sol*

HERNANT, Ah' qui n' oublleralt tout a cette voix
' : céleste?
~ Ta parole est un chant ou rlen d'hu~
- main ne reste.
Bt, comme un voyageur, sur un fleuve
A emport€,
Qui glisse sur les eaux par un beau
soir 4'€té,
Et voit fuir sous ses yeux mllle plalnes
fleurles,‘~
Ma pensee entrainde erre en tes réve-
rles'l7
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i

The epic element is'elso_basic in most of Hﬁgo's works.
He says his plays are:

esede 1'h15t01re ecoutee aux portes de la le—j
gende. Il»brosse de vastes frésques, trés co-
lorees, evoquant autour-de l'action centrale
toute une epo e, tout un pays; la révolution -
d'Angleterre. ?Cromwell), «+»+Ll'Espagne de Charles
Quint (Hernani)puis ung espagne,au bord de la

.debadence ZRuz Blas .

CAct Four, scene four, is an excellent example of the
fusion of eplc drama with lyrlcal expressmon. The scene com-|
menees Wlth Don Garlos s stlrrlng speech:

DON CARLOS. - Messieurs, allez plus loin! 17em=
- pereur vous entend.
(tous. les flambeaux s etelgnent
34 la fois.——Profond silence,—
I1 fait. un pas dans les téne~
.bres, Sl epalsses qufon y dis~
tingué & peine les conjurés
muets et immobiles.)
Silence et nuit! l'essaim en sort
et s'y replonge. e
Croyez—vous que ceci va .passer com-—
me un songe,
Et que je vous prendrai, n! ayant
plus vos flambeaux,
Pour des hommes de pierre assis
-sur leurs tombeaux?
Vous parliez tout & l'heure assez
haut, mes statues!
Allons! relevesz donc vos tétes
abattues, :
Car voici Charles~Qu1nt' Frappez,
faites un pas! .
Voyons, oserez-vous? -~ Non, vous
n*oserez pas.
Vos torches flamboyalent sanglantes
sous ces volUtes.
Mon souffle a donc suffl pour les
‘etelndre toutes!
Malelvoyez, et tournez vos yeux
1rresolus,«‘
5i j'en. éteins beaucoup, 3 en ‘al-
lume -encor plus.
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(I1 frappe de la clef de fer sur

la porte de bronze du tombeau.

A ce bruit, toutes les profon-

deurs du souterradin se remplis-—
sent de soldats portant des tor-
chee et des pertuisanes. A leur
uete, le duc d'Alcala, le mar—

" quis d'Almuilan.)

Accourez, mes faucons' jlai. le nld,
“j'ai la proie!

(Aux conjures.)- ‘ '
J'illumine & mon tour. Le sepulcre~
flamboie,

Regardez'

(Aux soldats)

Venez tous, car le crime est
flagrant. 19

The“princiﬁel innevation that Hugo-effected in poetic .
form took Dlace 1n his transformatlon of the Cla551cal alex-—
andrlne, the accepted verse. form for drama. He made the ling
'more supple, often dlsregarded the mld-llne caesufa, and useq
dev1ces rlgldly forbldden by .the theorlsts of dramatlc poet—
ry. For 1nstance, the Parlslan llterary world was rocked by
the now famous "enJambement"vthat greeted the audience as the
curtain rises ennActﬁone,fseene one of Hernani, as Josefa
inquires: | | |

BONA JOSEFA,seule. ’

[ — Seralt—ce deja lui?

(Un nouveau coup. ) "
. . C'est bien & l'escaller }
Dérobé. <0

In La Préfaee de CrOmwell' Hugo emphasized five areas

in which drastic changes seemed eseentlal if theater was to -
be rev1v1f1ed. These areas are: "les unités", "1e melange '
des genres", "la couleur locale”, "la VraiSemblance des per-

: N s , : '
sonnages" et "la poesie”. The fundamental question we have
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sought to explore in thiS’study is: "What is the historical
value of Hugo's theories? What did he‘really contribute to
the development of theater in France during the Romantic
Movément? Did he bring about a real revolution in ﬁheater?
The critic, Philippe Van Tieghem has asked these same ques-
tions and his response seems just:

Quelle est la valeur historique et litteraire de

cette date de février 1830%? Elle parut beaugoup

moins grande alors qu'elle ne sembla l'etre ]

‘Hugo lui-méme, lorsqu'il €crivit la Réponse & un

“acte d'accusation, qui devait paraitre dans Les

.Contemplations; une v1ct01re, oui; une revolutlon°
non. 21
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Conclusion:

The problem in this thesis was to try to discover whether
Victor Hugo effected a real revolution in French theater
around 1830, or whether his dramatic theories and his own

plays were only an important turning point in its evolution.

In studying his Préface de Cromwell we became acéuainted with
the proposals that Hugo'suggested would revolutionize thgaten 
We then examined his dramé, Hernani, in order to see to what
extent he had incorporated these proposed changes, and to
judge whether he héd creafed a new and rédical form of the-
ater. In preparation for this study, we had briefly examin-
ed- the French theater through theVsighteenth century, only

to discover that most of Hugo'siso—éalled revolutionary tegh—
niques had alreédy been proposed by such dramatists as
Voltaire and Diderot.

Nevertheless, there remained the historical fact of the
celebrated "battle of Herhani." In trying to discofer what
this battle was all about, it became apparent that the play
was not allowed to proceed, not because'ﬁhe unities were ig-
nored, nor because of an unaccustomed "m%lange de genres",
nor because of an attack on any of the other consecrated ele-
ments associated with form in the Classical theater. What
really shocked and excited the critics was Hugo's new and
supple verse form,’his "subversion" of thé sacred Classical

alexandrine. In the very first scene of the very first act,
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the sensitive ears of the critics were assaulted by that fa-
mous "enjambement".

Therefore, in agreement both with the critics contempora-
ry with Hugo and with those who for over a hundred years have
been 6oncerned to discover the true naﬁure of Hugo's contri~-
bution to French theater, we seem justified in concluding
that this drama did reaily mark a turning point and an evolu-
tion in the French theater, but not for the precise reasons
that Hugo had anticipated. This evolution stemmed not so .
much from his repudiation of Classical dramatic form as from
his new and refreshing poetry. Hugo's conviction that it is
by-form and not by subject that art is renewed, is eipressed
in Hernani by a true renewal of dramatic poetic form, charac—
terized by fresh and lyrical imagery and a vigoroﬁs transfor-
matlon of the Gla551cal alexandrine. It seems apparent that
it is in this area that we dlscover Hugo's true contribution
to French Romantic theater.A What raises Hernani above the
level of the melodramas that immediately preceeded it and
has guaranteed the fact that it is still in the repertoire
of the Comédie Frangaise is its inﬁévative péetry and inimi—
rtable imagery. 4 |

The knowledgeable crltlo, Philippe Van Tleghem summarizes
this conclusion by saylng.'

Hernani est. simplement la victoire remportee par

un style neuf sur un style V1e1111, le style en
.est la pierre d'achoppement; c est sur le style
qu'ont bute les cla351ques* c'est lui dqu'ils se

sont refus€s a admettre; clest lui. que les jeunes
hugolatres ont applaudi avec sincé€rit€. Sans
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doute la critique, dtudiant a loisir le texte,
a-t—elle mis en lumitre dans ce drame des défauts
et des qualites qui portent sur d'autres points:
intrigue, couleur locdle, caracteres, situations;
mais tant pour les spectateurs de la representation
que pour l'historien qui- juge avec cent ans de re-—
cul, l'impression de nouveauté que donne Hernani
vient surtout de la langue et du style... Qutavait-
il manqué & toutes ces préfaces, théories et sys—
témes pour la construction d'un thédtre neuf?
Cette idée que c'est par la forme et non par le
sujet que l'art se renouvelle; le sujet ne doit
8tre renouveld que dans la mesure ol un contenu
nouveau permettra une expression nouvelle. Hernani
est une des nombreuses preuves de cette id&e capi-
tale de l'histoire de l'art. Ainsi, un style poét—
ique nouveau avait pu se faire admettre au thééftre.
Style nouveau en quoi? Rupture de l'alexandrin en
troncons de longueurs variables, et effets d'op-
posi%ion,produits par l'alternance, elle-m8me ir-.
réguliere, de l'alexandrin classique régulier et

du vers coupe; images plus nombreuses, plus auda-
cieuses, plus colorées; langue plus concrete et
beaucoup plus riche, qui admet les termes les plus
prosaiques et les m€le :aux plus nobles; tournures
familiéres, copides sur celles de la prose la plus
courante; ton plus varié: tantdt vif, primesautier,
nerveux, tant&f méditatif et réveur, tantdt.<loquent
~ et majestueux. .
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Footnote:

1. Philippe Van Tieghem, Le Romantisme Frangais,
ppoé?-68o -
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