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pardonable and one is lert rather diasatisried with the out-
come of the tragedy. Tha call of youth railod to surpasa the
1mportance of the oall to duty and the memories or the past.
céeile is unjust and selfiah but is human in her roaction.
Her attitude toward Ginette's future materially weakens her
ohardcter and almost ieavés ad:imﬁresiion of extrene dislike
as the rinal curtain is rung down. |

One hardly agrees with Smith in his oritioism of L'Am5zone

in Main Cg;ggnta of lodern French Drama whon he aaya,'

vseesthat even the exaltation of war and the mask |
~of symbolism -could not change or destroy the -
author's tendency toward a materialistic and
physicel love appeal. In the absence of a real -
guilty passion, the author builds his most tenselll
- dramatic scenes on the assumption of guilty love.
It appears that the physical appeal found in this play is
practically a minus quantity as compared with almost any story
dealing with this great war. One must agree that there is an
element of guilty love to be found herein since Pierre was a
husband and rather, yet Ginette's atoioism in regard to this
passion counteracts any 1mmorality or unraithfulnssa. This
element is‘praotioally<suhmorged 1n those finer ones which
form a composite of a noble character.
sesesSi l'amour y joue un rd8le, ce rfle n'est
ni le premier, ni le plus important....et des
passions plus larges,.sssesy font entendre une

voix qui n'est plus gelle de l'instinct mails
celle de la raison.

11 H.A. Smith, op. cit., p. 276..
12 V. Basch, op. cit., p. 212,
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No words could more accurately describe the content therein.
'The most tensely dramatic scenes are those between Cécile and
Ginette and often Become mbiod:amatio; aspeoialiy on the part
of Cécile. However, this is but a slight criticism due to the
faot that this'ﬁefely éefvés”to'amphasize”tho étress unddr
which thé'French people wafe living during'this tiﬁb.' The
qalmnéss and restréiht'of a Ginette mages4thése scenes '
‘appreciably morevadmirable. In regard to the rdle of the |
: rlesh'Bataillq defends this:elément by,sayingbthat it serves
‘as an aid in fepulging the horio:s’and terrors of war and this
whblesale slaughtar. ‘In view of the reoognized faots in this
respect which were 6nly‘too prevalent during that‘period
M. Bataille's statement can hardly be :erhtod. He also wishes
to impress upon his public that,

Ctest vers l'avenir et non vers les fantSmes

que nous devons tous nous bousculer! On doit

lutter copgre tout ce qui annihile la nécessité

de vivret—v . o - o
Even though his heroine failed in this respect this play is
dedicated to those who "carried on" gt home and

A l'immortelle douleur des Femmes de France, -

A tous les coeurs broyés par le bel et cruel Idéal,

A toutes celles gquil auront le droit, un jour, ‘

Dans la cité douloureuse,
De dicter cet ordre qui n'a été igaqu’ioi qu'une priére.
In Memoriam Aeternam.

This is truly a most noble purpose well fulfilled.

13 H. Bataille, L'Amazone, III, 15.
14 Ibid., Dedication. |
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L'Homma a la Rose, & revival of the ramous Don. Juan of

Spaniah fame, appeared in 1920, It is built upon the multiplicity
of nefarious adventures of Don Juan de nanara. fomen pursue
hin giving themselves to him, enamoured with his appearance -
and personality. Consuelito is the latest victim of his

charms at the 6pen1hg of the play. But Don Juan, weary of

her showers of attentions, has a friend, Manuel, exchange places
with him in the dark. The enraged husband finds them and kills
Eanuel; 'Don Juan, in ofder to assure his owh ptoteetion puts
his memoires and his ring on the body of his unfortunate friend,
hoping to retrieve at least the memoires which are accounts in
detail of each of his affairs. On the ring is engraved his
motto "L'amour, o'est la guerrel™ which motto is particularly -
fitting at this moment. Act II.deals almost exclusively with
Manuel's funeral which is executed in state and mﬁcn display

as all think it to be that of the hero himself. Don Juan
observes the number of iomsn whoa he has known in the past who
oome'béwailing and lamenting his death. Many cases have
resulted tragically for the unfortunate victim. One woman
comes bringing a young boy whom Don Juan recognizes to be his
son. He glves him é ring with his mofto engraved upon it,

_with the words that he hopes some day this boy will know the .
full meaniﬁg thereof. It is after this pahorama~df his past
has appearad before him that he decides to retire from this
licentious form of living. However, it is not this which
really causes him to make this decision but rather the
realization that he is getting old. He is now forty and is
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losing some of his former charm. He has been leading this
kind of life since he was fifteen and the pace 15 beginning
to tell on him. HiaAoompanion, Alonso, doubts his ability

- to make such an abrupt break but Don Juan decides to give it
a try going under an assumed name, He thinks it bettgr to
have disappeared in a blaze of glory :ather than remain to
ﬁeoome an quoot for ridicule. 4Act III takes place five
years later at a time when Don Juan's resistance has about
reached the breaking point. He has wearied of listening to
all the comments on the "deceased" lover. He is in the act
of trying to seduce a young widow, Inez, when Alonso arrives
with the memoires that for five years have been 1n£erred with
Manuel., He has extracted them at his friend's request. Don Juan
has assumed the name of M. Mariano and has reconfly published

a portion of Les Mémoires de Don Juan which have taken the country

by storm and have caused no little comment. He reveals his true
1dentity to Inez who only rails at him calling in others who
ridicule him thihking him insane, which does result in a light
forn of insanity. He is left alone to pour cier his long lost
memoires, the room being lighted only by two dim torches. He
raves and wanders as he works,but he is disturbed by the
apparition of the naked forms of all of his past mistresses.
He vainly tries to capture one‘but they 8ll elude him,until
finally he is successful in getting one. Just then'la Mort''
enters and reviles Don Jugn for stealing the memoires which
are now dead and_hgvg slept with the dead for five years. He

cormences to play a flute to which music the maidens respond
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by following'La More'trom the ioom. Before leaving the
latter takes ths papara from the tablo on whicn Don Juan
is working. He reels there 1s no more incentive to remain
in this l;fe,  He is just roady to hang himself when he
catches sight of fépiila, a servant-girl,~dnd her lover
in a very amorous scene.. As soon as she leaves he trys to
seduce hér,vhé being Blmost crazed with this desire. She
looks at him dynieally and responds that she must have ten
’duros 1n exohange. He 1s overcome for this is the first
time such a request has been made, but unable to give her
. up he agrees; vThe play ends gs_ngilla leads the way upstairs
and Don Juan‘tolldwlng. complotely crushed.

There is but one charaoter in this play of any inportance -
Don Juan. He 1s a romantic hero of loose morals, conceited, a
braggart letting the emotions of lust and tho phyaioal entirely
rule his lire. He even needs his memoires over which to gloat

after the aot is paased. 'He is ”1famant'snpéfieur" one

esesqui prcmbne son altidre nonchalence dans le
“royaume aride du baiser, et découvre tout & coup,
~devant la mort, l'Ame immortellececess...8t se
. soumet aimplament a 1! gumble vie, au rythme

éternel de l'univers.l
‘He, of course, is a legendary hero, fasoinating, 1ntriguing.
with an irresistable power over women. He is hardly able to

support the idea or'old age and‘the cvaneacénoe of his charm,

which is proven by his mental reaction at the close of the drama.

15 H. Bataille, L'Homme a la Rose, Preface, p. 9.



eeesle pitce, en dépit des dcors et

des costumes, n'est pas du tout une pidce

historique, mais un long aigohronismo voulu,

purement fantaisisteeseec..
There 1s a decided change in the atmosphere of the play - at
‘first it is_impétuous, scintillating with action, rapid moving.
It ends in a mystical, humble, cruahed,-disillusionmont. The
seoond act is perhaps tho weakest sinoe it drags slightly and
has less to do with the motivation of the play. It serves to
explain the rormer life of the hero and alsc to prepare one
for the last act. Technically, it is quite in accord with
modernAteodenoies;i Thofe haa'péon an effort to depart from
the "piboo bien f&itoé"aodiaataillo_haa merely built his play
on this basis oenterioé'the:ontife substanoe and action of it
around Don Juan. This playiio rather disappointing arter‘having

read La Femme Nue, Lg,uoandale. ‘and L AmB&zone. Bataille seemed

to be improving from time to time but this is a retrogression
rather than a progression. Perhaps, 1n reviving tho Spanish
legend he has done well but it is not equal technically, to the
ahove-named plays and afrorda a weak olimax to his literary
activities, ‘ - '

Thus one has>a somewhat detailed synopsis of the | A
"ohers-d'oeuvres" of Henry Bataille - one which will serve as
a basis on which to found the ideas and opinions expressed in

the chopters.which‘:ollow.

16 L'Homme & la Rose, Preface, D. 9.
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Chapter III

' CRITICAL ESTIMATE OF BATAILLE'S PLAYS

A survey of the field just covered will serve to
illucidate several points in regard to Henry Bataille's
technique and philosbbhy; . |

One fact deserving of mention is his ability to set
a stage. , |

M. Bataille est un spécialiste du théltre - 11

sten flatte d'ailleurs et il connalt les recettes

de la cuisine dramatique.. Ses décors, sinon

les situations qu'il invente, surprennent: . une

répétition, un vernissage, un restaurant, une

gare, des halls d'hBtel, voici des lieux dgnt'le

public se plalt & avoir le spectaclesecc...

One finds him especially adept along this line as is shown
by his elaborate detail at the beginning of almost every act
of every play,

Un grand dallage blanc, colonnes de stuc bleu,

donnant sur une galerie. 'La salle & manger

ntest separee de cette galerie que par une

large tapisserie noir et or qui glisse a

- l'antique, entre les colonnes bleusSeess..
This is but a small excerpt of this particular scene., Vividly
and gorgeously pictured are these settings doing Justice only
to Bataille, the artist. They are too elaborate and impractical
for an amateur productidn'but a number of times they have been
most metioulouaiy and carefully executed by professional players
with e delightful effect. His settings are so well adapted to

the action and add materially to the desired atmosphere to be

1 P. Liévre, Op. cit., p. 1l12.
2 H. Bataille, Le. Phalene, IV, Stage directions.
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created.

Petit salon trés é1égant, préeddant un
atelier..... Tout est lagué blanc flambant
neuf. Frise de paons bleus..... En angle
petite cheminde de cuivre rouge. Beaucoup
de lampes allumees. Plafonnier opalin. 3
Chaise longue, fauteuils légers, chaises, etc.

One may clearly see the'riganoas of fho author's aesthetic
taste.through these éhort dosoriptiéns. They are delightful
to>fead Just for their intrinsic value as bits of artistry
instead of instructions as to how a stage should bve set. A4s
has been said previously, Bataille is primarily an aesthetician
and such oreations as this escape from his pen,

Un boudoir, patit salon intime de femme, rose

et turquoise..... A droite, la chaise longue,

bourr‘b‘go coussins, couverture & terre. Petites

intimites autour. }
Vivid and ohérming is this little picture which forms an ideal
backgrdund :6r that which is to follow. His portrayal of the
mean apartment of Grace de Plessans and Claude in La Marche
Nuptiale is equally as interesting from a different viewpoint
than mere artistry - that of concordance with the drab life
within. |

Une chambre dthdtel pauvre. Elle

communique avec une autre chambre par le

fond, qui sert de chambre % coucher, tandis

que celle-ci est veuve de lit, transformée

en cabinet de toilette, salle 4 manger, etc...,

comme en temoigne le desordre varié, quoique

propre, de differents meubles: oartons sur

1'armoire & glace, dtageére au mur qul sert
a soutenir cent objets divers..... Quelques

3 la Femme Nue, II, Stage directions.

4 Poliche, II, Stage directions.
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petits bouts d'etoffes cleires, jetés par-ci
par-14, indiquent un effort d'enjolivgnent....
Un peu de soleil d'avril i la fen@tre®

xxxxx

Bataille does not employ an affected vocabulary to produce
these effeots, but rather he uses a language which is readily
comprehensible. His power seems to lie in his'ability'to

use this vocabulary in an unlooked-for sense and in its most-
effective and adaptable manner.

Not only in his atége settings are his powers of des-
cription brought into play: Bataille often dwells on the
penetrating effect of the perfume of flowers.

Sentez-vous comme lfair est encore saturé de

tous ces parfums de fleurs pourries. On mange

de la poussiére parfumée et on ne marche que

sur des cadavres de bouquets.

This gem is but one of the many to be found scattered through-
out his plays which either add a touch of the morbid or of the
happy, a&s the case may be. '

Est-ce le vent qui fait ce long bruit musical

sur nos fronts....en frdlant de lustre de

cristal? Comme on sent vivre l'ombre, n'est-ce

pas? Il passe deg 2g2f£les autour des lampesS....

Quelle chose profonde que le soirl! L'espace

est plein de nous-mémes, empli de nos adieux,

de nos espoirs....c'est vrai... Dites....le
sentez-vous comme MOi%eeeee

In his npréface" to L'Amaggnc[his 1épressions of the Great

War which he gives as a partial defense for this play, creates a

5 La Marche Nuptiale, II, Stage directions.
6 Le Scandale, I, l.
7 Le Songe d'un Soir d4‘'imour, I, 1.
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most lasting effect as to its horrors.
eeeesC'est ma fierté d'homme de le croire,
quand bien m@me la Raison dévasterait
momentanément l'univers, m€me si elle
n'ao@grnait contre la perfection de son
Pi886se.ses Cl'est vers la liberté, vers
les flambeaux, que l'humanité sanglante

tend ((d'un geste droit son coeur comme
.un jet d'eau))8

Rather than approadning‘it trém an angle of the résuiti#g
ﬁhysioal disastaré, he'drawg é comparison between France‘baroré
and during this Pestilence. It is & most convineing end interest-
ing bit of reading. Bataille often was forced to defend his
plays, and such "Préfaces" as this resulted.

I1 se cuirassait de manires£es, de préfaces,

d'avent-premidres, qui font de lui 1l'un des

plus prolixes esthéticilens du drame moderne,

au moins selon sa conception personelle.
NotAonly in hié own 6onoeption ére they interesting but also»to
the student of the contemporary theatré :or they afford an
interesting insight into fhe author's own purpose in producing
his work. B |

Henry Bataillé is, of courae;‘a realist tending very
strongly toward natﬁréliém althéﬁgh he ébhors the latter. He
even goes to the 6the§ extreme and 1is almast a romanticist in
style.h Hié verbosity coupled with the uhreali;y of his characters
proéyts this iast hypothesis; é&taille, ﬁimsolr explains his
sentiments in regard to both romanticism and naturalism claiﬁp

ing realism for his philosophy.

8 L'Amazone, Preface, p. 10.

9 P. Blanchart, o .4oit., Pe 25,
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((Les romantiques se perdirent dans un
idéalisme factice et dans la terrible et
stupide antithdse du bien et du mal, du

laid et du beau,

({(Le naturalisme qui vint aprds ne £it
muadHoation wibttotier oh me et

plus oompte que d'un des facteurs le 1:16))

Batailla haa a tendency to too long speeches of argumenta=-
tion or expositioﬁ affording a rather tedious result and inci-
dentally interrupting the rhythm and action of his prodéntions;
This is noticeable in la Vierge Folle which is almost exclusively
composed of speeches of perauasion which have a proneness té over-
step the bounds of good judgment. In this respect L'Enchantment
is guilty to almost the same dagrao, it being ‘conspicuous through=-
oute. Howevar, since this is one or hia earlier plays it 1s
partially oxouzable for that roaaon. of oourse, this rault of
Bataille results 1n verboaity to a groater or lesser degree which
extenda the playing tine of his dramas beyond that usually allotted»
One can harﬁly base his decision rcgarding the duration of the
plays on American standards whioh are more liniting than European.
The plays in this case becoma tireson» reading and Iould almoat
oertainly have the same etreot vhen prsaentod.

Almoat all oritics of Henry Bataille agree that there was
a decided evolution in hia produutians, not only toohnicnlly but
1n regard to suhjaot untter. This evolution reachad 1tn apex in

La Femme Nue after which thore 13 an 1rregular retrogression

until the death of the author in 1922. Beginning with

10 P. Blanchart, op. oit., p. 54.
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L'Enchantment we find "eesdes coins flous dans le dialogue,

et dans l'architecture méme, parait un significatif exemple
- | 11 - ‘

d'impreaaionisme dramatique.” The subject matter of this

play, of Maman Qolibri. and of 1a Marche Kthialc is somewhat

on a par ‘since they all deal with the basaness of guilty
passion. The more sordid angles of 1t are presentod. Poliche,

appearing 1n 1906, the year after La Mnrche qutiale, prapares

the way for la Femme Nue through its elevation of subject _ﬁf
matter and the 1mprovement in styls. Blanohart in his oritical
treatise on Bataillo aigniries this play as the one whieh opened
the Comedie-Francaiae to pataille. Above all, it is realistic |
and human offering a decided relief from its predecessors. -

| .La‘FemmevNub, ", .equi demeuro‘l'un'des 1ntaﬁgib1es joyaux
de son oeuvre," claims first place 1n Bataille'a career in
letters. AS was prevlously stated, it doals with the purely '
instinctive naturo of a woman. This play ‘also serves to demoﬁa
atrate an almost too abrupt change in both situation and charaotere.
which change is a weakness of the author. He relieves this,
however, to a certaln extent, by the lapse of time between acts. .
This play is superior in style and tone to his prtviqus productions.
and somewhat superior to those following. It‘hgs been said that,
nAll his other plays are the triumph of artificiality, from the
literary standpoint as well as from the dramatic. His style is

11 P. Blanchart, op. cit., ps 19.
12 Ibid., p. 23.



‘ grandiloquent, turgid, mg;rad.by_;g;ne.lyr;¢13n¢"15 How much

of thia is true is a matter of personal opinion. Surily
‘Bataille plaoea his characters in a roal pPicture but their
aotions are marked by artiriciality. _Kis nagnar too oftcn‘
approaches the mc;odramatio,_oapecially at the time of a meéntal
crisis thus loséening the effect of the scene. He is classed

as both a realist and ohasicist being the fomor in his '

| settinga and the 1atter in oonstruotion. "Lo druns a'ebaucho,
no»preoise, se preoipite et nous Jette dgns le dénouement ., " 1
Mornét érfioiently con&enzes‘the general sfylo of Bataille's
plays in this short sentenoe. This is one case in which he
follows a rule; perhaps, subconsoioualy,ant'uhich is more or
less adhered to in each of his produetions.. As an example of
this one finds la Mhe Rmtlalg following this general scheme.
Act I sketchea the conditions of each and the problems of each.
Aot IX conoéntratea the action upon Grace and Claude whioch is
carried into the third aot inénjnospra takes Claude's place in
the action. Toward the close of this act the motion of the play
is precipitated by the hetrayal of Claude's trust on the part of
- Grace .and Act IV furnishes the denouement by the suicide of Grace.
This is but one. example out of several and furnishes & prﬁctioal

application for the statement above.

’ Le Soangaie and la Vierge Folle belong tQ the same'period

13 Cunliffe and De Bacourt, %égnng ;%ternture During'the4;§§t
Half Century, New York, 1 s Do

14 D. Mornet, Littérature et Pensée Frangaises Contem raines,
Pakis, 1927, p. 99.
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and ‘a tendenoy to return to his prcvioas atyle is psrceptible

becoming more 80 in the lattor ot these two. Ths subject of
Le Scandale is much more puman‘than that or ia Vierge roile

- and is treated in a more realistic manner, the action being

smoother and more rhythmical,

| ‘There is a break after this play with Le Songe d'un
Soir a'emour which marks a poetical and fantastic rlight of

the author. Thers.has been & great deal of question as to
- the poetical element in Bataille's dramatic work. In this
respeot M. Lisvre says, |

- Ni dans l’oasanoa, ni dens 1a forme, le
théftre de M. Bataille n*est poétique. On
pourrait méme dire qu'il est le contrairc du”

. théfitre poétique, oar si les poSteSecessecee
pelgnent des sentiments vrais, mais dans un -
cadre irréel, M. Bataille, au rebours, gsudia
des sentiments faux dans un cadre r éel.-

And again he says:

‘ Quant au langage dans lequel s'oxprtpant
ces gentilesses, il les vaut..... Ce poete
supposé n'atteint jamais le lyrisme. Point
d'images saissantes, points d'eclgx dans le
‘dialogue auquel manque le sonorité de la vie...
. Oor, chose étrange, ce n'est point par
faiblesse mais par volonté que M. Bataille se

- présente ainsi. Il se complait dans toutes . 16
ces attitudoa qui nous semblent si choquantes,

In contrast to this one finds a number of critics placing him
exclusively in the field of poetic drama which seems like his
rightful place. |

15 P. Lidvre, op. oit., pp. 103-104.
16 Ibid., pe. 109,
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C'est un talent trés souple et trds varid
ue le sien. Il passe avec aisance de le poésie
‘le prose, et des personnages mystiques et demi-
gg;:g:ega;;.ﬁéiggie?iyrgeois noceurs qu'il nous

He was primarily a p9§t before entering the field of the drama
and one finds sufficient evidence of this to class him as such
even in reading only his prose works. Bits of poetry are
occasionally found%8 “

The persons in Bataille's plays conform to and descend
from French tradition according to Mornet. They are classified
by him thusly: "un €tre qui aime, qui cesse d'@tre aime, qui
lutte et suécombo;‘une femme faite pour l'amour, qui vieillit,
qu'entraine une derniére et coupable aventure.%g Again the
concise expression of Mornet serves well to descoribe and explain |
the point in discussion. What a flood of examples come to one's
mind on reading his summary. The first type is exemplified in

Lolette of l1a Femme Nue, Poliche in the play by the same name,

and Don Juan in L'Homme & la Rose. The seboﬁd statement is

justified through the character of Ireéne in Meman Colibri which
fits this definition of a type of Bataillian character exactly.
Adrienne of La Deolaration partially fits this definition in

that she is a being loved, she ceases to love her husband, and

desires an adventure with a young man. Jeanﬁine of L'Enchantment

17 J. Benoist, le Thé@tre d'Aujourd'hui, Paris, 1912, p. 206.

18 Le Phaléne, III, 4. Although not poetical in form, it is
~in content. o ‘ Lo S

19 D. Mornet, op. Git., DPe 99.
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hardly falls into either category since she is a girl who
loves but this love is not reolprooatcd. Ftnny of i1a Vierge
gg;&g is a voman who has bean loved, 1a no longor loved, but
she proves her strength of character and her true love for
Hauride.by not desiring "une derniére et coupable aventure."
Charlotte of Le Scandale is an nnfortunato woman who loved,
temporarily. ceased to love, and who strusglad and succumbed.

Of the few strong moral cheracters in Bataille's plays
" one notes Georges of L'Enchantment, Fanny of La Vierge Folle,
and Ginette of L'Amnggng.>,Thcso.ai§Atrnly hoble and aid
materially in elevating Bataille's dramatic productions to a
higher plaﬁo in this'particu;ar'fipld.

It is true, nevertheless, that the majority of his sub-
jects are iiot;ms of gulilty passion and 1illegitimate love;
since this is his major field one must consider these portrayals
as better representatives 6: such, It 1s true that they are
artificial in their desires and actions if one takes human
beings as an ensemble on which to base his judgment. These
personages are true of the exception rather than of the rule.
Their presentation in a real picture amphaaizes their lack
of authenticity as rational, living beings.

Their actions lack plausibility, for all boast

of the most noble principles and commit the vilest

acts without suspecting what they are doing; or

they accomplish superhumen sacrifices without

being possessed of the strong wi%l or of the lofty
devotion necessary as a motive.2

20 Cunliffe and De Bacourt, op. ¢it., p. 338.



-62-

One does not doubt that such situations actually exist among
people and that upon penetrating their souls one would dis~
cover the faithfulness or:tho~pqrtrayal¢- However, these are
far from being representative and for this reason one is
prone to doubt their pernahénoy. One would hate to believe
that the French people of the first half of the twentieth .
century would be judged in the future by such creations as
these. . |

Bataille scarcely, if ever, attempts to justify his
characters through themselves, but rather relies on his
prefaces and introductions to serve in this-capacity. Thyra
de uarliaslis an exception for she endeavors to explain her
philosophgg unsatisfactory as it may be. A second exception
is Ginette who tries to Jjustify the worthiness of her action
of writing to Pierre. She tells Céoile that she adores him
and since their love has been pure, she hopes to help alleviate
the horrors of war for him with her messages. At least, |
Bataille creates an atmosphere and feeling of compassion around
the characters to whom he wishes the sympathies of the public
to be extendeds As a result of this a defense mechanism is
built up, subconsciously, in the minds of his audience, for
those people and one Jjustifies their attitude each having
' reasons of his own, perhaps, influenced by incidents in his
own life. This is true in the cases in general but such

- characters as Don Juan and Thyra create a "méinngp" of sentiments

21 Le Phaldne e
22 L'Amazone.
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in the observer, a mingling of pity and disgust wifh the |
latter triumphing after the stress of the moment is past.
Bataille intends to show through his pérsonages that one
should raise his conception of good and evil by squarely
facing the problem of the éehsafibna‘round in a paéﬁon*s
inner nature whiéh prompt his o&tw&rﬂ acts and for which
the public seldom. gnaeaiors to find & just explanation.
Such tends to make éataille's‘theatre more moral than if
one felt only sympethy for them as will be shown in the
. ensuing paragraphs. , B

Henry Bataille's whpla‘theatré symbolizes the idea
that "L'amour n'est éue’lg{poursuite d*une illﬁaion aui
se ddtruit elle-méme dds qu'on croit la realiser."
He is truly the cdntemporary’exponent of the "Théatre
d'Amour" for his plays are saturated with this element.
He symbolizes the unhappiness and disaster resulting from either
& strong physical love or from a love realized too late. His
entire theatre is symbolical rather than any certain portions
within each play being so. However, in Le Phaltne we have the
statue symbolizing Life according to Thyra's philosophy. Also
in L'Homme & la Rose one finds La Mort and Don Juan's past

synbolized in the last act by ethersal figures which have come
to torment him. Besides this one finds Bataille's plays (the
play as a whole) symbolizihg"Regretg Destiny, Truth, Force
Reason, Visdom, Pity, and charitya ﬁe find each exempliried

23 D. Mornet, op. cit., p. 10l.
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in his theatre as a unit and he uses his plays to place an
extreme emphasis on them, 4 striking example of this 1s.io be

found in L'Amazone when the author in his preface explains his

‘ attitude toward viare.

-- 8 Insatiable} - Ja m'inclinerais encore sans
comprendre, persuadd que tes fins sont merveilleuses -
et que nous ne pouvons les embrasser, mals je jure
qu'elles ne seront jamais en tout cas le rigne de

la Force, de la Bestialité de l'Esclavage.24

In this play also Ginette'a life symholizea "le Doatin” with
which she has had little to do. -
Le seul vrai dreme ((est le drame des con-
sciences et du Destin)); ce qui importe,
ce n'est pas le Destin, banal ou rerooa,
c'est la palpitation des consciences dans
la lutte. Batallle a traduit souvent avec
‘une poésie émouvante cette détresse humble.
d'une Lolette ou d'un Poliche, orgueilleuse
d'une Grace de Plessans, gracieuse et sen=-
suelle d'une Maman Colibri.25
Regret dominates the conclusion of each of these lives, each
catastfophe 1llustrdting it.
- Le 3rand témoin divin, la-haut c'est le Regret26
This, in the author'a own words, is his VIOWpOint on the sudb ject.
One is sometimes prone to believe that Bataille used these
artificial people, putting them in such revolting situations in
order to symbolize Regret and Destiny, but by over-emphasizing

the sensual he has defeated his own purpbse. This purpose is

24 L'Amazone, Preface, p. 1l0.
25 D. Mornet, Op. cit., p. 10l.

26 L'imazone, Preface, p. 8.
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noble and helps to combat the bitterly adverse eriticisms
advanced against Bataille such as the following title and
opening paragraph to a oritical treatise on this author,

Henry Bataille, et Le Théitre Faisandd. Cette
?o%a, 1le gibler §talt trop faisandd. Il tait

méme pourriggunau'au la corde, de sorte que la .
corde a cassé.B” -

or this criticisnm,

I1 faut espérer qu'elle grandira encore (modern
level of thought), afin de délivrer lg thédtre
de cette paralysie qui le guette et ou le con- -
duisent l'abus de l'anecdote, la banalité des
thémes, l'invraisemblance des situations, la
factioité du milieu représenté, ce milieu
faussement élégant, lourdement riche, qui est

le mfme dans toutes les pidces, domt M. Henry
Bataille nous a donpé de si lamentables exemples
et qui deviennent, & la longue, aussi irréels,
aussi ridicules que le vague lieu historique

ou se placaient toutgs les tragfdies du
dix-huitieme sidole.<® o

Undoubtedly, these criticisms are unjust for if all were true

it would be an admission that Bataille's works must be exerting

a trenendouavefrect on the French theatre and one would hardly

say that anyone with such influence would be so intrinsically bdbad.
Le Songe d'un Soir d'Amour is entirely a symbolical flight

of Bataille. As was sald previcﬁsly it represents tgekpast of

Lui whiech 6annot'be forgotten entirely. The chief purpose seems

to be fo record the working of tné conscience of a person with

a doubtful past. It is most depressing in its effect., This play

27 I. Baiiville, op. cit., p. 163.

28 E. Jaloux, L'Esprit des Livres, Paris, 1927, p. 143.
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also is shrouded with mystery and the supernatural. It seems
to have been Bataille's‘déaire.to.surround past loves with an
element of mysgery. nLteffigle mystérieuse de 1'imour domine
ces conrlita." However, this appears to be the extent of
this element in his work‘ |

The philoaophy or Henry Bataille involves a "melange“
of feelings and theories naking 1t rather difficult to decide
the author's 1ntehtioné as against the result, which his dramas
have prodﬁced, ‘It‘is aniincbntestable faot that his 15 the
nrnédtre d'smour”s In this love we find the "eesstriomphe
'de 1'instinct at le plus‘bestial‘ de faire fi de toute morale
sooiale, de mepriser 1& ramille, la beaute du devoir, de l'amour
" maternel et de se montrer plus sensuel que santimental. soThia_
deieloés inﬁb-a‘somerhat morbid drama in prgotioally evefy case,
emphaéizing the tragedy'of Life and Love and the pathblogy of
the paésiona;‘ One is unable to find any}or hié productidns
without this last quality. It is his life and his work.

" son thé8tre, tout aussi bien que celuj de

Porto-Riche, mériterait de s'appeler "Théatre

d'Amouyr." Depuis sa premidre picéce jusqu'a la

dernidre, il ne s'est pas lassé de nous peindre

1'amour, et de nous le peindre comme une passion

fatale, irrdsistible, quil emporte comme des

fdtus de paille nos conventiona sooiales, nos
lois, nos principes.®:

29 P. Blanchart, op. eit., p. 56
30 E. Sde, Le Mouvement Dramatique, Paris, 1930, p. 58.

31 J. Beno‘.st,‘o ° Qitc, Pe 2080
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Some are inclined to believe that his is a real and living
philosophy but that is a questioh;‘ It hardly seems probable
that the maternal love of a Maman Colibri is vital and
ordinarily real. The selfish love of Jeannine, the dual
nature of a Grace de Plessans which is love to the point of
extreme self-sacrifice and, on thé other hand, her joy in
the'gay, voluptuous life of society - these are not exponents
of the sincere and virtuous love with which one choses himself
to be imbued. The instinctive woman, Lolette, the premature
love of a Diane,and the promiscuous, voluptuous love of a

Don Juan further deny the existenoe of a beautiful love.
However, to countaraot.this, one rinds;the patient endurance

of Georges in L'Enchantment, likewise that of Claddo in la Marche

Nuptiale, and the supreme love of Fanny, which all offset, some-
what, the former type. But one finds these characters shoved
into the shadows while the others occupy the limelight.

In summary, one would say that Bataille stresses physical
love above all else subjecting the will and personality thereto.
If 15 the force which rﬁles lifé and one's actions. It.is a
tragic force resultihg in the dire unhappineés of one or more
persons. This'tends to make his theatre of a higher ﬂorality
than ﬁould be generally conceded on a first oba&rvation.“ Bataille
used this tiagic force on which to base his philosophy that life
and love ere an illusion of happiness which is socarcely ever
obtained, and once in one's possession it no longer scintillates

with enchantment but becomes & dull reality. He believes the
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theatre to be the only real means of expressing the inner
seorets of a soul, thus .aggrand;zlng'its importance in
modern life. '

"Regarder ¢'est €tre peintre. Souffrir
c'est @tre poete. De l'union de la plastique
et de 1'@me, on peut faire naftre le plus
bel art vivant intégral: 1le rhfatre 2

' S H.B o

,Thig is 6ne éreat'roaaon why'ﬁataillo oﬁst aiide the life of
an artist for that of the theatre.

| There are several interesting critioisn@ found in
‘Blanchart's troat1§e on Bataille wgiéh.arobdeserving of comment
at this;timgz-‘ |

"La psychologie de M. Bataille est si exacte
et son émotion si sincére que ses héros, bien
qu'exceptionnels -, représentent pour nous les
souffrances guotidiennes de l'humanite. ,

Il excelle a découvrir sous la banalité des
aptitudes 1'intér@t des sentiments et sous le
décor insignifiant le charme intense de la vie.
I1 apergoit le tragique quotidien qui frissonne
dans la rue, dans un salon, dans un café de nuit.
Dans une aventure futile i1l verse la fine ¢€motion
dont son coeur déborde. Il est vrai, il est
sincdre, 11 est profond...." '

(Nozidre§®
Nozidre mentions one of Bataille's finest qualities in his
eulogy - that of sincerity. In spite of all one might say
adversely of him, Bataille possesses a rare sinoeritj in
his purpose and in the fulfillment of it. Another critic says,
~ "Un observateur d'@me olairvo{ant, rigoureux,
véridique et en méme temps un podte rare, un
évocateur de beaux symboles, un créateur d‘'atmos-

pheres, pour tout dire un grand artiste." 4
(Pierre Valdagne

32 P. Blanchart, op. oit., p. 8.
33 Ibid., p. 5.
34 Ibid., p. 5.
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H. A. Smith, in his Main Currents of Hodern French Drama,

makes some interesting statements in regard to Bataille's psy-
chology and‘philosophy. Aithough quoted at length it is deemed
advisable because of their intrinsic value in this field of study.

Bataille disclaims a Theatre of Ideas, and at
least his pieces are not Thesis Plays in the regular
sense of this term. HNone the less, he frequently
introduces themes of elevated or philosophic thought,

- although it is difficult to say that his dramas are

consistently constructed with such thought as a
basis, and at times one is almost tempted to look on
his practice in this respect as a sort of cloak or
pretension, 1n order.to . give more dignity or respect-
ability to less worthy appeals.

In any case much of the dramatic effect is sensual,
and if it can not be called immoral, it is doubtful
if it 15 wholesome. .....He does not so much present
a moral or nental orisis as he does an attack of the
nerves.

In dramatic pover he is the auperior of Porto-Riche,
but he is 1§gs a real psychologist and is certainly
less clear

One finds that thla, 1n several respects, agrees quite closely
with what has been aaid previously and_also‘adds new food for
thought; ﬁowever, it i1s not agreed that.he uses his philosophy
as a "cloak or pretension” to raise the level of the less worthy
appeals for, as has been sald, Bataille is, above all, sincere.
These criticisms will be accepted in part, if npt altogether, by
almost any unprejudiced reader and certainly aid in a clear,
concise summafy of Henry Bataille's general tralts which mark
hin us‘moét deserving of a permanent positioh amnong the

dram&tistsvof France.

35 HeAe Smith, op. cit., p. 276.
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Chapter IV
SYNTHESIS OF CONCLUSIONS REACHED

A synthesis of the entire field just covered will clarify
and condense the ;oregoing raots4and_hypothesgé in ragnrd‘to “
the life, ideals, and work of Henry Bataille. First it is deem-
ed advisable and logical to make a geniral survey or»the contem=
porarylfield of French drama and determine,‘as nearly as possible,
the place of Bataille in it. |

The theatte of the Franoé of today represents many conflict-
ing tendencies. 4 genoratibn of new p;awaights came to the fore-
ground with new ideas which broke awaj from romanticism and
idealism ushering in a period of naturaliam, symboliam, and
realism. As an illustration of this "melango” of idaaa and
expressions one rinds Henri Beque and harsh realism, Paul Hervieu
and French ratibnalism, Frangois de Curel and the Theatre of\
Ideas, Eugene Brieux and the useful play, Maurice Donnay and
pragmatism, Porto-Riche and tormenting, 1ncurable passion, and
Maeterlinck with his theatre or symbolism. This is by no means N
all of them bdut it rurniahes a good summary. Each seems to have
his own ideas and style, expresaing his own tastes whioh leads
one to the hypothesis that there are no set rules for style and
form thus getting farther and farther away from the classicists.
‘This allows a much greater 0pportn§1ty for versatility and the
display of the natural talents without being hampered by rules

or technicalities.
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Bataille "is a very gpbd.egamplﬁ of ﬁne'conrlieting tenden=~
cies and croab—currents to be found in French drama in this first
quarter of the twentieth century when it has been freed €rom the
strictly theatrioal oontrol of the pieoe bien raite and has
recovered rrom the Hatnralistic crgy. This has left it in a‘
state of freedon whioh oertainly favors niw creativa efforts, but
which maj quite as well invite oonruaionl" Kis style is some-
whgt.romantio in its melqdrama. and yet classic in its apparently
subconsoious dréar.'}ﬂistthe&es and ideas are realistic and often
on th@vbotdexéline of the.ﬁhtufuliatic. His characters are
artificial in a real setting. His settings are artistic almost
to exaggerﬁti&n'ﬁnd one'rinds“traéas of a poetical tcndehcy
throughout. Finally.‘hs mingles'the oiamanta of mystery and
aymboliam occasionally with a weird result. In ahdrt, if the
eontemporary theatre is distinguished by 1ts aonflicting tonden-
cles, Henry Batail;e is a falthful exponont of it. However, one
is prone to bplievé that this ia merely a péasing novelty - the
state of rroaddm resulting in conrﬁsion and 1& the fact that
those draﬁatie‘prdductiona, which are of this pohool, will not
hé the pérmanently'repreaantative dramaa'ér France of this‘period.
It isliiue that the French people are strongly imbued with social
instinets and that'their resources as far as the-theétre is con-
cerned, are obtained mofc from subjects of lovéiand passion than
are those of the Americans although porhaps to a lesser degree.
The réahkness of the French allow almost unusual freedom in
regard to the problems of love and sex, thus making this field

1l H.A, Smith' OE. 011;0’ Pe 276.
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very natural and acoeptable. But this does not signify that
they are laoking in wlt end in a sense or the beautiful and
fine in life. Both the extrcma. sordid realiam of a Bataille,

and a Utopian stato, might be eaaily exaggoratod but neither
is to be particularly eulogizod. |

Bataille has often been comparad, both favorably and un-
fa%oiaﬁi&;'with Georges de Porto-Riche and occasionally with
Donnay. Even the dramatist, Racine, of the Classical Period,

(the seventeenth century) . has been oompared with him. In this
raspect one rinds the rollow1n3°

Bataille has been oompared by his biographers
and oritics with Racine and Porto-Riche. The
analogy in either case is clear, but not particular-

-1ly apt: all three are analysts of love and its
"erffect on the characters of strong women. But
Racine by reason of his style and form, is so
far from modern times that he can scarcely be
compared with- the moderns. Porto-Riche, on the
other hand, is certainly a sensitive soul and an
- amorist, but Porto-Riche is a trifle too much
concerned with the purely sexual side of his sub-
-ject: he tends to be cloying. He is at times a
satirist, a gentle satirist like Donnay. Bataille
is rarely if ever satirical., He has Donnay's
-~ sentimental veln, something of Porto-Riche's power
- of analysis, and somothigg besides of the psycho=-
logio insight of Raoino.

In regard to his oontemporaries, 1nclud1ng M. Becqne, Bataille

states in his Ecrits sur le Theatro.

Les caracteristiques de ces sortes dtgorivains
sont d'habitude: l'horreur des métaphores, du ,
néologisme, le refus & tout impressionisme, 1'amour
de terme propre, des syntaxes simples, la pauvreté
voulue du vocabulaire, les idées concrates, les
traits ramassés (dégofit des mots qui ne sont point
des termes de conversation comme frissonnant,

2 B.H. Clark, op. cit., p. 154.
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ulcero, etc......) la crainte du qnalirioatir

poussée jusqu'd la manie, l'anatomie ramassée

de la phrase.3
With these 1nterest1ng opinions, both of the author himself
and also of an outsider one can see. more clearly, the type
of theatre thathataillg represents. But in spite of all
ocriticism Bataille shall remain for years to come as one of
France's repreéentétive dramatists of the early twentieth
century. _

By méang of this entire study one has learned fhat Henry
Bata;lle suffered from mentel depressions and sorrows during
his youth which evidently left an inmpression upon him which was
later reflected in his work. .He was a diligent worker and
was, above all, sincere, having the courage of his convictions
and the will to carry them out. Upon examination of his most
reprgsentativé drumas ohé finds one theme, the power of the
passion-over the will, domihating eierything else. Nevertheless,
truly nobie characters exist in his plays living and struggling
. against this power and, at times conquering, raising the general
standard and‘morality of that particular work and of his theatre
in general., His tedhniqne presents a mixture as has previously
been stated in this ohapter as do also his tendenoies toward
any particular field (realism, etc.).

One realizes thﬁt’fhéfe has been both ra#orable and adverse

criticism in regard to Henry Bataille, and perhaps more of the

3 P. Lievre, op. oit., p. 110.
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latter but the fact still remains that he was primerily a
man of the theatre and will be known as such to the generations
'to come, seeking pardon for his errors thus:

«eseeliais mon pardon sera peut-gtre

D'avoir avec un soln pieux note ces voix

‘Qui font le grand écho du coeur, ces cris de 1'@tre
~ Désesperd, perdu au sein des vieux ponrquois.;... '

LXK ]

4 P, Blanchart, op. cit., p. 51l.
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