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Manai milal m3teil

Tris lietas mani moca no mazotnes:
kas biju, kas bUsu un esmu kas es?
Daudz atbildes radids, daudz izzuda,
13idz beidzot %I viena man palika:

ne puke, ne lapa, ne zieds es, ne zars,

ne zvaigzne, ne saule, ne liesma, ne stars, -
es esmu tik sIks zieda putekllts,

kas miZIbas v8ju nests lido un tric.

¥r, Barda
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INT2ODUCTION

In the opresent century, it is impossible for any student of
cultural and artistic 1ife in France to be unaware of the name of
Jean Cocteau, Wot only was he a Tascinating writer with a briliilant
renutation, but his talents encompassed such a wide sphere of activity
that he is known by musicians, for his association with Erik Satie and
the Groupe des Six, by baletomanes, for his collaboration with Diaghalev
and the Ballets Russes, and by artists, for his interaction with Picasso
and the post-Impressionists.:

Unfortunately such a full and interesting life lends itself to
colourful biograﬁhical accounts, of which there is no lack, and a
paucity of scholarly stndy concenirating on his work, wherein one finds
a deevner, more meditztive Cocizau, as vei larrelv neglected,

The present study will atiemnt to investigate one aspect of

Coctean's works, OCut of the post-war neuroses of the 1920s and 1930s,

i

there arose a strong precccunation with the human condition and there was

.

an equally sirong belief that it was not man, but fate that governed events,

This force of destiny occunies the centrs-stage of many o

[9)

writings,

But Cocteau is first and foremost a dramatist. His techniques

are very refined, although often misunderstood, and closely tied in with

o

2

the notion of an omninresent destiny., Hence his dramatic technigues are
are indivisible from the ideas conveyed; there can be no true distinction
of forme and fond, but for practical purposes of organization, the

techniques will be considered separately for special study here,



The nlays before us were chosen as the most striking reflections

on the conflict of destiny and free will, They have been grouved

chanter will consider

according to three classifications.

C

. v' - ™ - s L P - - ~ L =L y .
Anticone, Ormnee, and La Machine Infernale, 2il of which are adantations

of Greek nytihs th=t centre unon man's struszgle to control his own life in
the face of an implacable fate. The second chapter includes the modern

. - . L d .
plays, Les Parents Terribles, Les lonstres sacrés and La Machine i écrire,

Here Cocteau remains preoccupied with fate, but now uses as a vehicle for
his obsession the traditions of boulevard theatre. Finally the third chap-

ter will concern itself with the theme of destiny as presented in Les

- LA

Chevaliers de la Table Ronde, L'Aisgle 2 dsux tetes and Bacchus. These

o

dramas, like those of the first chapter, are base

i

on pre-existent

As 1
Ronde, are alsc ceonsidered in chronolozical order of writing, this

categorization will facilitats the demonstration of the develooment
in Cocteau's approach to and revresentation of the central conflict,

A select bibliogranhy of Coctzau's works and critical studies
7

useful directly or indirectly in the writing of this paner is annended.



CHAPTER I

DESTINY IN THE GREEK PLAYS

In his essay Théitre et Destinl, Pierre-Henri Simon has

Judiciously underliﬁed the close link between the renaissance of drama
in France in the years 1920 to 1940 and the inquiry intoc the modern
human condition, that is, the plight of man in our contemporary world
and society. From the beginning of the century this investigation has
had recourse to the Greek myths, and many dramatists have availed
themselves of these ancient sources, modernizing them and altering them

to suit their own vhilosophical and aesthetic ends, Paul Claudel

translated Orestiz, André Suarés composed Electre et Creste, André
inich are betier

Gide wrote a version of Oedipe; more recent examples =

known are la Guerre de Troie n'aura pas lieu and Electre by Jean

Giraudoux, Antigcne, Medée and Eurydice by Jean Anouilh and Les Mouches

Dy Jean-Paul Sartre. Jean Cocteau for his part, has written three
transpositions of the myth: Antigone (1922), Or-hée (1925), and

La Machine Infernale (1932).2

p S P - . . . .
Pierre-Henri Simon, ThéZtre et Destin (Paris: Armand Colin, 1900).

2 < :

In 1922 Cocteau also wrote an.adaptation of the myth, Qedipe

Roi, which was never performed, but the theme and the myth of Oedipus
are employed in a deeper and more original fashion in la Machine Infernsle,

3
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One is naturally led to inguire why such a number of dramatists
turned to the ancients as a major source of inspiration. At the end of
the nineteenth century the predominant style of French theatre had been
to a great extent the realist houlevard dramas such as those of Brieux,
Curel, Lemaltre and Bernstein. These works dealt chiefly with the
inconsequential incidents of French 1life and were directed towards the
bourgeois audience, their primary purpose being to entertain, with rarely,
if ever, a deeper meaning than their formulaic but complicated plots,
With the growing consciousness of the human condition, created by
various artistic and philosophical movements such as symbolism and
surrealism, writers realized that a more substantial fabric was necessary.
to bring about an awareness of the human predicament, The use of myth
created a distance between the stage and reality that is necessary to
symbolize the universal as opposed to the episodic truths in man's
existence. There is however, a dichotomy present in this thought:
although distznce is created by the mere fact that an ancient myth is used,

...myths are permenent. They deal with the greatest of all

problems, the problems which do not change, because men and

women do not change. They deal with love; with war; with sin;

with tyranny; with courage; with fate; and all in some way or

other with the relation of man to those divine powers which are
sometimes felt to be irraticnal, sometimes to be cruel, and
sometimes, alas, to be just.3

As the ideas expressed in myth are of a universal nature, the

characters themselves are not mere men but archetypes reflective of

this universe: "The value of the mythological character rests precisely

3Gilbert Highet, The Classical Tradition: Greek and Roman
Influences on Western Literature (New York: Oxford University Press,

Galaxy Books, 19%), p. 540.




in the fact that he is not an individual but a type, an archetype...

L

Larger than life, he embodies a universal truth,"

After the shock of the First World War and the totally disordered
and anarchistic tendencies that had completely upset the European
continent; there was a definite need for a return to an ordered form
with some semblance of coherence.

The renewed classical impulse in the arts began to take seed

in the year 1919, Feeling that the growing formlessness of
modernism was threatening to undermine the very foundations

of art, many artists turned tec the strict forms of classicism
as an antidote to artistic anarchy. Picasso's gigantic mythological
nudes, Stravinsky's and Prokoviev's flirtations with classical
forms in music, the taut tetrameter quatrains of T.S. Eliot

and Ezra Pound - all of these manifestations of aesthetic
entrenchment represented an almost universal desire on the part
of the leading artists of Europe to curb the excesses of avant
garde art.5

5

the Greeks provided such a formn for the theatre.

h

The ancient myths o
They served as an aesthetic principle and raw material for other aesthetic
objects. Although myth had lost its ritual function, it had not lost its
appeal; although it had lost its religious dogmatic function, it still
remained an artistic entity.
The ancient function of classical myth is dead. The function
of Christian myth (primarily a reconstruction of classical myth)
is in its death throes. Our secular myth as a vitael force in
human affairs is in the process of being born. The secular
myth has always been with us, but is now assuming a dominant
position in the world and its name is THE STATE.6

assirsr defines the nature of myth in regard to its rclationshins

Angela Belli, Ancient CGreek Myths and Modern Drama, A Study in
Continuity (New York: New York University Press, 1969), p. 192.

5Thomas Rees, "Notes on the Aesthetics of Jean Cocteau: Clair-
Obscur, Conscious-Unconscious", Studies in the Twentieth Century, VII

(1971), 65.

6Chester Clayton Long, "Cocteau's Orphée: From Myth to Drama and
Film", Quarterly Journal of Speech, LI (1985), 39.




between the individual and society: "In mythical thought and imagination

we do not meet with individual confessions. Myth is an objectification of

n’

man's social experience.

As a reflection of "social experience", dramatists tended to

modernize.the myth, still retaining the distance, but by this action
making the spectators more aware of their experience; the myth in the
hands of these writers has lost much of its ritual and solemnity through
the use of anachronisms and allusions to contemporary life, by which it is
brought down to a more perscnal and immediate level,

On sait que les mythes &étaient, chez les Grecs, la réponse
4 . - . “ »
donnée par 1'imagination des postes aux problémes posés par la
. g .
nature et le destin de 1'homme. A notre epoque, ils permettent
- o e @ A .
aux dramaturges contemporains d'évoquer les thémes de reflexion
L ad o 3 O 43 & - -
suggérés par l'actualité (fatalité, liberté, engagement et
. e ., S e v . - e .
sincérité) 3 1'aide d'un contexte poetique indeniable - la
£ . T A - : - - - ~ B
poésie nalt du dévaysement dans le temps - et de fagon beaucoup plus
.1 - . - 5 - . =
libre: en dépouillant leur pidce des scories du présent, de
& o y . . oA .
1'evenement actuel, contingent, accidental, Sartre, Anouilh ou
2 - . .« 4 * L
Cocteau atteignent & une plus grande impartialité en élevant le
- - < L ~ -
debat au niveau de l'eternel. Dans 1l'ensemble...ils ne reprennent
pas le mythe dans toute sa solernité et ne cherchent nullement
-~ . - (] @ . - - - L
a_faire avpel a l'adhesion entiere du zublic: lsur transposition,
= . . L. N - . P
ou se melent imagination et humour, symbolisme et fantaisie, est
pleinement libre, leur souci de irouver un prétexte de réflexion
. - N < ¢ . .
pour 1l'intelligence de 1'homme moderne est évident., Le pathétique
® S . - 3. e -
de laz tragedie traditionelle est comme relegue au second plan:
2 2 1P % g i . 1 154
mals 11 s'efface devant un autre pathetique, celui de la solitude,
" P e = s e
celui de l'absurde ou celui de la liberte.8

With respect to the theatre of Cocteau, Estdve continues:

En transcrivant le mythe, Cocteau exprime, par le fait rene,

) 7Ernst,0aésirer, The Myth of the State (New Haven: Yale
University Press, 1945), p, 30,
8. - - -
Michel Estéve, "Les Mythes d'Orphée &b d'Oedipe dans le théitre
de Jean Cocteau", Le Frangais dans ls Monde, XLV (1946), 6-7.




quélques-unes de ses plus intimes tendances, de ses plus

constantes obsessions, celle de la vocation du noetp et celle

du duel de 1l'homme avec son destin,9

Cocteau's first attempt at transcribing a Greek myth produced
the play Antigone in 1922, This work is the closest to the original myth
in its retention of the text and action, and apvnears to be almost a direct
translation of the Greek drama, DMore significant than the text however,
are Cocteau's dramatic techniques and their underlying implications. In
1925 Cocteau completed Orphée, his first original work in which the plot
substance of the ancient source is retained but the myth is used as a

backdrop for a discourse on the destiny of the poet and artistic creation,

His last play directly based on a Greek source is la Machine Infernale,

dating from 1932, in which Cocteau considers the vlight of man in the face

of an implacable destiny. Although the last zct closely adheres to

?

Sophocles’ re primarily Cocteau's own invention

H

o

3zt three act

7]
W)

+ - -7
text, the

)

3

e

he original work had been narrative

=

zed what in

e

in essence Cocteau dramat
material,

By the mere fact that Cocteau uses a myth, he consciously affirms
the existence of forces beyond the human sphere that direct man's life
according to an orderasd law beyond human perception, Cocteau achieves
the dramatic presentation of the myth by a variety of theatrical effects,
nevertheless woonstantly keeping in mind contemvorary society and our
modern world.

In the preface to Antigone Cocteau describes his adaptation:

9Ibid, p. 7.



C'est tentant de photographier la Gréce en aéroplane,
On lui découvre un aspect tout neuf,

Ainsi j'ai voulu traduire Antisone. A vol d'oiseau, de
grandes beautés disparaissent, d'autres surgissent; il se forme
des rapprochements, des blocs, des ombres, des angles, des reliefs
inattendus.,

Peut-6tre mon expérience est-elle un moyen de faire vivre
les vieux chefs-d'oeuvre., A force d'y habiter, nous les
contemplons distraitement, mais parce que Je survole un texte
20 . .y ' . 3 I P

celebre, chacun croit l'entendre pour la premiere fois.10

Cocteau attempts to present this Greek tragedy as seen from an
aeroplane, a bird's eye view appropriate to the modern age, wherein only
the essentials are stressed and the elements are concentrated to a bare
minimum. This concentration is seen in the decreasing of actors, specifically
. a. . 11 . 5
in the role of the chorus being reduced to one character, and in their
terse and colloquial language., The absence of a specific décor gives the
myth a transcendental and universal context. The costuming is also
"concentrated": the characters all wear black leotards and white

masks through which their own faces are visible. The masks serve a double

re they a retention of a Greek dramatic tradition, but,

W

cion: not only

the artists' masks

S o
L

as the audience 1is able to view the formalized featurss o
and the actors' faces simultaneously, it is as if the characters were being
regarded from two angles at once, one of them a distancing angle. As the
audience knows the myth but is shown it from a distance, so too this holds
true for the characters. Finally in the production notes Cocteau states:

. : e 12
"L'ensemble évoquant un carnaval sordide et royal, une famille d'insects."

10Jean Cocteau, Antigone, Oeuvres Complétes de Jean Cocteau
(Geneva: Marguerat, 1946-1951), V, 139. The Ceuvres Comnletes de Jean
Cocteau will hereafter be referred to as 0.C.

11In this there is a resemblance to Anouilh's Antigone (Paris:
La Table Ronde, 1947), wherein the roles of the Prologue and Chorus are
given to one actor, again underlininz the idea of economy.

12Coc‘tea.u, Antigone, 0.C., V, 143,




Once again a distancing view is suggested, an allusion to the view from
the aeroplane from above; hence the audience is raised to the ranks of the
gods who look down on the drama, the characters being no more than insects
in their regard.

Desnite the fact that Antigone is almost a direct translation from
the Greek, it is not difficult to see, in Cocteau's adaptation, the first
manifestations of his preoccupation with the fate of man and other related
themes that he would go on to develop in succeeding dramas, Between Antigone
and Créon there develops the central conflict of established order versus
the pure disorder of youth. Antigone exhibits all of the characteristics
of a traditional Cocteau heroine: youth, purity, solitude, love, beauty/
and mythomania; and she suffers accordingly, ending her life by her virtual

13

suicide in order to cheat her proper destiny as the daughter of Oedipus,

T

n the snoken text to the workings

[0
1971
[

Apart from the many referanc
of the gods, the only agents of fate appear to be the chorus and Tirésias,
both ,in their speeches, foreshadowing the eventual fate of Antigone and

nt

'_J-

trying to prevent her self-destruction. Nonetheless, an interesting poir

is raised by Claude Mauriac, who states that the intense speed at which the
drama unfolds elicits a2 sense of the sunernatural:

6 & delﬂbefoment de la vitesse comnme

I1 lui est arrivé de se servi
rement propre 2 faire surgir le surnaturel,
t d §

d'un procédé particulidr
On devine ce qu1 1'a sedv
qu1 1'a conduilt 2 1'adapte
3 une telle cadence que tnus

ans 1'Antigone de Sovhocle et ce
l'action se deroule d'une haleine et
les chalnons intermédiaires qui

13These ralated subjects are not dealt with in detail at this
point as they become the isolated focal points in succeeding dramas,
and as such will be elaborated upon in later references.
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relient dans la vie habituelle les actes humains, sautent.
Les gestes et les décisions essentiels demeurent seuls et naissent
A B T S e N8 8 i
les uns des autres avec une rapidité qui tend & 1l'immobilite.l4
Through its extreme rapidity the play becomes almost static, the actor

is dehumanized, and a sense of the supernatural is evoked, as if the

action occurred in but a moment of time.

In 1926 Cocteau completed Ornhée, his first original work
based on a Greek myth, Whereas in Antigone alterations to the original
had been minimal, in Orghée, although the plot substance of the ancient
myth is retained, Cocteau added many new elements both to its essence and
to its presentation.

The work concerns itself with the destiny of the noet and the
process of artistic creation, the seaxrch for the sources of voetic
inspiration., Cocteau believed that a poet, by extension any artist,
possessed the capabilities of exposing mysteries beyond human compre-
hension,

Le podte est le véhicule, le médium de forcses inconnues gqui le

manoeuvrent, proritent de sa pureté nour se répandre par le

monde et, sincn résoudre, du moins soulever jusqu'd 1'écoeure-
ment des problémes conire lesquels chacun veut se mettre en

garde dés le réveil.l5

-~ v - .
Hence the poet's role can be seen as one of dévoilement,

1L"Cla.ude Mauriac, Jean Cocteau ou la vérité du mensonce
s: Odette Lieutier, 1945), p. 127.

(Par

e

15Cocteau, Portraits-Souvenir, 0.C., XI, 16,
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revealing the intrinsic mysteries behind the mundane everyday fagade,
acting as a balancing force between illusion and reality. Nevertheless
the poet cannot recognize these supra-human forces, rather he is their

. . - ' - 5
victim; as Orphee comments to Zurydice:

3
in
we

Neous jouons cache=cache avec lss dieux. Nous n'en
savons rien, rien, rien.l6

And to reach his final destiny, the poet must pass through various

trials or "deaths":
° 17
Le poete doit mourir plusieurs fois pour naltre.
The creative poetic process places the poet in contact with
the forces of the beyond by the death of his conscious self. Cocteau

describes this process

A force de me meurtrir...d' attend¢e Uar*01s dps hﬂurcs, seul,

Aebout, ma la me
voild qualya
antenne, fs tout & fzit Horse n Stradivarius de darcmeilrss.

Un d_Lc.y SO,
In the play Orphée is sinilarly recentive to these messages
from the beyond which are tapped out by the horse, The horse, perhavps a

suggestion of Pegasus, is an agent of the noet's fate, It is after finding

the horse that Orphée lezves the city to isolate himself, tc seek out
pure roetry, his true vocation, nis destiny. Hence Orrhée leaves his
conscious seif with the aid of this magic animal, By this suppression

and by the descent into himself, Orvhse succeeds in brinsing back nieces

~Cocteau, Orphée, 0.C., V, 25.

[
[

1 . . . T .
7Cocteau, Orphée, Film (Paris: Editions André Bonne, 1950), p.

8Cocteau, Prospectus, 0.C., XI, 13.
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from the beyond, be it in the tangible form of Eurydice or in the form
of the phrase "Madzme Zurydice reviendra des enfers", and in taking
these forms from the sunernaturzl:

e lans ma nuit et il en zort comme un vlonseur,
Je donnernis mes oeuvres comnlétes
nhrases ol je m'écoute comme on

. -

ecouvre un nonde, dJe

- > : - -~
ecoute la mer dzns un Cesede Q

c
retourne ma peau., Je tr
Every act of poetic creation is also a rebirth for the poet;

hence the reason for Orphe's return to find his birth certificate. As

art is a process of continuous questlioning, exploration and discovery,

to continue with one form of creation spells death to the creative process;

as Orphée tells Heurtebise:

L)

x i3 . > - > Lo - . -~

Ma vie commengait a se faisander, a etre & point, a
Ll -

puer la reussite et la mort.20

" + o .;. 1 = 4 o 1 P - ¢ 1> &
Sven though the poet feels the ccmnul ¢ seek contac

the forces of the beyond, kz is ounished for the destruction of the mystery
and for coming toc close to understanding the zupernatural powers working
towards his ultimate annihilation:

dtes. Il lutte aussi contre les
stes, Mais il redoute davantage
q
J

ui parlent. C'est pourguoi
eunes,21

L'Inconnu n'aime pas les p
savants et les autrss arti
les podtes qui devinent et
beaucoup de voetes meurent

I

Actions in life make the poet suspect and bring about his death:

Orohée is decapitated by the Bacchantes. This feeling of persecuticn

creates the feeling of constriction in the real world and causes Orphée

1QCoctea.u, Orphée, 0.C., V, 24,

Orhid, pe 24,

lCocteau, Préfaces, Cavalier de Frise par Jean le Roy, 0.C., X, 295,
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to collaborate with his death:
la vie me taille Heurtebisei...Il faut que j'accepte,
que je me tienne tranquille, que Jje 1l'aide, que Je

collabore, que Je lui laisse finir son travail.2Z2

The poet must also be aware of the necessary balance between
= J

3y
6]

the poetic and real worlds. This idea stands as a pr«fzce to the play
as it is conveyed in the prologue:
L ) . v . @ A
la tragedie dont 11l:1 auteur] nous a confie les roles est
P « s o
d'une marche trds délicate...Voici la cause de ma requete:
nous jouons trés haut et sans filet de secours. Le moindre

bruit intempestif risque de nous faire tuer, mes camarades et
moi .23

In essence, therefore, the characters are acting on a tightrope.
Le "fil" sur lequel Orphée et Eurydice danseront le ballet
de leur destinée est tendu entre deux mondes. Le premier

est le monde du visible, du quotidien terne. Le seconde celui

- - . - - . o n ® .
de 1'invisible augquel accddent seuls les etres privilégiés
capable de nriser eequi les sénare de 1'invisible.24

It is this idea of balance that Cocteau himself
choosing this myth. He states that as his mental work is that of a
lame man, with one foot in life and another in death, he is quite
naturally drawn to a myth in which life and death meet face to face.25

In the drama, Orphée loses his balance, sending Eurydice back
to the underworld, and later, he himself falls to his d=sath:

. ol - 3 .
J'ai dl tomber du balcon. J'ai dU tomber de trés haut,
- ~
de trés haut, trés haut sur la tete.26

Not only must the poet submit to this external physical destruction,

2200cteau, Orphle, 0.C., V, 77.
23Ibid, Do 170

24EVa Kushner, Le Mythe Orphigue dans la littérature frangaise
contemporaine (Paris: A.G. Nizet, 1961), p. 179.

2 . . s
5Andre Fraigneau, Cocteau on the Film, translated by Vera Trail
(New York: Roy Publishers, 195%), p. 101.

26Cocteau, Orphée, 0.C., V. 79,
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but also to that of his own work:

-
I1 en resulte que mon oeuvre me mange, qu'elle commence a
vivre et quz je meurs,27

Thus his entire existence is a 1life of relentless torture and death,

la vie d'un noéte est la chose
supplices et il n'en peut

Meme si elle
atroce, elle
gviter un.28

It is only after his death that the poet's intuition of his ultimate
destiny will become totally realized.

...seule la mort nous introduit totalement dans 1'au-deld.

Si le miroir est la porte de la mort quand elle vgut penetrer

. r - . ”» - .
dans notre monde, il est vrai aussi que 1l'autre cote du miroir
L) - . v -

ne peut etre eteint qu'en marchant derriere la mort.29

The poet is capable of communication with the beyond by means
of his poetic creation, as poetry results from a feeling of uneizsiness
in life:

Le confort tue. L'inconfort crée. Je parle de 1'inconfort
- » . -
materiel et spirituel.30

As the poet carries his poetry within himself, he carries his own destiny,
being at once victim of himself ancd the external forces.

Orphée's true destiny is the immortality of his art, his life

m

his pecetry:

becomes his art, his life 1

Que pense le marbre dans lequel un sculpteur taille un
chef-d'oeuvre: Il pense: on me frappe, on m'abime, on
m'insulte, on me brise, Jje suis perdu. Ce marbre est idiot.
Ia vie me taille, Heurtebise! Elle fait un chef-d'oceuvre.31l

27Co<:tea.u, Opium, 0.C., X, 93.

28Cocteau, Secrets de la Beauté, 0.C., X, 346,

29Cocteau, "Les Choses d'infini", la Table Ronde, 85 (1955), 34.

30Cocteau, Le Mystére la%c, 0.C., X, 63.
31

Cocteau, Orphée, 0.C., V, 77.
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Nevertheless, the plastic expression of the poet's art survives

time, moreso than does the artist; it is his claim to immortality:

Or toute la noblesse de 1' oeuvre dont parle Vasari vient de ce
contre-amble, de cet acte de présence de 1'artiste par lequel
i1 s'affirme et s'écrie au travers des siécles: ce cheval est
un prétexte., Il m'empéche de mourir, Je suis 13,32

The form that artistic creation takes, hcowever, is of minimal importance:
Créer: tuer autour de soi toutoce qul.empeche de se DrOJeter dans
le temps par l'entremise 4°' une apparence quelcongue, 1' intéret
de cette apparence n'était qu'un subterfuge pour se rendre visible
aprés sa mort.33
Cocteau suggests that new forms of art may help the poet further

his communication with the beyond. This was fundamentally the purpose of

his aesthetic of noésie de théétre, to awaken his audience to the mystery

that is visible in the everyday world; for Cocteau there is a "modern

mythology" which, simply because we are actively immersed in it, is not

apparent until he reveals it to us. As he states in the Préface ds 1022

= . . . P o -
for Les Marifs de la Tour Eiffel, "Puisque ces mystdres nous dépassent,

feignons d'en &tre l'organisateur."Bu This is the role of the poet, and
specifically Cocteau's own role in the theatre,

- . - . y .
Le poete dolt sortir objets et sentiments de leurs voiles et de
leurs brumes, wonuve* soudain, si nus et si vite, que 1l'homnme

les
a peine 2 les reC01331 re. Ils frappent alors avec leur Jeunesse,
. - .
comme s'ils n'eétailent jamais devenus des vieillards off 1els 35

Cocteau's own artistic doctrine is underlined by a modernity of aoproach

using any channel of communication of which modern media were carpable,

32Coctea.u, Opium, 0.C., X, 77.

3B 1pia, p. 9.

3Ll'Coctea.u, Les Mariés de la Tour Eiffel, Préface de 1922, 0.C.,

VII, 12. Hereafter Préface de 1922,

D1pig, p. 12.
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Aujourd'hui, c'est notre effort de contradiction qui commence
sa fin de courbe. Car la nouveauté,..ne saurait etre que la
recherche d'une place fralche sur l'oreiller. La place fraiche
se rechauffe vite et la nlace chaude retrouve sa fralcheur.36

The poet dramatist unveils the inherent mysteries of life:

e .
s e 0opPOES1E et =

ira
Dans notre specta

{8

- . - - - .S
cle de la vie quotidienne: voila ma DpileC€.s.s
cle je réhabilite le lieu commun,37

It is this modernity that Cocteau stresses in the presentaticn
of Orphée. By casting the myth in a modern context, he effectively gives
a concrete manifestation of poetic destiny by giving abstract notions
heretofore latently known‘but not apparent to the audience, a vphysical
form.

With the exception of Orphée and Eurydice, all of the characters

are personifications of the supernatural, in essence the agents of

+

Orphée's fate, In the notes for the costuming Cocteau denands "Orphée

<

tenuss d= ¢
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192]
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et Zurydice en mpagne, simples, les plus invisibles,

" Cocteau means commonplace and inconspicuous., These two

By "invisible
characters must be made to appear completely human, and recognizable as
such to the audience, as opposed to the remainder who are normally
invisible abstractions made visible by Cocteau.

The most striking personification is that of death itself:

La Mort est une jeune

vif et en manteau ds fourrure., Cheveux, robe, manteau, souliers,
Cd -
gestes, demarche a la d
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J Cocteau, la Machine a ecrire, Preface, 0.,C., VIII, 13,

370octeau, Préface de 1922, 0.C., VII, 13.

38Cocteau, Orphée, 0.C., V, 14,

Fmpid, p. .
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It is possible to contrast her annearance with that in medileval allegory:

La Mort fait allusion ici & 1'image que se formait d'elle le
- . - o , o

Moyen Age dans les mystéres, image denuls longtemps perimee,

® .. . . Y. s S .
Le spectre medieval fait place aujourd'hul a un personnage
civilisé, L'au-deld prend un visage humain,..un trait commun
entre cette personnification de la mort et celle courante du

P e -
Moyen Age est 1'effort pour rendre plus familier 1'au-deld.X0

La Mort justifies her appearance:

I1 y a encore une semaine vous pensiez que j'étais un

squelette avec un suaire et une faux. Vous vous représentiez
un croquemitaine, un épouvantail...Si, si, si. Tous le croient.
Mais mon pauvre gargon, si j'étais comme les gens veulent me
voir, ils me verraient. Et je dois entrer chez eux sans

etre vue, 41

Cocteau wishes to remove the unfamiliarity from death by making
her visible to the audience; nonetheless she remains invisible to the
characters on stage: to consummate the end of Eurydice's existence
La Mort covers the mirror, the gateway to the domain of death, and zlso
blindfolds herself. By this gesture she implies her invisibility in a
"mirror image", that is, if she cannot see, by implication she cannot
be seen., When Orphée returns, he does not believe that Eurydice is dead;
he belisves that he can see her, seated close to the bed, but it is only
by looking through Heurtebise's panes of glass that he can do so. In
reality Burydice is already in the domain of death and like death,
has become invisible to human percention,

By virtue of this personification, Cocteau presents the audience

with a physical demonstration of the final destiny of common man: his

40
41

Kushner, op. cit., po 195.

Cocteau, Orphée, 0.C., V, 47-48,
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own death. The fact that death is a constant companion to man is made
clear by Heurtebise when he speaks of the mirror:

Je vous livre le st
portes par lesquel la Mort va et vient. Ne le dites a
personne., Du reste, regardez-vous toute votre vie dans une
glace et vous verrez la Mort travailler comme des abeilles dans

une ruche de verre 42

cret des secrets., Les miroirs sont les
es

Notwithstanding, the destiny of the true poet is not death but
immortality; hence Orphée passes through the fate of common man to that
of the true poet, but only after realizing that he must renounce the
human world and be reborn through suffering,

Among the mysterious forces surrounding Orphée, some are obstacles
that he must overcome to achieve his true vocation, Befors finding the horse
Orphée was the most popular poet in Thrace, and his poetry was loved and
arrreciated by all., Bewitched by the horse, however, he is led to
sacrifice his fortune, his =lory and even his hanpiness, since the horse
causes Burydice's death, The horse is the first agesnt of fate, basically
satanic, since it brings about suffering. Nevertheless it can be seen as
indirectly benevolent in that it brings Orphée into contact with a new
zone of his being. The horse is essentially a disrupntive force that alters
the pattern of Orphée's’existence, and sets the drama in motion. As Orpheus
wzs able to charm beasts by his singing in the original myth, so there is

irony in having Orphée charmed by a beast., Here Cocteau is using anotr

er

. LR . 1 - . . . ~
"mirror image", following the principle of inversion .and reversal

“21014, p. 58,
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It is Heurtebise who, in an ambivalent capacity, 1s the most
active agent of fate. Heurtebise is sent from the other world beyond
human perception as Orphée and Eurydice's guardian angel,uBand as an
angel possesses wings in the shape of panes of glass strapped to his
back. He is by earthly profession a glazier who comes daily to repair
the broken windows in Orphée's villa. The fact that he is a glazier is
significant: in Heurtebise Cocteau presents the audience with an-
animated form of glass, and as glass is related to mirrors, a physical
manifestation of the gateway into the realm of death. On this specific
day, it is Orphée who breaks a window. This gesture acts as a foreshadowing
of his sojourn into the realm of death through the mirror., Nevertheless,
Heurtebise appears in his capacity as an agent of the other world with
poison for the horse and unknowingly, a polsoned snvelope for Eurydice
from the Bacchantes.

When Orphée returns to find his birth certificate, he takes the
chair from beneath Heurtebise who remains suspended in mid-air; zlthough
Burydice realizes that Heurtebise is not human, rather supernatural,

Orphée does not.
Le podte ne sait pas encore que le signe d'€lection est sur lui,
La 1lévitation...constitue aux yeux de Cocteau un symbole de la

~ . L . - - .
grace, le sizne d'election de certains saints.45

It is Heurtebise who instructs Orphée how to retrieve Eurydice from la

Ly .

3The character of the angel Heurtsbise first appeared in Cocteau's
poem L'Ange Heurtebise in 1922, when Cocteau felt himself "possessed" by an
angel, an external force governing his own life,

Eurydice states: "Je vous croyais de ma race, vous etes de celle
du cheval." Cocteau, Orphée, 0.C., V, 40.

45Kushner, op.cit,, p. 192,
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Mort, and who explains to him the workings of the supernatural: the
mirror and the gloves. Finally, it is Heurtebise who leads Orphée and

Eurydice back into the room, into the new world, in the last scene.

than these cha rrcturs,

®

Perhaps more important at this stag
are the objects and =lements of the décor which act as agents of fate,
Cocteau in the directions for the setting writes:

C'est un curieux salon. Il ressemble pas mal aux salons des
prestldlgateurs. Malgre le ciel d'avril et sa lumiére fr"nche,
on"devine ce salon cerné par des forces mystérieuses. Méme les
objets familiers ont un air suspect...On ne pourrait ajouter

ou supnrimer une vhalse, distr buer autrement les ouvertures,
car ce décor est un décor utile ou le moindre détail Jjoue scn
role comme les appareils d‘'un numéro d'acrobates.t6

The accessory elements express essential ideas and as such become an
integral part of the actual drama. The scene becomes the meeting point

of the visible and the invisible, a fusion of concrete objects with

85}

abstract notions, The words are not only exnressed, but they become real
and as such become action.

Au reste, ce d cor épouse les personnages et les événements

d'une munlere aussi nalve et aussi dure que modéle et toile

peinte mélangeant sur le canmaleu des carites-noriraites.i?

The stylized horse becomes Orvhée's imagination, his inspiration.
The mirror becomes the doorway to the other world., The machinery used
in the "operation" by La Mort is a concretization of the process of death
which created an impact of immediacy for the audience, By using materials

familiar to the mechanized twentieth century, Cocteau creates his own

46Cocteau, Orrhée, 0.C., V, 15-16.

Y1014, p. 16,
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allegory for the process of death, and as he does so in contemporary
terminology, the idea of death is imparted all the more strongly.

A purely conjectural althouszh plausible assumption might be
that the thread that La Mort cuts is a symbol for the thread of human
lifes here again is the image of the tightrope upon which we walk our
precarious path of existence, on either side the unknown, When the
thread is cut, Burydice dies and her soul, in the form of a dove, is
set free., Nevertheless, since the play deals not only with death but
also with rebirth, specifically poetic creation, this thread could also
be a symbol of rebirth for Burydice: the umbilical cord cut from her
everyday earthly life that allows her to be reborn into the world of
poetry: into which shé will guide Orphée.

L
e+ +.) 3 5 ik Fo | 2 ool & - 5
loves th:t Orphee dons to follow Surydice belong to L= lMeort

-

w

hie

Cq

and as such are the password into her dcmain. They are the means by

which, in conjunction with the mirror, the two worlds are brought to-
- . - 3 . . - .

gether., Orphee's gesture in putting them on signifies his voluntary

approach to his own death.

- -
Nogs retrouvons le théme fondamental de 1la pidce: que le
poete deit revetir 1la mort z2fin de se ranprocher de sa "ligne"
qui est lz vclonté de Dieu Ldes:in} pour lui. A4S

Cocteau had referred to zloves in an earliier work:

Vous savez ce que jJe norme les “gants du ciel”. Le ciel —our
nous tcucher sans se salir met parfois les gints...lorsque

s ~ e i = -
le ciel ote sa main, c'est la mort. Prendre cette mort nour

48Kushner, op. cit., pe 199.
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une mort véritable serait confondre un gant vide avec
. -” 5
une main counee .49

- 1. * .
Since it is vpart of the costume of La Mort that Ornhee puts on, he 1is

made partially insubstanitial »n! hence able to prus through the rirror,

as Heurtebise tells him:

Avec ces gants vous traversez les niroirs comme de l'eau.5o
Orphée's passage through the mirror is a step on his journey towards his
own immortality which had been predestined and is foreshadowed in physical
terms by the empty pedestal in the room., His voyage to the other world
is but another aspect of his destiny.

After Orphée returns from the beyond with Eurydice, the phrase
of the horse has become physical action and is complete. Nevertheless
Orvhée is not allowed to keep Burydice, he cannot go on living a lie

} o oA D * b (T e, (o9 s ke T S S R ~  n ooy E 3 P 2~
he accidentally lecks at her an? she disannears once zzain, It is at this

point that Heurtebise gives him Aglaonice's letter and Cocteau notes that
P w51

[T ..o - : . . s ~ ” - .. I -
1'envoutement du cheval est fini. Crohee se transfigure, Orvhee

>

1=, S L) -y ST 4 ” o - A .+ wrlm S A 3 3
realizes his ultimate vocation =nd the test for which he has been destined,

3]

for which no artificisal means of evasion exists., The mirrocr which had been

snft before is now hard; the death that aits him now is his oun death, at

g,

the hands of the Bacchantes. His acceptance is neither resigned nor passive;
he does not wish to resemble the inert marble in the sculptor's hands,

and the action that he takes, completes his cestiny as a poet - his own

4 =
9Cocteau, Lettre 2 Jzcques Maritain, 0.C., IX, 274-275,

Nooctean, Orphe, 0.0.,¥, 58

5l1pid, p. 99.
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death will become the chef-d'oeuvre of his terrestrial life,

It is sieniCicant to note that after Ornhée's death, his rebirth

s in his own home, which looks exactly the same but transposed into

e

V]

heaven - essentil

n

. 5, i@ A L =
ially immortalized. The "paradise" to which Orrhee and
Burydice had asnired was not something ethereal or distant, but immediately
at hand, but up until this time envelored by an enchantment which they had

to dispel to attain illumination.

Cocteau's last dramatic work for the stage based on a Greek source

is la Machine Infernale, which was completed in 1932 and first produced

in 1934, The central theme of the work is the conflict between man's
illusion of his freedom and the implacable governing forces of destiny

R

extericr te this illusion zs exemrlified by the Cedinus myth., Whereas in

B
(]

1o

here he uses the myth for its own end, to explain a universal human
conditions In contrast to the efforts of concentration seen in Antigsone,
here the original is greatly expanded. The first three acts are dramatically
Cocteau's own invention, or the original Greek narrative dramatized, Only
the last act is based on Sophocles' text of QOedipus Rex.

Just as in Antigcone, the traditional element of the chorus is
present in the character of La Voix., Whereas in Antigone Le Choeur took
part in the spoken text of the drama, here La Voix gives a series of
prologues for each act, marking the stages in the annihilation process
which is dramatized on stage, foretelling what is to come about, In
hearing the story beforehand, the spectator is placed on the level of the

gods, and as such he views the play from the coint of view of destiny.
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By its very nature the play does not reveal a traditional tragic vision
but rather a particular conception of destiny very near to fatalisnm,
wherein the best a man can do is to live "as if" he were capable of con-
trollins his fate, living his life on his own terms, deluding himself
that he is able to do so. Here there is an echo of "Puisque ces mystéres

n52

. - - 1
nous dépassent, feignons d'en etre 1'organisateur. As the photographer

in Les Mariés de la Tour Eiffel arbitrarily organizes his, posesito make-a

lovely picture, so too man, who cannot comprehend the beyond, organizes his
life, presenting a picture, a mirror as it were, of what he believes to
be his life and his fate,
Cocteau presents us with a view of a hostile universe in which
the gods are malevoclent, and man is but a victim of their machinations.

i w4 o8 e ! - T- - 3 2 ) 8] (o PN a5 A v S 4-r
Nevertheless man's weaknesses, his vride in himself, his egccentricity

'U

and his refusal to accept a higher order cause him to revolt and delude
himself:

L'homme est infirme. Je veux dire qu 'il est limité par des
dﬂ‘enoﬂouu qul le :inis&ent et 1l'empéchent de comprendre 1'infini
ou les dimensions n'exi nt pas...l'éternité ne saurait avoir
été devenir, cu'elle e fixe en quelque sorte, qu'elle est

(] 1 + R i g 3267
qu'elle se contente d'e gue les mlnutes va*ent des siecles
et les siecles ges ninutes et

|. . . . .S
= il n'y a ni minutes ni siecles,
mais une immobilité vibran

(=)

e uillante, terrifiante, contre
laquelle son orgeuill se Cdbr , au point qu'il en &tait arrivé
2 croire que son habitude €tait le seul et qu'il en &tait le roi,
«+oC'est sa lutte contre un pessimisme compréhensidle qui 1'z
fait inventer quelgues Jeux ©» e distraire pendant son voyage
entre la naissance et la mort.53

-

U)

5ZCoctea.u, Préface de 1922, 0.C., VII, 12.

53Cocteau, Journal d'un Inconnu (Paris: Grasset, 1953), p. 26-28.
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La Machine Infernale illustrates the conflict between the human delusions

of control of one's fate and the all-powerful waiting destiny that allows
one to play at such a role, In the prologue for Act I La Voix explains
the implications of the title:

Regarde spectateur, remontée & bloc, de telle sorte que le
ressort se déroule avec lenteur tout le long d'une vie humaine,

une des plus pariaites machines construites par les dieux
® - . > 3
infernaux pour 1'anéantissement mathématique d'un mortel.5%

What we witness is the tortuous unwinding of this spring as it shuts
the trap of Oedipe's fate.

The play is so structured that dramatic unity results from a
repetition of the same symbolic action in the first three acts with a
resolution of that action in the final act. In acts I, II, and III,
the individual is confronted with a force which seeks to inhibit his

‘rom being accomplished., This force

+

impulses and prevent the tragic actio

-

o

is personified in the characters of the ghost of Lalus, the Sphinx and
Tirésias in the first three acts resvectively. All three of these characters
are agents of fate and ironically by warning Jocaste and Oedive against
their destiny, unwittingly force them forwards to mest it.

The ghost of Lafus appears on the ramparts of Thebes to warn
Jocaste against the coming of Oedipe in a parody of the famous rampart
scene from Hamlet, Nevertheless, neither Jocaste, Tirésias, nor the

4

general are able to see this apparition. In Cocteau's theatre the super-
natural forces only present themselves bodily to a select few: the young
and pure in heart who are still susceptible to voetry and imagination and

who believe in their existence and presence.

5L"Coc’t,eanu, La Machine Infernzale, 0.C., V, 189,
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The soldiers with their rough boyish innocence, can see the

ghost. But the priests, the kings and queens, the generals

are blind to the truth which is seen only by the simple and

the pure in heart.55

In the second act it is the Sphinx who, in the guise of a young
girl in white, is not recognized by the matron nor by Oedire. Here one

1. N D . o - . e - 5

can see the resemblance between the figure of La !ort in Orphee and the
Sphinx; both of them are supernatural figures, but they are portrayed
as beautiful young women, Bk By

In this act Cocteau shows that, just as in human 1life, the supericr
agents of fate also have their own hierarchy in which they themselves are
victims of yet higher forces. It is Anubis who acts as the mouthpiece here:

Obéissons. Le mystdre a ses mystdres. Les dieux poss@dent

leurs dieux. Nous avons les notres. Ils ont les leurs. C'est Ce

qui s'arpelle 1'infini.56

Much in the same manner as La Mort had explained her aprearance
in OxrphZe, Anubis proceeds to explain their appearance:

Je révondrai que la logique nous oblige, pour pparaitre aux

hommes, & prendre 1l'aspect scus lequel il nous représentent;

sinon, ils ne verraient que du vide.57

While on earth, the agents of fate are susceptible to human

emotions and failings, and hence Anubis must accompany the Sphinx to

watch over her:

«s.que nosmaltres prouvent leur sagesse et m'incarnent sous une
. 1 - Ed

forme.lnnunm;d qui m'empeche de perdre 1la tEte, flit-elle

une tete de chien; car j'ai votre garde, et Je derine que,

gt

s'ils ne vous avaient donné un chien de girde, nous serions a
- -~ - - .

1'heure actuelle a Thébes, moi en laisse et vous assise au

milieu d'une bande de jeunes gens,..58

55Nea1 Oxenhandler, Scandal and Parade, The Theatre of Jean Cocteau
(New Jersey: Rutgers University Press, 1957), p. 131, Hereafter Scandal
and Parade.

56Coctea.u, La Machine Infernale, 0.C., V, 238,

571bid, p. 239.

Brpia, p. 260,
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Nevertheless the Sphinx is tired of this role and succumbs to her human
emotions in falling in love with Oedipe and telling him the answer to

the riddle,

J'en ai assez de tuer. J'en ai as-ez de donner la mort...Voild
le voeu que je forme et les circonstances dans lesquelles il me

serait possible de monter une dernisre fois sur mon socle.

Un jeune homme gravirait la colline., Je l'aimerais. Il n'aurait

aucune crainte. A la question que Jje pose il répondrait comme

un 8gal, Il ré-pon-drait Anubis et je tomberais morte.59

In essence she disobeys the higher powers and as such is punished
by having to die, Just as any other mortal, and her return to the other werld
is obligatory. It is exactly her human failings that cause her to hasten
Qedipe's destiny, which, ironically, she tries to prevent. The timing of
her fatigue is dramatically significant. Cocteau brings together the
Sphinx and Oedipe at a time whenthere is a major alteration in the progression
of events, Up until the enccunter with Oedipe, the Sphinx had not shown
any indications of human weakness; suddenly she is tired of her role. This
results in an unexpected turn of events that is necessary for the drama
to develop. This dramatic technique can be seen in the dramas of Racine:
in nearly all of his works the drama opens with such a crisis. The feelings
that provoke it have been latently existent long before the play commences
and Racine begins his dramas at the moment when the true feelings can no
longer be held back., This eruption menaces the existinz order of an
already precarious situation and precipitates the characters towards their
tragic fate.

The scene with Anubis and the Sphinx is also important for the

P1bid, p. 249,



illustration of anothsr fatalistic aspect: that of time. Just as man
plays the rdle of his life, not only are his actions governed by the

gods, but also the time span whichis allntted him to be able to do so,

is meted out by the higher forces, In the prologue we are told that

o

3

"Pour que les dieux s'amusent beaucoup, il importe que leur victime
tombe de haut."éo Hence the forces of destiny are willing to wait as
man plays out his role to achieve earthly goals and then they crush down
with a ferocious force. For the gods, time as the human race knows it,
does nct exist. Anubis extemporizes on this notion, speaking in terms
of a piece of cloth folded many times and punctured with a single
pin-prick., VWhen the cloth is unfolded, with all of the creases removed,

a human would not realize that all of the perforations were created by

one single »in., He concludes:

T

t
- (D

temps pour nous est
n'existe nas, De sa n

sous mes yeux, Dnla
Hence what will appear to be half a lifetime in the 1life of Oedipe, is

no more than an instant for the forces of the beyond,

According to Paul Ginestier, the first two acts are intended

pe

to represent two simultaneous projections of destiny to Jocaste and
Oedipe respectively, Taken further, this is also a cinematographic
technique, here used to full advantage by Cocteau, It is only by

hindsight that the stectator realizes that LaTus' final appeals for
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assistance end at the point where Oedipe kills the Sphinx. Ginestier has

s . . 62
concisely portrayed this simultaneous projection in chart form.

Jocaste
projections du I \\\\ *
/ *
destin // Acte T % Acte TII
/ *
~ * 74 %
(;agtome) / Le destin \\\\\”;I? consommation
T ¥ "*
projections du \\\ ////'* Marriage Jocaste
destin S Acte II * Oedipe
\ *
(Sphinx) I1 *
Oedipe *

"
meme tempss: les deux
visages du destin
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attempts to prevent the consummation of their incestuous relationship.

o

Although Tirésias is a mortal, by virtue of his physical blindness, he

possesses a second sight which enables him to look into the future:

Mes yeux de chair s'8teignent au béndfice d'un ciel intérieur,
d'un oeil qui rend d'autres services.63

+g

- - . < . . 5 . . - -
By looking into Tiresias' blind eyes Oedipe is able to see only as far

as a happy future and 2 family until he is momentarily blinded, this being

a foreshadowing of his own eventual blindness and tragic fats., Here, just

. L4 . . - . N .
as in Orphee, Cocteau is using a mirror image as a means of foreshadowing and

62 . . on
Paul Ginestier, Le Théatre Contemporain dans le monde (Paris:
Presses Universitaires de France, 1961), p. 192.

63Cocteau, La Machine Infernale, 0.C., V, 208,
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as.! a connection with the other world of death.

Despite these three very clear projections of disaster, the
characters of Oedipe and Jocaste will not let themselves be diverted
from their illusion; Jocaste is a victim of fear and Oedipe a vict
of his proud and egotistical nature, and both simply refuse to see the

Just as in Orphée, not only are characters agents of fate, but
the physical objects surrounding the "victims" take on fatalistic
connotations. In the first act we are made aware of Jocaste's physical
fear of the objects that surround her, specifically her scarf upon which

Tirésias unwittingly treads:

Vons marchez sur mon écharpe...Encore il se vexe. Mai% ce
n'est pas contre toi que j'en al...C est COntre cette &charpe!

ches dﬂssus. C'est un fait exprds. Et J
e pas m'en séparer. C'est affreux) Elle

JQ suis entourée d'objets qui me dét Tout le jour ceite
b ] e T 3 T p 5 -
écharpe m'étrangle. Une fois, elle S22 gux brancnes, une
autre Iols c‘est le moyeu d'un char ol elle s'oﬂﬂavlv, une
3 ar ne
J.
0s

This statement becomes even more ironic when the young soldier
steps upon the scarf and Jocaste immediately forgives him. This is
portant not only dramatically for the foreshadowing of her relationship
with Oedipe, but also psycholog 1ca11y, since it shows Jocaste's penchant
for young men, espscially those who bring to mind her son.
Another object, asain part of Jocaste'

s costune, is her magnificent

brooch which "créve 1l'ceil de tout le monde."65 In the second act it is

H1pia, pe 209,

O51b14, p. 221.
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Anubis who foretells the effect of this brooch on Qedipe:

Beaucoup d'hommes naissent aveugles et ils ne s'en apergoivent
A o ., e -~
que le jour ol une bonne vérité leur créve les yeux.66

Since both of these objects are part of jocaste's costume, once again
the spectator is made aware of the fact that the chariacters carry
destiny with them.through their entire lives. This is seen also at the
end of the second act when Oedipe places the body of the Sphinx over his
shoulder, and in the third when the Sphinx gives him her belt. Here Cocteau
has used costume to present a concrete material form of the characters'
abstract fate.

It is in the third act that the closing in of destiny is most
flagrantly displayed and the characters' unwillingness to sse it is almost

unbearable. At the beginning of the third act La Voix states:

These numerous obvious signs, the implications of which are lost on

68

Jocaste and Oedipe, include her seeing the wounds on his feet, the

69 70

y the never-ending murmuring of the fountain'™, their two

71

beggar's song
nightmares in which each relives the preceding two acts =, and finally

v

Jocaste's awareness of her age as she locks into the mirror. Their

bid, p. 278,

Ibid, p. 261.

68

Ibid, pe. 312. "Elle le déchausse...Soudain elle nousse un cri
terrible...Elle recule, regarde les pieds d'Oedipe comme une folle.,"

9Ibia, p. 319.
70Ibid, P. 28l. "On n'entend plus...que le bruit d'une fontaine."

Ibid, p. 304,

"1vid, pe 319.
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true family relationship is also emphasized when Oedipe reveals his
desire for a maternal love to Tirésias:

T.sAimez-vous la prendre dans vos bras?
O.:J'aime surtout qu'elle me prenne dans les siens,..Je vals Vous
- s i » N e .
répondre que Jj'ai toujours revé d'un amour de ce genre,
0

d'un amour presque maternel.73

Hh

Other similar indications are found in the dialogue between Jocaste

and Oedipe, where the terms of endearment are those of a mother and her
child: "quel enfant"74, "mon petit gargon chéri"75, and "ma petite mére
chérie"76, and finally in Jocaste'sactions of rocking the cradle upon

which Oedipe has placed his head:

I1 se couche en travers du 1lit, appuyant sa téte sur le bord
du berceau.?7

se 0 78

Elle berce le sommeil d'Cedipe en remuant doucement le berceau,

Not only are the characte: speeches and actions full of portent,

but the entirs

atmosphere of tension throughout the work. The notes for the décor

or the setting:

Hh

give specific indications

. - s - @ . 5
Les quatre decors seront plantes sur une rpetite esirade au
-« - . )
centre de la scene, entouree de toiles nocturnes.79

73, -
Ibid, p. 292,

Ibid, p. 319.

"1bid, p. 189.
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Fergusson seizes the significance of the setting:
O
The visible arrangement of the stage itself presents a scene-

within-a-scene: 211 that goes on upon the lighted platform in
the centre feels as centemporary as the newspaper, while the

infernal machine slowly unrolls behind the "nocturnal curtains,”80
Hence the audience is made aware of the doudle drama,

In the first act uvpon the ramnarts of Thebes, the eerie atmosphere
is created by the strange mercurial light, the flashes of lightning and
thunder as well as the references to the gaseous atmosphere., This is
intensified by the sounds of music coming from the distant nightclubs.
Obviously the city is in a state of unrest and there is a feeling of

foreboding,

In the second act we are presented with an unexpected nicture of

-3

2 3am hod Roorn warl Eaaedds T
nis icea nas been muc Iorvn oY

On se ~résente toujirurs
Imaginez maintenant un
Des murs de nierre, des

des chambres basses,

Francis Fersusson, The Idea of a Theatre (NWew Jersey: Princeton
University Press, 1949), p. 210,

81 R
Hugh Dickinson, Myth on the Modern Stage (Urbana: University
of Illinois Press, 1969), pe. 97.

82

Cocteau, Oedipe Roi, 0.C., V, 103,

S pia, p. 103,
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To keep the notion of simultaneous action between the first two acts,

the lighting and sound effects are retained:

" . L) " - ° »N
Vemes sonneries de tromnettes, meme lune, memes etolles, memes

S
coqs,84

(=0
-h

The third act also takes wmlace at night, but now indoors, specifi-

cally in Jocaste's bedroom, wihich is bathed in a blood red light with

its obvious implications of death and blcodshed as well as the family

bond between Jocaste and Oedipe. It is only in the last act that the

lighting changes, but stays harsh; as Cocteau stipulates,"lumidre de peste."

It is in the last act that all becomes illuminated and the truth

ig brought forth. The shepherd and messenger, both bearers of bad tidings

85

in traditional Greek tragedy, appear and divulge their message; Jocaste hangs
rE S o< S

herself with her scarf and Cedipus blinds himself with her brooch,

of %

ue

b
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nizes his destiny , :nd hance is transfigured., IHere once

tJ'
0
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5
5
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again the hero has reached the other side of the mirror. The established
order of the human relationship returns when the ghost of Jocaste anpears
not as Oedipe's wife, but in the cavacity of his mother. The divine order

1

the machine grinds to z halt,

+

joN

is reinstated an
In the original Greek version, theevents that determine the
king's fate have already happened before the play begins., The spectator's

attention is chiefly engaged by two things: the gradual accumulation of

the evidence in the search for the slayer of Lafus and more imnortant,

8qcocteau, la Machine Infernale, 0.C., V, 235,

85pia, po 326,
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the hero's agon as he blindly but surely rushes toward the moment of

revelation which he seeks to avoid,
The structure of the play is a reversal of Cocteau's aim of

cts preceding Oedipe's recognition

ct
5
@
ck
oy
H
(4]
¢
A1)

extreme concision, For
of his doom, Cocteau invents eriscdes to dramatize the antecedent action,
then expands and elavorates them. The nucleus of Sophocles' play is
only the preparation of the climax of his own,

The prevailing humorous tone of the drama acts as a humanizing
force on the myth, bringing it closer tc modern-day comprehension, The
humour provides a contrast rather than dissipates the solemnity; it
lightens the tragic effect by intensifying the human angle of the play,

Jocaste is presented as an amusing cosmopolitan, flirting with any

with a flirtatious Oedine.
Despite the fact bnat in comparison to the fast-moving Antigone
nd the equally rapid QOrrvhée, the Play may be regarded as repetitive and

flaccid,aéon the other hand, Cocteau must constantly foreshadow the future

86 . . "
Dickinson, op. cit., pe 9 rama appears to be slow=
moving, it is this that creates the t ctator; with resvect
to the first act Xihm writes: "D2s Iz M Aﬂl_f Infernale, soucisux sans doute
de faire passer aupraes.de 1'habituel put une action qui
> ' A 9

dépoulllee a l'extreme, 1 'elit tron v*oLe'melt d 1'auteur consent 3
intercaler ce qu'il appellera olus tard, 3 :ronos de Shakespeare, les longues
nécessaires. (Jean Marais, 118) Ainsi tout le premier acte de la piece

(Le Fantome) peut etre considérs comme une de ces longues dest*nées &

mettre le anecta teur dens le bain et 3 lui permettre l'acc®s d'un second
acte tendu 3 1'extréme." Jean-Jacques Kihm, Cocteau (Paris: Gallimard,

1960), p. 85.
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having to create the supernatural world of the forces which watch us
from the other side of death by embodying them in the appropriate
demonology.

The Voice, speaking out of time, relating the entire story
beforehand, distances the action as well as emphasizes the fact that
Oedipe is beaten before he begins, that the universe of the play is both
satanic and determinist,

It is this determinism, however, that upsets the equilibrium
of conflicting forces forming the tension of traditional drama. The

187

basic forces consist of an "outer necessity" and an "inner freedom' and
if there is to be a significant struggle, it is essential that the two
are combined, for, paradoxically, it is their balanced combinaticn, not the

sion of one or the other, that produces a sense of inevitability., In a

p.
(I)

om
comparison of the role of destiny in
remarks:

Neither here [in Hamlet] nor in Greek drama do we have anything

to do with characters who are pu-pets in the hands of Fate.

In both we see something of the power of the zZods, or the design

of Providence; but these no more override or reduce to unimportance
the natural working of individual character than the existence in
the physical world, of universal laws overrides the behaviour of
natural bodies, It is ind2ed precisely in the natural behaviour of
men, and its natural results in given circumstances, that the
operation of the divine laws can be discerned.88

Cocteau's methed, however, is different; his inevitability or fate is his
own aesthetic creation, Not being philosophical determinism, it is rather its

comnlete antithesis, existing quite apart from it, an aspect of the dramatic

87Dickinson, op.cit., ps 101,

88H.D.F. Kitto, "Hamlet and Greek Drama", Form and Meaning in Drama:
A Study of Six Greek Plays and "Hamlet" (New York: Barmes and Noble, 1957),
p. 318.
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presentation of the doctrine of free will. As Eric Bentley has pointed

outs

Dramatists are committed to the doctrine of free will, They can

say that they don't believe in it: but theyhave to write their

plays as if they did...People in plays have to be able to make

decisions and these decisions have got to be both real and

influential: they have to alfec: events.89
in Cocteau's theatre, howesver, it is destiny that affects the evenis as
the cause of the action, and the characters are no more than victims. Equating
determinism with foreknowledge in the development of the action, he robs the
characters of the freedom without which they cannot engage the spectators'
hopes and fears, Throughout the play there is a tendency to submerge the
human character in the elements of the theatre and thereby he diminishes
and perhaps depreciates their humanity,

The margin of "frzedom" given to the characters is narticularly small;
thematically it can be seen simply as a refinement of
cruelty, an illusion they permit only because it breeds the human feeling
of hope, so as to make the crushing of it more cruel., In the second act there
is an apparent momentary defeat of the infernal plan when the Sphinx gives
Oedipe the answer to her own riddle; in the third act there are the pre-

v

- . - . ” . . - . N 5 .
monitions of Tiresias and "quelque signe d'intelligence et de politesse

du destin"gg which mother and son are too weary to heed on the vpoint of

1

the ccnsummation of their marriage. A character acts, only to have his

action undone, or is warned only to miss the point of the warning. Thus

89 Eric Bentley, "The Making of a Dramatist", Tulane Drama Review,

v (1960), 6.

9OCocteau, La Machine Infernale, 0.C.,V, 281,
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the technical device on which the entire play is constructed is that of
a double reversal, which is essentially self-cancelling,
In this there is an interestins analogy by contrast to the

nrophecy in the myth as it appears in Sophocles., The same prophecy was

made twice, first fo his parents and mnuch I In each

ter to Oedipe.

in)

case an attempt was made to outwit it. The effect was mathematical, since
two negatives constitute a positive, hence the separate efforts of parents
and son to negate the prophecy ironically insured its fulfilment., Beginning
the play when part of the prophecy, the killing of ILafus, has already

been realized, Cocteau contrives actions which threaten to alter or to
prevent the closing of the trapbut in each case the action is annulled by

a counter-action which either returns the situation to its original

ts pre-ordained goal.,

status or carries it one step further to i

What Cocteau has created isa
statement of free will by the characters and the infernazl machine of their
destiny. Despite the fact that the spectators are aware of the outcome of
the play, the strength that the characters possess in their belief in their
freedom and the "lapses" by the agents of fate at strategic points,

+ 3 ~yyAd Y A 2 -~y -~ -~ * X 3 - 2
n the audisnce and also excite an interest in

(=0

create a feeling of hop2

(63}

the play's progression, One might almost claim that just as the gods are

ge, so too Cocteau is playin

[

4+
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3 o e 1 +% Fivmo ¥y p) p
nlaying with the humans on the

'

audience,

The dramatic conflict is also vital for the rhythm of the work as
a whole, At the outset, the machine is wound up to its breaking point;
as the spring is released, its unwinding begins, Nevertheless it is

not an accumulative process, since the moments of acute ' tension created
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by the manifestation of destiny are balancedand relaxed by the feelings
of hope created by the twists in the plot, the lapses by the agents of
fate and the almost believable confidence of the human characters in their

role. The tensions created by the conflict come to a head in the last

Y

s

act when the pace of the unwinding becomes unbearable and thers 1is no

room for confidence or hope in the face of crushing reality.

In using pre-existant mythological material, Cocteau effectively
presents not only through the plot structure, but by various dramatic and
stage techniques, the conflict of common man against the ruling forces
beyond human comprehension, The narrative outline of the myth is weil—

. : . 5 o ~
adanted to concrete visual drama., It is the "moderniiy” of “octeau's

aware of our own age by the play's brevity, the idea of a "bird's eye
view" of the tragedy and the immense speed at which the dramz unfolds. In
Orphée, the myth is definitely transposed in time, and the elements of the
magical and marvellousare hidden under simple everyday modern objects, in

3 < 1 b 3 i L gk < e & + 3
moQern speecn, 4Qecor, and cosuvume, This coeontemporansity ceifective L 4

+3

¥

produces a shock in the spectator, and doubtless it was Cocteau's aim to
point out that even in our modern scientific world, the unknown is still

ever-present but in a new disguise. In La lMachine Infernale the modernity

is more subtle: it is seen in the dialogues, and in the allusions to our
twentieth century society, not only in terms of archetypal characters,
but also in the objects that surround them, Cocteau uses the myth as a

means of short-circuiting the reasoning faculty, so as to appeal directly
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to man's instinctive and sub-rational emotions. He uses it to apply
his "poetic vision" to everyday life.so that the modern mythology
becomes visible to the Jeded eye.

The element of the arbitrary which myth introduces into both
action and charactier can be extended to the sense of time, Drama is
initially a profound shortening or telescoping of the action that it
imitates. In the world of myth that foreshortening can be made yet more
acute, Time can be accelerated or slowed by showing existence moving
at different rates or on different planes as in Orghée. In La Machine
Infernale, by dramatizing the simultaneity of time, the playwright permits

the spectator, already god-like in his omniscience, to see a mythical action

t might appear to the gods in timeless contemplation: an action which

e

as

o

ecause it is pre-~determined has no before or after in our temporal and
material sense,

Despite the fact that dramatists have always been preoccupied with
the destiny of man, in Cocteau's works, it is the presentation of the
forces of destiny that is not only new, but also imvortant: specifically
the idea of giving human characteristics to the supernatural to bring it

7

percention and also the reversal of this in endowing the

o
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commonplace with supernatural powers., With his doctrine of poésie de

L en % P ” " it 3 , % . .
theatre, an innovation in itself, Cocteau has crezated a dramatic universe

wherzin man is made aware of his predicament in completely comprehensive
terms, using an age old myth to present a univer:al truth, but with an

impact that is truly a revelation,



CHAPTER II
DESTINY IN THE MODERY PLAYS

Cocteau's three modern plays, Les Parents Terribles, Les Monstres

Sacrés and la Machine 3 écrire, show in their plot substance and

91

settings influences of the boulevard tradition of French theatre,
This tradition had begun in the late nineteenth century with the

pisces & thése, such as those of Alexandre Dumas-fils, and after the dis-

ruption of dramatic activity created by the First VWorld War,came back to

life as a popular form of theatre ﬁhose primary aim was that of entertainment
for the masses. These commercial plays adhered to naturalistic conventions
in all respects, The purvose of the playwright had become to revroduce as
realistically as possible an impression of daily bourgeois life, with an
object similar to that of the naturalistic novel: a complete reflection.

of everyday reality, which for the playgoer was the only reality of con-
sequence., The boulevard tradition can be categorized in terms of dramas,

psychological studies of manners and character, comedies and melodrama.

91For a detailed study of the boulevard theatre, its origins
and theatrical conventions, see Pierre Brisson, Le Thédire des Années
f011e§_(Geneva: Editions du Milieu du monde, 1943), svecifically

Chapter VI, "Le Boulevard et ses environs", pp. 8&3-~110.

43
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The principal subject matter for these dramas concerned itself
with amorous and generally adulterous relationshins. A stress was placed
on the psychological element previously neglected by dramatists, many of
whom aimed at character analysis rather than plot, making the elements of
characteriresponsible for the dramatic crises. Generally the action was
swift moving, with twists in the structure created by the actions or ideas

of the characters themselves, Bourdet, speaking of his play le Sexe Faible,

declared that his aim was to make his characters act "in character"

and not subordinate them to an ideas
the characters should not exist to illustrate a theme; the theme
should be the pretext for the creation of the characters who
then become autonomous,92

Cocteau himself writes of his memories of the boulevard theatre in

the preface for Les Parents Terribles:

Je me souviens d'une &poque ou le "boulevard" régnait en maltre.

On ne signait pas une mise en scéne. Le naturel de L. Guitry,

de Réjane, était le naturel des planches, aussi en relief que les
exceés des monstres sacrés du drame: Sarah Bernhardt, Mounet-Sully,

de Max. A cette &poque, je révais le théitre & travers des programmes,
.des titres, des affiches, les départs de ma mdre en robe de velours
rouge. J'imaginais un thédtre, et ce thédtre de réve m'influengait,93

Nevertheless one might be led to wonder at the somewhat abrupt change of

ol

medium from the Greek myths and Arthurian legend” to the naturalistic
convention-in both plot substance and setting. Neal Oxenhandler perceives

Cocteau's true aim:

2 s
? Cited by Dorothy Knowles, French Drama of the Inter-War Years
1918-1939 (London: George G. Harrap and Co, Ltd., 1967), p. 268.

93Cocteau, Les Parents Terribles, 0.C., VII, 85-86.

94Les Chevaliers de la Table Ronde, although completed in 1937,
will be dealt with in Chapter III, in conjunction with the historical plays,
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The naturalistic convention might be an increased desire on
Cocteau's part to communicate, to speak to the public out of
a familiar context; perhaps then, by use of this familiar

context, making his own parsonal message more unequivocal.95

In Les Parents Terribles, rather than writing a melodrama in the Boulevard

genre, Cocteau exploits this tradition, as he had done with Greek mythology,
by using it as a background in which to portray the same notions of: the
human predicament as evidenced in the earlier plays, but in the most familiar
context to the theatre-going public.

Notwithstanding, it appears that Cocteau may have had more than
this for a motive. It cannot be denied that Cocteau's association with
great actors of his era, such as Yvonne de Bray and Jean Marais, was
instrumental in his writing of roles with these actors specifically in minds
"A Montargis, j'essayai d'é€crire une piéce qui, loin de servir de prétexte
34 une mise en scéne, servirait de prétexte 3 de grands comédiens."96 He
also expressed a desire to strip away the excesses of the naturalistic
convention: "Je détestais les surcharges. J'en suis arrivé 4 les éviter
toutes. Il fallait écrire une pi2ce moderne et nue..."97

In Les Parents Terribles, Cocteau casts himself in the role of a

painter of social neuroses:

- A .
Dans une pidce moderne le casse-tete me semble de faire un
- . - . *
grand jeu et de rester un peintre fid2le d'une société
~ @ .
a2 la derive.98

Essentially Cocteau's play acts in the capacity of a mirror, reflecting

95Oxenhandler, Scandal and Parade, p. 184,

9écocteau, Les Parents Terribles, 0.C., 86,

1bids p. 863

9B rpid, p. 83.



the psychological state of bourgeois society of the time;

The central conflict of the drama clearly emerges as that of

99

order and disorder:

Deux roles forment 1'€quilibre de 1'ordre et du désordre qui

motivent ma pigce. Le jeune homme dont le désordre est our;

sa tante dont 1'ordre ne 1l'est pas.100
Already, by the definition of the conflict, we are made aware of the fact
that this is not merely BLoulevard theatre, but a new milieu for the
confrontation of the individual's desire to be free and the forces that
prevent his freedom, as seen in the earlier plays.

Nonetheless, remaining true to his role as a poet in the agt of
dévoilement, acting merely as an interpreter of the forces that govern the
conflict, Cocteau pleads no moral cause in this work; again this is an
indication that the play is not purely Boulevard drama. IMany of the
plays in this tradition presented an obvious ethical lesson.

J'ai poussé aussi loin que vossible une attitude qui m'est

propre: celle de rester extérieur & 1'oeuvre, de ne defendre

aucune cause et de ne pas prendre parti.

Le théitre doit 8tre une action et non point une bonne
ou une mauvaise action. La France ne nous oblige plus 3 jouer
au moraliste et la grande difficulté 3 vaincre doit etre d'obtenir

du style, sans aucune recherche de langue et sans perdre le
naturel,101

In direct contrast to Bourdet's notion of characters,lo2 in very

basic terms, all of the characters in Les Parents Terribles, as stated

clearly in the preface, can be qualified as either representatives of

99Thls theme is a corollary to that of illusion and reallty in
Les Chevaliers de la Tible Ronde, c.f. p. 62.

100

Cocteau, Les Parests Terribles, 0.C., VII, 84,

OlIbid, Pe 8“’0

lozc.f. pl 42.
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of order, by impnlication the forces of destiny, or disorder: its victims,
The character of Yvonne renresents nure disorder at its extreme, and as such,

she acts as the reflection of the société 3 la dérive, drawing together

and expressing comnletely its inherent neuroses., Despite the fact that

she is a grown woman, her immaturity is shown in her child-like outlook and
. - . . ~ .

attitudes; as Léonie points out: "vous etes de la race des enfants qui

103

ne cessent jamais de 1'8tre.” Not only is she a neuroctic, and hence
incapable of living in reality, but she seeks to escape from it by taking
drugs and refusing to go out, living in her bedroom, in semi-darkness,
surrounded by her disorder, both mental and external . Having neglected
her husband for many years, she lives only for her son, and cannot realize

that he is now an adult. Like so many of Cocteau's characters, and the false

milieu of the société 3 la dérive which the playwright is denicting, she

lives a lie, wanting to remain herself a child and refusing to change,
Rather than a mother, she pretends to be a friend to Michel, and has him
call her "Sophie". This name is that of the heroine in a book entitled

Les Malheurs de Sorvhie to which Yvonne refers; this is in itself significant

since the bock also deals with a character who lives ina werld of dreams and
fantasies. She pretends to play the role of a confessor to Michel, and
Léonie refers to the bedroom as a confessional,

Her actions and her speeches bear out her falsity: she prefers the
room in darkness when the others are about, but does not protest when Michel

turns on the light; she puts on make-up in the hope that Michel will come,

1OBCocteau, Les Parents Terribles, 0.C., VII, 100,
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and lies to him, telling him that she has done so for George's benefit,
After Michel's revelation, she proceeds to throw a tantrum: ironically in
her self-pity she foreshadows her own death, her own destiny:

Assassin! Assassin! Tu m'as tordu le poignet. Regarde

tes yeux...Ils me tueraient s'ils etaient des armes. Tu

voudrais me tuer!l04
She carries her lie with her in agreeing to meet Madeleine, since she does

not do so graciously, but meets the idea with silence:

Yvonne, la main sur les yeux, tombe sur le bord du 1lit,
assise, et n'accepte que par sa pose, par son silence,l05

In an inferior position to the others by being seated, she shows that
she cannot cope with change, and by placing her hand in front of her eyes
she physically demonstrates her unwillingness to do so, to see the reality
of the situation.

Because of the intrigue between Léonie and Georges, she is given
a momentary respite in believing that she can regain her vower over Michel,

As in la Machine Infernale, it appears that the superior forces of her

destiny are allowing her more time in which to delude herself into hoping

that she can control her world as she wishes. This hope is short-lived however,
as Michel makes the decision to leave completely; as realization strikes

her fully, aware that she is beaten, she commits suicide in the last scene,

Her deportment throughout the play demonstrates that she cannot cope

outside the world that she has designed for herself.

Georges is also one of the "race des enfants", lost in his useless

inventions that show the futility of the société & la dérive., Like

10%0h1d, pe 135,

1O5Ibid, P. 158,
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Yvonne, he also lives a lie: his affair with Madeleine bears out this
deceit. Not only does he lie to her about himself, but he hides his
clandestine relations from his family. He is also a victim of disorder:
although his death is not necessitated, ultimately he will succumb to
Léo's order. Throughout the drama he is duped by Michel, who takes his
mistress, by Madeleine who takes his money, by Yvonne in their non-
existant relationship and finally Léonie who had had intentions on him
long before the drama began. In Georges the trait of immaturity is also
present, although not in as extreme a manifestation as in Yvonne, He is
very weak and easily taken in by any stronger temperament: like Yvonne, he
refuses 1o see the truth and when it is shown him, he reacts violently,

Léonie is the most formidable figure in the family, as Dubourg
points out:

%éo est leﬁplus terrible et le plus dangereux des trois, en

etant en meme temps la vzc*ime, le bourreau gt la sauveteur

des personnages de la piece. Elle noue et denocue 1l'intrigue

de la pidce. Elle est 1'intermédiaire de la fatalite.l06
Cocteau himself qualifies Léo as "une femme qui refoule de vieilles
larmes et n'aime que déranger le sort afin de le ranger aprés."lo7
Since the death of her and Yvonne's father, she has run the househcld
and established a sort of ordered existence, with herseif in the role of
"guardian angel". She is the representative of order. At the outset of

the drama, Michel's sleeping-out is the first menace to this

precarious balance., As seen in la Machine Infernale, an act of infraction

1OéDubourg, ops cit., ps 86.

1O7Cocteau, Foyer des artistes, 0.C., XI, 405,
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against order, by implication the superior forces, sets the machine in
motion for its unwinding. It is Léonie who interprets these workings.,
She reveals the truth to Yvonne, not only about Michel, but also about
Georges, at once attempting to destroy Yvonne's false sense of security
and also to warn her., In her character reside the same ambivalent -
capacities as seen in Heurtebise: although she tries to help Yvonne,
simultaneously she is hurting her. Her presence is of a multiple nature,
Although she spins the thread of the intrigue, she twists it when, becoming
prey to human emotion, she sympathiges with Madeleine.lo8 Once again
we are presented with the notion that the forces of destiny on earth
are governed by others higher in the hierarchy of superior powers.
Dubourg speaks of her character in the following terms:
Elle croit*que le suicide de sa soeur est 1'exvression d'un
ordre supreme., Le désordre d4'Yvonne est pur, et 1'ordre de
Léo est impur, Voild pourquci le destin 1'a choisi conmme
interprete dans cette étrange aventure qui se joue entre la roulotte
et lui. Il est ici par intermédiaire de Léo, le grand
acteur de la pidce, invisible et toujours present, tels les
démons de la Machine. Léo est donc...une transcendance. Elle
donne au debat ca dimension tragique. Elle a l'air de commander
les fils de 1'intrigue mais c'est elle qui est commandée par
plus fort qu'elle,109
Léo is aware of these higher forces when she chastises Georges:
Ne fouille pas trov le coeur, Georges. 11 est mauvais de
fouiller trop le coeur. Il y a tant dans le coeur. Ne
fouille pas trop dans mon coeur, ni dans le tien,110
Madeleine is Léo's younger counterpart, another representative

of impure order and it is her force that has set the drama in motion,

In the first act the other characters' use of her word "in-croy-able"

1O8In this respect she is like the Sphinx; c.f. p. 27,

1ogDubourg, opy cit., po .

110C00teau, Les Parents Terribles, 0.C., 249.
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foreshadows her disruotion of the household, and although she is exterior
to the family, her comnlicity is accentuated by her liaison with Georges.
Nevertheless is is she who is instrumental in bringing Michel out of his

P

disorder, out of the roulotte, out of the société 3 la dérive, and as

such she can be regarded as an agent of his destiny,

The character of Michel is the representation of disorder, but
in its pure form, in its youthful state. Michel does not remain static
as does his mother, and is the only character who shows hope of develop-
ment, He leaves the disorder of his home behind him and is attracted to
order in the person of Madeleine. This desire is borne out in his actions:
he likes to bathe (unlike at home, at Madeleine's the bath is not stopped
up) and his physical revolt against disorder can be seen when he kicks
Yvonne's bed., When his relationship with Madeleine is broken up because
of Léo's intrisue, he states his plans for leaving: after being in contact
with an ordered existence, he cannot and will not fall back into disorder.
His slamming of the doors throughout the play is not only a sign of
disorder inherited from his parents, but also reflective of the neuroses of
his social class, _

The entire play works toward thé death of Yvonne and the
re-establishment of true order. We are made aware of the fact that the
higher forces are at work from the outset when Yvonne's first attempt
at suicide is a failure; again the notion is present that it is destiny
which commands the time of death and not the character himself. She
is even allowed to return to her delusion that Michel had returned to

her., When reality reasserts itself, her reaction is all the more extreme.,111

111 : B s . .
Here there is a reminiscence of La Machine Infernale: "Pour que
les dieux s'amusent beaucoup, il importe que leur victime tombe de
haut." 0.C., V, 189.
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In the case of Yvonne, the theme of increasing isolation is heavily
stressed; already in her illness she is apart from the others and in
her tirades that border on the edge of insanity, there is an impression
that she is possessed by forces beyond her control.
. . . . . - .
ILa folie, signe visible de la possession d'un etre par une
. - bl . . -~

puissance inconnue, peut etre tragique aux mains d'un poéte.

- " . - P - -,

De meme une passion qui s'egale 2 la folie: les héerolsmes

de Racine, par exemple.l12

It is interesting to note that Dubourg mentions Racine. While Cocteau

was writing Les Parents Terribles, he had with him at Montargis a copy

of Racine's Britannicus, and there is a striking resemblance to
Agrippine in the character of Yvonne. Both heroines cannot conceive
of losing control of their power to guide the destinies of their sons, and
although Michel does not become a monster, a parallel can be distinguished,
In the last act Yvonne completes her isolation; she does not
take part in the discussion, showing her mental isolation. She is lying
in her bed: a physical manifestation of her feebleness. Her isolation
is transmitted into action when; feeling herself to be superfluous, she
silently slips into the bathroom and poisons herself. She has realized
that her person is de trop, that she cannot fit into the ordered existence
that awaits the others apart from her, She is aware of the fact that she
is not wanted in their world when she explains her suicide:
Je vous ai vus ensemble...Je vous génais, je dérangeais les

autres...On voulait se débarrasser de moi...On voulait
L . - - .
m'evincer...J'ai compris. Je parlerai...ll3

112Dubourg, op. cit., p. 91. He continues speaking of both
sisters as being possessed and draws a parallel: "Toutes deux sont
hantées, possédSes: 1'une par la folie, l'autre par le Destin qui la
travaille., Elles sont hors d'elles-mémes. Les voild devenues des
machines & dire la vérité." Ibid, p. 95.

113Cocteau, Les Parents Terribles, 0.C., 290,
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Ultimately it is Léo who confirms the return to order. The forces have
re-established themselves, hence producing a dramatically effective

conclusion:

C'8tait la femme de ménage. Je lui ai dit gqu'ici elle n'avait
- . - .
rien & faire, que tout etait en ordre.l14

The destruction organized by the forces of destiny within and without
the characters has completed their work,

It is not only the characters that present the juxtaposition of
order and disorder; as Cocteau states in his preface to the play, the
décor also plays a role: "J'ai de longue date employé des décors qui
jouent."115 The géggg, the lightiﬁgand.stage properties are used to
mirror the abstract conflict in visible and audible material terms.

The characters constantly refer to their apartment as a roulotte; a
gipsy caravan., Not only dees this term avpropriately apvply to the
société & la dérive, but by its implication of movement, suggests that

the characters carry their disorder aBout with them.116 The notes for the

décor stress this noint:

Les chambres seront celles de cette famille en désordre et
de Madeleine (le contraire). 117

Here again Cocteau uses the doctrine of poésie de théitre as a living

vehicle for the theme of destiny.

It is significant that Yvonne's room is a bedroom; J. Kihm

1141bid, p. 300,

1151b34, p. 86.

116This is demonstrated in the second act where Michel cannot

find his misplaced shoe in Madeleine's apartment,

117Cocteau, Les Parents Terribles, 0.C,, VII, 88,
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comments on Cocteau's use of the bedroom in his plays:

C'est la chambre des Enfants Terribles, lieu isolé, lieu intérieur,
lieu des tragédies...Chambre dont la signification rejaillit sur
toutes les autres chambres du théatre. Celles-ci représentent
un équivalent de 1'intériorité des personnages qui sont tous des
etres en qui se 11v*e 1e com”at...Ce combat muet qui se déroule
dans les chambres sécretes de 1'2me et du corps, lorsque le
langage le transpose face aux spectateurs du théatre, trouve

son lieu naturel dans cet equlvalent de la chanmbre de 1'dme
qu'est la chambre de la maison et,plus particuliérement, celle
que d'ordinaire on cache aux regards indiscrets, la chauore a
dormir avec son 1lit, son arsenal de drapo sales, de vetements

en désordre et son couvre-lit retroussé.118 )

Vhereas in La Machine Infernale Jocaste's bedroom showed signs of

victimization by the forces of the universe, Yvonne's room appears the
victim of her neuroses and disorder; a much more intimate impression is
created, as befittingthe boulevard setting. Whereas in the Greek play
the forces were exterior, here the room acts as a projection, a mirror
as it were for Yvonne's psychological state.
The lighting is dim:
Prés qu 1it, petite table avec lampe. Lustre central éteint,.,
Les fenétres sont censées ouvertes dans le mur iddal. Il en
arrive une lumidre sinistre: celle de 1'immeuble d'en face.
Pénombre,119
The claustrophobic impression is accentuated by the disordered objects

throughout the room:

Le 1it trds vaste et trds en désordre. Fourrures, chiles etCo..
Des peignoirstralnent,120

By contrast Madeleine's apartment is described as:

118Kihm, op., cit., p. 97.

119Cocteau, Les Parents Terribles, 0.C., VII, 89,

120m5a, . 89,
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Une grande piéce elaire...Sur le mur du fond, planches
couvertes de livres., Le mur idéal est censé donner sur des
arbres par une baie. Beaucoup d'ordre.l21
There is brightness and light in the big room, It is immaculate and
the books are the symbols of her work: she is not a member of the société
3 la dérive.
Finally there are the "portes qui claquent". In the notes for

the setting Cocteau explicitly demands this:

Les décors, tres réalistes,seront construits assez solidement
pour que les portes puissent claguer,

¢eo o
Léo (Léonie) répete souvent: "Chez vous, c'est la maison des
portes qui claguent,"122

The noise is an audible sign of disorder, not only in Michel, but of the
society of which he is a victim. In a sense his slamming of the doors
is indicative of his revolt against disorder: by closing them he implies
the desire to keep the disorder interiorized, to prevent it from spreading.
Costuming is also used effectively to illustrate the distinction
between order and disorder. Léo, despite her age, is dressed immaculately
and elegantly: "Elle entre, en passant une robe de chambre élégante."123
By contrast Yvonne presents an extremely disordered avpearance: "Yvonne...
-apparait en peignoir épongé.,“lZLF Yvonne herself comments on their difference
in anpearance:
.«.tu as toujours €té belle, ondulée, tirée & quatre épingles,
elegante, brillante, et moi je suis venue au monde avec un rhume des

foins, avec des méches de travers et des peignoirs criblés de
trous des cigarettes,125

¥livia, p, 1695,

1221bid, P. 90,

123 .
3Ibid, p. 9.
1281054, pe o2,

1251b14, p. 107,



Once again, even her costume expresses Yvonne's ineptness, her weakness,
her dependence and above all her complete inability to take control
of her own destiny.

Rather thancreating a boulevard drama, Cocteau has used its
conventions to create a modern myth in the same way as Sartre did later
on in Huis Clos. Critics have seen fit to draw analogies between Les

= _—— - 126 , s
Parents Terribles and La Machine Infernale  ~and to a degree these opinions

are valid. A distant resemblance can be seen between the unwitting .
murder of Lafus by Oedipe and Michel's murder of his mother, Similarly
Oedipe's quest for truth and his true destiny can be compared to
Michel's desire for order. The foreshadowings by fate and its agents are
to be seen in both dramas as are the punishments for those that dare to
try to prevent its workings: as Oedipe is the victim of the gods'
machinations, so Yvonne is the victim of the forces of order and her own
disorder. As in the myth, there are prototypes: the mother who does
not want to lose her son and her power.and the son who rebe].s.lz7

This myth can only be pertinent to this century as revolt against
parental authority was not permitted in the bourgeoisie of earlier times, -

By casting it in a contemporary setting, Cocteau makes a more striking

126Robert Kemp, La Vie du ThéZtre (Paris: Editions Albin Michel,
1956), p. 132, states: "J'avais vu...de certaines ressemblances - qui
sauteraient aux yeux si néme 1'auteur ne les souligne  pas - entre
1'incroyable hasard qui accable Les Parents Terribles et la "machine
infernale" dans laquelle les dieux broient Oedipe." Oxenhandler presents
a rather forced argument on this point in Scandal and Parade. It appears
that his insight into the analogies is somewhat too extireme to be valid,

127 .

Rather than derived from a Greek source, these characters

8

appear to be borrowed from the Racinian tradition. c.f. p. 50.
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. . . . . ~ R oo
impact on his audience, depicting not only the crisis of a societe
3 la dérive, but also, which is more significant, the fact that even
in our modern world forces beyond our human comprehension are still in

control despite the technological and social advances of the twentieth

century.

If Les Parents Terribles seems to grow further from the

boulevard tradition the more one looks at it, the same could be

said for his two other works, Les Monstres sacrés and la Machine 3 écrire,

which are often labelled as boulevard dramas as vell., They follow

much more closely the style of boulevard theatre and as such, the central
conflict that has been traced throughout Cocteau's dramatic works, be

it in terms of destiny and free will, or any of its associated corollaries,
is not clearly defined in these two plays. Despite Cocteau's desire

to perhaps leave this fatalistic domain that governs his work, however,
there are still indications in these two plays that he is unable to do =o,
so pervasive was the hold that this notion of all-powerful destiny had
over him,

Les Monstres sacrés was written specifically for Yvonne de Bray,

who played the role of Esther, a great actress in the style of Réjane or
Sarah Bernhardt, Essentially Cocteau has written a play about the
theatre, disclosing the problems that arise when actors carry their

work, that is, the theatre, into their own lives. Once again the conflict
of illusion and reality, truth and falsehood, is present.

Esther carries with her the signs of the poet seen in other
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Cocteau characters. As an actress, in her work she transmits art to
the rest of the world, being its interpreter. She looks upon the

theatre as a religion:

Le théatre, c'est uns sorte de couvent. On sert un dieu. On
répete les mémes pridres. On ne va jamais au thédtre. Le jour
on ne sort pas., On recommence les memes petites farces entre
camarades. Et les visites sont trés, trés rares. J'ajoute
qu'il y a de l'encens, des clerges et des fleurs. Et que,
dans tous les thé2tres du monde, les escaliers des coulisses
ressemblent 3 des escaliers de prison,128

She is acting in a play called La Curée, "the quarry" or "the hunt", and
in the final scene she receives a deluge of insults from Liane., Like
the poet, she is persecuted and misunderstood. .

Liane suffers from and also symbolizes mythomania: in her specific
instance the confusion of art and reality. Her character type is to be

129

found in the character of Margot in La Machine 3 E&crire and Lothar in

Bacchus, who kills Hans in order that the purity of the myth not be

snoileé;.IBO Essentially this person wants to take a short cut to fame

or happiness, since he does not possess inner strength to succeed by his own

effort. If he cannot himself be great, he attaches himself to some great idol,
Esther also acts the part of destiny: specifically for Florent and

Liane. The usual triangle of Boulevard comedy is here enriched by the

presence of a force of destiny. She forcefully brings them together and

casts herself out as if to teach them a lesson. Liane is the disruptive

force that sets this drama in motionj; she upsets the balance that Florent

128Cocteau, Les Monstres sacrés, 0.C., VIII, 220,

1295 n 0.

130136 play will be dealt with at length in Chapter III.
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and Esther have created between the theatre and their real lives. Esther

proceeds to right the situation, ironically using theatrical methods

to do so; in the reconciliation between herself and Florent, she resorts

to a scene that she had no doubt many times played on stage before.
Throughout the play there are references to the effects of the

theatre on real life. In the second act the characters accuse themselves

of being theatricaland allowing the theatre to deform their lives. The

intensity of the drama is heightened by the fact that Florent and Liane

are preparing to leave for a radio broadcast. This cuts short their

explanations; by implication they do not have time to live 1life for they

must be off to the theatre. A second representation of the invasion of the

theatre into life is the radio-interview., Florent, who clings to the old

conception of art, refuses to be interviewed, whereas Liane takes advantage

of the radio to falsely announce that she and Florent are to be married. She

prefers the false truth of the theatre and uses the theatrical, in this

case the radio, to exert pressure on ﬁlorent.,Florent, however, hates

machines (the radio, film) and believes in the slowly acquired art of

the classic actor. Liene attempts to superimpose her own fantasies,

her own dreams of art, upon life., For Florent and Zsther, art is not

a dream, but an acquired discipline, and as they are older than Liane,

they are able to distinguish between the real world and that of illusion.

Their careers in the theatre are actually ordered activities in the

organized sphere.of their existence. The play ends with the reconciliation

of Esther and Florent and the dismissal of Liane, in Cocteau's terms

the re-establishment of order, but summarily in a much less tragic manner

than in other plays.
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The work is a comedy, and as such very much in the boulevard

tradition., It is possible to draw an analogy between Les Monstres

sacrés and Paul Géraldy's boulevard play Aimer. The subject is the relation-
ship between a man and a woman after many years of marriage. The dramatic
situation is created by the arrival of the tempter whoappears to open
up a vista of all kinds of rappiness hitherto closed to the wife.
Nevertheless, the husband believes that true happiness is to be found
only in complete understanding and absolute confidence. The entire action
consists of the wife's struggle against the attraction for the unknown and
the play closes with her final realization of where true happiness lies,
Cocteau's primary concern, however, is not the love relationship,
but rather the effect of theatre on real life, There are no visible
forces at work, and none of the tragic and fateful elements which lent
depth to his earlier plays. Nevertheless, despite the comic effects,

it can be seen that the desire for order and truth still prevails.

La Machine 3 écrire is in the style of a roman-policier, but

Cocteau calls it a false detective plot. The actual story involves the
working out of the relationship ef Didier'stwin sons, Pascal and Maxime,
their adopted sister Margot, and Solange, a friend of the family. Cocteau
desired to paint a picture of provincial life in France, another

s € O * 3 . .
societe a la derive, in a rural context. In this venture Cocteau

is not as successful as in Les Parents Terribles, since the plot

of the work is lacking in evidence to substantiate this idea. Nevertheless,

as in the preceding two plays, there are elements that are not in the
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boulevard tradition, but rathertraces of Cocteau's own preoccupations
as evidenced in earlier works. The three young characters all exhibit
varying degrees of what can be termed disorder: Pascal slams doors in

much the same way as Michel in Les Parents Terribles. Maxime exhibits

the characteristics of the Cocteau poet: he is persecuted, having been
unjustly imprisoned. Margot is an obvious mythomanic, consistently
dressing up in old theatre costumes and writing five-act plays. She
and Maxime also show their mythomania by their confessions. They do
not want to succumb to the ordinary and unexciting lives that their
environment promises them, and are even willing to confess to a crime
in order to make something of themselves. Not able to do this through
their own efforts, they pretend and like so many of Cocteau's characters,
live a 1lie.

It is in Solange that the trait.of isolation, seen already in
the younger people, is most pronounced, Her living at Malemort is a
physical expression of being on the fringe of provincial society. The
scenes where she is left by Maxime and Fred mark her increasing solitude
which is brought teo its culmination by her off-stage suicide., By this
act she confirms her inability to face up to reality, and in a2 sense,
order is re-established. Nevertheless, the play fails to succeéd
because of the lack of plot substance, Solange is not given a motive
for her crime, since there is no real sense of provincial life felt
in the work. Similarly, her character is lacking in the type of latent

criminality that would make her deed plausible,

* X ¥
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«
It appears that Cocteau's search for "une place fraiche sur

1'oreiller"131 did not entirely succeed in this venture into the

theatre of the boulevard tradition. Despite the fact that he did affect
the tradition's manner and theatrical vocabulary, he could not force his
work into that traditiom, The notion of the human predicament was too

strong within him and he could not make the necessary concessions to

this tradition. Although both Les Parents Terribles and La Machine &

écrire work on Bernstein's principle of the "&pisode-sursaut i triple
décrochement",132 the central conflict in the former is not one that
could be considered boulevard material, The underlying problem is too
strong for the commercial theatre and in the last two plays vestiges of

Cocteau's philosorhy are ever-present.

Indubitably Les Parents Terribles is the most successful of the

three plays, perhaps because Cocteau was not forcing his ideas into the
boulevard tradition, rather he was making use of its elements for his
own ends, Furthermore, by his use of the modern idiom, he clearly
illustrates that order and destiny do not belong exclusively to the
ancient myths but exactly the opposite: they are constantly at hand

no matter what the milieu, the vocabulary of the era,

133
132

Cocteau, la Machine & écrire, 0.C., VIII, 8.

Pierre Brisson, op. cit., p. 87.
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CHAPTER III

DESTINY IN THE HISTORICAL PLAYS

In the three historical plays, Les Chevaliers de la Table Ronde,

L'Aigle & deux t8tes and Bacchus, although the sources are no longer

to be found in the domain of the Greeks, or in the tradition of the

boulevard, the myth itself remains essentially the same. Once again

the major conflict centers around the human predicament of man caught
in the trap of destiny and his futile efforts to avoid it.

Les Chevaliers de la Table Ronde was written in 1937, and

despite Cocteau's claim that it is a purely original work that had
come to him one night in a dream,133 the work is a derivation of the
Arthurian legends of the Middle Ages, specifically those concerned with
the quest for the Holy Grail. Once again Cocteau has returned to a
mythologicai source, albeit a more recent one, and the myth is appro-
priate since it is well-known tc the French and, because the original

legends also contained, to a great extent, the elements of predestination.

1331n the preface to the nlay, Cocteau gives the following
genesis for the work: "En 1934, j ‘étais malade. Je m teveillai un
matin, déshabitué de dormlr, et j'assistai d'un bout a 1'autre 3 ce
drame dont 1'intrigue, 1° enoque et les personnages m ‘étaient aussi
peu familiers que possible.”" Cocteau, Les Chevaliers de la Table
Ronde, 0.C.,, VI, 120. Hereafter Les Chevaliers.




Although the original myth was conceived in Christian terms, with
Christian mythology, in this work Cocteau does not include the religious
element. Rather, he uses the legend of King Arthur on purely human

terms without the aid of a superimposed myth or dogma. Once again,

as with thé Greek materials, it is a question of the humanization of both
the myth and its meaning, to increase its effect on the spectator.

In this play we are presented with destiny in a multiplicity of
images, a series of dichotomies that stem from the initial conflict of
destiny and free will., The major theme of the work is that of good
opposed by evil, but, taken further, the ovppositions of reality and
illusion, truth and falsehood, order and disorder, the natural and the
magic can all be traced in the initial situation. For Cocteau, destiny
can be seen as a super-human order that governs the world; no matter
under what terms man attempts to circumvent this order, the outcome is
always the same: order, truth, good, will be reinstated. For man,
the major goal is that he be aware of these dichotomies, and that he
retain a sense of perspective and balance. For this reason, Cocteau
presents us with "le Grazal...qui n'est autreque le trés rare équilibre

134

avec soi-méme." Once again Cocteau has defined the notion of
balance in physical terms; what in Orph€e had been the tight-rope,
here becomes the Grail, and the quest for the Grail is actually

man's spiritual quest for order, self-knowledge and truth, hunan

B%1pid, p. 1224
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ideals that are the expression of his true destiny.

The actual conflict of good and evil between Artus and Merlin
is never actively portrayed; rather it is the extensions of this conflict
as outlined above, that are given life by the relationships between the
remaining characters of the play in a series of parallel subplots which
are examples of the reflections of the main subject.

At the outset the castle of Camzalot is a victim of Merlin's
enchantment,l35 and the major symbol of this evil and disorder had been
the loss of the Grail before the play had begun. The entire castle
is bewitched, and all its inhabitants are living in the shadows of evil
deceit, and illusion. The relationship between Lancelot and Suenidvre
is the expression of the opposition between truth and falsehood.
Lancelot is aware of the fact that they are living a deception and,
unwilling for it to continue, he wishes that the truth be reinstated:

J'exige un vrai bonheur, un vrai amour, un vrai chateau, une

vrai contréez ou le soleil alterge avec la lune,ou les

saisons se deroulent en ordre, ou de vrails arbres portent

de vrais fruits,ol de vrais poissons habitent les rividres

et de vrais oiseaux le ciel, oll la vraie neige découvre de

vraies fleurs, ol tout soit vrai, vrai, vrai, vrai, véritable.1l36
Gueniévre, on the other hand, wishes for the deception to continue,

)

since it was her doing that pewritched; she is not a victim.

of evil, but rather she instigates it to be able to live in her love.

Essentially she tries to rule her life, her destiny, through falsehood

1 ’ : -

35Thls state of enchantment has been seen already in Orvhee
where the horse has bewitched Orvhée, and in La Machine Infernale
vhere the Sphinx has spread an air of nestilence throughout Thebes.

136Cocteau, Les Chevaliers, 0.C., VI, 155.




and as such must be punished. She believes that she is happy, yet,
love, if not in compliance with the divine order, is also doomed to a
tragic end. Hence at the end both she and Lancelot must die so that they
may be re-united by death in love.13? Nevertheless, since it was their
love that étarted the deception, their deaths act as therelease from it
when reality once again reasserts itself.

The coming of Galaad and the quest for the Grail, can be seen
as the beginning of the return to reality, truth and order. Galaad
is truth personified, and as such the true agent of destiny. As he is
a poet, it is he that makes the others see the Grail; he himself is
unable to do so:

Je ne le verrai jamais. Je suis celul qui le fait voir
aux autres.138

Similarly, as a poet, he possesses the qualities of anqéliggg; as such
he is but a transient figure that cannot stay where he is loved, and
must be off to fight his never-ending battle against evil:

Merlin change vite de place. Il ne s'arrete vas de nuire.

D'autres m'attendent. Je ne sejourne en aucun lieu. Vous

. L
le savez, Artus, Je quete la grande aventure. Il faut payer,
payer, payer toujours., Payer de sa personne et de ses actes.139

In Galaad's quest, Roger lannes perceives the many analogies to that

of Oedipe in La Machine Infernale:

Oedipe poursuit le secret de sa naissance comme Galaad s'élance

137Here there is a clear parallel to the relationship between
Jocaste and Oedipe in La Machine Infernale, when after Jocaste's
death she is re-instated into the proper order and assumes her role
as the mother of Oedipe.

138

Cocteau, Les Chevaliers, 0.C., VI, 282,

91vi4, p. 282-283.
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a la conqueue du Graal., Tous deux traversent des pidges et

des épreuves, proteges par celui-~13 meme qui les leur tend:

le Destln. Oedipe défie le DDhlnX. Galaad se ldve, indemne

t du sisge perllleuY. D'avoir vécu dans le mensonge Jocaste meurt
et la Relne Gueniévre ausq1. Lorsque la verlte surgit, enfin avec
sa cruauté auguste et définitive, Oedipe se créve les yeux et

Galaad reste aveugle devant cette illumination insupportable,l40
Nevertheless Galaad is not a passive participant, but rather an active
agent in control, as far as humanly possible, of the situation.

Pinally there is the character of Ginifer who is the embodiment
of evil, magic, disorder and virtually the most important character of the
play. He himself is never seen, but, rather he takes on the shapes of
the other characters: Gauvain, the queen, the Grail and Galaad. It
is Ginifer who produces the effect of the permeation of evil, disorder,
and falsehood into the true and the real. Whereas in the Greek plays
the evil and good had been clearly delineated, here there is a much more
subtle and perhaps more difficult interpretation. Just as in human life
things are not always seen in terms of black and white, so too here
there is the grey merging and permeaticn of one into the other.

By his "mirror" rdle, he often shows the latent characteristics
of the characters whom he inhabits; this is especially true in the second
act where he assumes the rdle of the queen. Not only do these double
roles suggest the double nature of man and the latent conflict within,

but the reactions of the remaining characters when confronted by the impostor,

underline very strongly the conflict between appearances and reality; on

140
Po 684:

Roger Lannes, Jean Cocteau (Paris: Pierre Seghers, 1948),
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the surface it is much easier to accept the given, the physical
manifestation, rather than to question it. This is especially true in
the case of Artus, who lived in the joy of his ignorance, not even
thinking to question 1it,.

Ginifer's relationship to Merlin bears a marked resemblance to
that of the Sphinx to Anubis. Once again we are made aware of the
fact that these evil-mongers are not answerable to themselves, as Merlin
points out:

s _ s . ®
Ginifer, n'oublie pas que tu sers un maltre plus fort que
nous s 141

Ginifer, like the Sphinx, is subject to human impulse, as is evidenced
by his stztement that he is tired of playing roles and wishes to become
himself again.

Galaad's destruction of the illusion does away with the enchantment,
and once again crder and truth appear along with their symbol the CGrail.
The return to reality neither affects all of the characters simultaneously
nor in a like fashion. Artus had lived in Jjoy but also in ignorance; with
the echoes of Lancelot's and Guenidvre's voices, an audible image of
reality, he is forced to kill Lancélot. Essentially this is the first step
in the assertion of the truth. Gueniévre realizes that it is not Artus’
decision, but rather that of fate:

C'est le destin qui vous a fait deviner cette visite. C'est

le destin qui vous a fait tendre ce pidge. C'est le destin
qui vous a fait tuer.142.

e

1LH‘Cocteacu, Les Chevaliers,0.C., VI, 227,

M21p34, p. 260
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She must surrender also to her own ‘death in order- that the necessity

for the lie be removed and to allow reality to reassert itself. Artus

is forced to remain alive havipg te "pay" for his error, and to live

in the harsh light of reality. Blandine and Ségramor, who were the victins
of the era of falsehood, are ultimately the reincarnation of Gueniévre

and Lancelot. The completion of this transfomation signifies a

new state of purity and the return to order. As physical witness to

the return of truth, Ségramor's wound, received while attemvting to sit

in the sidge périlleux, is miraculously healed.

In terms of stage effects and géggg,"once again it is an’
atmosphere of penumbra that envelops the entire play, symbolic of the
enchantment that only dissipates when realiiy illuminates the situation
and the truth reinstates itself in the third act. Of some significance
are the many magic effects - the chessmen, the moving chairs, the
talking flower - all of which contribute not only to the idea of magic
and supernatural, but also to the conflict of appearances and reality.
These magic properties serve to underline the state of enchantment
surrounding the characters as well as fit in appropriately with the

historical epoch of the play. Les Chevaliers de la Table Ronde can

be seen in terms of a medieval allegory, with the idea of precision and
balance clearly evident in the struggle of good and evil with its
adjoining corollaries personified. Similarly the work has been seen in

143

terms of the baroque dramatists, specifically Rousset.

143Lynette Muir points out that the use of the double or
sosie and the interaction of dreaming and waking as witnessed here could
be claimed as derivatives from the Baroque dramatic tradition., "Les
Chevaliers de la Table Ronde, A Baroque Play?", Modern Lanzuages,—iv

(1959), 115-120,
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Despite Cocteau's affirmation that he was breaking away from
< b
"une sorte de manie de la Grece“,lq' it is apparent that he was merely
seeking a new means of expression for the dramatic conflict of destiny

and free will. In the Greek dramas, specifically in La Machine Infernale,

the presence of destiny was reflected in a single terninology which was
obvious enough to the spectator, if not to the characters themsedves. 1In

Les Chevaliers de la Table Ronde the reflections of destiny and its

forces are not delineated as clearly, nor as easily perceived, and their
manifestation is shown in a more sophisticated and complex manner., The
central conflict of destiny and free will lends itself to interpretations
on multiple levels that tend to overlap and permeate the drama with a

series of conglomerates,

L'Aigle 3 deux tetes, written in 1946, is based on an historical

event concerning the mysterious assassination of the Empress Elizabeth
of Austria by an unknown Italian in 1898. Although Cocteau is not using
a known myth as his source, this play is an elaboration onan historical
fact that has become a ,[legend.

Up to this drama, Cocteau's characters had not questioned the
nature of destiny. They either accepted it or refused it; here however,

this is changed and Cocteau asks a question. The incipit for the play

1q4Cocteau, Les Chevaliers, 0.C., VI, 119,
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is ironically significant:

. . "
Elle ne pouvait compter sur rien, pas meme sur le hasard.
Car il y a des vies sans hasard.l45

It refers specifically to the heroine of the play, La Reine, who
interrogates herself on the sense of destiny. She does not count

on destiny to come to her, but rather imagines that she can take it into
her own power to forge her own fate. In this play Cocteau presentis

a character who believes that she is capable of completely controlling
her life, and her death, but he does so in such a fashion that the .
spectator, at the conclusion of the drama is forced to ask how much
was human effort and how much was predestined,

The entire drama concerns itself with La Reine who believes that
she can command a death to maich the melodramatic role she had created
for herself in her lifetime. She dreams of a tragic fate and realizing
that it must come in timelué, she has done nothing to force it, remained
in the seclusion of her castles and waited. However, nothing has come
about other than the results of her own actions. Here again there is an
echo from the Greek myths where the forces of destiny wait until the
hero is completely deluded into thinking that he can indeed govern his
destiny before they crash down on him in reality. Essentially in the
characte;'of La Reine, Cocteau has created a mythomaniac who wishes to

create a tragedy out of her life, to become a myth in death.

lL"5Coc’ceau, L'Aigle 3 deux tétes, Theatre , II (Paris: Gallimard,
1948), II, 299.

1I+60nce again the time element i§ important. Not only has she
waited for ten yvears for something to haopen to her, but when Stanislas
appears the tragedy is given only three days to complete itself,
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As many of Cocteau's heroes, she is isolated from the rest of
the world and lives in her own fantasy. Her exile is self-imposed, and
pushed to a melodramatic extreme: she stays in her castles, always
veiled with her face hidden, not communicating with the rest of the world,

With the appearance of Staniglas, she makes him into the active
agent of destiny. Although she believes she is responsible, there are
indications that the higher forces are at work, the first indication
being in the cards that she reads:

Un, deux, trois, quatrg, cing: 1la mort. Un, deux, trois,

quatre, cing...BEt voiia le jeune homme blond gui nous

intriguait tant.147
She has read the cards many times before and the results have always
been the same, When Stanislas appears through the window, left open
to invite chance, he bears a remarkable resemblance to the nortrait
of the déad king. Once again Cocteau is using a mirror image and its
property of reversal. The king is portrayed in peasant costume; Stanislas
is a peasant and dressed as such. Nevertheless his resemblance to the
king indicates his nobility of character and finally makes the queen
believe that he is her destiny.

Another indication that assists her delusion is that she has
read his poem "Fin de la Royaute" which he had signed "Azr#el", the
angel of death. The proof that he is not her destiny however, is that he
comes to kill her, but cannot do so., This implies her true fate is

yet to avpear, and possibly his resemblance to the deceased king fore-

shadows their love relationship rather than their death.

14700cteau, L'2igle ¥ deux tétes, Thedtre, II, 323-324,
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The entire play works towards the deaths of these two characters
and it is through their interaction that their true destiny comes about.

Une reine d'esprit anarchiste, un anarchiste d'esprit royal,

si le crime tarde, s'ils se parlent, si ce n'est pas le coup

N “~

de couteau dans le dos é=2 1'embarcaderedu lac de Geneve, notre

reine ne sera pas longue & devenir une femme, pas long notre

anarchiste & redevenir un homme. Ils trahissent leurs causes

pour en former une. Ils deviennent une constellation, ou

R -~ . . <

mieux un météore qui flambe une seconde et disparait.l48
These interactions can be seen in contrapuntal terms, with the two
voices sometimes in harmony, other times dissonant but resolving together
at the end only in death., The changing relationship between the two
characters can be seen in a series of physical images. In the first act,
in her long monologue,la Reine divulges the story of her life of solitude
and her death wish. In essence she is not really alive, she no longer rules,
she has been completely isolated and lives only for her tragic death, The
monologue is thematically important as Dubourg makes the point that

Ce monologue donne sa signification 3 la piécs en faisant du

destin et de sa lutte avec la reine 1'objet meme du drame,

. . < . . o . -* - .

mais il eclaire,il devoile 1'herofne, il la deshabille

Jusqu'au coeur devant Stanislas,149
Significant also is the fact that the gqueen like many other of Cocteau's
heroes is living a lie, in an illusion; as she herself points out, she
is dead. In the second act she returns to life, under the influence of
Stanislas. She casts off her veil, which had previously hidden her from

life; not only does she decide to become a live queen and take up the

reins of her rule, but more than that, she comes back to life as a woman

#81p34, p. 302,

149Dubourg, op. cit., p. 131,
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and falls in love with Stanislas. In the third act, when her true destiny
presents itself, she also dies in her double rBle, unveiled not only before
the man she loves, but also bzfore her troops as their queen.

The double-faceted character is also present in Stanislas who
is not only‘a would-~be assassin, but more important, a poet., Once again,
he suffers the persecution of the true poet (the isolation, the pursuit),
and in his long speech in the second act, acts as the intervreter of
truth for the queen, divulges to her the secret of 1life and tries to set
her on the right way to her proper destiny. He also falls prey to love
but realizes that their love cannot be of this world:

yon Dieu, accevtez-nous dans le royaume de vos énigmes. Evitez

2 notre amour le contact du regard des hommes. Mariez-nous

dans le ciel,150
His role is similar to the of Heurtebise in Qrphée; not only does he
return La Reine to life, but also brings her to her death.

The queen who realizes that Stanislas has poisoned himself outoof
love for her, also realizes that her love for him is stronger thzn her
urge to live, and tricks Stanislas into killing her. ©She fulfills his
destiny as a true assassin, Nevertheless, by their very natures,. (the
queen bheing a mythomaniac; and Stanislas a poet) and their’differences
in-social class, they not only lived in isolation but also die apart with
the long staircase between them.

The queen however, retains to the very end her delusion that

15OCocteau, L'Aigle 3 deux tétes, Theatre, II, 377.
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she is still in control of her fate, as she requests Willenstein:

Je vous demande de ne jamais oublier mes paroles, Willenstein,

Et de témoigner devant les hommes que, quoi qu'il arrive,

Jje 1'ai voulu.l51

However, it is neither she nor Stanislas thatare the masters of
their fate, but rather the Count von Fo2hn, It is his double intervention
that sends the characters 1o thelr destiny and finishes by killing both
of them.

With respect to the décor andrproperties, the entire play is
laden with melodramatic trappings: a tragic lonely queen in an isolated
castle, a raging storm, an anarchistic poet, all combine to produce a
highly charged "romantic" drama. Here objects like the queen's veil, the
candelabraz;. the vial of poison,intensify the air of intrigue and mystery.
Here also colours play a significant part, specifically the combination
of red and black. Ia Reine herself comments on their significance during
her play with the cards:

Je me sars d'un évenyail noir vpour cacher mon visage. Le

destin se sert d'un eventail noir et rouge pour montrer le sien,

Mais le sien ne change jamais.l1l52
The colour black is traditionally associated with doom and death, whereas

152

red is aligned with passion, warmth, violence and blood. Reading
her destiny in the cards, according to the colours, she herself submits
to it and fulfills their prophecy, even though at the outset she had no

indication of the love relationship.

Blpig, p. 408,

121534, pe 323,
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The colour black is also predominant in the costumes: the queen
dresses herself in black, with a black veil., Similarly Stanislas on
the next morning appears dressed in "un costume de ville sombre."153
The associated feeling of doom is emphasized by the claustro-
phobic, oppressive atmosphere of the stage setting: not only is it dark
and foreboding, but with the flashes of lightning during the storm there

is an undercurrent of violence,

Ce décor fait d'ombres qui bougent, de pénombres, de lueurs
de feu et des éclairs.154

This atmosphere is one in which the queen thrives, and as such not only
foreshadows her true fate, but is also for her the reflection of her own life
and death in her own melodramatic terms.

In one sensé this décor and the associated trappings serve as
a reminiscence of the plays where destiny ruled. The eerie atmosphere
effectively evokes the feeling of the supernautural in a typically
nineteenth century "romantic" fashion. It is evident that despite the
great leap forward in terms of historical time, the higher forces are

£111 at work and fully capable of reappearing in a new disguise.

Cocteau's last drametic work Bacchus was completed in 1951
and first performed in the same year at the Thedtre Marigny. In this

drama Cocteau has encompassed many of his ideas postulated in his earlier

151bi4, p. 350.

154 .
5“Ib1d, pe 309.
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dramatic and prose writings.

The central conflict. focuses upon an individual who wishes to
remain free of the existing social order, again to create his own
destiny. Once again it is the conflict of order and disorder, with
the predominant idea being that of liverity. Cocteau himself, in the

Journal d'un Inconnu describes the major theme of the work:

J'abordai le théme du désarroi de la jeunesse au milieu des
dogmes, des sectes, des obstacles qu'on lul orvose. En proie
aux offres de service et aux sentiments, elle cherche d rester
libre. Sa liberté désordonnée se glisse sntre les obstacles
jusqu'd ce qu'elle s'y ecrase.l55

Dubourg takes this definition further:

Bacchus exnose deux vérités, deux antagonismes, deux univers...
Ia difficulté d'etre...libre et de le rester au milieu des
tyrannies dogmatiques d'ou qu'elles viennent, voild le thdme
de Bacchus...le théme de la liberté est toute la pigce.156

In the preface for Bacchus, Cocteau exvnlains the origins for
this work:

La coutume autour lagquelle tourne lhctionest une vieille
coutume byzantine. Mais i Byzance le lauréat de 1'évreuve
acceptait d'en &tre victime. Un le sacrifiait le sentil3me
Jour. J'ignore s'il s'agissait d'un Dionysos. I1 s'agissait,
il me semble, d'un régne en miniature. ILa coutume fort
attenuvee existait en Suisse, il n%y a pas longtemps i Vévy...
pour la fé€te des vendages. Elle m'avait été racontée par Ramuz
comme désastreuse en ce sens que les lauréats se montaient
la téte et refusaient ensuite de retrouver leur vie médiocre.
J'ai naturellement envisagé la coutume 3 son extréme, lorsque
des conséquences risquaient de depasser les limites d'une
mascarade.l57

In effect Cocteau has once again made use of an ancient myth,

albeit indirectly. As noticed, in the Greek plays Cocteau had retained

155Cocteau, Journal d'un Inconnu, p. 87.

157Cocteau, Bacchus (Paris: Gallimard, 1953), p. 10.
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the inherent qualities of the Greek myth, or as in Les Chevaliers de la

Table Ronde the essence of the Arthurian legend. 1In the present instance
the dramatist is further removed from his source, writing about a custom that
is only based on a myth. Nevertheless, Cocteau's ironic outlook can

be perceived here particualarly since the play is set during the time of
the Reformation and the great ecclesiastical crisis. Once again Cocteau
is stressing the universality of myth and its permanent relevance to
humanity. Although the Christian myth had had a powerful impact on
humanity, the pagan traditions still persis®t’ with values that are praised
even to the point of being idealized. In this play, although Hans plays
the role of a pagan deity, his actions and words derive much from the
Christianmyth; hence Cocteau has essentially superimposed two mythologies
to create his own myth,

As in Les Chevaliers de la Table Ronde, in Bacchus the central

conflict carries with if certain auxiliary ideas that serve to illuminate
the nature of the conflict as well as to reinforce it. Recalling the fact
that ‘Cocteau's theatre is governed by the belief that man is not free,
human liberty is only an illusion whose affirmation is a revolt agaist
the vordered forces of destiny, always ending in death, These forces can
be of a supernatural nature, as seen in the Greek plays, or of a human
social order as here in Bacchus, where the Cardinal is the representative
of the church, an ordered social institution,

All of Cocteau's heroes are presented as characters who believe
themselves to be free and cannot recognize their true fate because of

their limited perception of time.158 They do not realize that the

ljacgfo Anubis' speech in Ia Machine Infernale, 0.C., V, 270-271,
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superhuman forces, in this case death, give man a small space of time

in which to play his illusory role. Although in La Machine Infernale

the Greek gods had accorded Oedipe seventeen years, Hans is only given
. Ry
seven days to play out his role.

The notion of a hostile universe governed by evil and an implacable
destiny is reflected by the historical context in which Bacchus is
situated.

L'action se passe en 1523, dans une petite ville allemande,

L'enooue est sonbres: celle de la “e-ormo et de la.revoluulonpaysanne°

L' enoque ou les papes ulsnutent le tlore, ou 1'Eglise ruinée

monnayalt les indulgences, ou l'anarchie des dogmes &cartelait

les ames, €pogue de violence et mensonge,.1l59
As such, this universe demands a hero of excepticnal calibre, exhibiting

certain constant qualities. In the character of Hans it appears that

we are presented with the Cocteau hero par excellence. Firstly, all of

Cocteau's heroes are young and Hans is no exception. Cocteau's penchant
for youth can be seen in terms of the balance and the tightrope, as
Oxenhandler has remarked:

..cla jeunesse habite le seuil de la r@alité ou les réves et
lesfantaisiesde 1'enfance se fondent avec 1‘'ordre rationnel

de la vie adulte. La Jjeunesse représente le lieu ol le conflit
entre le dcsord*e enfantin, la nurete 1ntegrale, et 1'ordre
externe 1moose soit par les hommes, soit par les dieux, est
exposé 160

It is from this conflict that stems the youthful desire to remain free,

159Dubourg, oo, cit.,, po 145. The historical context is effectively
mirrored by the décor wherein Cocteau recuires a resemblance to a painting
by Holbein: Famille de Thomas More. This note is doubly significant since
not only does Cocteau retain the sixteenth century setting of the painting,
but its subject is appropriate for Bacchus, Doubtless the reference is
meant as an indication of the fate of Hans° Here again there is a mirror
image in evidence, in the same manner as in L'Aigle 3 deux tétes.

' 16OOxenhandler, "Le Mythe de la pers@cution dans 1'oeuvre de Jean
Cocteau", 12 Revue des Lettres Modernes, Cocteau et les lVythes, 298-303
(1972), 101,
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Youth treads a precafious path between its dream world and the true adult
world and by its inability to resolve the conflict by accepting rational
order, is hence doomed. Since youth exists in its own world, it is by
implication isolated. In the preface for Bacchus Cocteau presents this
idea as being the aim of the play:
Elle[la:piéce]montre seulement la terrible solitude des etres
jeunes qui ne s'engagent qu'en eux-memes et refusent d'épouser

les directives d'une vpolitique, quelle qu'elle soit,161

On the simplest level Cocteau has isolated his characters by a

disparity of social class, as Stanislas and the queen in L'aigle 3 deux
tétes, and the same can be seen here where Hans is a peasant among nobility

' isolation is more

and the ecclesiastical authorities. However, Hans
extreme, sincé he has exiled himself from his own social class by his
feigned madness. His words and actions during his masquerade at the end
of the first act underline the integral double nature of youth: ;1lthough
he has the external appearance of an adult, he speaks and acts like a

child., As Christine points out:

Ses paroles n'ont pas de sens et sont parfois cocasses,
comme celles des enfants,.162

and later, feigning fatigue, Hans lies down on the floor.163
Essentially, it is the established social order which had caused Hans'

madness before the drama begins, It is Hans' account of his former disorient-

ation which mzkes the audience aware of the fact that he is already a

16

1Cocteau, Bacchus, p. 10

1624154, . 68.

163Ibid, p. 98.
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condemned man, perseéuted and fated to die. After having been elected
to the role of Bacchus, Hans proceeds to isolate himself further. Simply
by the fact that he becomes Bacchus, he is apart from the others, now
at the other extreme, above them, On stage this is phys;cally demonstrated
by the costume that he wears. However, it is = his words and actions
in the role of Bacchus thzt isolate him absolutely and complete his destiny,
Nevertheless even before Hans is introduced onto the stage, there are
indications that the fate of Bacchus is a tragic one.

At the outset of the drama, the normal order of the village
has beenm interrupted by the feast of Bacchus and the opening episode between
Lothar and Christine serves to foreshadow the fate of Hans., When Christine
enters she seés her brother dressed in the costume of Bacchus standing
before a mirror. The implications are obvious: their older brother Ulrich
had died as Bacchus in the same costume, and here again the mirror
can be interpreted as a premonition of death.164 Along with Christine's
revelation about Ulrich: o

Et te rends-tu compte que c'est ce costume de Bacchus qui a
* s
cause sa mort? .

Gi;ich s'est suicide,165
the ecclesiastical authorities emphasize this point in conjunction with
previous feasts:

I1 y a cing ans, le fils alne de notre hBte, alors igé de

. ” .
dix-neuf ans, a remporte la palme. Car c'est tous les cing ans
qu'a lieu cette election qui donne les pleins pouvoirs, pendant

164

C.ft DO

&

l6SCocteau, Bacchus, p. 21,
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une semaine & celui qui est €lu. Ces huit jours de gloire ont

un peu tourné la t8te. Le septiéme jour la jeunesse, et 1l'avouerai-
je & ma honte, nous mgmes, avons eu la sottise de moquer une

petite crise d'orgueil fort excusable 3 cet dge. Le jeune homme en

a pris une ombre que nous ne soupgonnions pas. Ses accés de colére
excitaient ses camarades. Bref, il s'est tué,166

® 00

I1 importe en outre que son Eminence sache que la fete précéd@nte
avait provoqué un desastre. Le Jeune ¥ilhelm de Haage, nomme
Bacchus, s'était livré 3 de telles depenses et & de telles orgies
que Je m'excuse de n'en pouvoir reciter la liste dont nos com-
vatriotes rougissent de honte. Le peuple 1'a voulu lapider,

Nous ne 1'avons tiré d'affaire que par 1'exil. 167

Hence by these indirect narrations one is already made aware of
the threatening atmosphere associated with this masquerade. It appears
that each time that the prevailing order is interrupted by a Bacchus,
it is completed only by a tragedy. Ey this Cocteau shows that not only
is the disruption by revolt and disorder a recurring event, but each
time ordser re-establishes itself, Hence this all foreshadows Hans'
doom as Bacchus,

Lothar and Christine also divulge that they are taking part in
the Reform'movement. In one sense they are also in a state of revolt
against the established order, but their disorder is not pure since they
are merely changing loyalties to another social order, Thay do not suffer
the true crisis of youth as does Hans, since they have already bridged
the gulf separating childhood and adulthood, and as such have achieved

a compronise,

Christine's role as an agent of destiny can be likened to that

Ibid, Do L”8o

Ibid, p. 49.
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of the Sphinx in la Machine Infernale or that of the queen in Les Chevaliers

de la Table Ronde., As a member of her social class, she was in part

responsible for Hans' initial persecution.in the man-hunt, and although
she had tried to atone for this over the years, it is she who is instru-
mental in .the election of Hans ~and by implication, responsible to some
extent for his death.

In the second act indirect narration is used to comment on
Hans' actions in the role of Bacchus. It is revealed that his madness had
been no more than a maéquerade in which he had lain in wait until chance
had presented him with the oppertunity to act outside the established

order; as Lothar relates:

I1 a dit:"J'ai Eetrouvé la rzison en voyant torturer mes amis,

Je savaisqued'etre un idiot était ma seule sauvegarde. J'ai

décidé de continuer de l'€tre. J'ai observe, j'ai etudie en

silence. Le hasard m'a placé dans un role qui me permet de

parler et d'agir. J'en profiterai. Soyez prevenus.168
As the scene unfolds, the deeds of Hans as Bacchus are revealed: he had
ordered the doors of the prisons opened, hadchased the merchants out
of the church with his belt and had done away with taxes. These are all
Biblical derivations and what Cocteau has done is to superimpose the
Christian and pagan mythologies, perhaps underlining the state of disorder
in Hans., Nevertheless, his use of Christian elements once again indicates
that the fate of Hans will be like that of Christ who was also persecuted
and condemned to die because of his acts.

In the long dialogue between Hans and the Cardinal the dramatic

theme of the play becomes verbalized. It is here that the dialogue plays

1681bid, P. 98,



the major rale, and is used to express the elements associated with the
ma jor theme‘of the work., At the outset of the scene the Cardinal, who
likes Hans, tries to warn him of the dangers of his programme:

. by . -
Vous vous livrez cependant, et coup sur coup a des inventions
bien dangereuses pour un homme qui cherche la popularité.l169

Ngtwithstanding, in the obstinacy of youth, Hans proceeds to inform the
Cardinal that he wishes to free the people from the forces of the
established order; in stating that he fellows the pattern of Christ,
he preaches revolt and anarchy. However, he clearly declares.that
he belongs to no party and that he seeks to remain pure, giving the
following definiti-n of purity:
La pureté ne s'exprime ni par des actes, ni par des paroles. Elle
ne reléve pas d'un code. C'est la matiere: dont une dme est
faite., Le Diable est pur parce qu'il ne peut faire que le mal.1l70
Purity is part of disorder; those who remain pure refiise an ordered
existences here it is Hans who refuses to sacrifice his purity to the
external pressure of the Church., In this respect Hans is like Antigone

who refuses to accept the social order of Créon, or Stanislas who revolts

against the nobility in L'Aigle 3 deux tétes. What Hans succeeds in

doing by this affirmation of his purity is to isolate himself and to invite

his own destruction. A close link can be seen between Hans and Antigone

171

who also wishes to die to remain pure and uncompromised. To keep

this purity, essentially this liberty, Hans realizes that he must

169154, ». 110.

1
™1pid, p. 111-112.

171As Antigone states:"Devais-je donc, par crainte de la pensée
d'un homne, désobdir 3 mes dieux? Je sava;s 1la mort au bout de mon acte.
Je mourrai jeune, tant mieux. Le Malheur etait de laisser mon frére sans
tombe. Le reste m'est égal," Cocteau, Antigone, 0.C. , v, 156,
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remaln alones

Je suis libre,..Si j'avpartenais 3 un parti, Qe'trahiraismon

ame 1libre avec ce vparti ou ce parti avec mon ame.libre. En

outre, mon maltre m'avait mis en garde contre le confort moralc

qui flatte la paresse. S'engager dans un parti est un confort
E > - - - -

puisque ce parti nous encadre et qu'il nous evite 1'angoisse

T SO

des nuances au bénifice d'une couleur,172
In his speeches Hans affirms his revolt, his disobedience, his liberty.
The Church is aconstituted society, moreover, a society within a socilety,
hence a party. Hans refuses to bend to its exigencies, which are no more
than human, consequently limited, partial, hypothetical and above all
self-interested. It is for these reasons that Hans refuses to submit,

In keeping with the religious context of the play, Hans associates
the super-human forces governing man's fate with God, a cruel God who
seeks to destroy man:

Si Dieu qui habite hors du temps et 1'embrasse dans_son

ensemble, a cree 1l'homme pour sa perte et pour la notre

il est un monstre.l173
Again he underlines the fact that man is no more than a victim in

this hostile universe, existing in a state of fear because of the unknown,

in this case God, whom humanity has personified as a cruel being:

1'PZCocteau, Bacchus, p. 130-131. In this speech Cocteau is quoting
himself, specifically Le Mvsteére Lallc: "Mon parti est terrible, il me donne
des ordres: auxquels je dois obeir; il ne me lzisse libre de faire
aucune des choses qui me plaisent, il exige un obéissance sans bornes
et 1'abolition totzle= de mon individu...J'al pris: mon parti, en quelque
sorte, C'est la grande guerre &ternelle du singulier contre le vluriel
et, helas, elle devient de plus en plus grave puisgue le monde se

». - . o = . > 3 " %
desindividualise et s'oriente vers le plusiel. 0.C., X, 25.

173Coctea.u, Bacchus, p. 117,



S'il craignzait moins un Dieu cruel, le peuple se tournerzit
- L3 < . . . - -y ®
vers lui-mene I1 retrouverait sa dignite, sa responsabilite

i . a - . . -
de 1'homme, Il cesserait d'@tre un bétail qui tremble. Il
redeviendrait un homme. Il versirait aucompte de Dieu ce
qu'il verse au compte du Diable, et vour cause,174
The programme that Hans advocates is the affirmation of his

liberty:

Remuer Jes forces d'amour gui somnolent. Abolir la crainte,

. - - g
Etre bon comme on tuz, Tuer la haine. Ne pas savoir ou
cela conduit.l75

Nevertheless, such a programme, 2s the Christian one that Hans imitates
is destined to failure. However, Hans knows this, and despite this
knowledge he agrees to, even aspires to his own destruction, like Antigone
or Orphee.
ring this entire scene the Cardinal's responses voint out all of

the contradictions in Hans; his practical intelligence as a man of state
bring down all of Hans' ideologies and show the dangers of such anarchy,
Despite the fact that the Cardinal realizes the error in Hans, he cares
for him and consequently is not an evil character, but rather the
representative of another truth: that of the accepted social order, The
Cardinal can see the value of disorder, and see the good in it, but since
he is no longer young he sees the impossiblity of Hans' programme and
tries to save him:

I} découvre avec stuveur 1'absolue pureté de 1'adversaire, et

dés lors est attiré par lui. Sa noblesse a reconnu la noblesse

de Hans, il s'incline, il 1l'aime, son amour dominateur le veut
by - g . .
a lui, c'est-a-dire, 1'Eglise.l176

171414, p. 120,

1751b14, p. 124,

176Dubourg, Ope Citey, Po 152,
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However, after seeing the futility of argument, the Cardinal leaves Hans.
The scene with Christine and Hans is significant in that it points
out that-even for love Hans will not sacrifice his liberty. This love relationship
bears a marked resemblance to that of other Cocteau heroes - specifically
that of Antigone and Hémon where it is not an external force that ,
separates the lovers but their own natures and desire for seif-destruction,
After the second act has exposed in great length alli of the

related arguments, the drama comes breathlessly to its end.

On n'a pas le temons d'y_narler, un destin foudroyant ferme
la bouche et joue lui-meme la fin de la partie, 177

Once again the notion of rhythm evidenced in the acceleration at the

completion of La Machine Infernale is felt here as the trap of Hans'

destiny shuts down on him,

It is the last hour of the last day of the reign of Bacchus and
now it is Hans, in realization of what will come about, who wishes
to escape the destiny that he has created for himself with his own doing,
by his speeches, by his actions and by his suicide., Nevertheless during
the entire last act there is a strong feelingof suspense created as the
spectators are not exactly certain how the drama will end.

Although the pos%ibility exists that Hans will relent and sign
a confession or attemnt an escare to Switzerland, his re-entry onto the
stage in the costume of Bacchus dispels all such hope and visibly
demonstrates that Hans will die. In this scene it is the window that

plays the role of the mirror in Orphde: the door that leads to death,

1771bid, po 160.
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since, on the other side wait the people who will burn Hans at the

stake. The last scene strongly recalls that of Orphée where the hero
also goes out onto the balcony and is assassinated by the crowd. The
funereal atmosvhere is intensified by the sound of drums that roll until
the end of the act, again as in Orphfe during the suicide scene. However
Hans does not die honourably, since he had plotted with Lothar that the
latter kill him. Although this is not known, there are indications

in the dialogue:

|

Hans et moi, nous avons un pacte...ll ne regarde personne,
Ce pacte est entre nous,178

When Lothar leaves the room, he slams the door behind him,

179

This gesture is a visible portrayal of disorder, and by implication
Lothar becomes part of Hans' disorder. This gesture also shows that
although Lothar had been living in the world of adults, being young,
he was still susceptible &b falling back into that of adolescence with
Hans,

After Hans is wounded, he returns with the arrow in his chest
and falls to the ground. The stage directions state:

Cbristine se précipite, le souléve, s'agenpu}lle et pose sa

tete sur ses genoux. Les cloches de la Cathédrale se

mettent en branle,180
Once again this is an image associated with the martyrdom of Christ:

the tableau of Christine with the dead Hans in her lap seems an echo

of the Pietd. Ths sounds of the bells, heard above the sound of the

1?800cteau, Bacchus, p. 196-197.

179

18OCocteau, Bacchus, p. 215,

c.f. Les Parents Terribles, see also p.49.
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drums indicate audibly that the order will re~establish itself and that
destiny will triumph. The last gesture of the drama, when the Cardinal
1ifts his hand inbenediction, is the affirmation that the return to order

is complete.

. P L. P N -~ . "
In a similar fashion to la Reine in L'Aigle a deux tetes, Hans

is also a mythomaniac; he does not achieve a true victory in the human
sense but a "victory of failure". Oxenhandler effectively elaborates
this point{
If he cannot control nature, he can atleas} control himself and,
before he dies, triumphantly affirm his own dignity and power,
The hero attempnts to transcend the impersonal and anonymous
destiny Ldeath] which nature prepares for him, He rebels
at the unmarked grave of time and marshalls his forces for a
great act:of foolhardiness which is doomed to a triumphant
failure: failure because man himself is in nature and cannot
transcend it into the timeless realm of Grace; triumphant because
his audacity wins for him a mythological status in history and in
the minds of men.181
Hans believes that his final act of martyrdom, his suicide, is
the sign of his victory, the final affirmation of his liberty. Nevertheless
this is Jjust an illusion: as he kills himself he is essentially revolting
against the time meted out to him by the superhuman forces of destiny,
He is merely precipitating the inevitable., When at the end of the play
Hans cries out "Libre...", his death is not really a tragic death and
should be regarded as his last permiited illusion. His final liberty
is in fact unreal, since it only anticipates a predetermined event,

The major difficulty in the work is the fact that all of the

characters are benevolent., Cocteau, in expnlaining the conflict of the play

1810xenhandler, Scandal and Parade, p. 147.
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does so in terms of kindness:"Bacchus est une piéce sur la bonté dure

182 Hans is not a victim at the hands of

que j'oppose & la bonté molle,"
the executioners, but of other men, society and of the life which he

had® created for himself. Here more than in les Chevaliers de la Table

Ronde and L'Aigle i deux tetes the distinctions between the human

forces and those of the suberior order are mors difficult to perceive,
Dubourg shows that the solution to the ambiguity of the conflict is
that it must be understood in relative terms:

Cocteau a démontre le combat de deux vérités: celle d'un certain

désofdrepur'[Hans] et celle d'un certain ordrs impur [le Cardinal
oblige de se salir pour se maintenir.183

As this is Cocteau's last dramatic work, it is significant to
note the progressive change of style in these three historical dramas.,

Whereas in Les Chevaliers de la Table Ronde magic elements had been very

important, hers there are none, nor are there the romantic melodramatic

trappings of L'Aigle & deux t8tes. The entire play is on a more sophistcated

level with the greater part of the dramatic conflict created in the
dizalogues, specifically that of the Cardinal and Hans., Not only does

it serve to comment on the central theme and related ideas, but by its

very nature, with its abrupt transitions of topic by Hans and the Cardinal's
negations, it serves to illustrate the disordered character of Hans. The
lack of supernatural elements is significant since it brings the

problem of man's search for liberty completely down to human terms,

182000teau, Bacchus, p. 9.

183Dubourg, op. cit., po 159,
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In these historical dramas onenotices a development in the
presentation of the central conflict in the play. Having left the
stricter confines of Greek mythology, Cocteau still retains his penchant
for the renewal for a mythical tradition, be it an Arthurian legend, a
Byzantine custom based on a legend of a romantic rumour that had become
a myth, There is also a develonment in terms of the central conflict
itselfs it is no longer as easily definable, no longer as starkly
presented, With increasing subtlety Cocteau makes it clear that the
destiny of man is' not easily perceived, but rather that it takes a
certain exterior force to make it apparent. Even then the simplicity
and the egocentricity of the humen mind cannot grasp its significance,
Similarly, the conflict is not merely that of man's struggle against
his fate: it becomes exemplified in a series of opposites, manifestations
as it were, of various conglomerates of the forces of destiny. These
manifestations serve to illustrate the forces that permeate the
human predicament: they can be brought down to a common level, but their
expression can be seen in related corollaries of order and disorder,

truth and falsehood, natural and magic, illusion and reality,

L4
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CONCLUSION

The evolution of Cocteau's works is based on a two-fold
movement: he wished not only to create but also to revive. Recurrently
in the prefaces to the plays he affirms the necessity of doing away with
what has been established so as not to become static., The continual
mobility necessary to the artist is made possible by his repeated changes
in the patterns of his plays and his allegiances to tradition.

In his process of invention he consistently refers to a certain
past - the world of Greek mythology, or the bygone age of the boulevard
tradition, or the historical past of legend and history combined.
Doubtless the aim of such an operation is to keep the public's aesthetic
consciousness in a state of alert. The multiplicity of changes becomes
a pattern in itself, protean but recognizable; in spite of the unexpected
and the novel, every one of Cocteau's plays has a group of common
characteristics that are easily identifiable as belonging to the dramatist,

Our investigation shows that not only does Cocteau's preoccupation
with the clash of destiny and free will provide a rich source for the
playwright's material, but further, this conflict is a permanent unifying
element in all of his dramas., From this basié premise he derived other
conflicts that are but parallels to the first, It is the multi-faceted
nature of the conflict that allows for consistency in the presentation
of the matter in a variety of styles. To whatever genre it may belong
a Cocteau play can be recognized by certain recurring ideas, formules,

words, images, andsituations that all return to the initial confrontation.
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The develovment of every drama follows a consistent pattern,
a technique Cocteau doubtless derived from the theatre of Racine. Before
the play begins the divine forces keep a close rein on an ordered universe,
At the outset this precarious balance is threatened by the eruntion of a
human or éupernatural force. The play is the reflectionof the period
that begins with the initial outbreak of disorder and ends with the realization
of the truth and the return to the divine order,

The characters caught up in this mechanism also follow a pattern.
Their acts of revolt call for certain traits. Usually youthful, or
leading a child-like existence, Cocteau's heroes are exvressions of
purity, liberty, solitude, illusion and disorder., Too immature to accept
the organized world of adults who have accepted their lot, they wish to
revolt, to forge their own destiny as it were. Refusing to accept the
anonymity and inevitability of their fate, they attempt to escape it by
living in a world of illusion, by taking refuge in a lie,

The fact that most of the heroes are young is significant. Youth
is the intermediary stage wherein the dreams and fantasies of childhood,
in their purity, unsoiled Dby socially imposed ethics, meet with the
established and imperious order of the adult world. Cocteau's heroes, for
the greater part, cannot leave their dream world to face up to reality,
be it in terms of a divine power as in the Greek plays, or its human
equivalent, society., Wishing to remain free from external constrictions,
they cast themselves out of their own milieu and become isolated by their
pride and their inability to see the futility of such action,

Often the characters exhibit traits of mythomania, creating

~ .
roles for themselves as martyrs of certain values: poetry, love, grandeur or
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humanity. To them this evasion is the only escape from fate, but it
brings with it their tragic end. In the dramas studied, all the heroes,
with the exception of Esther in the most 'ooulevard' of the plays, Les

Monstres sacrés, die, and often by their own hand.

In the face of an implacable destiny, the hero opts for de:th
by suicids, the highest form of human pretence. 3y precipitating his
death, the character believes he can escape the last illuminations of his
ordeal, He wishes his own death to be the testament of his values, to
become their martyr, but his suicide comes exactly at the moment when
these illusions are shown to be impossible. As soon as the hero realizes
that the world, society, the superior forces, have tricked him, he answers
by playing the only card he holds, his life, He neither triumphs nor
makes his peace: he retires., The irony of the situation is wbvious: & man
is meted out a certain length of time by the gods in which to »lay out
his illusory rBle, but by taking his life prematursly, he is only cheating
himself, taking his illusion with him even into his death.

Destiny so colours the world in which Cocteau's heroces abide,
that it is a place of danger, full of forces that man is unable to
vnderstand, and since he cannot do so, he attempts to organize his life
in terms comprehensible to himself., Cocteau, casting himself in the rdle
of poet, unveils these forces through the strikingly original process

. 5 A . ] .
of poésie de théatre, By its very definition, this approach serves to

show the spectator the multiple nature of the supernatural and inhuman

forces governing our world. In Cocteau's presentation of the forces of
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destiny and its agents many new and unusual interpretations appear on

stage. Some of the agents of fate are truly supernatural beings and

appear as such, especially in the Greek plays, where abstract notions

are given a physical form. Other characters are possessed by thess forces

and act on their behalf as human intermediaries., This is particularly

effective in the more modern plays where their impact is felt all the

more strongly when we become aware of the true identity of %hese agents,
Not only are some of the characters possessed by the unknown, but

objects and entire settings of plays are endowed by Cocteau with fatalistic

dimensions through the pofsie de thi3tre, azain underlining the hostility

of the world in which his heroes live surrounded by traps and pitfalls.

From Antigone to Bacchus it becomes apparent that Cocteau

strove to develop a subtlety in the presentation of the theme of destiny
and free will. In the earlier plays the superior forces appear on stage,
albeit as supernatural powers, but nonetheless visible. In succeeding
dramas their presence is felt in less obvious terms as stege properties
take on hitherto unconceived powers and humans act on behalf of faée.
Similarly the central conflict is defined in varied combinations of
opposites, often springing from man's own inner nature, The dividing line
between the human and the divine becomes less definite as the forces
permeate the drama often making reality indistinguishable from illusion,
The true sophistication of Cocteau's method lies perhaps less in
adoption of striking technical images to convey the power of destiny than
“in - the ultimate refinement of his technique, so that the subtlety of

superhuman powers can be detected and apprehended by the audience by obligue
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means. Léonie, it may be arsued, is a higher refinement of the force of
destiny than, for example, the Sphinx,

The dramatic presentation of the conflict in a novel form
however, might detract from its importance, as the audience, so caught up
in the effects of Cocteau, whom the critics had called 'conjurer', might
not see the true implications of the work, Early in his career Cocteau
realized the difficulty his audience might encounter in such circumstances:

Or, la surface d'une oeuvre nouvelle heurte, intrigue, agace

trop le spectateur pour qu'il entre, Il est détourné de 1'dme

par le visage, par 1l'expression inédite qui le distrait comme

une grimace de clown & la porte,184
Nevertheless, he realized that time was an absolute necessity for his
audiences, so.that they could become receptive, .and on=the. sinplest . level,
to his innovations:

Les esprits simples voient les fées plus facilement que les

autres, car ils n'ooposent vas au prodige la résistance des

esprits forts.185
Once attuned to this simplicity, the audience could perceive the painting
of reality in an increasingly subtle representation of what Cocteau liked
to call “plus vrai que le vrai",

It is time perhaps now for Cocteau's critics to reconsider, as
we have done in these pages, something of the poet's insight into the
human condition and to find that the poetic effects that dazzle in his

works are far more than a conglomeration of delightful tricks or artistic

touches. They reflect the artist's analogies of man's fate and man's

184Cocteau, Préface de 1922, 0.C., VII, 14,

185134, p. 11.
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attempts to combat this destiny by his vain clinging to a notion

of free will; we are left with a picture of Cocteau as a contemplative
poet, breaking tradition and remoulding it, manipulating all the
devices the theatre has to offer to express his own anguish at man's

unequal siruggle with the gods.
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