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INTRODUCTION

Many critics of the work of Albert Camus have failed to
realize the importént role theater played in both the life
and work of this author. Some have judged him as a philiso-
pher, Others have spoken of him'only in terms of one genre,
that is, the novel and especidly L'Etranger, overlooking a
major aspect of Camus " literary work, that is, drama. The
fact is that Camus from the beginning to. the end of his life
was involved invevery‘aépect of theater: acting, directing,

prodéeing, writing,original dramas, and adapting. Theater
was indeed the passion of Camus' life, the one in which he
Was éngaged when he was killed in 1960,

Camus believed in the theater and that is why his in-—
volvement with it did not begin or end sinply with the writ-—
ing of a play. Camus wrote as a director with the stage in
mind and. the actors. in position.and with the same enthusiasm
he nailed flats and. arranged geraniums, Theater was in his .
bilood; a few discerning critics have called him 1'homme de
theatre with the same connotation one uses in speaking of Molist

iére, not to suggest that Cdmus™ creative ability rivaled

|[that of Moiiére,.but‘to signify his total involvement with
theater, A |

| Camus felt that the literary climate was ripe for true

ﬁragedy and he sought to achieve this tragedy in his lifetimel .

He wanted to create this tragedy by certain definite means.

His experience of the stage, French dramatists, and theorists

ii




Copeau and Artaud, and. his own passionate conviction led him
to belleve that he was capable of accompllshlng this,

The pages that follow seek to give some information and
insight. into this man, Camus, and his life in the theater
searching for tragedy. The first chapter summarizeé,Camusi
life as it relates to the theater. The second chapter traces
the major influences of Jacques Copeau and Antonin Artaud on
the development of Camus' dramatic uheorles. The third chap-
ter looks at Camus' great admiration for the American novel-
ist. William Faulkner in whose works he sees the possibilities
of tragedy,.*Gamus,walreaéyngilléd‘inhg@gpting;theanrks'éft
foreign authors for the stage, recognizes in.Faulkner's: Re-
quiem for a Nun the ideal material to achieve that tragedy

which he hdd so long projected. This adaptation seems a log~
ical. conclu81on to his long quest. - '
Camus offered much to the. 11terary world by hlS work in
and for the theater, His adaptation was’ certainly a high
||point in these endeavors. The question still remains: Doeé ‘

Camus dffer us a.modern tragedy in Requiem pour une nonnef?
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CHAPTER 1

Tife in Theater

The theater of Albert Camus is usually considered to
have been a marginal activityAwhich is treated conveniently
in one chapter near the end of critical studies of his work.
However, Camus was an actor and director of no mean compe=
tence who wrote, adapted, or translated moreathan~a dozen
plays and was devoted to the theater in these various areas
throughout his life., Beginning in 1935 and extending to the
time of his death in 1960, this was his first and last man-
ner of expressionm. One critic even suggests that Camus: ..
stands out among the great contemporary novelistmplaywrights
not only because he was a playwright from his early years
but because of a closer connection with the proféssional
theater than any of his contemporaries, perhaps even more
than. playwrights such as Anouilh and Ionesco who have devo=
ted themselves: slmost exclusively to the medium.T ‘
Albert Camus was born in the small village of Mondovi,,
Constantine;, in Algeria on November 7, 1913. He lived there
only a short time for in 1914 his father was killed in the
Battle of the Marne, In order to make a.living; Camus.”
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widowed mother with his older brother, Lucien, and Albert
himself moved to a: two-room. apartment in the Belcourt quar-
ter of Algiers.. In 1919 Camus entered. the primary school at
Belcourt to stay there until 1924, the fingl-certificate
year when boys of his economic level in society had to give
up schoolbooks for grownup tools. Fortunately, there was
someone to protect him against this usual fate.. Louis Ger-—
main; a teacher in the. école communale, was struck by the

gifts he manifested and had Albert do extra work outside
class in order to enter the competitive examinations for the
1ycée:scholarships, one of which he wonwa'

At this. time, the lower social strata in Algiers had a
strong prejudice,against educatién so that if you were poor,
you worked with your hands. Moreover, the lycées were held
by the middle class to be the particullar preserve of their
own sons so the scholarship~boy from the proletariate was a
bit like a boy receiving public.assistaﬁce@ He had to work
harder and to be more serious than his peers, for the people
were. paying his way. During these years, Camus went each
day from. one world to another: from Belcourt to the.lyc§e,
from the: poor quarter to the rich boy's school;‘ffom the
harsh 1life of the artisan to the. cultured pursuits of know-
ledge.. In later years Camus. remembered the silence he met
as he returned home and the curious indifference he noticed
in his mother. This facinated him and led him soon to dis—
cover in himself also a ‘silence and solitude"..5 This family
situation did not prevent Camus at this period from being a
youth glad above all to be alive, a handsome, dark young man
with good muscles, a sportsman, bearing the mark of his Spa-—
nish ancestry. | ' '

He had no premonition that in the days after the chée
he would suffer his first attack of fuberculosis, a disease.
which, with its. inopportune appearance at this point in his
life, was to mark him for the rest of his days and eventual—
ly prevent him from receiving his;'diplee:d‘Etude»Supéri-
eure', thus thwarting any plan he had for a teadhing.careerm
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In 19%0,. during his studies at the lycee, Camus had
first eéncountered the philosopher Jean Grenier who took great
interest in him and who was instrumental in Camus® enrollment
at the University of Algiers wheré he was Camus' philosophy
professor, Thus began & frultful_fllendshlp and,an influence
that endured throughout Camus" life.
Plerre:RubQ4comments,on these years in the university
with Jean Grenier that followed his bout with tuberculosis,
years in which Camus grew in his excitement and enthusiasm
for life--and his life's contribution through theater:

He: entered the university as a student of philo=-
sophy, subsisting by means of varied employments. Once
again he had as a teacher Jean Grenier, who would have
a marked influence on his intellectual development.
Despite material difficulties Camus began to.live with
frenzy, with that euphoria known to those "risen from
the dead." Since everything came easily %o him he took
part in all kinds of activities, "devouring everything,
life, ideas, ambitions, women.,"” Yet underneath this
seeming dispersion his genius took good care that his
internal unity should be preserved. He felt thatghe had
it in him to become a. good actor, a good writer.”
In addition to his university studies, Camus was inter-
ested at this time in amateur theatricals and soccer., On
Sunday, in a sky blue and white: sweater, he served as goalie
for the University Racing Club of ﬁlgierses .

This involvement in the practice and: play of the soc=~
cer field had no small effect. on Camus“ desires during the

rest of his life, At the height of his facination w1th theam
ter he often recalled the solidarity of the team caught up in
an effort: toward a single task, In 1959 he: spoke of this
sense of solidarity in an article, "Pourquoi je fais du thgéu
. 1
tre’, Pour meoi ge n'ai connu que dans. le sport d'equlpe,
au. temps de ma jeunesse, cette sensation puissante 4'

esp01r et de solldarlte qul accompagnent les longues -

Journees d'entrainement jusqu'au jour du match victori-
eux ou perdu.,. Vraiment, le peu de morale que Jje sais,

Je l'ai appris sur les terralns de. football et les -,
sceénes de theatre qul resteront mes craies universitesy

In another part of this same article, Camus tried to
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explain the reasons for his lifelong need to parcviclpate 1n
the theater. Theater offered him the Same community as the
soccer team,s In theater he found both the communal service
snd the ilimitations which he felt that all men needed. The
Frtist is able to hold sway in.his work because he works .~
2lone, but this mutual dependance is recognized with humility
nd contentment, a solidarity is. discovered, which for Camus
becomes a. real community of work, giving a heart and soul to
the:endeavor.7 )

These last years in Camus"™ education surely marked an
imnortant stage in his life. Germaine Brée saw these as the
fovmative years for what this man was to be the rest. of his
days: The first part‘offeémusﬁ life is a-persEstent
struggle against the terrible and absorbing mechanism
of poverty. As he made his way upward to the University
of Algiers, he worked in many a job. It is during this
little~known period of his life in Algiers, and through
his first and not easily accessiblie works, that we can
best follow the development of his particular talent

and personality. For the man and his work- are one, .. .
There is in the man an unchanging guality that has de—
termined his growth and which is clearly recognized in
his writing from the start. If any French writer today
presents that 'monotone' which according to Proust,
distinguishes the great artist from his contemporaries,
it is certainly Camus,., The quality of his vision, the
brilliant, hard concentration of his style:spging;from
. his lucid. and relentless. meditation on life.

It waS'during Camus." university yéarslthat:Jean Greniex
introduced him to Greek drama in the course of his philosophy
studies, thus Camus" interest in tragic art began to find its
real substance, Under Grenier he continued these classical
philosephy studies, In 1932, in preparation for his *diplomg
d'ftudes Supérieures“ in philosophy,. Camus chose as his the-
sis Métaphysique carétienne et néoplatonisme in which he was
attempting to deal with the relationship between Hellenism
and Chrisbtianity as expressed in Plotinus and Saint Augustine
One can discover the roots of his tragic and dramatic theo=
ries. in this study which motivated him to enter into theater

in all the aspects which appealed to him,

In 1024, at the age of twenlty, influenced by the works
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bf such men as Gide and Malraux, attracted by the 1nterest
the Communists showed. in the: exploited state. of the Arabs,
and repelled by. the abject position of the_demooracies_vis-é-
vis Mussolini, Hitler, and Franco, Camus joined the Communist
Party along with friends under whose aegis in 1936 he formed
the: ThéAtre du Travail in Algiers., The company congisted of
students and workers, Frenchmen, Jews, and Algerians of. vari=-
ous'origins.o9 Its beginning was Baphazard but held together
firmly by Camus' determination and passion for what he was
about. L'amitié. Quelgues etudlants, des ouvriers, des
camarades de sport. Les premiers fonds ont ete fournis
par la Maison de la Culture a Alger, dont je m'occupais
Ensuite, l'acrobatie ordinaire. Nous faisons tout nous=
memes, depuis les adaptations Jjusqu'aux costumes ¢t aux
décors, Trois mois de travail et deux mois de reg§t1~
tions pout Jouer deux fois: il fallalt y croirel

This theater group composed mainly of young amateurs
aimed to bring good plays to the working population and to
the.progressivezintellectual elite, In the wording of its
manifesto this experiment in theatrical revolt showed the

Soeial and political considerations are the dominant in Camus

of values' somewhat in the same way as Romain Rolland in his
Théatre du Peuple. The manifesto of Camus and his friends.
confirmed that collective effort and social reSpoﬁSibility
were to be combined with high artistic standards:

Un Théatre du Travaill s'organise & Alger- grace 3
un_effort collectif et désinteéressé. Ce theatre a con-
science de la valeur artlsthue propre a toute litter=-
ature de masge, veut démontrer que 1'art peut gagner
quelquef01s a sortir de sa tour d'ivoire et croit que
le sens. de. la beauté est inséparablg d'un certain sens
de 1! humanlte. Ces idees ne sont guere originales. Et

ginalite ne. le preoccupe point. Son effort est de re-

stituer quelques. valeurs hggalnes et non d'apporter de

nouveaux themes de pensee.

This *credo', though collective and anonymous, was pros
bably the work of Camus, his first to be printed, since he

spirit of idealism current at this time in theatrical circles

thought and cause him to conceive of. the theater as a 'school

le Theapre du. Trayail. en est. bien persuade, Mais 1'orid

L4

]
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lbf Malraux*s Le Temps du mépris. This initisl performence

|"team -creation® written to be staged and. acted collectively

.|ing, he and his friends left the Party, i"hey*t]::ua:n closed the||

Was the animateur of this 'disinterested” group'in’questioﬁp
Naive. as. the above statement may be, Camus did not disown it.
Tt seems that even at twenty-two no art could thrive on dilety
tantism. or aestheticism, This is also a prediction that. the:
aesthetic: power of his work and its importance would be close
Iy related to Camus' personal. 'sense of humanity.' On the
other hand, Camus did not sacrifice beauty t6 a ‘sense of. hu—
manity' for when the question of social. propaganda came up, .
he quickly decided: the Théétre du. Travail would present plays.
because they were good plays and they vould be. necessarlly
bearers of social human values.,

The first endeavor of Camus" troupe was an'adaptation

was: well. received. by a. youthful. audience and was followed by
g highly original work Révolte dans les. Asturies. This was. a

by Camus and his comrades. Though never allowed to be pre-—
sented, it was: published in Algiers by the editor, Charlot.
This play was an interesting precursor of Camus' later at—
tempt at totall theater in collaboratlon with Jean~Louis: Bar—
rault, L' Ltat de 51ege, set also in Spain and recalllng,
though faintly, this first attempt,l4 :

The principles which Camus set down in the manifesto
and the beginning of the Théatre du Travial were soon put %o
the test, Because of a change of}politicalfwindsy it was not
long before he and the Communist Pary were at Ioggerheads;
'he Party, for reasons of political opportunism, suddenly re-
versed its outlook with respect to the Arabs, and became hos—
tile: and disdainful. Camus refused to make his theater group
an organ of polltlcal proPaganda. Thusg two years after joing

Theatre du. Travail and founded the. Theatre de l'Equlpe. Re--
aectlng the narrow limits of political preachment, they
sought for their dramatlc.act1v1t;es a.genulne pedagogic,.
broa&my'cultural,Ahumanistic.basis; Camus was" the leading
spirit, the amamatieur, as he acted, wrote, directed, and
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pdapteds.” ,
As E., Freeman sees the situation, Camus* departure from

the Communist Party was the actual beginning, the "Year I" in
the artistic life of. Albert Camus::.

.+ sthere was a clean-cut break between the two compan=-
ies, The issue was Communism. If we: wish to discover

° one of the principal reasons. why Camus virtually dis-—
ovned his association with the Theatre du Trayail and
considered. that his career began with the Theatre de 1"
'Equlpe we need look no further than this, The. Théatre
du Travail. was officially comnmitted to the Communist
cause, under the aegis of its parent: body, the Maison
de. 1la Culture, and formed paxt. of the general patternl6
of rapprochement between intellectuals and the: masses.,

It seems’ that "Travall" became "1' Equlpe” through Camus
committment to honesty and to his convictions. Truth conti-
nued to be at the core of all his theater in the writing and
in the staging--in success or in failure{

V01la, il me semble, assez de raisons personnelles-
qui. expliquent que Jje donne. au théatre un temps que Je
refuse avec obstination aux diners. en ville et au monde
ou 1'on s'ennuie. Ce sont des ralsons d'homme mais J'ai
aussi des raisons d'artiste, c est»a—dlre plus mysteri-
euses, L} d'abord je¢ trouve que le theatre est un lleu
de verite, On dit generalement, il est: vral, que c'est:
le, lieu de 1° 1llu81on, N'en croyez rien, C'est la soci=
ete plutot qui vivrait d'illusions et voug: rencontrerez
sturement moins de cabotins. a la. scéne qu'a la ville,
Prenez en tout: cas un de ces -acteurs non professionnels
qué figurent dans nos salons, ngs administrations ou
plus. simplement nos salles de geénérales. Placez~le sur
cette scene, @ cet endroit e¢xact, lachez. sur lui 4000
watts de lumiére, et la comedie alqrs ne- tiendra plus,
vous le verrez tout nﬂ7d‘une certaine maniere, dans la
lumiére de: la verité.

" Looking back on these two theatrical ventures, it apé
pears. that Camus.gainedAmuChAexPerience and insight into all
areas of the. art of theater, Not that his insight was origi=-
nal,. During this period, he was. greatly influenced by the

COntemporarieS'of'his.day in theater. This influence seems
most clear in the works. Camus selected to present in the two
companies and his methods of directing and. producing there.
Camus was animateur of both companies between 1935 and 1939. |
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How this influence began is not clear and Camus' own writings|| .

serve. only to complicate matters. Camus explains himself in
llan interview in 1958,. when he reveals his great admiration
for Jacques Copeau, It. seems that this is where the inspira-—

tion had its inception, an inspiration that remained at the

center of Camus' art throughout his theatrical years:.18

...l'hlst01re de Vieux~Colombier et les ecrlts de Co-
peau m'ont donne 1“env1e uis la pas51on du theatre.
J%ai mis le theatre de 1 quipe, que J *ai fondé- & Alger
sous le signe de Copeau et J,al repris, avec les moyens
du bord, une partie de gon répertoire, Jé ¢ontinue de
penser. que nous devons a Copeau la reforme digtheatre
frangais et que cette dette est 1nepu1sab1e.~

- Not: only were these theaters the laboratories where
Camus c¢larified and exerted his influence through directing,
acting and adapting scripts for the stage, but it seems this.
time was one in which he grew in depth of awareness of him-
self and of the theater and of their interrelation. - Theater
freed Camus from his solitude and self-questioning as a wri-
||ter, and from<the'pettiness of Iiterary rivalries, As foot-
ball or journalism,, theater_cailed for team work, for the :
collective effort of working long hours .away from the abstac—
tion of the writer's desk. THe began to see more clearly why
he sought the theater and why it was necessary for him in his
writing and adaptlng.20 ' '

Mals pour en rester aux cgn81derat10ns persopnel-
les, je dois ajouter que le theatre m'aide auyssi. a fuin|.
l'abstrgetion qui menace tout écrivain, De meme qu'au
Temps ou Jje falsals du. Journallsme, Je preferals ja. -
mise en page. sur le marbre de 1' 1mpr1mer1e a,la redac-
tion de ces sortes de: preches qu ‘on appelle editoriaux,
de meme* j'aime qu'au théatre 1'oeuvre prenne racine
dans Ie-fouillis des. proaecteurs, des praticables, des
toiles et des obaets. Je.ne connaltre par les bras 1e

_poidg du: decor. C'est une grande regle d'art et j'aime
ce metler gqui m'oblige a cons1derer en meme Temps que
la psychologle des personnages, la place d'une lampe ou
d'un pot de geranlum, le grain d'uneg etoffe, le poids
it le2£e11ef d'un caissdén qui doit etre porte aux cin-

res,.

In the years of his life inthese theaters he aiso grew
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in his apprecilagtion oI his mosT variable Material on the
stage, his actors. The actor became the most precious and
most satisfying to work with for he was the principal. He f
was. the soul of the production incarnated, Camus delighted
in watching the actor enter into his role, giving voice and
life to that which Camus had created and read in solitude and
silence., This would always be his greatest joy as a director
and the one for which he would always. be grateful. to those.
who had worked and granted it to hlm°22 ' ,

A man could not have spoken in this. way had not the )
theater taken a special place in-his life, had not theater in
fact become his life. Theater answered a basic need in. Camus
for so much of what constiﬁuted true.happiness'for him,

Comment7 Pourqu01 Je:, fais du Uheatre7 bh bien Je

me  le suis souvent. demande, Et la.seule reponse que j'

aie pu me faire jusqu'!a present vous paraitra 4" une

decourageante banallte tout simplement parce. qu "une
scene de theatre est un des lieux du monde ou je suis
heureux. Remarquez d'ailleurs que cette’ reflex1on est
moins: banaleg qu'll y pa %1t Le bonheur auaourd ‘hui est
une act1v1te orlglnale.

Perhaps last but not least of what came'to.full stature
in these theaters, at least for those of us who observe from
||without, was Camus" work in literary adaptation. In his ear-
liest efforts with the Theatre de. 1'Equipe he produced adap~
tations of Malraux and Dostdievsky, as well as works of less.
distinguished writers, This talent for adapting other wri=
ter's works for the stage remained one of Camus" real gifts.
In later life he tackled with nofable succeSS,piays,and'no%'
vels by Faulkner, Calderén, Buzzati,‘Lope de Vega, and others
This. aspect. of Camus" dramatic work will become of inereasing
interest and importance in this. study.24

Camus' experience with mheatre du Travail and Theatre

de l"Equipe served. him well also as an apprentice actor since

of RadiO'Algiers. In this group he traveled for two weeks
out of every month through the small towns and v111ages of
Algerla, playing for the people. '

@

from 19%6 through 1937 Camus_belonged to the theatrical Troup||.
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| contemporary theater and to its problems.

| mus was hidden in the: depths of thls ‘absurd progression of

Thus began an 1mportanb phase of Camus"’ career. His
interest in the theater never lessened. As writer, director
and adeptom~he‘continued‘to‘give a great deal of thought to -

25 A
- Littde happened in the next few years. to brlng Camus.
into the news of the literary world. War was raging and Ca-

events.. However,‘these war yeaTSVNﬂwanot empty years. for Cad
mus, as is evidenced by his works, but rather years when his
thought was turnedfparticularly toward theater. His thirst
for trubth drew him to ‘the Resistance at this time also, and
there he found a camaraderie he needed. These two passions
held him for a moment but after the war he refurned to a Lo~
tal effort in the theater.
| La guyerre et ses sultes, dont le journalisme, m"
ont separe de ce metler pendant. quelques annees. Mais.
'y reviens et j 'ai l'lmpre5510n de ne l'avoir jamais

quitte, pulsque, engge temps, j'ai reflechl aux pro-
blemes de la. scene.

‘ Voyez~vous, il existe des choses dont 3 'ali la& nos+
talgie, par example la. camgraderie telle qu'elle exist+
ait dans la Re51stanoe ou a Combat., Tout cela est loing
Mais Jje retrouve au theatre cette amitie et cette aven-
ture collective dont j'ai besoin et qui sont encore: gge
des manieéres: les plus genereuses de ne pas etre seul

However, a few dates during these war years play an im-
portant role in Canmus' dramaﬁiczdevelOpment. In 1938, he
compleﬁed\the writing of Caligula, his first original drama-
tic work. This was two years before he finished L*Etranger,

the:novel for which. this man of. twenty-seven years became.
famous,  In 1940, with the demise of’ 801r~Repub110a1n, Camus
left his native Algiers and went to live in Parls where, . -

after the wary he found himself closer to the center,. where
his literary and theatrical desires could. be realized and
fulfililed. In 194%, he completed his second tragic drama,
Le: Malentendu,

The years which followed Camus' special,productive si~
lence are-the years of the high-water mark of Camus' dramatic
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activity. Between 1944 and 1949 his four original plays were
given their fully professiénal.Paris productions, calling_on
the. best talents in French theater of that day. Camus' twin ||
philosophies,. the absurd and révolt, found their expression |
in these works. Based on the premise that; life was absurd
with varying degrees .of explicitness, Caligula and Le Malen-—
tendu dwelt mainly on the metaphy51cal and abstract nature of
the absurd while L' Eﬁat de siege and Les Justes concentrated

more. on the social implications of this philosophy. Iach
play contained at least one major character who was unable. to
preserve the tension of the ‘absurd and whose initial reactlon
was to commit homicide rather than suicide. Absurd man at—~
tempted te become the: ally and propagator of the absurd ra=
ther than its. victim. All four plays were in some measure
based on the ‘absurdity of llfe and examined the possible re—
actions to it, revolt and/revolutlon.28

The: first of the four to be staged was.Le Malentendu,. -

making its premier at the Théﬁtre-des;Mathurins:infthe.ex-
citable Paris of 1944, It was. met with mixed reception, somg
being. embarrassed before they became openly hostile while
others. were enthuéiastic;. Argument: after argument arose with
the ill-disposed attacking the play's technique and the de~
fenders pointing to the quality of the'sﬁbject matter and
dialogue, The dramatlc -logic was not without contrivances as
the whole action rests on a. succession of chances.29

Le Malentendu was described in Camus' Notebooks, and
the kernel of the plot appeared. in his novel L'ftranger.
Meursault in hlS prison cell gave a melodramatlc version from
a newspaper clipping he found.

A.man left his Czecholovakian village to make his
fortune. At the end of twenty=five years, rich now, Hhe
returned with a wife and child. In order to take his
mother. and sister, who ran a hotel in his native vile

- lage, by surprise, he left his wife and child in one
establishment and went to his mother's inn. When his
mother failed to recognise him as he came in, as a joke
he took a.room.without enlightening her, But. he had
shown his money, and during the nlght his mother and
sister murdered. him with a hammer in order to sbteal the
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money and threw his body 1nto The river. In the morning
his wife arrived. and not know1ng what had happened, re—|
vealed his identy. The mother hagged herself, The sig=
ter threw herself into the well..

Caligula appeared at the Théitre Hérbetot the following
vear in a blaze of triumph, A good share of the triumph was
due to Gerard Philipe, the brillisnt young actor, who was
launched on his career by this play. Philipe's med Caligula,
calling down the moon to himself and breaking the mirror,
brought the audience to its feet applauding this: actor of
little more than twenty yearst' '

Caligula speaks the message of the: play clearly, "men
die and are not happy.” The setting is imperial Rome. Cali-
gula, a young and«beheVolent.Emperor, disappears for three
days: after the sudden death of his beloved sister-mistress,,
Drusilla. He has undergone quite a metamorphosis upon his
return,. He 1mposes on his court and people: & tyrannlcal,
capricious, ‘and. murderous ‘will, putting off even his closest
friends uatil &ll Join 1n revolt and kill him. '
The. curtain rises as the audience and actors awalt the:
return of the Emperor with the end of the first act heralding
Caligula's own "play within a. play,™ announced by.the étrické
ing of a gong. In the three following acts Caligula. becomes
the director of a grim and farcical drama in which he casts".
himself as the. central character and through whichv he pro=- -
claims, he will "catch the conscience" of his .subjects. His
"play" ends with his violent death.32

L'ftat de siége was the most ambitious of all Camus’
plays and the most unsuccessful. It was staged on October
27,. 1948, 'dans. les ors et velours du Marigny, devant un
Tout-Paris irrémédiablement. futile', but it failed to live ug
to the promise: held out by ﬁhe cbllaboration of such as Bar-
rault,:Renaudg.Gesarés, Brasseur, Bertin, Marceau;_Desailly,
Honegger, and Balthus, Crities across the board understood
and sympathized'with the meésage of the play, a passionate
endorsement of man's duty of rebellion against political ty-|
ranny, but they complained of lifeless. characterization, pre-
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|rault: himself saw that the play had good subject matter and

|lcess to the making of a.mayonnaise.which at various times

|lof L'ftat de siége since he greatly admired Camus and got on

tentious.verbage,hs1mpilst1e'symbollsm and undiscernible bal-
1etic.mise_en eeene;_ The critics laid most. of the Dblame of
failure with Barrault, the leading actor and director, with
whom Camus spent ahyear creating the play. They alleged thatb

Barrault induced Cemus to write in a Style alien to his tem—
perament and. talent, but the extent of the adverse affect of
thelforcefuleﬁersonality of Barrault is hard to assess, Bar=|.

had some very exceptional moments. He gave no particular
reason for its:failuregl He compared the play's lack of suc—

will not catch., He added that hé félt that had the critics

He saw the:possibilities,of a team growing from the success

well with him, but Fate ruled otherwise, Barrault hoped thatb
this first failure. would not be such a blow to. Camus that
they would lose him, but he was forced because of expenses ﬁo
close. the show.BBHowever, Camus: distributed no blame for the
failure  and accepted complete respon81b111ty for the publlshw
ed text,54 _
mhe action: of the play is briefly:: deSCflbed as: follows,
The plague was pehsonlfled in a. sinister human dlctator who
comes to the Spanish town of Cadiz, He is aecompanled by‘a,fi'
female secretary who listed the inhabitants of the town in a
notebook. She infected individuals with the epidemic and
aIso'kiIIS'them'outright by striking their names off the lisy|
with her peneii. The Plague himself instituted a reign of
terror: which he relnforced by a. series of admlnlstratlve'meau
sures involving the worst features of bureaucracy. These
were: largely carried. out by a drunken nihilist prOperly nam=
ed Nada,.~ The chorus of 01t1zens proclaimed the confusion,
anger,. and fear of the s1tuatlon throughout. the play. A
young man,. Dlego, in love with v1ctor1a, daughter of the town
Jjudge, emerged as the hero. ~In the: end acceptlng death and
renoun01ng Tife. W1th Vleorla with courage and sacrlflce,

not assailled the play so quickly it could have been ar success) -
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: iically, Les Justes is about a rebellion against tyrany cen-

Diego- freed the town from the Plague.55

Les Justes opened on December 15, 1949, at the Theatre
Hérbetot,ngust over a year.after L*Etat de siége at the Mar1~'
gnye. Despite Camus' initial pessimistic interpretation of
the critical reaction, the play became a victory for him and

ran over 400 performances., Academic critics were far more
enthusiastic. about  the. play %han'theater critics, sharing
Cruickshank's view that this play was Camus' "greatest drama-
tic. achievement.." . | :
In the essentials of its plot hlstorlcally and 5pe01~

tering around the assassination in Moscow in 1905 of the .
Grand Duke: Sergei Alexandrovitch, uncle of Nicholas II. The
hero is Ivan Kaliayev, a student and poet, who throws a bomb.,
Upon seeing the young nephew’and niece of the Duke in the
carriage with. him, Kaliayev holds back in the first attempt.
Two days later as the Duke:is alone, Kaliayev kills him.
Making no attempt. to escape, Kaliayev is arrested, tried and
executed. A1l this. happens off-stage:. The play tekes place
in a'roomArented'by the assassins, except the fourth act set
in Kaliayev‘sfcelﬁﬂthe day'after the assassination when he is
visited by the Chief of Police and the widowed Grand Duchess.,
Kaliayev, according to his own theory, took the Duke's 1life
in a just cause and pays his own life in exchange without re-
pentance even at thevpleas of the Grand Duchess.56

With Les Justes ended Camus' original creative work in
the btheater, A1l other thedtrical involvement éongerned

adaptatiQnS'of?other‘write:'svworkw Once again, during this
period, Camus' involvement extended’far‘beyond”thevrole’of.
writer and producer'aS'it‘had in the early days of Algiers.
In 1952 he saw an opening for the expression of his ideas and
presented’himself'as'a'éandidate for the state-subsidized
Théatre. Récamier, but no mention was made of the resulis of
his petition.. A : “

In 1953, perhaps as a sign of some inner evolution,
Camus suddenly came back to work in theater. - The city of
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proved to be somewhat anachronistic in this production but de

Angers ofrfered the courtyard of its castle to Jean Marchat
and Marcel Herrand. ' Two plays were announced, the Dévotionvé'
la Croix of Calderon and Les Esprits by Larivey, both adapted
by Camus, and produced by him, In the course of the rehear-~
sals and preparations Herrand fell ill énd Camus took his |
place as director. As a result he remalned partly in charge
of this annual festlval for several yearsoa7 '

The- next few years were. spent adapting and staging -
several. works which drew Camus' interest., In 1955 at the
Thédtre Ta Bruyére, he presented Dino Buzzati's Un Caso Cli-
nicé under the title Un Cas interessant in a reasonably suc—
cessfull run.. The following year he staged in the Théatre des

Mathurins his adaptation of William Faulkner's Requiem for a
Nun under the same title., This play enjoyed a successful. run

in Paris far exceeding either of his acclaimed originals,
Caligula and lLes Justes. It was in the direction of this

play that Paris discovered in CZamus the first rate theatrical
director who had made his debut in Algiers twenty yearS'earQ
lier, These Parlslan successes: brought theater to the center
of his life aga1n,58

Tn 1957 Camus was at Angersaagaﬁ with en adaptation of
Tope de Vega's Chevalier d'Olmedo and his Caligula. Caligulal

Vega was the delight of the audlences.
In 1959 Camus fulfilled a hope cherlshed since hlS work

in Algiers. He staged Dostoevski's Les.Posseédés under his

personal direction at the' ThéAtre Antoine., The success was

so great that: it inspired a traveling company, la compagnie
Hebertot to take it to the provinces the following season.g?
A1so in 1959, plans were made for Camus to come to the
United States to aid in the production of his Cgligula. The
play was to be directed by Sidney Lumet in the 54th Street
Theater in New York for a run beginning in February. Obvious}
ly Camus did not come: to the States but the production con—
tinued despite his untimely deathp, The New York production's
extravagance obscured Camus" themes but ultimately, largely
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icate. Theater was Camus' life, his passion in -living.

due to this work, Camus' theabter became known and popular 1in
the United States.*” | | |
- In this same year Camus was of fered. an experimental
theater by André Malraux, in charge of France's artistic act-~
ivities,. Camus accepted. "The heart groans to think. ol what
this was to lead to,." nd He never had a chance to .carry out
the plans. he had. for this theater. Alibert Camus was killed
suddenly in an auto accident. on January 4, 1960, at Villeble-
vin near Montereau while riding in Michel. Galllmard's car.
Tt can be said with some certainty that at no part1cu—~
lar moment did. Camus make a.decision to "do theater". Thea-
ter seemed a part of his very nature from the tragical events
of his earliest childhood. It answered. a definite need. A%
every corner it offered him a new challerige. Camus‘felt'that
only a. living, breathing, speaking world could establish an
intense kind of communication with the public. 'Theater was
this: Iiving world.. Healongéd as if spurred by time running
out to communicate some urgentAand.imminently importént '
truths by'this theater. Though-his‘time did run out, many
critics feel that he did not fail in this. endeavor to commun-

42
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‘ preparaﬁion for its staging. IHe had experienced toiling over

CHAPTER. 2

Influence and Theories

From his years of expérience in the. theater Camus knew
what went into making a play from its earliest conception in
the mind of the writer to the hours of tedious work in final

a.desk for hours and for days on end trying to get. the dia-
logue right; he also knew the hours and the:patiencefréquired
to pound this dialogue into shape:r at rehearsals with the act-
ors, He knew too the work involved in getting everything

right in an adaptation while not letting the: genius of the
original work.slip.away in the interpretation., As a director
he: felt the‘tensién'generated by the: interplay of all these

factors until there finally emerged the artistic balance one:
could call tragedy. Camus knew in depth all that comprises

theater not by theory or by casual exposure to thezréality of

this' art; he knew it by first-hand experience. This experi- ||
ence was not wasted on his brilliance since he seemed able to
extract from his knoﬁledge of the present and the past of the
theater the values and common elements he found there. He

~I7




18

eflected upon these points and then proceeded to set forth
iis ponderings in dramatic theories. ) '

In the years immediately following his theatrical ex=-
periences in Algiérs, Camus* outlook on theater was greatly
influenced by the contemporary artists in French drama. In
Camus' early years in the theater Jacques Copeau and Antonin
Artaudvexerted perhaps the strongest influences and later his
theories COntinued'tb-bear witness. to these influences.,
Their input was significant. Copeau re-oriented the profes—-
sional theater toward higher aésthetic.and philbsophical‘
standards while Artavd. claimed for it a revolutionary and
Imetaphysical function, that of shocking the spectator into a
re-examination of his whole: being bjfmeans,oi a catharsis
more total than anything conceived by Aristotleal For the
purposes of this paper, thesé,infiuences are significant not |
only because of their effect on the theater in France as a
whole but more. especially because of the bearing on the theo=
ries: developed by Camus, ‘

ks a result of Copeau's. dedication and courage as a |
critic and director, Frﬁbhjtheater~had acquired a much great-
er integrity than it had previously. Before World War I
French theater was almost totally a'cbmmercial affair., The
controling force was the 6wner:and’manager of the ‘boulevard’
theater on the Right~Bank with the playwright existing %o
prodéce seript which catered to the physical and histrionic:
needs: of the star actresses. and actors. These scripts made
no intellectual demands on either performer or the spectator
but dgringfthey had. to be, ©Somewhere near the bottom of the.
theatrical hierarchy was the director, whose duty was to show
off the stars to best. advemtage, while seeing that they turn-
ed up for rehearsals as often as possible and learned their
lines more or less . accurately, give .or take a bit of leeway
during the. obligatory tirades. Above all, the direotof“was
to make sure that the actors did not walk out of the show.
|This. would cost him his job and the management much,money@2
Both directly and indirectly, Copeau re-oriented this:

—
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deplorable situation.. By the. late 1930's, when the young
Camus. came into. the theater, the French theater had been °
transformed by almost a generation of dedicated and inspired
directors who were Copeau's contemporaries end disciples:
Tugne ,Poe, Pitoéif@ Baty, Gemier, anleouvet. These men,
though in frequént‘conflict'oVer‘ster,’Were united in regar-
ding the. theater as an art rather than a business, an art.
both experimental and popular. Like. the team of Copeau's
Théatre du Vieux~Colombier, actors. were not just to be dis-—
ciplined, versatile, skilled in all the theater arts, and
subordinated to the overall interests of the produgtion,
Above all, a far more responsible and artistically sophisti-
cated attitude'now.prevailed in all quarters, among critics,
playwrights, performers, and the public,5
Camus greatly admired Copeau and his accomplishments in
the theater. As his discipls:, he also placed importance '
above all on the text, the style, the beauty of the work,., He
sought to bring all these into unity. An integral part of
this unity consisted in not allowing the producers. avid for
money to use the stage for their own propaganda since in this
direction lay division and even the total death of the art of
theater, A : |
In an article called "Copeau, Seul Maitre," Camus ex~-
presses«well.his admiration for Copeau as: director and man of]
the theater and singles out the points in this master which
will guide him in theater.
En ce qui concerne les. acteurs, il n etalt pas, certes,
pour 1a "distanciation™, "Le tout du comedlen, disait—
il, c'¢st de se donner." I1 est vrai qu‘il aaoutalt
aussitot: "Pour se donner, il faut d'abord qu'il se
possede." Ce- qui, au contraire, risque d'indisposer ces
acteurs qul croient que l'emotlon tient lieu de techni-
que et de metler alors que le métier est exactement le
11berateur de 1! emotlon. Il voulait aussi que, de son
cote, le metteur en scene fut discret, "Amorcer le
sentiment chez 1'acteur, non le dicter". En,bsomme, il
cachait le metteur en scéne derriere le comgdlen et le
comedien derrlere le texte. Bref, le monde a l'envers..
‘Mais Je ne Veux pas 1mpat1enter par ceg rappels

une famille dont J'aime tout 1&S membres, meme les plus
différents. Souvenons-nous seulement gue Copeau consi-
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deralt l'oeuvre dramatique :comme un fait de culture, et
de culture universelle, ou tous les hommes pouvaient se
retrouver, Il savait que la culture est toujours mena-
cee, et plus encore. au théatre qu'ailleurs, par l'ar=-
gent, la veulerie, la haine, la pollthur, par les in=-
terets financiers ou 1deolog1ques, et qu!il convenait
d‘etre intransigeant sur ce point., Il a ete intransi-
geant. En consequence, il fut adore ev deteste a. la -, .-
fois, Mals ceci n'interesse que lui. Ce qu nous 1nter-
esse, c'est ce qu!il a fait par la vertu d'intransi-
geance, Cela se¢ résume d'ailleurs brlevement Dans 1!
histoire du theatre frangais, il y a deux perlodes
ayant Copeau et agles Copeau. A nous de nous en soument
séveére du seul. maltre qul puisge etre reconnu.en meme 5
temps par les auteurs, les comediens et les anlmateurs.
Artaud also played an 1nfluentlal role in Shaping theo-
ry and practice on the stage and as a director. He consider-
ed a. performance to be a mass experience in which the specta-
tor was the essential participant upon whom the drama had to
act as violently as a surgical operation. It had to tear a-
way bthe complacent mask of security and everyday drowsiness..
He.envisages a kind of theater-in-the~rpound in the center of
which a magic, daemonic ceremony would be performed through
magic, dance, mime, cries, and sometimes even words. The
forces of darkness: in sexuality, death, and life thus uns
leashed would produce a kind of cleansing of subconscious
drives. Camus was drawn to this concept of dramatic. violence
and shock techiniQue advocated by Artaud, He also shared -
Artaud®s conviction that drama was a form of transcendency,
existing only on the metaphysical level,6 Camus. attempted
this "total theater” with Barreult in L' ﬁtat de siége in 1948

but was: unsuccessful.

Once Camus expreséed a desire to carry'out this concept
of Artaud's in his own projections for his future work, using
theater~in-the-round perhaps, and incorporating Artaud®s .
ideas inte theﬁvery content and aims of his actors and script
Av01n.theatre avec un- plateeulconmode. Y montrer
‘que le theéatre. d'auaourd hul n'est pas celui de l'gl=-
cove ni du-placard. Qu'il n“est pas. non plus un treteaul

de patronage, moralisant ou politique. Qu'il n'est pas
une école de haine, mais de Teunion. Notre epoque a sa.

grandeur qui peut. etre celle de notre theatre. Mais a.




la. condition que nous mettions sur sceéne de grandes
agtions ou tous puissent se retrouver, que 1a generosi-
te y soit en lutte avec. le dese5901r, que s'y affront-
ent, comme dans ‘toute vraile tragedie, des forces egales
en raison et en malheur, que batte enfin sur nos scénes|
le vrai coeur de l'epoque, esperant et dechlge.

Mais cela suppose un style d'acteurs, debarrasses
de ce faux naturel que nous, devons au cinema et plles
au jeu collectif (dong une école et une trgupe), des: :
ecrlvalns, une scene: etudlee, un plateau ou l'on puisse
ouvrir les bras, jouer large, montrer les corps et leun
beaute retrouver la. "demesure proportlonnelle qui
caracterlse, selon moi, la verlte de l'attitude et de
1! emotlon dramablques. Si je trouvais un theatre, Je.
crois que e§sa1erals de deblayer au moins las abords
de ce chemin, :
During thiéftime, in the wake of Copeau and his adapta-

tions, Camus found interest in thevﬁenaissanae>theater of
Spain and England, Here there was a return to a much more
metaphysical and ritual concept of %heater, far closer to the
roots of human existence than had been found in European .
theater since the énd of the 17th century. At the smfe time
the positive demands these works offered to the imagination
of tie director were overpowering}while they rehabilitated
the full range of the theater arts. Most of the rejuvena-
tions--mime, music, symbolic décor, stylized costume--had
virtuallydisappeared during the 19th century or had ceased to
be utilized with consistency and sensitivity.S‘
These major aspirations, and ideas of C#mus concerning
the theater are”really epitomized in a single article in
which he sets forth most of his principles for the stage and
for writing and adapting. Thiszﬁrtiqlefis "Sur L'Avenir de
la tragedie." Here he makes it very clear from the beginning
that in his dramatic creations he is striving for tragedy.
"Je suis pour la tragédie et non pour le melodrame, pour la
participation totale et non pour 1° attitude crlthue,"9 It is
obvious from the outset that his eXpllclt intent in ‘theater
was to give a.serious 1nterpretatlon to 1life, to reach to thd
very roots of existence, However, an Germaine Brée points

out, Camus was too involved in the human angle of drams,

overly conscious of the rich humanlty present in the indivi-
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dual personalities of his great models. He could not be «
tempted to abstraction or to abstract spatial schemes or any
overemphasis. Violent and extreme characters, passions, and
situations, such as offered by Artaud, Camus could accept,
but in his hands they became more human and individualized,
projected through a fitting linguage., His thought matured
considerably but its general orientation never.changed.lo
Camus begins his article by raising the question whe-
ther tragedy is possible in our time, TFor two reasons he be-
{Lieves it is possible. First of all;‘hefprOPOSés that the
great periods of tragic art occur in history in centuries of
|lerucial change. He cites the Renaisszance as. one of the most
cénvincing examplles. These are moments in which the lives of
those nations of people which are heavy both with glory and
menace bear the dramati¢: nature of the present. and the uncer-
tainty.of the future. Camus points out: that these periods
mark. a moment in time_ where there occurs a transition from
the forms of cosmic thought saturated with the notions of di-
vinity and holiness to forms inspired by individualistic and
rationalist concepts. He observes the such are the movements
Jlof ideas in the periods. Fach time this has occured in his-
tory, for instance, in the time of Aeschylus and of Shake-
speare, the individual is freeing himself from a cultural
context and is standing face to face with a previous world of
terrors and devotion, In each of these periods, Camus sug-
gests that dramatic. works move. from ritual tragedy and rel—
igious celebration to psychological tragedy. It is his theo-
ry that in the: final triumph .of individual'reaéon, the liter+
ature of tragedy dries up for centuries.ll

His second reason for believing in the possibility of
nodern tragedy lies in the fact that in his time CémusAsaw in
France the advent of outstanding“dfamatic writers, For -al—
most half a century theater had been the realm of theatrical
brokers and. business interests, With Jécques Copeau there
began a resurgence of dramatic writers leading tova.reSUTreCM
tion of the tragic forms that put dramatic art back into its
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rightful place, at the pinnacle of the literary arts.”

As a consequence, Cémus Judged. his own era a.period
which should be favorable~toAthe'deVelopmént of tragedy since
it was a time of trdnsition., Moreover, he observed that many|
contemporary writérs in France were engrossed in creating
tragedy. This was his most exciting expectation: the possi~-
bility of creating true tragedy in his time., He was.in no
position to say: "Conditions favorables.. Tragedie suit.",
but he lookea with hope. to this possibility and he repeatedly
expressed his theories as to how tragedy might best and most
quickly be achieved.15

Camus attempted then to define tragedy in the classical
sense, realizing however, that for his present purposes, to
describe the true nature of tragedy, he needed s@e basis' of
comparison for his ‘definition. To narrow his distinctions,
he compares tragedy to melodramg..

Voici quelle me paralt dtre la dlfference 1es forges -
qui s'affrontent dang la tragedle sont egalement 1eg1-
times, également armees en raison, Dans le. melodrame ou
le drame, au contraire, l'une seulement est legltlme.
Autrement dit, la tragpdle est amblgu@,le drame sim=-
pliste. Dans la premlere, chague force: est en meme. ;
temps bonne et mauvaise. Dans le: second, l'une: est le
bien, l%autre le mal...La formule du melodrame serait
en somme: "Un seul est juste et justifiable" et la for-
mule traglque par excellence: "Tous sont Jjustifiables,
personne n'est juste,"™ C' est pourquoi le choeur des
tragedles antiques donne principalement des conseils dg
prudence, Car 1l sailt.gue sur une certaine limite tout
le monde a raison et gue celui qui, par aveuglement ou
passion, ignore cette limite, court a la catastrophe

. pour faire trigmpher un droit qu'il crpoit etre le seul
a avoir, Le theme constant de. la tragedie antique est-
ainsi la limite qu'il. ne' faut pas depasser. De part et
d'autre de cette limite se rencontrent des forces egal-
ement legltlmes dans un affrontement vibrant et inin-
terrompu. Se tromper sur cette limite, vouloir romper
cet equlllbre, c'est s ablmer. On retrouvera aussi bien
dans Macbeth ou dans Phedre (quoique de faqon moins
pure que dans la trageale grecque) cette 1dee de la-
11m1te qu'il ne faut pas franchir, et passee laguelle
c'est la mort ou le desastre. On s'expliquers enfin
pourqu01 le drame 1dea1 comme le drame romantique, esf
d'abord mouvement et actlon puisqu'il figure la. lutte
du bien contre le mal et les perlpetles de c¢ette. lutte,
tandis que la. tra?edle ideale, et particulierement la
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for no possibility of religious tragedy. Christianity places

|ation and itsggravity in conclusion. This language is d4iffi-

grecque, est 4' abord tension puigqu'elle est 1'opposi-

tion, dans une immobilite forcenee, de deux puissances,

couviates chacune des doubles masques du blen et du
malc -

Tragedy demands balande and tension between opposing
forces, Anythlng that destroys this balance also destroys
tragedy. Thus, for Camus, trggedy seemed an impossibility in
a Christian order. He admits religious drama, but he allows

man and the world in a: divine order, and thus he repeats,
there is no tension between the world and the religioﬁsfprin—
cipal. *Camus insists that in tragedy the hero rebels and re-t
jects the order oppressing him, while the divine power? in
its opposition, affirms itself exactly to the same extent as
it. is denied. That is, revolt alonme is not enough nor an af-
firmation of the divine order, Both are necessary, support-
ing each other and reinforcing each other with their own E
strengths.l5 ' ' ‘ '

Camus gcas on to point out: that if a tragedy ends in
death or punishment, then what has been punished is not. the
crime itself but the blindness of the hero who has denied
balance and tension., That balance:dr'tensiom is the element
constructing tragedy.

On a pu ecrire ainsi. que la tragedie balance entrd

les poles a' un nihilisme extreéme et d'un egpoir illi-

mitg. Ri en- n'egh plus- vxa%,selon moi. Le héros nie 1'

ordre qui le frappe et l'ordre divin frappe parce qu'il

. est nie. Tous deux affirment ainsi leur exmstencelge01~
proque dans. 1"“instant meme ou elle est contestee.

In the later part of thls artlcleg Gamus‘901nts out
that renaissance of tragedy seems: to be in progress<among‘
French writers., He bases this conclusion on the fact that.
there: is a search among them for a tragic language because,,
though there is a. tragic climate, no %ragedy can exist with-
out a language which conveys. the depth of the mounting situ-

cult to formulate when it must reflect the contradiction of g
tragic situation., Cdmus pointed out very specifically what
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this formulation must be. The. language had to be both hier-
atic: and familiar, barbarous and Tearned, mysterious and .-
clear, haughty and pitiful. He noted that in quest of this
Alénguage the WriterS'haé~gdne.back to its sources in. the tra-
gic epochs,

They found thls traglc language had to be that in whicHh
the words: came from the mouth of the man of the street. On
the other hand, it has to be different in order to express
through its gravity and power the. seriousness and depth of
ideas raised in tragedy. The unusual and. exalted situation
appears. here. A tension struggling to:bring two poles closery
is emphasized in the language..

In general, Cemus, cllnglng to the long tradltlon of
French classical tragedy, was no doubt expressing a view
shared by others who influenced him when he insisted that
tragedy must draw its strength first and foremost. from the
significan@e‘of»itS‘subject‘matter. He firmly believed that
11v1ng theater could only retain its vitality in exploring
serious themes and in portraying deep seated.emotlons%a Thereg|
could be no tragedy without the extremes. It requires the.
genius of the trggedian to purlfy human destlny by marking-
off its antinomies, conoradlctlons, and its redoubtable polas
rities. Through its ability to portray extremities, tragedy
was superlorly equipped to demonstrate the limits of human
nature: upon which limits ‘the sense of tragedy is based.19

For & young playwright such as.Camus who was so cons
scious both of the models of the past and past themes, imbued
with the grandeur of tragedy, the elevation of which seduced
him, the fashioning of & drama could only be difficult and
indeed perilous enterprise., He seemed always to have felt
that the answers to his theory must be sought in an experi~-
ence that he as an author and playwright widely shared with
the humblest of man around him: personal, and collective,
immediate, yet all encompassihg'and timeless. UnZquestion=-
ably he considered each of his works an experiment in his
theory, a search in the. direction of tragedy,EOHé Himself
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ioid of his theory and work: "J'ai unme idee, bien precise, de
be qu'est le théltre, de ce que doit étre le jeu des acteurs.

I'amie:ais'fairefvivre mes conceptions.”




CHAPTER 3

Tragedy in an Adaptation

Ih,the two preceeding chapters we considered to what
extent Camus' 1life was absorbed in the theater, and we have
seen the: theories which gfew out of these years of involve-
ment. It is our aim.to:look-atetplay which came fromzthéa

application of these theories. Camus' passion for the thea-
ter involved him at every turn and it seems. that this faeina~
tion grew through the years t¢ an increased skill énd creati~
vity with the mounting possibilities of success., From the
beginning, Camus' aim was to create tragedy. Finaily this
search for a formula for modern tragedy seemed to have been

|lunited it with thelgenius of another author. As he worked in
comradship on the the stage directing and producing plays,
thus satisfying a basic need; so he labored in his adapta=l
tions in a kind of solidarity with another author, ' ,
For Camus, the two activities of writing for theater

work and experience of these years and which demonstrares thel

realized through gdaptations. Here he found his strength and|

o
s
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and working concretely with the staging seemed t0 1ncrease
hls,ablllty. "D01ng theater" seemed to feed his desire and
to excite it. further, He remarked once in an interview:
Jdlai ecrlt pour le theatre parce que Jje Jouals et
Jje mettais-en scene.. Insuitey,. Q'al compris qu‘a cause:
de ses dlfflcultes meme le théatre est le plus haut
des genres. 11ttera1res. Je ne voulais rien exprimer,
mais créer des Dersonnages, et 1' emotlon, et le tra-.
gique.. Plus. tard, j il beaucoup re¢1ech1 au probleme de
la tragedle modevne. : S
‘This reflection perhaps‘brings to light roots in Camus®
theatrical existence, The seed of a theory was growing deep

in his activity involving writing and working on the stage
that his dramatic theories brightened to awareness, thrived,
and ceme to maturity in his later adaptations. Critics won-
dering at the direction in which Camus was traveling, ques—
tioned this facination for adaptation when they felt he could
create so well. He agreed.:

Bien sur, ‘Mais au fait, je les ai ecrltes, ces- pleces»
et J en ecrirai d'autres dont je me r951gne a' avange a
ce qu'elles fournissent aux mémes personnes des pre=
textes a regretﬁer mes adaptatlons. Seulement quand Jj"
écris mes piéces, clest 1! ecrivain gqui est au travail,
en fonction d'une oeuvre qui obelt a un plan plus vaste
et calcule. Quand j adapte, clest. le metteur en scene
qui travaillé: selon 1'idee qu'il a du theatre. Je. crois

en effet, an spectacle total, CoONGu,. 1n5p1re et dlrlge
par le meme esprit, ecrlt et ‘mis en sgene par le menme

du. Eythme qui sont les atouts essentiels d'un spectaon
le.

From his own words we see clearly that Camus® dramatic
adaptations were not merely marginal in relation to his pre-
ceeding original work., They are connected closely with his

digenous to our time. He found in the questions and crises
of modern man what he considered_suitabIeAsubjectumatter’for'
his tragedies, As an adaptor, having chosen a work that he
Judged depicted this tragic. universe, he considered that his

and Camus was continuing to nourish it. It was somehow with-

search for both a tragic universe and a tragic expression in-|

homme, ce qul permet d'obtenir l*unite du ton, du stylefi.

role consisted essentially in a search for a certain form of
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language. In this search for language lay the creative value
of the adaptation. Hence, Gamus‘ main preoccupation as a
dramatist was tied up with this quest for a proper language
of modern trpgedy,"This.added factor ranked his adaptations
high in the overall output.of his work as a playwright. The
adaptations became. experiments in a tragic universe in which
the author is seeking out'a.complementary tragicfstylej
Among'these.Requiem pour une nonne is unique as its transform

5

Camus " growing-admiration for William Faulkner, whose

mation under these aspects was so great in Camus' hands.

works he first eanuntered as a.reader for Géilimard, ap=:
parently was paradllel to his developmenﬁ:inAthe realm of
adaptation, Faulkner seemed to inspire in Camus a spiraling
interest, The more Camus became familiar with Faulkner's
works, the more he saw therefthe-pbsSibility for creating. A
from it a modern tragedy, because in FhAulkner he found that
quality which he considered a prime requisite: the delicate
balance of tragic themes incarnated in ordinary people and
situations., ' ‘

. Once i commenting on American novelists, Camus pointed
to: what he designated as their technique de facilité. - He ex-

plained that their novels ignore man's inner life which up to
this time, especially in French writing, had been the proper
subject-matter of literature. In these contemporary Americany|
novels,. man is described but never fully-explained or inter—
preted. The result is superficial wfiting, whose author is
scarcely'distinguiShable from the reporter who either draws
His material from mémory or simply records: his direct obser-
vations, Consequently, the novel becomes Iittle more than a
sort of camouflaged  journalism whose value lies in its docu-
mentary nature, but  has, as Camus- states, "only the remotest
relation to art." The one exception to this type of modern
American novelist: is, according to- Camus, William F§u1kner.4
Camus made no secret of his admiration and high esteem
for Faulkner; In an article in Le TFigaro Littéréire, "En ab-

tendant: Requiem. pour une nonne," he said: "J'ai toujours ad—
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mlre Faulkner, "/andkln an 1nterview. 1n 1956 when asked 1T
tragedy was his only criterion for choosing to- adapt BESB&EEa
He: said: ‘ :

, Celle—la méme, Jointe & 1’ ‘admiration que je porte

evidemment a celul que Je considére comme le plus grand

romancier américain. Nous v1vons, VOyez~vVous, une epoquf
hautement dramatique qui n'a pas encore de theéatre.

Faulkner laisse entrevoir le: temps. ou %e tragique de

histoire’ pourra enfln porter cothurne.

The two basmcvcomponents Seem. to come together for Ca=-
mus when confronted by Faulkner® 's work; that is, his own overf
whelming desire and tenacious effort to create a modern tra-~
|lgedy and the prime ellements he considered essential for that
creation: tragic themes incarnated in ordinary people and .. |
situations. Thus working with Faulkner's writing seems: to
Camus- an op@ortunity for his own creativity to come to flower|

Granted that Cgmus found adequate reasons to want to do
an adaptation of one of Faulkner's works, what were the rea=
sons which impelled him to choose«Re uiem, a choice which
proved most: fortuitous and resulted in what seems to be his:
best and most successful attempt at tragedy?

In the article quoted from Le Figaro, Camus answers.
this_question. It is all very simple. Why? ‘

Parce que ¢'est 1e seul. 11vre de Faulkner ou le
travagil est. deja fait. Ce roman n'est que dialogues,
coupes de: chgpitres hlstorlco—poethues. Et, pour le
porter a la scene,, il y a eu surtout a couper ces cha—
pitres. .

Is: there a need to add dialogue? "Oui,, maié.j‘ai pati-
ché le ton. Je me suis. completement effacé."’

Geytainly,;the>facility offadapting~the form of thefpla?
was not the fundamental reason for this choice, Of much more
importance was Camus' conviction that Faulkner held within
himself the. secret of what would constitute a true drama.in
mnodern times.. Thls was the. key that Camus as yet did not
have and for which he sought. "Jraime et j'admire Faulkner:
Jje crois le comprendre assey blen. Bien que n‘ayanﬁApas .
ecrlt pour le theatre, il est a mes yeux le seul dramaturge
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| Faulkner:

de cette époque.véritablement dramaturgem@.“gCamus observed
that Faulkner had used an ancient tragic: theme, yet had re-—
cast it in a contemporary mold.. This formula paralleled Ca—
mus! own theories. about what constituted the only truly tra—
gic: material or universe within which a modern tragedian -
could work, In Camus® judgement, this bringing together of
the ancient dilemma in amodern setting still produced the
blind man, stumbling amidst his destiny and his responsibili-
ties. - , N
In addition to the tragic situation Gamﬁa needed from
Faulkner a simple dialogue used by common people but which
attained a grandeur despite their "complet-veston," In -othen
words, in Faulkner Camus sought not only a tragic action and
tragic.characﬁers‘but also & tragic speech., Camus clearly
saw that Faulkner had found that intensity of tone and situ~
ation set in a language of equal stature which increased to
that intolerable: point at which the hero delivers himself
over by a violent. superhuman ac.t‘.9

In 1951, -in a letter to the editors of the Harvard Ad—
vocate, on the occasion of their special issue, Camus said -of

Je suis un grand admirateur de William Faulkner,
dont Jje c¢onnais.et pratique l'oeuvre depuis longtemps.,
I1 est, a mon av1s, votre plus grand ecrivain; le seul,
il semble, qui s %nscrlve dans votre grande tradition
littéraire du XIX siécle et un des,rares createurs de
1'Occident, Je veux dire qu'il a cree son mondez recon-
naissable entre mille. et 1rrempla§able, comme llgnt
fait avant lui Melv1lle, Dost01evsk1 ou Proust,
Perhaps another" con81deratlon of Camus' in choosing Re-
guiem was his growing awareness that for various reasons.his
own plays, Caligula, Le Malentendu and Les Justes, had failed
to communicate that quality of tragic seriousness that he
found in Féulkner.u‘Through‘a:procéss of recreation and by a
penetrating consciousness. into anothérfauthor’s-vision,,C%mus
was sharigg in and ‘identifying himself with different roles
in the gamut of human destinies: and types. Knowing the medi-
un of the theater from the view of both actor and producer,

in Requiem, Camus, thirough self-effacement and projection,
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appropriatéd the novel to himself. A

For nﬁmerousfrelated;reaaons, then,. Gamusfchose;William
Faulknern’s Reguiem, and in October of 1956 staged it at the
Théatre des Mathurins. Camus took this. dialogue-novel, dra—
matized the cues and made cuts. such that there evolved a play||
of Christian inspiration without & specifically Christian
ending, The plot was extremely simple, while in somewhat the
manner of Dostoevsky, the theme was. one of redemption. The:
negress Nancy Mannigoe, in order to save her mistress: from.
vice and perdition, nurders a child and is hanged for it.

In general, in the transformation Camus avidded the -
danger of lésing.movement by takiﬁg as his basis for action
the plajﬁs lack of movement,.  Camus demanded from his cast. a
maximum of inner tension and a minimum of movenment. ILven
though there was the foreboding of melodrama in the wings,
Camus succeeded in bringing forth the play as a tmagedy harsh
and full of life. |

In reference'to'its success, Jean Vilar said of the . -
productmon,wlth two or three exceptions, I think I have seen

all Albert ¢ mus' productions,. His work on the Reguiem

filled me. with wonderment, and of course for many ree-
sons.. But the one tThat stays with me and is still. quite
fresh in my memory is the very subtle. hand of the pro-
ducer over the actors,. The evening I saw it the play
was past its hundredth showing, but there waﬁgnothing
heavy or tired about it and nothing relaxed.

. While the touch of genius went. into this first skillfull
production of the plays;’ neverthelesse the greater part of the
effort was in the-adapting. As has been mentioned, Regquiem
in its. original version is ‘noti a play bubt rather a dialogue—
novel . However, the intensity of the novel is drématic‘sinae
there is a secret which is ﬁrogressively‘revealed and a tra=—
gic waiting which is maintained with consistancy, Lfterwards
the conflict which.opboses the characters in their destiny
becomes a.conflict unresolved except in the accepting of the
destiny itself ..

This conflict became the starting point for- Faulkner ]
creatlon of the tragic. tone. He made characters of our own
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‘|for the tragic situation. Camus saw that Faulkner, the Ameris
‘ -ian,_had met the problem of modern tragedy. in this language.

-|it seemed that the whole: culture-of Mississippi within the

bime face the: same. destiny which crushed Electra or Orestes..
He was able also to find a language of sorrow and humi;ity
within the dialogue, a language which proved to be a vehicle..

he chargcters could not speak as Oedipus or Titus but had to
use. a tongue simple enough to be ours and yet attain the

grandeur of tragedy. Camus realized that Faulkner had. found
this language. and Camus‘ task was to translate it into French

13

The task was'clear not to Camus, He saw that he had to

without betraying the: work or the author.

retain in his translation if he was to achieve his aim, "TLe
style haletant de Faulkner, queée je me suis efforce de pasti-
cher, est le style meme de 1a‘souffrance..."l4 In addition, :
movel. would have: to be:transpdsed with the language and the
characters, Finally, Camus sought to achieve a more limited
objective, and resolved only to render the tragedy by work-
ing with the interrelation of the characters within all the
accompaning moods of their-relationships. He determined to
retain only those elements of the orlglnal novel. needed to
produce the tragedy he wanted. '
' | Le Regulem n etalt pas une plece, mais un roman a
grandes scenes dlaloguees pleines d'un accent histori--
co—poethue que j'ai tenu. a conserver ainsi que le cli-
mat psychologlque,..

J'ai voulu degager. une progre851on plus scenlque

que romanesque...

J'ai seulement developpe le role du mari. que Jje
trouve tres beau... -

Le: plece ne pose pas de probleme de race, Faulkner
est trop grand createur pour n'etre pas universel, Dans.
le Requiem, la religion de la souffrance rejoint, nota-|
mment au septle 18 tableau, la catharsis, cette purlfl-
cation antique,

The play is divided inﬁo three acts which to a degree
incorporate the informetion given in the narrative section
introducing each dhapter in Fgulkner's version. Therefore,
there is an assimilation of F%ulkner“s historic, ethnic, and
lyric deseriptions of the buildings which serve as thesetting]
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for the. action, that is: the Court, the Capitol in Jackson,
and the Prison., ’ o o '
These: buildings receive' their symbolic. importance from

lthe action that takes place in them. The dialogue of the

first act takes place in the living room of the young Stevens
who have: left the court. where the sentence of death was pro=-
nounced. This is the topic of the living room discussion.,.
The: scene. of the second act: is the govennbr's office where
Tenple makes her great confession. The third scene is. set in
the: prison where'Témﬁle‘and the condemned Nancy meet for the
last time, , | . . o :

Through these buildings Cémus retains Faulkner's origi=(|
nal purpose, which directed that the drama. of the Stevenses
be tied and untied in men's sanctumeries of justice and sor-
row.. Thus the court is seen as a temple, the governor's of-
fice as a confessional, and the prison, where the negress. |
wishes to redeem her crime. and Temple's,.as a convent. In
this way, Camﬁs,uses F%ulkner“s poetic evocations to bring to
life these sacred buildings, which are related to_human vice
and virtue thru the historic events they shelter.©

Since the: historic and. lyric descriptions beginning
each of Faulkner's acts are notb transferable,.ﬁamus attempted||
to use the décor and attitude of each character to express.
the religious character of. the. places where the action un=c: .
folds., Another adjustment was. made by redistribﬁting the
dialogues so that, as the action advances, the dramatic. con—
tinuity and. suspense can be retainéd. Practicglly, however,
this‘rearrangement"and,abridgement of the dialogue furnished
the prologue of the court scene and divided the scenes of the
first act. Through it the characters. developed to a fuller
stature, especially that of Gowan Stevens. Finally, Camus
reworked the last écene.to remove the religious overtones and
therby create,. according to his theories,.the:possibilityAéf
tragedy.l7 : ‘

Camus worked with the tragic language Faulknér provided
him,. - He was delighted with this supple instrument, which
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lent itself easily to a dramatic. transposition., Faulkner's
characters spoke a’languagenstrippéd of artificiality, a mod-
ern equivalent to the langﬁage:of the great tragedies, He .-
accomplishes this by broken breathings and interrupted sen~
tences; repeated and repeated at length, by parenthe51s, and.
by subordinate: dlgre881ons, For example'

Stevéns o
Allons, Temple, partons....

Temple(résistant).

Dites-moi exactement ce qu'il a repondu. Il ne 1'a
pas, dit ce 'soir, je le sais... Ou bien l'a-t~-il dit au
teléphone, et nous n' aurlons meme pas eu be801n...

Stevens ‘ ‘ 18
I1 me l*a - -fait sav01r, il y a huit Jours...

His style excltes.as*the.sufferlngs do. There‘lsta‘ .
spiral of words and phrases that pour from the speakers, ubt-
terances born in the sufferings locked within the tragic .
deeds ©of the past.19 o : ‘

Camus sought to retain the force of this style. Al-
though deeply concérned.with'Eaﬁlkner"s use of language, Ca-
mus makes no attempt to imitate the difficult Faulkner idiom
with its regional cadences and expressive Southern speech-.
mannerisms. The French of Camus' adaptation has a classic
flavor, avoiding the occasional probléms of translating dia-
lect and oollogulallsm. Uithout the balanced Faulknerian
language, transposed but. retalned in essence in the adapba-
tion, the play would be less tragic. :

In his effort to convert this tragic element into
French, Camus chose those scenes in which the characters re=-
fused to reveal themselves, where the action was suspended in
a moment of evident mystery, He. took these instances and
translated Faulkner's language very directly, even simplified
it where he was able, and adding only where it was necessary
unity or composition.  In other cases he simply translated
Faulkner into French.go , ' |

A good example of this teéhni@ué~ié in Aet 3, scene 6:
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Temple :
Ou vas-tu?..

Gowan
Me souler. X moins que depuls huit ens, Jj'aie oub-
lle la maniére. Ou bien aSatu une autre suggestion?

' Stevens
Qu'avez~vous fait de Bucky?

Gowan ‘

~ Ah! oui, 1le surv1int' Il est chez vous, avec vobrg

femme. N'y est-il pas en surete? Votre femme aussi tue
les: enfants?

Wemple- '
‘Gowan.. Ne m'abandonne pas..

Temple . SR
0 mon Dieul Encorel

Stevens
Venez,

Temple - o7
Demain,. demaln, et encore. demain.

Camus was obligated to make one. final modlflcatlon
which is major in bterms: of Fgulkner' s.play. In Faulkner's.
original version, Nancy reveals her religious motivation in
the final scene, but. in Camus' tragic theory, such faith
would destroy the tragic tension, Since the basic outlook of
each man differed, Cemus said: "J'ai en effet considérable-
ment modifié la derniére scéme." TIn Faulkner, there'is a
lengthy discourse on Christ and faith by both Gavin and Nancy
Nancy decides to love her sufferings aﬁd.her'death and thus
become the saint.. Synbolicaliy, she is the nun suddenly in-
vesting with the dlgnlty of the colister the brothels and
prisons. This essential paradox must be retained, although
for Camus,_the long conversations, somewhat romantic in tone,
interfere. with the drama.,. By tightening or striking out -~
these discoursés Temple chalanges the paradox Nancy illus=-
trater right up to the final scene.,. Although by bowing to
dramatic necessities Camus has abridged Féulknér“s style, he
was of the opimion that he had respected fhe essentials of
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the message.

The significance of some of Camus' work cannot be fully
envisaged unless there is é,closer look at his method of a~
daptation. Cgmus said himself, "J'ai pastiché, en frangais,
le. style de Faulkner..." and also, "J"ai pastiché le ton.,.."

almost as three different persons. in Faulkner's English edi-~
tion, in itsvhythmZless and prosaic French trgnslation by
Mauriece Coindreau, and in Camus' adaptation. .Here are two
exemples: in F8ulkner, ‘Temple says: "...lf you can believe

23

which Coindreau translates by: "...si vous. pouvez croire. que

you .are going to hear anything that. you haven't heard yet,"

vous allez apprendre des choses que vous ne savez paS'déjé‘"
Camus is more direct and. terse: "Si du moins vous avesz encore
quelque chose a apprendre, " 5Another example is Fgulkner's
"moonshiner"s houseé726wh1ch-becomes for Coindreau "distil~—
t

uses the. single untranslatable term "bootleggers."

a' rather romantic rendering, while Camus

29

In his adapﬁation; CamuSQaltered the action someWhat,

lateur clandestin,

yielding doubtless to the French passion for clarté, which

Faulkner's story. In the final portion of the second act,
Camus resolves the intrigue concerning TempIer:love.lettens
by announcing that Nancy has handed them owver to Stevens.
Faulkner had failed to resolve the letter intrigue after us-—
ing it for the pairtial motlvatlon forr the murder. Moreover,
Camus expanded Gowan's role so that he is transformed from. a.
passive spectator into an active partiecipant.
"Penhapsﬂﬁhe.most radical.changéshcome in the.dénoument
concerning the lives of Temple and Nancy. Camus omited
Temple's 1mportant but naive line (Faulkner 's.-summation of
her tragedy): "So good can come. out of evil.. 30
religion of suffering glimpsed here; Temple must feel that

There is &

her part in the murder is totally expiated by Nancy's death.
In Canmus' version, Nancy moralizes more eloquently on her as-—
surance of faith, even to the point of seeing Temple kneel

He accomplishes this perhaps: in a great depth.‘ Temple speaks||

here reveals itself in the work of tying up the loose ends of
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before her. In her last speech which asserts her faith, Ca-
mus -allowed her to paraphrase & psalm. Nancy and Temple make
a powerful. dramatle contrast. here with bellef in salvation
fighting doubts.al L . -

In I.e Pigaro, Dominique Arban says of this encounter,
speaklng of Temple: '

es.SUr la scéne des. Mathurlns9 elle se taira. Son Si- -

lence s1gn1f1e-t-11 "non"? ou selilement "pggt-etre"Q
Jamais "oul“ en tout cas. Elle se tait...

In his concentration on the central drama -of suffering,
Camus found it ﬁecessary, or deemed it wise, to omit many of
the elements. of local color0 The conflict of Nancy énd Tem=-
pel is deeply rooted in the hlstory of the. South, and draws .
heav1ly on the theme of southern racism and religious culturef:
These: themes probably meant little to Camus, and less to his
proposed French audience, Camus seems uncomfortable with
Faulknerfs.rellglous.bellefs"expressed in this context, al=--
though they are an integral part of a certain religious heri-
tage flowing from a’ complex: historical paét; This. strange
melange of puritanieal récial 'erotic, and atavistic guilt
and pride permeating Faulkner s novel eLther escaped or did
not interest Oamws,55 ‘

In thls same context, Nancy, much out of character for
|ler black woman in the South of this time, is more loquac1ous'
and often very elegant in articulating her point of view, and
though this is justified in dramatic terms, she has lost her ||
silent Faulknerian eloguence, A o

This lack of & éulturally authentic characterization
comes form Camus' attempt to place the characters farther
forward in a ‘social sense. Shorn of the Southern background
|lof the novel, the characters. must fill out the essential ac-
ting and speaking with a gfeaﬁér awareness of the social .-
stamps. and roles to which each of then must conform. These
characters are. certainly more lucmd, more clearly motivated,
and they confront more clearly defined social issues than

Faulkner's. For the author from Hissﬁsnipbi; the South with
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tensified by the fact that the judge and Nancy's lawyer, Ga~-

classical literary French transposition. Faulkner uses lit=

its. prejudices and speech patterns is the indispensible set—
ting and the prime motivating force while for Camus the char-
acters work under a different network of stimuli.54Where
Faulkner needs only support,. Camus must be explicit.

The opening scene reveals its origin in these Southern
roots, In Faulkner's text, Nancy is briefly sentenced to
death, to which she~peplieé3 "Yes,Lord." The extent. of this
act of contémpt of court in the eyes of Faulkner's Southern
whites, and the uproar following it, are suggested by the
stége'directicns‘which~instruct that. the curtain begin hur~
riedly and jerkily com’ting down as if the Judge, the officers
all persons in the court were Jerking frantically at it to
hide. the disgraceful business, Camus transfered this word "
for word into his text, but the impact. on the audience is in-

vin Stevens, have each been given long speeches by Camus in
which.they‘soﬁﬁnly warn her that she must not speak after theg
sentence.iS'pronounced,35 . ‘

A comparison of the following citations shows the deep-
rooted difference between Faulkner's highly emotional prose
-—a proseé which suggests as much as. it explains~-and’0amusf7

tle syntax and employs many non-sequiturs, ellipéesjof_auxi-.
liary verbs, and repetitions of ‘then...then'. Camus takes
these and makes them articulate and coherent, correct to the
last parenthetic comma, Camus' Temple has her wits: too well
together., Camus is neo-classical in his own right, here—-—
stylized, harmoniéus, semi-poetic, and basically unconven=
tional, apprcaching‘a Racinian styleQin lucidity and control,
Here are Temple's words from both authors in the confusion
and emotion of the confession scene:
If love can be, mean anything, except the newness, the
-~ learning, the peace, the privacy: no shame: not even

conscious that you are naked because you are Just us-
- ing the nakedness because that's part of it...

Car si l'amour peut exister, si ce mot peut avoir de
sens, que signifie~t~il d'autre gue la connaissance
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'||this play, but he presented.a quite different concept of Jus-

mufnel% ~dens le Silence, I intinite, lL'absence de

“honte? ' _

L consistant problem with Canmus* text. results from his
constant involvement. with the philosophical problems and im-
plications of a given situation, with the consequence that he
pays little attention to the psychological distartion this
effects in the characters., This increases the problem of
portraying individualized and conv1n01ng people while the au-
thor is engaged in exploring metaphy81ca1 dilemmas, As al=-
ways in his theater, Camus had to reach a compromise between
his intellectual interests.and the expeotationS'of the thea-
ter goers, Audiences had often: complained preVioust, and
obv1ously with some justice, that his characters become the
mouthpieces of abstract ideas and hence are not convincing
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individuals., :
In hlS adaptation of Re uiem, Camus not only transform-

ed to some degree the manners and the personalities within

tice than did Faulkner. He obscured many of Féulkner"s o
themes and stripped the play of some of the fundamental per-—
spectives inherent in the novel. As Germain Bréefpoints out,
the whole action swings between two levels of drama: the
stark, poetic unreallty of the somber legends of crime and
atonement of Greece. and the melodramatic tenseness and tri-
viality of the.mlddle—class.psychologlcal analytic play.
There. is a. lack of proportion between the prominence given to
Temple's tragedy compared to the grandeur of the opening !
scenex a. single black figure, a death sentence meted out and
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accepted.
~ Germain Brée sums up the importance to Camus of Nancy

stating that--

- It is Nancy Mannigoe and not the Stevenses who
caught. Camus's imagination., She belongs to his world.
Without her, his Requiem would be a frather dubious,
somewhat tiresome morality play. In her heavy carnal
reality she is that very mystery with which all Camus's
characters contend, a dark divinity brooding over his
theatrical. world, She is the mute, mysterious, "quiver-
ing flesh of humanity," with which Camus in his own
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plays had been most deeply concerned° Hls essentlal
dramatic theme so far had been that of the fall incur—
red by individuals and societies who, in some manner,.
lose touch with the mystery of man's concrete presence.
and incarnation in the flg@h that "truth.ofthe body"
which escapes all reason.

Certainly the questlon whlch stands at the end of thls
liscussion is whether Camus 1ndeed used all the possibilities
he saw in the Reguiem of William Faulkner s and combined it
with his own theories to achieve a true tragedy. As certain
gs this question stands, so too do the varied and well-sub-
stantiated answers that come from men of greét'litenary eXw
perience and insight. We must form our own judgement after
welghing their answers and criticisms ageinst what we have:
found in the play., Camus haS‘indeed,placed a: great dramatic
work before us in this time, He has given us a glimpse of
the value of sufferlng in expiation for sin--for an act. for
which our age. sorely lacks appreciation, He achleved this in
two women, one must die and the other live in the uncomfort=
ableness of evil. 'In Camus' own words: "Nancy et Temple sont
deux nonnes enbrées au Monastere de l%abjection et de l'expi-
ation,. n#O




CONCILUSION

In this thesis we aré'presenting evidence to show that
Camus has a Justifiable claim to be seriously considered as
a dramatist who has made some important:cont:ibutions to the
concept of tragedy in the modern theater, His knowledgé.of 
all the areas of theater art, matured by the_inéights that
only years of first-hand experience could provide, his aware-
ness of the details and nuances that go into plot, dramatic
situation, and characterlzatlon all have contifrbuted, thus
enabling him to transpose Faulkner's novel, Requiem for a Nux

into a drama. that has been acclaimed on both sides of the At-
Iantic,. ‘ o

Camus felt that the content of this dialogue-novel cor-
responded to what he considered to be the essential raw ma—
terial out of which a modern tragedy could be: fashioned, that
is: serious material as well as an ordinary setting.. - Equally
important is the fact that Camus felt that he had discovered
through Faulkner how to realize a language and style suitably
eloguent in tone for the projection of tragedy.. '

Although most: critics agree that Camus does not succeed
in achieving the perfect tragedy in Re uiém, they concede
that in this adaptation he demonstrates a mastery of his art,
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| the relationship between Nancy and Temple in the novel; the

||There is that unusual density and tension essential to tra-

Despite the obvious. flaws: a complete disregard of the South-
ern background and the thread of racial prejudice that defing

elégant tones of the almost Racinian French that Camus puts

in fhetmouth ofiNancyéwﬁEch &istobts to some extent her role
of a struggling woman seeking to atone for her sins and the

sins of her masters; the loss of contrast in Temple's char-—
acter between her basic cheapness and her thirst for purity;
and. finally, despite the weakening of the basic theme of the
novel by shifting PFaulkner's moral to agree with his own non-
religious viewpoint, Camus" Requiem pour une nonne exhibits

many essential characteristics of tragedy.
In the;structufeﬁoﬂ-the.play, Camus follows closely the
classical tradition, The aiction is meagr@, thus intensifying
the concentration on the suffering and drama takiﬁg place ' .
within the heart and soul. of each of the main charactérs.

gedy in any age. -And of even greater importance, Camus him=-
self seemed to feel.that.finality, after long years of toil
and questing, through the transposition he had made of Faulk-
ner's language, he“had come to a realization in some degree
of that language which he deemed an authentic language for -
tragedy, o '

After examining Camusf dramatic objectives and manner A
in which he applied these in his adapta%ion of Faulkner's Re~|| .
quiem for a Nun, the evidence seems convincing that if Camus

did not succeed‘iﬁ realizing an authentic tragedy that would
correspond to his theories, he has indeed achieved a tense
and dramatic play that marks a definite advance toward that
goal., B '
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