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CHAPTER I
. INTRODUCTION

Montherlant's Success as a Writer. Henry de Montherlant is con-

sidered to be one 6f Franée's greatesf living writers. He has received
numerous prizes and awards for various works, and in 1960 he became a
member of the French Academy. During his younger years, he wrote novels
which made him a spokesman for his generation, a generation which has
experienced two wars and much philosophical bewilderment. In his‘lamer
years, mainly since 19L0, he has devoted himself to the theater, having
produced at least fourteen plays, half of which have been played at the
Comédie Frangaise.

. The success of his theater, both in France and elsewhere, is well
established. To those, however, who are not acquainted with his plays,
the question arises: why are they successful? One reason for their suc-
cess 1s his style of writing. It is vigorous énd masculine. Other
reasons are his originality of ideas, his continual search for the ulti-
mate truth, and his authenticity that gives his works a timeless qualitye.

The Psychology of His Theater., Every theater audience looks be-

yond the overt action that is on the stage to see the underlying action,
or the psychology of the characters and the theme and plan in which they
move, Montherlant, like other writers, conforms his characters and themes
to his own philosophical ideas, A discussion of his philosophy will be

given in chapter III.
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Montherlant's theater is a Wthéatre de la douleur."l Every play,

whether it opens uﬁon a crisis or begiﬁs with a carefree mood, ends in
tragedy. The main characters wltimately destroy themselves because of

a passion that they cammot controle This destruction is in the form of
solitude or death because of excessive pride, excessive sensuality, or a
blindness to one'!s true character or that of the persons about him.

The Trageéy of the Women. Another important fact, but one which

has not received as much recognition as has the tragedy of the heroes,
is that the women in the plays are also tragic, every one of them.
Although their tragedy is usually not so severe as death, except in Ia
Reine morte, the women nevertheless suffer, often as much or more than
fhe men do, and as a direct or indirect result of their own actions. In
Montherlantis plays where the masculine role is dominant, the hero is
usually porfrayed as having tragic qualities, although the women often
provide the final stimulus which results in the tragedy.

If, then, the heroes are already tragic, why are many of the
women made the instruments of destruction? Surely this negative role
that Montherlant gives the women must relafe to his own ideas about
them, Much has been written about Montherlant and women in an effort
to determine his attitude toward them, and many writers think that he
scorns women, believing that their only use is to gratify the man's
gonsual desires. ﬂ

Status of the Women. The women in his novels were generally

depicted as inferior to the mén. However, a study of the women in his

1Henry de Monmtherlant, Iils gg Personne (New York: The Macmillan
Company, 196l), introduction by Irance Anders, pe ile




theater reveals that the situation has been reversed; many of these women
are portrayed as being far superior to the men, both in their common sense
and in their ability to love. Why, then, are they also tragic? O0f course,
some are doomed to tragedy, just like the men, because they poséess the
qualities that bring about the tragedy, such as having excessive pride or
passion; but many symbolize the ideal femininity in a woman.

Definition of the Problem. Because of the realization that the

women in.Montheriant's theater are all tragic, even though usually more
flatteringly portrayéd than the men, the theme for this paper has been
evolved. In order to develop this study of the tragedy of Montherlantts
women, it is also necessary to know his biography, paying special atteﬁ-
tion to the details about his relationship to women and to other events
which he has used as a basis for his beliefs and for some of his plots.

The organization of this study will include, therefore, a biog-
raphy of Henry de Montherlant, followed by a chapter discussing his
philosophy, two chapters containing the discussions of his plays, and the
conclusions.

Half of Montherlant'!s plays have a setting in contemporary France;
the other half are historiéal or legendary plays, set in France, Greece,
Italy, and Spain., Some of these plays are patterned after real incidents
‘and characters; others are written only to fit the mood of the time.

The first chapter on the plays will discuss those with a modern

setting: L'Exil, Ia Ville dont le prince est un enfant, Celles qu'on

prend dans ses bras, a trilogy (Un Incompris, Fils de Personne, and

Demain il fera jour), and Brocéliande.



The second chapter on the plays will discuss his historical or

legendary plays: Ia Reine morte, Pasiphaé, Malatesta, Don Juan, and

three religious plays (Le Maftre de Santiago, Port-Royal, and Ie Cardinal
d'Espagne). ' .

- Within each discussion will be an attempt to point out the essen=-
tial characteristics of each woman, as well as why she is tragic, and to
relate these characters and events within the plays to Montherlant's own
life and philosophy.

The conclusions will summarize the main points of the previous

discussions and will try to make some observations regarding Montherlant!'s

reasons for his portrayal of the women in his theater.



CHAPTER IT
BIOGRAPHY

Family. Henry de Montherlant was born April 21, 1896, in Paris.
He was an oﬁiy child. His mother, an emotional, nervous, and delicate
woman, remained an invalid after his birth and until her death, twenty
years later. In addition to Henry, there were five persons in the
Montherlant household: his mother, his father, his maternal grandmother,
an uncle, and a grand-uncle., His homelife can be described as slightly
claustrophobic.l His father was always in financial trouble, and his
grandmother worried incessantly.

His family can claim aristocratic heritage, as his father was of
Catalan origin that dates from\the fifteenth century. One ancestor was
a cup-hearer to Louis XIV, and another was guillotined in the French
Revolution.2 His maternal grandfather, the Count de Riancey, who died
during Henry's early childhood, had been a Zouave of an infantry corps
in Algeria, és well as a sub-director of the Compagnie d!'Assurances
générales contre 1l'Incendie. According to a ramor, 'ce Qieux beau, !
héving been handsoﬁe, fascinating, and a lavish spender, was ruinedkby

wWonen . 3

" Lpeter Quennell (ed.), Selected Essays, by Montherlant, (New
York: The Macmillan Company, 1l90Ll), Pe Te

2uBiographical Sketch," Time, 27:58, Jamuary 27, 1936.

3Jacques-Napoléon ~aure-41guet Les Enfances de Montherlant (Paris:
Henri Lefebvre, ed., 1948), p. ll.




Montherlant's maternal'grandmo‘bher, born Potier de Courcy, was
the strongest personality in the household. She had the most influence
of anyone on her grandson, for she outlived both his parents and provided
hin a home after their deaths until he was mearly thirty years old.

During Henry's younger years, uls grandmother grew quite morbid
due to her daughter;s illness, her inability to gel along with Henry's
father, the exbrava.éances of her own husband, and the bungling actiofls
of her son and her brother., She surrounded herself with objects of
gloom and mourning, which included pictures of her best friends on their
deathbeds. After her own death, a horsehair belt, called a cilice, was
found among her belongings. This was a relic of the Jansenist religion,
to which some of her family had belongede O(ne can see this Jansenist
influence in Montherlant'!s play, Port-Rozal.h

Montherlant's fa.tﬁer was a small man with a swarthy complexion;:
black hair, mustache, and eyes. Above all else, he loved horses and
art objects. Resembling his Catalan ancestors physically, he seemed
also to have had the character of a Spaniard, being taciturn and rather
gomber of mood. He had wished to be a cavalry officer. He had little
influence upon his son; they were not close to each other, and an innate
affection was not enough to overcome the distance.>

His mother, Marguerite Camusat de Riancey,® a pretty woman, was,

between 1890 and 1895, a society girl enjoying flirting, dancing, the

Lrpid., pp. 16-17.
Sibia., pp. lh-"'ls.

OHenri Perruchot, Montherlent (Paris: Gallimard, 1959), p. 17e



opera, and parties. When she was twenty years old, Henry was born;
and, because of a severe hemorrhage, she never recovered from the birth,

spending the remaindexr of her life in bed or,on a chaise longue. Her

only reason of living henceforth was her sonjy and, during his adolescence,
she became his friend as well as his mother, whereby he not only enjoyed
her affection but also experienced moments of harshness and conflict in
this relationship with her.! This possessive quality of maternal influ-
ence has left its imprint in his novels and plays, for frequently fem=-
inine guile and possessiveness play an ugly part, whereas masculine
affection is portrayed as honest and uncomplicated. His uncle and grand=-

uncle, of whom little has been written, nevertheless provided character

types for Montherlant's famous novel, Les Célibataires (193L), since
they were rather eccentric bachelors.d

Early Schooling. Montherlant's elementary school was Janson de

Sailly. He applied himself seriously to his work; but his compositions
placed him at the seventh or eighth rank of his class, no more. Yet,
under this rather expressionless surface was a personality that was
already dedicated to literary purposes by the age of nine. Henry would
gel up at six o'clock in the morming to read and to write his own stories
in order that this very precious pleasure would not interfere with his
schoolworke

Discovery of Quo Vadis? His friend, Jacques-Napoléon Faure-Biguet,

also was dedicated to ﬁriting; and, during this early age, both boys

7Féure—Biguet, Ope Cite, Pe 1Do

8Quennell, on. cite, p. B



discovered Quo Vadis? by the folish author, Henryk Sienkiewicz. Henry
greeted this book aboﬁt ancient Roman 1life as if it were a part of his
owne This love of the pagan attitude of the Romans has influenced him
throughout his life. Some of its qualities which can be seen in him and
nis works are the Roman love of the gladiatorial games, from which bull-
fighting is a descendant; the influence of the hero Petronius--voluptuous,
skeptical, and sensitive to all forms of beauty; love of nudity; scorn for
mediocrity; superior detachment.’

Concerning women, Montherlant read in Quo Vadis?: "Le lendemaln
de ce festin ou Petron avait discutd avec Lucain, Neron et Séndque la
question de savoir si la femme posséde une fme . . o710 Faure-Biguet
believes that this inoffensive-appearing seﬁtence coﬁld have been the
main influence in Montherlantis attitude toward women, for the former
said that if Henry is predestined to be of those who, while desiring a
woman, have for her only little esteem, this may be due to the question
raised by Quo Vadis?, whether women have souls.

Adolescence.' At the age of eleven, Henry de Montherlant began
his precocious puberty. It was also during this time, 1907, that he
left his school, Janson de Sailly, and entered Saint-Pierre at Neuilly
near Paris, where he remained until 1910. He became enamored with a little
German girl of illegitimate birth. Also, he would cut from magazines pic-
tures of nude statues and paste them carefully in an album which he kept

locked and hidden.ll When he was thirteen, Montherlant wrote a story

Faure-Biguet, op. cit., pps 18-22. 10Ibid., p. 2L.

LiIpvid., pp. 43-ll.



which is significant to this study of his theater. It was entitled
Urion and was about a sort of young Tarzan of ancient Thrace, who had
never approached a woman. Once, wnile chasing a she-wolf that he had
intended to kill, the closeness of the beast after he caught it aroused
an instinct within him that made him release the wolf and go toward the
grotto of the sirens.12 This sensuality toward animals is a theme that
he expanded years later in his play, Pasiphaé.

In 1910, Montherlanti!s parents decidea that the school Saint-
Pierre would not solidly prépare him for his baccalaureate. Several
schools were subsequently considered: the Jesuits, by his father, who
had himself been brought up there; Sainte-Croix by Henry, his mother,
and his grandmother. Henry wanted to remain with two friends who were
going from Saint-Pierre to Sainte-Croix, also at Neuilly. His grgnd-
mother wished especlally that he not attend a Jesuit school because
Henryt's maternal great-grandfather had fought against the Jesuits during
his entire political career, and she also wished to kesp Henry!s father
from having too much influence over him. -

Henry helped to sway the declsion his way by using his own health
as the deciding factor. He had recently had aﬁ appendectomy, and every
day during his convalescence hs would open the clamps on the incision so
*that it could not heal. Then he would plead to his father that he would
not be cured unless he got to go to Sainte-Croix. He won. However, his

father imposed one restriction: Henry's director of conscience would be

127414, p. 51.
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a Jesuit, since his father dié not approve of the Riancey influence.l3
Thus, in this small but dimportent episode in Montherlant'!s life, one
can see the preponderance of feminine influence that abidéd in the
household, Although it was a victory for Henry, it was also a victory
for his grancdmother.

Bullfighting in Spain. In the summer of 1909, Montherlant went

to Spain, where he fell in love with bullfighting., From 1910 on, he
studied the art of the matador and began killing small bulls near BurgoS.
He loved the art with such a passion that he succeeded well enough to
have his sldll mentioned.in a Nimes newspaper in October, 1911,k When,
in June of 1911, he passed the %irst part of his baccalaureate, he left
immediately for Spain and the bullfights. It is interesting to note that
his parents would let him go alone to Spain; but in Paris, at this time,
he could not go out in the evening by himself.

Expulsion from Sainte-Croix. The next fall, he returned to Sainte- |

Croix at Neuilly for what would be his best and last year. He entered the
study of philosophy, along with about ten other boys who were chosen as a
select nucleus, and was unanimously elected the president of this groupe.
e was tremendously popular among his classmates in this group, which
named themselves, "La Famille." This attempt to distinguish themselves
from the mediocrit& of the othér schoolboys highly displeased the direc-
tor, and llenry did nothing to ameliorate the situation. As a result of

some incident, which Montherlant has never explained, he was sent away

lBIbid:; pﬁ. 59-62. 1hPerruchot, ope cit., pp. 18-19.



b
from Sainte~-Croix, although he was allowed to complete his study for his

baccalaureate. His Zfather was told novhing of his dismissals His mother
simply pretended that she had withdrawn him because there was too little
discipline at the school and that his father had never wanted him at
Sainte-Croix in the first place.l5 This painful incident inspired the

play, La Ville dont le prince est un enfant, completed in 1951.

Human Contact.' After finishing his baccalaureate, Montherlant

began his study of law at the Catholic Institute, as well as taldng his
first steps in the social world, to the delight of his parents. Associa-
tions with girls did nothing to his heart, but they excited his imagina-
ticn and his vanity. However, in spite of all the gaiety, invitations,
and dances, Henry was lonely and missed his life at Sainte-Croix.Ll®
Perhaps his loneliness was due to the fact that he preferred
masculine company to feminine, although women excited him. One can see
that the greater part of his early life outside the family circle was
lived in a ™male order.m™l7 First, he found it at Sainte-Croix; nexb,
in the Catholic Institufe; much later, in the war; and finally, in sports.
He seemed to see in these masculine relationships a pure friendship; in
war, especlally, men were strongly linked together through sacrifice and

heroism, and women were excluded.

15Faure-Biguet, op. c1t., pp. 72-8L.

6Ib;d., Ppe 9L=97.

L7Gernaine Brve, Twentieth Cenbury French Iiterature: An

Inthology of Prose and Postry (New York: ~ The Macmillan Company, 1962),
DPPe 552"53 L
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In 1913, Montherlant began to study design, having for models

some Italian girls in the Montparmasse Quarter. He also joined a pop-
wlar sporting club, Auto.l8

It was during this period that Montherlant dated a girl who was
always late. Although he liked her very much, he decided one day to
loave her forever if she did not arrive on tims. The girl was late,
and he did leave her, although it was not easy To do; but he felt he
owed it to himself and his self-respect.l’ He early wrote this episode

into a novel, La Femme en retard et punie which, however, did not appear

in that form. Instead, he later rewrote it into a short play, Un
Incompris.20

' Of his years between 1912 and 191, Montherlant says that they
were like a desert. He had not yet begun to live, to have real human
contact. Of course, there were the Italian models, but of them he said
that they were not human contact. He admitted that he did not like the
young men he knew and that the only sentiment they inspired was pity.2l

Parents! Deaths. In March, 191k, his father died. Being influ-

enced, berhapsAby his grandmother's pictures of her friends on their
deathbeds, Montherlant drew his father on his deathbed, his mouth opened

in a last spasm of agomy.22

lBPerruchot, Ope cit., pe. 19.
LOFaure-Biguet, op. cit., pp. 10L-08.

20jeanne Sandelion, Montherlant et les femmes (Paris: Iibrairie
Plon, 1950); D. 3.

21Faure—Diguet, OPe Cile, Pe 117, zzibid., p. i1l
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When war broke out in 191k, he was indifferent to it until he
learned that one of his friends had enlisted. DMontherlant asked his
mother, who was now in failing health, if he could enlist, also, but
she told him:23 #®Attends donc pour t'engager que je sois morte. Tu
n'auras pas longtemps & attendre." This brief interchange with her,
according to Montherlant, was the inspiration for L'Exil, his first
play, written in 191lL.

In August, 1915, his mother died. HMontherlant expressed deep
sorrow at her death, feeling that he had not loved her as much as she
had loved him, at least, that he could not be demonstrative about his
love for his family. Iontherlant remarked to Faure-Biguet:zh

. « « je ntal jamais pu eéire démonstratif qu'avec les étres que

je désire . ... Quand ma mére m'envrukoalb, Je me crispais; Jje ntal
Jamais aimé qu'on m'embrasse. Jlal &te eflroyablement dur avec ells,
et méme dans les derniers tenns, - quang. elle etalu ‘touchte & mort et
le savait. . . . Dans liintérieur ol jiai eue elevé, les hommes
étaient sans pitié pour, les. femmes. Peut-tre.est-ce pour cela que
moi, plus tard, jlai eté plus gentil qu'il-ne le faut avec elles.

In remembering his mother!'s death, he said that at first he felt only

a dreadful indifference; later, the pangs of grief camé. He admits:

n, ., . jlétais 1ié avec elle comme avec une soeur 12>

Madame de Montherlant left a letter for her son to read after her
death. In it she asked him to follow in the right way, admitting that

‘she knew it would be an effort for him. She also asked him to take care

23Henry de Montherlant, *“uut-qy _nbllothogue de la Pleiade
(Paris: Gallimard, 1958), “Note de LJ5L," p. Lle

thaure-Biguet, op. cit., p. 138,

258&1&61:’.01‘1, Ope Cite, Do 218,



of his grandmother, to show hér a little affection, although she knmew
that would be difficult for him, too. She told him she loved him, but
that she should have developed his conscilence further, although she knew
thers were many diverse influences aroynd him. She also spoke of Heaven
and Hell, saying she hoped that they would try to find each other in the
better place some day;26 and she requested that Henry not enter the mort-
uary room, remembering, no doubt, the drawing he had made of his father
on his deathbed.
After his mother's death, Montherlant refused to let his play,
11Exil, be published. He did not want people to say that it was his
own story, that his mother prevented him from enlisting, and now that she
was dead he could tell his story. In fact, he held back his literary
debut for five years after her death, in respect to her memory. Similarly,
although he had been unfeeling in his actions toward his grandmother, he
nevertheless postponed until after her death his trip to Africa, a trip
he had long been wishing and planning to take .27 |
World War I. In September, 1916, he was accepted by the awdiliary
service, and with his grandmother's help and influence, he was able to
become a member of an infantry regiment, still keeping his auxiliary status.
He longed for actuwal combat, however. His grandmother, suppressing her own
‘anxiety for his safety in favor of his personal happiness, finally succeeded

in getting him transferred to the infantry, where he was sent to the front.28

261pid., p. 138.  27Pauwre-Blguet, op. cit., pp. Lh0-Ll.

28Montherlant, Thedtre, op. cit., "lote de 195L," p. 17.
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He was made a second-class soidier, was wounded twice, and over a period
of two years sent about three hundred letters and cards to his grandmother,
all of which she kept.2? Apparently Montherlant had ability as a soldier,
for he could have become an officer. However, he refused all promotions,
because he did not want to command his comrades in undertakingsthat he
had not planned and which seemed often to be conceived without concern
for the men's lives.

After his second iﬁjury, he became in interpreter for the American
army and was trying to persuade the authorities to return him to a combat
unit when the Armistice intervened.30

When he returned from the war, he published le Songe, a story of

—)

warfare and an even greater success than his La Reléve du matin, which

was his first book, begun in 1916, published at his own expense in 1920,

and which was an overnight success. In 192l, he produced Les Olympiques

and Chant funébre pour les morts de Verdun, the dominant theme in both

Yeing brotherhood.3l

Post-War Restlessness. On his return from the war in 1918 and until

the death of his grandmother in 1925, rontherlant lived quietly in Paris.
During the first few months, he and four friends orgainzed an "Qrdre," a
club having a very select membership, whereby they sought the fraternity
‘that had been so glorious to them as soldiers. When the "Ordre" was dis-
solved, Montherlant turned to sports, hoping to continue the "male ordert

in track and football,

29Faure-Biguet, op. cit., p. 163.

5 i = 29 ” &
30Permcho‘b, op. Cite, pp. 19-20. -“Quemnell, op. cit., p. .
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Nearly thirty now, he began to feel the approach of both a physi-
ological and a moral crisis. Physiologically, he was overnowered by a
gross sensuality. Morally, he felt a need to act, to write, to live as
he pleased. He was greatly influenced during this period by Barrds.32
Mohrt further explains: "Ce que lMontherlent cherche, depuis la guerre,
clest quelqu'un 3 tuer: des taureaux . . . ou des femmes.n33

Afterhthe death of his graandmother, Montherlant liquidated the
family estate, packed two suitcasss, and left Paris. Over a period of
seven years, he travelsd in Spain, Africa, and Italy. Although these
were difficult and lonely times for him, he wrote several novels: Les

Bestiaires, Aux Fontaines du désir, Ia petite Infante de Castille, Un

——

Voyageur solitaire est un diable; and a short play, Pasiphaé. His last

work before he returned to Paris was a long novel, La Rose gg sable, of

widch only a portion has been published, entitled, L'Histolre de 1l'amour

de la rose de sable. Back in Paris in 1932, he was éagerly welcoméd by
theAiiteraryipuﬁlic.Bh '

Decision About Marriage. After two ill-starred engagements,

Montherlant decided that a marriage would not be compatible with his way
of life; its minor details would be a nuisance; he would be unable to seek
out his yearned-for complete detachment; and he wanted to be free to

accept any of the possibilities which he had considered: war; the

32ﬂlchel Mohrt, Yontherlant, "homme libre"® (Paris: Gallimard,
1943), pp. 83-87, 103-10L. A .

337bid., p. 80.

3hPerruchot, op. cit., pp. 21-23,
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austerity of a religious life, if he should become a believer; even
greater eusterity, in the absence of religlous belief; or other adven-
tures.35

He became engaged for the first time in 192k, then broke with the
girl; he became engaged a second time in 193L, but broke this engagement,
also. Both were serious, to the point of having contacted notaries, etc.;
but he realized that his artistic temperament would not let him accept
married 1life.36 Of this decision, he admits that Tolstoy partly influ-
enced hime. In fact, Montherlant had written an article about lMadame
Tolstoy, wife of the Russian author, in which he violently opposed her
actionse.

Each time he became engaged, he took Tolstoy'!s diary, which he
had marked with his owm annotaiions, such as "Quellé sottisel" "Idiotin,
and gave it to his fiancée, telling her to read it to find all the reasons
why they should not get ﬁarried. Upon reading it and seeing all the
annotations that he had added in the margins, the woman would begin add-
ing her own chilly responses to both Tolstoy's and Montherlant!s remarks.37
What happened immediately after the reading is not known, but ﬁrobably
a deterioration of the engagement was not long in coming.

later Years. Having returned to Paris in 193k, Montherlant wrote

for various publications which were politically opposed, declined invi=

tations from Spain to visit the front of the republican Spaniards and

35Justin O'Brien, "Bullfighter th n p
5 ghter in the Academy," Reporter, 25:50,
September 1, 1961. ,_ ’

36Perruchot, op. c¢it., pp. 24=25, 37Sandelion, op. cit., p. ix.



from the Hitlor govermment to attend the Congress of Nuremberg; and, in
general, maintained an apolitical position until the outbreak of 'orld
War IT. Because of his injuries in World Var I and others incurred from
nis bullfighting, Montherlant could not enter actual combat; instead, he
went as a correspondent for a weekly paper, larianne, to zones of combat
near the Olse and the Aisne, while continuing his own writing. Throughout
the duration of the war, he published his writings, being careful not to
offend the Germans, but neither to participate in any of the activities
they proposed to hime

After the war, Montherlant tended more than ever to withdraw, to
slake this thirst for retirement which had actually begun in 1940. Since
the war, he has remained in Paris, refusing to attend literary meetings,
belonging to no groups, attending the presentations of his plays in Paris
theaters, but ignoring those given in other countries.30

A description of lontherlant as he lived in 194} would probably
fit that of his later years, also. He lived alone, seeing few persons,
his accommodations so simple that he took his meals at restauraants, as
many @id-during the war. His name was not listed in the Paris phone
directory. He liked to take long walks al noon, enjoying the sunshine,
his liberty, and his anonymity. His only pleasures were his work, reading,
‘and contemplation.3?

Since the war, when it became easier to buy groceries, liontherlant

eats his meals at his home, an old residence which overlooks the Seine

38Perruchot, op. cit., pp. 25-28. 39%4ohrt, op. cit., pp. 208-09.

’
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from the left bank. His salon is filled with statues and busts of
ancient mythological figures: Artenis, Dionysus, etc., which give mute
witness to his continued fascination for the human body.ho

Prizes and Honors. Montherlant has received several prizes and

honors during his long literary caresr. In 193L, the Northcliffe-Heineman

Prize from Ingland was given him for his novel, les Célibataires, the money

of which he gave to the London hospitals. Also, in 193k, he reéeived the
Grand Prix de Littérature de 1ltAchdemie Frangalse, the 10,000 francs of
which he sent to the commander;in;chief in lorocco To divide equally between
the victorious Irench soldiers and conquered Moroccan soldiers. The same
year he was offered a prize of 20,000 francs from the Tunisian Foundation
to spend a month in Tunisia and write a book about the country, undoubtedly
from the political viewpoint. HMontherlant, wishing to maintain his inde=-
pendence as a writer, refused the prize.hl

In 1961, Montherlant entered the Academie Frangaise, excused from
having to make the formal announcement of hié candidacy to the other
members. He was the second in the history of the Académie to enter it
thus; Paul Valery (1871-1945) was admitted at his firs£ a.ppl:i.ca:b:'n.oz'x.’-L2
Although many ﬁave not agreed with Montherlant's ideas, there cannot be
mich disagreement about his skill as a writer,‘since it has been recog-

hnized by the various honors accorded him.

4O3andelion, op. cit., pp. i-ii.
thontherlant, Thédtre, op. cit., "Index biographique," p. xliii.
L2 e )

O'Brien, loc. cit.

.



CHAPTER TIII
PHILOSOPHY

Montherlant has undoubledly contributed much to French literature.
Adthough it is stdll too soon to see the proof of his endurance, his
classical style and choice of theme will probably insure an dmmortality
for his works. In 1949, the newspaper Carrefour asked its readers which
~ French writer would be the most widely read in the year_2OQO; Montherlant's
name appeared at the head of the list.t Certalnly, volame as well as
quality were a criterion to consider, his reputation would be firmly
established: between 1920 and 1958 he wrote over twenty-seven novels,
plays, and_essays, producing them at an average rate of one every year
and a half.

Syncrétisme and Alternance. Wnat has been the message within these

reams of words? Montherlant's philosophy is not easily discernable, since
he has not set it down within a rigid framework. The best way to see the
inner man, besides reading the critiques of others, is to read his Carnsts,

written between 1930 and 19LL, in which he discusses his syncrétisme and

alternance .2 Synerétisme is defined by Montherlant as a philosophical or

religious system which holds several different or conflicting doctrines;
alternance is the process of succession of themes by turns, as the suc-

ceeding seasons of the year.

e

1Jenry de Montherlant, Theatr

e, Bibliothégue de 1d Pléiade (Paris:
Gallimard, 1956), "Index biographique#

by Jacques Ge . Laprade, p. xliii.

: 2Cited by Henri Perruchot, Montherlant, (Paris: Gallimard, 1959),
pe O7e
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Montherlaentts interpretation of this system is seen as a search
for unity and peace by reconciling and tolerating all differences,
for he writes: “Tout est bien; tout est vral, tout a de profondes
raisons d'8tre. . . .%3 Ho seeks a general detachment from the issues
of life; death 1s equal to life, everything has its turg: what is
attained is then destroyed. Le says "no" to life, personally, and in
his: works; yet his own personality, atitested to by his personal acquaint~
ances, is brisk and vivacious.

Although it may not be readily epparent to his readers, Montherlant
has his own morals, which sometimes coincide with popular ones, and some-
times do nop;but he has vowed not to become an echo of any tenet. He
says of his own writings: "Mon oeuvre est la recherche de l'éternel humain,
délivré de toute convention.t The "&ternel humain® can be defined as,
(1) understanding all of man's actions; (2) after understending them,
having sympathy for one another; (3) seeing in oneself the three faculties
necessary to man. These three faculties which Montherlant believes are A
vitally important to living are intelligence, generosity,nand sensuality;
or, the mind, the soul, and the senses. He scorns philosophies and reli-
glons, saying that their only purpose is to provide a reason where there
15 none.> Contempt is a virtue when aimed at -stupidity; in fact, it is

a sin not to feel conterpt in such a case.b

3Cited by Perruchot, Ibid., p. 85.

hl’bid., p. 97. S5Ibid., pp. 99~100.

bpeter Quennell (de.); Sclected Essays by Montherlant (New York:
The Macmillan Coupany, 196l), D. 200. =
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Sources of Philosophy. Many of Montherlant'!s ideas are derived
from various elements in the philosophies of Aristotle, Mercus Aurelius,
Goethe, Machiavelli, Nietzsche, and Pascals Another important influ-
ence was Maurice Ba;rés (1862—1923),-who believed that sensation and

. passion were their own justification. However, Montherlant later reject-

ed Barres, Whose homme-cerveau, or rational idealism, would permit any
idea to~become whatever one wished it to become. lMontherlant felt that
Barrés was too much a thinker and not enough a doere!

Montherlant studied Pascal for his baccalaureate at Sainte-Croix,
deriving from him the idea that man's natural character is full of imper-
fections and vices. Montherlant also elgcted as one of his masters the

- Ttalian writer, Gabriele d'Armnunzio (1063-1938), whose style was flowing
and full of movement.o

From Goethe, especially, Montherlant conceived his scorn for
medilocrity and his desire to see the return of the superhuman indivi-
ual, or the man of the Renalssance. This superman would Imow how to
live completely, being sensitive, indspendent of love or even of
friendship. He would be generous as Well, but possessing a cne-sided
generosity, one which does not wish to entail obligation. In his Lettre

dlun pére a son fils, Montherlant speaks of a lofty and remote kind of

Love which can be compared to one's taste for lemonade: one can like

the drink, without the drink liking him in return.?

Toreste T. Pucciani, The French Theater Since 1930 (New York:
Ginn and Company, 1954), po. 203-CL.

8J.—N. Faure-Biguet, Ies Enfances de Montherlant (Paris: Henri
febvre, 1948), pp. 9L, 152.

IPucciani, op. cits, pp. 205-06.
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Montherlant believes that the greatest mark of respect a writer
can achieve is that of being recognized as loyal to nimself. Thus, he
must know how to classify each thing, whether he will accept it, or

reject it.10

-

Philosophy of Women. As far as women are concerned; Montherlant
seems to have rejected their equality with men. He wrote in his novel,

Ies Jeunes Filles: "L'homme ne doit pas etre gouverné par la femme.

e » o Lthomme et la ferme ont besoin l'un de l'autre mais ne sont pas
adaptés l'un a ltautre."t A favorite theme concerning women, seen in
his novels, is that of the woman who tries to compste with man and fails.
The closest she ever comes to a rivaling perfection is in sports, but in
the end she is still inferior..+2 Another thought extracted from'his>
writing is that woman can only destroy man and has nothing to give hine
The mother is, above all, the greatest enemy: her possessiveness holds
her son back from whal he might accomplish.l3 The lover is out to trap
the man, intent upon her own happinesse.

Montherlant says that love is not a natural emotion, that it was
invented by women, and refuses to admit that there is complete and lasting

love between a man and a woman. One explanation for this attitude is that

he has refused to mix his soul and his passions, having loved only women

-

-
10genri Peyre, ed., Contemporary French Iiterature: 4 Critical
Anthology (New York: Harper and oW, Publishers Inc., 1964), D. il2.

1lcited by Perruchot, op. cit., p. 119

1245 chel Mohrt, Montherlant, "homme libre" (Paris: Gallimard,
1943), p. 112.

135imone de Beauvoir, le Deuxieme Sexe (Paris: Gallimard, 1949),
Pp ® 312"13 ®




who were small, both physically and spiritually. ©Such a relationship
then, could never result in the affectionate companionship which is the
basis for a happy mza.r::‘iage.:u-L
. In his novels, Montherlant's idea of love was nearly always a

questlon of conquest end enjoyment; yet, in his theater, some of his
heroines, as well as his heroes, have expressed a pure and devoted love.ld

Montherlant admits that each one of the characters he has created
has been the mouthpiece for one of his numerous inner selves. He looks
into men's souls and studies the universality of their faults. A play,
according to him, is interesting only if tThe exterior action, when re-
duced to its greatest simplicity, is basically a study of the inner man.
Many times this study, as well as an examination of actual life, reveals
an individuael entirely different from what the person thinks he is.l16

Philosophy of the Theater. TFollowing Montherlant's system of

syncrétisme and alternence, there is a hatred-iove relationship within his

herccs ; they want both to love and to kill the object of their passions.
In his thea ter, this hatred-love is usually parental. In Le Maltre de

Santiago, Don Alvaro rejects nis daughiterts mediocrity, yet persuades

her to become a mystic with him.l7 In Fils de Personne and La Reine

. Uijeanne Sandelion, Montherlent et les femmes (Paris: Plon, 1950),
De 162,

15Ibid., pp. 168-169.

1lgerald torreals, "Alternance and Montherlant,® The French
Review, 37:632-33, May, ;90L.

yles in Twentieth Century

sal Uy

1Telmut Hatzs feld, Trends and

I3 'hf‘l“E.ulu e', (vkm.nh.& LOJL_; _U- Vaes -l.L.ll
Press, 1957), PPe 39-L0.
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morte, the fathers reject their sons for mediocrity, although admitiing
that they love, or have loved, them. I¥ will also be seen in two of the
plays that the wives, although they love their husbands, unintentionally

but indirectly cause their deaths (Brocéliande and lalatesta).

The protagonists of his Catholic plays (Port-Rozal, Lle Cardinal

i'Espazne, and le Maitre de Santiago) have 'a highly personal form of

religion; their normal instincts become perverted and they finally de-

stroy themselves, figuratively spealdng. In all of these characters,

the Jansenist nuns in Zori-Royal, Cismeros in Le Cardinal d‘'Ispagne, and

Don Alvaro in Le Maltre de Santiaso, there is either a sadistic streak or

a destructive asceticism, or both.l8

The heroes think that they are the embodiment of greatness, being
perfectly lucid at all times; instead, they are really weak, undecided,
and blind to the qualities of olhers. If they are conirolled by unnai-
ufal passions, as Pasiphaé for the bull, they create thelr own justifica-
tions for indulging their passions. They show little difference bethen
passion and ethics, considering themselves the embodiment of a moral value.
By Montherlant's own adwmission, his heroces are of bad faith, their moral
values being something merely to be reached as an end in themselres,
rather than a code of comduct by which to live., They are solitary, and
they have accepted their solitude; in fact, they have chosen it because
of their contempt for others, since thelr whole system of values has been

constructed to justify their egos. Each hero, then, before malking his

18Turnell, ®Adventurer Montherlant," Commonveal, TL4:173, May 12,

1961.
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choice, vacillates between sociely's v:lues_and the ones he has con-
structed for himself, often becoming grotesque or dgspicable as a result.

The essential quality of lMonvherlant's theater is that it is a
reflection of life itself. He cxplains life by saying that it is a series
of contradiction inside a character he has created that makes him inter-
esting.}9 If the hero were perlectly lucid, sane, and generous, he would
be dull. But if he alternates lucidity with insanity, generosity with
hatred and scorn, he becomes a living character with whom the persons
in the audience can identify themselves.,

Montherlant, himself, continually comments upon his own wWorks.
These corments are in the form of notes; some written at the time he
wrote the play and some many years later, perhaps for a later productiqn.
In these notes he analyzes his characters and supports his arguments for
their benavior, as well as usually telling under_what circumstances he
conceived nds plots and wrote them invo the play. As Jacques Guicharnaud
says: "He is not a writer wno cuts the umbilical cord once the work is
submitted to the public,u20

Montherlant seems to refrain from Jjudging his characters, calling
bimself primarily a moralist, one who studies passions. He believes that
lucidity and objectivity are the main attribuies of intellipence.2l One
mst remember that in his later years he has chosen the theater as his
means of expression primarily because of the objectivity and de£achment

it ofifers a writer.

19Jacques Guicharnaud, lModern French-Theater from Giraudoux to

Beckett, (New Haven: Yale University Press, 1J6L), pp. 100-00.

—

201 Gy Pe 105, 21Perruchot, oD cite, PPe 115-16,
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CHAPTER IV
PLAYS WITH A MODERN SEITING

TiExill was Montherlant's first play, written in 191l when he
was eighteen years old and following a personal episode in his 1ife:?
The principal characters are Philippe de Fresles, an elghteen-year-old
boy who wants to enlist in the war of 191L~18; his mother, Geneviédve,
who, although she is an ambulance driver for the wounded, doces not want
her son to go; and Bernard Sénac, Philippe's nineteen-year-old friend
who has already enlisted. Ceneviéve refuses to give Philippe permission
to enlist so he remains, loyally giving'reasons other than her refusal
as to why he does not go; but six months later he bitterly tells her he
no longer has any confidence in he?, and she then tells him to leave,
since he wishgd only to follow his friend and not to serve his country.
During these six months, Sénac has found a new life and new comrades;
and waen he comes back to ﬁisit, Philippe discovers that tdey no longer
have anything in common. They argue; and, after Sénac leaves, Philippe
leaves also, telling his mother he is going to war to become like his

friends, to regain the lost comradeship,

lHenry de Mbntherlant, Théatre, (Paris: Gallimard, 1958),
pp. 21-93. Each quotation take from Montherlant'!s plays will be identdi-
fied by name of ﬂl»j, act, scene, and page, LOL&OWlng the quotation in
the body of the thS;a.

2

Cf- p. 130
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Montherlant has been careful to ppint out the differences between
the play and the actual incident: Nadame de Montherlant, in failing
health, merely told him to wait to enlist until after she had died;
Geneviéve, on the other hand, who was healthy and in no danger of dying,
entireated Philippe to stay as a proof of his love for her. Montherlant
also points out that Philippe is the younger of the two boys, but in
Henry's personal friendships at school, he was older than his close
friends. He praises his own mother and grandmother for having accepted
him and 1'fxdl and not asidng him to change it, although they were afraid
that publication of the play would give a false impression about the
actual family episode.3

The tragedy of solitude is the theme of this play. One's happi-
ness depends on others; or, as lontherlent wrote in the exergue of L'Ixil,
"Tout vient des Stres." Every aspect of the plot reveals the loneliness
in the two principal characters, Philippe and Genévieve. Philippe's
loneliness comes from his losing his boyhood friendship with Sénac,
because they no longer have anything in common. He also feels exi}ed
from other people because they are giving themselves in some form of
service to their country, and he is useless at home. Even his motner
has received a citation for her bravery in caring for theVWbunded.
) Geneviéve'!s solitude, however, surrounds her completely. Philippe,
at least, has his mother's love, even though it is nearly smothering in

. . < s . L . .
its possessiveness. Genevieve is entirely alone, and she realizes it.

3rhid., "Note de 195L,% pp. 12-13.
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She 1s alone as a woman, as her husband and other members of the family
have died; and she is alone as a mothery since Philippe makes it obvious
that he prefers the '"male order" to her companionshipe. vMontherlant fre-
quently poritrays friendship triumphing over mother—lovg. Philippe tells
Geneviéve, six months after he wanbted to enlist: U"lManquer cette occasion
de vivre, . . . manquer, tout simplement, cette occasion de devenir pareil
aux autresi™ (L'Exil, act II, scene viii, p. 68) And he keeps a guilby
silence when she reminds him of all the reproaches he has given her for
not allowing him to leave, accusing him:

»

Tu voulais partir parce que Sénac partait. Tu ne veux plus par-

tir parce que Sénac rentre. . . . Tu te refuses cet acte qui nous
sauve, tu nous replonges dans cel enfer de six mois . . . mais non,
clest vrai, clest l'enfer pour mol seule, pour toi maintenant ctesi
le paradis! (L'Exil, act II;, scene viii, p. 72)
Geneviéve‘s tragedy of solitude is a seli-wrought tragedy, according to
Montherlantt's philosophy, because of her possessive love. She tells
Philippe that he is ;:ee, then in the sams breath she reminds him of
all the worry and sacrifice she has endured in rearing him, telling hinm
that if he leaves, 1t will Idll her. Tor her, mother-love must be re-
ciprocateds. ©She has given much to him; she feels it is only right that
he make a sacrifice in return, believing that she loves him enough to
overcome the pain her possessiveness has caused him,
; Geneviéve is one of the more masculine women of Montherlant's

plays, having had to assume the role of father to her son and having

done a man's work in the war. She has little respect for Philippe-h

LLJ-,.ccues de Laprade, Le Thédtre de Montherlant, (Paris: Ia Jeune
Parque, 1950), phe 175=76,
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In forcing him To act as she wishes, she effaces his true personality
and constrains it to a mold, instead of encourgging him to be and do his
best. ZPhilippe tells her, after she refuses to let him go: “Tout ce
qu'il y avait de bon en moi, vous ltavez &touffem (L!'Ixil, act II, scene
vii, p. 67). 4nd he tells Sénec: “Toubt ce que jlaurais pu faire et &tre,
elle 1lta détruit par son amour" (act III, scene iv, p. 90). It is not
surprising that Genevieve is an Mexdile! at the end of the play. Montherlant
believes in one's need to love rather than the need to be loved. geneviéve
violates this principle by her possessiveness, and she 1s punished.

La Ville dont le prince est un cnfant,5 completed in 1951, is based

upon a real episode, the expulsion of Moantherlant from Sainte-Croix.6 It
tells the story of a friendship between two boys in a Catholic school in
Paris, where such special friendships are forbidden. The oléder boy in
the friendship, André Sevrais, eged seventeen, represents the young
Montherlant. The younger boy, Serge Soubrler, aged fourteen, seems to be
a typically charming child, having no outstanding personality, and whom

Mo L11AbLE

0.

& Pradis, another important character in the play, finds quite
appealing and in need of speclal heln.

The Abbé has publicly forbidden the friendship, then permits it
Wwhen Sevrais promises that he will Suppress any degrading influence he

might have on Soubrier and try to help him. Sevrais even confides to

5_Henry de Montherlant, Thé3tre, op. ¢it., pp.-853-936.

ez, v. 10.
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another classmate that he loves Soubrier more than he does his own mother.
This happy éiﬁuation for the two boys does not last, however, for Soubrier
is discovered hiding in the supply room with Sevrais. MAlthough Sevrais
is innocent, he is blamed and sent away from school by the director, who
was informed by the AbbE de Pradts. The AbbE then learns, to his star-
iled dismay, that the director has also sent Soubrier away and that he,
the éggé, must never see the boy again. For,in the school, special
friendships are forbidden belween teacher and student, just as they are
between student and studente. Like Sevrals, the AbbS has been guilty of
too strong an: emotional attachment for one perscn, forgetting his dutly
first to God, then to the schoole 4% the end of the play, he is pray-
ing to renounce human attachment and turm his soul again toward Gode

There are no feminine roles in this play, but there is a conver-
sation between Sevrais and his classmabe about Sevrais! mother, Madame
Sevrais. This short discussion is rich in details concerning tpe rela-
tionship of this mother with her adolescent son, and Montherlant admits
that h;s own mother is depicted, to. a certaim extent, in this character-
ization.’

Sevrals speaks of nis mother concernming his friendship with
Soubrier. liadame Sevrais shows possessiveness and jealousy, realizing
‘that her son is quite fond of Soubrier. Sevrais tells his classmate
that she tried several methods to gel Sevrais to tell her about Soubrier:

first, declaiming in a manner to make him feel guilty that she knew

- . -~ 7 v

Pierra Sior ot Varthan] ant e S AT a ot TS 3 35
7_4.~,_;e 21PIrLiov, Montnerlant par lul-mene, (Pariss Editions de
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everything about the friendship, then futilely searching through Sevrais!
school thinés, and finally speaking very gently about Soubrier. The
last method works.

She begins callipg Soubrier his 1little pal, but can not keep the
jealousy from her voice. However, for fear of alienating what love
Sevrais does have for her, she feigns a great interest in Soubrier,
hoping thus to remain in her son's conlidence. Sevrals explains:

Par lui (Soubrier), elle demeure dans ma vie. Par lui, elle

me conserve. Et elle sacrifierai® toub & cela. « . o Ma mére
voudrait que Soubrier viemne gouter & la malson. lMais moli Jje ne

veux pas: ne melons pas les ordres, comme dit de Pradts (la
Ville, dont le prince est un enfant, act II, scene ii, pp. 086-87).

Not only has Sevrais refused to let his mother meet his friend, as he
attests above, but as a final blow to her behind her back, he confesses
that he does not tell her everytiing because, with parents, one should
not always be completely Irank,

One can see the similarity between Madame Sevrais and Madame de
Montherlant when Montherlant tells of his cwn adolescence, especially
concerning his friendships with others. He wrote:8

. « « jletais, comme il convenait & mon age, plonge dans les

. . L s S S .

Uanitiés particuliéres" . . . avec des camarades de collége plus
- s ~ “ A . -

Jjeunes que mol. Tantot ma mere les foudroyait, me menagait . « «
tantdt elle . . « m'en parlait avec gentillesse, & la fois parce

que . . o Clétait la meilleure fagon de capter et garder ma
confiance « .

Not only does Sevrais! mother behave as Madame de lMontherlant did to
keep her son's confidence, but lMontherlant also admits that when he

told his mother of his social adventures, he related them in such a way

OIbid.
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that they would correspond to the stories she had told him of her owa
youbhe He said that, although his stories were not always true, they
gave her a greater 1link with her own past, I~r1ﬁ.ch\had been so happy,
and helped her to a vicarious enjoyment of life.’ One must admit that
lMontherlant's reason for wntruthfulness was a thoughtful one.

In analyzing the tragedy of Madame Sevrals, one can see a simi-
larity between her and Genevieve of L'In-il in these aspects: a posses-
sive mother gropes for reassurances from her adolescent son that he stili
loves hexr; she competes with his friends for aii‘ectioz;, and she 1oses.
Instead of bringing the boy and his friends into a closer relationship
with her, they pull away from her. If she realizes this, as did Geneviéve,
a mother's heart is broken. II she does nov realize it, then there is

the tragedy of the intervening lie.

@®

Celles qu'on prend dans ses bras,i0 a three-act play written in

1949, is set in Paris of the same year. It has three main characicrs:
Ra.vier,\ a fifty-eighit-year-old antique dealer; lMademoiselle Andriot,

his sixty-year-old consultant for the past seven years; and Cbristine'
Villancy, a young girl who sells decorative designs. Ravier is affluent,
powerful, and able to buy any object or the services of any mistress he
‘pleases. However, he is tired of the world of trade; and, when he mee‘os

Christine, who comes Ifrom a small town to live with an uncle in Paris,

9Tbid., p. 179

1C. s Shamd. AR
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he feels that her virtue, her pride, and her courage have opened the door
upon a new life for him. He asks to become her friend, and she refuses.

Yademoiselle Andriot who, it is obvious, has never been, nor will
ever be, loved by a man, loves Ravier. She~tries, for his sake, to per-
suade Christine to like him, since his unrequited love has turned into
a raging passion. Finally, angry and desperate, Rgvier tells Christine
that some day she will come to him, asking a favors Christine ridicules
this prediction, but it comes true. Iive weeks later, she comes to him,
weeping, telling him that hexr father has been the victim of a fraud and
is in Jeile

Mademoiselle Andriot, the first to learn she is in distress,
ridicules her triumphantly, for now she knows that Christine will no
longer have ner pride and will beccme like the other women Ravier has
knowne. Ravier, alone with Cnristine, immediately, by use of hi; influence,
arranges_for her father's release, IHs wants no ‘thanks and aqmits that he
has hated lMademoiselle Andriot for seven years. Christine, confessing that
she came 1to Ravier for help because he loves her, offers herself to him in
gratitude for what he did. Ravier kmows that she does not love himg but

he accepts her, for he wants to satisfy his sexual desire.

In the exergue of Celles gqu'on prend dans ses bras is a sentence

taken from liontherlant's novel, Pitié pour les femmes, which is repro-

duced in part here:

o « » Il n'y a qu'une fagon d'aimer les femmes, clest d'amour.
il n'y a qu'une fagon de leur faire du bien, c'est de les
prendre dans ses bras. Tout le reste, amitit, estime, sympathie
intellectual, sans amour est un fantOme, et un £



Montherlant illustrates this philosophy in this play, where desire
dominates friendship and estime. Montherlant appears o believe that any
woman will prostitute herself, if the rigat prize is offered. The prize

v

may be money; a gift; or, in Christine Villancy's case, a deed of kindnesse.

-

Christine has been HOT'“&]GQ quite unsympathically. She has virtue,
which is a sympathetic guality, but siie is not virtuous in order to be
good; she is virtuous because she 1s proud, and she disdains men. Her

name itself is descripti ive, for Ravier says: "Ce nom glacé et aigu comme

une stalactitel™ (Celles quton prend dans ses bras, act II, scene vi, p. 812).
Mademoiselle Andriot tells her personally:

lMademoiselle, vous avez des principes, et je vous en félicite. Mais
vous ne les rendez vas aimables. . V us &tes une obsédée. . . .
vous ne pensez Qu'a& voire veriue b’uSu une obsession (Celles qu'on
prend dans ses bras, act II, scene iii, p. 798).

It must also be noted that Christine'!s speeches are always short and
clipped, coming from a mind crystallized in its opinions. C&he says:

Je vous affirme que Je n'tal de sentin our persome. rour
personne. Il est probable que cela viendra jour: Jje sais bien
que je suis condamnée (Celles qu'on prend dans ses bras, act II,
scene iv, p. 802).

P
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However, despite her coldness, lMontherlant redeems her somewhat when he
gives her a typically feminine re n to hadum01aelle Andriot's pre-
diction that Ravier would tire of her in a short time. Christine replies:
-"Suis—ja donc si laide? Et ne vaundrai-je plus d!'dtre ginée dans six mois?

(Celles qu'on prend dans ses bras, act II, scene iv, p. 797) Christine

could have been an admirable character, if she had remained consistent

B SRR, o .
111 neX CoLUnNess.,
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ut she is false to herself.

to Ravier for help, he helps her without asking gnytbing in retura.

A11 he has been wanting is a chance to show his love. her pride,
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however, Christine will not accept something for nothing, Since she
cannot repay him in money, she repays him by giving herself, Ravier
t6lls her he knows she does not love him:

Malheur aux femmcs qui se sont données pour la vpremiére fois
sans amour. . . . Rien n'est plus bas ni plus vulgaire que la fagon
que je ttaccepte . . . Tu es fausse, Tes yeux mentent, ton corps
ment. . . . tu ne me donnes rien, tout est faux dans ce que nous
faisons en ce moment (Celles qu'on prend dans ses bras, act III,
scene vi, pp. 831-33).

Christine, the girl who is loved and does not wish to be, has proved
that, without love, there is crusliy., She is tragic in her unbending
pride. There is tragedy for Ravier, who does not receive the love that
he wanits, and tragedy for Christine, who has not lesarned to love.

The opposite of Christine, who is loved against her wishes, is
Mademoiselle Andriot, whose love is unrequited. She is tragic in this
respect, for not only is 1t disappointing to be unloved, bulb it drives
her to inconsistent and undesirable actions. She is deprived of all
physical attributes that would make her one of Mcelles quion prend dans
ses bras," Thus, she is neither wife, mother, nor lover; and therefore
she assumes the role of a consultant for Ravier, believing herself indis-
nensable to him., Ravier feels renugnance toward a love coming firom one
so old and unattractive. This is the same repugnance, no doubt, that
Christine feels toward Ravier, who seems old and unattractive to her.ll

Mademoiselle Andriot has both good and bad characteristics. She
is intelligent, sensitive, and cultivated. Ravier says of ner to

Christiae:

lsandelion, op. cit., pp. 12829,
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Elle a une magnifique culture artistique, et une magnifique sen-
5ibilité de femme: ce sont deux vertus que vous devriez respecter,
vous n'en &tes pas pourvue & ltexces. ivec Mademoiselle Andriot Je
parle toujours un ton au-dessus de moi-méme. Avec vous, toujours
un ton au-dessous (Celles qu'on prend dans ses bras, act IL, scene
vy pe. 806).

Mademoiselle Andriot knows, however, that her situation with Ravier is
hopeless; thus she behaves inconsistently. Ioving him, she denies it,

telling him:

Je ne vous aime pas, Jje vous le jure . . « Vous detestez que je
vous aime. Si bien que jten suis venue & détester de vous aimer
(Celles qu'on prend dans ses bras, act II, scene i, p. 793)

Hiding her normal jealousy of Christine, she triee to win her for Ravie:,
¥nowing tha* true love is self-sacrificing, yet hoping to win more favor
for herself if she succeeds. 3he professes to abhor things of the flesh,
vet she constantly talks about sexuality. OShe says that she will never
marry for fear of losing her liberty, but she invents a general who wantis
to marry her.

Despite these moments_of contradictio ons, she conducts herself
with some show of dignity, until Christine comes_to Ravier for help.
Then Macdemoiselle Andrict realizes that Ravier will get Christine and
that she is stiil left oute She becomes almost hysterical and flings at

Christine all the horrible things she can think of to say: UEh bien!

vous allez 8tre l'ec ve . . . Avec un homme qui va vous répéter ce
qu'll répété & deux cents femmes . . M (Celles qu'on prend dans ses

bras, act III; scene iii, p. 822). At the end of the play, Ravier re-
veals that he hates lMademoiselle Andriot, telling Christine not to worry
about her, that he will crush her when he is ready. 1e wonders why

Ravier hates her, since he has confided all his heartaches to Mademoiselle
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And:iot, as well as professing the greatest respect and friendship for
her. Montherlant suggests that (1) he was not confiding in her, he was
merely talking to himself; (2) that he knew she loved hinm and was indif-
ferent to it; (3) that he enjoyed malding her suffer.l2 Here again are
ambivalent feelings, this time estime against hatred. Hatred wins.

Mademoiselle Andriot's life has been one long tragedy. In her

early years, she was ugly and unloved; now, she is old and ugly and
unloveds. Perhaps she sums it up best herself, when she says:

Je suis tellement habituée au désespoir que, s'il m'arrivait
un bonheur, je crois que Je n'en aurais pas de plaisir. . . . Si
jtetais aimée de ce que j'aime le plus au monde, je serais encore
une fermme abandommée (Celles quton prend dans ses bras, act II,

scene i, p. 793).

Inceed, Mademoiselle Andriot is a "femme abandonée." At the end of the
lay, she is forgotten by Ravier, by Christine, and consequentl the
blay, g s OF ’ J

audience.l3

Un Incompris. This little play, written in 1943, has only five

scenes and is the first in a trilogy: Un Incomaris,lh Fils de Personney

o

and Demain il fera jour. When Montherlant was seventeen years old, an

incident similar %o the one in Un Incompris occurred.l> The Fauv 18 very

simple. A young mamn, Lruno, becomes disgusted with his girl friend,

Rogette, who elways arrives late for tTheir dates. Despite her arguments

="

~<llontherlant, Thé3tre, op. cit., "Notes," p. 836,

“Laprade, oD. Cit., Ps 207,
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~tontherlant, Thé3ire, op. cile, pp. UOL-23.
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and those of his friend, Plerre, Iruno decides to leave her for good,
feeling that he owes 1t to his self-respect.

Montherlant suggests that Bruno and Rosette might represent the

Georges Carrion and Marie Sandoval in Fils de Personne; the character-

izations in the two plays are not parallel, but the actions in each
are similar: Bruno leaves Rosette, though he loves her; and Georges
urges the departure of his son Gillou, whom he loves; and both separa—
tions are for the sake of a principle.Ld

Rosetie is portrayed as an average and likable young girl, no
doubt pretty and a good comparion. Her only fault.Seems to be That
she is consistently late for every date with Brunoe. Ie has chided and
warned her many times, but she persists in this bad habit.

Her excuses, according to Eruno, are never very satisfying, but
Pierre insists that she is like every other woman and that a punctual
woman is "Un monstre sans sexs, bon & €ire pourchassé & coups de
pierres, corme jadis, dans le monde antique, les hermaphrodites . . .V
(Un Incompris, scene i, p. 4Ol). It is not a question of love, for
Bruno admits to both Pierre and Rosette that he loves her dearly, In
fact, she is pleasing to hinm in every way, as he tells her:

Tes bras chauds en hiver et si frais en eté; tu &tais toujours
ce qu'il faut . . « Tour & tour nos longues conversations sans
P P ) \ v . -
: fatigue, ou nos coeurs se rapprochaient et se touchalent comme

des meins + . o (Un Incompris, scene iii, p. 417).

< ~ - gL e .
1Ovonthe: b, Theatre, op. cit., preface-to Un Incompris, p. 397,
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And she loves him. Any man with less © pride would have succumbed to
her feminine logic and persuasion. Bruno almost is tempted to reconsider;
but his pride prevails, as he says to her:
Jo tlaime, mais il faut croire, je le reconnals, que jJe m‘alme
plus encore que Je ne tl'aime. . . . Je te perds, mais je prefére
mon malheur téte haute & un bonhewr toujowrs humilié (Un Incompris,
scene iv, p. 420).
Rosette leaves, weeping, having reminded him that she, too, has her
pride, It will be too late for him to reconsider, once she has goneg
for shé will not come back to him.
Although Montherlant calls Un Incompris a comedy, and the action
is indeed funny in many places, the play finishes very sadly. Rosette
has lost the man she loves, a loss she could have prevented had she

heeded his warnings and learned to be punctual,

Fils de Personne)l7 follows Un Incompris as the second play in

Montherlant's only trilogy. One of his most popular plays, it was
written in 1543 and has a wartime setting in France, The three characters
in this four-act play are Georges Carrion, a lawyer who has escaped from
occupied Paris to Cannes and is living there with a former mistress and
their 1llegitimate son; Marie Sandoval, the former mistress, who dislikes
Cannes intensely and longs to go to Le Havre where she can be with her
lover, Rogex, and her family; and Giliou, the fourteen-year-old son, wno

is an average, charming boy, but who is a disappointment to Georges.

LTMontherlant, Theatre, op. cit., pp. 275-3L46.



After having beep separated from Marie and Gillou for twelve
years, Georges comes upon them by accident and decides to arrange their
living so that he can be a father to Gillou. He loves Gillou very much,
but he can see nothing in the child that raises him above the crowd of
ordinary people.

Marie, suffering from the climate at Cannes, wishes to go back
north; but Georges, fearing for their safety from wartime bombardments,
refuses to let them go. A month later, Marie receives a letter from
Roger, her lover; and she convinces Gillou, who hitherto has been in-
different whether he lives in Cannes or Le Havre, that the latter would
be a good place for him.

Georges becomes increasingly daisappointed in Gillou's mediocrity;
and, at last, admitting that his pride and scorn are stronger than his
love for Gillou, sends him and Marie to Le Havre, sadly realizing that
in so doing, he is rejecting nis son. ©Since he is sacrificed to George's
idea of what he should be and to Marie's desire to be with her lover,
Gillou becomes the son of no ones

Montherlant has written that Georges is the most lucid character
of this drama; thus he is speaker for the ﬁlay. Since Georges is a
father who scorns his son, a son whom most.mothers would love, Montherlant
‘has received a great deal of criticism about this play. It is interesting
to note, however, that in mentioning this criticism, Montherlant says that

most of it comes from men. Women seem to see in Georges a man as
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sensitlve as a woman, a man who suffers in his love for his child,
Ugpectacle qui ravit toujours les femmes W18

Montherlant élso remarks that a mother once told him that Georges:!
greatest wrongdoing was his having a fool for a wistress, Marie Sandoval
indeed possesses some undesirable characteristics. Montherlant describes
her as the one who never clearly sees what she is doing; that she is
"monocorde et monotraits."l? No doubt, Marie is what Montherlant has
elsewhere defined as a stryge, a woman who destroys the male by her
attempts to maneuver him according to what she wants, 20

Marie continually complains about her situation. The climate is
miserable; she has to depénd upon Georges financially; she is left out
of the conversation when Georges comes to see Glillou. She indeed tries
to maneuver Georges into letting her go north, using Gillou to accom=
plish her purpose.

She is mediocre as a woman in her situation with Georges, and she
is mediocre in her desires for Gillou. Georges is in despair about
Gillou's indifference to anything except cheap ﬁovies and newspapers.

Ke speaks of him, accusing Marie: ". . . cfest sa médiocrité que vous

aimez en lui . . " (Fils de Personne, act III, scene iii, p. 325).

Marie defends Gillou, retorting: '"Mon fils n'a pas besoin d'@tre

‘exceptiomnnel” (Fils de Persomne, act III, scene iii, p. 325), However,

despite her mediocrity, Marie gives a glimpse of herself as she will be

18Tbid., "Note III," p. 357. 19Tbid., "Préface," p. 270.

20sandelion, op. cita, pe 2lilts
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in Demain il fera jour, the sequel to Fils de Personne. She is already

beginning to reveal herseif as a mother whose first concern is her child.
It is true that, in this play, she uses Gillou to attain her own wishes
and she seems indifferent at the end whether he goes with her or remains
with Georges. Yet, when she defends Gillou from Georges' attacks against
his medlocrity, she reveals an understanding of Gillou's relative imma-
turlty measured beside Georges! foriy-three years. And, when speaking to
Giliou, she is very tender, especially in these lines:
Que c'est béte, d'avoir envie de raire autre chose dans la vie,
que t'embrasser! . . . Tu m'aimes? Iol, Je t'aime chaque jour un

peu plus.. . . Je crois que je ne t'ai jamais tant aimé qutaujourdthui
(Fils de Personne, act II, scene ii, p. 298).

The tragedy of Marie Sandoval does not occur in this play, nor has her
character been yet developed into the admirable qualities she displays

in Demain il fera jour. Therefore, it is necessary to continue this

discussion into the next playe.

Demain il fera jour,2k written in 1949, completes the trilogy waich

includes the two preceding plays, Un Incompris and Fils de Personne. The

characters are the same as in Tils de Personne, although they are three

years older, Gillou, the son, is now seventeen. The setting is in
German-occupied Paris in 19Lk. The Resistance movement is underway, and
Gillou wishes to join it. Marie Sandoval, his mother, wants above all
for him to be happy so, on his behalf, she asks Georges to let him go.

Georges Carrion, having resumed his life with his former misitress anc his

2lyontherlant, Théitre, op. cit., pp. TOL-L5.
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son, still feels that Gillou is mediocre, and he has confided to Marie
that he no longer loves the boy. Nevertheless, he refuses to let him

Join the Resistance, just as in Fils de Persomnne he refused them per-

mission Yo go to Le Havre, because he Iears for Gillou's salety.

Georges, a lawyer, has begun to plead some cases for the Germans,
and he 1s beginning to fear some reprisal for his collaboration, Over-
night, both parents reverse their respective positions concerning
Gillou's desire to join the Resistance. NMarie dreamed that she lost
Gillou among a large crowd and feels certain that the dream is proph-
esying something dreadful for hime. Georges, on the other hand, has
received a letter concerning his collaboration with the Germans, and he
is afraide He decides that it will be good protection for him if he
has a son in the Resistance. Since he no longer loves Gillou, he decides
to sacrifice him, and he tells him he can go. Gillou, unaware of his
father's true feelings and delighted at receiving his permission, leaves
at once,

The next evening, Georges and Marie are awaiting Gillou's return.
As the night deepens, Marie becomes increasingly anxious about nim and
guesses, from Georges' nervousness and observations about impending doom,
the real reason for his allowing Gillou to‘join. At that moment, a mes-
'senger‘arrives with the news that Gillou is dead.

Demain il fera jour was so named because of a speech by Georges

in Tils de Personne. He laments the fact that tomorrow, the day of

liveration, will come because of others more heroic, more outstanding
than Gillou. Georges, still lamenting Gillou's mediocrity, has made

himself despicable in this play, having sacrificed his son to his own
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fear. While Georges was admirable to the audience in Fils de Personne,

he was despicable in this play.22

There has been a reversal of personality traits from the preced-
ing play to this. Georges goes from admirable to despicable, but Marie
goes from foolish and mediocre to adrmirable in her mother love. No
longer is she maneuvering persons to get her own way. She has re-
nounced everything in order to live for Gillou. As she tells Georges:
"Je vis de son bonheur. . . . & présent, ma seule raison d'etre est

qu'il soit heureux" (Demainilfera jour,act I, scene i, pp. 705-06).

She is quite inconsistent in her attitude toward Gillou's Joining the
Resistance, Thinking of his happiness instead of her concern aboub
losing him, or even his danger, she pleads his cause with Georges. One
can remember here the action of Montherlant's grandmother, who helped
him get into the actual fighting of World War I.23 Marie,‘however, after
she dreams of losing Gillou, sees the situation in a new perspective,
and she 1s glad that Georges has refused, horrified at the thought that
her dream might come true.

Throughout the entire play, Marie expresses her love for Gillou.
When he refuses to return her hugs, she tells him, unselfishly:

Tu n'as pas % te croire obligé de m'embrasser quand je t'embrasse,

« .. Tu peux meme fréemir un peu d'agacement . . . pour bien me

rappeler que tu n'as plus 1l'age dtetre ma possession . . . je n'al
pas besoin de tes balsers (Demain il fera jour, act II, scene i, p. 722).

22Thid., "Postface," p. ThT.

230f. Pe 1)40
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During her discussions about him with Georges, who says that he does
not love Gillou, she tells him:

Si cela était, je saurais bien l'aimer pour deux. . . . qutil
ne m'aime pas, peu m'importel Je crois que je l'aimerais encore
davantage s'il ne mtaimait pas, parce que Jje L'aimerals alors plus
purement (Demain il fera jour, act I, scene i, pp. 709-10).

Montherlant seems to treat her mother love with great respect in this play,2l4
comparing her with the other characters and saying: WElle est la créature
la plus valable des trois."25 Montherlant has given her two unique differ=
ences from the other mothers in his theater: (1) she is the only mother

who is not possessive of her adolescent son and (2) she loses her son by
death. She is thus the best mother who experiences the worst tragedy.

How much greater her grief must be when she remembers how she plgaded at
first to let Gillou join the Resistance., Had she been against it in the

beginning, Georges could not have so easily explained his change of mind.

Rrocéliande. According to Montherlant, Iroctliande? is a sad
play which is enveloped in a semi-gaiety. Brocéliande is the name of a
forest which, in this play, becomes the symbol of ancestral linsage, or
the family tree. There are three principal characters: M. Persilés,
nearly sixty; Madame Persilds, his fifty-four-year old wife; and M.

Bonnet de la Bonnetiére, who traces genealogies.

2hMlChel de Saint-Pierre, Montherlant, bourreau de soi-meme
(Paris: Gallimard, 19L9), p. 1227,

25Mbnther1ant, Thédtre, op. cit., "Postface," p., Th7.

26Heﬂr1 de Montherlant, Brocéliande rois actes; suivi de Liirt
et la Vie (Paris: Gallimard, 1956), pp. l—ld{.
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The theme centers about a revelation of royal ancestry to Me
Persilds, hitherto a itimid'man who has always said "“no" to life,

When La Bonnetiere tells him that he is descended from Saint Touis, a
great change comes about in Persilés; he becomes magnanimous toward
outsiders, but he treats his wife like a housekeeper. He plans greatb
projects, dresses more neatly, and begins to copy a history of his royal
ancestor. The play is rampant in comedy as he constantly makes himself
ridiculous in the eyes of all who see him, especially his wife.

However, the tragedy that Montherlant mentions become apparent
when Ia Bonnetiére asks Madame Persilés not to tell her husband that he
is only one of thousands of descendants of Saint Louis, However, she
tells him; and, having lost his only reason to maintain his self-respect,
he commits suicide.

Madame Persilés, although she is sometimes comical in her exas-
peration with her husband, seems also to have a certain amount of common
sense. The news that Persilés is a descendant of Saint Louis means
little to her, except it has changed her relationship with him from the
status of a w1fe he has depended upon to that of a housekeeper. .

She tolerates his newly found greatness patiently at firsty but,
as she becomes more and more uncomfortable, she tells him:

Ce que vous a appris le sieur Bonnet . . « et tous les livres
vous avez achetés, vous ont tourne la téte. . . . Vous donnez la
comédie aux autres et & vous-méme (Broctliande, act II, scens vi,

Pe L) I
Apparently, their married life has been at least satisfactory, since
she longs for things return as they were. For this reascn, it seems,

she asks to have her own genealogy traced so she can meet Persilés as
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an equal, provided she has some noble ancestors, Although basically she
is more admirable than her husband, who must be motivated by outside
forces, she also exhibits some of the characteristics of the strvge.27
She wants to maneuver Persilés into returning to his former self by
(1) hoping to claim a noble ancestry for herself and (2) destroying his
pride by telling him he is only onse of twenty thousand descendants of
Saint Louis. It means nothing to her that he has begun to say "yes™ to
Llifee

After Persilds has received the dreadful news, Madame Persilés,
thinking he 1is all right, tells him:
Vous n'avez pas besoin de Saint Louis pour étre un howmme.
. « o Maintenant il n'y a pas cet espace terrible entre vous et
moi. Nons rentrons dans notre .petite vie. . . . Je n'entendrai
plus vos déclamations, cette voix d'un autre monde (Broceliande,
act III, scene 2, pp. 143 and 1L5). -
It is true that Madame Persilds has more admirable qualities than her
husband, but she does not measure up to some of the other wives and
lovers, notably those in Montherlant's historical plays. A truly
admirable wife by Montherlant's standards would be content with her
husband, no matter what he did. An example of this kind of woman is
seen in Isotta (Malatesta), who is discussed in the next chapter.
Compared to Isotta's unselfish and faithful love, lMadame Persilés is
_common and selfish in hers. However, despite the differences in their
kinds of love, both wives suffer the bereavement of their husbands.

And Madame Persiles, in her grief, no doubt remembered that it was she

who told her husband the news that made him kill himself.

2Tcf. p. L2



CHAPTER V
HISTORICAL AND LEGENDARY PLAYS

la Reine morte,l whose date is 1942, was the first of Montherlant's
plays to be produced theatrically and is perhaps his best known. The
source providing the plot for tris play was an actual event which took

place in 1355 and was the subject of {two earlier plays, one by Vélez

de Guevara (1570-16LlL), entitled Reinar después de morir, and the other
by a Portuguese writer, Ferreira.?

The setting for La Reine morte is in the Portuguese royal palace
in the town of Montemor-o-velho. There are three principal characters:
Ferrante, the old king who wishes his son Pedro to marry the Spanish
Infanta for political reasons; the Infanta, a proud young woman of seven-
teen years; and Inés de Castro, twenty-six, who has secretly married Pedro
and is expecting their child.

The Infanta has arrived at the palace to marry Pedro, only to
discover that Pedro will not marry her because of Inds, so the Infanta
becomes almost sick with humiliation. Ferrante scon learns of their
marriage, but does not know that they expect a child; he knows, however,
.that his disagreement with the church will prevent him from annulling the

marriage. Frustrated, he decides to put Pedro in prison, "for mediocrity,™

Liontherlant, Théitre, Bibliothbque de la Pleiade (Paris:
Gallimard, 1958), pp. 137-235.

20reste F. Pucciani, The French Theater Since 1930. (New York:
Ginn and Company, 195L), p. 200
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but he does not know what to do with Inds. Egas Coelho, his prime
minister, suggests that he kill her. Ferrante is horrified of this idea
at first; bub, as he grows weary of the situation, he thinks more and
more of this solution. At last, after a series of interviews with Inés,
in which he confides his weaknesses to her and learms of the expected
child, he decides to have her kilied.

The Infanta, having remained in Portugal to see if the marriage
with Pedro can be arranged, has heard from a page at the palace of Inés!
danger, and she tries to persuade Inés to accompany her back to Navarre.
Inds, blindedby her love for Pedro, refuses. She is slain; and, as her
body is returned to the palace, TFerrante dies, aged, ill, and weary. As
the two bodies repose witﬁin the same room, the dead king's is alone,
while Inés' receives the court's homage as their dead queen.

The Infanta is one of the most lucid characters of Montherlant's
theater. Perhaps she is also one of the most flatteringly portrayed.
She is seventeen, beautiful, and quite masculine, possessing all the
traits necessary to a royal personnage, especially pride. She is proud
and fiercely aware of her royal status, and connob bear any affront to
what she represents. Mbntherlant“describes her as being "malade d'orgueil"3
because he was so himself when he was younge The Infanta and the king
‘Ferrante are very similar to each other in their pride, except that

Ferrante is old and inconsistent, seeing life as an essential

3Montherlant, Théitre, op. cit., "Comment fut écrite Ia Reine
morte," p. 328.




Sl

cont;adiction and himself as a weary god whose duty it is to dispose of
others! unreasonable lives.lt
The Infanta, upon hearing that Pedro will not marxy her, is
intensely humiliated. She raves to Ferrante:
+ o o On me fait venir, comme une servante pour me dire qu'on me
dédaigne.. . . Ma bouche séche quand j'y pense, . . . Si je n'étais

Jeune et vigoreuse, Seigneur, de l'afiront que j'ai regu du Prince,
je serais morte. . . . Ce n'est pas la ferme qui est insultée en moi,

&

clest 1l'Infante (La Reine morte, act I, scenc ii, pp. 138-39).
In addition to her pride and her consciousness of nobility, she shows
extraordinary courage, wisdom, and lucidity when she tells Inds to fear
the king and to flee with her. She uses every argumegt she can think
of to persuade Inés to see her danger, from the statement that a red
mark on Inés!' throat will be the place of her decapitation to revealing
a touching admiration for Inés' gentleness. Having come in friendship,
then finding her pride wounded by Inés' refusal, the Infanta, although
crushed by her inability to convince Ines, maintains her haughty dignity.
At first, she expresses disbelief that her arguments are useless:

LY mod, etre 1l'Infante de Navarre, et échouer & convaincre! It
échouer & convaincre ltetre auguel on veut tant de bien! (La Reine
morte, act II, scene v, p. 200) -

At last, however, when éhe realizes it is useless to argue further, she
summons forth all her official dignity and haughtiness and flings them
"at Inés in these words:

Vous avez laissé passer le moment ol je vous aimais. Maintenant,
vous m'irritez, Pourquoi votre vie m'importerait-elle, alors qutelle
ne vous importe pas? (La Reine morte, act II, scene v, p. 201)

The Infanta leaves, but she 1s seen once more in one ol the few supocr-

natural scenes in Montherlant's theater, In the form of a shadow, she

hPucciani, Ope Cit., p. 209.
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appears to Inés during an interview with Ferrante, believing she has at
last. found a way to convince Inés to flee., However, she fails again and
tells Inds that she, too, will fail, when it is her ‘turn, no doubt mecan-
ing Inés' inability to stop her own murder.

The Infanta, in all her pride and glory, is also a traglc woman;
strangely, her_tragedy does not come from what she does, but from what
she can not doe. Believing herself all-powerful, the thought that she
cannot convince In&s evokes her dolorous cry: "Ah, il est affreux de ne
pas savoir comvaincre" (La Reine morte, act III, scene vi, p. 221). She
disappears then, without leaving any trace, other than the impression
she leaves with the audience.b

Inds de Castro is ﬁithout question the most admirable and the most
tragic woman of Montherlant's theater. She possesses all the traits that
are becoming to womanhood: complete love for her husband, an almost
lyrical love for her unborn child, an implicit faith in human nature,
and a natural gentleness. For her, MHontherlant has written some of his
most moving and poetic lines,

As a wife and lover, she tells Ferrante of her first meeting with
Pedro, saying that it wés like being reborn and that now, while other
woman dream of what they do not have, she dreams of what she has in
‘Pedro. The intensity of her love is apparent when she visits Pedro in

prison, flinging herself into his arms and confessing:

SJeanne Sandelion, Montherlant et les Fermes (Paris: Librairie
Plon, 1950), p. 107.
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« o o Je suis restée une heure etendue sur mon lit, avant de venir,

pour 6tre maltresse de moi quand tu apparaitrais! . . . Quand je t'ai
vu, mon coeur a éclaté. Ahl laisse-moi boire encore (La Reine morte,
act II, scene iv, pp. 187-88),
Inés loves Pedro, not just idealistically, but with her whole physical
beinge. She is always wanting to touch him, to have him physically close
to her. And she has wanted to love in the security of marriage, telling
Ferranve that she married Pedro to be even happier than she was as his
mistress,

Inds is the ideal mother, perhaps because her child is still
unborn. If she had been the mother of an adolescent child, Montherlant
might not have been so kind in creating her. She intermingles her love
for her husband with that for her child. Speaking of it to Pedro, she
says:

Et ses petites mains sont plus chaudes que les tiemmes, . . . Je
te tiens, je te serre sur woi, et c'est lui. . . . Enfant adoré,
griace 4 qui je vais pouvoir aimer encore davantage (Lg Reine morte,
act i, scene iv, p. 154)e

She speaks of her child to Ferrante, wishing that she were able to give
it eternal happiness., There is only one false thought that she expresses;
she has such great hopes for this child that she tells him:

Jlaccepte de devoir mépriser l'univers entier, mais non mon fils.
Je crois que je serais capable de le tuer, s'il ne répondait pas 2
ce que j'attends de lui (La Reine morte, act III, scene vi, p. 22L).

‘Everything about Inés speaks of love and hope. Of love, she says that
she knows how to do nothing else, Ferrante tells her that she, like

himself, is sick, her illness being hope. Her implicit faith in human
nature is evident by her refusal to believe that Ferrante will do evil

10 her. She tells Pedro that Ferrante had asked her if Pedro seecmed sad
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in prison, adding that she believes TFerrante must force himself to be
stern, being naturally benevolent and generous. She tells Ferrante
himself:
--je me disais: "Non, le pére de lthomme que j'aime, et auquel

je ntai jamais voulu et fait que du bien, n'agira pas contre moil
(La Reine morte, act III, scene vi, p. 228).

Lo

But she is mistaken, For love, she has refused to leave Pedro, either
by annulling their marriage or by going with the Infanta. Because she
trusts Ferrante, she loses her life. It is true that she was doomed
from the beginning; but who knows how the play would have ended if she
had gone with the Infanta? Once again, Montherlant has had his heroine
deliver the final decision on her own tragedy.

In Indés' case, the tragedy is all the more poignant, as one re-
calls her perfection as lover, mother, and complete woman contrasted with
her untimely death.

Pasighaé. 1Si Montherlant n'avait écrit que Pasiphaé,é ces quel-
ques pages suffiraient pour que son nom demeure dans la littérature
frangaise , . "7 Pasiphab, ofGreck Mythology, Was the wife of Minos, the
king of Crete. She became enamored of a young, white sacrificial bull
which the sea-god Poseidon sent to Minos, who had refused to sacrifice

“the beautiful animal. The result of this attraction was the minotaur,

a beast having the body of a man and the head of a bull,

6Henry de Montherlant, Thédtre, op. Cit., pp. 109-22.

TJeanne Sandelion, op. cift., p. 127, civing Zdmond Jaloux,
literary critic.
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Montherlant, who as a child had written a story about unnatural
passion,8 in 1928 wrote this myth into a short play, so short that it
has neither acts nor scenes. The part that he portrays is the inner
struggle of Pasiphaé as she fights to overcome her unnatural desire and
the moral arguments that arise, As a basis for this approach, Montherlant
used the Greek writer Euripides! version of Pasiphaé's self-justification
to the king after the birith of the Iinotaur.’ This ancient parchment
characterizes the queen as a very numan and conscience-stricken woman,
trying to justify her act before the customs and morals of her society,
and believing that others are to blame for her passion. IMontherlantt!s
Pasipha&, in her final reasoning, decides it is not the act itself that
is bad, but the opimion of it that it is bad. A%t the end, sne gives in
to her desire, believing herself innocent and above judgment, since she
is queen.

Pasiphaé cannot be classified the same as the other women of
Montherlant's theater, since she is in the position that is uspally given
to his heroes, There are no male protagonists in the play. Pasiphaé
is the only character, with the exception of her nurse, to whom she gives her
arguments; ner small dadghter, Phaedra, who has only a minor role; and the
Greek chorus, which represents philosophy or intelligence, that judges

"her passion. It is thought that Montherlant speaks through whe chorus,.+0

» ) -~ -z ¥
8ef. p. 9.  SMontherlant, Thédtre, op. cit., notes, p. 105.

10sandelion, op. cit., p. 126,
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Pasiphaé is a typical protagonist of Montherlant's theater,
since she has a choice to make and feels that her situation is the
fault of someone else. -In addition, she feels that she is superior to
others, since her father is the sun-god, Helios. She searches for a
justification for her passion for the bull, being well aware of her
soclety's morals, and she ends up a solitary figure, having chosen her
own solitude.

The misery resulting from her interior conflict is evident in the
description the nurse gives of Pasiphag in her room, tense, restless,
groaning, even ignoring the flies which alight on her., She feels that
this unnatural passion is not her own fault, bul that of her husband,
Minos, for not sacrificing itue bull as tne sea-god, Poseidon, told him
to do. In the Buripides version when Pasiphaé speaks to King Minos after
the birth of the Minotaur, she says that she 1s an innocent viciim of his
disobedience and of Poseidon's curse, thus blaming everyone except her=-
self. L

She laments her passion, yet she does not feel that she is guilty
in experiencing it, for she tells the nurse:

Pourquoi etre différente des autres, sans L'avoir voulu, sans

¥ rien pouvoir? . . . Au fond de moi jo ne sens pas cs que Jje vais
faire est mal; » . . Clest ton visage d'horreur, nourrice, et celui
qutauraient tous les autres, qui cree ce mal et me rend coupable
(Pasiphag, p. 117).

She continues her self-justification by arguing £hat a woman loving the

lowest of criminals is blameless, even proud; but she, Pasiphaé, can

AN

11Monther1ant, Theatre, op. ¢it., notes, p. 123,
e e N
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not be, The chorus, which judges her passion from an objective stand-
point, vindicates her, saying
Ce ntest pas sa passion qui est malsaine; ce qui est malsain,
c'est sa croyance gue sa passion est malsaine. . . . Si elle soufire
du jugement qu'elle porte sur son acte, je la blame (Pasinhag,
Pp. 116-17).
Finally, Pasiphaé concludes her agony, having worked out her own moral
code which will justify ner act, Dbelieving that her twenty years of
fidelity to her husband and her generosity to others will vindicate
her, However, she knows that she will be alone; and she has accepie
her solitude, telling the nurse:
Me voici seule avec mes actes. Je suls extraordinairement seule;
e o o Que m'importe le meris° . . . innocent ou coupable, je suis ce
que je suis, et ne veux Gtre rien d'autre (Pasiphat, pp. 119 and 122).
The pathos of her 81taa310n, in addition to her solitude, is the fact
that she realizes that the fulfiliment of her desire will bring her no
pleasure, only a feeling of accomplishment,12 as she says:
Quand viendra cet instant auquel jtail tout aacr¢flc, je ntavrai
pas de plaisir, pas une &tincelle de plaisir, je le sais (Pasiphae,

pp. 118-19).

Thus Pasiphaé, like Ravier in Celles qu'on prend dans ses bras, wishes

only to satisfy her passion; but she is more tragic than Ravier, for she

is all alone.

Malatesta,l3 written in 194, is one of Montherlant's most color=-

ful plays, full of pomp and regal grandeur, and is based upon an actual

12Jacques de Laprade, Le Thédtre de Montherlant, (Paris: Ia Jeunc
Parque, 1960), p. 59.

L3Montheriant, Thiitre, op. cit., pp. L35-36.
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person of the fifteenth century whose history was recorded by Charles
Yriarte,lh although Montherlant selected the details to fit his own
PUrposes.

He can also claim some personal tle with Malatesta, for he tells
of a girlhood friendship between his mother and a girl named Marie de
La Fontaine Solare. They both married the same time, and each had a
son at the same time. Since Madame de Montherlant was an invalid after
the birtn of Henry, she could not hurse him., Her friend, then,nursed
both boys. Years later, after the premiére of lalatesta, Montherlant
was informed that the family or La Fontaine Solare was descended from
the Malatestan line. Montherlant thus feels that, since he was nourished
by the milk of a descendant of Malatesta, he has some "gouttes de sang
Malatestien" in his veins.ld

Sigismond Malatesta, a condottiere or mercenary soldier, is a
true man of the Renaissance, in control of Rimini, Italy. Although he
is fifty-one years old, he is both sensual and mobile in character,
being alternately weak and strong, frivolous and serious, He dreams of
being immortal through a biography which Porcellic, a man of letters
and his protégé, is writing for him, many details therein being exag-
gerated, When Malatesta receives word that the pope wants to offer
‘him two other cities in exchange for Rimini, Malatesta is furious and

decides to kill the pope.

LiTbid., "Présentation de Malatesta," pe Shli.

151pid., "Lait des Malatesta," pp. SuLl-L3.
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Isotta, his wife, whom he highly respects and deeply loves,
despite his having numerous mistresses, begs him to reconsider in the
name of his own safety. However, he goes to Rome, and instead of xill-
ing the pope, his extreme mobility causes him instead to pledge the pope
his services. Thus he remains in Rome, wiaere the pope gives him a boring
position that keeps him under surveillance, since ihe pope knew his
original intention.

Malatesta's lively spirit begins to disintegrate, and Isotta begs
the pope to let him return to Rimini, Upon being allowed to return, he
makes the mistake of insulting Porcelliio, his biographer, who poisons
Malatesta; then before the dying man's eyes, Porcellio slowly burns,
sheet by sheet, the biography that was to have made Malatesta immortally
great.

Isotta, Malatesuva's faithful wife of thirty years, is a most
admirable woman, which is a deparvure from Montherlant's usual porirayal
of the older woman. ©She is first of all the wife of Malatesta, and
secondly the mother of his children., OShe knows that he has other loves,
but she also knows that she is first in his heart, and her first concern
is his comfort and sai‘ety.l6 When lMalatesta tells her he plans to kill
the pope, she examines the idea cooly, from the standpoint of llalatesia’s
‘safety. Convinced that he will be killed, she begs him not to go:

Vous serez tué, et il ne stagit pas didtre tué; il s'agit de

vivre, pour pouvoir tuer sans risque. Tué, vous serez aussi vaincu
que le Pape tué (Malatesta, act I, sceme viii, p. L59).

105andelion, op. cit., pp. 123-2k.



After Malatesta has gone to Rome and remained, growing more and
more unhappy, Isotta boldly pleads with the pope to Let him return to
Rimini. Even the pope has heard of Isottatls wisdom and judgment, and
he tells her in a speech that perfectly frames all her qualities:

Vous, madame Isotta, on vous publie pour une des femmes les plus
doctes d'Italie; mals aussi pour prudente, avisée, virile. Votlre
renommée est grande, et vous eétes respectec de tous, vous gue L'on
appelle "la mére.de Rimini" (Malatesta, act III, scene v, pe L97).

She 1s so eloguent in her defense of and praises for Malatesta as a
husband, faﬁher, and soldier, that the pope finally grants her wish,
exclaiming: "Comme vous l'aimez! « . . PLat au ciel que les preires
aimassent Jesus-Christ autant qu'une femme peut aimer son épouxih
(Malatesta, act III, scene v, pp. 500-07).

The next time one sees Isotta, it is with her children and
Malatesta back at Rimini. ©She feels a rising anxiety for him, having
heard of the arrest of Malatesta's coniidant at Rome, then having seen
on their stairway a strange inscripiion, embellished with ivy leaves,

which said that a man's worst enemy is his government. Malatesta con-
my g

4]

tradicts her, ironically, by saying that the worst enemy is one's
fellow=-countryman, Fearful, she begs him not to return to Rome; he
asks her why she is always so afraid for him, and she replies that she
loves him. Malatesta, becoming serious himself at lact, tells her:
‘"Aimez—moi un peu moins, Isotta. . o . 1l est bon de recevoir une cer=-
taine quantité dlamour, mais non pas trop. « « o Votre tremblem

altére ma stabilité" (Malatesta, act IV, scene vii, p. 52L).

The last that is seen of Isotta, she isitrying to control her

anxiety, having been reassured by Porcellio that the ivy leaves surrouncing

€0
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the sinister inscripticn meant: "Qu'con nous préserve de 1luii" (Malatesta

F]

act IV, scene viii, p. 526), However, Isotta's intense anxiety has al-
ready implanted itself in Malatesta. Alone with Porcellio, his biographer,
he admits that he is upset about her worries, since she is the only person
who has ever loved him, He speaks of vulnerability, and Porcellio takes
advantage of this moment to poison him. Dying, Malateata calls for Isotta,
then commits himself to Lis version of eternity, which includes such
classical heroes as Caesar and Pompey, whom he has always admired.

Montherlant speaks of Maiatesta as a play of blindness. Isotta's
blindness is two-fold in unwittingly causing Malatestats death: (1)
adoring her husband, she pleads with the pope to let him return to Rimini,
where Porcellio kills him; (2) she instills her own anxiety into lalatesta,
putting him into a state of wealmess, whereby perhaps the poison worked
with more effect.

Thus, according to Montherlant, Isotta, the most flatteringly
portrayed of his older women and one of his truly perfect images of tota
purity, in the completeness of her love causes her husband's death:l7

e » » V0ild un symbole de la facon dont les femmes corrompent, et

finalement tournent contre vous, 1é plus merveilleux de ce gqu'elles
vous donnent. L'amour d'Isotta ou: Comment on tue les hommes.
How great must be her remorse! Her tragedy is not only in losing her

‘husband, but in knowing that she is partly responsible.

17Montherlant, Thédtre, Ope cit., "Malatestiana," p. 551.



Don Juan® is Montherlant's version of the Don Juan story. The
aged Don Juan has come to Seville to have a rendez-vous with a I{iftecn-
year-old girl, ILinda. He is accompanied by his constant companion and
illegitimate son, Alcacer, who reminds him thal he 1s in danger here,
since a previous affair with the commander‘’s daughter, Ana, has been
discovereds The duke Antonio was blamed instead of Don Juan, but
Alcacer is still fearful that the true identity of Ana's lover will be
discovered.

However, the only purpose in Don Juan's life is making love to
women, So he continues to wait, although Linda arrives late,

Later, he meets Ana's father, the commander, and reveals that he
was Ana's lover. Ana has remained true to Don Juan, refusing to betray
his identity and pining for his return. The commander is angry at first,
but eventually calms himself; however, the cormander's wife, upon later
hearing that Don Juan is to blame, demands a duel; and the commender is
killed, The commander'!s wife adds comedy to this scene as an outraged
mother, bﬁt her role is very brief; therefore, her characterization will
not be discussed,

After the death of the commander, Don Juan hides at home; and
Alcacer begs him to flee or to hide witn a friend., Don Juan concludes
‘that he has no friends and is too proud to hide with a former mistress.
He has resigned himself, almost nonchalantly, to his fate, when Ana comes

to offer him money and to urge him to flee., Upon seeing her again and

18Henry de Montherlant, Don Juan, pidce en trois actes (Paris:
Gallimard, 1958), pp. 1-202.




realizing that she really ioves him, Don Juan changes completely. He
promises Ana that he will leave and return in six months to marry her;
he offers to believe in God, a promise that he has made and broken every
time he has pursued a girl in the past.

Afver Ana leaves, however, Don Juan feels his old, unquenchable
passion for conquest return, and he leaves for a rendez-vouse

He pulls a mask over his face to disguise himself; and, when
Alcacer tries to remove it, it mingles with his flesh and takes on the
aspect of a death mask., The audience knows that Don Juan will die, a
victim of his obsession for carnal love,

It is evident from the beginning that Ana is just another conquest
to Don Juan, He says of her, when Alcacer reminds him of his potential
danger in returning to Seville:

Ana de Ulloa, c'est une page tournée. . . . I1 v a cent mille

Ana de Ulloa; son visage meme est sorti de ma memoire . . o

Lthomme est fait pour abandonner (Don Juan, act I, scene i, p. 15).
Ana was sixteen wnen Don Juan became her first love., Their relation-
ship lasted four months before his belt was discovered in her room and
the duke Antonio was mistakenly accused. At the time of the play itself,
Ana is seventeen, a favorite age for llontherlant; but she is aiso on the
threshold of eighteen, when a girl begins to decline, according to him.
‘Here is what Montherlant has said in respect tc his own ideas about age
and marriage: "Je me marieral peut-étre a soixante ans, avec une fille

de seize. « + . Dix-huit ans! L'automne d'une femme!"l? Throughout the

19Sandelion, op. cit., p. 171.

.
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year that has passed, Ana has falthfully maintained silence about her
lover's identity. Her father tells Don Juan: "Elle vous aimaith (292
Juan, act II, scene iv, D. 90). And Don Juan, who is concerned about
his advancing age, says, a little later: "Quant i mes soixante-cing
ans, elle avait les yeux fermés" (Don Juan, act II, sceme iv, p. 91).
Ana appears on the scene for the first and only time in the third act,
fifth scene, the only scene she has in which to reveal her character to
the audience and to shoﬁ the intensity of her love for Don Juan. oShe
reveals this intensity by coming to him, offering him money, and urging
him to flee, She seems oblivious to the fact that Don Juan has killed
her father, Of her father's death, she says simply:
Et puis, ne me parilez plus de mon pére, G'est'assez de penser
a lui quand Je ne suis pas avec vouS. . « o L1 ¥y 2 vous. lon deuil,
mon malheur, mon pére, mon avenir, tout cela, c'est le reste. IEt,

ici, ce reste est oublié. Mon pére est-il mort, et par qui? Je ne
sais rien de tout cela (Don Juan, act III, scene V, DPe. 159)

el B

Montherlant explains that Ana's indifierence to her father's death and
the fact that his slayer was Don Juan is part of the tragic element in
the play.20 Her love for Don Juan, however, is unselfish and complete.
She asks first for his safety, then promises to marry him when he re-
turns in six months, She knows his passionate nature, and she generousliy
tells him: "Partez; voyez dlautres femmes; aimez-moi en ellcs. Vivesz
"fidéle et infidéle, mais vivez, mon ami trés cher® (Don Juan, act III,
scene Vv, p. 157). She is not concerned about his age; when he hides his

face for fear that she will stop loving him because of being old, she

20Monther1ant, Don Juan, op. ¢it., notes, p. 1&0C.




pulls his hands away and kisses nilme. She exhalts him above her father,
saying it was he, Don Juan, who made her a woman, and that was more
important to her than being fathered. Her last words, answering Don
Juan's self-reproach for his past actions, vindicate hiwm from any guilt
in her eyes: "Vous avez vécu comme Dieu vous a faith (Don Juan, act IIT,
scene v, p. 160).

Then she 1eaveé, unaware that she will never see him again. Or
is she? In all her speeches, sue urges his safety, declares her love,
and avows innccence in all that he has ever done, Yet the only tire she
speaks of a future for herself is when she tells him that she is in
mourning and cannot marry for six months, although she could becoms
engaged, His last words to her are filled with pledges 1o return,
despite all obstacles; but she says nothing and leaves.

Could this silence perhaps mean that her heart is breaking, that
she knows he can never love only her? Or perhaps she sees his inevitable
death, since she is so concerned that he fiee immediately.

Ana de Ulloa is one oi the most tragic women of Montherliant's
theater, She has become a woman at sixteen and is bereaved of her lover
at seventeen. She has loved a man who can not reciprocate her love, and

she is forgotten at .the end of the play.

le Maitre de Santiago,21 written in 1945, is set in Spain shortly

after the discovery of America; the plot and characters are entirely

2lzontherlant, Thédtre, op. ¢i pp. 597-657.
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fictitious, although Montherlant does acknowledge a counterpart to Don
Alvaro in an ancle of Saint Theresa, wno had a part in her conversion.
There are three principal characters: Don Alvaro, the master oi the
Order of Santiago, of which the Idng is the titular hear; lMariana, Don
Alvaro's daughter; and another member of the Crder, Don Bernal, who is
also a friend and the father of Jacinto, a young man who wishes to
marry Mariana.

Some of the members of the Order plan to go to the New World
to conquer the Indians and gain new riches for Spain. They try to
engage Don. Alvaro to go also; but he refuses, confessing his thirst
for retirement from a worlid that to him has lost its [lory. lariena
and Don Bernal's son would like Yo get married, but there is no money
for a dowry. Conironted with the icea of going to the Mew World to
earn her a dowry, Don Alvaro still refuses. At last, Don Bernal and
Mariana decide to déceive Don Aivaro into consenting to go by having a
false representative of the king come to tell him that his Majesty
wishes Don Alvaro to add his prestige to the project of evangelizing
the Indians.

At this thought of recognition from the king, Don Alvaro is about
to consent, when Mariana interrupts, saying it is a trick. oShe con-
‘fesses because while she was at prayer before the statue ol Christ,
she seemed to see a likeness in Him to her father. Overwhelmsd by her
sacrifice of her own expectations, Don Alvaro wraps her in the mantle

£

of the Order, symbol of purity, and they pledge themselves to a life

of religious conterplation in a convent,
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Before analyzing the character of lariana, one must first recog-
nize two general religiOus viewpoints: the argument for religious austerity
and the argument for a laxmess in religious discipline, Nontherlant men-
tions in his notes<? that, in the Eible, Jesus repeatedly entreats the
Christian to give up worldly goods and family attachments to follow him.
This renouncement is the Nada, or the negative side of Christianity.
There is also a Todo, or positive side, which emphasizes spreading Uhe
gospel instead of idle contemplatvion. In the eyes of some austere dencm-
inations, therefore, Don Alvaro's ideas are justified; and there is no
tragedy, but triumph.

However, Montherlant admits that Don Alvaro is not a model
Christian, for his love of God is really the love he has for his idea

dea of the triumph of religious

o

of himself.23 One must then discard the
austerity in this because it is false,
Mariana is a most tragic and pathetic child. Already she is

eighteen, beyond the flowering of her womanhood. So far in her iife,

her mother being dead, she has known only her father, who has shut her
awvay irom a world which he believes is corrupte. He neglects her personal
well-being, allowing her room,as well as her wardrobe, to fall into dis-
repair, weanwnile freely giving away his possessions to any bezzar who
"knocks. Don Alvaro believes in charity, but not for his family, A4s far
as a family relationship is concerned, he tells Don TBernal: "Il n'y a

de famille que par l'élection et ltesprit; la famille par le sang est

. o . - A sk
maudite® (le Maitre de Santiazo, act II, scene I, p. 633).

22Montherlant, Thédtre, ov. cit., "Notes," pp. 676-77.

23Tbid., p. 67h.



Not only is Mariana neglected, she is also unloved, Although he
says he loves her, Doﬁ Mvaro freely admits that she is an annoyance to
him, and he rejects her because she does not measure up to his standards.
0f thkis he tells Don Bernal:

Elle me lassait souvent, . . . Elle me dégradait aussi. . . . Les

enfants dégradent. . . . Je ne lui parle pas de choses serieuses

parce qu'elle est incapable de les entendre (Le Maftre de Santiago,
act II, scene 1, pp. 623, é2l;; and 625),

He says that her being his own daughter does not make him favor her
over any other person., When Don Bernal asks him aboul going to the New
World to get her a dowry, Don Alvaro remarks that 1f they wish to in.arry9
they will have to be poor; for he will not give them the sin of wealth.
He concludes by praising his own strength of character:" ., . . je suis

lthomme que tous devraient Stre" (Le Maltre de Santiago, act II, scene i,

pP. 628).
Despite this neglect, lMariana feecls only love and admiration for
her father; however, perhaps it is only admiretion and perhaps it is

because he is the person she has known.best,.. At least, she is true to his

L4

principles, having adopted them as her own. She speaks of a marriag
with Don Bernal’s son, Jacinto, only in the loftiest terms, saying that
she will not gelt married in order to be happy, nor does sihe wand an easy

life, She will live only for her husband. Don Bernal tells her: "Chére

Mariana, vous étes votre pére, en plus sage" (Le Maltre de Santiapo,

act II, scene iii, p. 639).

Mari i mpletely molded in her father's image
In fact, Mariana is so completely lded in her fat Z

1 A% g s e o = P A e
love between a man and 2

that she does not know the real meaning of

womane. She professes a coldness for Jacinto, saying he is nothing to



her, believing that she cannot marry him anyway, without a dowry. But
when Don Bernal tells her some of the impassioned things that his son
has said of her, her pride immediately surges forth, like Don Alvarof®s
pride wnen he thinks the king has recognized hime. And she is ready to
plot against her father, still swearing that she does not wish to bs
happy .

Then, true to the tragic tradition of Moatherlant's heroines,
Mariana prevents her own happiness by telling her father of the plot.
Her excuse is that her father and the Christ momenterily resembled
each other, but more likely there is an instability in uer resolution.

The scene of their dedication, so oulwardly tender anda full of
religious devotion, is also ‘touched with imner pride., Don Alvaro
recognizes that he loves his daughter, because he at iast realizes that
she 1s worthy of being loved. Her reply, since he has kneeled to her,
is in good faith, bult it has a certain tone or superiority:

Relevez~-vous, je vous en conjure., Je sens que je deviens folle

quand je vous vois 3 genoux devant moi. . . .Je ntaurais pu suppor-
ter de voins voir cesser d'¢tre ce que vous 8itecs, Vous mlavesz

reproché llautre jour de vous perdre. dJ'al voulu vous sauver
(Ie Maltre de Santiago, act III, scene v, p. 652).

Don Alvaro is deliriously happy to think that his own flesh estimes his
ideas enough to embrace them. However, the audience knows that she has
"had a glimpse of what life could have been like, for when he speaks of
leaving to live, she says they are leaving to die. He is so busy prais-
ing the future life they will have as religious recluses that he ignores
or perhaps he silently approves, the real reason why Mariana, isolated

child who has known no other way of life. and who has no personality of
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her own, will go with him., In her last speech, she acknouwledges tuaat

only one thing is necessary, and that is whatever he, her father, says.

zgngRoxalzh is based upon a real incident which happened in a
convent in Paris in 166L. In August of that year, the nuns of Port-Royal
refused to sign a Papal edict which condemned five doctrines of thelr
Jansenist faith. As a result, they were refused the sacrements of the
Church, and the nuns were dispersed because they would not sign. The
Jansenists were persecuted by the Jesuilts, whose agent was M., de Beaumont
de Péréfixe, the archbishop of Paris. It has been insinuated that the
archbishop was an illegitimate son of Cardinal Richelicu.

Montherlant was personally acguainted with both the Jansenist and
the Jesuit beliefs,2”? His maternal grandmother had some Janserists in
her family, and his father had gone to a Jesuit school., Also, for his
baccalaureate examination at Sainte-Croix, Mentherlant cliose to study
Blaise Pascal (1623-1662), who had accepied the Jansenist faith and lived
as an ascetic at Port-Royal.

Montherlant wrote a first Pori-Royal in 19403 he reworked it into
its present form in 1953. As a documentary basis for his play, Montheriant

used the Constitution of the convent, as well as Sainte~Beguve's Tool,

Port-Royal.20 Montherlant limited the action of his play to a single day

at the convent; and he presents it without acts, scenes, or interwissions.

2lyjontherlant, Thédtre, ope Cite, pp. 969-1C55.

25t Pp. 6, 9, and 22,
26,

Montherlant, Théitre, op. cit., "Notes," p. L057.



The two principal characters, who will be discussed below, have been
portrayed according to their actuel counterparts at Port-Royal.

‘The play opens upon the nuns! crisis of having to decide whether
or not to sign the pope's edict., There are many nuns who declde to sign
because of outside pressure from their familles and the swrrounding com-
munities. But there are also many, among them the twelve who are sent
avay, who are true to their faith and who wish Yo maintain their inde-
pendence to believe as they piease, Amonz the sisters at the convent
are Soeur Marie-Frangoise de 1l'Hucharistie and Soeur Angélique de Saint-
Jean, who represent conflicting viewpoinis about the papal edict and what
it means to their personal faith.

Soeur Frangoise, aged twenty-iwo, feels that her greatest need is
to be alone with God. She feels that signing the edict will not bring
about any noticeable changes in their daily practices; so she contem-

plates signing it in order %o be left in peace. So far, she has refused

a
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to signj; but she admits thal she is only echoing the decisions oi the
others. She questions some oi the Jaunsenist doctrines. For example, she

wonders why, if the Jansenists are willing to suiier, they complain about

AAQ
the persecution they are now receiving. All she wants is to be near Ged,
her source of inspiration. In her conversation with Socur Anzélique,

she explains:

Je ne suis faite gue pour ltadoratio I ]
que Dieu et moi. . . .llotre Seigneur est s
que je veux etre en iui (Port-Roval, pp. 995-96).
Soeur Angélique, aged thirty-nine, who has been selected as the future

abbess of the convent, believes that they should not sizn the pledre be-

£ =

cause they should have the right to believe as they pleass, no mavicr whas
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these beliefs are, She feels that the Church, in persecuting them, will
reject them if they do not sign. Upon being rejected, the nuns will have
a painful and false sense of guiit. Above all, she feels that the com-
manal life of The convent must be preserved; and she tells Soeur Frangoise,

who likes to worship and meditate alone, that she wmight be better adjusted
in another convent.,
Although Soeur Angélique has spoken with the confidence of un-

shakable convictions about their right to independent belief, she ex-

7/

presses Goubt about her personal beliefs and her fear of bLein

12 sent
away. In a conversation with the Mother Agnés, she adds that she likes
the night, but fears the day and the August sunlizht. Yet she tells of

a dream in which the night was too black and stormy for her to find ner
way. Dreams are significant omens to the Jansenist nuns,

-

Thus, the contrast is evident between Sceur Frangcise and Soeur
Angélique. Sceur Frangoise has & strong personal and almost mystical
religion; she does not wish to be disturbed by man!s petty details.
Soeur Angélique has a strong sense of their right to believe as they
please and a preference for communal living, yel she does not secem
very certain of wnat she believes,

During the visit of the archbishop, who immediately initiates
the Church's punishment, Sceur Frangoise has prayed for and received
ger inspiration; and she has the courage to confront the archbishop.
She tells him that the nuns were first condemmned, and then the Church
looked for some reasons to apply the condemnation. She adds:

e

Nous sommes différentes et cle

st, en effet, le seul griefl qulon
ait contre nous. Nous sommes dailifcrentes, wals le christianisme est
différent. . . .Clest l'amour gue nour portons & Dien qui nou. atiire
0

@ no :
la haine du monde., Le monde nous hait comme il a had Jesus-Christ

(Port-Roval, pp. 1033-3L).
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Soeur Angélique, however, remains mostly silent; but when Scour
Frangoise asks her to support her arguments, Sceur Angelique is able
only to uphold the principles upon which their faith is founded, show-
ing great pride in the infallibility of the convent's creeds. She tells
the archbishop:
Dieu nous a fait la grace que nous fussions instruites et beau-
coup plus fondées dans les véritables principes de la religion et

de la piété que ne le sont une infinité de personnes religieuses
(Port=Royal, p. 103L).

The archbishop is shocked at tiis reply, saing: "Woild le plus grand
orgueil de fille que j'aie jamais connu' (Port-Royal, p. 103L).

At the end of the play, Sceur Frangoise is sure of her faith;
and she returns to the convent, determined that she will continue to
uphold the convent's beliefs. Soeur AngGlique is taken away %o a
solitary cell where she must remain untii she signs., She speals of
the "Portes des Ténébres," (Port-Royal, p. 1054 st passin), the shad-
ows that will covér her faith.

Montheriant mentions that one must recognize in Forl-ioyal a
secret movement by which the nuns liked to be disliked, thus showing

; L. 2
that they scorn the rest of the world, Soeur Angélique is one of

these nuns., oShe willingly exiles herself from the rest of the world,

(‘.

from the authority of the Church, because of her scorn for cutsiders and
‘her zeal for the "order," both popular themes with Montheriant, As a con-
sequence f her scorn and her zeal, she is exiled from her community, as

well as from God, since Montherlant indicates that the seclusion is zoing

to be unbearabie for her.28

2TIbid., note on "Port-Royal et la 'Grande Temtetion,'" p. 1065.

Ibid., "Préface," p. 965.
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Soeur Frangoise, on The other hend, passes from the shidows oz
£

her uncertainty into the iigzht of her belief, She has been searching

for the truth, refusing to scorn others! ideas, and she becones tiie

3
<

single example of Montherlant's heroines whose fate is a positive
optimistic one.

Soeur Angéligue, along with the other nuns who must leave, find
their tragedy in their exile, widch they could have prevented if they
had signed the papal edict. I their comvictions in their faith would
not let them sign, then they triumphed in their resolution to be true

to themselves. But itf, like Soeur Angélique, they reifused tc sign
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because they coulé not admit that thei

% T -
10 De Wrong,

they find another tragedy in refusing to adrit this false pride.

Ile Cardinal d'Espagng,29 written during 1957-58, is Montherlant's

last play to date., He wrote this play during the same time that he

ct

wrote Don Juan, which are both laid in Spain. Montherlant admits ths

le Cardinal d!Espagne is not a historical play; he took many personalities

from that periocd of Spain's history, but he rearranged the facts and
Yo T 30
characters to his own satisfaction.
The play is based upon a historical character, the cardinal

Jimenez de Cisneros (1436-1517), who had been a vicar general to the

29“enry de Montherlant, Le Cardinal d'Espagne, piéce en
(Paris: Gallimard, 1960), pp. 1-2065.

30rpid., "Postface," p. 21l
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bishop of Seguenza; a Franciscan friar; Queen Isabella's confessor;

regent for two Spanish monarchs, Juana ana Charles I; a cardinalg and
grand inquisitor for Castile.
Another historical character who appears in this pley is Quecn

Juana, la reine Jeamns (1L79-1555), who was the daughter of Ferdinand

and Isabella of Spain. Queen Jeanne married Philip le Bel of Austria,
suffered deeply because of his infidelities, and became insane at his
death in 1506. She briefiy ruled as queen between 1504 and 1506 and

until her father, Ferdinand, rewuwrned from Naples, Charles

Queen Jeanne and later emperor of the Holy Roman Lmpire,
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until 1517. Cisneros was again regent from the death of Ferdinand in
1516 until the arrival of Charles to Spain in 1517.
ainst ineciion

The principal theme of this play is action & .

a man's decision whether his deeds have any neaning.B* Another theme

o present is paternal rejection of filial mediocrity; in this case
the cardinal Cisneros rejects his mediccre grand-nephew, Cardona,
captain of the Cardinai's guards. There is also the theme of false
pride, or a faise reason for actions, evident in the character of the
cardinal.

The action of the piay takes place during the last three days of

"the cardinal's life in November, 1517, at Magrid. The old cardinal, aged
eighty~two, is very powerful, but is greatly hated by nearly cvery one
who knows him. The only person who does not seem eager for his death is

his grand-nephew, Cardona. Nevertheless, Cardona is treacherous and

31Tbid., pp. 212-13.



cowardly, and justly deserves the cardinal's scorn, which is frequently
evident. Cardona admits that he is both brave and cowardly, that, as
a commander, he is brave; but, as a man, having to meet his equals in
soclety, he is afraid.

The cardinal is portrayed at first as a great but humble man,
He wears the cardinalls hat, but he goes barefcot, according to the
custom of the Franciscan friars. He beileves that God is in him, that
he is God's servant; thus, whatever he dees must be right. He lknows that
he is hated, but he admits that hatred only strengthens him. ALis he tells
Cardona: “Je gouverne; . . «Sachez que Je fais ce qu'il faut pour gutlon

u . 2 - - - - cap Es L =
me haisse. . o oJ'aime leur mépris (le Cardinal d!'Ispacne, act I, scene

vii, pp. 52_3, 59, and 69).

When the play opens, the court is awaiting <

1
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king Charles, the future Emperor Charles V, who will take the throne irom

his mother, Jeanne la folle. The queen
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szne since her husband, Philip, died; she rules in name only, as the
carcinal has actual charge of the govermment. = Jeanne lives completely
isolated from the court. with only a few ladies-in-weiting and several
cats for companions. She dresses in black, drinks water from an earthen
bowl, often refuses to eat, and complains of bats flying around her head.

-She is completely oblivious to reality, but at tines is perfectly lucid
« J ¥ J

and able To converse intelligently with cccasicnal visitors. However, she

emphatically exclaims that she does not like strange faces.

Cardinal Cisneros must visit the queen tc see if she will publicly

grest her son, the new king, when he arrives. Cisncros teils ner That iv

is necessary for her to be seen by her people occasicnally., During the.o



conversation, the queen lucidly explains her reasons for isolating her-
self:

Les ténébres me plaisent; . . » On me demande pourquoi je vis en-
tourée de chats. . . . Parce que les chats ne stoccupent ni i

ni des Empires. Cela fait un lien entre eux et moi. . » . (Le Cardi
d'Espagne, act III, scene iii, pp. 113 and 1l7).

The queen also tells the cardinal that he 1s dust, just like everyone
else., Mot only that, but he should have discovered years ago the van-
ity of things., She then accuses him of liking his political power, and
that he is not a truly humble man because he lives among the proupd
nobles, bas sing his life like a pagan.

Cisneros is astounded at her effrontery, as she continues to say
if he were truly humble, he would nave relfused to

confessor and remained in the cloister. OShe explains hexr concept of Cod

Vous sursautez si jo dis qus Dieu est le rien., ILe rien n'est
pas Dieu, mais il en est l'approche, il en est le commencement. . . .
il y a deux mondes, le monde de la passion, €t le monde du rien . . .
je suls du monde du rien. Je n'aime »i je ne veux rien, je ne
résiste & rien. . . . et clest ¢ me rend bonne chrétienne
. +» . chaque acte que je ne fais pas est compté sur un livre par les
anges (Le Cardinal d'Espasne, act II, scene iii, pp. 131-32).

&

After the cardinal leaves, he meditales on what the queen has sald, re-
alizing that she has already faced reality, seen the mediocrity of actiong
and rejected the world, Suddenly, he sees his own futile struggle,

the hatred of other men, his advancing old age, and he longs ©to retire to
contemplate and worship God. Having reached this point in his ul.dnlking,
he collapses, nearly dying. When his nephew Cardona calls for help to

the dying man, the surroynding nobles, whom only Cisneros has been able

to keep under control, kneel to pray for his speedy death., Hearing their

scorn, he revives, intent on living until he meev. the king to advise lim



about the government. Just before Cisneros dies

ing all his previous deeds of goodness by punisnii

s e seems to be destroy-
ng his enemies, using

the name of God and the state to destroy whalever resisted the royal
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Then he receives a lette
his rule so that he can retire in his old age.

longer has any power and feeling that

the young king, relieving him of

Upon hearing that he no

he has been betrayed, he dies,

amidst the barking of dogs and +the ringing of the angelus,
Queen Jeanne, already tragic because she 1s mad, also causes the
tragedy of the cardinal., Cisnercs believed that he was God's servant,
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and that his reasons for his acltions jus

He sustained himself by this false pride., By hi

queen, he came face to face with the truth. ILik

he liked to be disliked, because he scorned L
avowed his devotion to God and his uhirst to

e
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worship; yeb, when he lost his political pov

live without the feeling of importance that this

One could say that Queen Jeanne is happy;
worries, She lives in a negative empitiness; she

to Montherlant, who himself has lived in retirement since

‘the queen's philosophy is justified.

inutile, wrote:32

raris:
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324enri Perruchot, Montherlant
citing Montherlant.

Hontherlent, in his

means of attainment.

s conversation with the

T

he nuns of Port-Royal,
—tr

rest of the world, He
ire in sclitude to
he collapses, unable to

power gave hime

certainly, she has no
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Gallimard, 1959),



I1 n'y a pas beaucoup de prise sur un homme deont liidézl
la mort dans la vie--du moins la mort zu monde, car cette mo
en réalité, la véritable vie. . . . C'est la vie obscure qui
le grand soleil.

}-5 )

With the cardinal, ons returns to false pride; and Montherlant believes
that egotism is responsible for the greatest sorrow in men.33 Thus
perhaps the queen is not tragic, by Montherlanils standards. Accordingliy,
the cardinal is the tragic person; but he did not realize his tragedy

until he spoke with the queen.

33peter Quennel 11, ed., Lblvc ted Essays by Montherlant (New York:
The Macmillan Company, 196;;, P. 276,




CONCLUSICNS

The tragedy of the women in Montherlant'!s theater varies from

S

woman Lo Woman. One dies; some are bereaved of their husbands or song
most are left in solitude., Of the sixteen women who have been discussed,

only one seems not to have been Tragic. She is Sosur Frencoise of Port-

Royal, who sought truth and the Divine will and found inspiration for her
faithe

As for the remaining women, some are innocent of their tragedy;
but many cause it, although their connection seems to be an indirect
_one., It seems that the male characiters possess in greater abundance
the qualities which lead to the deaths or solitude, although many times
it has been the women who have provided the final stimulus which results
in the tragedy.

Several tragic themes are Ifrequently v_.:):eszs.ed in Montherlant's
plays. These themes are pride, passion, maternal possessiveness, lack
of contact with reality, and solitude

Those women whose pride makes them tragic are Christine Villancy

of Celles ocu'on prend dans ses bras, the Infanta of La Reine morte, and
the nuns of Port-Royal, principally Soeur Angélique, Christine sacri-

5
‘fices her virtue to her unbending pride, for she can not accept Ravier!s

help without giving sometiing in return. The Infanta, so intens
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of her royal status, can not bear to believe that she is incapabls of

persuading Inés de Castro to flee. The nuns holding stronz convictiocns

=]



about their beliefs are isolated from their "order," and Soeur Angélique
suffers this injustice at the cost of her own faith,

Pasiphaé's traggdy results from her uncontrollable passion. Her
pride, too, in her uniqueness as queen and in her descent from the sun-
god is a tragic factor in her life,

Three women are guilty of maternal possessiveness. Geneviéve
de Presles of L'Exil is the most tragic of the three, for she emothers
her son's personality, causing him to turn against her, Madame _cvrais

of Ia Ville dont le prince est un enfant, who is modeled after Montherlant's

mother, is more sympathetically portrayed than Geneviéve; but

Jdoses in her rivalry with her sont's friends. Marie Sandoval in Fils

Personne, although generally an admirable mother, seems to encourage
Gillou's mediocrity as well as to place him in wartime danger because of
her desire to be with her lover.

The women whose lack of contact with reality contribute to their
tragedy are the most admirably portrayed. In Un Incompris, Rosetteis

blindness to her habitual lateness leads to Bruno'!s rejection of here

Marie Samdoval of Demain il fera jour, unselfishly loving Gillou, wants

his hapiness, although it leads to his death. Ana de Ulloa, Don Juan's
faithful little mistress erhaps does not recognize his inability to be
5 iy =]

“true to one woman. In the end, she loses both her father and her lovere
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Isotta, so eager to protect her beloved Malatesta, blindly orings him
before his murderer. Inés de Castro, of I2 Reine morte, so swc & and

loving, 'is-blind to Perrante's inconsistencies, and he orders her iilled.

[

bl

A - z - - ) - - .
In le Maitre de Santiago, Mariana rejects her only chance to develop her
— iaiid

own personality, as she blindly follows her father into religioys seclusion.



Solitude, already the fate of most of the women mentioned above,

is also the fate of the remaining ones. Queen Jeanne of Le
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di¥spagne chooses her solitude. She is the only feminine character who
is happy in her solitude, perhaps because she is the only one who is
mentally disturbed. It must also be mentioned that she opens the

cardinal's eyes to his inner confusion and vanity, thus making him more

]
s

susceptible to death, In Celles quton prend

181l
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ges bras,Macdemoiselle

Andriot is deprived of all physical and emotional associations. It is
her realization of this solitude which makes her behave so incor _stently.
It is difficult to conclude why Montherlant has made the women

in his theater so tragic, or why he has somelimes made them the stimulus

Ul

which "triggers" the tragedy, for he has overwhelmingly placed these
women above his heroes., Personally, he admires women,

give them equality with men. He has been drawn towar
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having had many misiresses, as well as two unfortunage engagements, but
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he has refused to marry. He has

o]

rofessed a gentleness toward women,

according to his essays, but he treated the heroines in his novels very

(&)

ungently, as well as giving the women in his theater much innocent guilt.
Comments by others about Montherlant reveal two very evident facts
(1) those who do not know him personally believe he speaks through his
‘male characters and thus is within each of the proud, egotistical, soli-
tary men who stride across the stage; (2) those who have known him person-
ally attest to his great personal warmbh and friendship and his concern

for others.



Thus, there are contradictory opinions about him as a man, an
f his theater. In

accordance with his desire to portray the inconsistencies of lifec

here is no consistency in his characterizations. The women of his
theater have been generally adwirable, bubt each of these same women

A

“

is tragic because she has also a quality of destructiveness in her baslc

make-up. These contradictions, considering lMontherlant's philosophy of

a5

syncrétisme and alternance, are not surprising.
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