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PREFACE

‘The writer toured as an auguste c]own with the Ringling
Brothers, Barnum and Bailey Circus and Combined Shows, Inc., Blue
Unit, during the 1976 season. This experience included five hundred
and forty-three performances with the circus, as well as discussions
and perfbrmances with the fo]]owing{circus c]pwns: Lou'Jacobs, Mark
Anthony, Prince Paul, Eugene Pidgeon, and Terry Parsons. During this
tour, several criteria of the auguste clown type were observed. In
addition, conversations with other experienced circus clowns and with
an editor of a trade magazine. are sources for this thesis.

The thesis is dedicated to my mother and féther, Mr. and Mrs.
“Enoch R; Cook, Jr. I wish to thank Assistant Professor Rbsemary Gipson
~ for her pdvice, patience, understanding,‘and encouragement. Further-
‘more, I wfsh to thank Dr. Chér]es Ingram, Mrs. Pame1é Ito, and Mrs.

Marie Webner for their help in editing this thesis.
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ABSTRACT

The pUrpose ofrthis thesis is to analyze the paka]le] develop-
ment of the auguste circus .clown and the augusté type of stage charac-
ter. The auguste clown of the circus appears as a farcical character
in the theatre by perfbrming common routines composed of reciprocal
physical contact. The auguste is both recipient and perpetfator in a

'joke. However, the auguste does not have to be recipient and trick-
ster in the same joke as long as he or she demonstrates each forni,
making a compiete role reversal during the course of the entire perfor-
mance. The subject matter of jokés in routineé must be consiétent1y'on
a physical contact Tevel- without becoming verbal. Furthermore, a solo -
performer exeéutes an individualized reversal cdnsisting,of an alterna-
tion between failure and success af a difficult task. |

This thesis examines:a history of the auguste clown in the
fheatre from the third -century B.C. to the twentieth century A.D.
Various farcical characters are examined to compare similarities and
differences in the way they express the attributés of the auguste c]own;
The selection of p1ays 1h this:thesis is based on repreﬁentative types

from historical periods,'scho1ar1y’opinions, and personal determinatfons.



CHAPTER 1
-INTRODUCTION

~ The auguste,ra specifjc clown type, shares characteristics with
similar stage characteré. Therappéarance, performance, and character
of the augustertype have gradually evolved since the ear1y mime per-
formances in’ Rome. Protofypica1 behavior, physica1 appearance, social
status, psychoTogical hature, and honesty of the auguste type will be

compared with that of the similar stage character.

Identification of the Auguste
Brander Matthews, American drama critic, defines the clown in
the following statement:.

I term "The Clown"--a creature who assumes many disguises,
who is called by many names, who is a chameleon, changing
color even while we look at him, but who nevertheless abides
throughout the ages as the eternal and irresistible laugh-
maker, moving us to hearty mirth whenever we catch sight of
him and whenever we hear his voice. He may be known as Maccus
or Tabarin, Jack Pudding or Hans Wurst, Pierrot or Scaramouche,
" Pulcinella, Polichinelle, or Punch, circus clown or minstrel
end man; it matters nothing what his name may be; he performs
his function with unerring certainty here to-day as in the
‘past
(Matthews.1924:3).

Although appearing in diséuises and changing his name as well as physi-
cal appearance through the ages, the clown's function as laugh-maker is

eternal.



The clown takes a common daily event, activity, or situation
and blows it out of proportion. Magnification causes the simplistic
action to become Tudicrous and horrendous.

In the United State§ and,bpéssibly in other Ehg]fsh-speaking
countries, there are basically three popular clown types: the whiteface
joey., thé tramp, and the'auguste. The auguste is the primary focus of
this stddy. The joey and tramp are mentioned only in regard to their
importance for understanding the nature and the performance of the
auguste. |

John Towsen, a férmer colleague of the writer's at Clown Col-
lege who is currently Tnstructing clowning techniques at New York
University, published dn historical text called Clowns in which he
describes the auguste ih the fo11dwing way: The auguste is "a tyﬁe of
circus clown [who] is used for all sorts of people who happen to find
themselves fn a ridiculous situation [e.g., a drunken peréon]‘or for
persons whom one wants to make appeér-ridicU]ous" (Towsen 1976: 371).

_ Towsen's description implies that people apply the term "auguste" to
individuals in ridiculous :situations. The ridiculous situation is an
important element 1ﬁ’the auguste ¢1own type. The auguste is born out
of a ridiculous situation, and the nature of the auguste is to be in
a ridiculous situation.

Towsen also tells of the origins of the §ugu3te, stating the
following about Tom,BeT11ng who performed in 1869 in the Renz Circus of

Berlin:



During his engagement with Renz, Belling was punished by the

. . circus director for having fallen while executing an
easy acrobatic turn. Confined to a dressing room, he passed
his free time playing pranks to amuse his friends. One night
he was fooling around with an old wig: . . . he twisted the
curls and tied them in a knot that stood straight up at the
back of his head. For added comic effect, he put on a riding
coat inside out. A friend then bet him he would not go show
himself to the rest of the company. Belling took the dare,

. . he forgot to look behind him, and the result was a col-
lision with the circus director. But Belling's appearance was
so comical that even Renz was enthusiastic. . . . Renz .
gave . . . Belling a shove that propelled -him through the
door and right out into the circus ring. . . . Belling

- stumbled and fell flat on his face. The audience roared with
langhter, for his awkward trip. . . . When the audience got a
look at Belling's . . . ridiculous attire, a spectator shouted
"Auguste!" - :

(Towsen 1976:208).

Thus the auguste type was'created by Belling and Renzlih 1869 through
the medium of a ridiculous situation. _For further details about the
origins of the auguste c]bwn>type, see Les.C1owns, Abpéndix A.

The German definition of the wbrd "auguste" is "clown," de-
scribed as follows: "Clown (English)--peasant, blockhead, (Tout), .
(named 'ahguste' in Ber1fn), but he also performed a§ a Qymnast, juggler,

musician, animal trainer" (Meyers Encyc]opoedia 1895: 230). For further

détai]s regarding the German definition of the word clown, see Appen- -
dix B. The German meaning of the word "augusfef suggésts the versatflity
6f the auéust clown type as well as the skills he must possess. Further-
- more, a leading authority on clowns today, Lowell Swortze]], points out

the connotation of the word "auguste" in Here Come the Clowns:

"'Auguste'--a slang nickname for anyone who was especially hapless or.
“clumsy" (Swortzell 1978: 119). Hence, the auguste has been defined as

a clumsy loutish circus clown who also performs various skilled acts.



For further explication of fhe term "auguste" and the auguste clown,
refer to Appendix C.

| ‘The versati]ity of the éuguste as a clown typé suggests an
" abundance of individualized characters. This clown type is a physical
farce character who chiefly uses s]ag;tickrrbutines. He is by no means
a fool in the classic seﬁ§e of the word, nor does the auguste share the
same qualities be]onging to such other clown types as fhe whiteface
joey and the tramp.

The auguste c]own type is a separaterentity distinguished from
otﬁer.c1own types by a rb]e reveréa] and reciprocal physical contact.
Essential to the auguste is first a reversal or recoi] with the auguste
as bbth the perpetrator and recipient of a prank. In contrast, the
whiteface clown type is more often~§een as the trickster, with no rever-
sal, and the tramp clown type is seen more often as the recipient of a
prank, with no apparent feversa]. There is no emphasis placed on the
sequence in which the auguste is a perpetrator or recipient of a trick
as long as a reversal takes.place pr1or to-the-termination of a perfor-
mance.

Reciprocal physical contact;'as‘observed by the writer, com=
prises a situation in which the auguste is g{ven slaps, stomps, or
kicks, and immediately retaiiétes, giving blows. In the ﬁpaper fight
routine," performed by whiteface Jerry Webber and the writer as an
auguste, jerry initiated all intimate contact and the auguste retaliated,

p]aying off of his action.
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FUrthermore? the auguste-c]own'type performs as a clumSy, lazy,
fumbling idiot but, at other times, as a trickster. The auguste clown
frequent]y,appears as the go-between, performing with the classic
whiteface joey clown and the tramp clown. Occasionally, thé.auguste
clown is a fall guy; he can také the butt end of a joke.

The auguste is frequently tricked when performing alone with
the whiteface clown. The auguste is seldom a victim when performing
| with the tramp, although the tramp is occasionally seen tricking the
auguste when they are together in performance. For example, in the
"monster gag," the auguste is triéked‘by tﬁe whiteface joey. Usually,

a whiteface performs‘the part of a scientist who turns the auguste into
aAmonster with a Toud smoky explosion, a comic variation of the Dr.
Jekyl1 and Mr; Hyde theme.

When an auguste}c1own type pe}formé with both of the other
c]own.types; the whiteface and the tramp clown, he will be a trickster
of at least one joke. For instance, the "Carpenter" gagAusua11y incor-
porates all t]own types. Here everyone receives some punishment.

Broad and hoisy; the "Carpenter" gag utilizes.one hundred percent
physical.cohtact. In this gag, one clownkcarries a TQng board while an
auguste walks at his side. A third clown calls the character who is
~carrying the board. Unaware that there is someone at his sideé the
character with the board turns, hitting the auguste in the face with

the board and knocking him over.. Just as the auguste stands up, the
‘board—carrying character turns agéin?.knocking the auguste down_é secpnd 

time. The auguste becomes angry at these accidents and retaliates by



striking at the whiteface with a board. In this chaotic atmosphere,
the'auguste seizes the opportunity to retaliate againsf both his tor-
mentors.

The physical appearénce of the auguste clown type places
varying emphasis on séx, age, size, costume, and makéup. Normally,
untess a role designates male or female characters, either in the
script, as stage business, or as a diéguiSe in which sex is changed in
a clown gag or act, the auguste may be either a male or female charac-
ter. Possibly as a product of social chaﬁgéS’resu1ting in greater
participation of women in all spheres of public life, more female au-
guste charactefs are seen today then ever beforé.

The "age span of this clown type is also not restricted. An
auguste hay range in agé from the early twenties to the late sixties.
There are instances in whiéh characters have exceeded this age range in
either direction. The age is usually unimportant unless noted in the
‘séribt, stage business, gag, or act. The‘“Unc1e_Sam“‘wa1k-arOUnd is
a mobiTe'number requiring the clown to perform while wa]king by or
through the audience. The Uncle Sam character usually appears as a
costﬁmed stilt-walker with a gray beard and Qray hair. The "Fish-Fry
walk-around" performed by Lamel and her nihe—year-o]d‘son is a two-
clown mobile rbutine involving a.fish as large as a person. Thé Uncle
Sam character»and the "Fish-Fry" characters show the variety possible
in age and gender.

Nevertheless, physical_Size is one df'the more important attri-

butes of auguste types. The proportions of this character type are



basic to his interaction with other characters. Though a very simp1é
quality, physical siie may be used effectively to create a strong impact
on the audience. Contrasfs of extréme sizes produce a tremendous vfsual
effect. Often, a midget accompanies huge auguste creations, as in the
"television" and the "baby gags" whose performers are midgets. The
"television gag" employs size in a surprising manner. A three-and-a-
half-foot midget performs as‘an announcer inside an eight-foot-high TV
that explodes while the midget is inside. The small size of the midget
’pfovides a strong contrast with the enormity of the TV. -

o In the "baby gag," a midget dressed as a baby sits inside a
stroller. From a distance the midgét appears to be a real infant. The
sma11er the midget's siZe, the more realistic is this image of a baby.

"In one variation of the "baby gag," Micheue, allegedly the smallest man
in the world at thifty;six inches tall, has performed realistically as
the baby. When the midget,crawls in and out of a small trap door con-
cealed in the bottom of the stroller, thé i]]usiqn fhat he is an infant
is broken. ‘In}addition,'the midget's small size is contrasted with the
extfeme]y Targe s{ze of a huée male clown in women's clothes who pushes
the stroller.

The two-person conductof, horse, or dog characterizations, which

'apbear as parts of several .gags, are immediately identifiable by their
si’ze° The conductor 1obks odd because he is eight-and-a-half feet tall,
and his stomach keepS'moving in and out. Occasionally, one of the per-
formers sticks his head ouf of the stomach. The visual illusion that

is created by these gagsvahd costumes is extraordinary. The contrast
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is produced by the extreme variation in size of the characters!*vThe dog
looks astronomically huge, while the horse is small and contorted in
;hapé and size.

Similarly, the auguste type is enhanced by a &ery slender and
tall performer working with another performer who is short and chubby.
This variatipn adds depth to‘the intéraction of the charactefs,vand the
more extreme fhe proportions are, the gréafer the spectacle becomes.
Nevertheless, all performers need not be extremely short, tall, fat, or
thin. Properties may create the illusions of size regardless of
the performers' true proportions, or the performers may be costumed to
give the character the appearance of one of these extremes. In‘facts
all clown types rely on properties essential for a successful perform-
ance. Such properties must be durable, compact, easily transportable,
b&dded, and"immediate]j and visibly idehtifiab1e. U§ua11y properties
are bright1y-colored.b

Costume and physical appearance of the auguéte have varied
according to historica]Iperiod.as well és differing fequirements of
various characters and situations. The’typica1 augdste costume consists
of misfit ciothes, baggy pants, oversized collars, and large shoes.
Usually, the size of costume items is exaggerated torbe-very large or
very small. Costume colors of servants, créftsmen, and public officials
afe realistic representations. However, éostume colors of other occupan
tions, such‘aé the boxer, may be flamboyant. Padding of fat suits is
‘used sporadically. A vasf variety of wigs of differéht colors, materi-

als, and styles is also used. However, the most distinguishing wig is



~ the dome head. wigs of this nature appear in the ancient mimes and

Fabulae Atellana. Because the wig contains a large, hemispherical, or -

arched top, the-c]own$v1abe1 the wig "dome head. " Contemporary clown
Lou Jacobs is well known for the use of such a wfg.

The typica] auguste makéup is flesh color with tinted red
cheeks. Occaéionaliy, a walrus or Chaplin mustache is worn; Variations
of the auguste makeup are seen on a more g;otesque clbwn whfch is a
cross between the auguste and the whiteface joey; In fact, there is a
wide range of types ofbauguste clowns, some more grotesque than others.
The grotesque type of auguste clown is distinguished by "CIown White"
makeup, highlighting only recessed areas of the eyes, possibly the
mouth, or portions of the nose. Usually, the auguste-wil1 wear a red
nose or will have the tip of the nose colored red. The remaining area
_of the face is covered in flesh co]pr, highlighted in red. Most impor-
. tantly, the august is distinguished from.the whiteface by thé fact that
“C]own White" makeup does not cover the entire face. Basically, the
‘cbmp1exion of the auguste is that of a heavy taﬁ, neither fair nor dark.

The above makeup and cqstume'of the auguste have striking
traits which visually distinguish the auguste from the.whiteface joey
dnd the tramp. Usually, the auguste uses f1e$h-co1ored makeup, whereas
‘the others do not. The costume of the auguste is never raggedy 1ike
the tramp's. A1so,»the'auguste costume and makeup are not as brightly
colored or vivid as thbse of the'whiteface, Furthermore, the auguste
does not wear spangles ahd»sequins’aS»does the whiteface, except in

specialized circus production routines.
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Social status, which affects the internal motivation of the

auguste, consists of the following criteria: economic standing, profes-

sion or trade, religion, and family relationships.

The auguste's economic situation fluctuates. When p1aying with
only the tramp, the auguste is costumed with more finesse than the |
tramp and often plays a white-collar role, whereas the tramp is seen in

rags and often plays the part of a parasite. Nevertheless, the auguste

may have a blue-collar job such as a bellhop or may poésess a wide vari-

ety of other jobs. The auguste performs in numerous professions, such
as maid, but]ér, béker, porter,"fireman, policeman, carpenier, tai]or,'
plummer, billboard attendant, and other servant occupations which are
_vdistihct1y uniformed with outstanding and identifiab]ertraits of the
blue-collar trade. The emphasis is not on wealth, which is commonly
associated with the whiteface joey;»nor'does the auguste représént the
financially deprived, as does theAtramp.

‘ ATthough the auguéte-port}ays blue-collar workers,(as noted, at
other times the auguste may appeér in such white-collar professions as
merchant, cleric performing last rites in fhe hospital, priest at a
shothn weddiné, and confidence man. |

Though occasionally an é]ement of a script or gag, religion is
not a salient characteristic of the auguste. Emphaéis is placed on
restraint from any unnecessary attacks on religion, though restfaint was
not always practiced by early precursors of the auguste clown type. The
further back in history, the more‘outlandish and frequent were attacks

upon religion. When religion is introduced today, the probability is
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that religion is seen_in conjunctiph with weddings or funerals. The
" auguste, as a minister or pfiestg usually performs marriage or funeral
rituals. By assuming the role of a‘clergyman, the auguste speeds the
audience's perception of a gag or routine. The appearqnce of a priest
or miniéter triggers immediate associations in the minds of the major-
ity Qf an audience. For instance, if a priest is praying over a man in
a hospital bed, the audiehcé may 1mmed1ate1y think the man-in bed is
dying. In thﬁs way, a clergyman creates an instant 1mpressioﬁ. Since
gags are short in duration, instant recognition by the audience is
important. For example, in the "shotgun wedding gag," a minister or
priest performs the ceremony. Because a minister is a common partici-
pant in a wedding ceremony, 1dentification of the scene as a wedding
is fmmediate]y accomplished.

In contrast, thé'auguste may at other times wear a disguise to
represent himself as a cleric in order to trick another character into
believing that the auguste is indeed a cleric. In such a case, the
role of a cleric functions to enable the auguste to deceive another
character and is part of. the plot or the gag or act. |

Fami]y're1ationsh1ps may be seen in situations with babies. A
typical situation used by Bill Ba11entine’in clowning gags is a mother
strolling her baby in a éérriage.' In this gag, the mother is usua11y a
male dressed as a woman, while a male midget is disguised as the baby.
A family relationship is not an essential aspect of the auguste, however. f

In regard to the auguste's psycho]ogica] nafure, his habitua] |

responses, motivations, likes, and dislikes, all illustrate his internal
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rationale for action. Habitual responées of the auguste are based on
his over-reaction to any physical activity, such as his tendency to
throw temper tantrums. In the "pie shop gag," for instance, the activ-
ity turns out to be a pie fight. The auguste has been hit several
times before by é'whiteface clown. As a conséquence, the auguste
totally loses control and begins throwing pies at anyone he sees.

The‘téndency,of the auguste tq exaggeraté his response is
partially a result of his constant attention to 511 activity, planned

or improvised, in the performance. Nothing is ignored or taken for

granted, and the auguste utilizes all circumstances for his own benefit.

Such improvisatidn is i11ustkated by the "tight rope walk gag" in which
Princé Paul, ex-vaudeVi]]e performer and whiteface clown of Ringling
Bfothers Circus for 36 years, instructed the writer not to miss a cue.
This advice was in reference to the fact that being poked in the but-
tocks fequired an immediate response from the auguste. Upon receiving
a poke from the whiteface, the.auguste was to 1eaveAfhe‘norma1 rdqtine
and improvise his responsé. Thus, the auguste pays attention to all
action around him. The auguste ignores an action only for a specific
purpose designated in the script or gag. |

One purpose of ignbriﬁg-an activity is to prepare for a forth-

coming trick. In the "rain makers gag," for instance, a character,

usually a whiteface or tramp, Tooks through a window and nothing happens.i ’

When the auguste Tooks through the window, water falls from above and

hits him in the face. The initial ignorance of the auguste has helped

v
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to set him up for_this joke. He has ignored cues that might have
helped him avoid the falling water. |

| The behavior of the auguste is neither introverted nor extro-
verted. He does not shy away from people or activities, nor does he
' aggfessive1y interfere in the affairs of others. He occupies a middle-
of;thé-road position, friendly but intent upon'minding his own_buéiness.
Still, his behavior seems extroverted and ahti-socia1 when provoked by
another character. Not permitted to mind his own business, the auguste
becomes enraged at his atta¢ker and retaliates, lashing out abruptly.
The augusté also behaves in an anti-social manner when he plots a trick
on the whiteface. In this case the‘auguste hides his true motives in an
effort to ingratiate_himse1f'with the whiteface. At times the auguste
feels otheré are égainst him and he must retaliate. In such cases,
conniving may have been used'in a plot against the auguste. Whether
the auguste has been harmed“aé a result of premeditation 6r by accident,
the auguste 6n1y recognizes that trickery has occurked, and he reacts
in an anti-social manner. For instance, whether the augUste's injury
waé premeditated ok accidental was unclear when Princé’Pau1<and the
writer were performiné the "tight rope gag." Prince, who was 11 with
the flu, cbughed up phlegm while Rickéy Parrdt.was riding his breakaway
bicycle past our track‘gag to perform his act in the ring. Evidently,
Prince did not -mean to spit in Rickey's face, but an unlucky coincidence
occurred: Rickéy appeared just in time for the sputum to hit him. Prior
to the spitting incideht,'Rfckey had been riding by our gag during the.

fina1e daily, which had irritated and enraged Prince. Therefore, it is



14
uncertain whether the incident wés an accident or intentional. The
incident is a classic example of an either premeditated br accidental
occurrence in which the auguste receives the punishment. -The auguste
does not consider thebpossib11ity that the incident was accidental when
reacting with anger.- | |

Nevertheless, incidents perceived by the audience as accidents
do occur. For example, a clear-cut accident befell Coco Gi]]etté; a
former female auguste clown on Ringling's Blue Unit tour of 1976. Coco
performed the "monster-gag" in fhe dress rehearsal of the Clown College
Graduation Show in 1975. in the_fina]e, her co-worker accidentally
triggered an explosive device prematurely, causing the device to blow up
in Coco's face. In consequence, Coco received first degree burns, her
wig Was-furnéd, and her eyebrows were singed. Furthermore her wig_
caught fire. Fortunately, Coco received no other serious 1njuriesi In
this case, the audience might correctly perceive the auguste as the
recipient of a terrible accident.

;ATthough the éuguste blames someone for accidents which'happen‘
to him, he has probable cause, for the whiteface is usually directly
responsible. Such a case représénting premeditation occurred when the
writer was performing in the "clown car gag"'on Ringling's 1976 tdur. |
In this gag, the auguste's activity was to crash cymbals outside the
car whehever someone got out'of the car. Theréfore, the auguste had
to be out in the ring as part of the welcoming committee prior to the

“car's arrival. oné of the other members of the we]comihg committee,

'A Hinton Harrison, a whiteface clown, waited until the clown car was near
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and inténtiona]]y pushed the auguste ﬁut in front of the car. To avoid
hitting the auguste, the ciown car swerved, tipping on fwo Whee]s,
crushing a footlight, and nearly crashingrinto the audience.

In the "boxing gag," the auguéte reacts violently to mistreat-
ment. On several occasions the bell has been rung befofé the auguste
can deliver one swing. As a result, the auguste beats up his opponent
and attacks the referee who has been playing jokes on him.

The above reaction may occur with or without strong provbcation.
When an act is ndf thé result of 1egitiﬁate provocation, the ridiculous
nature of the auguste's situatiph is enhanced. Furthermore;,an element
of surprise is engendered by the fact that the auguste's reaction is
-unexpected. Because the auguste is often a recipient of a prank, he
cannot distinguish between an event that is coincidental and-One that
is aimed against him; as a consequence, he misinterprets events,
reacting violently at inappropriate times. The auguﬁte then éppears as
absurd.

The auguste becomeS'invo]Véd,in absurd situations by-accident,
through the trickery of ofhers, or as a result of his own lack of aware-
ness of activity surrounding him. The "carpenter gag" may be used again
as an example because the gag employs an abuﬁdance of intimate contact
and physica1’act10n. As notéd previously, the auguste is accidentally
hit several times by a'1arge board which is carried by another clown.
Although the injury is an accident, he becomes enraged and seeks revenge.

Thus, the auguste is involved in an absurd situation by accident.
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Likes and dislikes of thé auguste may be i]]ustrated.bylboth his
compatible inner feelings toward the tramp clown ﬁypé and his antipathy
toward the whiteface. The auguste seeks the companidnshfp of the tramp
as a Confidant to whom he expresses grief or personal problems. Mark
Anthony, a tramp clown, pérforms a "photostrip gag" in which‘he pulls a
prank on everyone, including the auguste. The "photostrip" is a gag
in which the photographer (the tramp) has an antique camera, rigged with
water, powder, and a boxing g]Ove. The auguste poses for a picture;
the reward for his efforts is a shot of water in the face ahd a punch in
- the mouth with a boxing glove. Howéver, in this gag the auguété is still
‘willing to accept the friendship of the tramp. In qutraSt, the au-
guste mistrusts the whiteface clown type, and normally feels at odds
with fhe whiteface because the whiteface betrays him or plays tricks on
him. For instance, in the "fire house gag," the whiteface is supposed
to rescue the auguste’but_faiTs to do so. In consequence, the auguste
becomes infuriated and runs after the whiteface. The auguste seeks'the
friendship of the trémp because the auguste's character traits are more
similar to the tramp's than to the whiteface's. The tramp is not con-
tinually tricking the auguste, as is the whiteface. Clearly, all three
clowns have distinctive characteristics. |

From the spectators’ viewpoihf, the augusteAhas difficulty dis- ~
tinguishing between right and wrong. The auguste has problems main-
‘taining objectivity about honésty; At times there is justification for
the auguste's reaction, and at other timesvthére is no justification.

His honest confusion is the direct result of his suspicious nature.
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‘The auguste suspects people are planning to harm him. He appears to
" have a dishonest personality because his behavior is a reaction to his
preconceived notion of the behavior of others. The auguste does not
have a standard'code of ethfcs by which he functions. Rather, he
spontaneously reacts to others. Still, the auguste reacts with»chi1d-
Tike naivefe and innocence, unaware of the consequences to himself or
to those around him. In this way, the auguste is honest. There have
been instances, however, when the auguste has behaved.in a manner judged
dishonest by Americaﬁ'audiences, as when Albert Fratellini, while per-
forming at the French National Theatre in 1923, sold stolen merchandise
concealed within his coat 6r behaved drunkenly (Swortzell 1978:217).

Traditiona]]y,.in Europe  the auguste uses vu1gar4materia1 more
frequently than in the United States. Today, the auguste uses more %e-
- fined material ahd is more resfrictive in the use of smutty material
than ever beforé, becauseIAuaiences place higher standards on the nature
.of aubusté subject matter. This writer's opinionAis that the television
~medja expose audiences to more performances today then ever before, and,
“as a result, audiences have a keeher and more critical eye when observ-
“ing a pérformance. The criteria of performance material, as we]T as the
- subject matter, are scrutinized. Sideshow material is rarely seen today.
A gag illustrating this point is a wa]k—éround permitted at a Clown
College graduation ceremony which was c1osed to the public but not
~acceptable to tour‘with the Greatest Show on Earfh; In this gag, there
was a midget c16wn inside a fire hydrant. His trained dog would go up

to the hydrant, cock his leg up to. urinate, and the hydrant would run
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away. - Thus, a gradﬁa] change has. occurred over the centuries, resulting
in greater sophistjcation of the auguste's material. Today, the'éuguste
is not consciouSTy dishonest. Rather, he is at times amoral, naive, and
childlike.

In addifion to the augusté's internal motivation for action--
his social, psychological, and honesty characteristics--the external,
specified, primary nature of the auguste's physica]lactivity also pro-
yides motivation for action. The following are important aspects of this
physical action 6f the auguste: improvisation, creation, timing, synchro-
nizatioh of rapid and comp]eXVactivjtyg and perfection in novelty acts,
an area of highly specialized and coordinated skills.

~ The auguste per%ormancg requires physical action; therefore, the

criteria of the auguste type include stimuli of a -forward and abrupt
hature.by the individua] performér. Thus, one who is very timid and
hesitant as regards taking falls, executing somersaults, or performing
- acrobatics will not want to play the auguste. Rapid aétion is central
to the performénce. For example, Terry Parsons and Collins C)érk perform
-a "table gag" whicH is faét-paced, in&orporating rapid physical action.
‘In this gég, Terry is required to take several falls from avtab1e spun
about by Collins. Terry, the agguste, is thrown abdut by Collins, a
whiteface.

Demand for physical action results in a constant {mpu1se to mové
forward. 'Because the auguste is required to quickly act or reacf, he
often must improvise. The auguste may not have initiated the action

occurring in the space; he may just be responding automatically on
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impulse to another action. Joseph Chaikin,originator of the Open Theatre
in the 1970's, makes the following comment about motivation: The impulse
"is that which starts a motion toward . . . imaginary stimulus"”

(Chaikin 1971:8). Chaikin continues illustrating his idea of impulse
by describing what he calles "jamming":
Jamming is the study of an emblem . . . the jamming becomes a
kind of contemplation of that emblem. The term comes from
jazz, from the jam session. One actor comes in and moves in
contemplation of a theme, traveling within the rhythms, going
through and out of the phrasing, sometimes using just the ges-
ture, sometimes reducing the whole thing to pure sound, all
of its related to the embiem
(Chaikin 1979: 116).
Both of these comments by Chaikin suggest that some impulses to action
involve improvisation. Such impulses probably play a significant role
in motivating the auguste.

Examining impulse, Chaikin states that impulse means "a motion
toward." The first set made is the motibn toward, or the initial move-
ment. The initial movement is critical because the setup for the activ-
ity that follows is made from that movement. In the "baby gag," for
example, the baby is pushed in a stroller. This movement immediately
provides an identifiable basis for subsequent aétion, such as the baby
crying.

Furthermore, jamming is a .form of ihprovisation,»working on
basic principles of impulse, a series of instant responses requiring the
_higheSt perfection of spontaneity. The impulse should be thought of -as
initiating clusters of rapid responses instead of a single response. In

one performance of the Clown Band during a filming in St. Petersburg,

Florida, for national television, the regular circus band joined the
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Clown Band in the performance of "Big-Spehder" in the middle of a show.
This action was not rehearsed. Thus, initiating action and improvisa-
tion are fhe product of the demand for instant aétion.

The continuous action and improvisation of the auguste necessi-
tate precise synchronization of cdmp]ex activity. Rapid'action in new
and different situations requires careful attentjon to timing. . Though
important for both gags and acts, timing is crucial for‘acts. For
instance, in an act where thé auguste has to fa]} from a hiéh point,
juggle various- objects, and 1and upright, timing is essential. If the
auguste fails to act at the correct moment, not only may-theract be
unsuccessful, but the auguste-may be injured seriously by landing incor-
rectly. Timing is also important in acts where one clown has to catch
another or rapidly run through the legs of another, as in “clown chari-
vari." .Towsen defines "charivari" as an aét whfch'often involves the
whole troupe of c1ownsf-and‘perhaps a few acrobats dressed as clowns--
doing comic tumbling down a mat. Sometimes a straight tumbling act is
also referred to as a charivari, but, strictly speaking, this usageAis
incorrect, according to Towsen (Towsen 1976:373).  The physical action
of the‘augusfé, moreover, is not a1Ways spontaneous or unplanned. Much
of the action is intricately planned in specialized novelty acts which
require developed skill. Préctice and timing'are critical elements in
these specialized afeas of performance.

Usually, physical action gradually builds to a c]jmax. The
audience has the chance to see the complexity of the act grow. For

instance, when juggling, the pérformer increases from one, to two, then
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to three objects, and so on, until the greatest amount of objects tossed
is reached at one time.  What is required to qualify as a perfected act
is a precise execution of the progressiona] build of sequential events.
These events should be easily discernible, continuously accelerating
action from the simple to the complex.

A smooth transition,froﬁ one stunt to the next is what deter-
mines a performer's showmanship. Often the pace of such acts will
alternate rapidly, requiring that thevc1qwns switch from an exception-
ally slow performance to an extremely fast one, without any moderate
tempo. A model of. this progressfon.is also provided by the writer's
experience with Ringling Brothers. Since the writer's tour, he hés had
time to work on "ladder and table acts." 1In one variation of the
"ladder and table acts," the auguste begins by balancing on top of a
~rollar-bowla, a board on top of a cylinder which ié on top of a six-foot
ladder. The act cq1minétes with the auguste juggling five pans at the
same time. The "table act" is one in which the clown does a headstand
on top of a chair which is on top of three three-foot‘tables, reaching
a climax with the simultaneous juggling of rings. The above examples
show each act can illustrate both transition and progression depending
on how performed, although the "ladder act" wés used -to demenstrate
progression and the "téb]e act" to point out.transition.

Similarly, a performer on Ringling's -Red Unit executes a "table
fock" act that i]lustratés the planning, skill, and timing that are
central io the physical action of the auguste in specia]ized acts. The

auguste sits on a eighteen-inch chair and proceeds to rock back and
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forth until the table stack breaks. Then he falls approximate]& fif-
teen feet and does a forward roll-out. The act is quite intricate in
that the auguste tosses a hat to his co-worker below, prior to rocking
the tables. The hat is meticulously placed at a precise location
where the performer who falls will be able tofroll out into the hat and
jump up with the hat on his head. A gradual progression of complexity
is seen in the "table rock," as the auguste slowly increases the height
of the'chairbby adding an extra table each time the routine is'com-
pleted. = For further.explanation of the "table rock act," see "Interview
with Mark Anthony," Appendix D.

Another case in which the action gradually becomes intensified
is provided by Rickey Parrot and Scott Parker, formef colleagues at
C}own College and co-workers with the Ring]ing Brothers Blue Unit
during the 1976 season. Parrot and Parker were jugglers who constantly
reworked and developed a novelty act. Prior to attending Clown College,
Parrot and Parker could juggle only three torches. By the time Ring-

- ling's 1976 tour concluded, Rickey and Scott could pass eleven clubs
betweenbthem while balancing on a rollar-bowla which was on top of a _
stepladder. At that point, performefs of regular billed acts in the
show suggested ﬁo both Rickey and Scott that they perform a straight
ju§g1ing act because they were so sk111fu1. Hence, practice, skill,
and tfming have been important elements in the development of Rickey
and Scott's act. |

“In contrast to gradual intensification, a performance may begin

with intense physical action, combined with tension. Tomi Lieble, a
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former Ring]ing Brothers clown who is currently touring with his own
circus, performs acts that begin with intense physical action. In one
act, he rides a unicycle on a slack wire and juggles three clubs at the
same time. A "slack wire" is rigged as a tightrope with slack in the
line. A slack wire could throw a performer off the wirelimmediaté1y,
springing as does a trampo}ine or a diving board. Awaré of the immi-
nent possibility that the auguste may be throwﬁ_to the ground below,
both the audienceland the performer experience intense tension. Another
samp]e.of 1ntense action at the beginning of an act is Terry Parsons'
"perch act," which also starts with an extreme degree of tension.
Parsons, currenf]y on tqur withrRingling Brothers,“performed this act
wifh his wife,' A'"perch:act" consists of metal rigging which s bal-
anced by one member on the ground while another member is suspénded
from the riggfng, fifteen to thirty feet above. For a detai]ed descrip-
tion of Parsons' "perch act," see Appendix E.

In addition to practicihg and developing complex physica]rski11s,
the auguste is required to develop a sense of huhor and a skill for
comedy.. The ciown must be vekSatile, agile, and creative. Once the
auguste has 1earned the necessary moves of complicated gymnastics and
developed complex acrobatic skills, the auguste must introduce small
variations to produce humorous,sitﬁations, At this point, spontaneify
and improviéation mesh with timing and skill.

A basic definition of the clown is an individual who causes
observers to laugh as a result of his ludicrous behavior. Crucial to

the definition of the auguste clown type is a complete role reversal
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which takes place in a ridicu]ous situation prior to the end of the
performance. The finale of the auguste's performance is consistently
on a physical contact level. Though varying according to characters
and situations, the usual costume of the auguste consists of misfit
clothes, baggy pants, oversize collars, and misfit shoes. The typical
~makeup is flesh color with tinted red cheeks. Although the social
status of the auguste is predominantly blue collar, he occasionally is
- seen in white-collar positions. The psychological characteristics of
the auguste resu]ﬁ in a character who is resolute, sensitive, temper-
menfa], naive, and impulsive. Sporadically violent, the auguste
overreacts with exaggerated responses to the behavior of others.

Frdm a moral perspective, the auguste's behavior indicates that he has
- difficulty distinguishing between right and wrong because he is unable
_ to be objective about his own behavior. Specialization of technique,
. timihg, and improvisation are crucial elements of the fequiredAphysica1

action.

The Auguste>C1owthype on the Stage

Auguste characteristics found on the stége are éngenderéd by
specific stage characfers who share various attributes with the auguste
clown type, including physical appearance, mentality or sensibi]ity,.
‘social c]assifjcatfon, honest conduct, and stage business. Elements of
the physical appearance of the stage character are sex; size, age, cos-
tume, and makeup.

Today, thefe are few female performers Qf female roles with

auguste characteristics; in comparison, there are a large number of male
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perfdrmers ofrma1e roles with aUguste_Characteriétics. During some
periods of history, tema]e performers were discouraged from the stage,
and males often portrayed female characters. Prior to the Commedia
dell'arte, female characters played by female performers were scarce,
and only a sma]]lnumber; such as Theodora, reteived historica] notice.

-In the mime, however, female characters were played by women. In the

Commedia dell-arte, female characters possessing the attributes of the

auguste type do appear; Today, both female performers and female
characters receive more publicity than they did in the past.

Other e1emehts of physical appearance such as the size and the
age of the stage character, are demonstrated well by the characters in

the Fabula Atellana. Less importance is placed on age and more empha-

sis on exaggerating proportions of the body of the characters. Even
the performers who have played each charactek are often said to have
been extremely tall, short, skinny, or fat (Bieber 1961: 248).

With regard to makeup and costume, mime and Fabula Atellana

stage characters present qua]itieé similar to the duguste aé well.
They are thought to have worn masks with éxaggerated»facia1 features:
enormous teeth, large mouths, gigantic cheeks, and bald heads; the mimes
are said to have performed with "“dome headé" (Bieber 1961: 100). 1In
addition, a modern character may wear a walrus mustache which is also
worn by the augﬁste.

| Another auguste characteristic is found in the sensibility of
the stage character. . The mentality and sensibility levels of the

stage character are similar to the psychological nature of the auguste.
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These stage characters do not portray themse]ves as possessing great
intellectual abilities by any means. However, the stage character is
known .occasionally to play clever tricks on other characters. O0Often
retaliatory tricks are played in response to beatings, resu1ting’in
even more intense violence.

Similar to the auguste, the stage character is also quick to
take physical action without stopping to contemplate results. The
character impulsively reacts to a peréeived wrong, immediately attack-
ing his opponent furiously. Periodically, as a result of his suspi;ion,
the stage character's emotional state is abrupt,'irate, hostile, explo-
sive, and violent. At other times, the stége character arouses §ympathy
by means of his lack of understanding. Because the stage character
works so hard, the character's failure to sﬁcceed elicits sympathy. At
this point, the stage character is illuminated by the extremes of his
personality. -His personality is neither normal nor psychotic, but he is
an abrupt, crass, rude character. The role is morerr Tess .that of a
fluctuating, sporadic extremist who often acts before thinking about a
| situatioh and without regard to a proper response.

| Comparable to the auguste, the stage character's sensibility is
heightened by his reaction of pride. An injury may not be serious, but
if it destroys the dignity of the stage character, the character will
react vio]ént]y. In addition,-a character's motive for action méy stem
from excessive or false pride. The character may falsely perceive him-
self as superior to another character and act according to such a mis-

conception. Usually, the result is a ludicrous situation.
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Related to injured pride is the jealousy and outrage that the
' character,é]so expresses on stage. Feelings of jealousy cause the
character to become enraged, and he acts abruptly in a hostile manner
toward another'character. There may or may not be a realistic basis
for his jea]ousy. Also, he may have difficulty revealing his true
feelings because df factors such as social class restraints, age, or
health.

Displaying another auguste characteristic, the.stage character
becomes engrossed in an extremely busy environment which leads to dis-
aster through either choice or accident. Because the attention span of
the character is short, he is easily diverted and ea;ily—]ed astray
while earnihg.a 1iving or expréssing love and tenderness toward others.
While busi]y trying to make his fortune, the character becomes involved
in mischief, falling in love quickly and easily with young women. They
mock him behind hisrback. In general, the stage character is gu]Tib]e
_and thus éasi]y deceijved. The situation dictates complex involvement
with no way out of the difficulty. At least, the stage character is
unable to find a solution.

The social classification of the stage character is basedron
profession or trade, religion, and family. As the auguste, the stage
| charaéter does not place much emphasis on economic status because he is
neither exclusively a wealthy man nor consistently a hobo. Although
tyﬁe of trade often determines economic status, a character may be rich
even though his occupation (for instance, as a farmer) suggests modest

income. Such a stage’character may possess enough money to gamble



28
heavily, for example. Of the components composing category, profes-
sion is most extensively used on stage, owing to the immense plot
possibilities related to profession. On occasion, stage characters
with auguste charapteristics may be seen as white-collar workers, but
more frequently as blue-collar workérs. Auguste characteristics may
also be found in character roles as school masters, doctors, and
swindlers, or as soldiers, firemen, janitors, waiters, boxers, and
‘pb]itemeh.. '

| sToday, the auguste-type stage character has very Tittle involve-
ment with religion, although in fhe_past religion was frequently used
in performances of the ancient mime who mimicked church activities.
Fami1y re1atiohships are more apparent with the stage character than
with the auguste. Spoofs of family relationships may also be seen.
Honesty is often expressed by the stage character's use of
dry humor or an unsmiling expressjon. The diversionary technique of
"dead pan,'Il which utilizes Jack Benny's inscrutable expression, is
similar to a "poker face," which keeps the opponent or audience guess-
ing. As applied in performance, the technique is used by:Behny to
éxpress oblique honesty. However,.tﬁe technique may also be used to
‘conceal dishonesty. Anything the stage character says is phrased
»Qeriously, whether meant to be funny or nbt.k Benny utilized honesty as
a technique in situations in which the stage character makes comments -
which are not all suited to be jokes but are in tune with the synchro-
nization of all the current activity in the performance site. The

‘stage character unifies the action surrounding him with these comments,
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showing that all the action is interrelated in a humofous manner. Also,
no matter how detrimental the truth may be to the stage character, he
always pfesents the truth; in the process, the stage character tends to
show societies their fau]ts, exploiting the ramifications of the truth
to their fullest. Honesty is also a manifestation of the childlike
~innocence end naivete of the stage eharacter, qualities similar to those
of the auguste clown. Often innocence is expressed by a stage charac-
ter's ighorance of the consequences of the'trutﬁ for himself and those
around him.

Stage business of the auguste-type stage character usually pro-
vides for involvement of the character in pie and water fights, slaps,
blows, or fa1]s. The stage direetidns place the auguste-type character
"in a precarious of Tudicrous situation. Furthermore, this role player's
action changes accordiné to the cheracter with whom he interacts.
Sdmetimee he is described as appearing fn disgufse, perhaps with pur-
poses of connivery and trickery.

The criteria of fhe auguSte clown tybe include the following:
(1) A complete reversal must be included in the repertoire of the
auguste. Exchange between the role of the.perpetrator and that of the
recipient of a joke should be clearly visible on-stage in the realm or
duration of the play; (2) The reversal of roles as trickster and recipi-
ent is not required to take place in the same joke, although this
‘reversal must be accomplished prior to the end of the performance. (3)
For a reversa1 to be considered complete, only one party is obliged to

meet the aforementioned criteria by being both the perpetrator and the
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recipient; (4) The jntensity of the responding action should be at least
equal to or greater than the intensity of the initial action. Also,
there is a restriction upon the number of actual physical responses that
may be made to one initiating action. The action and reaction are usu-
ally on an informal ratio of one to three. For example, more than three
shoves 1in response to being shoved once may cause a loss of focus on the
initial action of the reversal; (5) The essence of physical action is
indicated in the stagevbusiness. The stage'bUSiness specifies that the
subject matter consistently comprise strong aggressive movement,vphysica1
contact in a clean manner, Which c1¢ar1y follows through with the indi-
cated activity; and the nature of the activity may be violent as long
as there is an outstanding comic ending; (6) The auguste is destined
td become engrossed in a ludicrous situation; (7) A specialized area of
performance is mandatory as-well.

A charactek may be considered borderline if the character meets
all or part of.the material specifications of a reversal, even though
| the action of the character does not include bhysical contact. The
.reVersa1 is the most important criterion because the reVersal involves
the following.three characteristics critical to a definition of the
auguste type: (a) the stage charactér'is both perpetrator and recipient
of a prank; (b) reversal activity must be accomplished at any point-prior
to termination of the performance; (c) only one character must be_both
the perpetrator and recipient to complete the reversal.

The reversal noted as the first criterion involves action,fn

which the character plays a trick on another character, such as pulling



| 31
~a chair out from under him. Latek in the-p1ay, another character may
knowingly or coincidentally repay the trick by p]éying another prank on
the auguste-fype'character° ‘An attembt to shoot the auguste-type
character is an extréme example. However, the auguste may be the
recibient of a prank in the beginning of the play and retaliate later.

According to the second criterion, the reversal from trickster
to recipient does not have to- occur in the sameljoke to be complete.

" A character may grab someone in Act IV but may not receive punishment
until Act V or VI. Also, reversals which involve only a solo perform-
ance should include success and'failure of the action.

The third critefion indicates that the victim of the auguste
type is not necessarily the character whb reta]iates,-or punishes the
auguste type. The reversal is completed whether the auguste character
is attacked by the original character he has injured or by another,
unrelated character. In either case, the auguste character has been
both victim and aggressor. Again, as noted previOuS]y, the auguste
character may be victim first and aggressor later. |

According to the fourth requirement, the auguste character
recefves-a physical response equal to or greater than the original pro-
vocative action. For instance, an auguste typé who grabs a character
A latér receives a much more intenée response when he is beaten. Never-
theless, the number of responsesjthe auguste character receives must
not greatly outnumber his original brovocative actions. The reversal.
would rapidly lose a humorous focus if a character who shoved another

was beaten to death by ten other characters. Thus, intensity and number
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of responses to the auguste are subtly balanced so as fo'retain focus
and humor. The 1ncreése b% number and intensity must cease at the:
point where focus of humor is lost. There is a'téndency to lose the
initial action; no reversal is apparent if the succeeding action totally
overwhé]ms the initial action. This need to balance intensity also
applies when the auguste is recipient of the injury first,; although the
auguste has a tendency to retaliate with exaggerated intensity.

Though varying in content, physfca] actibn is aggressive and
fast-paced. Physical action may include dragging, grabbing, pushing,
and pulling, in addition to slapping, punching, and kicking. Such physi-
cal action as kissing would not be considered suitab1e to the auguste.
Rapid throwing of objects, such as pies, at another character is suit-
able action. The stage directions clearly indicate the speed and brash
nature of each moVement, If the stage business designates an abundance
of violence, there should be compensation made for such activity by a
striking comic outcome atlthe end to balance the routine. Before the
perfbrmance'ends, extensive wounds or deaths must be clarified and
‘announced as false and as never having actually occurred.

An example of ludicrous situation (sixth criterion) is an au-
guste character finding himself engulfed in the stomach of a whaTe.

This situation is a classic speﬁtac1e, employing location, properties,
and special effects to.create an absurd impact. |

According to the seventh criterion, the stage character displays
particular skills or abi]itiesﬂ The auguste type may perform high-wire

balancing acts, musical acts, or animal acts, as well as performing
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acrobatics, singing, and dancing. The characfer ﬁay be a contortionist,
a juggler, a skéter, or an Olympic stmmer.

An instance qualifying a character as a borderling duguste type
occurs when»a nurse holds a pillow on an auguste character's face as if
to smother him. The auguste character jumps up, yells at the nurse,
and promptly throws several p1110ws‘at her. Though the pillows do not
actually hit the nurse, a reversal of the aggressive physical action
may be considered to have occurred. The auguste has been both recipient
and perpetrator, although he has not made actual physical contact when
he retaliates. |

In summary, without the preceding seven quaTities, there is no
meaningful purpose for the stage business of the auguste, and stage
business is crucial to identification and successfu]»performance. In
turn, these seven qualities provide a base from which the following
visible aspects develop. First, the endings of gags and routines are
always vefy exuberantly illuminating. This flamboyance is usually seen
at the end of a specialized performance area; however, regular roﬁtines
may engender as much lavishness. One character performs a “"golf
routine” in which flypaper sticks to his club. Afterwards, he throws
the club with the flypaper into the water. He subsequently becomes

hysterical énd throws the whole bag df golf clubs into the water.
.Fina11y, the character throws the caddy into the water as well. Action
gradually progresses to a startling finish.. Secondly, blow-offs
(refined finale) are always complex, skillful, and fntense. A complex

ending is demonstrated by a character who can perform trick pool shots.
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However, the pool table is rigged with levers at each pocket. From a
distance greater than ten feet a spectator cannot see that the table
is sianted and balls will drift automatically to the pockets when the
levers are touched. The climax of this routine is presented when the
character purposely shoots one ball off the table, bounces the ball on
his shoulder, and reflects the ball té his knee, where fhe ball is
péssed to hisshoe and finaT]y is tossed from his foot into his baék
pants pocket; Thirdly, usually an extreme contrast is.p1ayed in the
blow-off with excessive intensity. In essence, although much of this
matéria] is dangerous or vio]ent; the nature of the activity is humorous
~ because the situation strikes one immediately as ridicuTous and absurd.
Furthermore, the activitiy is always extreme, involving drastic measures
and a rapid tempo.

| In contrast fb the past, no restrictions on the basis of gender
are now placed upon thé stage character. Exaggerated facial features
and a bright costume with colors which clash aT] provide visual aspects.
Furthefmore, the mentality and sensibility of the stage performer is
.seen through his logic of taking bhysica] action first. His emotional
state is tempermental, explosive, violent. The psychology of the stage
"'performer is based on his extremist viéw which contributes to his piace-
ment in a ridiculous situation. Although there are other factors which
compose the social classification of the,stage‘performer, his/her vari-
ous professions are the most outstanding. Still, family relationships
should not be over]ooked, for they too provide éssentia]_materidl.

Furthermore, the stage pefformer's conduct is consistently on a truthful
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level which is normally played in a deadpan manner. Finally, the
character's sfage business encompasses seven items: (1) a complete
reversal to perform as both trickster and recjpient; (2) activity must
be concluded in the duration of the play; (3) only one party is required
to kespond to an activity; (4) the initial action should be of less
intensity than the fo]1ow1ng'activity, and the actior and reaction are
usué11y on an informal ratio of one to three; (5) subject méttef in-

"cludes physical confact as indicated in the stage busiﬁess; (6) a ludi-
crous situation; (7) a specialized area. Of the seven items, the
reversal is the most important.

The characterisiics shared by both the auguste circus clown and
a similar stage character may be compared and contrasted as follows:
the physical appearance of the auguste contrasts with the visua] aspects
of the stage charaéter. Furthermore, the psycholiogical nature of the
auguste is similar to the mentality or senéibi1ity of the stage charac-
ter. Observétion of the auguste's.soc1a1 status as well as the stage
character's social c]assification:réyea1s similarities. Honest behavior
of the auguste clown is comparable to the honest conduct of the stage

character.



CHAPTER 2
DEVELOPMENT OF THE AUGUSTE CLOWN TYPE

Development of the auguste wés not instantaneoﬁs, nor was
the auguste mass-produced from a prototype. Actually, the auguste took
shape by means of a gradual accumulation of chafacteristics. Beginhing
. in the fifth century B.C., forerunners of the.auguste type exhibited
various attributes similar to those possessed by modern auguste stage
characters. For the purposes of this study, early stagé characters
possessing‘a majority of the attributes of the mogern auguste are con-
sidered by the writer to be forerunners of the modern auguste type.
Characters appedring in the mime, Atellana fafce; and the commedia
del1'arte possess elements of physical appearance, social and psycho-
logical characteristics, as well as stage business thatrforeshadow
aﬁguste characteristics. Sinée performances wére often improvised,
details ébout the reversal of physical contact of the auguste type are
scarce for the latter three groups. waever, pTays of Terence, Shakes-
peare, Moliére, and Goldoni depict characters involved in complete role
revefsa]s. | |

Rudimentary auguste characteristics may be found in characters
of the Roman mime durfng‘the third century B.C. to the sixth century
A.D. According to Berthold, the mime play, which originally developed
in Sicily, was a rustic burlesque, first given Titerary form by Sophoran‘
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around 430 B.C. (Berthold 1972:167).  Like the auguste, the mime was
a versatile artist. Whether the mime played the fool, §fnger, or
dancer, the‘mihe as an entertainer had additional performance-related
occupatiéns, such as juggler, acrobat, or beastrtamer.
The later adabtabi]ity and wide-ranging skills of the auguste
Vmay be compared with the mime's attention to the nameless masses: crooks,
knaves, thieves, innkeepers, producers, and courtesans. In addition,
all types of entertainment were often categorized under mfme, a term
app]jed indiscriminately both to scripts and performers. Mime ranged
from short plays, mimetic dance, merrymaking, imitations of animals and
birds, singing, acrobatics, juggling, and eventually to‘c1own-type per-
formances that’have found a place in the modern circus. The mimes arose
from siimplistic plays presented in the marketplace with improvised
parbdies and dances thriving onbépontaneity (Berthold 1972:167). |
As with the present-déy auguste, improvisation was an important
element of the mime's performance, especially when he engaged in compet-
itive performances in front of the emperors. The mime often invented
movemént and dialogue spontaneously. In addition, the orientation of
mime humor contains elements presaging the burlesque of the modern
auguste stage character. Bieber speaks of this bur]esqué in the follow-
ing example: "The plots were short and often indecent or light-hearted
bur]esque taken from tﬁe lower class of the city life, . . . made them
very popular among the Romans"‘(Biéber 1961:159). Tﬁus, early mime
parody predated later auguste-type burlesque by drawing material from

lower-class 11 fe.
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Life-1ike imitations of composites of stereotyped human charac-
ters were the aim oi the mime. However, the mime as an‘imitation of
life often ridicu]ed and distorted peop]é, situations, and events. Like
the auguste, the mime was involved in 1udicrousrsituations that pointed
- out society's faults. Nothing was immune from ridicule by the mime.

More extreme than today's character, the mime viciously attacked religion
and poked fun at Christian.rituai, making them appear as silly and incom-
prehensible. For instance, the mime mimicked bapfisms by drowriing
individuals. Furthermdre, a mime even mocked Caesar, as seen when
Laberius portrayed Publilius Syrus. Because Laberius-mocked Caesar in
‘the performance, he was stripped of the position of knight.

Rudiments of the physical appearance of the auguste are éiSo
present in the mime.. Often mimes were selected for special occasions
such as private parties, either because of physica] beauty or comic
ugliness, for most plots revolved around sexual desirability or gro-
tesqueness. "Costumes and characters were taken frbm daily 1ife of the
middle and lower classes" (Bieber 1961:106). However, Pﬁyiiis Hartho]]
'writés by the third century B.C., the distinctive costume was a hood, a
patchwork jacket, and tights. The head was shaven, the feet barer
(Hartnoll 1967:642). Though the patchwork jacket is closer to the
costume of the modern tramb, the tights are similar to that of the
auguste type. In addition, the mime wore a dome head, also a chafac-
feristic of the auguste costume. . -

Various precursors of the auguste-type clown appeared in the

mime. - These precursors exhibited aspects of physical appearance and
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»stage businesé,~as well as social and psychological characteristics,
“similar fo those of the modern auguste. The hime was a-versati1e,
adoptive, and skilled performer 1ike the auguste. Improvisation was
utilized by the mime in a manner analogous to'the auguste. Though more
extreme, mime burlesque and ridicule was also comparable to auguste
parody. Resembling the auguste tights and dome head,»the mime costume
consisted of a hood and tights. Finally, a striking similarity between
the auguste and the mime is their dependence on a visual code rather

than on the use of words. |
Elementary auguste characte}i;tics are present in various charac-

ters of the Fabulae Atellanae, a type of rustic farce. Bfeber mentions

four characters: "The four masks are excellently drawn and finely, dif-
ferentiated. They are the forerunners of the four main masks which the
Oscan Atellan farée later transmitted to the Roman farce: Marcus .
Dossenux . . . Bucco . . . and Pappos" (Bieber 1961:131). According to
‘BertHo]d aﬁd DuckWorfh, historians of Roman Comedy, Ate11anakperfor—
mances were short.p1ays of about»four hundred versés.

The auguste elements of sétire and improvisation may also trace
fheir origins to“thé main comic characters of the Atellana farce.
Social or political figufes as well as customs were mocked by these
-§haracters. The.Ate]1ana players performed for emperbrs such as Nero,
who sealed the fate of anyone makjng po1itica1 jokes about him. Little
is available as regardé p1of, but farciaTiéituations involving cheating,

drunkenness, and trickery are known to have been included in performance
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(Duckworth 1958:11). Hartnoll states there is 1little concrete infor-
matioh on the Atellan which is not in a fragment form.

Hartnoll theorizes that the nature of the charactérs may be
inferred from the existing titles of the plays. Hartnoll points out:

From Pomponius we have the titles of 70 atellanae, with frag-
fragments amounting to 200 Tines or parts of lines; from Novius
we have 44 titles with over 100 lines of fragments . .

Maccus appears to be the most popular; . . . Maccus the So1d1er,
Maccus the Innkeeper, Maccus the Maiden, Maccus in Exile, and
even The Twin Macci. . . . .Other titles point to the maintainance
of the primitive rustic atmosphere: The Pig, The Sow, Hog(g)
Sick, Hog(g) Well. . . . Others suggest the life of the town:

The Cand1date, The Fullers, The Inspector of Mora]s, The Pimp
(Hartnoll 1967:305).

Hartnoll notes the variousvoccupatiOns and roles performed by characters
in the Atellana. Thi; miscellany is suggestive of the variety of roles
assumed by the auguste. Furthermore, comparable to the auguste charac-
ter, the Afe]]ana players often re]iéd'on the use of music and improvi-
sation. The stock characfers of the Atellana farce, Maccus, Bucco,
Pappus, and Dossenus,'each wore masks, jﬁ addition to specific coétumes.
| Maccus exhibits psychological and physical traits similar to
those of the auguste; Represented by sfupid ana blundering mistakes,
Maccus s known fdr g]utfony and buffoonery. Maccus s also spoken of
as being greedy, and a blockhead. Comparable to physical characteristiés
of the augUste,'Maccus' physical appearance inp]uded an overweight con-
‘dition, a huge mouth, an enormous ndse; a bloated face, grotesque eye-
brows, and a bald forehead (Bieber 1961:131, 145, 248). On occasion,
Maccus was costumed as a maiden, suggesting the variety of roles Maccus

types played (Hartnoll 1967:305), In addition, Maccus may also be
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thought of as the crass country bumpkin (Mantzius 1903 1:26). Hence,
Maccus shares with the auguste the traits of buffooﬁery-and exaggerated
~ features, as well as versatility of roles played, ranging from that of
a maiden to a gQ]]ib]e rustic. In'fact, Maccus' naive behavior is
suggestive of the auguste's ingenious actions.

‘Most of thelcharacteristics of Bucc6 differ from those of the
auguste. However, Bucco possessed a small number of traits similar to
those of the auguste. " He was a bbisterous braggard, an impudent persoﬁ
with huge cheeks and a large mouth, attributes which do appear in the
aUgust-type stage chéracter. On the other hand, the charaéter Pappus
was an old man with white hair. Pappus is thought to have been roving,
~delirious, sometimes absentminded, and well into his years. Costumed V
in a tunic, he was usually accompanied by another character who could
be clothed in longer garments. Occasionally, the auguste stage charac-
ter also is an.o1d man who has white hair and normally wears loose-
fitting clothes. Furthérmore, Pappus was easily deceived and was
consistently untucky as a Tover or husband (Hartnb]] 1967:305). As
noted, the auguste is gullible and unlucky in Tove, but not a complete
imbeci]e. 'The auguste does exhibit craftiness and cunning.

_ The character of Dossenus is psychb]ogica]]y, physically, and,
Socia11y versatf]e, as is the auguste. Clever and mischievous, Dossénus
had a gigantic:crooked nose énd a bald head} "The actors of the farce
. were often people with abnorma11y ugly bodiés, extremely Tean and small

or excessively tall or fat for comic contrast" (Bieber 1961:248). The
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physical exaggeration used by Dossenus is frequently seen with the
auguste. There was often the need for Dossenus to take on varied roles
such as schoolmaster, doctor, and swindler (Bieber 1961:131, 148, 151).
Dossenus' adaptability of different roles is similar to'the auguste.
Dossenus was also eager for tricks or disghises, as is the auguste.

The Atellana characters exhibifed various stage busihess as well
as psychological, social, and physical characteristics that appear simi-
lar to those of the modern auguste type. Improvisation, versatility,
-naivete, buffoonery, obesity, exaggerated features, and 1oose-fftting
clothes. In addition, the short length of the Atellana performances is
comparable to modern auguste exhibitions. Finally, the_Ate11ana charac-
ters were involved in farcial situations as is the auguste.

The writer feels that bn]y one play, The Brothers by Terence

(Publius Terentius Afer), Roman playwright, 190?-159 B.C., contains an

apparent forerunner of the modern auguste. In The Brothers, Syrus, a

slave of Mico, demonstrates striking auguste-type qua]ities.A,In fact,
Syrus presents‘bne of the firsf examples of the role reversal of both
perpetrator and rec%pient. Syrus makes an entrance in Act II, scene ii,
in which the stage business and dialogue do not indicate any d1st1nct
psycho]og1ca1 or phys1ca1 features:

[Enter Syrus from Mico's house]

Syrus [To his. Master within]
Say no more; I'11 see the man myself; I'11 make him glad
to take the money, and dec1are that he has been well
treated.
[To Sann1o] What's this I hear, Sannio, about your hav1ng
been fighting with my master?
(Terence 1967 1:123). '
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At this point Syrus' behavior is normal and appropriate for a servant.
He‘speaks to his master with respect. Basically, Syrus is presented
as endeavoring to provide a legitimate service to His master.
However, in Act V, scene i, Syrus reabpears drunk, and in the
fo11owfng scene he grabs Demea, immediafe]y creating an absurd situa-
tion because Demea is the father of Aeséhinius, Syrus' master. “[Enter

Syrus from the house] Syrus: [Drunk, talking to himself]" (Terence

1967 1:132). Syrus' drunkenness in several instances in scene i pre-
pares the audience for the aggressive action displayed in scene ii.
Liquor appears to produce psychological changes in human beings., par-
ticularly the release of inhibitions. Thus, one is not surprised if a
drunk engages in anti-social behavior as Syrus does in scene ii. Like
the>auguste,ASyrus suddenly becomes aggressive in response to another
character. His master has told Syrus to prevent anyone from éntering‘
the house. In executing this duty, Syrus suddenly oversteps the bound-
aries of master and slave by grabbing his master's father.

Syrus: What are you doing? Where are you going to? [Catching

hold of Demea]

Demea: Let me go: [Threatens him]

Syrus: I say, don't.

Demea: Will you take your hands off me, you villain, or do you

prefer to have your brains knocked out?
(Terence 1967 1:133). :

Syrus' grabbing of Demea also suggests other auguste-type traits.
As the auguste is dedicated to truth regardliess of the consequences,
Syrus is dedicated to carrying out his job even if it means offénding

his master's father. Furthermore, éomparab]e to the auguste, Syrus
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exhibits a kind of innocence or naivete in that he does not consider
-the possibility that his master will be angry with him for grabbing
Demea. .As stated above, Syrus immediately grabs Demea‘wheh Demea tries
to enter. Furthermore, scene ii is a clear example of physical action.
There are no stage directions as regards the way in which Demea 15
grabbed, but in performance, the action is probably forceful. At any
rate, contact is clearly made. |

Stage directions for The Brothers do not provide any clues as to

the physical appearance of Syrus other than that he is a male. Also,
family relationships are not crucial for the character of Syrus.
Although Syrus has a wife, PHrygia, who is méntioned, she does not
appear in the play. Syrus demonstrates his love for her by requesting
. that she be freed in Act V, scene ix. Syrus has just been granted his
freedom andAresponds by saying: "I believe it. I wish this my joy‘were
comp1ete, and that I might see my wi fe Phrygia free too" (Terence 1967
1:136). Comparable to the auguste, Syrus expresses fee]ihgs of devotion
for his 1ovedlone.

Nevekthe]ess, by becoming inebriated, Syrus suggests that he
has difficulty distinguishing between right and wrong, as does the
auguste. Demea scolds him on this account in scene i of Act V:
oo, ..just at the very crisis, and aftér the worst of wrongdding, you
get drunk, you scoundrel, before things have even been quited ddwn,'just
as. if you had done some good actions" (Terence 1967 1:132).

In the closing scene, Act V, scene ix, the revefsaT of the

physical action is completed when Mico strikes Syrus: "Well, if you
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wish it: [To Syrus] Syrus, come here to me. [Strikes him with a stick]"

(Terence 1967 1:136). Mico whips Syrus at the request of Aeschinus as
instructed by Demea. The reversal is of a greéter intensity than the
initial action of Syrus, Regardless of whether Demea or Mico executes
the acfion, Syrus receives the impact in the end. Thus, Syrus i;
comparable with the auguste in that he has 1h1tiated phySica1-action and
received punishment in the form of violent action initiated by another
character. Hence, Syrus shares several traits with the later auguste-

'~ type character. As the auguste, Syrus is involved in a complete reVer-r
sal of aggressive physical contaét, as both recipient and 1nitiator. In
addition, comparab]efto the'auguste, Syrus sﬁdden]y becomes aggressive
and possesses the auguste traits of innocence and naivete as well as
difficulty in distinguishing between right and wrong. Furthermore,
Terence suggests that Syrus is invoTVed in a Toving re]étionship with
his wife, perhaps suggesting later auguste fami]y relationships.
FTna11y,Syrus' "tréde" is that of slave, possib1y a forerunner of
auguste servant occupations.

Harlequin, Pulcinella, the Doctor, Pénta]one and the Captain,

pdpu1ar characters of the commedia dell'arte, are often considered
'de3ceﬁdantsfof certain fixed stock chéfacters of the Atellana farce.
Actually, fhe deve]ophent of these character types has been a slow pro-
cess which,may-hive'begun in the third century B.C., reaching a ﬁeak in

- 1450, and declining in the seventeenth century. The commedia dell'arte,

which dealt with grotesque and facetious as well as realistic characters,
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began in the mid-sixteenth century and ended in the late eighteenth
, A

(Ducharte ]966:17). The commedia tended to be a physical farce, empha-
sizing improvisation and skilled performances. Psychological nature,
social status, honest behavior, and physical appearance of the commedia
characters, as well as their physical action, suggest auguste traits
or their traces. Although Harlequin and Pulcinella share a small number
of traits with the auguste, most of their traits are similar to distinc-
tive characteristics of two other clown types, the tramp and the white-
face. The writer feels that Harlequin and Pu]cine]]é are forerunners
of the tramp and the whiteface, respectively.

A1though‘the Doctor lacks traces of the auguste costume, he
possesses other elements of the auguste stage character, such as flexi-
bility as to roles played, and psychological nature. A character
analysis of the Doctor of 1560 is given by Duchartre as follows:

~There was . . . little he did not know. He was a philosopher,
astronomer, man of letters, cabalist, barrister, grammarian,
diplomat, and physician. . . . The good Doctor is a member of
every academy, known and unknown, . . . It is a curious fact

~that, although he spends his entire time with his nose in a
book, it is always painfully difficult for him to give a
Greek or Latin quotation without murdering it alive. He also
confuses the Fates with the Graces. . . . But even then the
flow of his eloquence rarely ceases. . . . He has spent his
whole Tife learning everyth1ng without understanding anything
- (Duchartre 1966:196). :

Sand- concurs with Duchartre that the Doctor is a boring know-
nothing pedant and comments about the Doctor types as follows: "When he
is a lawyer he is c]eak-sighted only in those affairs with which he is
not entrusted, and his pleadings are so 1hterésting that the court

falls as1eeb and the public departs" (Sahd 1968 2:32). This description -
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provides an indication,of the Doctor's psychological nature. Consist-
"~ ently building up to-a tiradé, rambling on endlessly when p]aying the
role of lawyer, the Doctor is an idle talker, who knows everything but
what is relevant to the case at hand. Having spent a 1ifetime buried
in study, he often misiﬁterprets social situations. However, 1like the
auguété, he ha§ good intentions. By lecturing, the Doctor means to be
he1pfu1. He is naive and childlike, similar to the auguste.

Schwartz prbvides additional informafion, broadening the scope
of the Doctor types, mentioning that, "Like Pantalone he is the victim
of the pranks of his servants, his own daughters énd even his wife"
(1933:18). Further information about the characterization of the

Doctor types is contributed by Giacomo Oreglia, historian of the

commedia dell'arte, who writes the following:

. he is a friend or rival, the Doctor is madly eager for
amorous adventure, but ends up a cuckold and an object of
derision to the zanni, the butt of their lazzi and the
Lover's mockery. . . . A busybody, [he is] a muddler and
exceedingly presumptuous. . . . His tirades are abstruse and
incomprehensible. . . . It is a Tlabour in vain, to try to
interrupt him, since his one desire is to go on chattering

~ad infinitum. . . . Being obese, he . . . cannot fail to be
a glutton! . . . He sways as he walks mincingly with tiny
steps. Often he holds a small but very thick book in one
hand and gesticulates professorily with his index finger
(Oreglia 1968:84, 86).

Thus, the Doctor is a naive, childish, pedantic male. As a busybody,
his intentions'may be good, but misguided, Similar to the auguste,

the Doctor has exaggerated physical prbportions. Also, he is the object
of othek‘charaCters"pranké and mockery. Ana]ogbus to‘the auguste in

relation to other clowns, Doctor types work well with other characters
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th possess different appeafances, providing a good counterbalance. For
example, Duchartre states that theADoétor and Panta1oon-provide striking
contrast when walking together. He states: "The Déétor and Pantaloon
present a highly impressive spectable when they go out walking together,
the one with his long, trailing robes, and the other with his long red
stork legs" (Duchartre ]966:197). This contraposition of distinct
physica] attributes of two characters is also created by the auguste in
relation to the whiteface and framp clowns.

| The auguste also sharés psycho]oéica] attributes with Pantq]one.
Oreglia writes that comic attributes of Pantalone arise from “contrd—
dictions of senility: he is very'avaricious yet a 10Vef of pomp and
sp]endour,"'s1anderous, quarrelsome, explosive with outbursts of curses,
kind and benevolent, whose bark is WOrse than his bite (Oreglia 1968:
78). Thus, Pantalone's character is marked by extremes in behavior
similar to the auguste's. Pantalone's behavior is illogical, as is the
auguste's. Also, Pantalone experiences sudden outbursts of fury.
However, Tike the Auguste, Pantalone -is kind and benevolent. Duchartre
provides additional material ilTustrating Panta}onéfs explosive nature.
Occasionally Pantalone waits for his ships of "silks and perfumes. He
watches ‘the horizon for his brave ship . . . estimating . . . profit"
(Duchartre 1966:181). Often storms or Turkish pirates destroy them.
"Then Pantaloon tears his beard and’épits into the sea" (Dudhartre
1966:181). |

The Pantalone character type may also be vfewed as one who has

a lifetime contact with trade and is obsessed with money to the extent
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that he.is a slave to gold. Regarding this trait, Duchartre comments:
"Pantalone is excessively miserly" (Duchartre 1966:181); Schwartz
agrees with Duchartre,.stating, "He is dinvariably a miser (Pantalone

dei bisognosi)" (Schwartz 1933:16).

N

' Oreglia states that Pantalone is powerful and eloquent and, at
times, rival to his son. He often tries marrying off his daughter to
a.rich, established figurerin the community (usually the Doctor). This
obsession with money and power is not apparent in most auguste clowns.

Also, unlike the éuguste, Pantalone is "a hypocrite and a con-
 servative, he with the Doctor, symbolizes in the commedia the confrast
between the old énd new generation. He is usually accompanied by a
servant, with whom he improvises . . . duets" (Oreglia 1968:80). Though
Pantalone uses improvisation, as ddes the auguste, Pantalone's deceit
presents a striking contrast to the auguste's honesty.

Neverthe]esss 1ike the auguste, Pantalone is naive and easily
deceived.. If married, generally the wife is.young and pretty, and
deceiving. "She makes fun‘of‘him because he coughs and spits, because
his nose funs" (Duchartre 1966:182). By chance, if there are "ény
daughters, . .. . they worry . . . him® (Duchartre i966:182). His ser-
vant girls are deceitful, also. On occasion, Cupid appears to shoot
Panta]one in the heart. Pantalone falls in love with a maiden, or she -
~is a mocking flirt who demands gold for love. Pantalone typés are
always the dupe of someone, either a rival, their own sons, a servant,

a wench, or a lackey. Often taken advantage of by Harlequin, who
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disguises himself as a fellow merchant, Pantalone is presented with a
bi1l (Duchartre ]966:184). Pantalone is often deceived; .Moreover,
Pantalone has a variety of occypations and family arrangements analogous
to the auguste. On occasioné he is rich orvpoor; at other times, he is
father of a famf]y or a bachelor, a well-educated character in Venice.

Also, like the auguste, Pantalone types have never killed any-
one, although they are quick to draw a dagger (Duchartre 1966:183).
Such characters'form a peace-loving prototype. Nevertheless, the Panta-
lone character type récéives his share of blows as well. Because
Pantalone's attention is appiied to matters of the state as well as his
neighbors" affairs, Panta1one is usua]]y the'victimbqf kicks and b]ows
at the close of arguments. )

Pantalone's costume exhibits further traces of the auguste.
Pantalone types are considered to have worn the following: a short
’tightffitting bright red jacket, buttoned down the front with close-
fitting tfousers of matching color. Sometimes appearing in short
breeches with red stockings, Pantalone wore plain s]éeves and a red
Greek cap. | |

Additional auguste attributes are present in‘the Captain,
a]thdUgh some traces are more appareht than others;‘ A psychological
nature comparable. with the auguste is seen in the Captain's short temper
and 1mpu1sivé tendency to engage in a fight. However, the Captain's
psychological nature ‘differs from the auguste in that he acts as a brave,

glorified bfaggart, but in reality is a cowafd; also the Captain has
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very strong conviétions about the military. Psychologically, the only
similarity to the auguste possessed by the Captain is his volatile
temper. The most apparent aspect of the Captain's social status is his
| occupation, primarily his direct involvement with the military as an

officer. However, the auguste character doesvnot specialize in military
roles. |
~The physical appearance of the Captain, specifically makeup and
costume, exhibits striking resemb1ances with that of the augusté. For
instance, Duchartre mentions that when the early Captains were masked,
their masks were of a flesh co]or,_whereas their breeches were a wide
and cd]orfu] bright yellow, padded pants made in heavy silk. Captains
wore huge plumed hats, ruffs, and striped coats with vests. The Cap-
tain's costume is more similar to that of the auguste than are the
costumes of Har]équin, Pulcinella, the Doctor, or Pantalone.
| The characters disbussed,above--the Doctor, Pantalone, and the
ACaptain-—are popular types of the commedia who possess a number of
rudimentary auguste characteristics. The naivete and goqd intentions
Aof the Doctor and Pantalone are especially suggestive of auguéte traits,
although Pantalone is also occasionally deceitful. The costume of the
Capfain is similar to that of the auguste, but only one of his pSycho-
logical traits, a short temper, seems re{ated to the auguste character.
Hence, various elements of each of the commedia stage characters may be
found in the later auguste type.
Among Shakespeare's most outstandfng contributions to comedy are

the fool and the jester, both of which differ from the auguste. 'This
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distinction between the auguste and the fool is important because the
auguste has been labeled a "fool." The writer is strongly opposed to
theVQSe of the word "fool" in reference to characters other than those
of the ancient mimes during the reign of the Roman Empire (47 B.C. -
476 A.D.) or in Shakespearean plays for the following reasons: only in
the above works did the term "fool" refer to a significant task or
purpose which may be clearly defined; in the past, the word fool has
been used many times inappropriately, and, when correctly used, the
meaning of fool may still be vague because the term has several conno-
tations, such as stupid, ignorant, rustic, soheone who is constantly
deceived, never retaliating, Today the term fool has become a cliché.
Although Shakespeare's usage of "fool" is technically handled with
skill, the fool does not adhere to the requirements of the auguste in °
that (a) the fool does not participate in a role reversal, and (b) the
- fool is consistently a recipient of pranks or blows, never retaliating.

Matthews makes a distinction between clowns and jesters in

regard to Shakespeare's fool:

There is, . . . this indisputable difference: the clown is
jovial always and is an actor playing a part, whereas the
jester is likely to be more or less morose, grim, and satur-
nine, not assuming a character but expressing himself. The
‘clown is often a country fellow, a rustic; the jester is
sometimes a gentleman, and he is always and necessarily a
courtier, a man used to association with nobles and with kings.
He may be a brave and pathetic figure, . . . Or the jester
may be the victim of a brutal betrayal, as in the "Fool's
Revenge," . . . Shakespeare has given us three jesters: Touch-
stone, in "As You Like It"; Feste, in "Twelfth-Night"; and the
fool, in "King Lear"; and although the first two are always

acted by comedians, no one of the three can properly be called
a clown. MWhen Shakespeare uses the word "clown" he does not
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mean a court foo];bhé means the strenuously humorous actor

who is known in the theatre to-day as the "low comedian"--

in distinction fromthe "light comedian”

(Matthews 1924:13-14).
Matthews suggesté that Shakespeare was conscious of distinctions
between the clown, jester, and fool. The clown is a character, a
strenuously humerous actor. The auguste is a clown, neither a jester
nor a fool.

An interview with Professors John A. Mills and Richard Hosley,

of the English Department at theVUniverSity of Arizona, reveals that
both agree that finding a stage character in Shakespeare who meets the

criteria of the auguste type is un11ke1y.' Both professors suggested

Tooking at the Merry Wives of Windsor. Professor Hosley also suggested

studying Al11's Well That Ends Well and closely observing characters in

Twelfth Night. Professor Mills recommended Tranio in Taming of the

Shrew for the reversal, but Professor Hosley strongly disagreed that

Tranio is an auguste type (for further details see Appendix F).

The psychological nature of Tranio in The Taming of the Shrew
~is on a clever level similar to the auguste's. He is not always a |
stupid idiot, nor a brilliant intellectual. Tranio is a servant to
Lucentio and thus of a "blue-collar" status. However, Tranio also
appears to be an Unscrupu1ous person, contrary to the moral orientation
of the auguste. Further, the physical action of Tranio does not appear
similar to that of the augyste because Tranio is not involved in a com-
pTeted reversal of physical contact. From the experience of choreo-

+ graphing Taming of the Shrew, the writer feels that the physical
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appearance of Tranio is not that of a c1a§sica1 auguste type. He does-
not wear tight-fjtting or oversized clothes, as does thevaugdste.

Hence, Tranio does not seem to be a forerunner of the auguste.

Even though the clown, Feste, in Twelfth Night may appear to be

a possible auguste, he does not meet the criteria of the auguste stage
character because Feste is too verbal and has the appearance of the
whiteface and of a stand-up comic. Also, Feste is not involved in
reciproéa] physical contact. Howevefs in Act IV, scene i, of Twe]fth’
Night, two characters, Sebastian, Viola's twin, and Sir Andrew Aque-
cheek,‘Sir Toby's companion, possess qualities of the auguste stage
éﬁaracter. The physical reversal is immediate and clear. Sir Andrew
says: "Now sir, have I met you again? There is for you. [Strikes»
Sebastian] Sebastﬁan: Why, there's for thee, and there, and there!

[Beats Sir Andrew]" (Shakespeare 1975:117-118). 1In this case each

character takes part in the samé reversal, which is prompt and intense.
Both characters give and receive blows.

A1though Sebastian is engaged in a ro]e reversal, his psychb—
logical Tevel is not comparable to the auguste's. He generally has few
attributes of the auguste. For examp]é, he has a tendency to be more
‘scheming and interested in personal gain than is the auguste. Sebas-
tian's orientation to the world is comparable to that of the confidence
man. For instance, Sebastian eagerly volunteers to hold another charac-
ter's purse. "I'll be your purse-bearer, and leave you er/An hour"
(Shakespeare 1975:92). THe auguste, on the contrary, may plot a trick

'dn someone as reVenge but will not consistently plot to deceive others.
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Sir Andrew, in TWe1fth»Night, also seems to possess various

aspects of the physical appearance, psychologiéa] nature, honest béha-
vior, and social status of later auguste-type characters. Dialogue
exchanged between Sir Toby and Sir Andrew about Sir Andrew's past
activities provides an indication of Sir Andrew's abpearance, that Sir
Andrew is balding, perhaps appearing with a receding forehead and
thinning hair or perhaps wearing a wig:

Sir Toby: Then hadst thou had an excellent head of hair.

Sir Andrew: Why, would that have mended my hair?

Sir Toby: Past question, for thou seest it will not curl by

nature.

Sir Andrew: But it becomes me well enough, doesn't it?

Sir Toby: Excellent, it hangs 1like flax on a distaff;

(Shakespeare 1975:16). )

Sir Andrew is fatuous and silly. Bumbling in Act IV, scene i,
Sir Andrew strikes Sebastian for no apparent reason after having previ-
oué]y challenged another character to a duel. Earlier in Act II, scene
iii, Sir Toby asks Sir Andrew, in jest: "Does not our 1ife consist of
the four e1ements?f (Shakespeare 1975:43). Sir Andrew responds: "Faith,
so they say, but I think it rather consists of eating and drinking"
(Shakespeare 1975:43).

Sir Andrew appears to be a 1ight4heéded, unintellectual charac-
ter. However, resembling the auguste, Sir Andrew is at times clever and
witty. Sir Andrew displays his wit when joking with Maria and Sir Toby: -

- Sir Andrew: Wherefore, sweetheart? What's your metaphor?
Maria: It's dry, sir. _ '
Sir Andrew: Why, I think so: I am not such an ass but I can
keep my hand dry. But what's your jest?

Maria: A dry jest, sir.
Sir Andrew: Are you full of them?
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Maria: Ay, sir, I have them at my fingers' ends: marry, now
I let go your hand, I am barren. Exit Maria
Sir Toby: O knight, thou Tack'st a cup of canary: When did
I see thee so put down?
Sir Andrew: Never in your life, I think, unless you see
canary put me down. Methinks sometimes I have no more
wit than a Christian or an ordinary man has: but I am a
great eater of beef, and I believe that does harm to my
wit
(Shakespeare 1975:15).
Sir Andrew is a knight and, thus, of a higher social status than the
typical auguste. Nevertheless, Sir Andrew's knightly honor or code of
chivalry might be compaked to the honesty of the auguste. Sir Andrew
declares that he chooses his approach to his Tady love over politics.
Sir Andrew values bravery and honeSty regardless of the cost: "And't be
any way, it must be with valour, for/policy I hate: I had as lief be a
Brownist as a/politician" (Shakespeare 1975:85). Comparable to the
auguste, Sir Andrew's dedication to honor leads him to trouble and A
suffering. "Like the auguste, for all his efforts, Sir Andrew appears
ridiculous in the finale. Sir Andrew's cries for a doctor are more
humorous than tragic as>he bemoans his bloody injury, received at the
hands of a woman disguised as a man:
Sir Andrew: For the Tove of God a surgeon Send one
presently to Sir Toby.
Olivia: What's the matter?
Sir Andrew: 'Has broke my head across, and has given Sir
Toby a bloody coxcomb too. For the love of God, your
help! I had rather than forty pounds I were at home.
Olivia: Who has done this, Sir Andrew?
Sir Andrew: The Count's gentleman, one Cesario. We took
him for a coward, but he's the very devil incarnate.
Duke: My gent1eman, Cesario? _
Sir Andrew: 'Od's Tifelings, here he is! You broke my head
for nothing; and that that I did, I was set on to do't by-

Sir Toby
(Shakespeare 1975:140).
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Furthermore, Sir Andrew's rapid choice of a duel, a violent action, as
a method of winning Olivia's love away from another suitor may represent
the auguste's impulsive eagerness to émp]oy vié]ence in response to
others. In fact, 1ike the auguste, Andrew appears to be easily angered,
as is evidenced by his striking Sebastian. ,

Although various characters in Shakespeare's plays appear to be
auguste types, in actuality they do not fit the requirements of the -
auguste, particularly the reversal of physical action. Nevertheless,

Sir Andrew Aguecheek of Twelfth Night possesses social, psychological,

and physical traits similar to the auguste, including a reversal of
physical contact.

Characters resembling the auguste may be found in the following

three of Moliere's plays" The Doctor in Spite of Himself, Ridiculous

Precieuses, and School for Wives.

In The Doctor in Spite of Himself,.sganare11e, husband of

Martine, and Martine both meet the reversal criterion of the auguste
type. Sganarelle is seen beating Martine in Act I, scene i. "Sganarelle

(takes a stick and beats her): Ah! So you want it, eh? Martine: Oh,

oh, oh, oh!" (Moliére 1968:92). ‘Later on, Sganarelle receives his just
deserts in Act 1, scene v, when beaten by both Valére and Lucas: "Valéere
says "You're not a doctor? Sganarelle: No. ‘Valére: Since you insist,.

we'll have to go ahead. (They each take a stick and beat him)" (Moliére

- 1968:101). Valére and Lucas beat Sganére]]e again in scene v prior to

the close of Aét 1. Thus, Sganarelle begins the play by beating his
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wife, Martine, but is beaten twiée by other characters before the play
ends. In this way, Sganarelle has completed the reversal of physical
action typical of the auguste. The intensity of Sganarelle's punish-
ment--he is beaten twice--is greater than his initiating action, in
which he beats his wife once.

Sganarelle also possesses psychological traits of the auguste.
For example, Sganarelle is tempermental and easily ignored. He suddenly
becomes violent when provoked by his wife, who continuously insults him
by calling him various names:
Martine: Drunkard that you are!
Sganarelle: " I'11 beat you
Martine: Wine-sack!
Sganarelle: I'11 wallop you.
Martine: Wretch! ,
Sganarelle: 1I'1l tan your hide.
Martine: Traitor, wiseacre, deceiver, coward, scoundre1
gallows-bird, beggar, good-for- nothing, rasca], v111a1n,
thief
(Molidre 1968:92).
Information exists, moreover, suggesting that Sganarelle wants to

dominate his wife by beating her. Sganarelle states regarding the beat-

ing in Act I, scene ii, "Sganare11e (takes a stick and beats her): Ah!
So you want it, eﬁ? o o . Thaf's the right way to pacify you" (Moligre
1968:92). Earlier, in Act I, Scene i, Sganarelle te]]s his wife "T'm
the one to say and be the master” (Moliére 1968:89).

Also, Sganare]]e is honest and naive, as is the auguste Even
though he knows he will be beaten, Sganarelle will not lie about beihg
a’doctor; VYalére says "What? You st111.won't give in, and you deny

you're a doctor? Sganarelle: Devil take me if I am! Lucas: It ain't
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true that you're a doc? Sganarelle: No, plague take me! (They start
beating him again)" (Moliere 1968:102).

In spite of his honesty, Sganarei]e has difficulty distinguish-
ing between right and Wrong._- Like the auguste type, he lacks a defi-
nite code of ethics.- Sganarelle sees nothing wrong with taking the
household money as well as selling all the furniture for money to spend
on gambling and 1iquor. Martine upbraids Sganarelle for denying his
family food and comfort. Sganarelle responds flippantly, implying his
behavior is fine:

Martine: And who does nothing but gamble and drink from
morning to night? '

Sganarelle: That's so I won't get bored.

Martine: - And what do you expect me to do with my family in
the meantime?

Sganarelle: Whatever you Tike.

Martine: 1T have four poor little children on my hands.

Sganarelle: Set them on the floor.

Martine: ‘Who are constantly askine me for bread.

Sganarelle: Give them the whip. When I've had plenty to eat
and drink, I want everyone in my house to have his fill

(Moliére 1968:91). ' ‘

In this scene Sganarelle appears tob loathesome to be an auguste.

In the final Scene, scene xi of Act II, Sganarelle also implies
~ he will continue to beat Martine by threatening her in the following
manner: ". . . prepare hengefbrth to Tive in the greatest respect with
a man of my consequence, and bear in mind that the wrath of a doctor is
more to be feared than anyone can ever believe" (Moliére 1968:130). h
However, the previous mishaps suffered by Sganarelle take the edge off
his chauvinism and make him appear more clown-Tike than cruel. One

ridiculous situation in which Sganarelle appears in in Act I, scene V,

when Sganarelle first meets Valére and Luca.
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Sganarelle (enters s1ng1ng, bottle in hand)
La, la, 1la! .

Sganare11e (aside): They re Tooking at me and consuiting.
What can they have in mind? (He puts his bottle on the
ground. As Valere bows to greet him, Sganarelle thinks
he is reaching down to take his bottle away, and so puts -
it on the other side of him. When Lucas bows in turn, he
picks it up again and clutches it to h1s belly, with much
other byplay)

(Moliere 1968:98-99).

Furthermore, Sganarelle does not seem to understand théf his
beating of Martine is wrong. He apologizes to Martine for beating her

- and says:
Sganarelle: A1l right then, I ask your pardon: give me your
hand.

Martine: I forgive you; (aside) but you'll pay for it.
Sganarelle: You're crazy to pay attention to that: Those little
things are necessary from time to time for a good friend-
ship; and five or six cudgel-blows between people in love

only whet their affection. There now, I'm off to the woods,
and I promise you more than a hundred bundies of kindling
wood today

(Mo11ere 1968:94).

Sganare]]es‘s confusion is evident. Sganarelle is a poor wood cutter
and, thus, of low socio-economic status, but he gradually assumes the

role of a doctor:

Sganare]]e: No, plague take me! (They start beating him
again.) Oh, oh! Well, gentlemen, since you insist, I'm
a doctor, I'm a doctor; an apothecary too, if you see fit.
I'd rather consent to anyth1ng than get myself beaten to
death

(Moliere 1968:102).

Finally, Sganarelle is married and has four chi1dren. His unstable
marriage to Martine is highlighted by physical battles. Un]ike the
auguste, he neglects His children.

Although possessing psycho]ogiqa] traits similar to the auguste,

Sganarelle, by beating his wifevand neglecting his children, seems to be
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crueler than the typicé] auguste,i That Sganarelle's cruelty is a result
of ignorance rather than premedidation is similar to thevauguste.
Sganarelle's volatile temper, naivete, and honesty are also similar to
the auguste. Finally, Sganarelle experiences a reversal of bhysica1
contact, a key characteristic of the auguste.

As for Martine, in Act I, scene ii, she slaps a neighbor, Mon-

sineur Robert, who has offered to rescue her from her husband's beatings.

"Martine (arms akimbo, forces.Monsier Robert back as'she talks, and

finally gives him a slap): And as for me, I want him to beat me"

(Molieére 1968:92). Act I, scene ii_shows Martine hitting Monsieur Robert
| again.' “Martine:A And you're a fool to come butting in where it's none
of your business. (slaps Monsieur Robert)" (Moligre 1968:93). Hence,
Martine is both a recipient and a perpetrator of violence in this play.
Martine is also of a low social status since she is the wife of a poor
wood cutter. In addition, she is a participant in an unstable marriage
characferiied by physical conflict.
Like her husband Sganarelle, Martine seems crueler than an
| auguste."However, her meanness also stems from ignorance and stupidity.
Sganarelle has grossly mistreated Martine by beating her. She is hurt
and angry."However, as noted, she stup1d1y rejects an offer of help
from Monsieur Robert; she believes her proper response to her husband's
misfreatment is-to plot revenge.' Martine says:
. A11 right, whatever face I put on, I'm not forgetting my -
resentment; and I'm burning inside to find ways to punish you
for the beatings you give me. I know very well that a wife

always has in hand means of taking revenge on a husband; but
jhat's too delicate a punishment for my gallowsbird. I want
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a vengeance that he'll feel a bit more; and that would be no
satisfaction for the offense I' ve received
(Moliere 1968:95). -
Like Sganarelle, Martine is ignorant of what is right or wrong
ethically. She does not believe that her husband's behavior is evil,
only that he has hurt her. He is often ignorant of right and wrong.
The auguste also does not have a clear set of ethics he believes in and
often does not distinguish between right and wrong. Similarly, Martine
does not believe she is acting unethically by causing Sganarelle to be
beaten. She does not view the plots and counter plots characterizing
her marriage as sick or unethical. Martine, like the auguste, is child-
like, impulsively striking out at the one who struck her. However, too
weak for physical confkontation,‘Martine plots a complicated revenge.
Revealing an auguste-type cleverness, she arranges for other characters
to beat Sganarelle. She explains to two characters searching for a
doctor that her husband is an eccentric physiC1an who must be beaten
before he will consent to practiéé medicine:
Martine: This one's mania is beyond all belief, for it some-
times goes to the point of his wanting to be beaten before
he'll acknowledge his capacity; and I'm telling you you'll
never get the better of him, he'll never admit he's a doctor,
if he's in that mood, unless you each take a stick and beat
him into confessing in the end what he'1l hide from you at
first. That's what we do when we need him
(Moligre 1968:96-97).

Consequently, Martine also presents an image of a mean, lower-class

individual. At times she appears stupid but exhibits cleverness when

scheming revenge.
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The 1njustice done to her and her children by her debauched
husband provides justification for her anger, 'Likerthe'auguste, Martine
has been provoked to rage. Moreover, Martine's actions are character-
ized by bumbling and stupidity. An examp]e df her ma]adroft character

is provided by her collision with two other characters described 1n.the

stage direction: "She _says all this still musing, not noticing the two

men; so that when she tgrns around she bumps into them" (Moliére 1968:

95-96).

Martine also posseéses a volatile temper. Like Sganarelle, she
is impetuous but naive. Shé is c]eyer regarding the fabrication of
intrigue but ignorant as to methods of improving her miserable relation-
ship withVSganarelle. Misguided, she lashes out at Sganarelle. Martine
| is a 1udicrous character pdssessing traces of the‘auguste type on both
a psychological and avphysica1 level. The intensity of the violence she
receives is greater than the slaps she gives Monsieur Robert.. However,
she .also indirectly punishes Sganafel]e.

The Marquis de Mascarille in the Ridiculous Precieuses also

exhibjts the reversal of the auguste stage character. The Marquis de
Mascarille, valet of La'Grange, engages in an abundance of physicél
actfvity and reciprocal contact which is demonstrated in scenes viii

and xiii. In scene vifi, Mascarillé slaps the Second Carrier, but in
scene xiii, he is beaten with a stick, by La Grange. Scene vii: "Second

Carrier: I say, sir, for you to give us our money, please. Mascarille:

(giving him a slap). What, rascal, ask money of a person of my quality?"
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(Moliere 1967:29). Moliére continues in scene xiii: "La Grange (with a
stick): Aha! You rasca]s; what are you doing here? We've been looking

for you for three hours. Mascarille (feeling the blows): Ouch! Ouch!

Ouch! You didn't tell us there would be blows" (Mo]iéke-1967:43). At
this point, as in the case of the auguste, the proceeding resﬁonse is
of greater intensity than the firét. Thus, Mascarille clearly demon-
strates a reversal of physical contact.

| Psychologically, the Marquis de‘Mascarilie exhibits few traits
that are comparable with characteristics of the auguste. Like the
auguste, the Mérquis is easily angered. Bumped around by carriers taking
him through a narrow.paésageway, the Marquis declares: "Hey -there,
porters, hey!_ There, there, there, there, there, there! I think these
rascals mean to break me in pieces by craéhing against the walls and the g
pavements" (Moliére 1967:28). However. unlike the auguste, the Marquis
has a false sense of superiority and spéaks condescendingly to others.
When a carrier requests he pay for the ride he replies by giving him.é
s]ap'and asking, fWhat, rascal, ask monéy of a person of my quality?"
(Moliére 1967:29).

Moreover, the Marquis is pretentious, another characteristic
absent from the auguste's personality. The Marquis says to the porters:
"I should think so. You louts, would you have me expose the portliness
of my plumes to the inclemencies of the pluvial season,:and imprint my
shoes in mud? Come, get your chair out of here" (Mo]iére 1967:28).

Trying to impress the ladies, Mascarille later states: "For my part, I
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maintain that outside Paris there is no salvation for peop]e—of
breeding" (Moliere 1967:31). Mascarille also brags that he is.a man of
social worth:

Mascarille: But I ask you to applaude in the right way when
we're there; for I've piedged myself to play up the show, and
the author came to ask me just this morning. 1It's the custom
here for authors to come and read their new plays to us people
of quality, so as to pledge us to think they are excellent and
give them a reputation; and I leave you to imagine whether,
when we say anything, the pit dares to contradict us. TFor my
part, I am very scrupulous about it; and when I have given my
promise to some poet, I always shout "That is beautiful!"
before the candles are 1it '
(MoTiére 1967:36).

Néverthé]ess, Mascarille's vain effort to imitate a man of the upper
class reflects a kind of naivete that may be compared with the auguste's
artlessness. Ignorant of the true nature of arisfocracy, Mascari]]e
is a pretentious character. - |

Also, the Marquis is a valet, a position similar fo auguste
servant occupations. Also, the Marquis is assuming a disquise, as the
auguste does at times. By adorning himself with Tuxurious articles of
.clothing, he disguises himse]f as an aristocrat. Trying to impress his
adly friends, Mascafi]]e discusses his clothing with them:

Mascarille: How do you Tike my trimmings? Do you find them
congruent with the coat?

Cathos: Completely.

Mascarille: The ribbon is well chosen

Magdelon: Frantically well. It's pure Perdrigeon.

Mascarille: What do you say of my knee ruffles? .

Magdelon: I must admit I have never seen elegance of attire
carried to such a height.

Mascarille: Just apply a moment to these gloves the operation
of your olfactory sense.

Magdelon: They smell terrifying good.

Cathos: I have. never breathed an aroma of loftier quality.

Mascarille: (Offering his powdered wig). And this?
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 Magdelon: It is utterly uppercrust; the sublimity of the brain
is deliciously touched by it. _
Mascarille: You say nothing of my plumes. How do you like
them?
Cathos: Frightfully handsome.
Mascarille: Do you know that each feather costs me a louis
d'or? For my part, I have a mania for wanting to go in
for all the most beautiful things
(Moliere 1967:37).
.The Marquis is Titerally stripped of his disguise at the end of the play.
- "La Grange: But they shall not have the advantage of using our clothes to
catch your eyes with; and if you will Tove them, my word, it shall be for
themselves alone. Quick, let them be stripped at once" (Moliére 1967:
45). The act symbolizes several.possibilities; for instance, the strip-
"ping of pride, dignity, and personality. Yet, Mascarille continues the
charade, although deviating from auguste behavior. Also a strong sug-
géstion is made that the clothes a person wears do not determine to
which social class he or she belongs, since wearing upper-class clothes
does not make Mascarille uppér class. His personality and physique are
unchanged by the aristocratic finery. However, Maséari11e still shows
traces of the auguste, by wearing a disquise, perfokming a reversal, and

being quick-tempered.

In Molier's The Schoo] for Wives, Arnolphe, also known as

Monsieur de la Forét, provides a typical demonstration of a physical
reverse of equal intensity. Arnolphe is pushed by both Georgette and
Alain in Act IV, scene v. '

Georgette (pushing him): Try something else.

Arnolphe: That's good.
Alain (Qushing'him): Out!
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Georgette (pushing him): But quick!
Arnolphe: Good. Hey! -Enough.
(Moliere 1967:144-145),
On the other hand, Act V, scene iv, shows Arnolphe pulling Agnes.'
"Agnes. You don't love me as much as I Tove you. (Arnoiphe pulls her

away.) . . . Agnes. Those of Horace would give me more delight. And

I would . . . {to Arnolphe, still pulling her)" (Moliere 1967:157).

In contrast, physical action highlights the ridiculous situation
of Alain and Georgette, peasant servants of Arnolphe. Both antagonize
him. Prior to the pushing incident, Alain strikes Arnolphe, an ex-
tremely absurd action, since Arnoiphe'is their master.

Arnolphe: So, on they go, and I am waiting yet.

Alain: It's me, Alain, sir.

Georgette;: No, it's me, Georgette.

Alain: If I did not respect our master's frown, I'd . . .
(Swings at Georgette, who ducks; hits Armolphe instead.)
Arnolphe: Damn it.

Alain: _ Pardon me.

Arnolphe: You stupid clown!

Alain: She 1is too, sir . . . .
Arnoliphe: Now, both of you, enough.

Listen and answer. No more silly stuff.
(Mol1iére ,1967:109).

Alain's action makes both him and Georgefte appear ridiculous.

Alain's and Georgette's roles as servanfs indicate Arnolphe's
social status to be that of a master, a member of the social class that
has servants. He announces himself, upon entering, as master to Alain
and Georgétte. |

Georgette (opening window): Who's there?

Arnolphe: Your master.

Georgette: Alain!

Alain (opening window): What?

Georgette: The squire.
Open. : :

(Moliere 1967:108).
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Other aspects of social status, such as economics, profession, or

trade, are not as apparent as the family dimension. Appérently Agnes

was raised by Arnolphe because her mother was in dire financial straits.

However, Arnolphe becomes more than a guardian to her. He becomes an
admirer who wants to marry Agnes.

Arnolphe's behavior may strike the‘objective observer as crass,
typical of the dirty—on-man syndrome. However, Arnolphe feels Agnes'
behavior is odd because she does not pay homage -to him and honor him in
marriage. First, in Act II, scene i, Arnolphe admits he is .in love
with Agnés. "But I'm not one to-fake this lying down/and leave the
. field open to that young clown. . . . I look on her already as my
S wifey" (Mo]iéfe 1967:116). Secondly, in Act II, scene iv, Arnolphe con-
fronts Agnes in a heated discussion asserting that she has Tittle re-
| spect or memory that he raised her.

Arnolphe:. Your schooling can't have been so very prim.

Who the devil taught you so much so fast?

And is your fear of ghosts a thing of the past?

Was it he gave you such temerity? . . .

You serpent, whom I fostered at my breast,

- And who, at your first thankless inclination, pursue your
_ benefactor's ruination.
“(Moliere 1967:158).

Arnolphe's psychological level .presents several auguste aspects:
jealousy, conniving schemes, and compassion. In addition, Arnolphe men-
tions he has need to fear a rival for Agnes' hand in marriage. Fear of
~another person is not congruent with the auguste, who fears no one. _

Arnolphe does not appear to be a cOWard.‘ Rather, Arnolphe's type of

fear seems to consist of concern or alarm as opposed to terror.
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In the ear]y scenes Alain speaks of Arno1phe as jealous:

Georgette: How come he hides her in sec]us1on here

And won't Tet anyone at all come near?
Alain: Because such things arouse his jealousy.
Alain: Because . . . because he is a jealous cus.
Alain: Well, jealousy . . . You understand, Georgette.
~Is something that . . . well . . . makes a man upset
(Moliere 967:118). :

Eventually, Arnolphe admits he acts in a jealous rage when he plans to

marry Agnesvto another, refusing to allow Horace to have Agnes' hand in
marriage. Therefore, thé p1ot'of having'Chrysalde marry Agnes is actu-
- ally a diversionary tactic. |

Arnolphe: Pampered her thirteen years for me alone
Only to watch while some young popinjay,
With whom she's smitten, carries her away?
And that when she is half married to me?
No, by God: No, by God: It shall not be! .
That I will wreck your foolish hopes, I swear,
And we shall see which one of us laughs best
(MoTiére 1967:140, 141).

Arnolphe also demonstrates his manipulating power by blatantly
commanding Agnes to obey his demands. Arnolphe controls the lives of
Horace and Agnes by refusing to grant his permission for the two young

Tovers to be wed.

Arno]phe Let's get this straight. .
You're pretty quick to pick yourse]f a mate
The husband for you is another man. .
You are to end all dealings with the lad. . .
Do as I say, for I shall see and hear.
Arnolphe. Enough. I'm master: when I speak, obey
(Moliére 1967:126).

The auguste does not usually engage in this type of manipulative beha-

vior.
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Arnolphe becomes involved in a conniving caper by requesting
Alain and Georgette to beat Horaée. Arnolphe's logic is that a good
thrashing will warn off Horace, and nature will take its course.

Arnolphe: Give‘him a thorough lesson on his back,

So that he won't return to the attack; . .

Alain: If beating, sir, is all that you require,

Trust us. Now, when I hit, I hit. You'll see.

Georgette: My blows are harder than they look to be,
And in a thrashing they will play their role
(Moliere 1967:151).

In Act V, scene i, Arnolphe becomes alarmed that Alain and
Georgette went too far and killed Horace. For a mdment, Arnolphe does
demonstrate compassion with his fear. Still the cause of Arnolphe's
dread is basically dismay regarding the effect the murder may have on
his own well-being and destiny.

Arno1phe: Traitors, what have you done? He may be dead.

I said he should be beaten up, not slain,

And ordered that the brunt of your attack

Should fall not on his head but on his back.

Heavens. What disaster fate reserved for me!

And with him dead, what is my course to be?
(Moliere 1967:153). -

As to Arnolphe's physical appearance, there are no clear references.
Several of Moliére's characters may be considered borderline
precursors of the auguste in that they do not exhibit all the facets of

the auguste but do possess an important criterion, the reversal. For

instance, they may engage in no physical contact, but there is a reversal

of the action.  Characters in The Imaginary Invalid and The Mischeivous

Machinations of Scapin fall into this borderline category.

In The Imaginary Invalid, Argan, an imaginary invalid, and

Toinette, his maidservant; are both borderline auguste cases. In Act I,
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scene vi, Toinette places a pillow over Argan's head and holds it there.
He immediately responds with greater intensity by throwihg all the

pillows at her.

Beline (putting the pillows around Argan and arranging them):
Get up, let me put this under you. Let's put this one
here for you to lean on, and that one on the other side.
Let's put this one behind your back, and that other one
there to prop up your head. ,

Toinette (putting a pillow roughly over his head and running
off): And this one to protect you from the evening dew.

Argan (getting up in anger and throwing all the pillows at
Toinette): Ah, you scoundrel, you're trying to smother
me!

(Moliere 1968:449).

As is, there is no clear indication as to whether Toinette is his by the
pillows and, thus, neither character is both perpetrator and recipient
of the physica] action necessary for a complete reversal. Howeverf the
Qriter feels that in performance, if a great amount of small pillows
were fhrown, there would be a strong possibility that physi;a] contact
would occur.  The more pillows, the greater Toinett's chances are of
géftﬁng hit, but again no indication is given as to the number or size
of pillows and whether»contact_occurs; therefore a reyersa] of physical
action is not‘completed with either character.

Argan demonstrates psychological traits similar to those of the
auguste when he is quick-tempered with Toinette and chases her. Afgan
then.fakes after Toinette‘with a stick, initially attempting to do
bodily harm. Notwithstanding, the chase scene provides various other
characteristics or aspects of the physical action of the auguste: ridic-

ulous situation and slapstick:
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Argan (running after Toinette): Oh! You insolent hussy,
I'T1 brain you:

Toinette (running away from him): It's my duty to oppose
anything that may dishonor you.

Argan (in a fury, chasing her around his chair, stick in hand):
Come here, come here, I'1l teach you how to talk.

Toinette (running around the chair ahead of Argan):
I'm concerned, as I should be, with not Tetting you do
anything foolish. .

Argan (weary of running after her, throwing himself 1nto his

- chair): Oh! Oh! I'm done for

(Moliére 1968:466).

The chase scene is highly absurd in that a supposed invalid is chasing
a young girl around the room. The slapstick nature of the scene is sug-
gested by Argan's pursuit of Toinette around a chair while he holds a
stick in one hand.

The psychological nature of Argan, comparable to the auguste, '
highlights Argan's abrupt, crass, and impatient témperment. Argan's
quick-tempered constitution provides ground for his hostility toward
others. Also, Argan is quick to make unfounded assumptions before
seeing all the facts:

Argan: They're going to leave me here to die. .
Toinette (coming into the room): Here we are.
Argan: Oh, you stut: Oh, you hussy. . . .
Toinette (pretend1ng to have bumped her head)

Confound your impatience.

Argan (angrily): - Ah, you traitress.
(Moliere 1968:436).

In addition, Argan proves to be manipulative as we11 as conniv-
ing. As noted previously, conniviqg is part of the auguste :personality
but not manipulation. Argan'dehonstrafes no feelings of compassion or
Tove when dismissing his daughter's ideas of marriage in order to boost
his own potentié] profits. Argan sees the marriage of his daughter as

another business transaction:
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Angelique: Cléante, Monsieur Purgon S newphew? . .
Argan: Well, he's Monsieur Purgon's nephew, son of his
_ brother in-Taw the doctor, Monsieur Diafoirus; and this
son's name is Thomas D1afo1russ not C]eante, and we
arranged that marriage this morning. . . . What's the
matter? You look all f1abbergasted'

Angelique: That, father, is because I now know that you were
talking about one person, and I understood you to mean
another. _

Toinette: What, sir? You could have made such a ludicrous
plan? And with all the money you have you'd 1ike to marry

"~ your daughter to a doctor?

(Moliere 1968:442-443),

‘Hence, Argan shows himself to be manipulative, conniving, insensitive,
and avaricious.

Argan's false pretense of playing dead is taken to be real by
his wife, Béline. At this point, B&line reveals the truth about Argan
by presenting Argan's psychological and physical status in a completely
negative perspective.

Béline: And what good on earth was he? A man who was

a nuisance to everyone, dirty, disgusting, always with an

enema or a dose of medicine in his stomach; always toughing

his nose, coughing, and sp1tt1ng, devoid of wit, boring,

bad-humored, constantly wearying people, and sco1d1ng alil

the servants day and night

(Moliére 1968:496).
Argan's pretense of death is in the realm of the auguste, who also under-
takes various‘deceptions.

A controversial issue is presented by the confusion and distor-
tion of Argan's. reasoning and 1ogic'és a result of his intake of pre-
scribed drugs on a frequent basis._.The topic at large is whether

medicine and doctors who administer medicine are legitimate and

necessary. Béralde, Argén's brother, takes a firm stand in opbpsition
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to the use of medicine and those who practice medicine. However,
Monsieur Pukgoh, Argan's doctor, is convinced that if Afgan does not
continue the proper use of those medicines prescribed for him, death is
inevitable. |

Béralde: I mean, brother, that I don't see one single man
who is less sick than you, . . . with all the medicines
they've had you take. :

Argan: But do you realize, brother, that this is what's
keeping me alive, and that Monsieur Purgon says I would
succumb if he went even three days without taking care
of me? v

Béralde: If you're not careful, he'll take such care of you
that he'll send you into the other world.

Argan: But let's discuss this a little, brother So you
don't believe in medicine?

Béralde: No, brother, and I don't believe it's necessary, for
our salvation, to believe in it.

Argan: But the doctors must certainly be11eve their art is
true,.since they use it for themselves.

Béralde: That's because there are some among them who them-
selves share the popular delusion, by which they profit,
and others who profit by it without sharing 1t

(Moliére 1968:479, 480).

The above exchange between Argan and his brother suggests that medicine
and.physicians do not cure illnesses. . Beralde is questioning the
'honesty and .ethics of physicians. Argan appears no healthier than indi--
viduals who are not treated by physiciéns and their potions. Neverthe-
less, Argan believes he would become sick or die without medical
treatment.

The family element is the only element of social status which

is used in The Imaginary Inva]id. Argan, as the head of the household,

has the final word on all activity, Also, Argan is consistent in
reminding those around him of his position, a pompous behavior which at

times may fit the characteristics of the'auguste.
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Argan (sitting down in his chair): Well now, daughter, I'm
going to tell you a bit of news that you may not be
expecting. Your hand is being requested in marriage.

: Ah. Nature, nature: From what I can see, daughter,
I have no need to ask you if you are willing to get
married

(Moliere 1968:441).

Then, after demanding the truth from his youngest daughter, Louison, and
finding out that she has lied to him, he, as a dominating father,

attempts to whip her.

Argan: First you've got to have a whipping for 1ying. Then
afterwards we'll see about the rest.

Louison: Forgive me, papa' '

Argan: No, no.

Louison: Dear papa, don't g1ve me a wh1pp1ng

Argan: You shall have it.

Louison: In Heaven's name, papa, don't whip me!

Argan (taking hold of her to whip her): Come on, come on

(Moliere 1968:473).

Toinette's psychological nature is a prototype of the sassy -
maidservant who does not hesitate to give her opinion when conversing
with anybne. She speaks her mind regardless of whether the moment is
appropriate or not. When Tofnette réa]izes she is at fault, she takes
advantage of every opportunity to interrubt the other party.

Argan: Did my enema today work well?

Toinette: Your enema? .

Argan: VYes. Did I produce plenty of bile?

Toinette: Faith: I don't get mixed up in those affairs.
It's up to Monsieur Fleurant to poke his nose 1nto it,
since he makes his profit from it. .

Toinette: That Monsieur Fleurant and that Monsieur Purgon
are having a gay old time over your body; they have a
good milch cow in yous . .

Argan: Be quite, you ignoramus

(Moliere 1968: 437)

Although Toinette's part is not as devastating as Argan's part -

and she basica]Ty plays off Argan's actioh, she does engage in major
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action. Toinette questions Argan's logic in offering Angeline's hand
in mafriage. Toinette demonstrates audacity when inquifing about
business affairs that are of no concern to her and reéponding sharply
with her evaluation of their outcome. |

Toinette: Well, that's telling me a reason, and its a plea-
sure to be answering one another gently. But, sir, put
your hand on your conscience: are you sick?

Argan: What, you wench, am I 'sick? Am I sick, you hussy7

Toinette: Well then, yes, sir, you re sick, 1et s have no
quarrel about that; yes, you're very s1ck I grant you
that, and sicker than you th1nk

(Mo11ere 1968:443).

Toinette is free with her opinion, regardless of the social restraints
of her position as servant.

Even though Toinette realizes her profession as a maid requires
that she is to serve, she steps way beyond that bodndary. Toinette
a]]ows her emotions and scrup1es to affect her efficiency on the job:

Argan: I absolutely command her to prepare to take the husband

I say.

Toinette: And l_abso]ute]y forbid her to do anyth1ng of the

sort. : ' ,

Argan: What are we coming to? And what kind of effrontery is
that, for a slut of a maidservant to talk that way in front

of her master?

Toinette: When a master. doesn't think what he's doing, a
sensible servant has the r1ght to correct him
(Moliere 1968:446).
Toinette's posifion as servant requirés that she politely obey Argan, -
her master. Nonetheless, she is sd'appa]]ed by his behavior toward
his daughter that she rudely contradicts him. In fact, To1nette inter-
~ prets her contradictions as ‘the proper behavior of a servant when her

master is behaving foolishly.
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In order to protect herself, Toinette occasionally lies, as
when she denies that she has upset Argafn, In retrospecf, she is not
fulfilling her moral obligation as servant to Argan, who is supposedly
an invalid. Toinette is not whole-heartedly dishonest, and her inten-
tions are good,‘but her behavior is inappropriate for a servant. Most
of>the time, regardless of the consequence, Toinette does tell thé
truth, a characteristic consistent with auguste behavior. Similar to
the deadpan style of revelation by auguste, Toinette reveais veiled
truths. For example, in the following interchange, she is 1ying but
also revealing the truth at the same time.
Béline: Why in the world do you make my husband angry?"
Toinette'(sweet1x): I Madame? Alas: I don't know what you
mean, and all I think of is pleasing the master in all
things.
Argan: Oh, the traitress. A
Toinette: He told us he wanted to give his daughter in mar-
riage to the son of Monsieur Dialoirus; I answered that
I thought it was an advantageous match for her, but that
: I thought he's do better to put her in a convent.
Béline: There's no great harm in that, and I think she's
right , - ‘
(Moliere 1968:448),
In order to protect herself, Toinette dissembles, but she reveals the
truth at the same time.
Reference to Toinette's physical appearance reveal that she is
~disguised as a young doctor of 26 or 27. Apparently, Toinette's dis-

guise is not convincing since she is easily detected in scene viii.

Two characters in The Mischievous'Machinations of Scapin also

may be classified as borderline auguste tases. Géronte, father of
Léandre and Hyacinte, and Scapin, valet of Léandre, a trickster, are the

>on1y two characters who come close to possessing the reversal of physical -
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action characteristic of the auguste. Geronte's activity is ambitious
‘when he is repulsive to Leandre in Act II, scene ii,'and'no,precise
direction designating type of physical contact exists.

Geronte (refusing to embrace him): Easy now. Let's talk
_ business a bit.
Leandre: Allow me to embrace you, and to .

Géronte (still repulsing him): Easy now, I %ei1 you
(Moliere 1968:316-317). : ,

When Léandre draws his sword on Scapin, what transpires is an

- attempt at physical aggression, but no physical contact occurs. In the

| event that Léandre cuts off a lock of Scapin's hafrs knocks his wig off,
or cuts a tie or ruffle in half, separating such from Scapin's costume,
physical contact would occur. The most 1mportént factor is that reversal

of physical contact must be compfete.

Léandre (drawing his sword): You're a bad comic.
Ah! I'11 teach you . . . ' :

Scapin (falling on his knees): Sir!

Octave (stepping between them to keep Léandre from str1k1ng)
. Ah! Leandre! . .

Octave (holding Léandre back): Please!

Léandre (trying to str1ke Scapin)

(Molikre 1968:318).

 Léandre fails to make contact with Scapin and, so, the reversal of
physical action is iﬁcomp]ete. |

In Act III, scene ii, Scapin tricks Géronte by telling Gérohte
to hide inside é sack, whereupon Scabin subsequently beats the sack with
a stick, knowing Gérbnte is inside. Although physical contact is made,
‘the reversal is only half complete:

Scapin: (He beats the sack with a stick repeatedly.)
"Here, this is what I gib you vor him."--Oh, oh, oh, oh!
Sir! Oh, oh, sir. Gently. On, gently, oh, oh, ohl--

"Go. Take him this vrom me. Varwell to you'" -Ah!
The devil take that Gascon! Oh! (He complains and -
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, wr1gg]es his back as if he has received the beat1ng )
Geronte (putt1ng his head out of the sack):
Ah! Scapin! I can't go on
(Moliere 1968:343),

The preceding activity is explicitly delineated, whereas the event with
Géronte and Léander is vaguely described. Although physical contact 1s‘
~not precisely indicated in each instance of the reversal, Scapin and
Géronte do partake in a reversal, whereas-Léandre does not. Previous]y
Scapin's Tife ié threatened by Léandre and, in return, he completes a
reversal as well by repulsing Léandre; but thelaction does not stipulate
‘pushing him. In the initial event, physical contact made by Géronte is
vague and not precise, whereas Scépin fails to maké physical contact at
all in the initial event. Thus the reversal is not complete for either
character. | H

Scapin displays characteristics that mirror the psycho]ogical

nature‘of the auguéte-—C]ever attributes and quous involvement in con-
: niving capers. In addition, ‘Scapin appears to require 1ittle motivation
to become involved in persoha1 business affairs to which he is oniy
indirectly related. Somehow, Scapin. manages to become involved in
affairéxof this nature thfough chance, error, or premeditation. Besides,A
" Scapin proves to be a braggart as well. Scapin says: |
To tell you the truth, there are few things impossible for me
when I decide to get involved in them. . . . I may say without
vanity that hardly a man has ever been seen who was an abler
artisan of schemes and intrigues, who has acquired more glory
than I in that noble profess1on
(Moliére 1968:302).

Scapin's social status is mainly suggested by profession.. He

is Leandre's valet as well as confidante; thus, Scapin is in the servant
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p]ass. At times, Scapin-is almost 1ooked upon as a hero, and equal to
Léandre, because of his extréordinary capabi]itiés as-a trickster or
confidence man. In fact, Scapin leaves one with the impression that he
functions in a second profession as a confidence man, which is not just
an avocation for him. Although the auguste does not always appear as
a confidence man, occasionally the auguste will assume this ro1é.

Reference to Scapin's occupational obligation as a servant is made in

1/

the following dialogue:

Octave: And that Léandre and I were left by our fathers, I
under the guidance of Silvestre, and Léandre under your
direction.

Scapin: Yes; . . .

Géronte: Couldn't you find some way to get me out of
trouble?

Scapin: I can imagine one all right; but I'd d run the risk of
getting myself well beaten.

Géronte: O0Oh, Scapin! Show yourself to be a zealous servant

(Moliere 1968:302, 341).

Scapin openly admits to having eXperienced an unsatisfactory
incident involving the law in which he was victimized by circumstantial
evidence. Moreover, Scapin points out to Géronte that the latter has a
choice of dealing with an extortionist or of succumbing to the mal-
practiées, inefficiencies, and derelictions of law enforement. He feels -
Taw enforcers do not adequately serve the needs of their subjects
because they ake'easi1y.bribed:

Scapin: An adventure in which I got into trouble with the Taw.

Octave: The law!

Scapin:. Yes. It treated me very badly, and I got.:so angry at
the 1ngrat1tude of the times.

Scapin: . . . Cast your eyes over the devious course of the

Taw: . . . Your attorney will come to terms with your
~adversary and sell you out for hard cash.
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Scapin: But to go to court, you'll need money. You'll need
it for the summons, you '11 need it for the registration,
you'll need it for assigning the attorney, for appearance,
counsel, evidence, and days spent by the attorney.
(Moliere 1968:302, 326, 327).
The auguste may also be falsely accused, or involved with, the law as
a result of mistaken identity. Further, the duguste may be a confidence
man, like Scapin, creating the impression that he may be lying about
the injustice of the law in order to hide his own illegal behavior.
There are two references to Scapin's physical appearance. The
first instance is a vague reference to age when Scapin speaks of Géronte
and Argante as old men. For Scapin to speak in that manner of Géronte
and Argante normally would suggest that Scapin is approximately ten or
more years younger than they are. Earlier Moliére writes that Géronte
left Léandre in the care of Scapin, suggesting that Scapin is approxi-
mately ten years older than Léandre. The second reference is in the
closing scene when Scapin is carried on in bandages, feigning bodily
injury:
Scapin: I wish I'd been g1ven these old men of ours
to make dupes of long ago; I'd have led them both around
~ by the nose; .
Scapin (carried on by two men, his head swathed in bandages
as if he had been seriously wounded): Oh, oh! Gentlemen,

you see me . . . Oh.: You see me in a sad state
(Moligre 1968:305, 354).

Géronte's psycho1ogica1 nature is revealed by his hasty judgment
of others as well as his tempermental behavior. However, Géronte is
seen to be forgiving, which is also in the criteria of the auguste.

Géronte: That if; 1ike a good father, you had brought your

-'son into line properly, he wouldn't have played you the
trick he has. . . . . o ‘ N



82

Argante: How's that? . .

Argante: That means, Seigneur Geronte, that you mustn't be
so quick to condemn other peop]e s conduct,

Géronte: I say that the young man is an 1nso1ent ga]]ows
bird. . . . The Gypsy girl is an impertinent scatter-
brain . . . and that the valet is a villain who will be
sent to the gallows. .

Scapin (to Géronte): 1It's you, sir, whom I offended most,
by the beating that.

Géronte: Say no more, I forgive you too

(Moliére 1968:315, 316, 347, 355).

Hence, Géronte passes judgment quickly but pardons others easily.

The social status of Géronte is basically that of the head of
the family. Often references are made that indirectly involve Géronte
with his family, but on occasion, he blatantly talks of his family.

A family element is clearly seen when Géronte addresses his son
Léandre in a dominating manner, ordering him about:

Géronte: Yes, what have you done in my absence?

Léandre: Father, what do you expect I've done? .

Géronte: Go on home. 1I'11 be back there shortly. Ah!

Traitor, if you dishonor me, I renounce you as my son,

and you can just make up your mind to flee my presence

forever

(Moliére 1968:317).
At the same time, Géronte just spoke to Argante of wedding arrangements
with his daughter and Argante's son.

Géronte: But my daughter's arrival will find things

i11-disposed for what we had in mind; and what you've just

told me about your son utterly breaks up the arrangements

we had made together

(Moliére 1968:315)..
Also, -economic asepcts of Géronte's social status are brought out. By
hesitating to pay a ransom for -his son's 1ife, he proves to be miserly

as well. 1In this situation, Géronte has funds ayai]ab]e but does not

really wish to meet the extortionist's demands.
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Géronte: You say he's asking. . .

Scapin: Five hundred crowns. : :

Géronte: Five hundred crowns! Has he no conscience?

Géronte: Does he really know what five hundred crowns is? .

‘Géronte: You'll go and get all the old clothes that are in
the big hamper, and you'll sell them to the secondhand
dealers to go and redeem my son.

Géronte: Here, Scapin, I was forgetting that I just received
that sum in gold, and I didn't think it would be snatched
away from me so soon. (He offers him his purse but doesn't
let go of it.) Here. Go along and ransom my son.

Scapin (holding out his hand, as he will do each time he speaks
in the ensuing d1alogue) Yes, sir.

Géronte §h01d1ng out the purse to Scap1n, then pu111ng it

’ back . .

Géronte (putting the purse back in his pocket and moving off)

(Moliere 1968:333, 334, 335).

Géronte does not display love towards his family. He does not
seem to love them, for he refuses to embrace his son, and he elevates
the importance of money above his son's 1ife. One may view Géronte's
refusal as represensible. There is no reference made to Géronte's
physical appearance.

Characters of other Moliere plays, such as Tartuffe, do not
meet the requirements of the reversal of phySical action, ndr do’fhey-
fit other categories such as the auguste's psychological nature. For
~instance, thé character Tartuffe engages in 1ittle physical contact énd’
places more’emphasis on dia]ogué.

| Several of’Mo11ére's\characters, Sganarelle, Martine, the Marquis
de Mascaf111e, and Arho]phe exhibit the crucial auguste characteristics
of a role reversal as both perpetrator and recipient of physical action
of an equal or greater intensity. HoweVer, other characters such as

Argan, Toinette, GéYonte, and Scapinfare_border1ine because their.
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reversal of physical contact is incomplete, though they possess other
attributes. Still other characters éuch as Tartuffe experience no
physical contact or other attributes of the auguste, and so are not
representative of the auguste stage character.

Goldoni's The Servant of Two Masters and Mirandolin both pos-

seSS‘charécters with auguste attributes. The Servant of Two Masters
has one such character as well as a border]ine‘character. Truffaldino,
servant first to Beatrice, and afterward to F]ofindo, meets the reversal
specifications, whereas Beatrice Rasponi, a lady of Turin, disguised as
her brother, does not undergo the complete reversal, nor does Florindo.
Act I, scene ii, provides‘a'demonstration of Truffaldino as a
perpetrator of reciprocal physical contact. Truffaldino knocks down the
Porter, taking a trunk from him. Physical contact occurs, and the
Porter»takes a fall, placing the acti?ity on an intensely aggressive

Tevel, one in which the activity is.clean and clear. "Truffaldino:

Yes, sir, let me take it, sir. See how I do it. To the Porter.

Truffaldino puts his shoulder under the trunk and takes it by himself,

knocking the Porter down af the same time" (Goldoni 1958:160). To

‘ complete the réversa], the succeeding event should be as intense as the
initial instances and may be of even greater intensity. A disp1ay of
_sﬁch intensity may be seen in‘Act II, scene iii, when Truffaldino is
first beaten by Beétrice 1n'disgui$e, and then by Florindo. Florindo

Aretusi, of.Turin, lTover of Beatrice, concludes Truffaldino's reversal:

Truffaldino: approaching timidly. Oh, fdr mercy's sake, sir--
Beatrice: Come here, I say.
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Truffaldino: same business. Oh for the love of Heaven--.
Beatrice takes the stick which Truffaldino has at his
flank (i.e., Harlequin's wooden sword or baton) and
him well.

F]or1ndo And you let yourself be beaten 1ike that? Did
nothing? Made no attempt to defend yourself? And you
expose your master to insult, which perhaps serious
consequences? Ass! Poltroon! Pick up the stick.
Since you enjoy being thrashed, I'11 give you your
pleasure, I'11 thrash you myself as well. Thrashes him
and exits into inn ‘

(Goldoni 1958:207-208).

Hence, Truffaldino experiences a complete reversal of physical actfon as
both perpétrator and recipient.

Brighella grabs Beatrice in Act Ii, scene iii, which compitesra
reversal for Beatrice. However, Beatrice's beating of Truffaldino in

Act II, the initial event, is of greater magnitude than the second event

when she is grabbed by Brighella. “Brighella, seizing Beatrice'§ hand.

Stop, Stop! Beatrice, trying to break loose. For pity's'sake, lTet me

go" (Go]donf.19585220). Since more intensity should be seen in the
‘squeeding action than in the initial action, Beatrice may not strictly
qualify as a forerunner of the auguste type. Ihtensity refers to the
specific number of sequential events as well as the magnitude of those
events. Thus, Beatfice experiences a reversal of physical contact.

The only e1emeht 1acking is the appropriate degree of intensity.

In another instance (Act III, sﬁene 1),‘Beatricé‘appears, in a
sword fight, to have completed the reversal, but actually does not.
Even though Beatrice is not the perpefrator'in the dueling battle, she
proves to be the victor in the end:

Silvio: I swear to Heaven--

Lays his hand to his sword.
Enter Beatyrice with a drawn sword
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Silvio to Beatrice. You are the very man I want to fight.
Beatrice: It is not the first time that I have been in
danger. ' '
To Silvio.
I am not afraid of you.
Presents sword.

Beatrice and Silvio -
fight. Silvio falls and drops his sword. Beatrice
holds her point to his heart.

Clarice: To Beatrice. Stop, Stop!
Beatrice: Fair Clarice, at your request
(Goldoni 1958:184).

Physical contact is made, but Beatrice does not take part as a recipient,
and the hature of this activity is more dramatic than comic because
there is no outstanding outcome or absurd event to balance the routine.

| In ActIII,Vscené iii, Florindo is held by a waiter, immediately
following the seizure of Beatrice. Similar to Beatrice, Florindo com-
pletes d reversal of physical contact, but the succeeding event is less
intense thanrthe initial action, the beating of Truffaldino. "First

Waiter, holding Florindo: This is madness. F]orindo, breaks away from

" Waiter: Go to the devil" (Goldoni 1958:220). Florindo is also a
borderline precursor because he completes a reversal.

Another facet of physical action which presages the auguste is
Truffaldino's improvisation.” He performs a routine while unpacking
each trunk. The stage directions specifica11y point out that. some of
this material in the trunk is to be "ad 1ib":~

Truffaldino:
Takes a key out of his pocket.
Now -which key is this, . . . Which trunk does it fit?
Let's try. -
Opens the trunk.

I guess right. .
Takes out second key and opens second trunk.
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Now they are both open let's take everything out.
He takes all the clothes out of both trunks and puts them
on the table. In each trunk there must be a black suit,
books, and papers, and anything else ad 1ib

(Go1d0n1 1958:211).

Truffaldino's psycho]og1ca1 nature is reflected by his impatience
and intense des1re for food. He has a habit of carrying eating utensils
such as a knife, fork, and spoon on his person at all times. .In addi-
tion, Truffaldino is an opportunist who takes advantage of any prospeét°
His nature is also that of an adventurist:

Truffaldino: Here's a chance for sixpence.
To Florindo.
Sir, can I do anything for you? .
Truffaldino: . . . . I wonder if this soup is worth eating;
I'TT try it.
Takes a spoon out of his pocket and tastes the soup.
I always carry my weapons about me. Not bad; it might be
worse. . . . ‘ o ,
‘Truffaldino: Aside. For invention, for promptness and for
intrigue I will challenge the attorney general
(Goldoni 1958:159, 160, 194, 225).

Emphasis in The Servant of Two Masters is placed more on trade

than on any other element of sociaT status. One major theme of the play
is the conquion and mischief included in being a servant for two
masters. Hdwever, Truffaldino's motivations for taking on such a task
are basically economic. Truffaldino's greediness is stated in the
fo1]ow{ng account: |

Florindo: What's your trade?

Truffaldino: Servant. .

Truffaldino: Understands butlering too. . .

Truffaldino: It seems I am not the servant of two masters
but a master and a mistress. :

Truffaldino: What the devel am I to do? I cannot wait upon
them both. - No? Why not? Wouldn't 1t be a fine thing to
wait upon both of them, earn two men's ages and eat and

_ drink for two?
(Goldoni 1958:161, 202, 217, 164).
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Motivated by avarice, Truffaldino acts unwisely. Opening the
mail of another person is illegal. Prior to the event, Truffaldino
warns Florindo of this fraud; thus, the former realizes the devious
nature of this act:

Smeraldina: Here's the letter.
~ . Truffaldino: Do you know what it is?
Smeraldina: No. . . .
Truffaldino: I don't want to get into trouble. ‘
Smeraldina: We could open it--but how are we to seal it again?
Truffaldino: Leave it to me; sealing letters is just my job.
No one will ever know anything
(Goldoni 1958:204), :
Hence, Truffaldino knows that opening other's mail is wrong but still
decides to open the letter.

Smeraldina speaks of Truffaldino's physical appearance, while
Truffaldino describés himself to her. Smeraldina refers to him as a
"Tittle dark fellow" whereas Truffaldino describes himself as good-
looking, short, and thickset. Although not necessarily typical of the
auguste, that appearance may be assumed by the auguste. A

While engaging in a reversal of physical action, Beatrice
demonstrates with accuracy and power the specialized area of fencing.
Beatriée's fo]e_p]aces substantfa1 demands on a female performer to be
able to physica11y endure and easily succeed in a sword battle with a
male performer:

Silvio: 'Twas to my own disaster. Here is the;adVersary,

Pointing to Beatrice. _
who -disarmed me and very nearly killed me.

Beatrice: And gave you your 1ife too, you might say.
Silvio: 'Tis true. ‘

Clarice: At my entreaty

(Goldoni 1958:233).
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Beatrice completes her reversal of physical action by defeating Silvio
in a fencing match.

Beatrice is an extremist who will go to great lengths to obtain
what she wants. The extreme measures she takes in seeking her brother's
inheritance as well as her lover, Florindo, are éhocking. She disguises
herself as her brother in order to marry his intended, thus enabling
her to receive his inheritance. Disguised as her brother, she engages
in a fencing match to defend her fiancee's father. Finally, she
ardently seeks Florindo's love, even though she knows Florindo ki]ied
her brother.

Beatrice: If my brother is dead, am I not his heir?
Brighella: - Very true. Then why not say so?
~Beatrice: If I'do that, . . . Pantalone will begin by treating
me as if he were my guardian, .
I want my 1iberty. Help me to it. .

Beatrice: . . . I dressed as a man, I confront danger, I
hazard my very life, all for Florindo--and Florindo is
dead. . . . [Wi11] Fate . . . make me lose my lover as
well?

(Goldoni 1958:158, 156, 157, 216).

Beatrice also appears to be demanding and quick-tempered. She
shows these tfaits in the manner she addresses people.

Beatrice: to Truffaldino. I want less wit and more .
attention. . . ' ©

Beatrice: Truffaldino!

Beatrice comes out of her room, sees Truffaldino eating, kicks
him, and says:

Beatrice: You come and wait on me

(Goldoni 1958:194, 198, 199).

There are but vague references to Beatrice's social status.

The fact that her brother was a member of the upper class implies that

. - she also shares this status. However, she feels that she must imper-
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sonate him to receive his money and status. No clear similarities exist
between her social status and that of the auguste because her status is
- vague and her fami]y relationships do not fit the classic pattern of the
domineering, bumbling head of the household. Beatrice appears to be
upper class, and the auguste is not usually upper class.

Traces of the auguste, who often assumes various disguises, are
seen in Beatrice's physical appearance. Beatrice first enters disquised
and maintains the masquerade until the c]osing scenes:

Enter Beatrice, dressed as a man. . .

Brighella: aside, What does this mean? This is not Federigo,

this is his sister Beatrice . . .

Beatrice. . . .
Aside to Brighella.

For the Tove of Heaven do not betray me
(Goldoni 1958:153, 154, 155).

Florindo does not qualify as an auguste because of the grave

~nature of his behavior. Goldoni wrote The Servant of Two Masters.

during a period when dueling was considered legitimate and admirable.
Although Florindo does share some aspects of the auguste, the writer .
feels that since he kills Federigo Raspon in a duel, he does not
‘qualify. On several occasions F1orindoris referred to as‘ki111ng
leéderigo outside the world of the play. The auguste cannot be directly
associated with such viofent conduct. Regardless of whether the inci-
~dent oédurred in a due1 or not, the killing sti]],happened, and Florindo
is Tooked upon as having killed Federigo:

Beatricé: My poof brother is dead. 'Twas thought Florindo

Aretusi killed him in a duel. You remember, Florindo loved

" me, and my brother would not have it. They fought,
Federigo fell, and Florindo fled from justice.
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Florindo: Tell me: your brother Federico--is he dead?

Beatrice: Have you any doubt? He died on the spot

(Goldoni 1958:158, 221).
Florindo is recognized by Beatrice as the killer of her brother. It
would be complete1y out of character for the auguste to be associated
in any way with murder; thus, Florindo is disqualified as an auguste 
contender by the killing.

‘Mirandolina (La Locandiera) has only one character, Captain
Ripratta, who compliex. with the reversal criterion. When the good
Captain is first involved in physical contact, he throws a jug at the
Count and Marquis:

Marquis: Well doné, Sir . . . after a11'your talk!
Captain: That's impertinence. ‘

Count: Have you given in at last?

Captain: 'Go to the devil, the two of you:

He throws jug at them and goes toward them in 2 fury
(Goldoni 1958 270).

l A1though the activity is a clear physical act, there fs no mention in
the script that a character is hit by the jug.or by pieces of the jug.
As a result, physical contact is ignored or, atrbest, implied.

The activity in Act III, scene i, does ;omp]y with the physical
contact aspect. Contact is made by Mirandolina touching the Captain with
a hot iron, while ironing clothes. There is no extensive harm done,
except possibly to the Captainls pride. The Captain mentions immediately
following the incident that there is no damage.done. Nevertheless, the
shock of Tearning that Mirandolina does not want to méke lTove to him has
a far greater.effect upon the Captéin than does the iron:

Captain: Don't treat me so- harsh]y Tries to take her hand
but she touches him with the 1ron Damn:
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Mirandolina: I beg your pardon. I didn't do it on purpose.

Captain: Never mine . . . this is nothing. You have given me
a worse wound than that.

Mirandolina: Where, sir?

Captain: In the heart

(Goldoni 1958:277).

The burning is not serious; hence, it is in the realm of auguste beha-
vior.

The reversal experienced by the Captafn is completed in scene ii,
where the succeeding activity occurs in two situations that closely
follow one after the other and the activity is on a physical contact
level. Each of the later two incidents in scene ii are of a broader
and noisier nature than the initial event in scene i. Scene ii shows
the first instance of physical contact by the Captain, who is again
involved with the Marquis and the Count, pushing Fabrizio away:

Marquis to Fabrizio: Be quiet.

Count to Fabrizio: .  Leave the room.

Captain to Fabrizio: Get away out of this.
Fabrizio, getting warm: I tell you, gentlemen.
Marquis: Be off!

Captain: Making me wait in my room.

They all push him away--he goes.

Marquis: I'm going away. TIries to go.
Captain: holding him by force. Stop here
(Goldoni 1958:282-283).

' Shortly after the first incident, the Captain holds the Marquis, and
fofce is designéted in tﬂe stage directions for the second instance.
When force is indicated, the activity must be somewhat strong to be
effective, clear, and believable. In both instances, physical contact
is made,'and the Captain performs as both recipient and perpetrator.
Thus thé Captain is involved in a reversal of physical action. Though

the Count and Marquis take part in a reversal, they do not make physical
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contact and are thus considered borderline cases. Mirandolina does not
qualify as a forerunner of the auguste since she does not participate
in a reversal.

The Captain's psychological nature possesses traces of the,
a&guste when he secretly longs for the love of Mirandolina but publicly
denounces all women. Although the Captain proves himself contradictory,
his secret desires for love and his inability to give expression to them
are manifested in his frustrated, abrupt behavior:

Captain: I never heard of anything so 1ittle worth a quarrel.

To ‘grow angry about a woman! To Tose one's temper about

a .woman! Who ever heard of such a thing? . . . I have

- never looked at one and never thought much of any one of
them. .
Mirandolina: .
She falls as if unconscious into a chair.

Captain: Mirandolina! Oh my dear Mirandolina!
(Goldoni 1958:241, 269).

Economics and family play a. part in the Captain's'sécia1 status.
However, economics predominate. Although the Captain's fami1y wants
him to marry, the Captain cahnot accept the idea of sharing his wealth,
which has taken a lifetime to accumulate, with a female:

Captain: My people have worked Heaven and earth to make
me marry, but I never would give in to it.

Marquis: But you are the only one of your family. Don't you
think it a pity your property should go to strangers?
Captain: I do think it. But whenever I remember that to have

an heir I must put up with a wife, I banish the thought
quickly enough.
Count: And what will you do with all your money?
Captain: I'll enjoy spending it in my own way.
Count: -And you will spend nothing at all on women?’
Captain: Not a penny
(Goldoni (1958:242).

The Captain does not,possess'moral attributes of the auguste in

any extensive amount, and moral issues are not examined by the Captain
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either. Even though the Captain's view of women is stilted and con-
tradictory, his comments are very ambitious regarding hdnesty. In one
instance, honesty is introduced, a basis for moral principles and ethics.
Mirandolina points out the Captain is not honest when he speaks of the
wine's quality. v

Captain: aside to Mirandolina. What do you think of‘this
filth? - _
Mirandolina: aside to Captain. Bottle rinsings.
~ Marquis: to Captain. Eh. What do you think?
Captain: Very good: Delicious: . '
Mirandolina: Well, sir, as you ask me, I can't make a pre-
tense. I think it nasty and I won't say it's nice.
Let whoever pleases pretend to Tike it, but I won't. To
“deceive in one thing is to be ready to deceive in other
things '
(Goldoni 1958:264, 265).
Hence, the Captain is portrayed as lying on this occasion.

Mirandolina and the Marquis refer to the Captain's physical
appearance by pointing out that the role requires the performer to look
well-groomed. Beyond this comment, when either Mirandolina or the
Marquis speak, there are no direct attributes made to the Captain's
physical appearance. The Marquis and Mirandolina address the Captain
by referring to the latter's appearance. "Marquis: But you, who are
a man of position and breeding, . . . Mirandolina. Because you being
a well-reared gentleman, . . . . Mirandolina. Smiling. I drink to
your good look, sir" (Goldoni 1958:249, 254, 259).

Thus Goldoni, 1ike Moliére, provides stage characters such as
Truffaldino and Captain Ripratta who poséess the auguste attributes of

a reversal of physical action, aS well as other psychological, ethical,

social, and physical attributes of the auguste. In addition, characters
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such as Beatrice and Florindo, who do not possess all the charactéris-
ticé but are close and thus are borderline cases, are also present in
Goldoni's plays. " Goldoni appears to be'high1y conscioué of the reversal
and dé]iberate]y utilizes reversal techniques in differeht ways to
institute variety.

Rudimehtary auguste characteristics are exhibited by mime
characters and the themes of mime plays. The stock characters of the

Fabulae Atellanae also possess such elementary auguste characteristics

in varying degrees, such as: burlesque, improvisation, and versatility.
‘Furthermore, the format of the Atellanae performances is short in
length, possessing a satirical nature similar to later auguste perform-
ances. Nevertheless the mime and Atellanae characters also possess
traits that differ from those of the auguste, such as those that Tead
to killings and maimings on stage. MWith the character Syrus, in

Terence's The Brothers, the first clear evidence of a completed reversal

of physical contact is demonstrated. As With the characters of the
Fabulaé, the chéracters of the commedia exhibit traces of auguste social,
psychologica1,'and physica1 characteristics. Similar to the mime and
commedia, the Atellanae performanée in its satirical nature is also akih'
to that of the auguste iﬁ that the characters are quick to ridicule.
However, the reversal of physica1 act1on is not observable, although

other traits appear in both the Atellanae and commedia characters.

Excluding Twelfth Night, Shakespeare's plays, in contrast, do not

possess any characters who experience a complete reversal of physical

contact together with'the social, psychological, and physical aspects of
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the auguste. Several of the characters in the plays of Moligre and
Goldoni experience a clear reversal of the role of perbetrator and
recipient of an action of equal or greater intensity to their initiating

action.



CHAPTER 3
ESTABLISHMENT .OF THE AUGUSTE CLOWN TYPE

Establishment of the auguste clown type as a definable or as. a
recognizable clown type began in 1864 with the work 6f Tom Be]]ing; the
firsf.auguste clown. Further refinements weré made by Chadwick, James
Guyon,AA1bert'Frate]]ini, Adrién Grock, and Lou Jacobs. Characteristics
of auguste'c1own may be found in modern drama, especially in the plays
be Eugene Labiche, Georges Feydeau,'Georges Courteline, Samuel Beckett,
and Joe Orton. This chapter will focus especially on the above play-
wrights as we11 as on those p]aywrighfs who seem to present characters
With auguste characterstics but in actuality do not. This latter group
of p]ayWrights will include Anton Chekov, Robert Sherwood, Allen Milan,
, Slawomir Morzek, A]an Ayckbourn, and Neil Simon. It is not possible to
include all modern playwrights; therefore, the writer had selected_
p]aywrights whose works have échieved'popu1ar acclaim and recognition.

Prior to 1876,vthe Renz Circus, a "mud-show," centrally located
’ianer1in,‘Germany, probably exemplified the typical pattern of European
circuses with a one-ring show. A "mud-show" is any circus performed
outddorsvon a dirt floor, with or without a. canvas tent. Common to
European c1own7performénces_aré refined mﬁsica] and aerial acts, includ-

1ng‘buffoonish gags. Possibly Tom Belling's auguste performance beéame
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a focus of attention.as a result of the extreme difference between
Belling's performance and most European clown routines df the time.

Tom Belling, accredited with being the first auguste, was com-
monly knoWn as an English Horseman, emb]oyed by Renz circus "under the
name of Tommy Valtige," later nick-named auguste (Remy 1945:69). He is
‘also said to have been a vérsati]e performer, an expert equéstrian, -
aerialist, and acrobat (Swortzell 1978:119). Towsen describes the
equestrian director in the following manner:

‘In the circus, the dignified gentleman . . . serves both as
master of ceremonies and stage manager. He is commonly con-
fused with the ringmaster, the person who, whip in hand, keeps
the horses galloping in a smooth circle while an acrobatic
questrial performs tricks on the horse's back. In European
circuses, the regisseur (stage manager) often serves as a
straight man in clown entrees
(Towsen 1976:375).
Thus, Belling, an equestrian director, démonstrates adaptability, per-
forming a variety of acts in specialized Ski11ed areas, an essential
qQa]ity of the auguste.

Towsen mentions the comic performance described above (b. 3),
where Belling puts an old wig on backwards and a riding coat inside out.
Be]]ing, falling on his face, is shoved into the ring. In this instance,rl
Belling demonstrates the ability to 1hprovise spontaneously, another
criteria of the auguste. Swortzell contributes additiona] information
about the performance by stating Belling's movements. were hampered by an
unwieldy costume which made him stumble abqut, appearing hapless or

clumsy (Swortzell 1978:119). |

Belling's clumsy and hapless physical behavior is aﬁguste,beha-

vior. As mentioned above (p. 3), Belling became known for falling on
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his face in the ring. The above performance commenced as the product
of a dare made by a co-worker, and, by deviating from standard proce-
dure on a dare, Belling created a dare-devil character.

Other circus membérs who have claimed that they contributed to
the establishment of the auguste are Chadwick, James Guydn, and Grock.
Chadwick was a British clown who introduced the augusfe to France érqund
1864(?), about the same time as Tom Belling in Germany (Swortzell 1978:
213). Chadwick was an acrobatic clown who also has taken credit for
originating the role of the auguste.

However, Belling has received the most recognition (Towsen 1976:
209). Mention of Chadwick appears in the following description: "Tom
Belling performs . . ..with Chadwick (during an) interlude. ‘'Mort et
Vivat'" (Remy 1945:66). "Chadwick is to have created a type of auguste
before this oﬁe, in the imitation of another Englishman" (Remy 1945:68).
Little material about Chadwick exists, and even less information is
‘given on the specific type of’performancés.‘ For further details regard-
ing historical details of Chadwick's performing career, see Appendix A.

. James Guyon, who adopted the auguste.in’his appearance at the

1' Hippodrome d' Alema in 1878, was well received and continued for a
steady ten-year engagement. Guyon established a‘reputation for himself
as an actor (Disher 1968:196). Guyon is reported to have succeeded in
refiniﬁg the role as a result of his~inferpretation, which became a-
popular prototype for several performers. Guyon 1atér went on to enjoy

a career as a distinguished acting clown (Remy 1945:65).
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Guypn performed a busybody auguste character, where he "becomes
entangled in the.trapeze safety nets as they are being cleared away.

He sudden]y‘finds himself hoisted high above the arena floor, and just
as abrupt1y comes cascading down the rigging in a series of dangerous
tumbles that land him on the ground” (Towsen 1976:209). In this rou-
tine Guyon demonstrates a spec1a1ized-sk111 area by employing tumbling,
another characteristic of the auguste. Guyon also utilizes c1umsyv
movements when he becomes entangled in the safety nets.

Adrien Wettach (1880-1959) was commonly known on stage'as-
"Grock," a derivation from the name of the comic team "Brick and Brock"
'(Swortze11 1978:216). Grock's early career consisted of clowning, acro-
batics, and music. He later excelled as a wire walker, tumbler, juggler,
contortionist, musician, and circus owner. Grock thus provides samples
of versatility in skilled areas, as is required for the auguste clown
type; "Grock is also reportéd to have personalized interpretation of
the auguste role" (Towsen 1976:229). According to Swortzell, Grock was
advised by a street performer to use makeup coloring the nose red,
larching the brows high above his real eyebrows, "1arge.ba1oon eyes;" to
produce an exaggerated forehead co16red chalk-white, and a stiff three-
quarter piece, extending from the temples to the top of the receding
bald forehead. The makeup Grock adopted became the basic style of
future augustes. This makeup style, however,is too exaggerated to be
1ncorporated into the makeup of stage charactérs.

One of Grock's musical acts which led him to fame consisted of

a gigantic violin case with a tiny violin. The violin act would
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commence withvGrock "fumbling unsuccessfully with the violin case"
(Swortzell 1978:216). In the process of trying to open the case, the
1id strikes Grock in the face. Once Grock manages to clear the violin
from the case, he attempts to'jugg1e the violin and bow into the air
but fails to catch the violin, grabbing at the instrument but missing.-
He repeats this action several times. Grock employs the appearance of
stupidity by atiempting repeatedly to juggle a near-prfce1ess instrument,
knowing that he will in all Tikelihood continue to drop it, perhaps
damaging it serious1y. Furthermore, Grdck explores absentmindedness,

a psychological perspective present in the auguste type. According to
Swortzell, an illustration of Grock's forgetfulness may be séen when |
Grock goes behind a screenﬁin order to rehearse the portion of the éct
at which he has originally failed. When returning to the front of the
screen, Grock rea]iies he has forgotten the violin. Seeking the violin,
he goes behind the screen but leaves the bow, returning only with the
violin; Grock then returns for the bow, leaving the violin. This pro-
cess is repeated several times until he brings botﬁ the bow and violin
back on stage. | |

In the above routine Grock applies a type of reversal procedure;
though he does not interact with another perforher, his action parallels
the physical reversal noted previously. Instead of receiving and per-
- petrating physical cohtact, he fails and succeeds at a difficult . task.
In a éenses both reversals involve winning and losing. The auguste is

not a perpetual "lToser." When Grock tries to play the instrument, he
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is surprised to find the violin in the wrong hand. After dropping the
violin and bow in disgust, he picks up each instrument and juggles them
easily (Swortze]] 1978:217)._ In this way, Grock accomplishes a reversal
by juggling successfully, whereas he has failed to do so previously.
Furthermore, he makes the fina]vsuccess appear facile, which is charac-
teristic of the auguste.

Grock's act suggests stupidity, for example, when he attempts to
play the piano but finds the piano stool too farvaway from the piano.
His solution to the problem is to push the heavy piano to the stool. As

‘a resd]t, Grock creates a ridigu]ous situation where he has difficulty
distinguishing between an easy and a difficult solution. The piano,
which is situated on rollers, is on a polished, hardwood floor. Wheh
pushed, the piano easily gathers momemtum. Grock either fails to push
the piano far enough or pushes it too far, over-shooting his target.

In the finale of Grock's act he masters the movement of the piano and
proceeds to play thé\instrument with gréat skill. The above specialized
acts, which were a partkof the pioheer auguste's repertory, were Grock's‘
contribution to the modern auguste clown typé.

Albert Fratellini, born in Moscow in 1886, was a member of a
family of circus performers (Disher 1968:198). Albert, with hié brotherﬁ
Paul and Francdis, in 1909 formed one ¢f the first family troupes-of
c]owns; billed on programs as‘the Fratellini Brothers. After the death
of the eldest brother Louis, Albert is reported to have‘oh]y‘performed

with his brothers as a comic trio, usually in Péris. The Fratellini
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Brothers demonstrated skills a superb comic actors, musicians, eques-
trians, and talented acrobats (Towsen 1976:235). As Towsen points out,
-the range of versatility in skilled areas was great:

By exaggerating certain characteristics often associated with the
auguste, he [Albert] projected a far more monstrous image. If
the auguste tended to be drunk, Albert would have a large red
nose. And while most augustes used very 1ittle makeup, Albert
painted his 1ips black and the areas around his mouth and eyes
white, with a blend of flesh and carmine tones, giving color to
the rest of his face. A red wig, big shoes, elaborate headgear,
and a ragged yer very colorful costume completed the picture
(Towsen 1976:237-238).

Albert's emphasis on the facade of the auguste, especially makeup and
oversized shoes, had anbinternationa1 influence. The greatest impact
was seen in the United States. Swortzell describes the Fratellini

Brothers routine:

Paul . . . and Albert . . . would enter the ring . . . toting
musical instruments. After they had begun to play Albert would
Tight . . . [Francois'] . . . hat afire. Francois would con-
tinue to play,.oblivious to the [fire] atop his head. . . .
Paul terrified by the flames would race out of the ring and
tear back'in . . . a miniaturé fire engine. . . . he would prop
[the truck's ladder] up against his brother and scurry to the
top, wielding an enormous fire ax. Then . . . he would raise
the ax and bring it crashing down through his brother's head
(or actually, through a false head, constructed atop the real
one, . . . . Surviving the blow . . . unaware of the hatchet
buried in his skull as of his other misfortunes. And [then]
“when Albert turned the full force of a fire hose on him, .
Moments Tater all three would reappear with instruments
. . . and play their musical number .
(Swortzell 1978:218).

Thus, the Fratellini Brothers employed physical reversals such as setting

another character's hat on fire and subseduent]y being chased off stage,

as well as specialized skills as gymnasts musicians, and hérsemen.
Although Disher concurs with the basic order of the gag as

described by Swortzell, Disher does specify four differences. First, -
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Disher brings out that the hatchet’portion of the routine was "their
finale" (Disher 1968:198). Secondly, Paul drives the ax through
A]bert's and not Francois' head. "Paul rushes to the rescue with a toy
fire engine, rests a ladder against Francois and mounts it, hatchet in
hand. He drives the hatchet into Albert's head and leaves it there"
(Disher 1968:198). These changes in detail clarify the reversal aspects
of the Fratellini performance. Albert is a perpetrator when he Tights
the fire and a recipient when he receives the blow of the ax. Thirdly,
Albert uses a hose which is ineffective. Albert turns on a hose "and,
the hose pouring its ineffectual drip on the umbrella” ié useless
(Disher 1968:198). Fourth, Francois does not play an instrument but
sings.r "Francois bursts into song.... .... Francois who has never left
- off singing" (Disher 1968:198). The writer fee]s'that probably both-
Swortzell and Disher are correét because often when performing on tour |
where engagements are booked within a 75-mile radius of each other,
performers will spontaneously 1mprovise.the later parts.of their routine
in order to.introduce variety with new material. In addition, Disher's
version of the'performance indicates that Albert is the recipient of a
prank as well as the perpetrétor of a prank, since Albert receives an
ax in the head and then tries to put out a fire with a hose that is
ineffective. As a result, Albert clearly performs a reversal, a crucial
characteristic of the auguste.

Regérding psycho]ogical‘aspects of the auguste in the routine,

Albert demonstrates stupidity when he stands in the way to receive an
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ax in the head fromPaul who is another auguste. In anbther instance,
Albert shows aggressive hostility for the whiteface by setting Francois'
hat on fire. Also, strong dislike on the part of therauguste toward
the whiteface is seen_when Albert attempts to put out the fire on top
of Francois' head but fails to do so because the hose is ineffective.
Furthermore, Albert chases Francois out of the ring with a fire hose
turned on full force.

The social classification of the auguste as performed by Albert
is that of a blue-collar worker when Albert performs as a fireman.
Later, in the musical number, A1bert's.ro1e is a professional musician.
Hence, Albert's social class may be blue-collar or professional.

Albert also displays auguste behavior when he conceals stolen
merchandise on his person within his coat. Octasionally, Albert is
seen trying to peddle some stolen article to a member in the audience.
In the above manner the Fratellini Brothers refined and cryéta]]ized the
auguste charac%er. |

There is some ambiguity, along with sparse material, regarding
‘the auguste's origin in the Unifed States. Tom Belling introduced the

auguste clown to the United States. Robert Edmund Sherwood, co-worker
of Tom Belling, was an acrobatic clown who had performed as apprentice
to Dan Rice. Sherwood points out: "The American clown, Tom Belling,
created the auguste--which thereafter for many decades was‘the prepon-
_deraﬁt type of clown. .« .The clown in mass ﬁroduction, as American
circuses now know him--tumbling and clowning in groups of ten and twenty"

(Sherwood 1932:151).
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However, Towsen mentions that the auguste appears to have been
introduced to the United States by the British cTown.Chddwick:

By the 1980's . . . the auguste was introduced to the United
States by Chadwick, who performed in Barnum & Bailey .

Chadwick would wander about the ring in a 1istless wort of way,
as if naturally unmindful of the presence of other people . . .
without saying a word, [he] would pick up a pony, trick mule,
or even some famous rider or acrobat and carry him off under
one arm in spite of his struggles :
(Towsen 1976:211-214).

 Whether Belling or Chadwick was the first auguste in the United
States, it is safe to say the auguste appeared in the United States by
the 1890's. There is controversy as to the first auguste clown; no one
really knows who was the first auguste. Although Chadwick may have been
the first auguste in the United States, the Circus World Museum in
Baraboo, Wisconsin, does not support Chadwick's claim. "Our index of
circus people's names contains several Chadwicks, however, none of these
references show any Chadwick which was a British clown" (Circus World
Museum, 1981). Fur further details regarding early augUstes,sée Appen-
dix C.

Lou Jacobs contributed additional refinement of the auguste
costume and makeup, establishing the phySica] appearance of the auguste
as seen today. Swortzell speaks of Lou Jacobs as having

been a Ringling Brothers and Barnum and Bailey Circus clown for
more than half a century. Originally an acrobat and contor-
tionist, . . . He is best known to several generations of fans
for his fanciful costumes and broad sight gags. Though his
famous face--white-painted eyes extending high onto the fore-
head of his bald, egg-shaped head, enormous upturned mouth, and
“rubber-ball nose--always remained the same, he might appear one
‘night in a satin gown complete with a fashionable wide-brimmed
hat and .ostrich-feather fan, and the next in-a long plaid coat

with wildly exaggerated lapels, and a scraggly necktie
(Swortzell 1978:224).
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The "bald, egg-shaped head" Swortzell talks of is commonly known in the
field as the "dome head," which is a wig (Swortzell 1978:224). Swort-
zell points out articles of costume and makeup which are frequent]&
worn by augustes today, such as the big fed nose, balloon eyes (white-
painted eyes), and long plaid coat. However, the makeup of the auguste
as indicated by Swortzell is too exaggerated for a stage character. |

| Toswen reinforces Swortzell when supplying further data on.
Jacobs: "Whatever variations the auguste works oﬁ . . . Jacobs, for
example, completes the image by the addition of a sort of head extéhsioﬁ
‘that meets his makeup above the eyes and is topped by a tiny hat (Towsen
1976:274). Again the same exception appfies to Towsen as to Swortzell:
the makeup indicated is too excessive for stage characters. Moreovér,
Towsen contributes material on Jécob's costuming his dog to conceal the
dog's true identity: "Attired in a hunting jacket and . . . followed at
a distance by his tiny dog, Knucklehead, who is disguised as a rabbit by
the addition of artificial bunny ears (and a body suit)" (Towsen 1976:
268). |

| ~ The auguste performs numerous ciassic routines. In addition to
those mentioned above, probably the most popular auguste routines are:
"seeing the waterfalls," and the "washer womah;" Mark Anthony describes
"seeing the waterfalls" as follows: "A clown places a coin on the fore-
head, drops it down into a funnel; then the other_cldwn pours water into
it, but the third clown has a hot water bottle inside of his pants and

then the gag falls back on. the first clown" (Anthony 1981:3). Since the
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first clown tries to play the joke on the second clown but the first
clown receives the hot water, the first clown is both pefpetrator and
recipient, completing a reversal of physical action.

The "washer woman" is a gag in which two clowns are costumed
as females. Each clown has a bucket of water with which to proceed to
wash clothes, usually some sort of large, oddly shaped colored articles.
In the proCess, the first clown, supposedly by accident, splashes water
on the second clown and then slaps a wet article or towel on the second
clown's face. The second clown becomes angry and yells harshly at ihe
first clown, who ignores him and then continues by pushing the first
clown. The first clown reacts abruptly and throws a bucket of water in .
the second clown's face. Then the second clown grabs his bucket of
water and begins to chase the first clown but trips and falls, dumping
the bucket of water on himself. So the second clown grabs another
- bucket filled with colored papier-miché. At this point, the i1lusion
of water has been built up so high that, when the second clown finally
corners the first clown and throws the papier-maché at the first clown
who ducks, allowing a member of the audience fo catch the paper,
expecting'water, the element of surprise is immense. Another version of
this act involves the first clown splashing the second clown, with the‘
Tatter clown retaliating by dousing the former clown with a bucket of
water. In both versions the auguste completes a reverse of physical
contact. X

Characteristics of the auguste most often seen today include the

following: cleverness, clumsiness, stupidity, laziness, shiftlessness,
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. idiocy, feeble-mindedness or absent-mindedness, age, obesify, flesh
makeup with high-arched eyebrows, also mustaches; properties such as
canes, and colorful costumes emphasizing hats and shoes. From a visual
perspective, these characteristics are commonly employed to permit
positive and immediate identification of the auguste. Other character-
istics may be adopted as well, beyond thdse previously mentioned; how-
ever, the most important aspect is that the characteristics are clearly
defined and distinguished without any ambiguity. Consistent involvement
in a complete réversa] of physical contact is the chief characteristic
differentiating the auguste from other farcical characters.
Improvisation should begin from a stimulus at a given cue, that
cue being a distinct break 1n‘the action of the regular routine, which
is an ideal place for the auguste to insert specialized skills. J. L.

Moreno, author of Theatre of Spontaneity, describes improvisation as

follows:

It is an illegitimate bag of tricks in the "legitimate theatre."
Ad 1ib can be defined as the unlicensed freedom, "laissez faire"
of the legitimate actor. . . . Improvisations are rarely dared
in valuable dramatic works because it is difficult for the

actor to invent fitting ideas and phrasings on the spur of the
moment, except on rare occasions when an actor is a great poet
and dramatic himself and deeply akin to the role he is por-
traying

(Moreno 1973:79).

As mentioned previously the auguste is one who must be versatile
in order to improvise adequately. William H. Bridge, author of Making
~of an Actdr, speaks of the relationship of adaptability to creative

ability: "It is of utmost importance . . . that the individual retain
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his native capacity for adaptation to rapidly changing conditions.
Survival power is determined largely by . . . what we norma11yvspeak of
as creative ability " (Bridge 1936:34).

At times improvisation may include mood pantomime, which gives
a sense of a situation through sight, taste, or sound and is pefformed
with much gesticulation.

Isabel B. Burger, author of Creative Play Acting brings out:

Work in the area of mood pantomime seems to fall naturally

into three divisions: (1) . . . sharpen . . . the senses,

including practice in responding to an imaginary sight, taste

or sound; (2) the playing of situations controlled by a

definite mood or emotion, as one's self; (3) the playing of

situations controlled by a definite mood, as another character

(Burger 1950:30).
Burger continues by pointing out that background music is commonly
employed in regard to mood, with the purpose of enhancing the latter:
"Original background music may be used in two ways: (1) to intensify the
mood stated in a given situation; (2) to imply the mood not stéted in a
given situation . . . the sound immediately increases the flow of
thought and feeling; . . . responses come with natural spontaneity"
(Burger 1950:30).

Often, improvisation will resort to slapstick which is a form

of comic stage fighting. Although all stage fighting is artificial in
' the sense of being non-realistic, slapstick evolves out of a comic

event, and the characters in the world of the performance are not to

. receive any ekcessive physical harm as a final result. Encyclopedia

Britannica provides a precise definition of slapstick:
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Slapstick is a type of stage . . . comedy characterized by

. absurd situations and vigorous, usually violent, action.
The slapstick comic more than a mere funnyman or buffoon,
must often be an acrobat, a stunt man, and something of a
magician--a master of uninhibited action and perfect timing.
Outrageous make-believe violence has always been a key attrac-
tion of slapstick comedy. . . . The slapstick seems to have
first come into use in the century when Harlequin, one of the
principal characters of the Italian Commedia dell arte used it
to belabour the posteriors of his comic victims
(Encyclopedia Britannica 1975:265).

Jack Vaughn contributes information regarding the origin of the word
slapstick. He refers to slapstick as:
Wild knock-about stage humor based'upon broad visual and
physical action. The term derives from an actual stick used
by stage comedians to slap one another, . . . The slapstick
was constructed of two narrow slats which produce a loud
noise when struck together; the standard components of slap-
stick action are beatings, pratfalls, chases and so on
(vaughn 1978:81).
Although sTapstick is used as a method of improvisation, at other times
slapstick is essential for the success of a rdqtine; furthermore, slap-
stick is spectacle.

Common to the .auguste are idiosyncrasies, often called peculiar
habits or mannerisms, as well as an unusual mental and physical temper-
ment seen in hypersensitive individuals. Idiosyncrasies are not
artifically devised but are kept on a true personal level. The per-
former has the option of introducing a personal moment of his or her own
private life and incorporating that element into the auguste character.
This first stage may be known as the building block because, after the

personal element is first installed in the character, that aspect is

exaggerated to the maximum. In the transition, other idiosyncrasies may
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be developed from ohe personal element. However, the initial element
seen is most T1ikely to have been ordinary habitual respohse developed
from a nervous condition orvfrom a Situation which caused the nervous
condition under preésﬁre. |

The following information on the contémporary auguste was com-
piled from data contributed by clowns who have performed and/or who are
" currently performing as professional clowns. OnJuly 2, 1981, corres-

pondence was initiafed with Eugene J. Pidgeon, Jr., a Ringling Brothers
Clown College graduate of '75 who toured with Ringling's Blue Unit for
the '76 seéson, with a subsequent term from 1978 to 1979. :
The question primarily brought to his attention concerned the
reversal of the auguste, and on August 21, 1981, avresponse was
received. 'Pidgeon ana]yzes the functions of the reversa1 performed by
the auguste as recipient and perpetrator. Pidgeon is giving the white-
féce‘s perspeétive, énd he may be biased in his view of the auguste as
devious. |

Although Pidgeon stresses the devious abilities of the auguste,
suggesting less naivete, Pidgeon also brings out: "The Auguste can be
charmingly vague, maliciously incisive, and even rigid. The Auguste
has no form, but by having no form establishes a definition for himself,
uniquely independent of the basic standards and precedents set forth
in the spectrdm of any social order" (Pidgeon, 1981). Even though at
times the auguste is actually devious when plotting to retaliate for a

wrong deed originally initiated and served him by the whiteface, the
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auguste is not normally devious, which reflects his psychological state
as well as his honesty. Since the auguste will not tolerate dishonesty
on any terms, the auguste and whiteface are antagohists: "By (shifting
between honesty and dishonesty) he is able to work with subferfuge
weaving in and out of any situation, creating chaos, confusion, and with
manipulative deftness makes a mockery of any system that has the basic
elements of organization and structure" (Pidgeon 1981). Pidgeon men-
~tions two aspects of the auguste which support the writer's theory
regafding society and environment as important aspects of auguste beha-
vior (Pidgeon 1981). Pidgeon's use of situation coincides with the
ridiculous situation typical of auguste performances. Moreover, his
allusion to mocking any system is parallel with the idea of clowns'
showing societies their faults.

In addition to speaking of the auguste's versatility, Pidgeon
points out that the auguste's reliance on expediency may result in
dishonest behavior:

I believe that the auguste personality is characterized solely
by his ability to be versatile in any predicament that he may
be in. If this entails physical contact, then yes, slap or
tumble. If it is necessary to establish confrontation between
the Joeys then he must incite, for if there is a Tull in the
action the auguste is indeed vulnerable; a condition which he
cannot afford, since only through action he may control. The
auguste, unlike the Joey, is not afraid of dirt and really has
no concept of property established by any norm other than his
own which changes as does the wind

~(Pidgeon 1981).

Pidgeon also mentions abrupt changes which imply an abnormal and/or

possibly an expedient pattern of behavior with reference to the ownership
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of property. In reference to the attitudes of the auguste toward gbod
Vand evil, Pidgeon continues:

He . . . has a most profound perception of the differences

between good/evil, but is not so adamant in his attempt to

alter their course. He reasons by his actions that it is

easier to adjust and defy than confront and destroy for as you

destroy the evil you upset the balance and without the balance

and without evil, there can be no good at all

(Pidgeon 1981).
The auguste's strategy in relation to good and evil is similar to his
use of honesty and dishonesty. Unable or unwilling to confront the
situation directly, the auguste seems to adapt while actually opposing
- the situation just, as he often 1ies but inevitab]yAreVEals the truth.
For further details regarding Pidgeon's interview, see Appendix G.

‘A backstage interview with Terry Parsons, a clown currently:with
the Ringling Brothers Circus, Blue Unit, for seven years, took place on
Wednesday, June 24, 1980 at the Tucson Community Center during the pitch
r of the circus. Confirmation of the three basic clown types was pre-
sented in the interview. Commentary given by Parsons was on ski]]ed
areas, versati]ity,'ahd fidicuious situations, providing supporting
materials regarding physical action. Parsons also spoke of the physical
appearance, psychological level, and social classification of the
auguste.

In addition, Parsons noted that a clown had to be versatile in
skilled areas. Parsons remarks: "I do it all. I'm an aé}obét! Mostly

comic acts" (Parsons 1980). Parsons also commented on slapstick: "It's

not just like they're buying a standard clown, 'Hello, How are you?',
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sign autographs, meets and greets, slaps and falls, slapstick type.
Eveh though I lTove the s1apsfick type, I'm versatile. I'm trying to‘
broaden my horizons" (Parsons 1980).

Parsons performs a miniature "comedy car act." Cohedy cars
are,high]y_sophisticated, rigged to shoot fire and water, with smoke
écreening deviges, Toudspeakers, break-away :parts, explosives, ahd
some with automatic remote-control steering systems. Parsons also has
a dog act, and performs "break-away-bicycle numbers." The "break-away-
bicycle” is an act in which a clown begins riding a regular bicycle from
which the front wheel drops off. The performer switches the seat'
around from a horizontal position tb a vertial position. The clown then
begins to ride the back wheel of the bicycle as a unicycle. This act
has been performed frequently; however, Buggsy Anthony is credited with
establishing the act. When Buggsy performed, after the bicycle fell
apart he would get his foof caught in the frame and would proceed to
“pull his body through the ffame instead of stepping out. A skilled act
of this nature is typical of the auguste.

b_ Thg above act iS»an appropriate.examp1e of a ridiculous situa-
tion: losing the front wheel off the bicycle, the performer manages to
ride the back wheel in a manner simi]ar‘to ridjngua unicycle because
the center section has two seats attached, one seat in a horizonta1
position, and the other in a vertical position. Thus, the auguste

experiences success as well as failure.
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4

" Parsons commented about the skill required of a c]own; "I
think the clown has to have general a11Faround know]edge'of.a11 the
working arts, es well as being very physically acrobatic" (Parsons 1987).

| Furthermore, Parsons comments on the berfofmer's ability to
V-Synchronize materia1; which calls for constant vigilance. Parsons also
speakskof the whiteface as the "stand-up,’Il "always pulling the joke on
the auguste, the fall guy" (Parsons 1980), reéffirming the view of the
"auguste as the recipient of the whiteface's pranks. Parsons continues
by stating that the auguste is e "dummy," who is commonly seen as stupid
although he may be very shrewd. Parsons' example of the "carpenter gag"
manifests the mental level of the augusfe as clumsy: "for'inetance .
it takes them_breaking 30 or 50 bricks before they can get one down .

Plus busting each other's head and hitting each other oﬁ the
behinds and one guy getting mad, and punching one guy who ducks and hits
another" (Parsons 1980). In this act, the auguste is seen as stupid,
clumsy, and impulsive.

At the same time, Parsons mentions several classic routines,
one of which is the "firehouse gag," which requires that performers be
costumed as a firemen aﬁd po]iceman. Also, a character is costumed

as a damsel in distress, usually a male dressed as a female, the Toving
housewife. These occupations suggest the nature of an auguste social
status in the "firehouse."
| On December 26, 1980, the writer wrote to Mark Anthony, a pro-

fessiona] clown of 55 years' experience. Anthony was asked questions
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with reference to the auguste clown in the circus as well as the au-
guste counterpart in the theatre.’ In addition, Anthony was requested
to relate the characteristics of the auguste clown and to give a de-
scription of fhe visual appearance of the auguste clown, suéh as
costumes, wigs, and makeup,

Anthony first points out that versatility, a requivred element
of the auguste's acfion, is imperative in numerous ski]]edrareas
(Anthony 1981). Anthony is sKilled in tap-dancing, juggling, and back-
ward sumérsau]ts, as well as creating papier-maché clown heads. Moreo&er,
Anthony works a musical frombone so]o routine in addition to an acf
involving a 30-inch rigged miniature "clown car" in which he performs as
a contortioni§t, squeezing in and out, taking out airfoam geese,
chickens, and spark plugs. At the same time, Anthony briefly refers to
a reversal when mentioning that the whiteface plays pranks 6n the
auguste and often the auguste reacts by taking his frustrations out on
the tramp. "You asked about the types of clowns. Well, first, the
white-face: He's the feeder of 1ines.and gags to the auguste, the one
that gets slapped, so he tries to get even, so he works on the tramp”
(Anthony 1981).

Regarding the elements of physical appearance, such as costume
makeup and size described above, Anthony speaks of the auguste as
having "a huge mustache, a big nose," and occasiona11y a flat ndse-
makeup" (Anthony 19805. Anthony mentions several classic clown gags

such as the "clown band" and the "reducing box." Often members in the
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"clown band" are costumed in black and white so that all performers
Took the same, simulating the attire of professional muéicians. The
"reducing box" gag utilizes a tall clown who is sucked into the reduc-
ing box; an identically dressed midget appears afterward when the smoke
clears, supposedly répresent&ng the tall clown reduced in size.

In a more recent interview, on March 21, 1981, Anthony comments
that the auguste character is unaWare of much of the activity in a gag,
but unawareness clashes with the reality of the performer's orientation.
In reality the performer must be aware of all activity occurring in the
gag. Remaining aware of the activity while pretending to be unaware
presents the performer with a challenge of greater creative depth. The
performer must appear unaware even though he knows what is happening
and how helmust‘react. Creativity results in improvisation at this
point. |

Social status was briefly touched upon in thé fo]iow-up inter;
view. The "washer woman" is a gag usually performed by an auguste and
a whiteface dressed as a woman. The female charactérs are representing
two women hard at work, dqing Taundry for a 11ving. Their attire gives
the impression of economic deprivation bécause each party's costume is
faded and ragged. Other aspects of social status, such as family or
religion, were not discussed.

Anthony makes only one comhent concerning fhe honesty of the
auguste in the second interview, when he speaks of the auguste as a
character with a compulsion to tell the truth constantly, even though

at times the auguste must suffer severe consequences for doing so.
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Anthony performs as a tramp and as érresu1t is not directly
involved in as many reversals as the auguste. However, the writer
performed the "raﬁn makers gag" with Anthony which incorporated a
,reversal. First the tramp looks through a rigged wihdow; when the
auguéte Tooks through the same window water falls, hitting the auguste
in the face. When the whiteface Tooks through the window subsequently,
the auguste pushes him away in order to get a better view, and water
falls again.

Viewing other aspects of the physical aétion of the auguste,
one sees that the involvement of the auguste in reversals may not be
overlobked. There has not been a statistical survey taken of the 1nv01ve;
ment of the auguste in‘reversa1s; however, the writer concludes on tﬁe_
basis of his experience and from collaboration with others in the
field, that 95 percent of the time the auguste's role promises involve-
ment in a reversal wfth ab percent'margin of error. A more conserva-
tive estimate would be 70 percent of the time‘thg auguste is guaranteed

.invoTvement.in a reversal with a 30 percent margin of error. Also, the
auguste appears destined for a ridfcu]ous situation in the routine of a
gag, and, in the even there is none, the auguste improvises one. The
auguste often improvises, using spontaneous, instantaneou; responses
with Targe, clear and precise movements. ‘However, spontaneity alter-

.nates when action in routines warrants a slow progression to a swiftly
| paced "blow off" which gives variety to acts.

| The physical appearance of the auguste's costume is basically

established today, although creative artists in the field have contributed
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small but striking changes. The writer's costume consisted of only one
distinguishing trait, a large stomach, giving the appearance of a fat
man. However, the writer made the stomach in question out of an in-
flatable umpire's chest protector. With the use of straps,'the writer
could move air pockets around in the chest protector to create a more
realistic appearance than the regular fake costume bellies made out of
airfoam. Moreover, the auguste appearance is less extravagant than in-
the pést,_but is still characterized by baggy, i11-fitting clothes.

A reversal is incTuded within the writer's version of his
"fadder act" which he would begin by attempting to balance a "roller
bowla" on top of a break-away stepladder. In the first portion of the
act, the stepladder would break and then the writer would take a pré-
meditated fall. But, in the second half of the act the writer would
successfully accomp]ish.balancing on a "roller bowla" p]acéd on a six-
foot ladder and proceed to juggle five pie pans at the same time.

Another instance in which the writer emp]oyed the reversal was
durfng a gag called the "paper ffght." The writer would be reading a
paper and a whiteface would enter the scene, steal his paper, and then
slap him. The auguste immediately responded by s1apping-the whiteface.

The above acts have been described in detail to demonstrate that
‘the skilled acts of the auguste circus clown and the specialized ski]]ed
areas of the stage ‘character arebsimilar; Today, . the physical appear-
ance of the auguste circus clown is not extremely exaggefated. The

psychological nature of the auguste is tempermental and impulsive. He
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is generally honest but will Tie if it is expedient to do so. The
auguste clown is usually of a blue-collar status but can occupy white-
collar positfons. Veksati]e and talented, the auguste is involved in
a reversal of physical action.

_Auguste clown types are used by modern playwrights. Pots of
Mgggx_by Labiche and Delacour has two characters that are auguste types.
Danne, who is a rich farmer, and Sylvain, Danne's son, meet the criter%a
of the auguste. Each party is directly involved in the.same reversal.
Physical contact 1is made in a very precise manner. In addition, the
nature of the physical contact is aggressive and abrupt. Also, the
second action is more intense by virtﬁe of the activity having a greater
magnitude than the initial action. Furthermore, the following reversal
is an ideal example of a ridiculous. situation. Sylvain "comes in,

dragging Danne by the arm) ... . Sylvain: I'm still thirsty. Waiter,

another glass of Beaujolais. (Danne gives him a furious push. Sylvain

crashes into the basket of eggs.)" (Labich and Delacour 1975:133, 145).

In the above manner, Labich and De1acouf are involved in a completed
reversal of physical action, high1ighted by an absurd outcome--a colli-
sion with a container of eggs.

Another form of physfca} action is shown in a routine which
requires improvisation. In order to make the act appear unrehearsed
in spite of -the fact that it requires precise timing, improvisation is
utilized. For example, Labiche and Delacour present stage business for

the following incident requiring a mixture of planning and improvisation:
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"Everybody: Hooray. We're free. No charge, etc. (Leondia, Blanche,

and Boursey stand up joyfully. Danne, who is on the end of the bench,

goes down with it.)" (Labjche and Delacour 1975:115). Leondia, Blanche,

and Boursey need to synchronize their rising with Danne's tippingrover.
If too cakefu]Ty rehearsed, their action méy appear artificial, yet
their timing must be perfect. At this poinf, action, planning, and -
improvisation all interact in order to provide a successful outcome.
Danne's country manners appear obviously crass. Also, he proves

to be stupid and blatant, in addition to having a strong disregard for
Joseph's delicacy. In other instances Danne appears abrupt and brash,
reflecting a stupid and impulsive psyche similar to the auguste's.
A representative sample of Danne's stupid, clumsy behavior is provided
in the e*change between Danne and other characters. ‘

- Joseph (entering): Ice cream or pastries, Ladies and gentlemen!

Boursey: Pastries: Look at them:

Danne: Just leave the tray here . . .
Joseph: I have to take it round the salon, monsieur. (He
goes out.) . . -
Danne: Come back soon .- . . -
Danne: Have a cake (He takes it out of his pocket, gives one to
Sylvain and eats the other himself.) 1I've got cream all
. over my pockets . . . (Danne reaches into his pocket for a
"pastry, pulls out a Tump of brick and bites into it.)
{Labiche and Delacour 1975:128, 129, 133, 134). :

Not only is Danne stupid ehough to put creamy pastriee in his potket;
he is ignorant enough to chew a brick.

| The family category is the chief aSbect of Danne's social clas- .
sification. Danne plays the dominating father with demanding expecta-

tiohs of a chosen life-style for his son to continue the family tradition.
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Danne: Ah, it's from my boy. He's written to tell me

how he's doing at that school of agriculture. He told me

‘he wanted to be a photographer. But I gave him a clout

that knocked all those ideas out of his head. "You're

going to be a farmer, I said--1ike your father and his

father. Because a farmer is--"

Boursey: - Yes we know all that

(Labiche and Delacour 1975:82).
Furthermore, the fact that Danne sends his son to a reputable school in
Paris suggests that Danne is a wealthy farmer. If money is the criteria
of social class, Danne is of the middle class, but if breeding and trade
are the criteria, he is of the peasant class. Either way, he can be
qualified as an auguste type since the auguste can be either in the
peasant or middle class.

Manifestations of Danne's moral behavior are related to an act
of theft. Unfortunately for Danne and his company, a policeman “has
mistaken them for thieves!

_Policeman: What's that?
Everybody: A watch.
Policeman: Who owns it? . . . L _
Policeman: So you don't know where the watch came from and
you refuse to pay your bill. You'd better come along with
me, all four of you, to the station ‘
(Labiche and Delacour 1975:110).
The watch in question was dropped by the real thief when colliding with
Danne. Aé a result, Danne and his party appear to be thieves, but in
reality they are not.
| There is 1ittle description of Danne's physical appearance.
' Danne's appearance is described only when it is abnormal. After escap-
ing from the law and spending the night in a bui]ding still under

construction, he appears almost unrecognizable. "Danne squeezes out.
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Like the other two he is covered with plaster and dust" (Labiche and

Delacour 1975:140). The auguste is often covered with some kind of
messy material Tike water, shaving cream, etc.

vSy]vain demonstrates additional aspects of physical éction such
as skill in a specialized area, as well as versatility. For example,
Sylvain needs skill to be effective.when»singing as a-drunk:

(Sylvain . . . He is very drunk. )
Sylvain (singing):
Here is my heart, take it.
Here is my heart, break it.
Here is my heart, make it,
yours
(Labiche and De]acour 1975:144, 154).

Sylvain is not a sharp-witted young fellow and proves so by his
inability to detect that he is. Sylvain is set.up to be used in a mar-
riage salon. Furthermore, Sylvain is incapable of recognizing the
legitihacy of the salon's operatfon.

Poche: One other thing: you're not to touch the ice cream or
the bonbons.

Sylvain: But I thought-- ~ ' '

Poche: It doesn't matter what you thought The agreement is
that you are entitled to one cake and a cup of tea during
the course of the evening. . . .

Poche: No discussion, please. I've had enough trouble this
evening with Anatole. Five francs for gentlemen and three
for ladies; it's the standard rate.

Sylvain: Well, if it's the standard rate.

Poche: Tell Anatole from me that if he drops out again at
such notice, he's finished. ' v

Sylvain: You keep talking about Anatole. Anatole who?

Poche: Anatole, your friend.

Sylvain: I don't know any Anatoles.

Poche: Who sent you then?

Sylvain: My dad. He said go to 55 Rue.Joubert and ask for
Monsieur Poche. So here I am

(Labiche and Delacour 1975:125).°
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Moreover, Sylvain forgets easily and misinterprets events, a manifesta-
tion of the auguste's bumbling and stupidity. Sylvain forgets that
Boursey invjted everyone to the marriage salon, not Danne. Also, he
fails to remember that Boursey claimed Poche to be a close friend.
Sylvain wants to become a photographer but Danne expects him to
maintain family tradition by becoming a farmer. Sylivain is the domin-
ated son of a wealthy family.
Sylvain: He has a farm at Endives-Under-Glass, and he thinks
he can turn me into a farmer too.
Benjamin: It's a noble profession.
Sylvain: Yes, but too earthy for my taste. I wanted to be a

" photographer, and specialize in girls . . . you know: .
But, Dad wouldn't hear of it. He sent me to this school

at Grignon.
Benjamin: To learn farming? :
Sylvain: Yes. . . . As soon as I got there they stuck me in

the cowshed, and in twenty-four hours they had me carting
manure all over the place. Two days later I left .
without telling Dad, of course . .
- Sylvain go back to Grignon to post the 1etter and pick up my
. monthly allowance: one hundred francs.
(Labiche and Delacour 1864:96).

The dishonesty of Sylvain is demonstrated by his deception of
his father. When Sylvain becomes intoxicated, he reveals he has lied to
Danne in thé past.

Danne: How is it you're not at the school?
Sylvain: I said good-by to the school. Good-by, schoo]
said. And now I'm going to be a waiter. I have a JOb
at the Sm111ng Bull. ‘
Danne: You're drunk, you good-for-nothing
(Labiche and De1acour 1975:145).
The auguste typé will Tie to protect himse1f,~though eventually revealing
the truth. Sylvain haslied about leaving school but is now disclosing

the truth of the situation.
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Poche observes Sylvain's attire with meticulous care, and
through his analysis details are revealed. A]so, an acéurate account
of Syivain's costume is given when he enters intoxicated.

Poche: Now, turn around, slowly. Not bad. I like your jacket,
but your trousers could have done with another pressing.
The creases should be 1ike knives.
Sylvain: . . . You wear what you have . .
“(Sylvain comes on the scene. His c]othes are awry, his jacket
is back to front.)
(Labiche and Delacour 1975:124, 144).

Sylvain is ridiculously attired, in a manner suggestive of the exaggera-
tion of the auguste-type costume.

Labiche and Michel's An Italian Straw Hat also has three auguste

character types: Fadinard, a land owner; Ndnancourts a hokticu]turist;
aﬁd Beauperthuis; husbénd of Anais. Fadinard is engaged in a complete
- reversal with both Nonancourt and Beauperthuis. The intensity of the
first action is about equal to that of the second action in each in-

~ stance.

Fadinard: pushing him back. Don't come in, .

Nonancourt: Why not? . .

Nonancourt: shocked, giving Fadinard a push.

Fadinard: yelling, Father. . .

Beauperthuis: . . . I've got you: He grabs-him by the collar.

Fadinard: Let me go!

Beauperthuis: +trying to drag him to the staircase . . . I've
a pistol in each pocket.

Fadinard: . . . While Beauperthu1s, two hands are about his
neck, takes the pistol and aims at him . .

Fadinard: forcefully dragging him to the m1dd1e of the stage

(Labiche and Michel 1968:63, 114, 110, 111).

Hence, Fadinard is dragged and pushed by Nonancourt and Beauperthuis.
After receiving their abuse, Fadinard manages to seize two pistols and
aim them at Beauperthuis. Fadinard completes his reversal as a perpe-

‘trator who drags Beauperthuis.
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Fadinard possesses diverse psycho]ogicdy motivatioﬁs. First,
he is motivated by obligation to replace the straw hat his horse has

_eaten. Second, Fadinard is motivated by fear ofiwhat Anais' husband
may do to her because her hat was’demo]ished.' Third, he fears the wrath
of Lieutenant Emi]e Tavernier. Fourth; he feels he cannot marry until
he finds the hat.

Economic, professional, and family relationships all affect the
determination of Fadinard's sdcfa] status. When Fadinard requests
Hélene's hand in marriage, the family aspect immediately comes to the
foreground. Hélene claims:to berof4a middle socio-economic status.
"Fadinard, . . . As soon as we got to his house, I . . . asked if I could
marry his daughter. ;Who are you?' 'I'ma Tandlord with an 1ncoﬁe of
twenty;five francs.' 'Get out!' 'A day!' 'Oh, please sit down.'

You've got to admire such baseness of soul!" (Labiche and Michel 1968:
4950). Thus, Fadinard presents himself as a wealthy landlord.

Fadinard's dishonesty is ref]ected by his deception of the wedd-
ing party which he‘has kebt waiting while he kisses abformer Tover.
Although initially Fadinard's intentions are admirable in that he wants
to help someone e1se,'he~fai1s to be candid with Héléne, his wife-to-be,
and wifh Clara, a former lover. Labiche and Michel present the encounter
between Fadinard and Clara:

Fadinard: aside, Horrors! My old flame, Clara--and: there's .

the wedding party just outside. .

Fadinard: . . . . Clara, my darling C]ara you know how I

love you! kisses her
- Clara: When I think that this creature promised to marry

me.
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Ctara: I'll forgive you--on one condition! .

Clara: That you'll have dinner with me.

Clara: And take me to a show--this evening.

Fadinard: What a marvelous idea!

(Labiche and Michel 1968:66, 67).
Indicating his devious nature, Fadinard makes a date on his wedding day
with his former lover, Clara.

Physical appearance is not specifically noted in the play; how-
ever, Fadinard's costume is of the 1850 Paris pékiod. Considering Paris
was one of the world's Teading fashion capitals at the time, one would
assume Fadinard to be immaculately dressed in formal attire. At infre-
quent intervals, the auguste appears in formal apparel.

Anger' is the primary element of Nonacourt's mental state. Nonan-
court is very»tempefmenta] and, as a result, responds impulsively. He
also proves to be a crass individual. The combination, Nonancourt's’
quick temper with his crude behavior, creates a ridiculous image.
Labiche and Michel write:

Nonancourt: holding his myrtle, emotionally. My children:

He hesitates a moment, then blows .his nose noisily.

‘Nonancourt: furious. ‘In the cellar. :Go hang hourself!
Nonancourt: I said climb! -Unless you want me to chop off
_ one of your ears! ’

Pushes him into the house
(Labiche and Michel 1908:107, 121).

While angry, Nonancourt crudely blows his nose. Juxtaposition}of the
nose-blowing with the i11-humored action creates a ridiculous atmoSphere.
Nonancourt also employs the family aspect to illustrate soéia1
status. He is quick to live up to the dominating father 1mége when
taking charge of a situation. Also, profession plays a part in deter-

mining Nonancourt's social classification:
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Helene: But Papa, I don't want to leave my jewelry .
Nonancourt:
- To Felix
CTimb up there, n1ncompoop, and br1ng down the wedding
presents, jewelry boxes and all my daughter's stuff .
Tarduveau: But where do you live?
Nonancourt: Horticulturist.
Bobin: Member of the Syracuse Horticultural Society
(Labiche and Michel 1968:120, 121, 107).

.C1ear1y, Nonancourt, whovis a member of a middle-class profession, is
impulsive. He does not wait for explanations before acting.

The Corporal mistakes Nonancourt and the wedding party for
thieves, implying they are dishonest. When asked to prbddce their
papers, they are unable to do so and they are taken to the police sta-
tion:

Corporal: Halt, gentlemen. What are you doing with those
packages? ' :
Nonancourt: We're moving house, Corporal.
Corporal: In the middle of the n1ght?
Nonancourt: If you please, I .
Corporal: Silence.
- Corporal: Your papers?
In response to his signal two guards take Nonancourt and
Bobin by the collar.
Nonancourt: Look here. .
Corporal: No papers? Come along to the police station
 (Labiche and Michel 1968:124, 125).

Thoughrmistaken for robbers, NonahcourtAandkthe wedding party are actu-
ally innocent. |

| Although 1ftt]e reference is made to Nonancourt's physical
appearance, a comment is made suggesting that his shoes do not fit.
Since on several occasions he complains that his feet hurt, one may
assume that his shoes are too sméﬂ.~ The writer feels small shoes would

go unrecognized by an audience, which is out of character with auguste
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costuming. All exaggerations of the auguste costume are obvious.

Nonancourt is to be dressed: in a cotton nightcap, shirt sleeves, his

_coat on his arm, carrying his myrtle" (Labiche and Michel 1968:113).

Nonancourt S n1ghtwear is suggest1ve of clown costum1ng The auguste
c1own can be seen wearing night clothes. Beauperthuis is motivated by
~anger and %s quick-tempered. He displays his anger When speaking to
Fadinard: | .

I will not ever stop at crime,
Not even at the blackest crime! .
Beauperthuis: aside. He's a desperate th1ef'
Beauperthuis: . . . choking with anger. Sir:l!
Beauperthuis: 1I'll bash your brains out.
He swings the kettle; Fadinard wards off the blow . . .
Fadinard: yelling. Don't yell--or I'11 commit an unfortunate -
news 1item. : :
Beauperthuis: Give me back my pistols!
Fadinard: beside himself. Give me the hat! The hat or your
Tife: , :
(Labiche and Miche 1968: 103, 104, 110).

_Hence, Beauperthuis is_furious with Fadinard.
The famiiy facet is the only criterion of social status exhibited

by BeauperthQis. He bortrays the tyrant'husband: "Beauperthuis, you
went to buy suede g]oVes.r'Itrdoesn't take fdufteen hours td buy suede
gloves" (Labiche and Michel 1968:130).

| Beauperthuis acknowledges pubiic1y that he was wrong to histrust
his wife. He illustrates a dilemma common to the auguste--the auguste
“has problems deciding when to trust others. To realize mistakes and to

_admit_ekfors are traits of auguste characters. '"Beauperthuis. Al

right, I admit, I'm in the wkdng. She's got the hat! Kisses the hand"
(Labiche and Michel 1968:132).
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The physical appearance of Beauperthuis is briefly touched
upon. His attire has been that of one dressed for béd,-again, similar

to night clothes worn by auguste clowns. "Beauperthuis takes off his

dressing gown" (Labiche and Michel 1968:114).

Not By Bed A]oné,VWritten by Georges Feydeau in 1894, has two

auguste-type characters and one borderline case: Lucette Glautie, an
auguste-type character, is a nightclub singer. Ferdnand Bois-D'Enghien,
another auguste character, is spoken of as penniless. Various comments

imply Bois-D'Enghien is a gigolo. The General Irrigua is a borderline

guguste character. Each of the three characters in Not By Bed Alone
are involved in two or more reversals. THe‘reversa1s selected are clear
and consistent with that of the auguste. Although another charactef,
Camille Bouzen, completes a reversal, his physical activity is entirely
too ambiguous, and he does not adhere to the one-to-three ratio men-
tioned in Chapter 1. He is thus not an auguste contestant.

The General initiates a reversal of physical activity by seizing
‘Bouzin. In the following event Bois-D'Enghien holds the General:

The General: gradually losing his temper. Becose I want to
take you on field of honor. Becose I want your head!
(Seizing him by the collar) . .

Bouzin: My god! What did he say? -

The General: shaking Bouzin like a fruit tree. . . .

He turns Bouzin about several times, still holding him
by the collar. :

The General: = Poussin: . . . Ees always Poussin. . . . Thees
time, . . . I keel heem: .

The General (jumping over the chair, reaches the door but is
stopped by Bois-D'Enghine, who, running after him, holds
him back by a coat tail: . . . The General breaks away

(Feydeau 1970:182, 226, 227). '
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Since the succeeding event is not as intense as the initﬁating action,
the General qualifies only as a borderline case. Intensfty is impor-
tant because if the General is a perpetrator df harsh physi¢a1 violence,
but receiyes.only slight "punishment," he is simi]arrtb a whiteface
clown and not the auguste. The auguste type is both a perpetrator and
recipient of physical contact.

Another facet of physical action is seen in a ridiculous situa-
tion when the.Genéral chases Bouzin through Madame Duerger's house during
a wedding. Mme. Duerger-is aghast that the General and Bouzin would
run brawling through her house during a_wedding. The image presented
by Bouzin and the General is absurd.

Marceline's comments are favorable early in the act about the
General, but later he proves to be anything but charming. The General

is extremely jealous bf'his love for Lucette and as a result is motivated

by anger.
Marceline: getting up. And such a charming gentleman,
- too., . . .
The General: fiercely. What you want, You? For why
you here? ‘

Bois-D'Enghein has been forcibly pulled into the room, his
hand still on the door knob
(Feydeau 1970:130, 175).

Another role player, Monsieur de Chenneviette, gives an accurate
account of the General's social classification. He speaks of both the
General's economic and professiona1‘status.

Chenneviette: . . . Here she has the luck to meet a man with
millions, one who's gone absolutely out of his mind for
her . . . and a general, no less:

Chenneviette: . . . General Moneybags

(Feydeau 1970:730). -
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The General proves himself to be very honest and direct. Al-
though the General has a strong regard for chivalry, moral principle,
and romance, he tends to go to excess in supporting his convictions.
After Lucette has admitted she is in Tove with another, the General
still does not hesitate to challenge Bois-D'Enghien to a duel to the
~ death because Bois-D'Enghien and Lucette were together in her dressing
room. The extremity of challenging a rival to a duel is typical of the
auguste who is impulsive. Eventually, the General abandoné the duel,
which is also in accord with the auguste's renunciation of serious vio-
Tence.

The physical appearance of the General includes formal evening
-attire. One cou1d assume, that since the General is a millionaire, he
would be dressed with meticulous care. He is spoken of as possessing
an opera hat and tails. The auguste may appear in such a costume.

The initiating action of Lucette Gautier's reversal takes place
with Chenneviette. In Act II Chenneviette is seen physically dragging
Lucette toward the drawing room:

Chenneviette: plunging between the two women and seizing

Lucette by the hand.

Madame Duverger

"1 don't understand'" etc., as Lucette tries to free

herself from Chennev1ette s grip.
Lucette: Let go of me!
Chennev1ette, dragging her toward the drawing room door

Come on! . .

Lucette: trugg11ng. But where?

Lucette: disappearing . . . against her_wi]]
(Feydeau 1970:215).
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‘Chenneviette first drags Lucette. In the,fo11owing event, Lucette
displays her ability as a'perpetrator, thus completing the reversal by

scratching Bois-D'Enghien,

Lucette: Taking advantage of Bois-D'Enghien's position,
his head bent forward, she thrusts the f]ower, thorns and
all down his back. .
Bois-D'Enghien: with a sudden cry of pain, Owww.
-What are you doing? .
Lucette: pushing the flower further down his back. Down.
Down
(Feydeau 1970:238, 239).

Thus the succeeding action of the reversal is completed by Lucette
pricking and scratching Bois-D'Enghién's back.

Lucette's mental state is also impelled by anger because Bois-
D'Eﬁghién wants to marry Vivane instead of Lucette. In addition, Bois
D'Enghien does not have the decency to te]ivthe truth to Lucette. To
complicate matters more, Lucette does not find out that Bois-D'Enghien
is to be married to Viviane until the ceremony commences. As a result,
she tries to embarrass Bois-D'Enghien in front of his wedding party by
pretending that she has seduced him earlier:

‘Lucette: (She flings her arms madly around his neck
~and falls in a heap onto the chaise Tounge, in such a way
that Bois-D'Enghien, paralyzed by her grip, . . .

Lucette: . . . (With her right hand she presses the electric
button on the end table, producing a number of loud,
determined rings, . . . I Tove you! . .

Suddenly the door flies open and everyone, 1nc1ud1ng a
number of hitherto unidentified guests, appears in the
doorway. There is a general gasp of dismay and disbelief.

Lucette: still on the chaise lounge, in a distant voice, as if
awakening from a dream. O what a man: No one makes love

~ the way he does: No one! '

(Feydeau 1970:241, 242, 243).
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Marceline disparages Lucette's profession as chanteuse:

"After all, who wants to marry thé siter of a nightc]ub’singer?"
(Feydeau 1970:126). Whether acclaimed or disparaged, the auguste may
perform as a singer.

Lﬁcette pretends to kill herse]f with a fake wéapon and, in the
process, elicits the realistic‘concern and alarm of Bois-d'Enghién.
This drastic measure taken by Lucette is a last desperate éffort to
regain Bois-D'Enghien's love and confidence. However, Bois-D'Enghien
uncovers lLucette as a fake: A

Bois-D'Enghien: struggling with her,

Lucette: Let me go! o

- Bois-D'Enghien: "Give that to me, I said:

Lucette: No, no, no!: I won't!

- Bois-d'Enghien: Oh yes you will.

He seizes the revolver by the barrel, while Lucette tries
to pull it away. As a result, the fan is-drawn and left
in Bois-B'Enghien's hand.

Lucette: mortified.. Oh dear.

Bois-D'Enghien: A fan!.

(Feydeau 1970:260).

When Lucette tries to appear as if she were seduced by Bois-D'Enghien,
- she is dressed in her skirt. For comic effect the éuguste will often
be seen in underwear or lingerie, similar to that worn by a woman.
Bois-D'Enghién is involved in a very precise reversal. In the
first instance, Bois-D'Enghien is seen as the perpetrator; whereas, in
the second instanée, he is the recipient.
Bois-D'Enghien: aside. Swine.
At the end of his rope, Bois-D'Enghien stamps suddenly and
sharply on Fontanet's foot with his heel, unseen by the
others.

Bois-D'Enghien: . . . : _
The General, suddenly releasingFontanet, who goes staggering
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about, then pounces on Bois-D'Enghein, seizing him by
throat :
(Feydeau 1970:199, 232).

Therefore, Bois-D'Enghien stomps on one character but is pounced upon
by another; He gives and he receives.

A strong desire to marry Viviane is revealed by Bois-D'Enghien
in his conversation with Lucette. He basically points out that he feels
true love for Viviane but will entertain a mistress on the side. The
conversatioh is an apt indication of Bois-D'Enghien‘s psyche. His
psychological level changes mercurially.

Lucette: But you're getting married! _
Bois-D'Enghein: So? What does that prove? 1 can get married
and still love you at the same time. After all, does the

right hand have to know what the 1eft hand is going?
Lucette: . . . Really?
Bois-D'Enghien: .hypocritically categorical. Of course!

Lucette: . . . Snake in the grass.
(Feydeau 1970:237).

Thus Bois-D'Enghien is fickle, as is the auguste. Bois-D'Enghien is
a deceptive-confidence man. Though basically honest, the auguste can
also be a confidence man.

Bois-D'Enghien's social status is referred to by Chenneviette
when she speaks of his economic plight. Other than this one citation,
~there is no other mention of a social category:

Chenneviette: When is she going to come down to earth?
Bois-D'Enghien is a delightful fellow. I don't deny it
for a moment. But after all, he's just not for her. Why,
the chap doesn't have a penny to his name

(Feydeau 1970:129).

Behavior involving trickery occurs when Bois-D'Enghien manages

to become involved in two ridiculous situations from which he is
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determined to free himself at any cost. The first incident transpires
~ when Bois-D'Enghien is 1ocked out of his apartment in the nude while
holding a fake revolver and threaténing Bouzin's Tife for some attire.

In the second instance, the police imprison Bouzin, mistaking him for
Bois-D'Enghien, a nudist. Prior to his arrest, Bouzin requests Bois-
D'Enghein to act on his behalf as a characier-witness, as well as
-épokesman, to rectify the situation, but Bois-E'Enghien declines.

Bois-D'Enghien: . . . He aims the revolver right at Boizin.

Boizin, terrified:

Bois-D'Enghien: Give me your pants!

The Policeman: Come on you, let's go! _

Bouzin: dragging his feet. No, no, Wait! 1It's all a mistake!

. Monsieur, for heaven's sake, tell them:

Bois-D'enghien: hypocritically. For sham, Bouzin. At your
age. He enters the dressing room and closes the door in
Bouzin's face. ‘ -

The Policeman: Come on, come on!: To the station you!

Bois-D'Enghien: . . . It's really an awfully dirty trick, I
suppose . . . Oh well, I know the chief of police. A word
from me and he'll be out in no time.

(Feydeau- 1970:282).

The dirty trick'played bn Bouzin by Bous-D'Enghien may seem to be out
oficharacter for the auguste, but the cruelty of the joke is softened ‘
by Bois-D'Enghien's'stating behjnd closed doors that he will confrdnt
the chief of po11ce for.Bou;in.

Au reste, Bois-D'Enghein accidentally aﬁpears in the nude in
front of a wedding party. Although an auguste usUa11y does not appear
completely naked, he is frequently séen in full-length underwear with
a button-down flap over the buttocks, and the flap, on occasion, may
find a mysterious way of'opehing. ﬁ

Georges Courtline's These Cornfields, written in 1898, has two

borderline characters. Mr. and Mrs. Cornfield fall into the borderline
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category because their reversals are not actually complete. In every

- instance, Mr; and Mrs. Cornfield do make phySica] contact but perform

on1y_as'perpetfators and not as recipients. The Tack of reversals is

more apparent’when Mr. and Mrs. Cornfield are to be recipients. The

" actions aimed at them are deflected by accidentally hitting a third

party, whose primary function is to be a recipient and an intermediate

for the parties mentioned above.

Mr.

Mr. Cornfield: Cholera! I know: take that. (He hurls the
contents of the soup plate in his wife's direction.)

Herring (who, however, receives it): Ow'

Mr. Cornfield (apologetic): Excuse me. Pure carelessness.

Mrs. Cornfield-{crazy with rage):  Peasant! Yokel! Wait!

Herring (streaming with red wine): Aaaah!

Mrs. Cornfield: Excuse me. I didn't aim straight. Now let's

get it over with. (She takes a revolver from her pocket).
~ Upon your head be it!
Mr. Cornfield: (in panic). Help save me! (He takes refuge
" behind Herring. ' ‘
Mrs. Cornfield: You are about to die.
Herring (to Mr. Cornfield, who has made a screen of him): Hey,
no, no. Let go of me. Enough of this! . .
~ A shot is heard.
Voice of Herring (in tears): It hit me in the leg!
(Courteline 1964:203, 294). : ‘

Cornfield appears stupid and absurd.

Mr. Cornfield (rushing forward): Not that one, I tell you!
(He whips his wife's chair from under Herring just as the
latter is lowering himself onto it. Herring falls on the
floor.) ’

Mrs. Cornfield (triumphant): You see! Idiot! (And she
repeats the word "idiot" . . .)

- Mrs. Cornfield: Take no notice. He's crazy.

Mrs. Cornfield: He should be in a padded ce11.
(Courteline 1964:196, 198, 199).

Behaviqr'that‘is'both stupid and ridiculous is typicd] of the auguste's

psychological nature.
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References are made to Mr. Cornfield's social c1assification,
which is manifested in several different ways. Aifhough profession is
mentioned, economics and family are predomindnt: "Mr. Cornfield
an idler and swindler who sits home twiddling his thumbs, and getting
drunk on my inheritance, my poor father's hard-won savings!" (Courteline
1976:93). The implication is that Mrs. Cornfield has inherited money
with which she supports Mr. Cornfield. Herring §peaks of the Cornfield's
apartment as middle class. |
Herring: These Cornfields, whom I met at dinner the other
day at the Joneses. . . .
Herring: . . . The child does not displease me.
Nor does the apartment, for that matter, the furniture
middie class but comfortable
{(Courteline 1964:195, 197).
Hence the Cornfields appear to be bourgeois. Frequently the position of
the auguste is that of an intermediate or go-between similar to the
example of the bourgeois family.

There are no references made to Mr. Cornfield's physical appear-

ance. However, These Cornfields is a play which takes place in an after-

noon in New York, around 1900. The play's activity is confined to the
Cornfield's drawing room, at tea time. The casual attire of that period
would most Tikely be in order. Usually, auguste costumes are more
overstated than is tea-time attire. |

‘Mrs. Cornfield is‘consiétently motivated to’try to outdo her
husband. Whenlshe feels belittled, impéséd upon, or provoked by Mr.
Cornfield, she is compelled by anger to retaliate. Mrs. Cornfield |

responds instantaneously with wild accusations:
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Mrs. Cornfield: (Who can't take a lesson in courtesy from
her husband without loosing a trick), . . .

Mrs. Cornfield: The gall of the man. (She grabs Herring
by a second button, which comes off Tike the first one.)
The truth is he does things to the wine. You drink it
at your peril ' ,

(Courteline 1964:197,199),

By grabbing Herring, Mrs. Cornfield has exhibited violently impulsive
behavior.

Mr. Cornfield's role as the domineering husband is the main
element of social status in the play. In addition, Mr. Cornfield sug-
gests that Mrs. Cornfie]d's'fami]y is composed of professional thieves.
They argue:

Mrs. Cornfield: 1I'11 be quite if I want to.

Mr. Cornfield: If you want to! ' ‘

Mrs. Cornfield: And I don't want to, so there!

Mr. Cornfield: This is too much. Hussy:

Mrs. Cornfield: Good-for-nothing.

Mr. Cornfield: Slut! . .

Mr. Cornfield: . . . That pest of a female, a thief and the

daughter of a thief.

(Courteline 1964:197, 198).
After trying to silence his wife, Mr. Cornfie]d‘fefers to her as the
criminal descendant of a criminal father. Perhaps she belongs to the
social categbry of criminals, the underworld. However, no evidence of
hér wrongdoing exists in the world of the play, thus, no conclusion
regarding her profession as thief is pbssible.

The degree of honesty displayed by Mrs. Cornfield as well as her
impulsive nafure is exposed when she tries to seduce Herring in her home
while Mr. Cornfield is present.

Mrs. Cornfield: Listen, Mr. Herring, would you like to do me

a favor?
Herring: Gladly.
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Mrs. Cornfield: Good. Abduct me.

Herring: I beg your pardon?

Mrs. Cornfield: I said: abduct me.

Herring (stifling): For heaven's sake, that's the end. You

~ want me to abduct you? '

Mrs. Cornfield: Please!

Herring: Well. I can't

(Courteline 1964:201).
Possibly, Mrs. Cornfield is taunting'Mr. Cornfield by requesting that
Herring abduct her. She is not deceptive because she makes the request
in front of her husband. Finally, she does not actually commit adultery.
Thus, Tike the auguste,.she is honest and impulsive but does not con-
summate serious acts.

Only one comment is made in relation to Mrs. Cornfield's physical
appearance; Mr. Cornfield speaks in a sérious manner of his wife's
facial features as grotesque.

er. Cornfield: Good. Tell me--on the level--man to man--do
you think anything ever existed--for ignominy, horror,
infamy, sheer abjection--Tlike my wife's face?

Herring (rising):  Here we go again.

Mr. Cornfield: Ah? So you agree with me?

Herring: Excuse me.

Mr. Cornfield: And then: if it was only her face

(Courteline 1964:200).
Mr. Cornfield suggests that his wife's physiognomy is truly monstrous.
Abnofma] features would be in congruence with the auguste, since the
auguste often appears grotesque.

| WaitingAfor Godot by Samuel Beckett has one character which ful-

fills the criteria of the auguste. Although three other characters--
Lucky, Pozzo, and Vladimir--accomplish reversals, only Estragon possesses

the psychological and sociél'charactéristics of the auguste. Lucky and
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Pozzo are involved in complete reversals, but they do not perform
equally as recipients and perpetrators of physical contact. Estragon,
however, does perform equally as receiver and perpetrator. Although
Viadimir participates equally as accepter and doer, and he adheres to
the social and psyého]oQica] traits of the auguste, he is directly
involved in the serious injury of Pozzo. At the request of Estragon,
Vliadimir kicks Pozzo in the crotch.
Vliadimir: It's this bastard Pozzo at it again.
Estragon: Make him stop it. Kick him in the crotch.
Viadimir: (striking Pozzo). Will you stop it! Crablouse!
(Pozzo extricates himself, with cries of pain and crawls
away. He stops, saws the air blindly, calling for
help . . . (Pozzo collapses.)
He's down! .

Viadimir: I'm afraid he's dying
(Beckett 1954:53).

Pozzo appears to be seriously injured as a result. Still, frequently
the kicking of Pozzo has been staged differently, with another part of
Pozzo's anatomy receiving the kick. Perhaps directors who changedr
the stage'business felt the audienée could not accept crotch kicking.
 Whatever thé reason for changes, the play indicates the crotch as the
area to be kicked. Hitting below the belt is anethema to the auguste.
He is'nevér directTy assoéiated with serious injury. Thus, VTadfmir
is disqualified as an auguste because he takes part in jeopardizing
durress. |

One of several reversals in which Estragon is involved is with
‘Lutky.. In the initial event, Lucky kicks Estragon, and in the fb]]owing
instance, Estragon is seen retaliating by spitting on Lucky. Pozzo

speaks:



Make haste, before you stop. (Estragon approaches Lucky and

makes -to wipe his eyes. Lucky kicks him violently in the

shins. . .
Viadimir: Try and walk.

Estragon takes a few limping stepss stops before Lucky,

~and spits on him, then goes and sits down on the mound.

(Beckett 1954:21, 22).
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Thus, Estragon is both a recipient and perpetrator of vehement

action. A form of physical action which is typical of the auguste is

the incorporation in a ridiculous situation of an improvised "hat"

routine between'Estragon and Vladimir. Vladimir tells Estragon:

Hold that.

Estragon takes Vladimir's hat. Vladimir adjusts Lucky s hat

on his head. Estragon puts on Vliadimir's hat in place of

his own which he hands to Vladimir. Viadimir takes Estra--

gon's hat. Estragon adjusts Vladimir's hat on his head.

Vliadimir puts on Estragon's hat in place of Lucky's which

he hands to Estragon. Estragon takes Lucky's hat. Vladimir

adjusts Estragon's hat on his head. Estragon puts on Lucky's

hat in place of Vladimir's which he hands to Vladimir,

Vladimir takes his hat. Estragon adjusts Lucky's hat on his

head. Vladimir puts on his hat in place of Estragon's

which he ‘hands to Estragon. Estragon takes his hat.

Vliadimir adjusts his hat on his head. Estragon puts on his

hat in place of Lucky's which he hands to Vladimir.

Vliadimir adjusts Lucky's hat on his head. Estragon hands

Vliadimir's hat back to Vladimir who takes jt and hands it

back to Estragon who takes it and hands it back to Vladimir

who takes it and throws it down
How does it fit me?
(Beckett 1954:46-47).

The hat routine requires improvisation and synchronization by the per-

formers who appear ridiculous while they rapidly exchange hats.

Extragon exemplifies three different states common to the

auguste's psyche: anger, stupidity, and laziness. These specific traits

have a tendency to enhance each other:

Estragon: They're coming there too.

Vladimir: We're surrounded! (Estragon makes a rush towards

back.) Imbecile! There's no way out there .
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Vliadimir: Did you here him? .

Estragon: Don't mind him. Sleep.
Silence

Pozzo: Pity. Pity! . . _ : :

Vladimir: (to Estragon) .. It's an opportunity to revente
your self, '

Estragon: And if he defends himself.

Pozzo:. No, no, he never defends himself . . .

Vliadimir: Then Tet him have it. With sudden fury Estragon starts
kicking Lucky

(Beckett 1954:47, 53, 56, 57).

Estragon stupidly tries to escape through an exit that does not exist.
Then, he Tazily falls asleep. Finally, he impulsively and angrily kicks
Lucky.

Since Waiting for Godot is -absurd theatre consisting of abstruse

meanings, the characters cannot be realistically Cbmpared with auguste
clown types on each social and psychological dimension. Nevertheless,
Estragon completes a reversal and participates in ridiculous situations

as does the auguste.

Joe Orton's What The Butler Saw has only one character which
qua]iffes as an auguste type. Though other farcical characters may
appear at first to be auguste type, they are not. Serg. Match does
not complete a reversal, whereas Dr. Rance does, but physiéa1 contact
is not precisely indicated and only implied. Furthermore, Serg. Match
refers to Dr. Rance as having shot him in the leg. The auguste role
traditionally does not include serious wounds.v Dr. Rance does not
qualify as an auguste. In addition, Geraldine i§ involved in a reversal
of physica1 confact, but she has been the recipient in too many previous

affairs, thus showing greater similarity to another clown type, the
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tramp, who receives more injury than he gives. Also, Mrs. Prentice
completes two reversals invo]viﬁg physica] contact; however, she, Tike
Dr. Rance, is involved in the imposition df severé bodily harm. She

shoots Nick in the shoulder and~he'receives a severe wound. Since the
'auguste is never critica1]y wounded, Nick cannot be considered an
auguste contender. kAgain, as seen‘in'Mrs.JPrentice's case, Nick com-
pletes a reversa1‘of physical contact.

Only Dr. Prentice completes é reversal of physical contact
which is consistent in complying with other requirements of the auguste.
In the initial event Df; Prentice seizes Mrs. Prentice and slaps her
face. The succeeding incident shows Dr. Prentice being jumped by Nick
who attempts to restrain Dr. Prentice by placing him in a straight-

jacket. "Dr. Prentice seizes her, smacks her face and tears the dress

from her. She struggles . . . Nick: Dr. Rance is having you committed.

(Waving the jacket.) 1I've got to get you into this! He leaps upon Dr.

Prentice and attempts to put him into the straightjacket" (Orton 1969: -
75, 79). .

- Dr. Prentice's psychological nature is both lustful and deceitful.
Although Tust {s seldom demonstrated by the auguste, once in a great
7 while he may éhare such a motive. When Geraldine Barclay is inter-
viewed by Prentice for»a'secretaria1 position, he tries to seduce her.

Prentice: Perhaps you have other qualities which aren't
immediately apparent. Lie on that couch.

Geraldine: Why, doctor? . : '

Prentice: Never ask questions. That is the first lesson a
secretary must learn. (He pulls aside the curtain on the
couch.) . . .

Prentice: . . . Undress

(Orton 1969:10).
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A]though he tries-to conceal his sexual desire from others, Dr.
Prentice attempts to ravish Geraldine. |
Social classification is presenfed Ey means of three different
aspects. Even though the family perspective is the most prevalent ele-
ment, economics and profession are indicated as well.

Prentice: Please remember that I'm a doctor . . '

Prentice: . . . My wife is a nymphomaniac . . . makes it
most undesirable for her to become a mother . .

Mrs. Prentice: . . . You're a rich man you can afford the
luxuries of life . . o

Prentice: Our marriage is like the peace of God--it passeth
all understanding ‘

(Orton 1969:9, 12, 15, 16, 17).

Thus, Prentice asserts that he is a phyéician. The latter occupation
is usually considered to be upper middle class. Prentice is a1so seen
as married buf without children.

Dr. Prentice's dishonest behavior is most abparent in his lying
in order to avoid exposure or disgrace. He»seehsAto have difficulty
in cohfronting honest feelings and fevea]ing the truth, as well as
accepting responsibi1fty fof the consequences of his devious activities.
Dr. Prentice fails to see that the longer he prolongs évoiding truth the
greatef the complexity. of his situation is magnified. Prentice drugs’

Match:

Prentice: I have an idea. I want you to impersonate my
secretary. . .. . It will solve all our problems if you
agree to my request. He gives Nick the dress and wig.
It's of particular importance to convince Dr. Rance that
you're a woman. . . . After your meeting plead illness
and leave the house. I'11 be waiting with your own

. clothes. ‘
. Prentice: . . . Dr. Prentice takes the red pill-box from
his pocket and hands it to the Sergeant. (Smiling.)
I'd Tike you to swallow these. Take as many as you
Tike. They're quite harmless.
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Prentice: . . . My God' 1I've poisoned him!

Prentice: The effect of the drug

(Orton 1969:42, 65, 70).
Dr. Prentice's dishonesty is mofivated7by his desire to protect himself
in the face of two investigations, one of his asylum and oné of a miss-
ing person associated wifh his asylum. Similarly, the' auguste exhibits
‘a dishonest behavior by a tendency to lie in order to protect himsel f.

Inadyertent]& Dr. Prentice reveals his age by admitting to
having stayed at the Station HoteT when he was a young man. Mrs.
Prentice confirms he is aging when indirectly gpeaking of'Dr. Pfentice's
age in a heated discussion by simply stating he can no longer fulfill
her sexual desires. In addition, the costume plot points out thaf Dr.
Prentice is dressed in a three¥quafter-1ength white hospital coat, which
is commonly worn by the auguste.

A1l of the above reflected Dr. Prentice's physical appearance.
"Prentice: . . . I stayed there once myself as a young man. . . . Mrs.
Prentiée: . . . My trouble stems from your inadequacy as a lover! It‘s.
embarkassing. .« « .. Rejuvenation pills have no effect on you.

Pfentice: . . . a below-the-knee white hospital coat" (Orton 1969:8,

15, 70). These conflicts reflect the family aspect of social c1a§sif1—

cations.
Although characters 1n'Anton Chekhov's. The Boor may appear to

be auguste types, thgy-do not meet the_criteria of the reversal of

physical contact.  Similarly, Georges Corteline's The Commissioner Has
a Big Heart has characters which seem to meet th¢ farc1ca1'criteria of

~the auguste>but actually do not because'there‘is'no'rever$a1 exhibited.
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Bedroom Farce by Alan Aycbourn also has no characters involved in a

reversal. Each of these plays fails to meet.the criteria of the auguste.

The writer knows of only one instance in which a character

named "auguste" exists in a p]ay;'in Robert Sherwood's Idiot's Delight.
Sherwbod uf11izes the néme."auguste" as well as names of other comic
characters in a drama in order to satirize those who did nothing to '
prevent World War II though they knew the war was approachfng. -Since
this is a me]odrama, the charactefs do not qQa]ify as‘augusfe types.
Striptease by Slawomir Mrozek 1ntroduées a supernatural.force_

which is not comparable to the auguste.- Both Allan Milane's The Man

in a Bowler Hat, and:Neil Simon's Ca]ifoknia Suite have characters
involved 1in vagué, incomplete reversais without any physical contact.

Some individual performers of the nineteenth and twentieth
centuries who share similarities of or who practice auguste-type
qualities aré Joe Jefferson, Dan Rice, Charlie Chap]in, W. C. Fields,
and Luci]]e Ball. They-are popular, internationally acc]aimed'per-
formers who have been chosen for specia1ized_ski11s, appearance, and
“some physical contact. Identification of these performers as auguste
types was made by Mark Anthony and the writef.

Joseph Jefferson IIT (1829-1950) was born in Philadelphia,
Pennéy]vania, the son of Joseph Jefferson qf. and Cornelia Francis

Thomas. He was part of a family with five generations in the theater.

Joe was highly successful as Dr. Pangloss in The Heir at Law, and in

October 1858 His appearance as Asa Trenchard in Qur American Cousin

brought him fame nationally.
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Working successfully in England and Austra]ia, Jefferson
achieved international recognition. On Jefferson's arrival in London
he met Dion Boucicault, who, upon Jefferson's request rewrote Rip Van

Winkle. Prior to Jefferson's interpretation of Washington Irvihg's

Rip Van Winkle, a four-act play as written by Joh Kerr has received only
poor reviews.
The revised Rip Van Wink]éwopenéd on September 4, 1865, at the
Adelphi Theatre, London, and Jeffersoﬁ's_performance was immediately
recognized as an exceptionally rare work of art. There is a harsh ver-
bal exchange between Rip and_his.Wife, Gretchen, and Rip immediately
“and angrily abandons his family and wanders off into the Catskills.
Rip's psycho]ogiéa1 moivation is similar to that of the auguste in that
Rip resbonds impulsively with anger.
Gretchen: Pushing her aside.
Begone man, can't you speak? Are you struck dumb? You
sleep no more under my roof. v
Rip: . . . Why, Gretche, are you goin' to turn me out Tike
a dog? , '
- Gretchen points to the door. Rip rises and leans against

the table with a groan. His conscience speaks.
Well, maybe you are right.

Jefferson demonstrates a response of anger which illustrates the
auguste's most predominant psychological feature.

Dan Rice is not accredited as having perforhedvas an auguste or
as being the first auguste in the United States, but certain of Rice's
characteristics comply with the'auguste and cannot be ignored. Most
material about Rice's performance as a clown is based on a combination

of conjecture and information from reliable sources in the field, since
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there are few written accounts of Rice's clown routines. Sherwood con-
tributed additional data, commenting on Rice's early career:

Dan Rice, my old instructor, is perhaps the best remembered-
clown in the history of the circus. He first appeared in
Galena, I1linois, in 1844, and became popular immediately. His
real name was Daniel McLaren. His father nicknamed him Dan
Rice, after a famous Irish clown of that name. . . . I do not
recall him so much for his clown work, as he was too old for
acrobatic stunts when he began to teach me. I remember him
best for his ability to teach horses to perform tricks
(Sherwood 1926:60). ,
According to Dan Rice's great-granddaughter, Miss Virginia Rice,
a 11brérian currently on the staff of the University of Arizona Tibrary,
interviewed on November 21, 1980, Tittle factual and possible only two
reliable sources in addition to Sherwood are available today: "Brown
and Kunzog. Kunzog covers few details of Rice's clowning and is not a
-'primary,souhce; whereas Brown," according to Miss Rice, "captures the
. last years of Rice's 1ife in Toosely compiled notes and newspaper arti-
é]es."
Unofficia]ly,.Rice performed for President Lincoln, adobting
the costume and role of the "Uncle Sam" character. In doing so, Rice
used the nation's stars and stripes as well as the colors red, white,
and blue.
Later cartoonists adopted Rice as the "Uncle Same character."
This writer feels that Rice should not be ovér]ooked»as a forerunner of
the auguste. Virginia Rice was questioned about'Rice's'invo1vement in
politics, which obscured the nature of Rice's clowning career. Since

-~ the characteristics of the auguste were first being labeled as "auguste"

at the time of Dan Rice's career, to characterize him as an auguste



151
clown type is extfeme]y difficult. In the 1860's people, 1nc1uding the
performers themselves, were not cognizant of the auguste because the
- auguste had not become a recognizéb]e ciown.b VirgihiaARice feeis that
Dan Rice did not take falls as tﬁe auguste; rather, he was a stand-up
circus cdmedian such as Will Rogers was later to become.' Around 1864,7
Dan Rice pekformed the "Uncle Sam character" on tour throughout the U.S.
Sherwood ‘speaks of Rice in the following manner: "There is nothing to
show that Dan ever essayed pantomime, nor was he an 'auguste’ type of
panta]oon.' His makeup wés a sort of Uncle Sam-appearing charactér, in
no way resemb]fng the clown type with which pkesent day circus patrons
are familiar" (Sherwood 1932:38). Howéver, little dataexists on Rice's
early career as a ;10Wn; therefore, conclusions are difficult.

The auguste can also be seen at work in modern players such as
Charlie Chaplin. Charlie Chap]in was born in 1889; at the age of eight
he appeared in the rqie of a cat 1in a‘Chriétmas pantomime, performing
with Marceline, an acclaimed clown. His first noteworthy performance

on stage took place in 1905; when he played Billy in Sherlock Holmes.

At 16 Chaplin performed "a vaudeville sketch, Casey's Circus, doing a

burlesque on Dick Turpin, the highwaymay; and "Dr. Walford Bodie"
(Chaplin 1964;95). Chaplin speaks of Dr. Walford in terms of low com-
edy, as‘"a characterization of a professorial,; scholarly man" (ChapTin
1964:95). |

Later, Caplin began a joint ventufe with Sidney, a half-brother,
in Fred Kérno's dumb-show; a comedy éOmpany. Krano wanted Chaplin to -

start by specifically concentrating all efforts to perform in only one



152

of his sketches with "Harry Weldon in The Football Match" (Chaplin 1964:

99). Chaplin was a replacement for one of Krano's other comedians who
was not working Qut. Chaplin gave his part more caricature and greater
burlesque, and with only a week of preparation Chaplin was able to open
at‘London Coliseum as Weldon's opposite clown. He speaks of "The Foot-
ball Match (as) a burlesque slapstick affair, which is commonly seen

with the auguste” (Chaplin 1964:101). Chaplin continues by stating:

I entered with my back to the audience. . . . I looked imma-
culate, dressed in a frock coat, top hat, cane and spats. . . .
Then I turned, showing my red nose. . . . I shrugged melodrama-

tically, then snapped my fingers and veered across the stage,
tripping over a dumbbell. Then my cane became entangled with
an upright punching bag, which rebounded and slapped me in the
face. I swaggered and swung, hitting myself with my cane on the
side of the head :
(Chaplin 1964:101).
The nature of Charlie Chaplin's routing could be seen in the elements
of the auguste. Certain facets of Chaplin's costume and makeup, such
as his top hat, cane, spats, and red nose are typical of the auguste,
as is the nature of his routine.
Under contfact’with Krano, Chaplin played the part of a drunk

in Mumming Birds, which was eventually renamed as A Night in an English

Music Hall. 1In additibn, with Krano he toured America twice, and
throughout Britian‘quickly adapting new roles as: "drunks, thieves,
family relations, billards champions, boxers N bo1icemen, and
singefs. A1l of the above professions’ére compatible with fhe auguste.
Mark Anthony identifies Charlie Chaplin and W. C. Fields as
auguste clowns (Anthony 1981:4). W. C. Fields (1880-1946) performed
approximate]y 50 years, of which a good 25 years were primarily spent

performing on stage prior to his movie career.
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Fields speaks of his career beginning with encouragement by ob-
serving the circus clowns juggle. "I went to a circus and saw one of
the clowns tossing four balls in the air at the same time. That fired
up my youthful ambition, and when I got home I Tooked around for some-
thing to practice with" (Fields 1973:6). After a full year of practfce,
Fields at 14 landed an engagement in a park at Pottsville, Pennsylvania.
Juggling has always been common to the auguste, as it was with Fields.
While performing at the Tivoli Theatre, Fields became known as
“the silent humorist. Fields' juggling progressed and he gained a repu-
tation as a "Unique eccentric juggler" (Fields 1974:188). Juggling is
commonly seen as a specialized skill, which the auguste falls back on
in a manner similar to the lazzi of the commedia charaéter. No task
was too difficult for Fields, as he created new tricks.
The hardest trick I do is to balance a stick on my chin while
I am standing on one leg; on the stick in the air is a hat. I
throw this up, and after it turns a double somersault, as it
were, it is caught on the stick. It looks awfully easy, but
it took me two years of hard practice to perfect that trick.
I stuck to it, and now I can do it practically every t1me I try,
so it was worth all the time spent on it
(Fields 1973:53).
The versatility demonstrated by Fields jugg11ng"d1fferent objects indi-
- cates the adaptability in a specialized skilled area which is typical
" of the auguste. Fields was rated as the "highest paid juggler in the
“world" (Fields 1973:65). Fields demonstrates talent in another special-
ized skilled area by performing as billards champion executing trick
pool shots.

Fields was engaged with the Follies for ten years between 1915

and 1925. The golf act, which Fields introduced in the Follies of 1903
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and later incorporated into the drama An Episoderon the Links is compa-

rable to an augusté routine. In the golf act Fie]dé spoofs playing
golf but in the process he proficiently executes difficult shots. "In

1920 he wrote and performed in The Family Ford . . . which established -

his running theme of the persecuted embattled husband” (Fie]dsv1973:81).
‘Although Fields played the henpecked husband, he tried to give the im-
pression to his peers that he was the dominating husband.

The auguéte characteristics of spontaneity, proficiency, adapt-
abi]ify, and ridicule are found in Fields golf act, pool shots, and
juggling. Fie]dsrincorporated 1§g;i,'or a comic bit of business, in
the golf act by getting flypaper stuck to his shoes, clubs and balls;
which created a ridiculous situation. When Fields performed as juggler
or billards champion, he accurately performed difficult tasks, making
each task appear easy as well as demonstrating adaptability and spon-

taneity.
Lucille Ball, born August 6, 1911, is currently semi-retired.

Only Timited information about the specifics of Ba]]‘sfstage career
exists. A]though she performed in several plays including: Elmer Rice's

Dream which toured for 22 weeks, The Ziegfeld Follies, and radio shows

such as Phil Baker and Jack Haley's Wonder Bread Show. specific details

on the rout1ne she performed are not available. . However, prior to the
premiere on October 15, 1951, of I Love Lucy, "Lucille Ball-and Desi

Arnaz went on a nationwide vaudeville tour . . . their twenty-minute

act . . . included a trick-cello bit and a seal routine (Current Biog-
raphy 1978:33). Ball's original "cello act" was an auguste performance.

- The "cello act: is usually performed with an upright double bass in
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p]ace of the cello. Items such as the kitchen sink, her coat and top
hat, two seals, or rabbit, a skunk, etc.; are placed inside the instru-
ment to‘give a comic visual effect when they are removed during the
performance. As the instrument incréaSes in size, the number and size
of items placed within the instrument are also increased. For the
finé]e of the “Ce]]o Act" Ball would play "Flight of the Bumble Bee”‘bn
the upright bass with consummate skill. Ball exhibited the criteria of
the solo performance reversal in which success and failure are employed.
This type of reversal consists of only one performer who does not in-
teract with any other performer but}attemptsthe performance of a task
and fails several times before succeeding with a brilliant last effort.

| Lucille Ba]]'s’"sea1 act" was performed in conjunction with the
“Cello Act." The former act has been performed uti]iéing several
different approaches. However, when Ball performed as the anima]r
trainer she would have the seals ba]ance, spiﬁ, and throw balls, in ad-
dition,to playing a mild melody on horns, after which they applaud
themselves. | B 7

Harold Lloyd speaks of Ball's performance ability in the fo11ow—
ing manner: "I don't believe that we have had a comedienne that sur-
passed»her for sheer comic understanding, timing, and ability to handle
slapstick in the traditional manner" (Cahn 1964:179). As Harold Lloyd
notes, Ball has an inherent talent to employ timing and s]apstigk, as
used by the auguste, in an effective manner.

Ball is considered an auguste by her specia]ized‘sk11]ed areas,

such as empToying visual comic effect with the "cello act," where Ball
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- plays the instrument with consummate skill. By incorporating the ”Sea] _
Act: into thé ";e]]o act," Ball gathers diverse e]ements»jnto a unified f
- whole. Ball utilizes s]épstick teéhniques when she drops the cello on
her fodt or she accidentally sticks hervfoot with the pointed staff sup-
porting the cello. Also, she employs success and failure in a reversal
in the "Cello Act."

Chapter III has presented the refined version of the auguste
clown of the 19th and 20th centuries. Established by Tom Belling, the
auguste was perfected by other clowns such as Chadwick, James Guyon,
‘Grock, Albert Fratellini, and Lou Jacobs. Interviews with contemporary
c]owns.such as Terry Parsons, Mark Anthony, Eugene Pidgeon provided
supp]ementary}insightvas to the nature of the auguste. Adaptabi]ity

and vériety are key elements of contemporéry auguste acts which often
utilize improvisation as well as specialized 'skills. ATthough they .
| are comic actors who are é]umsy and hapless, augustes also display a
- variety of particular skills such as acrobatics, performance of cémp]i-
cated musical instruments, high wire wé]king, tumbling, juggling, phy-
sical contortion, gymnastics, and horseback riding. Mood pantomime
“and slapstick are also uti]izéd. |

"In one instance, the auguste is awkward, in the next he is

quite agile. A similar contrast in traits is seen in thevpersona11ty
of the auguste. Though occasionally clever, the auguste is often stu-
pid or naively ingenuous; he is usually honest. His honesty and
idiocy, however, do not prevent him from successfully playing a de-

vious prank or two. Auguste actions are often impulsive. Occasion-
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ally, the auguste is feeble-minded or absent-minded. In addftion, hé
is often lazy. The social classification ofrthe auguste varies but
is usually equivalent to thaf of a blue-collar worker. Colorful,
baggy, loose-fitting clothes are important aspects of the auguste
costume, which may include hats, wigs, or dome heads, as well as over-
sized shoes. The auguste, possibly obese, uSes f1e$h—co1ored makeup
with high-arched eyebrows, a red nose, and red rosy cheeks. Mustaches
may be worn by augustes. Properties such és canes may also be employed.
Finally, either a reversal of physical contact or of failures and suc-
cesses is present.

The objective has not been to demonstrate influences of the
auguste circus clown on his/her stage counterpart but, rather, to pre-
- sent parallel similarities possessed by both. Both characters have
been found to posseés the psychological tréits of impulsive, abrupt,
and aggressive behavior. Also, theaugustec1own in the circus and the
~auguste type on the stage are naive, ingenious and honest, though théy
both also play pranks and seek revenge for injustices done them.

| Both characters also vary as to their social classification,
though usually they appear working class. Playwrights such as Eugene
Labiche and A. Delcour, Labiche and Marc-Michel, Georges Feydeau,
Georges Courteline, Samuel Beckett, and Joe Orton present characters
involved in reciprocal action that adheres to the reversal criterion of
the auguste c]own._ Physical action compatible to both characters in-

cludes improvisation, synchronization and precise timing, versatility,
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skills suéh as singing, and absurd béhavior which creates ridiculous
situations.

Proficiency acts performed by the auguste clown type are in
strong demand, and the performer must be able toexcell in each area
with an equal amount of precision. Hence, the individua1 performer is
required to have accurate control over various proficiency acts such as
juggling, acrobatics, musical talents, dance, animal training, etc.
Secondly, the performer should be able to excell in at least three or
more proficiency areas and incorporate these proficiency acts within
his stage role. Pefformers of the auguste clown type must be aware
that the ré]e will require an abundance of improvisation which often is
indicated in the stage business. The performer should have enough in-
sight to recognize breaks in the action that may be utilized for improv-
jsations. Once these cue areas have been 1aent1fied, the performer must
be creative enough as we]i to haVe spontaneity and proficiency acts in
his repertoire ready to insert.at will. The performer must be able to
synchronize all material smoothly so that the activity appears believ-

able under given circumstances.



CHAPTER 4
SUMMARY AND EVALUATION

The importance of the aug&ste clown type 1n-the theatre Ties-in
his role as a key farcical charactef in bopu]ar plays as well as in his
continued appearance in theatre since the third Century B.C. The
auguste clown type may appear in roles of differihg Tength; he may be a
background character or the main lead character. Regardless of the
role's length, a signifitant and cdnsistent characteristic is the
abundance and variety of routines performed. By means of skilled
routines, the auguste manifests a unique stage presence. No matter
how minute the role, the auguste takes command of the situation on
stage and demands a high degree of attention. As a result, the
auguste c]owh type establishes a prominent stature during the dura-
tion of a play's development.

A factor caﬁsing the augusté type to be a key farcical charac-
ter is hfs colorful, harmonioué personality. Even when the auguste has
been made a dupe or butt of an outrageous joke, he does not adopt an ar-
rogant tone. He frequently manages to respond to a swift kick in the
seat of the pants by bouncing back with a 1ively spirited tone,. syn-
chronizing all the activity on stage. Furthermore, the auguste pre-
Sents abdirect and truthful tone ruling out ambiguity. However, the
augusté isjnot conterned.With the 1mpression he conveys and therefore

usually comes across as brash. 159



160

Often interpretation of an incident is not accurate and quite
oblique, é]so a réf]ection of the auguste's tone. Frequent]y, the
auguste clown type's interpretation of an event is a direct link to the
solution of a mystery or opening of a chaotic scene. He often finds
himself involved in chaos. By chance, accident, or premeditation, the
auguste finds the center of a busy location and promotes the activity
into a chaotic state. As the focal point of chaos, the auguste is dis-
tinct from other roles. Since chaotic scenes are varied and confused,
difficulty occurs in distinguishing and then identifying all the acti-
vity and characters. Nevertheless, the spark, or at least the direct
interaction with the spark that ignites the activity, commences with
the auguste.

Possibly one source of the ubiquitous appearance of auguste
: t]qwn types is the broad nature of the activity in which the auguste
. engages. The éctivity comprises a wide-ranging repertory. Since the
auguste is resoufcefu1*and adaptable, he embraces differenf types of
plays. Regardless of the length of the auguste's duration on stage, he
wf]] execute hit-and;run tactics. Hence, when the auguste is in the
pekfokmfng space, he does not go unnoticed.

Similar to other farcical characters, the auguste clown type
validates a full we11;foundedness'not by being persistent but by being
consistent. For example, when the auguéte is intense, he must sustain
a three-to-one katio;-that is, initiate thrée actions for every reac-

- tion or receive three actions for one of his actions.. The auguste'

bmust maintain a ba1ance‘by pefforming as both perpetrator'and recipient.
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If the auguste does not maintain this balance of a three-to-one ratio,
he becomes easily confused with the tramp and whiteface. For instance,
if a stage character‘completes a reversal but is predominantly on the
receiving end, the stage character will be similar to the tramp and not
the auguste. On the other hand, if similar stage characters practice
‘an abundance of benevolence or giving; they exhibit greater similarity
to the whiteface. Therefore the auguste must preserve at all 6ost a go-
betwéen'position, both giving and receiving.

An exception to the rule for reversals 1s>the success and fail-
ure'emplbyed in an individualized reversal, a revérsa] performed by a
solo performer. Although individualized reversals contain no possibil-
ity for physical contact with another character, physical activity can
be employed by the individual in relation to inanimate objects. 1In
such reversals, the auguste clown type will utilize a specialized
skilled area, for instance musical talent. The alternation between suc-
cess,and failure in the performance of‘sqch talents is the determining
~ factor of the reversal.

" Often ridiculous situations 1ncorborate proficiencies such as
musical talents, dancing, acrobatics,.juggling, etc. 'The'stage charac-
ter can employ these talents or utilize lazzi as did the commedia char-
acters. In a performance such as Barnum, forlexémp1e,'there is a con-
stant need for demonstrating proficiencies.

| As a_kéy farcical character, the auguste clown type exhibits
several dimensions, one of whith is slapstick. Frequently, the auguste

-emp]oysbé1apstick,as'weTT as violence. Extensive wounds or deaths are
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out of character for the auguste, but if an injury from a dead]y'weapon
is received on the buttocks, the injury will still be within the realm |
of the auguste's behavior. An area such as the buttocks can sustain
injury of great magnitude and ;ti]] give an illusion of comic effect!
Areas such as the arms and legs do not create as great a comic illusion
as do the buttocks. At all times the nature of the activity indicated .
must be obvious and clean. The amount of slapstick in which the

auguste engages contributes additional spectacle to a performance.

The social status of'fhe stage character varies, especfa]ly re-
garding occupation. A]though the auguste clown type is easily identi-
fied with Tower middle-class professions, such as those of the blue-
collar worker, on occasibn, he performs as white-collar worker, too.
The abi]ity to perfprm different occupations of differént social
classes demonstrates his adaptabi]ity.

The physical appearance of the auguste circus clown and the
stage character are not the same. The makeup‘of the auguste is not
used by stage characters today because this makeup is too exaggerated.
European auguste circus clowns usually wear regular clothing, as do
some American auguste clowns. Such apparel would then be similar to
that of the stage'character,'but for the most part the costume and
makeup of the augusté clown have little relationship to the augﬁste
character type on.the stagé.- |

The august clown type has been part of the theatre for centur-

ies. The adaptability and versatility of the auguste, as well as his
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participation in a reversa]lof physical contact, make him a unique far-
~ cical character. Characteristics of the auguste continue to be of sig-

nificance in Contemporary Theatre.



APPENDIX A

"BIRTH OF THE AUGUSTE" IN LES CLOWNS
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~ Les Clowns by Tristan Remy
Bernard Grasset Editeur
61, Rue des Saints-Peres-VI
Paris
Translated by Adele Tejeda, M.A., Romance Languages, Huhter_Co11ege,
New York
The'authOr,‘Tristan'Remy, uses information written in Europe
between 1850-1890, by authors 1like Pierre Mariel and Edoudard Perrodil
and from artfc]és ffom "Tout Paris," to name a few. Ms. Tejada trans-
Tates pages 64-74 which deal primarily with the appearance of a speci-
fic clown character called August(e) who appéared in the circus horse
shows of the time and the question of whether the creator of the clown
type was or.was not Tom Belling. Remy points out that there were
several factors confributing to the origin of the August(e) clown type.
Though most sources agree.on a beginning date of ]864 with the per-
formance given‘by Tom Belling in the German Renz Circus, Remy indicates

that several sources attribute creation of the August(e) to other mem-

bers of the circus.
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BIRTH OF THE "AUGUSTE"

The origins of the "Auguste" are unprecise. His beginnings
remain‘unrecorded, and we cannot refer to bositive evidence regarding
the approximate dates of his appearance in his most primitive form.

Later, at the time when his appearance was hot so questioned,
this grotesque character, with a style so bizarre and strange to tﬁe
circus, was greatly spoken of ahd of his bewildering gestures. It is
then that we look for those attributes that contribute to the worth of
a Creativity thét everyone finds then so original. But this search
became difficult and it is hard to determiné the source of the acts
which composed the.totality of the clown repertdire. Nevertheless, as
hardy as the epoch in which it was able to appear, it was good that
. someone interpreted it. Thebperformance tempted no one. The ciréus
was from the point of view of the critics considered as a poor family

wﬁere the children--they héd done happily without them besides--had no
| need of pedigree. |

The Birth and the first steps of the "Auguste" did not relate to
any one person. Its remarkable story begins with James Guyon who ap-
peared at L'Hippodrome in the Atma, at the end of the year '80, and
highlights an "auguste" that became the prototype of all the others.
The fact is that one does not find, after James Guyon, no one sole cir-
cus that does not count without a program carrying an "adguste," more

or less comical, but slightly different from the model so that each
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imitator could consider himself drigina], The ro]e.was so quickly
copied that it achieved an immédiate éuccess for its novelty and as-
sured momentarily an enviable place to he who acted it. This peculi-
arity permitted, on the other hand to the clowns who considered
spite of all, the "auguste" as the comic type of inferior order,1 alien
to the traditions of the bank, of boasting of bringing up the idea of
~ the leading character and as soon as it was abandoned, of having had
something to do with its birth. To hear them, in place of having been
" the creators, they had been the promoters. So much Qas said, according
to théem, clowns, that the "augusfe"_was not the work of a personal
inspiration, but the unaccounted-for result of a vulgar improViSation.
The participation, mdre 6r iess pretended, more or less vicari-
- ous, of the ciowns in the creation of the "auguste" confused singularly
the issue and Ted astray the later research attempts based on the un-
cerfain clues. Lacking a iather; we do not spare the godfathers of thé
"auguste." Though unprécise, the circumstances of his birth became |
legendary. These have stayed with him.
We cannot accuse the research specialists of the epoch of having
been curious. They were not encumbered by difficu]ties. They ignored

them. They could have, at least, gathered the data of a current problem.

1. Edouard de Perrodil could write in 1889: "With the charac-
ter (of the auguste) we descend a degree in (the social ladder). "Don't
ever forget to the point of giving a clown in his presence the name of
auguste, he will regard you as the most despicable of ignerants, for a
vulgar and unenlightened boor. I authorize you in retaliation to give
an auguste the name of clown. He will be flattered and you will have
his hand in a sign of gratitude." :
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It appeared to them, as to many also today, unimportant. Then it had,
we thought, its importance, since»itrtouched on the history of the
circus spectacle in France and of the public circus spectacle in general.
Some prudent questions, some judicious veriffcations, a Tittle critical
sense, would have sufficed to discover a truth more to their comprehen-
’sion than to what it was to their successors who neglected, with the
same disinterest, to engage in researches uséless to them, and contented
themse1ves to undertake on their accounts without exam{hing, on the con-
trary, the facts, what the first had muddled with their presumptions.
We will excuse ourselves from proceeding to the numerous and abundant
quotes in order to leave to their authors the total responsibility for

the legends that they have confirmed.

The written documents follow closely the spoken accounts, a
unique source of information to researchers. These legends contain a bit
of truth that should be extracted from the rest, because much hés been
embellished and a]solimagined, that which shéu]d have happened, in order
to give a plausibility to the feats that hardly occurred.

Edouard Qe Perrodil, one of the first, reported the ventures of

“the first "auguste" without faking,fhem apart critically. In 1889, date
of the publication of hﬁs book, the success of the "auguste" was new.
Those who knew of that creation, that which could be known, could not

be distorted any more. True or legendary, the history of the birth of
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the "auguste," again in its pure state, could be corrected, verified,
controlled. .

De Perrodil, besides, knew the clowns well. He ignored only
some, because they were accessible to the secfets of the»mystifications,»
some others because they thought to acquire great importénce by exer-
cising their imaginative faculties, altering the feats without scruples.
He made do without checking the oral traditions which passed now as
authentic. He did not seem, in any case, to have doubts about the
veracity of his informétion. He did not believe it necessary to sub-
stitute the differenf facts in order to support the veracity of his
declarations.. He did not want to abort the accounts and thus draw
attention to himself.

His book, in effect, written without any literary pretensions,
in the loose style generally of journalists, neither light, nor serious
as the epoch, spread in interest for it communicated; though in the
form of echoes, the happenings of a world that 1ived, according to the
vast public, surrounded by mystery and for whom it was always the same
curiosity. 4 |

| Nevertheless, the information that De Perrodil considered accu-
rate, was not so. We will see much later, to what extent it contributed

to thickening the fog over a question that he believed resolved and

which did not stop to be later controversial.
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De Perrodil believed that it was in the Circus Renz and at
: Ber]in] that thé "auguste" appeared for the first time. " The director
of the circus had taken, to serve in the ring, a young boy who, at first,
could supposedly be typecast as the model for all the others. -Hfs name
was Auguste.2

"Nithou£ a doubt, his physical appearance indicated his possessor
had a Tack of inte'ﬁigence° "

"The first evening, the podr chap was at such a bewildering
state that he dared hardly touch the coverings or riggings, objects of
his work. Justifiab]yrso, it waS‘natura1 fo thihk that the new arrival
had fallen perhaps under the blow of a painful experience, caused by the
~presence of a large audience. But the second evening, the beWi]derment
of the auguste was the same.

Note that this ludicrous character did his best and shook like
a poor soul but when it came to doing the slightest task, 1mpossibje!
His feats couldn't go as far as removing a covering, a plank or a scrap
- of wood. |
You judge if the impatient master of ceremonies or manager did

not have a hundred occasions to reprimand him in the ring itself and to

1. Achille-1I. Dalseme situated the adventure in Bruxelles.
"Le Cirque a pied et a cheval," Paris. A la Librairie IT1lustree, 7,
rue de Croissant, 1888.

2. We can content ourselves with this assurance since it does
not explain the fortune of a name who gives the expression, to be the
auguste, to be the "gugusse," etc., and which others have been carried.
We notably cite the grotesque of the equestrian company Guillame,
Auguste Dallot, who in 1880 entertained the people of Pera, the French
quarter in Constantinople, the Mecca of entertainers. :
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teach his name also to the audience who did not lose time in becoming
his chorus..

The director of the circus knew exactly how to profit from
the unreckoned follies of Auguste. He gave him a special costume which
has remaihed since and whom everyone knéws& a black, out of propprtion
coat, ridiculous pants, outfit of a questionable style, but which, for
the vu]gar; Tacked hothing, appeared, the comical style of an individual."

Hugues Le Roux published at the same time "Les Jeux du Cirque et
Ta Vie Foraine."! But it failed to recognize the character, it disre-
garded hié predecessors, the existence of the "auguste" seemed so unim-
portant that he did not mehtion it. ’

In 1900, G. Strehly, a Tittle suspicious_of the interest in the
comic art of the character, skirted the issue without pursuing it more.

"Who is the originator of this genius, who became so popular
that it tends to dethrone all the‘other types of clowns? he asked. 1It's
‘a discussed issue." | |

No name is brought forth. Nevertheless, it is to Tom Belling
that, after the declarations of the Fratellini's, Pierre Mariel attrib-

utes the merits of having created the "auguste” type.2

1. 1889, op. cit.

2. Les Fratellini. Histoire des trois clowns, assembled by
Pierre Mariel, illustrated with 115 designes of Edouard Elzingre,
etched on wood by Paul and Andre Baudier and of eight pictures on helio-
gravure of the three Fratellini's in the circus and in the city. Pre-
face by Jacques Copeau.  Societe Anonyme d'Editions, 71, rue de Provence,
Paris, 1923. :
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"One evening, in 1864, an English horseman, working for a
_ Berlin circus, tripped while leaving the ring where he had just set up
some property; Tom Belling was the name of the horseman, called
auguste, known "urbi et orbi," by his drunkennesé. So, not doubting
that he should not fall, to all very comical, because of his state of
contjnua] intoxication, many wags yelled, "Auguste, Auguste."
| "He raised himse]? and looked at the pub]ic laughing. . .Before :
his stupified appearance and his reddened nose, the audience repeated
with an outburst of tremendous enjoyment."
| "--Auguste, dumm"1
The next day, Tom Belling repeated his role and received this
time the consciously provoked success that he knew how to keep up by
dressing up in a ridiculous manner, grinning openly, and by accepting
humbly the sTaps that the clowns on foof dealt him in order to add to
his confusion.
| "Be1ling sought out the Fratellini, he got near the Franconi
in 1874,2 but his British coolness hardly gained him success."
"It was on]y‘in 1878 that James Guyon imported the act to
France where-it was during many years the joy of the public at the

Hippodrome.“3

1. Auguste, idiot, fool.
2. Not in 1874, in 1877 beheld from afar.

3. W. Disher, in "Clowns and Pantomimes," op. cit. revived
the thesis developed by M. Pierre Mariel. James Guyon did not import
the act since Belling, working in the Franconi Circus, was engaged
himself.
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Tom Béi]ing was known as a perfect horseman. Under the name of
Tommy Valtige, in the company of Louis Gotz, he had travelled the Ceﬁtra]
European Countries 1h the circus of his father Fred Belling, and he did
not seem to feel, seeing his renown, that he should occupy habitually

in the Renz Circus, the role of fool, inferior to his position of horse-

- Mman.

That he was fo replace on standing feet a weak employee, belong-
ing to the paternal stables or directorial stables, that he filled him-
self fhe functions of constant ring master or_supervisor of the horse-
riders, during the development of the cavalry of the Renz Circus and of
his family and that he put on the habits in order to make the uniform of
cavalry boy, testify to the quaTity of the establishment the eventuality
of which does not surprise us. The fact is common (knowledge): the sons
'servé theirufathers, just as these, becoming less ab]e; serve, in their
turn, their children.

But to the origin, that is to say, when the.adventure told by
Pierre Mariel, occurring after the Fratellini, occurred to Tom Belling,
it was neceséary that a man so important to the spectators should know
the borrowed name of the horseman in order to be able to interpret him
successfully. Or if two things: One, Tom Belling had filled the role
of clown under a pseudonym, something very customary, again, and the
birth of the "auguste" had not seemed so spontaneous and was not due
to a precise circumstance, or again, if Tom'Bellfng had made a mess of
the situation in the banal ring job for whom he had no need of concealing

his personality of horseman under an assumed name and the audience had
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not used him in a game while looking for the name which has stuck to
him, we have every reasph to suppdse that the baptism of the character
followed closely his birth.

Tom Belling appeared for the first time in France with the
Franconi Circus, on January 7, 1877, duking an intermission: "1'Ecuyere
1820." On banuary 17th of the same year, there appeared officially, if
one can say, the name of the "auguste." Oﬁr horseman appeared in a show
of his own establishment under the following salient features: Belling |
called Auguste.

| It is then, on this preciée‘date, that Tom Belling, though not
perhaps the creator of the auguste, gave him the name. And it is
perhaps.from thisvthat comes the confusion betWeen the father and tHe
of fspring and how we attribute to one that which belongs to thé other.

About the act:_"Be]]ing called Auguste" is on]y an interlude,
only one écene in the equestrian'shqw, only a comic piece. |

The character does.not have persona]ity sufficiently defined,
in order to ﬁermit him to interpret a role in any sketch. The acts in
pairs are pefformed by the traditional clown. And Tom Belling performs
on January 27th'w1th Chadwick, 1nter1ude, "Mort et Vivant" where the
mishaps are not acted’ouf. On‘June 5, 1877, engaged in the Cirque d'Ete,
Belling performs in the "Clown-Obus" with Conrad, Chadwiék, Buisselay,
Rafin, Ducros, Bogeni, Leroy, Tony, Vida]let Gauthier. Thus, the epi-
sodic personality, the apparition of the character béptised, "Auguste,"A

is well defined.
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But Tet's return to the origihs of the "Auguste" and let's see
if the German sources destroy or confirm one of the arguments that we
have brought. |

Accdrding to J. Ha]person,] if thé creator of the ”Auguste" is
supposed to be Tom Belling, he should have before him a clumsy, dull-
witted stable boy model that resemb]es‘him as described by Perrodil.

After the version that Halperson presenté without‘indicating
from whom he got it, Chainck is to have created a type of "auguste"

‘before thié one, in the imitation of another Englishman, Widdecombe,
who had attempted to ﬁerform the 51]1y act2 without planning to give it
a lasting form. Tom Belling, on the contrary, had the character on
foot putting his hands everywhere and not refusing anything, finding.
himself in everyone's way, but claiming proudly the success for himself
by having his right thumb between his shirt and his uniform Tike a
champ1on, his left arm behind his back.

Be111ng worked through to the end of 1860 with the Renz Circus
as comic. The name of clown was not at the time in use in the German
circuses. Someksau]ting in some‘sketches and more specially during the
"pag de deux," he had, they say, the tendency for adventurous pranks and

he became a drunk, which he abused in that epoch, retaliating at having

1. Das Buch Vom Zirkus, op. cit.

_ 2. An article not carrying any date in "Tout Paris," but before
1900, figures in the collection Rondel (Library de L'Arsenal), mentions
Chadwick as having made 1'auguste before its creation by Tom Belling.
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been made supervisor of_the wardrobe roohs by the senior Renz who did
not take lack of discipline 11§ht1y. |

There, one evening, in order to amuse himself, Tom Belling
dressed hiﬁse]f,in a ragged costumé and'fouhd fo his surprise his di-
rector who was presenting the part in a»simi]ar outfit, was doing so in
order to punish his employee by ridiculing him--Halperson is not sure
but one can suppose--that the supervisorvob1iged'h1m to appear in the
rihgrin the gérments with his crutch.

The episode is very ethical for not-having been planned. So
that, if Tom Belling acted according to the reports, it is unclear how
the ludicrous appearance could have ridicu]ed him, otherwise to his
advantage, and the success that he gained was not a puniéhment for him,
was, on the contrary, a revenge against his authoritative and vindic-
tive supervisor. |

| The thinness of this explanation has not escaped J. Halperson,
“who has proposed a version he has, he specifies, from. a source worthy
of his trust and that he took. over the precéeding one.

‘The act took place always in the Renz Circus, not so much in
Berlin, but in Saint Petersburg, at the start of.1870.

.The head of the ‘horse show, who had crooked 1egs,‘whose name
was Machline (Mac Leane?), replaced, one evening, by chance, an absent
horseman. Machline presented himself in the ring in a shquorn habit
of a groom in order to pass the hoops to the horsemen, and the clown

resumed interpréting his role pretty adroitly, in order to amuse the
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peop1é at all cost, he would push him toward the barrels filled with
crepg paper and have them topp}e over. |

The public received the incident with so much gaiety that.
Mach1ine, furious, took badly to the joke and chased the clown to the
benches in ordér to make him pay for his prank.

The elder Renz, who was present at the scene, found it funny
and invited the originator té étart again. This discovery, because it
was of a nature that éerved as point of departure after a complete act,
was for the-series forgotten. Machline died. But Renz, remembering
that scene, told it to Tom Be]Ting and asked him to use it in his role
of comic groom.

One evening, in the year 1873, Belling presented himself, his
costume became him badly by its strange get up, his wig disheveled, his
nose rouged in a stupid and malignant face, his eyes blinking strangely.

- Again, Qndecided over the manneriin which he wou]d‘arrange his
role, tripped over the rim of the ring and fe]]; He wasrreprimanded by

ol “He threw, as a

a young man in the gallery with the word "auguste.
joke, but very seriously, a furious look toward the gallery, which added
»to the funny side of the situation.
| We will not know from this source recounted by Cesar Gui]]aumez

(the clown, Bebe, brother of Antonet) about the origin of the "auguste."

1. Why the "auguste" rather than Paul or Nero?

2. Cesar Guillaume was then speaker of the clowns at Mediano
during the two Tast years under the direction of Bontem. He had taken
the role from Goddard who presented besides an "“auguste" piece similar
to that described by Halperson. ' :
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It is almost identical to that which Halperson considers as authentic.

After Cesar Guiilaume, it was the eTlder Frediani, the father»
- of Beby (Aristodémo Frediani) who, in evening dress, at the Renz Circus
passed the hoops to the horseman. He had the idea of making pirouettes
to amuse the director who was present in a box and make him appreciate
his talents. This‘experiment had the anticipated success. Renz was
satisfied and Frediani repeated it again on the following days. Others
imitated and Tom Belling rescued, little by 1itt1e; the character for

. . 1
his own creation.

Let's try now to shed some 1ight about the_psycho1ogy and the
game of the chéraéter. '

De Perrodil defines his role: he seems fabulously occupied in
doing nothing, everything hinders ‘him, if such is his fantasy, he is
the product of the workérs involved with the arrangements of the ring.

" The first "auguste" had then come together, with the traits
of a ring flunky, the personé]ity of a bewildered soul and of the main
idea that composed definife]y the two distinctive qualities signaled

by the master of ceremonies of the Show.' These variations are indicated

‘1. We cite again the opinion of Miss Antoinette Gontard, the
celebrated horseman of the renowned Hippodrome School at Alma. She
tells it in 1930. For her, the first "Auguste" was an artiste called
Chapline, nickname of a known film comedian. Machline, Frediani,
Chapline, here are neighbor sounds that leave us curious.
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by the Frantellini, that he operated 1like a bewildered horseman under a
state of chronic drunkenness. |

If, in his first version, Halperson speaks of a Tom Belling,
abuéer of 51cgho]ic drihk, the second version gives the character
attributes of a more serious 6rder. "He lends himself to the jokes, but
- does not accept it.

Clumsy, stumbling, he enhances the mocking reprimands in a pro-
voking air and insults the hecklers. He is proud, not bewildered and if
‘his ragged costume contrasts with his proud bearing, wounded at héart,
the man is determined to be respected and does not support passively
his state. |

We ddn't know, unfortunately, on the behalf of setting the ques-
-tion straight, the exact amount of pieces that Tom Belling performed in
the'Franconi Circus when he played for the first time the role of
"auguste" in France. We would then know if this ro]e_conéisted of play-
ing the incompetent, the fly in the room, the amusing touch all, the
5th wheel in the coach, who if his game is 11mited to his awkwardness
“excites the hilarity of the audience, to whom he responds With feigned

bad humor.
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Meyers Encyclopoedia

Vol. 4, Leipzig and Vienna:
Biinographisches Institut, 1895

Translated by Martha Hutzelman, German translator,.second-year law
student, the University of Arizona
The following is a definition of the word clown in the German,

Berlin dialect of 1895.

Clown (English)--pleasant, blockhead (lout), bounder; the mérryf
maker (funmaker) of the Eng]iéh stage, to which the German "Hanswurst"
(jack of the louts, buffoon) is related. In earlier days, he was not
allowed to be absent from tragedies and had the right to improvise.
‘From the coarse and unbridled nature of his fun, he was loved by the
folk (people). Later, he appeared in the lesser plays (after-plays)
and finally, with the exception of Shakespearean pieces, in the panto-
mime and in the tightrope dancing. The greatest appearance of the clown
was asserted in the Christmas pantomimes in the theatres of Druryland
and Convent Garden, wheré in more recent times Joe Grimaldi gave him
(the clown) a special reputation (renown). From there, the clown went
over to the circus, where he developed a great versatility for himself,
in that he no longer played the merrymaker and the teasing'(1eg-pu11ing)-
blockhead (Tout) (named “"august" in Berlin), but he also performed as a

gymnast, juggler, musician, animal trainer, etc.
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VIntroduction

On December 26, 1980, I wrote td Mark Anthony, a c]own in the
Ringling Brothers, Barnum and Baily Circus, Blue Unit for fourteen (14)
years and asked him several questions with reference to the auguste
clown type in the cfrcus and its counterpart on stage in the theatre.

I requested Mark to record the material on a cassette tape, informing
him that the material would be used for my thesié.
1. First, I asked Mark to introduce himself.
2. Second, I requested that he relate the characteristics,of'the
auguste clown, and
3. Third, that he gives a description of the visual appearance of

the auguste clown, such as, costumes, wigs, and makeup.

On January 13, 1981, Mr. Anthony responded, sending one cassette -
tape with this material including additional material he thought appro- -

priate.
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Anthony:

We'll have some, ahh, a number by the European musical cTowns.
I hope you'11 enjoy this . . . Get ready, 'cause, here it comes.
lateron, we'11 have to.p1ay the wooden soldiers. On the one, two
three! Now, let's open this tape with, ahh, what the European
musical clowns sound like. It's Zanni, taken from the Monte Carlo
Show . . . Music .

Now, what d'ya think of that? Coco, one whistling, auguste
clown, may march around 1ike he has one short 1eg,'a'baritone valve
may blow off and Tand on another clown's head. A trombone player may
swing around and push the clarinet through a clown's head, with shots
~ of smoke and water running out of his head and ears. Anything canrand
does happen. _

‘I'm Mark Anthony, and I started c]owningiabout fifty-five (55)
years ago. My first attempt at circus 1ife, I was told to go home and
grow up, as they did not hire kidé. That was the Sells Floto Circus,
in 1934. So, I took, so I rode the freight trafn back to Hartford,
Connecticut, and joined the Y.M.C.A. to learn tumbling. Also, I have

“taken tap?dancing, and got by in it, and practiced juggling, and three
(3) years later, I could juggle three (3) or four (4) balls, could .
turn a back somersault, and make papier-méche clown heads.

My chance came with the Aireal Brocks as an apprentice on a

ground horizontal bar act. Well! I had to clown while serving my
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apprenticeship . . . Darn it! . . . I was the First of May - It's

‘what newcomers are called. The manager of thét show, the Dan Rice
Circus, has asked me to come back clowning, but I didn't stay with the
bar act. ,So, the following year, I did go back with the same mahager,
but his show was the Harris Brothers Circus, one jump ahead of the
finance company--which I didn't know, before I found out that my'
tumbling was entrusted to Jesus, sort of. So, Eko Yoshida, a Japanese
foot juggler who, inspite of having hemorrhoid;, couldn't stand seeing
me tremble or off time and tempo, so, he undertook to show me the right
way, by tying up my arms, so I wou}d Tead with my head-énd shoulders
and, ahh, lead off the balls of my feet. But, after a month of Eko's
coaching, I tumbled as 1ight as a feather.

But the circus didn't last. Aftér a week's vacation in the
swamp, just off the freeway, we left in the bouring rain that night.
The shéw title was changed from the Harris Brothers to the Sun Brothers,
~ but didn't help, as the finance company caUght up wifh us and took
away all the circus trucks. .So, we were 1eft sitting on the lot,
on our circus trunks.

To keep working, we joined the Bank, the A11-Americén Carnival,
and the West Coast Carnival. I had to clown around the ballet, that is,
tb ruﬁ out of the, ahh, big top and juggle, and dance on a small
platform, in front of a circus tent. A short‘announcement about the

inside show and then go inside and do a clown number, 1ike, Seeing the
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~ Waterfalls, where a clown places a coin on the forehead, drops it
down into a funnel; then, the other clown pours water into it, but
the third clown has a hot water bottle inside of hiﬁ pants andbthen
the gag falls back_on the first clown.
-It was during the depression, and the money was scarce. After
a couple of weeks, we left. The following year,I entered night club
| work, doing eccentric dancing and juggling. I signed with the Cole
Brothers Circus as a White Face Clown, but after three weeks, I was
asked to do tramp; and Otto Grimbling, one of the greatest, Qreatest,
was told to get me ready. SQ; he 1aid up a suit of rags and showed"
me how to put on a sad face.tramp make-up, and, ahh, that's it. In
as much as the character was established on the Cole Brothers Circus,
they wanted someone tordo'it, and they chose me. It was quite an
effort to quiet down from running and tumbling and working in

. Walkarounds. I've done the Plank on the Head, and the Basket Horse.

I had a papier-mache seal balancing on.my head, so that was all put
aside. I had to sfop laughing out loud and mope around sadly, munching
| peanuts which I cracked with a huge hammer. So, anyway, that established
me as tramp clown.

‘You asked about the type of clowns. Well, first, the White
Face: He's the feeder of 11ne§ and gags to the auguste, the one that
gets slapped, so he tfies to get even, so he works on the tramp, or the
grotesque clown. The White Face is thét with white face, white skull-
cap, white gloves and shoes, ruffied collars, and, of coufﬁe, he may

.also wear _ L s spangles, and rhinestones.
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Now, the auguste's make-up isrflesh color with, ahh, red flush
cheeks, a huge mustache, big nose, misfit clothes, and big shoes. He
may also have a flat, no line make-up.

A tramp is a whistfu]s sad, unpredictable character who's
into everything, but does nothing, kinda in his own way. I worked two
seasons on the Cole Brothers Circus as a tramp.

Now, tramps and augustes, called character clowns, work
throughout a show with the exception of Center Ring. Then, they fade
out or lay low so as not to take away the attention from the Center
Ring. I think Charlie Champ]in and W.C. Fields could be called auguste
clowns. In the circus, thére were Carol Burnett, Charlie Ripples,
Freddie Freeman, and Gene D'Co]e; 'Freddy,‘of course, worked with Otto.
In trdmps, of course, Emitte Kelly was the moét noted; OttorGrieb1ing,
Gene Randolph, Andy Kellins, Jimmy Davidson, Pau1 Gerome, Gene Lewis,
Bobo Barnet, Donney Chaplin, Mark Anthony. You might add Buggsy
Anthony;}'Trampsy, but kinda auguste too, he wears, ahh, loose,
misfit clothes, big shoes, small hat, and big nose, but plain flesh
make-up, kind of a sad séck.

I worked five (5) years for Clyde Beétty Circus, four (4)
years for WOod'Cfrcus in Australia, nine (9) weeks in-Russia; ébout
ten (10) different seasons for E.K. Fernandes (The Barnum of- the
Pacific in Hawaii). Then, Ruddy Brothers and Jensen Brothers (These
_fwo were outside with just a backdrop and‘"A" frames - which hung the
rigging outside of ballparks and rodeo grounds. Then, I worked with

the Ringling Brothers Circus three years before the Felds bought it



