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Abstract

THE HEROINES IN THE NOVELS OF STENDHAL
by

Joan Marie Davidson

Adviser: Professor Henri Peyre

This dissertation is an examination of the depiction of major
and minor heroines in the novels of Stendhal. Stendhal shows women
not merely in terms of their physical appearance or as others see
them, but also as they view themselves. The reader is invited to
share their pensées intimes, to partake in their interior discourses,
and to witness tﬁem in action or passivity. And one learns about
their hidden, latent potentialities and qualities through the pleas-
antly diverting intrusions of an omniscient author.

Attention has been paid to Stendhal's personal notions about
women and love which appear in De 1'Amour and other nonfictional
writings and often point directly to the heroines of his novels.
Stendhal's private obsessions, his prejudices, his predilections, and
his dreams or yearnings are discussed in respect to the women he por-
trays. Characteristic themes and recurrent images have also been ex-
plored, as has Stendhal's attitude toward le roman, as written by his
predecessors.

There are five chapters in this study; a chapter for each novel,
and the heroines therein are treated separately. The novels have been
dealt with in the order that they were written to bring out similari-
ties between Stendhal's first and succeeding heroines as well as tend-

encies in methods of portrayal, and to discover changes in the ways
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Stendhal introduces and portrays his heroines.

In Chapter I (Armmnce) consideration has been given to the way
Armance is first presented, sight unseen as it were, with nary a word
about her character or background beforehand. Stendhal's physical
description is impressionistic, his concentration upon her eyes and
her revealing regard. The author's limited use of physical descrip-
tions along with his unwillingness to give his heroine a dense, sig-
nificant past are noted. And such aspects of Stendhal's characteriza-
tions, which make his portrayals quite unlike those of his contempora-
ries Balzac and Sand, also suggest that his heroines are not fixed
once and for all. Stendhal's women seem to evolve as the novel prog-
ressese. Capable of change, whether they are under the impact of love
or otherwise, they often surprise the reader by unexpected words and
actions.

In Le Rouge et le Noir Stendhal's use of contrast and comparison

is a feature of interest. Mme de R&nal and Mathilde de la Mole retain
some of the traits of Stendhal's first heroine. Yet each is distinc-

tive and they are sharply opposed to one another. In Chapter II there
is discussion both of the inveterate modesty of the femme douce whom

the Stendhalian hero always prefers (in this case Mme de R@nal) and of
Stendhal's own pudeur as a novelist. His admiration of force, imprévu,
imprudence, and energy find expression in the audacious Mathilde de la
Mole, who incarnates Stendhal's ideal Renaissance being, and, in addi-

tion, symbolizes amour-vanité--as opposed to Mme de Rénal, who is amour-

passion..

In the incompleted Lucien Leuwen Stendhal's heroines continue to

be compared to one another, albeit less effectively than in the pre-

ceding novel. The relationships between Mme de Chasteller and Stendhal's
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beloved Méthilde and between the caricatured Mme Grandet and the writer
Mme de Staél are explored. In this novel a minor character, Mme d'Hoc-
quincourt, emerges as a spirited and appealing woman. It is she who is
traced with ease and enthusiasm and, like Mme d'Aumale who is discussed
in Chaptér I of this study, announces the Duchess of Sanseverina.
Increasingly Stendhal's focus is upon the energetic heroine of un-

conventional even immoral ways. In La Chartreuse de Parme the hero

seems pale compared to his aunt, Gina, who from the beginning of the
novel is a forceful, prominent character. While Clélia Conti, like Mme
de Chasteller, tends to exist more vividly in the mind of her lover
than in her own right, and bears much resemblance to earlier docile,
modest, retiring women, she nevertheless becomes quite active on her
lover's behalf and, at the end, surprisingly self-assertive. Stendhal's
physical descriptions remain sketchy, with attention directed toward the
eyes and the regard of all the women whom he would have the reader ap-
preciate. His intrusions in the Chartreuse are generally those of a
pseudo~moralist and they justify the immoral, imprudent, unprincipled
behavior of his Italian heroines--at the expense of the vonventional

and tiresome French.

In Stendhal's last novel, Lamiel, the heroine is clearly the
central figure of the movel. Her youthful growth and development are
lightly traced and she is the only heroine who has been given anything
resembling a meaningful past. In Lamiel feminine modesty is all but
forgotten. Neither love nor jealousy are motivating forces here, for
it is curiosity that moves Lamiel. She soon becomes a willful, enter-
prising young woman who breaks away from her repressive, stultifying
milieu to chart her own destiny. If Lamiel, by virtue of her inde-

pendence, spirit, imprudence, and energy, is akin to Mathilde, Gina,
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Mme d'Aumale, and Mme d'Hocquincourt, she is also a heroine who closely
resembles the youthful Henri Beyle, whom Stendhal recalls in La vie de

Henri Brulard.
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FOREWORD

A central theme in Stendhal's diverse writings is love, and the
critics of his work have often focused upon it. For Henri Beyle, the
author of De 1l'Amour, had throughout his lifetime loved many women--
French women, Italians, actresses, countesses, young girls, and married
women; some coy and modest, others histrionic, bold, even loose. And
with many if not most of them he was an unsuccessful lover. Approaching
the age of fifty, still in search of himself, he wrote revealingly in

La Vie de Henri Brulard, "Je vois que j'ai été constamment occupé par

des amours malheureux." (I) Figuring prominently among the women
whose initials he traced carefully in the sand and whom he could not
forget were those he had never possessed. The fact that he was not a
successful lover colors his conception of love as well as his thoughts
about women. Interestingly, then, if in Stendhal's novels the act of
love is conspicuous, that is because it is rare and generally fails to
unite the Stendhalian lovers. Furthermore, his fictional women capti-~
vate the souls of men more than they themselves are possessed. Stend-
hal preferred, or made himself believe that he preferred, ''mnatural"
women who were a bit moody and mysterious, spontaneous women of modest
ways. And if such women rejected him it was to protect themselves.
Paradoxically, although Stendhal's love life has received much
attention and although the author himself has been regognized as a

"deeply romantic" yet "decidedly feministic writer,"1 his heroines have

1Simone de Beauvoir, The Second Sex (New York: Alfred A. Knopf,
1952), p. 248.
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not been closely examined at length or in depth.

My own interest in Stendhal was first stimulated by Le Rouge et
le Noir. The heroines seemed vital, remaining fixed in my mind long
after the book had been put down, the plot forgotten. I wondered why
this was so, especially since I had little idea of what these women
looked like, and what--if anything--had molded them. My interest led
me to read through the works of Stendhal, and thereafter to seek an-
swers in the critical literature.

Though there are many Stendhalists who have shed light upon
Stendhal's life and art, and who have helped both to shape my inten-
tions and to set my direction, nowhere did I find answers to the ques-
tions that had formed in my mind. For example, F. W. J. Hemmings'
Stendhal: A Study of His Novels is a thoroughly documented, informative,
and insightful study of Stendhalian themes and preoccupations. His
primary interest, however, is the relationship between Stendhal and his

heroes. In the illuminating La Création chez Stendhal, Jean Prévost

has studied Stendhal's style, literary technique, and improvisation.
Impassioned by Stendhal as a very personal author revealing himself
through his literary figures, Prévost postulates similarities between
Stendhal and his female characters, then fails to investigate further
and turns instead to the male characters.

Maurice Bard2che, in Stendhal romancier, examines Stendhal's

literary formation and talent as a novelist. He tries to show that
Stendhal's heroines are not only inspired by previous fictional char-
acters, but also, initially and always, by a real woman--no matter
that that woman may have been merely glimpsed in passing; furthermore,
it is inevitably the heroes who concern him most. On the other hand,

Simone de Beauvoir--who has devoted a generous chapter to Stendhal,
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man and author, in The Second Sex--directs attention to Stendhal's wo-

men; heroines and mistresses alike. She believes that the Stendhalian
heroine is (admirably) lacking in feminine mystery, an opinion which
we do not share. For often implicit in the ways that Stendhal presents
his heroines is a sense of mystery, which I intend to investigate.

The sensitive, perceptive studies of Victor Brombert, La Voie

oblique and Stendhal: Fiction and the Themes of Freedom, provide in-

sight into Stendhal's evasions and use of irony. Nor can the provoc-

ative Mensonge littéraire et vérité romanesque go unmentioned. Fixing

upon the phenomenon of triangular desire, René Girard provides some un-
usual insights into vanity and emulation in the novels of Stendhal.

But while he does discuss one of Stendhal's heroines, Girard, too, is
more concerned with Stendhal's heroes as beings of passion.

Most recently there has appeared Stendhal, Balzac et le féminisme

romantique by Richard Bolster, whose approach is that of a social and
literary historian. (Understandably, given the differences in corpora,
he concentrates more upon the fiction of Balzac than on Stendhal.) Be-
lieving that De 1'Amour is a "plaidoyer" for social liberty and feminine
emancipation, Bolster chooses carefully among Stendhal's heroines in de-
fense of the thesis that Stendhal's work is the vindication of a kind of
total individualism. The subject is indeed relevant and contemporary.
However, Bolster neglects the unemancipated heroines; I will not.

In The Second Sex Simone de Beauvoir makes the fundamental point

that Stendhal does not '"limit himself to describing his heroines as
functions of his heroes: he gives them a destiny of their own." With
this in mind I have studied the women in Stendhal's novels, not to prove
the author's inherent feminism but rather to discover how they are de-

picted in and of themselves--what they are, how they live, how they af-
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fect and are affected by others. To this end I have found it useful
to refer to other writings of Stendhal--the journals, the letters,
and, in particular, the quasi-autobiographical De 1'Amour. This di-
verse and uneven treatisé on love, replete with maxims, notations,
personal references, and preoccupations--not to mention the famous
theory of 'cristallisation' which demonstrates that falling in love
has much to do with the workings of the imagination--also contains -
succinctly presented ideas about different kinds of women, their
traits and behavior. Yet if Stendhal's heroines tend to conform to
the generalizations and idealized images of De l'Amour, I have found
that sometimes they depart radically from the Stendhalian norms.

Stendhal came to feel that he was writing for a select few; the
"happy few" was his term for the readers whom he hoped to please.
Hence I have attempted to show how Stendhal captures the reader's at-
tention, sometimes even demanding it in his own unpresumptuous manner.

The procedure has been chronological, beginning with Armance.
The heroines (apart from Mme d'Hocquincourt) have been treated in the
order of their appearance in the novel itself. I have invesfigated
the vardous ways Stendhal introduces his heroine to the reader; his
diverse methods of portrayal; his physical descriptions, and how he
uses them to get at the souls of his heroines; his own role in the
novel as well as his ideas about the '"roman" per se. Naturally at-
tention has been paid to Stendhal's personal intrusions, his use of
irony or sarcasm, his expression of enthusiasm, and, at times, of dis-
taste.

I have discovered changes not only in Stendhal's methods of in-
troduction and portrayal but also in the individual heroines. Thus

their actions (or lack of actions) as well as their relations with
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others have been explored to see how their behavior is altered under
the impact of love or otherwise.

The matter of Stendhal's use of models will not go unmentioned.
Nor will I overlook Stendhalian themes and recurrent images when per-
tinent to the heroines. Among the questions studied, then: How are
Stendhal's heroines revealed? How do they reveal themselves? What
is it about them that Stendhal would have us appreciate and how does
he convey to the reader the traits, the characteristics and qualities
that he himself values or belittles. 1 write with an eye to discerning
how Stendhal lends sympathetic understanding or projects himself into

these women, thereby making them vivid, memorable creatures.



CHAPTER I
ARMANCE

Stendhal named two of his novels after heroines: his first,
Armance (1827), and his last, Lamiel (1841). But whereas the hero-
ines of both novels are certainly indispensable, it is undeniable
that in Armance he focuses less upon the heroine than upon the hero,
Octave de Malivert, and in Lamiel concentrates primarily upon the
development and adventure of the youthful heroine. Moreover, the
scope of the two novels is different, as are Stendhal's intentions,

Armance is an apprentice novel; Lamiel, if not a more “mature
work," is at least quite different in subject and perspective. And
in Armance we shall see that the heroine comes to us "full-blown,"
as it were. Her past is later depicted in a sketchy and incomplete
manner, Then, too, Stendhal more often treats Armance herself in
relation to the hero and the theme of love. By contrast, Sten&hal's
last novel is uninfluenced by romanticism-~which was dominant when
Armance was written. As he grew older, Stendhal became less fond of
sentiment, more inclined to attack--with irony and sarcasm--the man-
ners, mores, and morality of contemporary France.

Written toward the end of 1826 and published in August of 1827,
Armance brought Stendhal neither the fame nor the fortune he so ar-
dently desired. It was not a popular novel; nor was it greeted with

acclaim by Stendhal'’s critics and peers.



A slow-moving if not turgid work, Armance lacks the dramatic
action, the thematic grandeur, and the scope of works that follow
ite Geographically, the novel is restricted to Paris and Andilly
and, socially, to the upper-class salon society. Its great inter-
est to us lies less in the plot than in the depiction of love--
virtually absent in Lamiel, where, from the heroine‘'s point of view,
love is replaced by curiosity--and the involvements of the heart.

Uninformed readers will be puzzled by Armance, for the hero
suffers from a malheur stemming from a never-to-be-disclosed secret.
And his behavior, like that of the heroine, is strange. Both pro-
tagonists are romantic figures--Octave by his antisocial attitudes,
and his despondence; Armance by her elusiveness, her excessive
despair. Both are subject to fainting fits and prone to exaggeration.
In short, the novel "languishes under the spell of romantici.sm."1
Nevertheless, Armance carries within it the themes and characteristics
of Stendhal's later novels,

The author intends to show us the characters and manners of the

nobility under the Restoration, as the subtitle Quelques scines d'un

salon de 1827 suggests. The salon is the location in which much of
the action takes place--action being, for the most part, conversation
and gesture. And here in the salon setting Stendhal displays his gift
for comical and satirical portrayal.

We encounter in Armance what will be recognizable as dominant
Stendhalian themes: the quest for le bonheur; love, with various

fluctuations accompanied by the imaginings of the lovers; love as a

1Harry Levin, The Gates of Horn: A Study of Five French Realists,
(New York: Oxford University Press, 1963), p. 113.



form of warfare; jealousy; the need for self-esteem. Furthermore, we
find an emphasis upon avarice and self-interest, which Stendhal habitu-
ally juxtaposes with the noblesge d'8me of his heroines and heroes
alike. For his protagonists are superiér beingas, and, when not out-
siders, they are at least somevwhat estranged from society. The author's
inclination to play his protagonists off against their boring or igno-
ble contemporaries is displayed in all later novels.

In the preface Stendhal claims that Armance was written by a
woman and corrected by his hand. But of course, he alone wrof.e it,
attempting half-heartedly to imitate the manner of Mme de Duras, a
well-known popular author of the day.2 To this contemporary he owes
the inflated style, the tone of some of the interior monologues, and
the idea of the hero's impotence. On the other hand, it is Stendhal's
voice that addresses us when he insinuates himself into the narrative
flow-~at whim. Whether to clarify or to intensify an impression or to
oblige us to re-evaluate our judgment of a person, Stendhal's comments
show us--often with irony--that his main characters are, in a multitude
of ways, atypical. Though often proud and obtuse, they are not vain,
self-serving, or shallow beings.

Then there is the style that we have come to associate with a
novel by Stendhal: the epigrammatic turns, the abrupt transitions and
shifts in tempo, the frequent repetitions and the inconsistencies.

For it is very well to say that Stendhal paints by insistence and repe-

tition, but sometimes the frequent recurrence of a descriptive phrase

aAuthor of Ourika and Edouard, Mme de Duras had written an un-

published novel whose title--Olivier ou le secret--was well-known and
inspirational to Henri de la Touche. He wrote an Olivier which was
published anonymously in the format of Mme de Duras's novels. Stendhal
decided to perpetuate the joke by introducing yet another Olivier with
a secret.




seems caused by negligence. Certainly the inconsistencies--of age,
dates, forgotten events-~are the sign of a carelessness that accom-
panies the famous method of "improvisation.”

The characters portrayed in Armance have counterparts in later
novels. Biographers have postulated or observed resemblances between
the hero and the author, and critics have not ceased to comment upon
the similarities that exist among all of Stendhal's heroes. But while
the subject of such resemblances has been fairly well exhausted, much
remains to be said about the women in his novels.

The model for Armance was, by Stendhal's account, a young dame
de compagnie (of M. de Stroganoff's mistress, said he)3 whom Stendhal
had observed at the opera. Little is known about this woman; further-
more, it is difficult to place faith in Stendhal's assertion. Usually,
Stendhal had more than one woman in mind as he created a heroine. We
would not deny that the lady in mention caught Stendhal's eye. But,
as we shall see, the physical image of the "model," however much it
may have stimulated the author's imagination, has little place in the
novel itself. Stendhal was not adept at graphic reproduction. Nor
did it interest him., His first heroine is depicted sparingly and in-
completely; at that, she is more 'thoroughly'" described than Mme de
R2nal or Mlle de la Mole in the novel that follows. Her appearance,
which may owe something to the inspiration of Byron, owes most to
Stendhal's own fancy.

The character of Armance may, in certain respects, be traced

back to literary works of the seventeenth and eighteenth centuries.

3“11 est vrai que j'ai copié Armance, d'aprds la dame de
compagnie de la mattresse de M. de Stroganoff qui, 1'an passé,
était toujours aux Bouffes." (Letter to Mérimée, December 23,
1826).



However, it, too, is fundamentally Stendhal's own invention. Somewhat
stilted, obsessive, and compulsive, Armance does interest us neverthe-
less, if only because so much about her remains to be discovered when
first she appears before us. Although almost everything about her is
unknown to us then and there, in her initial téte-a-téte with the hero
she is firmly established as the outstanding woman in the novel.

Moreover, she is the predecessor of many of Stendhal's heroines.
She has traite and proclivities that will be found in Mme de R2nal,
Mme de Chasteller, and Clélia Conti--all of them modest, gentle, and
retiring women who are most at ease when removed from society's con-
viviality or méchanceté. Bold and active women such as Mathilde de
la Mole or the Duchess of Sanseverina will not, at first glance, seem
to have much in common with Armance. Yet they have been given a few
of her more pronounced habits, and they have been endowed with pride--
certainly a paler feature in Armance than in Mathilde but nonetheless
discernible.

Twentieth-century critics writing about Armance tend to pay as
little attention to the heroiné as they do to the title of the novel.
When discussing the characters and plot, they have more often chosen
to concentrate upon examining the hero. Indeed, André Gide wrote a
lengthy preface to Armance and nearly failed to recognize her exist-
ence. However, in light of the defensive lettre grivoise that was
written by Stendhal to Mérimée, the critics' inclination is under-
standable. For Stendhal therein insisted that he wanted his reader

to be interested in the hero above all else.4

4“Je veux intéresser pour Olivier, peindre Olivier.”" (Letter to
Mérimée). Stendhal delights in discussing the hero's '"Babilanisme,"
entering into some suprisingly explicit details relative to the way an
"impuissant' might consummate a marriage. It was at Mérimée's sugges-
tion that Stendhal changed the name of the hero from Olivier to Octave.



Then, too, the opening paragraph of the novel swiftly intro-
duces us to Octave. The first chapter deals with his past life and
present situation. And, in addition, Octave's many social advantages
as well as his unusual character are rapidly sketched for the reader's
benefit. The same may not be said for Armance. When her name is
first mentioned, when she appears before us, information is totally
lacking. And anything resembling a description of the heroine's back-
ground, character, physical appearance, and distinctive qualities does
not appear until the fifth chapter, as the observant critic Jean Prévost
has apparently noted, for he makes the point that we are made to wait
until Chapter V for the "portrait" of the woman "who will give her
name to the book."5 But what he fails to recognize in his study of
Stendhal's style and literary technique is that delayed description
of the heroine becomes standard procedure for Stendhal. In Armance
and in many another novel the refusal to tell us all about the heroine
lends a certain mystery to the woman and contributes to our impression
that character--as created by Stendhal--is in no way permanent.

Of course, Armance is not all about Octave. And the role of the
heroine is far from secondary. Armance is important both to the melan-
choly hero and to the plot of the novel--if '"plot" is the word for the
series of contrived and sometimes absurd "obstacles'" and "barriers" to
love and happiness that Stendhal has produced. The part this heroine
plays in brightening up the existence of a despondent hero is far from
negligible. 7Toward the end of the novel, for instance, Stendhal tells
us:

C'était 2 elle qu'il devait le peu d'instants heureux qu'il
apercevait au milieu de cet océan de sensations amires et

SPrévost, La Creation chez Stendhal, (Paris: Mercure de France,
1950, p. 231.




de malheurs. Par ses conseils, au lieu de bouder le monde,

il avait agi, et g'était guéri de beaucoup de faux jugements

qui augmentaient sa misdtre. (XXIII)
And much earlier there came from Octave himself the admission that she
alone influences him; he says to her:

Mon orgueil élave un mur de diamant entre moi et les autres

hommes. Votre présence, chdre cousine, fait disparaltre ce

mur de diamant. Devant vous je ne prendrais rien en mauvaise

part; (Xv) :
Thus it is apparent that without Armance there would be no alteratiomns
in Octave's pessimistic outlook and no changes in his behavior. Still,
it is undeniable that this heroine's portrait is established gradually
and fragmentarily rather than clearly and firmly in one fell swoop. It
is unlike the feminine portraits that we have come to expect in the
fiction of Stendhal's contemporaries Balzac, Mérimée, and Sand.

In his portrayal of Armance Stendhal establishes several preced-

ents: delayed and incomplete description; the use of contrast and
comparison, both to assure us that the heroine is a superior being and

to enable himself to paint in her the traits he would have us appreciate;6

the transcription of the heroine's pensées intimes. As for these in-

timate thoughts, they are often presented in the form of a two-way
conversation with the self. And sometimes they take the shape of what
we choose to call a semi-interior monologue: by this we mean that
Stendhal, who is privileged to know what Armance thinks and feels,
conveys her thoughts heedless of the transitions-~his ideas and obser-
vations merging with hers so that the two are frequently indistinguish-
able. Naturally, when Stendhal discloses Armance's innermost secrets,

vwhen he bares her intimate feelings, he--in the process--succeeds in

6As Victor Brombert has pointed out, "la pensée de Stendhal pro-

céde par contrastes et comparaisons.'! Stendhal et la voie oblique,
(Paris: Presses Universitaires de France, 1954, p. 55.



unveiling not only her interests but also her character.

It is in this first completed novel that Stendhal tentatively
begins to experiment with little scenes and dialogues that he doubtless
believed would serve as revelatory introductions to the unknown heroine.

However, it is in Le Rouge et le Noir, where dialogue and intimate

thoughts are more frequently interspersed with movement and narrative
description, where there is more change of pace, that such introductory -
scenes prove most effective.

There is, in the novels of Stendhal, the sense that a woman is
not just what the author asserts or suggests, not just what the hero
or other characters think she is--all of which do not necessarily mesh
together into one consistent whole. She is also, in a large measure,
what she says and does. One comes to know her--in an existential way--
by her actions, or lack of actions. And by her thoughts, dreams,

desires, and fears as well.

To the discerning eye, Stendhal sets the stage for Armance's
important role in Octave's existence as early as the first chapter.
There he suggests that the alienated hero is a young man desperately
in need of something and someone:

Dans les moments plus calmes, les yeux d'Octave semblaient
songer 3 un bonheur absent; on et dit une &me tendre sépa-
rée par un long absence d'un objet uniquement chéri. (I)
This passage prepares us for the entry of the heroine into the pages
of the novel and into Octave's emotional life. Soon, in a flashback

sequence (Chapter III) we witness Octave, who has no difficulty com-

municating verbally ("Il possédait naturellement 1'art difficile de



communiquer sa pensée quelle qu'elle fQt"), baring his soul to a most
compassionate young woman. ''C'était seulement en présence de sa
cousine qu'Octave osait quelquefois penser tout haut" makes it clear
that Armance is special. There is a bitlof irony here, too, for even
as Octave articulates the need for someone who might pull him out of
his isolation--a friend "& qui je puisse librement confier ce que je
pense''--right before him is the one person with whom he is entirely
at ease, to whom he is obviously confiding "freely."7

This first conversation is quite important, for to this point
we have heard nary a word about Armance. It is by means of the hero-
ine's reactions to Octave's misery and through her words to him that
we gain insight into her character. She does not find Octave blame-
less, and yet, when she offers him advice and even criticism, she is
neither spiteful nor domineering but, instead, firm and rather gentle.
Quite clearly, she sympathizes with his woes and is desirous of en-
couraging him as best she can. Their perfect friendship takes on
consistency. And, of course, their discussion portends the strong
influence that Armance will have upon Octave's behavior and attitudes.

It is in this chapter that the theme of love is delicately in-
troduced--from the heroine's point of view. Octave, who does most of
the talking--and it is about himself--reacts intellectually to Armance's
carefully worded speech and helpful comments. It is Armance who re-
acts emotionally. Although she successfully hides her feelings, Armance
is not merely touched by Octave's plaints; she is psychically, if not

physically, responsive to his presence:

7His need for a compassionate friend is reiterated: 'La seule
ressource contre cet avilissement général, pensait-il, serait de trouver
une belle 8me..., de s'y attacher pour jamais, de ne voir qu'elle, de
vivre avec elle et uniquement pour elle et pour son bonheur." And for
the reader these thoughts are provocative indeed. (IV)
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Ces plaintes, quoique égoistes en apparence, intéressaient
Armance; les yeux d'Octave exprimaient tant de possibjilité
d'aimer et quelquefois ils étaient si tendres! (III)

An interesting feature of this conversation is the way Stendhal,
perhaps unconsciously, picks up one of the small threads left dangling
in De 1l'Amour, where he had suggested that a woman will respond to a
man whom she can pity and respect at the same time,9 and weaves it into
the interaction between Octave and Armance. Octave has discussed his
"accds de malheur qui sont de la folie 3 tous les yeux" and which make
of him an "2tre A part." Then, after pouring out his heart to Armance,
he zssks her, "Suis-je donc un méchant?" But while her reply is seem-
ingly impersonal and disinterested--spoken with the "ton sévdre de
1'amitié"--her feelings are of a different oxder:

Elle, sans se le bien expliquer, sentait qu'Octave était

la victime de cette sorte de sensibilité déraisonnable qui
fait les hommes malheureux et dignes d'@tre aimés.

There is, then, a direct link between Armance's pity for Octave and
her admiration of him as a sensitive and worthy being. Her intuition
follows from what Stendhal had implied in his treatise of love. And

as we shall demonstrate, in other novels his femmes douces et tendres

will, at one time or another, respond similarly to the hero; that is,
with admiration and with great pity too.
Undoubtedly, one of the keys to Octave's strange character is

his "secret affreux'--the unmentioned impotence. However, the cogent

8It: is to refute Jean Prévost's contention that the '"'intrigue
amoureuse' is secondary (op. cit., pp. 230-31) that we have carefully
shown not only Armance's importance to Octave but also that the love
interest is indicated in the earliest chapters of the novel--for the
reader who is willing to recognize it.

9l)e 1'Amour, XXI.

lo.Our emphases. Stendhal lets us know that she endeavors to hide

"la pitié trop réelle" that Octave's ''chagrins' inspire in her.
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and well-verified factor that sets Octave apart from his peers is his
utter disdain for materialism. Armance, of course, shares this at-
titude. In their circle a person's income is of utmost intefest. It
is money that earns the respect of ''les 8mes vulgaires" and money
again that gives rise to the first series of misunderstandings between
Stendhal's worthy protagonists. Stendhal makes a virtue of their dis-
taste for money--a distaste that amounts to loathing and through which
we are continually invited to appreciate their '"noblesse d'@mes" Almost
everyone in Armance is noble by birth. Yet nobility, in Stendhal's
mind, is not a quality that one acquires effortlessly. In his own way
Stendhal is reiterating, a half-century later, Figaro's words, '"Vous
vous &tes donné la peine de naltre et rien de plus," to let us know
that la noblesse is fundamentally ignoble. This is but one of the
ways our author has been influenced by the theater of Beaumarchais.
That little maxim, which Stendhal had cited in De 1'Amour, 'La nature
dit 3 la femme, sois belle si tu peux, sage si tu veux, mais sois

nll is echoed more than once in Stendhal's

considérée, il le faut,
novels. And as he demonstrates in Armance, Stendhal firmly believed

that a young woman's reputation was most precious.12

We first encounter Armance in the salon of her "aunt," Mme de

Bonnivet. Octave, who is somberly analyzing the base motives of those

Upe 1'Amour, VIIIL.

laln De 1l'Amour Stendhal observes, "En amour, les hommes courent
le hasard du tourment secret de 1'ame, les femmes s'exposent aux
plaisanteries du public; elles sont plus timides, et d'ailleurs, 1l'opi-
nion est beaucoup pour elles, car sois considerée, il le faut." VIII,
our emphases.
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who have eagerly greeted him there,13 finds himself secated opposite

Armance.
Il remarqua qu'elle ne lud avait pas adressé la parole de
toute la soirée. Armance était une nidce assez pauvre de
Mmes de Bonnivet et de Malivert.... Depuis trois quarts
d'heure le coeur d'Octave fut saisi de cette idée: Armance
ne me fait pas compliment, elle seule ici est étrangire 2
ce redoublement d'intérdt que je dois A l'argent, elle
seule ici a quelque noblesge d'ame. Et ce fut pour lui une
consolation que de regarder Armance. ''Voild donc un 2tre
estimable," se dit-il, et comme la soirée s'avangait il vit
avec un plaisir égal au chagrin qui d'abord avait inondé
son coeur qu'elle continuait A ne point lui parler. (II)

In the salon, where people busily converse, Armance is an ob-
server rather than a participant. The key words in the passage refer
to her otherness. The repeated ''elle seule" sets her apart from.the
crowd, and her distinctiveness is reinforced by the word étréngére--
"different," "foreign," "isolated," and even "unknown'; the word's
multiple meanings will be elaborated in future chapters. In this
passage "étrangdre' refers more specifically to her indifference to
Octave's newly acquired fortune. Armance's stubborn silence is the

cause of the hero's admiration, for, like Octave, she possesses

noblesse d'8me. But just how objective is Octave's evaluation? While

not at odds with her true superiority--as it will emerge--Octave's
judgment may well be a creation of his imagination. This, at any rate,
is what Stendhal suggests in the following chapter.

Our first brief introduction to Stendhal's heroine tells us abso-
lutely nothing about her physical appearance and gives us but a few un-
embellished facts about her position in society. Her nature is sur-
rounded by an aura of mystery; her visage may be adorned as the reader
desires. Armance herself neither moves nor speaks, and her silence

prevails throughout the evening. If there is motion, it is in her eyes:

130ctave stands to inherit a large fortune.
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L'expression de ce regard était impossible 3 méconnaltre; du
moins la raison sévdre d'Octave...en décida ainsi; ce regard
était destiné A 1l'observer, et ce qui lui fit un plaisir sen-
sible, ce regard s'attendait de &tre obligé 3 mépriser. (II)

To esteem and to be esteemed in return invariably preoccupy
Stendhal's loving couples. And, not unlike the heroine, the hero ex-
amines himself and others relentleasly. But, of course, his lucidity
is often self-deceiving, causing him to misinterpret his own feelings
as well as those of Armance. Her raisonnements plunge her ever deeper
into anguish, revealing her not simply as a highly imaginative young

woman but also as a woman whose logic leads her to foolish and un-

warranted conclusions--all for the sake of esteem, personal and public.

Armance était pauvre, elle n'avait que dix-huit ans, et Mme

de Bonnivet avait trente ans passés; elle était fort belle

encore mais Armance aussi était belle. (IV)
It is by comparison that Stendhal informs us dryly that Armance is
beautiful, as if he dared not confront us directly with the statement
“Armance était belle." And as we shall see, he does indeed have dif-
ficulty describing Armance's merits. Armance's beauty, which is inte-
gral to every Stendhalian heroine, has yet to be investigated., Beauty
being "la promesse du bon.heur,"14 not one of his women can be plain or
undistinguished looking. Yet one would be hard put to recall pre-
cisely what it is that makes his heroines physically appealing.

The author and those persons who do not resent our heroine will

readily acknowledge her attractiveness. But, interestingly, Armance

herself seems oblivious to it. She spends little time on coiffing her

1“De 1'Amour, XVII,
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hair, which she wears short, in large curls around the head. 'Mlle de
Zohiloff trouve cet usage commode;' observes one of the critical women
who envy her, "elle ne veut pas sacrifier trop de temps 3 sa toilette."
(V) 1In Octave's eyes, however, this is admirable: it proves that she
is devoted to her aunt. Jealous mockery of her mode of dress again
sets her apart from the crowd. And the reader senses that, unlike her
peers, she is not frivolous or vain.

At one point we glimpse Armance's own unflattering view of her-
self as she compares herself to Mme d'Aumale, a lady Octave flirts
with:

Et moi, je ne suis m@me pas jolie. Ce que je puis dire 2

Octave est d'un intérdt bien pale. Je suis sfire que je

1'ennuie ou que je l'intéresse comme une soeur. (XV)
This oddly self-deprecating way of seeing herself is additional proof
that she is not the least bit vain. But it also suggests that Armance
is incapable of seeing herself clearly--the mark of genmerous, tender
women who are always made to seem indifferent or oblivious to the way
they look. Wrapped in modesty, they are unable or unwilling to recog--
nize their graces.

In Chapter V the focus is upon Armance. Stendhal discusses her
physical appearance and touches lightly upon her past life, present-
ing a minimum of facts about her background that perhaps relate to
the formation of her character. We become better acquainted with her
position in society--with the ways she sees and is seen, viewed not
only by Octave and not always in the same way.

In preceding chapters Stendhal was an “"objective" narrator and
generalizer. In this chapter he uses the first person form of address,
To convey the idea that Armance is étrangdre, different in every con-

ceivable way from French women, seems to be his primary goal, and this
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he accomplishes in several ways, through opposition, contrast, and com-
parison, direct or implied.

The epigraph in Chapter V was borrowed from the poet Byron, the
great romantic hero of the day.

Her glossy hair was cluster'd o'er a brow
Bright with intelligence, and fair and smooth;
Her eyebrow's shape was like the aerial bow,
Her cheek all purple with the beam of youth,
Mounting at times, to a transparent glow,
As if her veins ran lighteninge..
This fragment is certainly more suggestive than descriptive, which ex-
plains why Stendhal--with his own unwillingness to elaborate a detailed
portrait of his heroine--has chosen it.
Armance, we learn, was born in Russia, of mixed extracti.on.15
Thus her outward aspect is as different from that of French women as is
her inner nature. Foreign-born, she has--of course--exotic beauty. It
is, the author timidly submits, ''la beauté russe," and does not conform
to the French conception of looks that are befitting a young woman,
Now, assuming that one knows what a typical French woman looks like,
how is Armance different?

There is something Asiatic about her features; her beauty is an
unusual combination of Circassian beauty ''la plus pure" and certain
German forms "un peu trop prononcées.'' Like Byron's portrait of Julia,
Stendhal's portrait of Armance tantalizes us. 1Is it her cheek-bomnes
that are highly "pronounced'"? Has she slanting eyes? And what does
he mean by prominent German characteristics? All is left to the reader's
imagination.

If we are told little about the features that combine to express

"une simplicité et un dévouement que l'on ne trouve plus chez les peu-

15Her father was a Russian colonel of the nobility, her mother a
close relative of Mme de Bonnivet,
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ples trop civilisées" (read: the French, who are artificial, frivolous,
etc., or, in a word unnatural;.G), it is because Stendhal is not con-
cerned with the features that make up the whole. He strives to convey
an over-all image which he will make less hazy by concentrating upon
the physical feature that interests him most. An analogy here between
his method and that of a painter is not farfetched. The highlights
make the image distinct. Haziness, ''shadow," is necessary '3 faire

17 The

valoir les clairs et 3 domner du relief," wrote Stendhal.
painter he had in mind was Corregio, but the manner of painting is
Stendhal's.

In Armance's facial expression it is her gaze that is unusual.

The one feature of the physiogonomy that gives Stendhal pause in Armance
is the eyes. Anything may be said, he maintained in De 1‘'Amour, by a
glance. And in his novels he invests le regard with a psychological
essence as well as with physical value.

Armance has eyes that are large and deep blue. Yet they are not
lovely limpid pools in which the romantic héro finds his imag_g reflected
or bathed in adoration. Octave must look to these eyes for an assess-
ment of his worth. No ordinary eyes, these, they involuntarily signal
to the beholder--male and female alike--Armance's inner feelings or at-
titude. They project her boredom, interest, dislike, or scorn. There-
fore these eyes, which bestow ''bewitching glances,' win her the friend-

ship of refined society women. But they earn her emmity also:

La seule prise réelle que pQt donner 2 ses ennemies 1'ex-
pression de la physionomie d'Armance, c'était un regard

16The French, one knows from De 1'Amour, live by vanity: ‘'Yles
FranQaises avec leurs petites graces toutes aimables, séduisantesS...
toutes ces grices étudides d'avance et apprises par coeur sont éternelle-
ment les mémes tous les jours et pour tous." (XLIV)

17De 1'Amour, XXXI,
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singulier qu'elle avait lorsqu'elle y songeait le moins.

eee C'était en vain que sa tante avait cherché de la

corriger de 1'impossibilité od elle était de faire atten-

tion aux gens qu'elle n'aimait pas. On voyait trop qu'en

leur parlant elle songeait 3 autre chose. (V)
"On voyait" embraces everyone in the salon. Arﬁance's dislike and
lack of interest cannot be disguised.

Reactions to Armance are not uniform. The use of multiple per-
spectives as a method of portrayal commences here. In this particular
novel the opinions of others can be reduced to two attitudes or view-
points--apart from Octave's, which fluctuates considerably. It is
relevant to observe that multiplicity of viewpoints will become an
interesting and effective technique in later novels. And by showing
that a woman is different, depending upon the person who judges and
the circumstances, Stendhal gives us--through this floating optic--a
greater sense of reality.

Our author divides his salon society into two distinct groups.
"Les @mes vulgaires,'" numerically well-represented and typical of the
Faubourg Saint-Germain society as Stendhal saw it, are the boring, pet-
ty people. Jealous and ignoble, they are incapable of recognizing
merit. And such are the women who are struck by the unusual quality
of Armance's gaze but cannot appreciate it. Instead, they imitate it
when gossiping about her-~''mais ces dmes vulgaires en dtaient ce
qu'elles n'avaient garde d'y voir." The other group comprises sensi-
tive people. Octave's mother, who is in this minority, values
Armance's friendship and knows that her glance is as unusual as the
character that it reflects. In the presence of the ''méchantes langues"
Mme de Malivert unhesitatingly comes to Armance's defense. Comparing

the young woman to an exiled angel, she sees Armance as a woman apart

from others, unique, and, by implication, pure and innocent.
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What more do these eyes reveal?

Ce regard fixe et profond était celui de l'extréme atten-

tion. Il n'y avait rien, certes, qui plt choquer la

délicatesse la plus sévdre; on n'y voyait ni coquetterie

ni assurance; mais on ne peut nier qu'il ne fOt singulier,

et A& ce titre, déplacé chez une jeune personne. (V)
The route to the qualifying adjectives is seldom direct. When Stendhal
is most intent upon complimenting his heroine for our benefit, when he
wants to indicate her superior attributes, he avoids straightforward
description. The particular traits and qualities that make Armance
such an exceptional young woman cannot be plainly stated. And yet our
author hesitates to resort to the irony or sarcasm with which he treats
Octave's merits.18 Instead, Armance's positive qualities are couched
in negative phraseology and must be uncovered by the reader; and there-
in lie both the slight effort and the pleasure of reading a novel by
Stendhal. Unequivocally, Armance's gaze is deep and fixed, suggest-
ing a stare that is lacking in boldness but is certainly unusual.
Then, by putting the negative into the affirmative, the reader deems
her gaze to be sincere and modest: it reveals her nature.

Feminine modesty, mentioned often and analyzed at length in De

1'Amour, where 8tendhal propounds the view that it is mainly "une
chose apprise," taught to a young girl by her mother,19 is a quality
that he held dear in women. In Armance, however, modesty is apparently
innate. It is clearly not something she has picked up from other women

in France! Although Stendhal was unwilling to acknowledge it by naming

it, la pudeur implicitly characterizes his first heroine as above '"ni

18Victor Brombert has observed that Stendhal presents qualities

he obviously valued in Octave through mockeries or in the guise of blame.
Stendhal: Fiction and the Themes of Freedom (New York: Random House,
19687, pp. 59-60. We hasten to add that this is not so in Stendhal's
treatment of Armance.

19xvi.
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coquetterie ni assurance...." Even more than by negative suggestion we
know her to be excessively modest and unassuming through her behavior
and her attitudes. Stendhal says:

On voyait qu'Armance ne se permettaient pas une foule de

choses que 1l'usage autorise et que l'on trouve journellement

dans la conduite des femmes les plue distinguées. (V)
Stendhal then hypothesizes that her enemies would accuse her of pruderie
were she not so young and gentle. His first statement (quoted above),
implying that Armance's manner is inordinately reserved, is clearly in-
tended to enhance her in our eyes. On the other hand, his hypothetical
comment, which accords with a remark made in De 1'Amour--"Il est évident
que toute femme tendre et fidre...doit contracter des habitudes de
froideur que les gens qu'elles déconcertent appellent de la pruderie"
(XXVi)--is protective; it shields her from the (undesirable) conclusion
that she is a prude! Anyone familiar with Stendhal's thoughts about
prudishness knows that he found it exasperating and even hypocritical.
And yet, despite Stendhal's well-meaning intrusion, it is undeniable
that this heroine is, if not prudish, extremely austere and even puri-
tanical, as we shall see.

Illustrative of the subtle way Stendhal imparts modesty to Armance
is the following passage, which introduces yet another habitude and
therefore another aspect of her character--lucidity.

I1 y avait d'ailleurs bien des petites fagons de dire et
d'agir qu'Armance n'elit pas osé désapprouver chez les

autres femmes; peut-2tre méme ne songeait-elle pas 3 se

les interdire; mais si elle se les fit permises, pendant
longtemps elle elit rougi toutes les fois qu'elle s'en
serait souvenue. D¥s son enfance, ses sentiments pour
les.bagatelles de son Age avaient été si violents qu'elle

se les était vivement reprochés. Elle avait pris 1'habitude
de se juger peu relativement 3 1'effet produit sur les
autres, mais beaucoup relativement A ses sentiments d'au-

jourd'hui dont demain le souvenir pouvait empoisonner sa
vie. (V)
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This is Stendhal's prototype of the self-conscious, self-critical
heroine. Armance, continually looking into her heart, is ¢ften
found obsessed with trifles, needlessly tormenting herself.
Victor Brombert has made much of Stendhal's faith in the
freedom-giving power of analysis and knowledge. However, in the
case of Armance, lucidity does not truly liberate her from the
convenances or free her to demonstrate warmth and affection when
she is with the man she loves. She wants too much to remain re-

spectable--a jeune fille bien élevde. It is not only Octave's

esteem that is important to her. She is excessively concerned
with protecting and maintaining an unblemished reputation:

"Je suis une fille perdue, se dit-elle; mon sentiment
pour Octave est plus que soupgonné, et ce n'est pas

méme le plus grand des torts que l'on me suppose; je

vis dans la m@me maison que lui, et il n'est pas possible
qu'il m'épouse...." Dds cet instant, 1l'idée des calomnies,
dont elle était 1l'objet, qui survivait 3 tous les
raisonnements d'Armance, empoisonna sa vie,

I1 y eut des moments od elle crut avoir oublié
jusqu'd son amour pour Octave. ''Le mariage n'est pas
fait pour ma position, je ne l'épouserai pas, pen-
sait-elle, et il faut vivre beaucoup plus séparée de lui.
S'il m'oublie, comme il est fort possible, j'irai finir
mes jours dans un couvent; ce sera un asile convenable
et fort désiré pour le reste de mon existence. Je pen-
serai 3 lui, j'apprendrai ses succds. Les souvenirs de
la société offrent bien des existences semblable 3 celle
que je mdnerai." (XXV)

Here we see Armance virtually haunted by the phantom of public opin-

ion.

And this passage, which appears toward the end of the novel, is

fairly typical of her interior monologues.

As early as Chapter VII we saw her, alone in her room, literally

becoming ill at the thought that, by her tears, she had revealed to

Octave her 'fatal secret'--yes, Armance, too, has a secret, although

it is not unspeakable--her "fatal love" for Octave. We are treated to

a melodramatic scene in which she is overcome by ''shame' and prey to
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la plus vive douleur. Her tear-shedding in front of Octave is complete-

ly distorted in her imagination, and her emotional upheaval brings on
a fever. (Octave, of course, suspects nothing. He is happy to have re-
gained her "esteem.") Her reactions, extraordinary as they may be, are
congistent with what Stendhal wrote in De 1'Amour:

Pour une femme timide et tendre rien ne doit &tre au-dessus

du supplice de s'@tre permis, en présence d'un homme, quelque

chose dont elle croit devoir rougir; je suis convaincu qu'une

femme, un peu fidre, préférerait mille morts. (XXVI)
This is an interesting thought, however debatable. The citation tells
us what Stendhal wants women to be, as evidenced by the frequency with
which he thus depicts them in his novels.

Armance, in her room, engaged in self-recriminations, ''suffo-
cating" from her tears, first hits upon the fantastic idea of joining
a convent--the purpose being to erect an "eternal barrier" between
herself and Octave. Presumably, this aberration prepares us for the
ending. After Octave's poetic suicide, "Armance et Mme de Malivert
prirent le voile dans le m@me couvent.!" It is a tidy ending. Never-
theless, the heroine's imaginings are unconvincing. For at no time
has Armance shown the slightest interest in the spiritual. Nowhere
has she displayed devotion or expressed convictions that are religious
in essence.. Such little inconsistencies are troublesome. They make
of Armance, if not a schematic personality, certainly a less stable,

less sensible young woman than the author intends her to be when he

insists upon her volonté ferme and her sérénité parfaite.

The eminent critic Maurice Barddche finds that Stendhal has
defined his hero by a combination of époque, milieu, and a certain

number of habits and prejudices and that to these Stendhal adds the
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temperament.20 M. Barddche is a critic keen upon seeing the Stendhal-

ian hero as a produit social. If the above is true of Octave, does it

apply to the heroine as well? Referring again to Chapter V, let us
examine, no more briefly than does Stendhal, the facts that relate to
Armance's history, background, and upbringing.
She was orphaned in infancy.21 Then, at some unspecified time,
Mme de Bonnivet, learning that she had a relative who was alone and
destitute, immediately sent for her. She called Armance her '"niece"
and hoped to marry her off, presumably to someone titled and affluent.
Stendhal made much of Montesquieu's "Théorie des climats" in De

1'Amour, where he draws analogies between the climate and mores of a
country and the temperament of a people. The lingering influence of
this famous theory should not be overlooked, for in the novel Stendhal
says:

Cette jeune fille avait un caractdre singulier. Née sur

les confins de l'empire russe vers les frontidres du

Caucuse, & Sebastopol ol son pdre commandait, Mlle de

Zohiloff cachait sous l'apparence d'une douceur parfaite

une volonté ferme, digne de 1'Apre climat od elle avait

passé son enfance. (V)
This clearly implies that Armance's firm will may be attributable to
the harsh Russian climate. Let it be noted that nothing is said about
the social enviromnment or the mores of the cultural milieu in which

Armance was raised.

L'éducation étrangdre qu'elle avait reGue et 1l'époque
tardive de son arrivée en France servaient encore d'ex-

20A rather large addition, one would say. Bard&che then procedes

to describe the temperament, after knowingly observing "c'est 1'étude
d'un cas médical." Stendhal romancier (Paris: Editions de la Table
Ronde, 1947), p. 148. '

2lin 1811. If she was eighteen in 1827 she was--by our calcula-
tions--two years old when her parents died. Stendhal does not bother
to say so.
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cuse A ce que la haine aurait pu découvrir de légdrement

singulier dans sa manidre d'@tre frappée des événements,

et méme dans sa conduite.
We have no idea when Armance came to France. It was ''later." As for
her education, it was "foreign.'' One wonders if she has any acquaint-
ance with literature. Does she, like all French women, spend time
reading novels? In Chapter V and elsewhere it is the 'reasoning" as-
pects of Armance that Stendhal emphasizes. If there exist traces of
the romanesque in her, they must be discerned by the reader~-in her
thoughts.

Only in passing--seven chapters later--do we learn that Armance
has read novels: "Avec quelle amertume ne se reprocha-t-elle pas les
romans dans lesquels elle laissait quelquefois son imagination s'égarer."
(XII) And yet, although Stendhal does not develop this statement to
tell us what she has read or to show that reading is a divertissement
which has fired her imagination, causing her to eagerly anticipate the
advent of love, we eventually perceive that reading has contributed to
Armance's philosophical outlook. Let us observe here that the reading
of novels--particularly novels about love and romance--will have inter-

esting implications in Le Rouge et le Noir and Lucien Leuwen.

It is the moralists who have impressed Armance most. The poorly
digested lessons of La Rochefoucauld leave a bitter aftertaste:
Ne dit-on pas que le mariage est le tombeau de 1'amour,
et qu'il peut y avoir des mariages agréables, mais qu'il
n'en est aucun de délicieux" (XXII)
This is Armance's pensée intime, though one might say that Stendhal,
too, held this opinion. We discover that--when it is not Armance's
anxiety about social considerations, or the idea that she is neither at-

tractive nor marriageable, or doubts about Octave's love--it is the

lessons of literature that steel her against the marriage she fears.
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Armance's propensity for self-examination goes hand in hand with
her atypical way of viewing the trivialities of everyday life and seems
to stem from unhappy childhood or adélescent experiences:

On voit qu'd peine agée de dix-huit ans, Mlle de Zohiloff

avait déja éprouvé d'assez grands malheurs. C'est pour

cela peut-dtre que les petits événements de la vie sem-

blaient glisser sur son 3me sans parvenir 2 1l'émouvoir. (V)
"Seems to'' because Stendhal does not bother to make the connections
between past and present. When Stendhal uses the impersonal pronoun
with the present tense, he intends us to see as he does. But there is
subterfuge here. He jumps to conclusions without providing evidence.
Nowhere do we learn what these "assez grands malheurs' that Armance
has sustained might be-~if, indeed, they did influence her outlook.
The peut-~-8tre makes such a conclusion uncertain, conjectural. In
reading Stendhal's novels one is particularly impressed by their
speculative quality. The frequent use of such words as ''perhaps" and
of the conditional tense combine to create an atmosphere of uncertainty
and impermanence that is inviting, if only because it permits us to
participate fully in the process of creation.

To see Armance as a ""social product," then, is to possess an
active imagination., For it is impossible to ascertain the forces
that have contributed to Armance's particular make-up. With less
precision and detail than he has;used in the composition of Armance's
physical portrait Stendhal skims rapidly and easily over his heroine's

past and upbringing. Facts are negligible. He does not deal with any

portion of her childhood. Furthermore, there is no continuity in his
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"presentation."22 And as if the haphazard manner were not confusing
enough, the "facts" are interspersed with other topics and with Stendhal's
personal observations as well. If this is a case history, it is not a
coherent one.

An unwillingness to account for a heroine's early life becomes a
refusal and something of a rule. In later novels we are not privileged
to know about a heroine before she is fully grown; we learn next to noth-
ing about her childhood. Even Clélia Conti, whom we encounter briefly
when she is an adolescent, disappears, to reappear vhen she is old
enough to enjoy the pleasures and sorrows of love. Stendhal's heroines,
if not his heroes, are not determined by their pasts and are not social
products. The author is free to improvise as he chooses, to add facts
when and where it suits his fancy--whenever or wherever the development
of the novel requires them. His women can become almost anything they
desire, or so it seems. And thus Armance, with her inhibitions, con-
strained by feminine modesty that has been taught to her by no one but
Stendhal, will be seen to change, in ways designed to please Octave,
and to interest the reader, in ways Stendhal approves.

Elle s'appuyait sur le bras d'Octave et 1l'écoutait comme
ravie en extase. Tout ce que sa prudence pouvait obtenir
d'elle, c*était de ne pas parler; le son de sa voix eft

fait connaltre 2 son cousin toute la passion qu'il inspirait.
Le bruissement léger des feuilles, agitées par le vent du
soir, semblait pr@ter un nouveau charme 3 leur silence.
Octave regardait les grands yeux d'Armance qui se fixaient

sur les siens. (XVI)

This is le silence du bonheur. Such a moment--rare and precious in

Stendhal's novels--gives us an insight into Stendhal's thoughts about

22He jumps from where she was born to her parents' marriage and
untimely death, to her arrival in France, then back to infancy and on
to childhood~-where she began to examine her day-to-day feelings; then
to the subject of her foreign education (when?), and to the present (we
are told that she stands in high favor with Mme de Bonnivet, which
causes other women to resent her).
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the sublime in love. The moment itself, though steeped in "ecstasy'
if not in “passion,' is far from sensual. And the physical intimacy
that might evolve never does, for at this point they are interrupted

by the sound of Mme d'Aumale's voice--calling Octave.

When, increasingly, Octave spends time with Mme d'Aumale we
are apprised of Armance's jealousy:

Les moments de r&verie d'Armance devinrent plus fréquents.
"De qui pourrait-je me plaindre, se disait-elle? De per-
sonne, et surtout d'Octave moins que personne. Ne lui
ai-je pas dit que je préfire un autre homme? et il a trop
de fierté dans le caractdre pour se contenter de la seconde
place dans un coeur. Il s'attache & Mme d'Aumale; c'est
une beauté brillante, ...la vie de Mme d'Aumale est gaie,
singulilre; jamais rien ne languit dans les lieux od elle
8e trouve,...." Armance pleurait mais cette noble dme ne
s'abaissa point jusqu'3 avoir de la haine pour Mme d'Aumale.
Elle observait chacune des actions de cette femme aimable
avec une attention profonde et qui la conduisait souvent 2
des moments fort vifs d'admiration., Mais chaque acte
d'admiration était un coup de poignard pour son coeur. Le
bonheur tranquille disparut, Armance fut en proie & toutes
les angoisses des passions. La présence de Mme d'Aumale

en vint 3 la troubler plus que celle d'Octave lui-méme. (XV)

Now it is quite obvious that Armance is extremely unhappy, but her
malheur here seems minimal compared to her malheur when she thought
she had revealed her "fatal secret."” And her jealousy is short-lived.
Stendhal, instead of exploring this sentiment which he believed to be
so powerful, is more interested in commentingly knowingly about it:

Le tourment de la jalousie est surtout affreux quand il

déchire des coeurs A qui leur penchant comme leurs posi-

tions interdisent également tous les moyens de plaire un

peu hasardés., (XV)
One supposes, then, that jealousy is something Armance will just have

to endure. There is no follow-up, however, and for this neglect Stend-

hal might be faulted. On the other hand, the complicated, convoluted
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generalization that appears above will not recur in later novels-~in the
Rouge, for example, where jealousy will be painted in both heroines,
painted briefly, but more incisively and certainly more effectively.
Which is to say that in Stendhal's first nov.:lL the theme of jealousy is
introduced haphazardly. It is not even an 'obstacle" b love. It is a
theme that has, as yet, no direction.

One notes that Armance is noble; she has no "hatred" for Mme d'Au-
male. When we get to the Chartreuse, we will find that Clélia Comti, who
is also "une 3me noble," and who is sweet and gentle like Armance, quickly
comes to hate her rival Gina. This is but one of the ways that jealousy af-
fects Stendhal's heroines. Thus, in succeeding novels, the theme of jeal-
ousy will be mined exhaustively. Jealousy will become an important stime

ulus of sudden or dramatic changes in women's behavior.

Mme d'Aumale

As for the woman whom Armance sees as a rival for Octave's heart,
the reader cannot make that same mistake:
Octave calcula la quantité de temps et de soins que lui pren-
drait la société de Mme d'Aumale, et il espéra sans trop se
glner, pouvoir passer pour amoureux de cette femme brillante
.ees Octave suivait partout Mme d'Aumale et par example au Thé-
atre Italien.... Octave trouvait plaisant de faire répéter par-
tout qu'il était amoureux fou de la comtesse, et de ne jamais
rien dire 3 cette jeune et charmante femme, avec laquelle il
passait sa vie, qui ressembldt le moins du monde 3 de l'amour. (XI)
Just why Octave pursues her is not made clear.
One cannot deny that Mme d'Aumale is a mimor figure. Apart
from a vague rivalry with Armance, her function in the novel is to in-
form Octave that he loves Armance. Nevertheless, she is a delight-

ful character and an important one insofar as she announces future

heroines. Moreover, it is revealing that Stendhal describes this
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minor character without inhibition, and without irony or the slightest
trace of scorn.

Armance has great "admiration'' for this gay and spirited lady
whose admirable "actions'" are not denoted but who is apparently a very
mobile and stimulating woman ("jamais rien ne languit dans les lieux
ol elle se trouve"). In essence, Armance's view reflects that of the
author, who had sketched the vivacious lady earlier:

C'était la coquette la plus brillante et peut-&tre la

plus spirituelle de 1'époque. ...C'était le caractdre

de 1'enfance qui brillait dans les manidres de Mme

d'Aumale. La naiveté de ses reparties et la folle

gaité de ses actions, toujours inspirées par la circon-

stance du moment, faisaient le désespoir de ses rivales.

Elle avait des caprices d'un imprévu admirable,...
Let us mention in passing that the qualifying "folle" is a term of ap-
probation. Similarly, a woman who is blessed with "impréwu" is always
a subject for "admiration." Yet the Stendhalian hero cannot truly love
such a woman. He courts her out of vanity--to make a name for himself
or. to test his powers of seduction or his charm.

Emphasizing Mme d'Aumale's spontaneity, Stendhal elsewhere de-
scribes her as "cette femme si légdre que ni elle-m2me ni personne ne
savait jamais ce qu'elle ferait le quart d'heure aprds."” (XI) And
Octave finds she is:

une femme qui remerciait le Ciel de sa haute naissance
et de sa fortune 2 cause du privildge qu'elle en tirait,
de faire 3 chaque moment de la journée ce que lui in-
spirait le caprice du moment. (XI)
If there is an ironical implication here, it is that other wealthy

noble ladies fail to enjoy themselves. Avaricious, preoccupied with

les convenances--as Stendhal has portrayed them--they lead a dull

existence. And they themselves are boring, which is what Stendhal

suggests when first he speaks of Mme d'Aumale--'"Un étranger de mauvais
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humeur,"~--he quips--''a dit que les femmes de la haute société en France
ont un peu le tour d'esprit d'un vieil ambassadeur,' subtly contrasting
her to her peers.
"Mme d'Aumale," Stendhal asserts in his letter to Mérimée, "c'est

Mme de Castries que j'ai faite sage.' But, oh, how different this
heroine is from Balzac's version of Mme de Castries--la duchesse de
Langeais. Nevertheless, it is true that Stendhal first describes Mme
d'Aumale as "une coquetts"; in this respect she would resemble Mme de
Castries. Yet if Stendhal is careful to suggest that she is not liber-
tine, he does so indirectly. From her former valet de pied,

Octave eut des renseignements les plus certains sur la

conduite de Mme d*Aumale. Cette jeune femme qui s'était

fort compromise par une étourderie sans bornes, méritait

réellement toute l'estime que quelques personnes ne lui

accordaient plus. (XI)
One knows full well from De 1'Amour that an "étourderie sans bornes'
and in the name of love is admissible, even desirable. It is inter-
esting, then, that Stendhal sees fit to defend his heroine gingerly--
so that the reader will not condemn her. This defense of heroines
whose moraiity seems dubious will recur in the next two novels. Howe
ever, toward the end of his career Stendhal was apparently no longer
concerned about sexual morality, as evidenced by the fact that neither

he nor his protagonists have anything to say about the promiscuity of

the heroines in Lamiel and in La Chartreuse de Parme.

The matter of how and to what extent Mme de Castries inspired
Stendhal cannot be resolved by us. Suffice it to say that Stendhal's
former mistress, Menta (Clementine Curiel), who had left him shortly
before he undertook the writing of Armance, bears--by many accounts--
resemblance to Mme d'Aumale. Equally significant, as a source of

inspiration, is the epigraph that Stendhal chose for the chapter in
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vhich Mme d'Aumale is introduced--a passage from Shakespeare's Troilus

and Cressida. We cite it to show that Stendhal's models were many, and

are not easily pinned down:
Somewhat light as air
There's language in her eye, her cheek, her lip,
Nay, her foot speaks; her wanton spirit looks out
At every joint and motive of her body.
0 these encounters, so glib of tongue,
That give accosting welcome ere it comes. {(Act IV)

It is, of course, a light but not & wanton spirit that Stendhal
has painted in Mme d'Aumale. And we do not really see her in motion;
instead, we find much allusion to her mobility, her actions, her activ-
ity. Although these lines serve as an introduction to Mme d'Aumale,
what we find particularly striking here is that the passage from
Shakespeare evokes Stendhal's image of the Duchess of Sanseverina--
right down to the "foot" that "speaks"!23

The spirited and easy-going, carefree and uncalculating Mme
d'Aumale, who never knows what she will do from one moment to the
next, who lives her life not according to society's dictates but ac-
cording to her own impulses, is a subject Stendhal clearly enjoys
painting. For he does so with undisguised zest and enthusiasm. She

is Stendhal's first "femme du premier mouvement." There will be others

like her.

Often in this novel we have the impression that Armance has

stepped out of the pages of La Princesse de Cldves as Stendhal's

nineteenth-century version of the chaste and retiring woman who was

23’1‘he portrait of the Duchess is examined in Chapter 1V,
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"gi différente de toutes celles de son sexe."24 There is imitation in
the nondescript adjectives that Stendhal applies to this heroine and
in his unelaborate classical manner of description. Then, too, words

recurrent in Mme de Lafayette's novel--estime, vertu, devoir--are com-

mon coin in Armance. Devoir is particularly promising, for we read in
Armance's intimate thoughts this obsession: 'Rien au monde... ne
pouvait lui faire oublier ce qu'une femme se doit 3 elle-méme.' Else-
where "tout ce qu'elle se devait" carries reverberations of Mme de
Chartres' advice to her daughter: "Songez 2 ce que vous devez 3 vous-
méme, et pensez que vous allez perdre cette réputation que vous vous
dtes acquiee..."25

Though not spelled out, Armance's preoccupation with what a
woman owes unto herself is all bound up with self-esteem and the no-
tion of reputation. Nor do the analogies end here. "A se défendre
d'aimer" motivates la Princesse de Cldves. And Stendhal's heroine,
who likewise has an overwhelming fear of love, erects obstacles to
protect herself.

Not without good cause have critics described Armance as the

novel of 'perfect friendship."26 The heroine herself is an ideal com-

2I’The Princess, as seen by Monsieur de Nemours, Tome III.

We are not the first to call attention to this novel. Ac-
cording to Victor Brombert it was Stendhal's "touchstone'" as he com-
posed Armance. Stendhal: Fiction and the Themes of Freedom, p., 58.
See too Georges Blin's "Etude sur Armance,"” ix-lxxviii, Armance (Paris:
Editions de la Revue Fontaine, 1946). As for Stendhal, he felt his nov-
el was ""delicate" like La Princesse de Cldves. And, for him, Mme de
Lafayette's heroine was adorable in her modesty.

2SMme de Lafayette, La Princesse de Cléves, Tome I.

26Bardéche, op. cit., p. 144, And in the novel it is "une sorte
d'&cho qui semblait parler d'amitié parfaite et de sympathie sans
bornes" (XXIV) to mention only one of many references to their "per- -
fect friendship."
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panion. Never is Armance happier than when her relations with Octave
are maintained on a platonic level. "Elle était bein résolue de ne
jamais accepter la main de son cousin.... Je pourrai l'aimer en secret,
se disait-elle,... et je serai aussi heureuse et peut-2tre bien plus
que si j'étais sa compagne." (XIII) Throughout the novel Armance shuns
the idea of marriage. There are, after all, limits to ''sa tendre
amitié." And nowhere is this more evident than in the following pas-
sage:

Octave eut un moment d'égarement; il prit sa main comme

le jour od elle s'était évanouie et ses ldvres osdrent

effleurer sa joue. Armance se releva vivement et rougit

beaucoup. Elle se reprocha vivement ce badinage. 'Voulez-

vous me déplaire? lui dit-elle. Voulez-vous me forcer 3

ne sortir qu'avec une femme de chambre?"

Une brouillerie de quelques jours fut la suite de

1'indiscretion d'Octave. (XXIV)

It will be interesting to see how Octave's ''moment d'égarement"
is reinterpreted in the pages of the Rouge. For in that novel both
the hand and the cheek are focal points of the hero's desire. Here
most readers will feel that Armance is overreacting to Octave's im-
pulsive and innocent gesﬁure. Nonetheless, her panic points to un-
spoken fear behind her unwillingness to wed the man she loves--a fear

of physical intimacy. Perhaps Stendhal was too much under the in-

fluence of La Princesse de Cldves. For despite his desire to con-

vince us of Armance's ''douceur parfait" and her "angélique bonté,"
by mentioning these traits again and again, he brings into play both
her "droiture impassible'" and her restraint.

Severe and austere, such are the words that come to mind when
we consider Armance's behavior. Octave, no doubt, would concur. For
at the end of the novel he avows, "Armance m'a toujours fait peur. Je

ne l'ai jamais approchée sans sentir que je paraissais devant le
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maltre de ma destinde.!" (XXX) This is the éternel féminin to whom a

man looks for an assessment of his worth, a "Divinité," as had been
earlier sketched out by Stendhél, a Divinity who inspires "& la fois
1'extréme amour et le respect extréme."27
No doubt Armance's worries about her reputation and her efforts
to protect it relate to the vulnerability of her condition. As a pen-
niless orphan living with her flighty aunt she lacks parental protec-
tion and guidance. More important, in her own eyes she is alone . . .
and ummarriageable. It is certainly gratifying to see her changing
her attitude, rejecting social structures:
Que me fait le monde et ses vains jugements? se di-
sait-elle, je ne le ménageais que pour Octave : et
d'ailleurs, si l'opinion est raisonnable, elle doit
m'approuver. (XXII)

But the new attitude does not long endure.

The striking changes occur only when our heroine has been as-
sured of Octave's adoration, a bit before their marriage, ''depuis que
la grande affaire de sa vie n'était plus de cacher son amour et de
se le reprocher." Her rigid moral code no longer binds her as she be-
gins to show the affection that she has, until now, carefully repressed.
We are told, from Octave's perspective, of "les manldres tendres
d'Armance et si peu d'accord avec l'extr@me retenue qui lui était si
naturelle' and of '"les manidres caressantes de cette jeune fille
ordinairement si réservée.' (XXX)

True, she does not become wildly passionate; she commits no
"folie." The picture she presents, strictly from Stendhal’s point of
view now, is '"'touching" and 'noble." Nevertheless, she is finally be-

ginning to behave like a woman in love, warmly and without forethought.

27De 1'Amour, "Des Fiascos," #4.
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Such are the changes she undergoes. In Stendhal's novels women are
what they are more by choice than by chance. The one constant we have
discerned is that the evolution of that passion we call love is capable
of altering, if not their fundamental natures (generous, tender, proud,
retiring, egotistical, selfish), then at least their behavior with,
toward, and sometimes on behalf of the lover (more than one Stendhalian
woman will be seen performing bravely, even boldly, for her lover) as
well as some of their attitudes and prejudices. But, in the case of
Armance, her tenderness and caresses are insufficient at this point.
Poor Octave, willing to believe the worst, ie determined to end his
life. Armance, the woman to whom he has confided almost everything, is
not particularly perceptive. She is unable to divine his misery. And
despite her ability to encourage him, she never asks leading questions.
Hence, she never extracts his secret from him.

Of course, if the author expects us to guess what that secret
might be, he certainly throws us off course in the final chapter. For
there Armance, it would appear, is blissfully happy: "Armance était
si heureuse depuis son mariage,’ Stendhal informs us. Or is Stendhal

suggesting that an unconsummated marriage suits her perfectly?

Stendhal's first novel is a tour de force. The author amuses
himself by being enigmatic and by baffling the uninitiated reader.
Armance retains something of L'Astrée and the artificial precious
novel of the seventeenth century: letters placed neatly in the hol-
low of a tree, games of hide and seek. And there are traces of eight-

eenth-century fiction here, too: the vagueness of physical description
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of characters; the highly social and mundane atmosphere; characters who
have ample financial means; a keen awareness of class differences.

To all this Stendhal adds the element of romantic idealization of
love. Sedulously eschewing physical love and libertinism, he goes to
the other extreme. He delights in stressing pudeur, as had the novel-
ists whom he no longer admired--Rousseau, Bernardin de Saint Pierre,
Chateaubriand. As a consequence, the heroine in Armance tends to lack
reality, vividness, even personality. She does not prove very intro-
spectively analytical. She is too unaware and a bit too innocent in
not suspecting something strange in her lover. And she submits to con-
ditions imagined or otherwise weirdly imposed upon hér, as would have
done an Ophelia.

Perhaps, after all, Armance is, as she feels herself to be, a
little empty inwardly. Like so many other Stendhalian heroines she
is afraid of the physical side of love, preferring the peculiar hap-
piness of dreaming about it. Such a heroine has charm, especially in
contrast to the libertine and highly calculating women of the eighteenth
century. But Armance also represents, on the part of Stendhal, an ab-
dication. He refuses to probe into her character, her dreams, her
desires and passionate urges. The self-assertion which should put her
into opposition to the man is not there--perhaps because Stendhal, as
he himself declared, wanted primarily to "paint" the hero, to "interest"
the reader in the hero.28

In our opinion there was more psychological reality in Adolphe
as there will be more in the novel that immediately follows Armance.
There la pudeur and "ce qu'une femme se doit 3 elle-m&me'" do not long

constrain his heroines. And if it can be said that the author of

288ee footnote 4 on page 5.
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Armance, deliberately or mot, appears somewhat detached in regard to
his first heroine the same cannot be said about his attitude toward

the two women he paints in Le Rouge et le Noir.




CHAPTER II

LE ROUGE ET LE NOIR

Several years passed between Stendhal's first and second nov-

els, fruitful years during which he wrote Les Promenades dans Rome,

a few short stories, and a number of articles. Then, inspired by
contemporary events and two court cases, he turned once again to
fiction, this time with' experience in the medium and with a plot
that was more congenial to his creative imagination, a plot based

upon the Affaire Berthet.

The fruit of his labor, Le Rouge et le Noir, is a novel in

which Stendhal effectively treats the subjects of contemporary
mores, politics, and love, all earlier broached in Armance. What
is more, it is a novel in which he vividly portrays two important
heroines. ''Car ce roman en a deux," he later proclaimed, "contre
toutes les rédgles suivies jusqu'ici."1 These are memorable women,
women whose fascination has, if anything, increased with the pas-
sing of time. Just why he was more successful in the portrayals
of the heroines of the Rouge, as compared to Armance, is worth in-
vestigation,

Stendhal borrowed the broad outline of his novel from the

newspaper account of a fait divers and placed the protagonists en

1Letter to Salvagnoli in Romans et Nouvelles de Stendhal, ed.
by Henri Martineau, Vol. 1, Bibliothdque de la Pléiade (Paris: Gal-
limard, 1960), pp. 700-714.

37
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situation on the authority of journalistic recordings of Antoine
Berthet's life and court case.2 Thus Mme de Rénal becomes Stendhal's
version of Mme Michoud de la Tour, with whom Berthet had an affair.
Mlle de la Mole substitutes for the upper-class Mlle de Cordon. As
the story goes, after an interval in a seminary Berthet was employed
as a tutor by the Comte de Cordon and had a brief flirtation with the
daughter, for which he was dismissed. Some time later, in a fit of
angry frustration and jealousy, he attempted to kill Mme de Michoud
by shooting her in a church during mass. Although he failed to kill
her, he was, like Julien, tried, found guilty, and executed. Here
the resemblances between ''real life' people and Stendhal's fictional
creations end.

Whereas in Armance the society depicted was restricted to the
world of the Parisian salon, the Rouge cuts through diverse strata of
society, spanning a variety of social and political milieus. There
emerges from the peasant class the hero, Julien Sorel; his first love,
Mme de R2nal, is of the wealthy small nobility of the provinces; and
his second mistress, Mlle de la Mole, traces her noble ancestry back
to the Renaissance. We learn about the conflicts between the Liberals

and the Ultras in France in the late eighteen-twenties. Censorship

2Apparently Berthet's story was not the only tale that touched
responsive chords in our author. Adrian Laffargue's crime of passion
and lower-class birth received a fair amount of attention in Promenades
dans Rome. For in Laffargue Stendhal recognized a passionate young man
who had received a good education but was obliged to work with his
hands in order to survive. He symbolized young men who possessed strong
will power because they felt with great force, energetic young men who
were lacking financial resources. To his hero, then, Stendhal gave the
"bonne éducation," the passions, the "énergie éffrayante,' and the ab-
gsence of fortune that he had commented upon in Promenades.

The situation of the precepteur and seminarian Berthet, the pun-
ishment meted out to this young man of humble origins for a murder he
did not accomplish further inspired Stendhal to create a passionate and
ambitious energetic young hero whose story would be patterned after that
of Berthet.
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and muzzling of the press is not ignored. The role of the Congrégation
and the conspiracies that take place under the Restoration government
are exposed with a touch of malevolence. Rejecting for the second time
the current popular rage for the Middle Ages in fiction, Stendhal re-
newed the content of the novel by depicting contemporary society, cus-
toms, and mores in his unique manner.

Ostensibly a '""Chronique de 1830" based on "la vérité, 1'dpre
vérité,"3 the novel is narrated by a voyageur parisien who finds him-
self in Franche-comté--~a regionbearing some resemblance to Stendhal's
native province, the Dauphiné. The voyageur begins by introducing us
to the little town of Verridres and its inhabitants. Although the ac-
count is detailed and moves forward at its inception, in the mode of
the chronicle, it soon deviates from that traditional form which usu-~
ally lacks analysis or interpretation. For the man who relates the
events is an aesthetician, prone to discuss and evaluate trees that
are cropped too closely to suit his taste as well as the architecture
of walls and contemporary buildings. Furthermore, he has a marvelous
ability to penetrate the fa¢ade of people encountered en route. He
knows them all and does not hesitate to judge them. He reveals their
thoughts and speculates upon what they themselves are incapable of per-
ceiving. And in this novel the reader learns to be alert and wary.

For concealed within Stendhal's seemingly flat descriptions of charac-
ter and circumstances is an ever-recurrent irony.

Stendhal begins the novel in an old-fashioned leisurely manner
from the vantage point of the sophisticated Parisign tourist who hap-
pens to be passing through the countryside. Such a vantage point is

beneficial, for it provides Stendhal with the opportunity to compare

3A citation from Danton which introduces us to the novel itself.



provincial ways and women with those of the capital of France. Imper-
ceptibly, this tourist evolves into a more devious and intrusive author
than the one we met in Armance. Intruding at will to explain, correct,
or emphasize a character trait, a thought, or an action as the mood
strikes him, or so it seems, he occasionally addresses the reader even
more directly and personally than in his first novel.

The Rouge is divided into two parts: the first is restricted to
life in the provinces, and in the second the hero moves on to the
"théatre des grandes choses,' Paris. This structural division neatly
corresponds to a contrast between life in the country and in high soci-
ety and between two women who are found--each one--in a separate and
distinctive socio-political geographical setting. Julien's love affair
with Mme de R2nal rapidly becomes the focus of our attention in the
first part of the novel, and the conquest of Mlle de la Mole becomes
the object of his ambition in the second. In Part Two a certain Mme
de Fervaques makes her appearance (she is described, and we hear her
speak and partake in her dull correspondance with Julien, but she is
a minor character who serves primarily to arouse Mathilde's jealousy).
And Mme de Ré&nal, toward the end of the novel reappears on the scene,
briefly and significantly, in ways that make us aware of her enduring
importance to the hero and that enable us to ascertain the author's
nostalgia for compassionate loving tenderness in women. Needless to
say, the contrast of the two heroines is an important feature of the
novel. This contrast is achieved through various means: indirectly,
we perceive their thoughts and observe their behavior; we learn about
their interests, concerns and overall motivations. Then, in Part Two,
they are compared directly, when Stendhal intrudes to tell us about

Mlle de la Mole's amour de t2te which he compares to 1'amour vrai of
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Mme de R2nal. In addition, and more frequently, they are compared

when we penetrate into the mind of the hero.

Mme de Rénal

The first man the narrator encounters is ''un grand homme affairé
et important,'" the owner of a nail factory and the mayor of the pictur-
esque little town of Verrilres, Monsieur de Rénal. He is portrayed
symbolically, in a symphony of grey and appears to be a dignified, at-
tractive man close to fifty years old. Then the narrator shifts to a
more personal critical viewpoint:

Mais bientdt le voyageur parisien.est choqué d'un certain

air de contentement de soi et de suffisance mélée 3 je ne

sais quoi de peu inventif. On sent enfin que le talent de

cet homme-13 se borne 3 se faire payer exactement ce qu'on

lui doit, et A payer lui-m@me le plus tard possible. (I, i)
Stendhal's depiction of M. de R@nal is one of the earliest portrayals
in literature of the complacently satisfied wealthy bourgeois. Insen-
sitivity, money-grubbing, and vanity are at the bottom of his charac-
ter. ''Tel est le maire de Verridres" and such is the man to whom our
heroine is married. If she is unhappy with him it is not immediately
apparent, nor is she herself aware of it.

The magnificent plane trees belonging to the municipality are
periodically mutilated by the Mayor, who has them clipped in barbarous
fashion in order to provide himself with more shade. This habit, which

the narrator deplores because it destroys the natural "formes magni-

fiques'" of the trees, further extends the contrast between nature and



the profit-seeking civilization in Verriétes4 just as it highlights

the aesthetic insensitivity of the man responsible for the mutilation.
‘M. de R2nal excels at building walls, too. In town and all around his
own large gardens stand the many walls that have earned him the respect
of his neighbors. Barriers are everywhere. They suggest the impene-
trable walls he has built within his own household, in his relations

with his wife.

Mme de R2nal is first seen in Chapter II en promenade with her
husband along the public walk (which is bordered by a high retaining
wall, another of M. de R2nal's achievements). The method of intro-
duction is somewhat similar to the one Stendhal used for Armance, in
that the heroine is immediately placed in her enviromment without a
word about her character or background. But although our information
here is also limited--to the knowledge that Mme de Rénal is the wife
of the Mayor--there is nevertheless much that is different. Armance,
who was introduced as the poor cousin of Octave, hardly ever moved;
this heroine speaks and is shown in motion in a manner that defines
her role and subtly reveals her character.

Tout en écoutant son mari qui parlait d'un air grave,
1'ceil de madame de R@nal suivait avec inquiétude les
mouvements de trois petits gargons. L'ainé, qui pou-
vait avoir onze ans, s'approchait trop souvent du

parapet et faisait mine d'y monter. Une voix douce
prononGait alors le nom d'Adolphe, et 1l'enfant renon-

4The prevailing attitude of the citizens is summed up thus:
"Voild le grand mot qui décide de tout 3 Verridres. RAPPORTER DU
REVENU, A 1lui seul il représente la pensée habituelle de-plus des trois
quarts des habitants.'" (I ii) M. de Renal, of course, personifies this
generalization,
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Gait 3 son projet ambitieux. Madame de R2nal paraissait
une femme de trente ans, mais encore assez jolie.

It is with the attentive eye she directs to her children and her voix.
douce that Stendhal begins to build the maternal qualities that are
ever-present in this woman who is "pretty enough"” to hold the reader's
interest.

Jean Prévost has astutely observed that Stendhal in the Rouge
mastered a rhythm which he had attempted "assez gauchement" in Armance--
a counterpoint, Prévost calls it, "un entrecroisement régulier entre
1'intrigue principale et les épisodes qui peignent les moeurs."5 While
one might demur slightly--to suggest that mores are depicted from the
moment the voyageur parisien opens his mouth to comment upon the in-
habitants of Verridres--Prévost has nevertheless inadvertently called
our attention to something of importance: Stendhal's use of episodes
in this novel. For in the Rouge episodes become the significant means
by which Stendhal introduces his women. In episodes Mme de Rénal ap-
pears before our eyes to move and to speak in ways that demonstrate
more about her than the author cares to discuss with elaboration. Her
character traits are often illustrated well before they are named. A
case in point is an episode that occurs near the parapet wall, while
the R@nals are taking a stroll. Stendhal calls it a "petit événement,"
and as it occurs, he manages to tell us much about his heroine without
actually describing her character.6 One may recall that in Armance

the author's tendency was to name and describe Armance's admirable

5Jean Prévost, La Création, pp. 247-48.
6On the subject of the method of portraying character M. Bardiche
has observed that Stendhal first notes the traits and then uses scenes
to "éprouver le caractire."” While this may be true for Stendhal's he-
roes, it does not apply to Mme de R2nal. (Stendhal romancier, p. 59)




character traits, and in his assiduous efforts to tell us how very dif-
ferent she was from all other women, he frequently neglected to show us,
by demonstration. He does not lapse into the same error with Mme de

Ré&nal.

As with the character portrayal of his heroines, Stendhal's
description of the R2nal marriage is gradual and he leaves much in
the shadows. It is not the facts behind their union but the author's
personal observations that are scattered throughout the first several
chapters of the novel, and nothing about their married life is thor-
oughly described or analyzed in depth. However, everything we know
about the husband leads to the conclusion that--for a tender and sen-
sitive woman--life with this uninspiring man can be neither interesting
nor pleasurable. Nevertheless, until some time after the arrival of
Julien, Mme de Re2nal has been rather oblivious to her husband's short-
comings.

"™M. de R&nal vivait fort bien avec sa femme," we are informed
in Chapter III. This seemingly innocuous phrase alerts us immediately,
for it places one-sided emphasis upon Monsieur: his needs are satis-
fied. But how does Mme de R2nal live with her husband? We begin to
perceive their relationship in the dialogue that follows. It is the
husband who monopolizes the conversation. Her small contribution, be-
cause it is twice offered timidement, suggests not only an innate ti-
midity but also a habitual deference to her husband. And he is so ac-
customed to making judgments and pronouncements--with the expectation

of his wife's approval and admiration--that when faced instead with



45

a reasonable question, he verges on anger. Suddenly she cries out,
for their second son has just climbed up on the wall, as the eldest
had been longing to do, and is now running along the parapet. ;
La crainte d'effrayer son fils et de lui faire tomber
emp@chait madame de R2nal de lui adresser la parole.
Enfin 1'enfant, qui riait de sa prouesse, ayant regardé
sa mdre, vit sa p8leur, sauta sur la promenade et ac-
courut 3 elle. Il fut bien grondé., (I, iii)

This realistic interplay between mother and child brings forth
the heroine's genuine spontaneous concern. Instead of stating out-
right that Mme de R&nal is the incarnation of maternal love, instead
of dwelling at length upon the admirable woﬁanly qualities that pro-
mote conjugal and filial devotion--as would Balzac--Stendhal vividly
displays her motherly anxieties and selfless love.

The materfal qualities present in Mme de R&nal from the begin-
ning are those that Julien will come to admire. It is with absolute
sincerity that, toward the end of the novel, he announces to the jury
at Besan¢on, "J'ai pu attenter aux jours de la femme la plus digne de
tous les respects, de tous les hommages. Madame de R8nal avait éte pour
moi comme une mdre." (II, x1i) For it is the wérmth, maternal devotion,
and tenderness thét he cherishes in her., There is much of the ideal
mother in this heroine, suggesting analogies between Stendhal's own beau-
tiful mother, who was, in memory, "l'dme et la gaité de la famille."7

The'petit événement" leads to the introduction of Julien Sorel's
name into the conversation, for it inspires M. de R&nal to advise his
wife of his unilateral decision to engage Sorel as a tutor to care for,

as he puts it, "les enfants gui commencent 3 devenir trop diables pour

nous." These children, to whom his wife is so deeply devoted, are noth-

7Stendhal, La Vie de Henri Brulard, Ch. IX.




ing more than a nuisance to him. R2nal then proceeds to pompously
predict how his project of hiring a tutor will add to his own pres-
tige in the eyes of Valenod and other wealthy people in town.
R2nal's decision leaves Mme de R&nal "toute pensive,"8 and at
this point the author intervenes to tell us about his heroine. In
three paragraphs covering less than a page she is portrayed from
several perspectives, including her own. The portrayal extends from
her outer appearance to her interiority and covers a range that in-
cludes her nature, her reputation, and a subtle allusion to her sex
appeal.
First we learn about her physical appearance:

C'était une femme grande, bien faite, qui avait éte la

beauté du pays, comme on dit dans ces montagnes. Elle

avait un certain air de simplicité, et de la jeunesse

dans la démarche; aux yeux d'un Parisien, cette grdce

naive, pleine d'innocence et de vivacité, serait méme

allée jusqu'3 rappeler des idées de douce volupté. (I, iii)
The shifting perspectives are presented by an author who is free to
speculate as he pleases. The initial viewpoint is that of the citi-
zens of Verridres. Everything about Mme de R&nal is wholesome. She
exudes freshness and innocence. But neither here nor elsewhere do
we learn specific details about her beauty. Following the trend es-
tablished in Armance, it is the over-all impression that counts. In
the Rouge, where the physical description of Mme de Renal is totally
lacking in substance, Stendhal pushes that trend to the limit.

The semicolon, which is génerally a coordinating element, be-

comes a device for separating two different modes of perception. The

She does manifest some dismay. ''Ah! Bon Dieu! mon cher ami,
comme tu prends vite un partil!" But R@nal seizes upon her feeble pro-
test as yet another opportunity to enhance himself: her exclamation
becomes a compliment when he replies "C'est que j'ai du caractdre, moi,
et le curé 1'a bien vu."
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author seems suprisingly explicit when he suggests that Mme de Rénal
is physically attractive. But his use of the word volupté conveys a
pleasurable réverie more than it denotes sensuality. In other places
Stendhal's voluptés are completely unrelated to physical contact or
desire, or anything sexual, for that matter.9 Here let us intrude to
remark that it is in the guise of a generalized sophisticated Parisian
that Stendhal dares refer to her douce volupté. We would suggest that
his own pudeur prohibits frankness in matters of a sexual nature--at
least in his novelse.
Mme de Re&nal is quite unaware of her attractiveness to men.

Si elle elit appris ce genre de succés, madame de Ré&nal

en eQt été bien honteuse. Ni la coquetterie, ni 1l'af-

fectation n'avaient jamais approché de ce coeur.
By means of the characteristic aside through which Stendhal comments
upon his characters Mme de R&nal's innate modesty is verified. Then,
by opposition, he assures us that she is utterly lacking in mannerisms
and falsity. 1Is it only the Parisian who finds her attractive? Ap-
parently not, for in the next paragraph we learn that her subtle charm
has impressed one of her countrymen, M. Valenod.

Shy and reserved once again in all that concerns sex, our author

uses a colorless mild expression, "faire la cour," to describe Valenod's
intentions, informing us that the man's lack of success with Mme de

R&8nal "avait jeté un éclat singulier sur sa vertu." But if Mme de Rénal

9"Madame de R2nal se donna la délicieuse volupté de plaider la
cause de sa rivale, et de voir la main et la fortune d'Elisa refusées.e.."
(1, viii)

"Elle s'applaudit de sa démarche. Je n'ai pas éte indigne de
Julien, se dit-elle, avec une douce et intime volupté.' (I, xx) The em-
phases are ours. Unquestionably Stendhal is, in each example, convey-
ing her pleasure, but what he describes is more the na'ive satisfaction
of her ego than anything sensual.

w
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has not succumbed to Valenod's attempts to woo her, it is not merely
because she is, as others see her, virtuous.
Madame de R2nal, fort timide et d'un caractlre en
apparence fort inégal, était surtout choquée du mouvement
continuel et des éclats de voix de M. Valenod.

Valenod, by provincial standards‘a bel homme, is objectively portrayed
by Stendhal as gross and obtrusive. Mme de Rénal, who finds him almost
unbearably offensive, possesses a keen sensibility that will show itself
in many ways and that is intended to contrast favorably with the kind
of perceptiveness or insensitivity that Stendhal attributes to the ma-
jority of the townspeople. Clearly her interests are not like theirs:
she has an aversion to what they call "de la joie'" which earns her the
reputation of being "trds fidre de sa naissance"--undeservedly, for
"elle n'y songeait pas, mais avait été fort contente de voir les ine-
habitantsAde la ville venir moiﬁs chez elle." Throughout the novel
Stendhal lets us know that most people are mistaken about her; few
know her at all. His practice, then, is to inform us when others mis-
interpret her attitudes and inclinations. Here, after invalidating
their aésumption, he separates and distinguishes her from her peers:
"Pourvu qu'on la laissidt seule errer dans son beau jardin, elle ne se
plaignait jamais." With her marked preference for solitude and her
sensitivity to nature Mme de R2nal becomes the predecessor of several
gentle and modest heroines who are more content, if mot actually happy,
vhen left alone. Etranglre like Armance, she is condemned to live in
a society in which she is an outsider.

In the third paragraph Stendhal uses a word he earlier applied to
her gracefulness, ""naive," to characterize the woman. "C'était une &me
naive qui ne s'était jamais élevée mdme jusqu'd juger son mari." As

for their marriage:
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Elle supposait, sans se le dire, qu'entre mari et femme il

n'y avait pas de plus douces relations. Elle aimait sur-

tout M. de Rénal quand il lui parlait de ses projets sur

leurs enfants. ... En somme, elle trouvait M. de Renal beau-

coup moins ennuyeux que tous les hommes de sa connaissance.
Confirmed in the second sentence is what we have seen elsewhere: Mme
de R2nal's main interest is the welfare of her children. And our author
insinuates that if she loves her husband at all it is because of the
children--not the man himself. Although the reader is bound to be du-
bious about her suppositions regarding their married life--"'qu'il n'y
avait pas de plus douces relations''--Mme de R8nal has no idea that they
are erroneous. She expresses few doubts, asking no questioms about life
and her own existence. As for happiness, like most married women of her
era~--and many women today--she never wondered if she was fulfilled as a
woman, or fully happy with her husband.lo Her suppositions are vague,
as the phrase ""sans se le dire" indicates. Such uninformed suppositions
tend to plague all of Stendhal's protagonists. They are, however, char-
acteristic of this heroine's mental processes.

In the last sentence we are dealing with a conviction based on ex-
perience. She finds her husband less boring than the other men she
knows and, in truth, thus far there is no proof that she is mistaken.
After all, whom else does she know but Valenod and other men of his
kind? This is certainly not to say that her husband is not boring, for
in the next paragraph Stendhal subverts everything by remarking, iron-

ically, '"'ce jugement conjugal était raisonnable," and then, in a devas-

tating description of M. de Re@nal's esprit and bon ton, showing how ut-

terly devoid of wit, imagination, and grace the man really is.

10In this respect she is typical of French women generalized earlier
by Stendhal in De l'Amour: '"Les femmes frangaises, n'ayant jamais vu le
bonheur des passions vraies, sont peu difficiles sur le bonheur intérieur
de leur ménage, etle tousles jours de la vie."” Fragment 86.
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Not without generosity did Stendhal observe in De 1l‘'Amour that
vwomen, unlike men, prefer emotions to reason.

C'est tout simple: comme en vertu de nos plate usages,
elles ne sont chargdes d'aucune affaire dans la famille,
la raison ne leur est jamais utile, elles ne 1'éprouvent
jamais bonne A quelque chose. (VII)

What Stendhal implies here, and states elsewhere, is that women had

few meaningful opportunities to use their reasoning capacities. Placing
the blame upon the limitations of their role in society and upon con-
temporary customs, Stendhal suggests that there are remedies for the
situation-~in education.11 Nevertheless, in his fiction he has repeat-
edly chosen to portray women who are guided more by their emotions than
by "1l'habitude d'@tre raisonnable,'" women who are simple, ignorant, and
naive. For such a condition seems to make them all the more vulnerable
to amorous passion. They come upon love unawares. Mme de Renal is
Stendhal's first outstanding heroine of feelings and emotion. In the
second part of the novel she will stand in direct contrast to a woman
whose mind is habitually active, Mlle de la Mole, a heroine who prefers
"la raison."

Doés Mme de R&nal lack the intelligence and acumen necessary to
perceive her husband's true nature, to see him as the reader sees him,
or is she deliberately deceiving herself? Whatever may be the reasomns,
the fact that she does not judge her husband is undeniable and, to some

critics, highly reproachable. Whether it be grounded on inability or

11De 1'Amour, LIV,
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unwillingness on her part has yet to be revealed. It is an enigma that
the reader scarcely has time to consider as the narrative moves rapidly
forward to introduce Julien.

The Stendhaliste Georges ﬁlin comes close to accusing the author's
characters--heroines and heroes alike--of bad faith. ''Ils trouvent trop
souvent trop de confort 2 ne descendre qu'd mi-hauteur de leur conscience,"
he opines. And our heroine is not exempt from his criticism.

C%est le cas, 3 plus forte raison de Mme de R&nal se dis-

pensant de rechercher pourquoi tant son mari que les hommes

d'argent qui le fréquentent 1l'ennuient ou lui inspirent

méme de 1'aversion.l2
His point might be acceptable if the Rouge were to end after the intro-
ductory chapters. However, in Chapter VII we are given an idea of why
Mme de R&nal avoids--or as M. Blin phrases it--gets out of inquiring why
her husband and his associates bore or repel her. That avoidance is
tied up with her self-preservation, with her "instinct for happiness."
Moreover, unlike Armance, unlike Mathilde, Mme de R&nal is nowhere
portrayed as a lucid self-examining heroine or as a woman whose spare
moments are spent reflecting upon the actions of those who surround her.
Not only is it unfair to demand of her something that the author has
not given us reason to expect but also Stendhal evidently felt that her
cécité was an essential feature of her character. It not only makes her

eventual love for Julien more innocent but also, in the end, her for-

saking of all conjugal prudence more stirring and dramatic.

Stendhal prepares us for the meeting of Julien and Mme de Rénal

12Georges Blin, /Stendhal et les probldmes de la persomalité (Paris:
José Corti, 1958), p. 517.
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and for the attraction of like sensibilities by matching, for the
attentive reader, Julien's "invincible timidité" to Mme de R&nal's
"extreme timidité.! Although the causes of their apprehensions are
entirely different, the surprise and delight that each experiences
at the sight of the other is equal in intemsity. It is in the
breathless encounter scene, full of intimacy and rich with the
promise of love, that we begin to understand how rarely our heroine
has experienced anything approximating le bonheur. 'De sa vie une
sensation purement agréable n'avait aussi profondément ému madame
de R2nal." And when Stendhal notes her appreciation of Julien's
physical person--""Madame de R&nal fut frappé de 1'extr2me beauté de
Julien'"--we can imagine how limited have been her contacts with men.
La forme presque féminine de ses traits et son air

d'embarras ne sembldrent point ridicules 2 une femme

extr@mement timide elle-méme. L'air mi8le que 1'on trouve

communément nécessaire 3 le beauté d'un homme lui efit

fait peur. (I, vi)
Everything about Julien appeals to her, from his physical appearance
(his femine features) to his unpolished manners (the "air d'embarras,"
his "air étonné," his "air timide d'une jeune fille"). In retrospect,
Julien is thoroughly ashamed of the way he looked on that day and
would prefer to appear as a ''précepteur honoré pour sa science' as
he imagines Mme Derville first saw him. Mme de R@nal's first sight
of him, however, has not only had a pleasurable effect upon her; it
has made a lasting impression:

C'était précisément comme jeune ouvrier, rougissant

jusqu'au blanc des yeux, arrété 3 la porte et n'osant

sonner, que madame de R&nal se le figurait avec le plus

de charme. (I, xiii)
Her cherished image of Julien partially explains why he rapidly wins

a place in her heart. If she is attracted to him from that moment, it
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is because he is sensitive and vulnerable, in every way unlike the
robust, cruel, and bullying men she knows. And she, a tender and
compassionate woman, does not fear hime She is able to empathize
and moves rapidly beyond her self-interest to understand him. De-
spite her "simplicity," Mme de R&nal has a certain intuition that
is apparent from the outset:
Madame de Renal en était déj3 3 saisir les moindres

nuances de ce qui se passait dans 1'3me du précepteur;

elle prit ce mouvement pour de la timidité et voulut l'en-

courager. (I, vi)
This kind of sensitivity enhances her image as an extremely feminine

" Nevertheless,

woman, a woman who is "utterly lacking in coquetry.
the presence or absence of specific habits or modes of behavior
ought not to be perceived as immutable.

Under the influence of love, it is unconsciously that she
begins to alter her behavior, and instinctively that she adopts
feminine wiles. When, for example, M. de Rénal asks her what she
thinks of his '"nouvelle acquisition,'" Julien, it is "par un mouve-
ment presque instinctif" and "dont certainement elle ne se rendait
pas compte’ that she conceals the truth. In fact, she lies to her
husband. Progressively drawn to Julien she begins, by comparison,
to see her husband as he really is. Change invades the domain of
her personal interests and activities, too. She begins to pay at-
tention to her attire, buying new clothes and changing her dress
several times a day. And the change extends even to the way she
wears her dresses. In one of those delightful intrusions, Stendhal
directly addresses the reader with a slight touch of irony:

Comme notre intention est de ne flatter personne,
nous ne nierons point que madame de Rénal, qui avait une

peau superbe, ne se fit arranger des robes qui laissaient
les bras et la poitrine fort découverts. Elle était trds
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bien faite, et cette manidre de se mettre lui allait
A ravir. (I, viii)

And this from a modest woman hitherto at ease only when '"loin des
regards des hommes." (I, vi) Again the change in unconscious.
"C'était sans intention directe que madame de Re€nal se livrait 2
tant de soins. Elle y trouvait du plaisir et sans y songer autre-
ment," the author insists, while the reader knows that her desire
to please Julien, and thus herself, is behind this coquettish be-
havior.

By Chapter VII we have seen enough of our heroine to describe
her as she is portrayed and to come to some conclusions of our own.
Placing her in a repressive milieu that is not conducive to the
development of l'esprit, Stendhal works first in the manner of a
playwright, revealing her nature by the way she speaks and behaves.
Through dialogue we learn that she lives submissively, in relative
peace and harmony, with a man whose character will not change: venal,
insensitive, ungenerous, unimaginative, boring, and pompous, M. de
R2nal typifies all that Stendhal condemns-~in life as in 1iterature13
--and an understanding of his character is necessary to an apprecia-
tion of the heroine's situation.

Stendhal has heightened our expectations by insidiously im-
planting the notion that Mme de Renal is a woman who has yet to be
fulfilled--physically, spiritually--by telling us that she is an ex-
tremely attractive woman with an appeal that borders on the sensual,
by intimating that life with M. de Rénal does not satisfy the needs

of a woman of such a warm and sensitive loving nature.

13In La Vie de Henri Brulard he discusses '"la bassesse bourgeoise'
(Chs. IX and XXIX). In M. de R2nal he depicts it incisively.
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The author has given Mme de Rénal few interests--nature and her
children. Unquestionably, it is in maternity that she finds an outlet
for her emotions; in maternity, too, that she shows her capacity for
tenderness and devotion. It is interesting to note that thus far she
resembles the woman Stendhal has described in a letter to his friend
Salvagnoli, "une femme charmante" who is, according to Stendhal, the

product of her era and her milien:l4

Mme de R2nal est une de ces femmes qui ne savent

pas si elles sont belles, qui 1'ignorent, qui regardent

leur mari comme le premier homme du monde, tremblantes

devant ce maltre et croyant l'aimer de tout leur coeur,

douces, modestes, tout entidres 3 leur ménage, chastes

et retirées, aimant Dieu et priant.
We would be remiss if we did not point out that this letter was writ-
ten for purposes of publicity. Although Stendhal wanted prospective
readers to believe that Mme de R&nal is typical of provincial women
in France in 1830, this is certainly not what he conveys in the novel,
where he gains a special tension by placing her at odds with her milieu,
thereby enhancing her character. Nor does the author's summary anal-
ysis of his heroine take into account the ways she changes.

There is nothing false or mean about this gentle, unambitious, un-
demanding, unselfish woman. For the modern reader, however, ummitigated
virtue can be as boring as life with M, de R&nal., We look for some im-
perfections in this woman, some small details showing that she is human,

capable of a petty act or a bit of cruelty. Happily, our search will not

go unrewarded when she suffers the torments of jealousy.15

14She is "une femme charmante comme il y en a beasucoup dans 1la Pro-

vince'" and her character is a result of "cette nouvelle vie de province si
ennuyeuse, si pleine de soupgons, qui a envahie la France depuis 1800 ...
impossible au milieu des moeurs gaies qui ont regné de 1715 3 1790...."
(Letter to Vincenzo Salvagnoli).

1SSpeci.f:lcally, the treatment of her chambermaid, "Elle abhorrait
Elisa en ce moment et venait de la brusquer.” (I, viiis Compare also the
satisfaction she experiences when Julien refuses to wed Elisa. See foot-
note 9, on page 47.
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We are bound to feel that her prosaic marital situation is
regrettable. But we do have some reservations about her naiveté
in regard to both her existence and her husband. Because we are,
in the beginning, seldom party to her thoughts--and those we do
share are limited--we soon suspect that Stendhal's heroine is a
woman of limited intelligence.

Perhaps she is. She never shows great flashes of insight.
Her pursuits are not intellectual and she has no original ideas.

In nonfictional writings Stendhal shows no predilection for naive
unintelligent women. Naivet¢ is something he hopes women will
overcome as quickly as possible (still, with Mme de R&nal the
process of déniaisement is not rapid). Unintelligent women ap-
parently did not please him.16 It would seem that there was, for
Stendhal, a subtle distinction between simple uneducated women and
stupid women. His novels are well stocked with simple naive women
and it is they who win the hearts of Stendhal's heroes. Stendhal's
problem is to dissuade his reader from concluding that his heroine
is altogether dense and lacking in intelligence. And he resolves it
by intruding into the narrative account of Julien's first month in
the R&nal household, to defend her by means of hypothesis.

Just as Mme de R2nal is beginning to pity Julien tenderly for
his extreme poverty, the author inserts a few paragraphs about her
education and past life. Whether this is done to justify her ig-
norance or to prevent us from concluding that she is stupid, it is
certain that Stendhal is not presenting her "life history.'" Factual

information here is more limited than it was for Armance. We do not

16“On ne saurait aimer une femme d'un esprit trop inférieur."
De 1'Amour, XXXII.
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see the child in the woman, and can only imagine what her upbringing
was like. We have no idea what happened to her parents (they are not
mentioned), at what age she entered the convent, and when or why she
left it to marry M. de R2nal. Does this lack of information bother
us? Most readers, unaware that it is missing, seize with alacrity
upon what Stendhal does disclose. Too, there is little mystery about
this heroine who is such a creature of the present, so convincingly
is she shown from the beginning as a maternal figure and a shy re-
tiring woman that we have no questions about her motivation. Her
background seems of minor importancé and only through close examina-
tion and careful consideration of Stendhal's method of portrayal does
one become aware of the omissions.

Stendhal himself is not concerned with probing her past, as a
cursory examination of these paragraphs will indicate. What he con-
veys can be reduced to several key ideas: Mme de Rénal may be simple,
but she is not unintelligent. What she has been exposed to--education,
marriage, and so on--has influenced her sensitive and proud nature,
but she has learned little of positive value. Instead, this exposure
has turned her ever-~inward, and in order to survive assaults upon her
peace of mind she lives a kind of interior existence, which is religious
in essence, oblivious to all but her children. With her limited ex-
perience ("'elle n'avait aucune expérience de la vie'"), she has come to
some firm conclusions about people, men in particular. She accepts
them as they are and does not dream that they could be otherwise.

"Madame de R&nal &tait une de ces femmes de Province que 1l'on
peut bien prendre pour sottes pendant les quinze premiers jours qu'on
les voit," Stendhal begins. This is an inverted defense of his heroine,

addressed to the reader who has reached the erroneous conclusion that
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she is indeed sotte.17

Her reticence is justified by the social milieu:

Cet instinct de bonheur, naturel 3 tous les 2tres, faisait
que, la plupart du temps, elle ne donnait aucune attention
aux actions des personnages grossiers au milieu desquels
le hasard 1l'avait jetée.

The matter of her intelligence is pursued in the next paragraph:
"On 1l'elit remarquée pour le naturel et la vivacité de 1l'esprit si elle
efit eu la moindre éducation," Stendhal hypothesizes. Placing the blame
for her arrested development upon her miserable education affords
Stendhal another opportunity to attack the Jesuit order. We learn
that she was raised '"chez les religieuses passionnées du Sacré Coeur
de Jésus et animées d'une haine violente pour les Frangais ennemis des
Jésuites.”" (The irony requires mo comment: misplaced religious zeal
is not their only form of hypocrisy.)

The form and content of this education are not discussed. Glossing
over all the practical details of her existence in the convent, Stendhal
alludes to the principles inculcated by the sisters:

Madame de R@nal s'était trouvée assez de sens pour oublier
bientdt, comme absurde, tout ce qu'elle avait appris au
couvent; mais_elle ne mit rien 3 la place, et finit par ne

rien savoir.l

By qualifying her education as absurde the author accounts for her igno-

17Elsewhere he told us that the women in town think she is sotte
“"parce que, sans nulle politique A 1l'égard de son mari, elle laissait
échapper les plus belles occasions de se faire acheter de beaux chapeaux
de Paris ou de Besangon." (I, iii) This is, of course, Stendhal's way
of implying that Mme de R2nal's values are different; she is not frivo-
lous.

18From a man who had very definite ideas about what women ought
to be taught this is certainly not a far-reaching critique of convent
education. His analysis of convent education in De l'Amour is not much
more extensive., ''L'éducation actuelle des femmes, ce mélange bizarre
de pratiques pieuses et de chansons fort vives, est la chose du monde
la mieux calculée pour éloigner le bonheur.'" Fragment 119,
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rance. Interestingly, in Lucien Leuwen Stendhal continues to rely upon

a faulty convent education to "explain," if not the character of one
Mme de Chasteller, at least that gentle heroine's lack of experience.
Here, however, it is the affective aspects of the education that inter-
est him, and once they are indicated, he is able to assert, in phrase-
ology reminiscent of that which he used for Armance, "Son éducation fut
faite par la douleur."19

As for the opposite sex, based upon Mme de R2nal's acquaintance
with three men:

la grossidreté, et la plus brutale insensibilité 3 tout

ce qui n'était pas intér2t d'argent, de préséance ou de

croix; la haine aveugle pour tout raisonnement qui les

contrariait lui parurent naturelles 3 ce sexe, comme

porter des bottes et un chapeau de feitre.20
It is no wonder that she is favorably impressed by Julien; one wonders
only about the length of time it will take before she surrenders com-
pletely to his charm.

What we cannot fail to notice in Stendhal's treatment of Mme de
R2nal's past is that facts are meaningful only insofar as they explain
her naiveté and shed some light upon her outlook. No one individual
has exercised a positive and lasting influence upon her character or

her habits, Her training, barely indicated, has been an éducation en

négative. She has managed, nonetheless, to preserve a certain inde-

19Stendhal has replaced the "assez grands malheurs' endured by
Armance with the all-embracing douleur. Briefly summarized, Mme de
R2nal, as the heiress to a huge fortune, was subjected to the "flat-
teries mielleuses et empressées' of the sisters which experience, com-
bined with her "penchant 3 la dévotion passionée'" gave her that "manidre
de vivre tout intérieure." Wounded by life in the convent, she fared no
better in marriage, where her husband responded to her "besoin d'épanche-
ment" with incomprehension and cruelty.

20It is probably with this passage in mind that Maurice Bardiche
describes Mme de R&nal as "innocemment cynique." Op. cit., p. 210.
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pendence of spirit- which thrives on love and will flourish bril-
liantly. And she has a natural aptitude for happiness; it has not
been stifled, despite the repressive atmosphere in which she finds
herself. In her development, in the past and in the mobile present,
she appears to be less a product of her cultural milieu than a self-
determined woman. Whatever the restraints she must overcome to give
expression to her aptitudes, to satisfy the yearning of her heart,

they are more within herself than socially imposed.

Given Mme de R&nal's unfortunate marital situation, one might
think that she would be an ideal prey for the nefarious influence of
romantic novels . . . like Flaubert's convent-educated Emma, who never
quite recovers from her earliest readings about adventure, passion,
and love, But Mme de R&nal does not read novels as a means of escape,
and ""le trds petit nombre de romans que le hasard avait mis sous ses
yeux' have failed to stimulate her imagination. Now, considering
what Stendhal wrote to his friend Salvagnoli about the reading habits
of provincial women, it is surprising that literature should have no
place in the life of this heroine. Stendhal maintained that women in
the provinces were voracious readers who read as many as six novels a
month, sometimes as many as twenty! And in De 1'Amour ''depuis le
premier roman qu'une femme a ouvert en cachette 3 quinze ans, elle
attend la venue de i'amour passion" (Fragment 141) . . . further evi-
dence that this heroine is neither typical of her era nor a product of
her socio-cultural environment. That she does not turn to novels for en-

lightenment, for diversion, is a "fact" Stendhal delights in stressing.
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In De 1'Amour the generalized women he discusses are constantly
thinking about love: 'les dix-neuf vingti2mes de leurs ré&veries habi-
tuelles sont rélatives 3 1l'amour." (VII) However, Mme de R&nal is an
exception to this rule. If she thinks about love at all, it is rarely
and her notions about it are atypical. The Curé Chélan has spoken about
love 3 propos of Valenod's intentions--adulterous love, to be sure--
and has painted such a disgusting picture of love that it comes to
represent, to her, "l'idée du libertinage le plus abject." His lesson,
vhich Mme de Renal does not forget, authenticates her bouts of religious
remorse. Furthermore, based on the few novels she has read "elle re-
gardait 1'amour comme une exception ou méme tout 3 fait hors de nature."
(I, vii) Thus in her "ignorance" she reproaches herself nothing and
is at liberty to enjoy the early stages of her friendly relationship
with Julien. Ignorance justifies the way she remains blind to the true
nature of her feelings--for a while at least. And even after she ad-
mits to herself that she loves, there is ignorant bliss in her percep-
tions-~'""elle venait 3 songer 3 la douceur de vivre avec Julien inno-
cemment, et comme par le passé''-~-and a delightfully, incredibly na'ive
chasteness, too:

Comme madame de R&nal n'avait jamais lu de romans, toutes

les nuances de son bonheur étaient neuves pour elle.

Aucune triste vérité ne venait la glacer, pas méme le

spectre de l'avenir. Elle se vit aussi heureuse dans dix

ans qu'elle avait éte en ce moment. ... Jamais je n'ac-

corderai rien 3 Julien, se dit madame de R&nal, nous vi-

vrons A l'avenir comme nour vivons depuis un mois. Ce

sera un ami. (I, xiii)
Because she dismisses the lessons of literature and has no expectations
or preconceptions, ignorance permits her a maximum amount of freedom,

freedom to act according to her impulses, to experience everything in

a fresh uninhibited manner. Her behavior, modest but not constrained,.
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is marvelously open to change at every moment. And the reader knows
how her virtuous decisions are forgotten when love and happiness are
at stake.

Stendhal's heroines do not follow the seven steps of cristallisa-
tion traced in De 1'Amour. A tender woman such as Mme de R&nal in-
variably passes through the stage we indicated in our discussion of
Armance, moving from extreme pity--for Julien's poverty--to admiration--
when he rebuffs her offer of money--"'elle le respecta, elle 1'admira,
elle en avait été grondé." This admiration places Julien on an equal
footing, although he never knows it. Age distinctions have no more
meaning to her than class differences.

As is usually the case with Stendhal's heroines, the interven-
tion of a third person, often an insignificant "rival," forces the
recognition or reaffirmation of the heroine's love for the hero. A
jealousy that is, typically, unfounded stimulates love. For Mme de
Rénal the pangs of jealousy bring her to ask herself "Aurais-je de
1'amour pour Julien?"; they intensify her amorous passion and oblit-
erate her most prudent resolutions.

Among the visible signs of Mme de R&nal's growing affection are
"les soins plus tendres' that she permits herself, to assuage Julien's
injured pride. ''La nouveauté de ces manidres fit pendant huit jours le
bonheur dg Mme de R&nal." After taking his arm for the promenade "elle
s'appuya avec ume fagon singulidre 3 Julien." Elsewhere it is "avec
amiti&" that she leans on him, and still later "d'une fagon marquée."
Yet no matter what she says and does, Julien long remains blind to the
obvious, persistently viewing this unsnobbish, unaffected woman as a

class enemy.21 Even after she has given herself to him, he is quick to

21"11 se dit: Elle est bonne et douce, son golit pour moi est vif,
mais elle a éte élevée dans le camp emnemi.”" (I, xvii)
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to misjudge her.

Regarding the act of love itself, Julien, when he attains his
objective, misses out completely on ''le bonheur." For while seducing
Mme de R2nal he is attentive to his notion of '"devoir," involved in
playing the role of an experienced Don Juan "au lieu d'@tre attentif
aux transports qu'il faisait naitre, et aux remords qui en relevaient
la vivacité." Stendhal's point is that whenever Julien calculates, he
fails to enjoy the fruits of his success with the opposite sex. As a
result, the big event of his life is a total disappointment: '"Mon
Dieu! 2tre heureux, &tre aimé, n'est-ce que Ga?'" Undoubtedly, our
Julien has read too many novels.

As for Mme de R2nal, we are not allowed to penetrate her state
of mind. There are, however, some references to her 'transports'--as
above, then later when Stendhal observes that Julien's departure ''ne
fit point cesser les transports qui l'agitaient malgré elle, et ses
combats avec le remords qui la déchiraient.'” These transports are re-
markable when viewed retrospectively--in the light of other Stendhalian
love scenes where !'transports" of passion are notably absemt. But if
Stendhal is herein implying that Mme de R2nal has been sexually ful-
filled he does it with utmost delicacy. The responsive chords he
stresses are her "indignation réelle," her "cruelles alarmes," and
her fear of eternal damnation.

Only afterward, and with the aid of memory, does the event it-
self assume any importance. Passion is a state of mind that is divorced

from the act of love. As we shall see, it is the chaste moments of in-
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timacy that give the heroine and hero the most intense satisfaction.
The boudoir scenes in Stendhal's novels, far from being erotic,
are not even the occasion for sensual pleasure. Reticence, if not
extreme chastity, is what characterizes Stendhal's treatment of the
realities of physical love. Sexual passion, physical arousal, and
the satisfaction of desires are neither described nor intimated in
the Rouge. Instead, we have an ironical allusion to what occurred:
'"On elit pu dire, en style du roman, que Julien n'avait plus rien 3
désirer." (I, xv) Some of the ramifications of Stendhal's decidedly
pejorative use of the word ''movel' will be examined later. Here
"style du roman" connotes effusiveness, inflation--in a word, the
enflure that Stendhal detested and struggled to avoid.
One cannot overlook the frequency with which Stendhal refers

to novels in his own novels and elsewhere. 1In De 1l'Amour, speaking
of the Italians, lauding their character, he says pointedly that in
Florence "personne ne lit.'" (XLIX) And in the chapter '"De 1'Italie':
"clest le manque de la lecture des romans et presque de toute lecture
qui laisse encore plus A l'inspiration du moment," he remarks, in
praise of the spontaneity of Italian love. As for Italian girls, they
are quite fortunate: 'si elles aiment, elles sont livrées entildre-
ment aux inspirations de la nature.” (And in Stendhal's novels it is
notable that the real "love scenes' habitually take place out of doors,
in a natural setting.) The second paragraph of this fragment on
Italian girls points--in the first sentence--directly to Mme de R&nal:

Comme si le hasard avait décidé que tout ici con-

courait 3 préserver le naturel, elles ne lisent pas

de romans par la raison qu'il n'y en a pas. A

Gendve, en France, au contraire, on fait 1'amour 3

quinze ans, pour faire un roman, et 1'on se demande

3 chaque démarche et presque 3 chaque larme: Ne
suis-je pas bien comme Julie d'Etanges? (Fragment 56)
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As we suggested earlier, Mme de R@nal's indifference to novels high-
lights her '"natural” spontaneous manner of loving. Above, when Stendhal
goes on to oppose his Italians to the French we are obliged to recognize
that too much familiarity with the novel of love-~-the '"grand roman,"

La Nouvelle Héloise--breeds artifice . . . and sometimes more. For in

the Rouge and Leuwen the characters who are inspired by novels con-

sistently fail to understand what love is all about. And the Stendhal-
ian heroine who strives for '"le grand amour 3 la Rousseau' is invari-
ably incapable of loving ''naturally,' from the heart. Hence in Stendhal's

novels "le roman' is self-negating.

The day following the first '"nuit d'amour' we see Mme de Ré&nal,
madly and passionately in love with Julien, blushing profusely:

Pour elle, elle ne pouvait le regarder sans rougir jusqu'aux
yeux et ne pouvait vivre un instant sans le regarder; elle
s'apercevait de son trouble et ses efforts pour le cacher le
redoublaient. Julien ne leva qu'une seule fois les yeux sur
elle. D'abord, madame de R@nal admira sa prudence. Bientdt,
voyant que cet unique regard ne se répétait pas, elle fut
alarmée: "Est-ce qu'il ne m'aimerait plus, se dit-elle; hé-
las! je suis bien vieille pour lui; j'ai dix ans plus que lui.

En passant de la salle 3 manger au jardin, elle serra la
main de Julien, Dans la surprise que lui causa une marque
d'amour si extraordinaire, il la regarda avec passion, car
elle lui avait semblé bien jolie au déjeuner et, tout en
baissant les yeux, il avait passé son temps 3 se détailler ses
charmes. (I, xvi)

Pressure on the arm, a touch of the hand, an uncontrollable blush,
or a meaningful glance--these are the ways Stendhal's women reveal their
hearts. Limited physical contact is endowed with a rare significance.

It is the touch of the hand that sends our author into exaltation.
"Le plus grand bonheur qui puisse donner 1'amour," he declared over and

over in De 1l'Amour, '"c'est le premier serrement de main d'une femme qu'on
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aime."21 "Souvenir'' of Gina or Méthilde, it matters little. What
fagcinates us is that he focuses upon the hand with a frequency and
a fervor that border on fetishism. In the Rouge Stendhal has created
several scenes that deal with the touch of the hande On two out-
standing occasions the hand itself becomes the focus of dramatic
tension.

Both scenes take place in the garden at Vergy. One will recall
that it is during those full and active days spent in the countryside
that Julien and Mme de R2nal begin to experience a happiness unknown,

a bonheur rousseauiste which Julien will recall with pleasure when he

is confined in his prison cell at the end. The first scene is prepared
from Julien's perspective. His project is to conquer her hand: "Ju-
lien pensait qu'il était de son devoir d'obtenir qu'on ne retirdt cette
main''--the depersonalizing "on'' makes Mme de R2nal herself insignificant.
His maneuvers take on the allure of a bitter and painful combat, a mat-
ter of life or death. For Julien, then, pride is at stake, and his
success is marked by relief from fear and anxiety. If there is satis-
faction it is a '""jouissance d'orgueil." Happiness comes from conquest.
However, from Mme de Renal's point of view the struggle turns

into pure poetry:

Pour madame de R2nal, la main dans celle de Julien, elle

ne pensait A rien; elle se laissait vivre. Les heures

qu'on passa sous ce grand tilleul ... furent pour elle

une époque de bonheur. Elle écoutait avec délices les

gémissements du vent dans l'épais feuillage du tilleul,

et le bruit de quelques gouttes rares qui commengait 3

tomber sur les feuilles les plus basses. (I, ix)

Now, if ever there are sexual overtones it is in this scene,

when she "abandons" her hand to him; and as she speaks, her voice is

2]'De 1'Amour, XXXII. And Fragment 69: 'Quel moment que le pre-

mier serrement de main d'une femme qu'on aime.'" See also Fragment 32.
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"mourante." It is with few words, and in the passive voice--''elle
se laissait vivre''--that the full intensity of her serene and un-
expected bliss is cohveyed. Perhaps it could be argued that Stendhal
uses the passive voice to stress the very passivity of his heroine.
(A propos, it will be shown that in his next novel the passive voice
is used to denigrate one of his heroines.) As for Mme de R&nal, if
she has often seemed passive and docile until now, that impression
does not long endure. For she demonstrates a willingness to hold her
hand in Julien's by her own actions,22 and is neither passive nor im-
passive:

Mme de R&nal, transportée du bonheur d'aimer, était telle-

ment ignorante, qu'elle ne se faisait presque aucune re-

proche. Le bonheur lui 8tait le sommeil. (I, ix)

In regard to subtle changes in vocabulary, which accompany
changes in the woman, we have noticed that after Mme de R2nal has
given herself to Julien and is fully committed to loving him, her
thoughts, her desires are no longer in the realm of vague supposi-
tions. And the passive voice gives way to "Mme de R@nal brlilait de
se trouver seule avec Julien: elle voulait lui demander s'il l'aimait
encore.”" (I, xvi, our emphasis.) The passionate woman in her has
awakened.

In the garden, two chapters later, we find that Julien has be-
come more audacious. This time his plan is to take possession of Mme

de R2nal's hand in front of her husband--as repayment for the latter's

scorn. But Julien is distracted sensually. Swept up by emotions he

Julien ne remarqua pas une circonstance qui l'elit bien rassuré;
madame de R&nal, qui avait éte obligée de lui 8ter la main, parce qu'elle
se leva pour aider sa cousine 3 relever un vase de fleurs que le vent
venait de renverser 3 leurs pieds, fut 3 peine assise de nouveau, qu'elle
lui rendit sa main presque sans difficulté, et comme si déji c'elit été
entre eux une chose convenue. (I, ix)
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forgets himself and becomes responsive to the woman in her:
I1 osa placer sa main trds prds du joli bras que la robe
laissait 3 découvert., Il fut troublé, sa pensée ne fut
plus & lui, il approcha sa joue de ce joli bras, il osa
y appliquer ses ldvres. (I, xi)
For Mme de R2nal, '"tout était imprévu." It is unadulterated happiness:
Son &me fut comme enlevée par ce bonheur charmant; ...
la présence d'un bonheur que jamais elle n'avait méme
ra2vé lui donn{a] des transports d'amour et de folle
gaietéo
That her happiness is totally untutored and spontaneous, 'un bonheur
que jamais elle n'avait m@me r&vé," will be particularly meaningful in
the second half of the novel as we compare her with Mathilde.

When Stendhal shifts back to his hero, Julien has forgotten his
"noire ambition." More important, he is no longer playing a role and
can now experience the fragile, ephemeral '"pleasure'! that seems to be
the reward for sensitivity:

Pour la premire fois de sa vie, il était entra?né par

le pouvoir de la beauté. Perdu dans une r&verie vague

et douce si étrangdre & son caractdre, pressant douce-

ment cette main qui lui plaisait comme parfaitement

jolie, il écoutait 2 demi le mouvement des feuilles du

tilleul agitées par ce leger vent de la nuit, et les

chiens du moulin du Doubs qui aboyaient dans le lointain,

(1, ix)
The final sentence--lengthy, attenuated, rhythmic, cadenced almost in
the manner of Chateaubriand--is similar in quality to the final sentence
in the passage that was presented from Mme de Rénal's vantage point.
Stendhal, who generally charms less by the eye than the ear, is at-
tentive here to the fluctuations, the sounds and silences that cor-
respond to an emotional state. Such transcendent moments which stand
out in Stendhal's novels are infused with profound poetic meaning.
This is "la musique du bonheur."

Yet Stendhal's allusion to Mme de R2nal as not a person but a

force ("le pouvoir de la beauté"), and his classical treatment of her
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"joli bras" and her hand that is "parfaitement jolie" combine to create
a strange sense of disembodiment. Her arm, her hand, are but the ex-
cuse for rdverie. Julien, as Stendhal's observations suggest,23 does
not yet see or appreciate the whole woman. Not until after he has left
Mme de R@nal far behind and gone on to Paris will he be capable of
cherishing the woman and her love. And not until the end of the novel,’
vwhen in his prison cell, does he experience happiness in her presence:

Pour Julien, excepté dans les moments usurpés par

la présence de Mathilde, il vivait d'amour et sans

presque songer 3 l'avenir. Par un étrange effet

de cette passion, quand elle est extr@me et sans

aucune feinte, madame de R&nal partageait presque

son insouciance et sa douce gaieté.

-- Autrefois, lui disait Julien, quand j'aurais pu

étre si heureux pendant nos promenades dans les bois

de Vergy, une ambition fougueuse entrainait mon ame

dans les pays imaginaires. Au lieu de serrer contre

mon coeur ce bras charmant qui était si pr&s de mes

l3vres, l'avenir m'enlevait 3 toi. ... Non, je serais

mort sans connaitre le bonheur, si vous n'étiez venue

me voir dans cette prison. (II, xiv)
Julien in the present savors his past. Here is indicated the kind of
shared happiness of mutual confidence that is extremely rare in Stendhal's

novels. And, as in Armance, it is something of a prelude to death.

The sensitive, gentle heroine painted in Part One is in no way
static. Her hidden loving nature, stimulated by amorous passion, emerges
with vibrant splendor. Mme de R&nal awakens from the torpor of marital

existence to become a woman full and complete. No doubt she is an uncom-

23Pointed1y,"Mais cette émotion était un plaisir et mon une passion.
En rentrant dans sa chambre il ne songea qu'd un bonheur, celui de re-
prendre son livre favori; 3 vingt ans 1l'idée du monde et de l'effet- 3 y
produire 1l'emporte sur tout." (I, xi, our emphases.)
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plicated personality, especially in comparison with Mathilde. Yet her
behavior and manner of loving are diverse. Sometimes gay, youthful,
even childlike, she rises up from her docility to become assertive, yet
never domineering. She exhibits "une adresse vraiment admirable chez
une femme si naturelle" (II, xviii), says Stendhal with affectionate
irony. She can display a remarkable presence of mind, when intent upon
saving Julien from her husband's ire, for instance; still, she is made
to seem, throughout the novel, uncalculatingly '"naturel." She sins and
repents, but she can only continue her transgressions. And Stendhal
insists upon the absence of premeditation: "Aucun projet ne parais-
sait dans toute cette conduite." (I, xv)

As if to confirm the many ways his heroine has changed, our author,
near the end of Part One, says, ''"Ce n'était plus cette femme simple et
timide de 1'année précédente; sa fatale passion, ses remords l'avaient
éclairée." (II, xxiii) Nevertheless, certain aspects of Mme de Ré&nal
remain unchanged. There is in her an undiminished generosity and purity
of motive. "Elle aimait Julien mille fois plus que la vie." (II, xviii)
Nor is she unfeeling toward her brutal, inconsiderate husband:

Elle eut sacrifié sa vie sans hésiter pour sauver
celle se son mari, si elle l'efit vu en péril. C'était
une de ces 8mes nobles et romanesqueS.... (II, xxiii)

However much Mme de R&nal has been ''éclairée,' there clings to her
a modesty, an innocence, and even a naiveté, this last reappearing near
the end when she tries to '"reason' with Julien about the nature of her
love for him:

D3s que je te vois, tous les devoirs disparaissent, je
ne suis plus qu'amour pour toi, ou plutdt, le mot amour
est trop faible. Je sens pour toi ce que je devrais
sentir uniquement pour Dieu: un mélange de respect,
d'amour, d'obéissance ... En vérité je ne sais pas ce

que tu m'inspires. Tu me dirais de donner un coup de
couteau au gedlier, que le crime serait commis avant
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que j'y eusse songé. Explique-moi cela bien nettement

avant que je te quitte, je veux voir clair dans mon

coeur. (IIL, x1iii)
To hear these words is to know that her love for Julien is more than
motherly. Yet it is the maternal image that Stendhal leaves with us
in the closing lines of the novel:

Madame de R&nal fut fiddle 3 sa promesse. Elle ne

chercha en aucune manidre 3 attenter 3 sa vie; mais trois

jours aprés Julien, elle mourut en embrassant ses infants.
This simple image of a woman who has died of a broken heart is placed
in opposition to our fading picture of Mathilde--dressed in "longs
vétements de deuil," throwing coins to the multitude, burying Julien's

head with "her own hands.'" But is dying of a broken heart less roman-

tic than the romantisme fougeux that Stendhal betrays in Mathilde's

gestures? In any case, Mme de R&€nal's love is indubitably eternal.
And she herself is, in our estimation, not only a very complex ''simple
woman,' but also one of the most vital and touching of Stendhalian

heroines.

Mathilde de la Mole

To become thoroughly acquainted with Mathilde de la Mole is to
realize that young and beautiful heroines before her bear her scant
resemblance. There is, in literature, no precedent for a woman like
the proud and unpredictable woman in Part Two of the Rouge. She is
a unique and original creation who, in our opinion, is less a product
of her era than of Stendhal's imagination.

Though it would be easy to list her traits, Mathilde's character
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does not lend itself to facile analysis. As the novel progresses,

we understand that this heroine, endowed with every possible advantage
of wealth and high bifth, is an erratic and divided woman with con-
flicting needs and desires, as we intend to demonstrate. She is high-
ly imaginative, much more "romanesque" than Armance, and, in certain
respects, 'impossible,” as many writers (including the author himself
in the context of the novel) have asserted. However, her impossibility
does not make her less believable than Mme de R&nal. Nor does it in-
terfere with our sympathy and approval of her personal aspirations or
with our admiration for her audacity.

The reader in search of an evaluation of Mathilde's character
cannot entirely rely upon the hero's and author's views of Mathilde.l
Other witnesses contribute their impressions, which can prove confusing
if every bit of information is taken seriously, particularly since the
author, contrary to his custom with Mme de R2nal, does not often in-
trude to tell us whether or not these impressions are at variance with
the truth. Mathilde herself is a witness, revealing to us a very
strong self-conception. To know her one must follow closely all the
action of the novel, penetrating her thoughts, observing her actioms,
watching her change under the influence of love.

Attentive to the effect that she produces upon others (unlike
Mme de R&nal), Mathilde is extremely responsive to her own feelings and
reactions but not to the feelings of those people whom she encounters

daily. Vanity, which is one of Mathilde's predominant traits, will be

1In fact, what we are told in Part Two, Chapter XIII seems de-
signed to obscure our understanding of her personality. '"Ce n'était
point le caractdre de Mathilde qui faisait réver Julien.... Il avait
assez de sens pour comprendre qu'il ne connaissait point ce caractdre.
Tout ce qu'il voyait pouvait n'@tre qu'une apparence.’
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seen as an impediment to selfless and generous loving. In De 1'Amour
Stendhal tells us that vanity is characteristic of French women. By
stressing Mathilde's vanity, which is accompanied by 'dryness of heart,"
the author endeavors to show that his heroine is typical of her class
and social milieu. His idea of ""La Pique de 1'amour-propre! points
directly to Mathilde.

La pique est un mouvement de vanité; je ne veux pas que

mon antagoniste l'emporte sur moi, et je prends cet

antagoniste lui-m@me pour juge de mon mérite.
Mathilde's pique is fundamental to her unsteady relationship with
Julien. She is intent upon dominating and controlling the man who, she
believes, would be her master, and "victory" is on her mind as it is on
Julien's.3 Proud, vain, headstrong, Mathilde is a worthy adversary for
an ambitious and calculating young hero.

Although vanity and dry-heartedness are traits that Stendhal uses
to limn Mathilde's character, traits that, in the novel, he derives
from the upper-class Parisian milieu, Mathilde scarﬁely resembles the
French women whom Stendhal generalizes in De 1l'Amour. She is the anti-
thesis of French women.

We have Stendhal's explanation of what he was attempting. His
capsule analysis of Mathilde appears in his letter to Savagnoli. It

may be taken with a grain of salt; nevertheless, the language is clear.

2De 1'Amour, XXXVIII.

3“Dans la pique," Stendhal says, "on n'est nullement occupé du
but apparent, il ne s'agit que de la victoire." (De 1'Amour, XXXVIII,
our emphasis.) He tells us that "1'amour par pique" passes rapidly,
unlike "1'amour passion."” And it is to 1l'amour passion that Julien
returns after he has made his conquest and achieved his worldly am-
bitions.

4"Les femmes franGaises,' he proclaims, ''sont des &tres moins
agissants, moins énergiques, moins redoutés, et surtout moins aimés
et moins puissants que les femmes espagnoles et italiennes." XLI.
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"L'auteur a osé peindre le caractdre de la femme de Paris' he maintains.
"M, de Stendhal n'a rien inventé; ... il a 0sé peindre 1'amour de Paris."5
It is on the socio-cultural level that one should understand Mathilde's
character, or so he suggests. Here, as in many other cases, Stendhal's
character escaped his control. It may be that his explanatiun of his
intentions was factitious, or that he did not clearly see what he had
in fact created. It is apparent to the modern reader that as much as
Mathilde may correspond to her milieu she differs in extraordinary ways.
Thué to perceive Mathidle as typical of a noble Parisian woman
is to seriously limit the scope of her character. For in his portrayal
of Mathilde Stendhal moves well beyond the realm of love by decisively
depicting certain traits and quirks which suggest that she is qualified
to play a more significant role in life than that of wife, mother, or
mistress. She will not assume a major position in politics, although
she is apparently well-suited to it, presumably because the role of
the upper-class woman in Restoration France is conventionally circum-
scribed. What Stendhal '"dares" to reveal to us is a woman who wants
much more out of life than that offered by the immediate present and
a predictable future. However, if there is nothing fragile, passive,
or illusory about the ways Mathilde shows dissatisfaction and conveys
her desires, the modern reader should not eagerly conclude that Stend-
hal was thereby expressing profound feminist sympathies. The heroine's
expressed ambitions and aspirations are very much at variance with
those of her peers, and they canmot be realized. In Stendhal's earli-
est novels the woman's role will be essentially limited to the pursuit

of love.

5Romans et Nouvelles, Vol. I, pp. 700-714.
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And ultimately, because Stendhal intrudes in order to enlighten
us, it is Mathilde the mistress that we view and judge. No wonder the
critics judge her harshly on this score. So does her creator! It is

her manner of loving that he reproves, as will his hero.

Not surprisingly, Stendhal has given Mathilde traits that he
wanted us to appreciate in the character of Armance: intelligence,
pride, independence of spirit, and "singularity" to which he insistently
directed our attention in his first heroine will be more thoroughly
appreciated in Mathilde, primarily because they are well demonstrated.
Her singularité and pride strike us forcefully. These traits are mnot
merely noted and verified by other characters; they are also richly
displayed.

Slowly, Mathilde's character is developed. The method of gradual
portrayal through many perspectives, designed to bring out all of
Mathilde's unique qualities and attributes while tantalizing us in the
process--by leaving much of her character unknown--requires an extreme
effort of reconstruction on the part of the reader.

Like Armance, Mathilde is portrayed in contrast to her peers, at
odds with her milieu. Like Mme de R&nal too, Mathilde is made to seem
different from those who surround her. But does Mme de R&nal really
astound us as much as Mathilde? This lively heroine is truly an gtre
d'exception. To portray her, Stendhal uses contrast and comparison
inordinately. She is compared not only to other women in Paris but to
Mme de R&nal and--perhaps most notably--to men as well.

While the general method of portrayal appears to remain the same
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as for Mme de R&nal, there are noteworthy differences of degree and em-
phasis. And these differences, because of their frequenc¢y and manner,
indicate that the author's own identification with this unusual woman
is extremely personal . . . closer than with Armance or Mme de R&nal.

In what ways is it personal? Although we will not entirely ige-
nore Stendhal's invention of incidents that correspond to memories and
reveries that he himself experienced with a loved one, it is more the
kind of woman that he has created that bespeaks self-identification.
Energetic and unpredictable, she is the author's answer to nineteenth-
century lethargy and boredom. By her own thoughts as much as through
Julien's perceptions and the author's observations she emerges as an
extremely virile woman.

Sometimes Stendhal's affection for Mathilde will be fairly ob-
vious, as in his more obtrusive interventions: 'Nous avouerons avec
peine, car nous aimons Mathilde....!! Foreseeing in advance reproaches
that might be made, he is more than willing to recognize that she is
unusual. ''Nous nous h3tons d'ajouter que ce personnage fait exception
aux moeurs du sidcle." But while he has stressed her singular behavior,
he would have us favor her for it; for in the next breath we find him
subtly attacking other conventionally educated girls for their prudence.
(11, xi)

The theme of nonconformism recurs in another intrusion, this one
lengthier and parenthetical but no less significant. In it Stendhal
makes an immediate play for the attention and sympathies of the reader.
"Les 3mes glacées,”" he says, will accuse him of indecency (which is
sufficient to pique our curiosity and ally us with those who are com-
passionate). Then on to "les mouvements de folie qui dégradent le

caract®re de Mathilde" (which should, he hopes, do nothing of the sort).
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Folie is to be understood in the positive sense; it stands for enthusi-
asm, spontaneity, spirit.

If Mathilde is, as he asserts, totally imaginary "et m@me ima-
giné[k] bien en dehors des habitudes sociales ... du XX si2cle" (a re-
frain of what he said in Chapter XI), we recognize that this is suf-
ficient reason to enjoy her as a vital creation. For, as in his earlier
intervention, it becomes apparent that Stendhal is slyly poking fun at
all that characterizes contemporary values and mores to thoroughly con-
vince us that Mathilde-~with her imprudent behavior, her "folies," her
utter disdain for wealth, ''des chevaux, de belles terres et tout ce qui
assure une position agréable''--is deserving of our devoted attention if
not our continuous admiration.

In the paragraph that concludes this parenthetical discussion he
uses the word that critics seize upon with alacrity, "impossible," to
describe Mathilde., The easy familiarity of his tone, however, should
alert us that he is not completely serious:

Maintenant qu'il est bien convenue que le caractdre
. de Mathilde est impossible dans notre si2cle, non moins

prudent que vertueux, je crains moins d'irriter en continu-

ant le récit des folies de cette aimable fille. (II, xix)
And thus he deals with unconventional ways which should no longer dis-
concert us, Mathilde is admittedly "impossible," but he will make her
believable by interesting us in everything she says, thinks, and does.
Almost by force of will he imposes her upon his reader.

With knowledge of Stendhal's attitude toward the Renaissance it
is not difficult to discern his affinity for Mathilde. In De 1'Amour
he wrote:

Au moyen dge, la présence du danger trempait les
coeurs, et c'est 13, si je ne me trompe, la second cause

de 1'étonnante supériorité des hommes du XVI® sidcle.
L'originalité qui est chez nous rare, ridicule, dangereuse
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et souvent affectée, était alors commune et sans fard.
(xL1)

Bold and vigorous, Mathilde embodies traits of Stendhal's personal image
of the Renaissance man. Like Faustus she craves power over men and
destiny. Add to this her desire to act and to live dangerously and she
becomes Standhal's first Renaissance heroine.

Mathilde, who identifies in spirit with her ancestor Boniface de
la Mole and with Marguerite de Navarre, venerates the Renaissance. Even
her conception of love harkens back to the Renaissance:

Elle ne donnait le nom d'amour qu'ad ce sentiment héro'ique

que l'on rencontrdt en France du temps de Henri III et

Bassompierre. Cet amour-13 ne cédait point bassement aux

obstacles; mais, bien loin de 13, faisait faire de grandes

choses., (II, xi)
because this is the kind of love that suits her imaginative and eminent-
ly heroic nature. She sees such love as a kind of proving ground, and
it certainly appears to be the only one available to a young lady of her
background. Great in its audacity, such a love demands courage and
strength of character which she possesses to a remarkable degree.

We are apprised that Mathilde's admiration of the Renaissance era
is not shared by family and acquaintances. Likewise her romantic ob-
session with the amorous history of Boniface and Marguerite, which is
another mark of her singularity. One knows how Mathilde's intense in-
terest in Marguerite's beau geste--"car c'est une t2te, une tete''--is
finally satisfied at the end of the novel. We have Stendhal's words
that it is the memory of Boniface and Marguerite ''sans doute' that gives
his heroine the ''superhuman courage'" to behave as she does. And the
author may have intended a symbolic connection between Mathilde's love

for her beheaded ancestor and her strange final performance on the one

hand and her "amour de tdtd' for Julien, as one critic has maintained.6

6Robert Adams, Stendhal: Notes on a Novelist (New York: The Noon-
day Press, 1959), pp. 42-43, 114,
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This dramatic climax to the novel, which has been widely criti-

cized and attacked as invraisemblable,undoubtedly is incredible. After

all, necrophilia is neither widespread nor particularly palatable. But
Mathilde's action is not altogether inconsistent with her ''impossible
character. No folie of the moment, Stendhal's grand finale has been
carefully prepared in detail. In our opinion it satisfies his taste
for the wildly romantic extremes which he was otherwise at pains to
banish from his writing by controlling and polishing his style to avoid
lyrical effusiveness.

Nevertheless, these aspects of Mathilde have been subject to a
certain amount of adverse criticism. Harry Levin suggests that
Mathilde's cult of her beheaded ancestor shows her to be a less natural
woman than Mme de Rénal.7 F. W. J. Hemmings, who seems to share Levin's
opinion, raises a more serious objection., He compares Julien with
Mathilde and finds them both lacking in authenticity.

Although it is, or will be, apparent that Mathilde--intellectual-
izing about love, is less natural than Mme de R&nal, we cannot agree
with Hemmings who notes that both Julien and Mathilde conform to bor-
rowed models and asserts that there is a "vital criticism'" implicit in
Stendhal's portrayal of these characters who are ''trying to live up to
an alien ideal."

In relation to models, René Girard, who thinks that the need for
a "médiateur" nullifies spontaneity and is a sign of vanity, expresses
yet another viewpoint. Julien dreaming of Napoléon, Mathilde dreaming

of Boniface "sont plus éloignés de leur médiateur que ne sont les 2tres

7Harry Levin, Gates of Horn, p. 126.

8F. W. J. Hemmings, Stendhal: A Study of His Novels (Oxford,
England: Clarendon Press, 1963), pp. 116-17.
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qui les entourent." He feels that our protagonists are therefore
freer--"moins esclave''--than the others. Mathilde in the salon
(which she despises) "incarme la passion," but alone with Julien
"elle change devr61e" and, by vanity, becomes like the others,
normative.9 This interesting interpretation--which shows that
Stendhal's characters are never one thing for all and furthermore
suggests that the definition of a heroine may depend upon the way
the novel is read--supports our conviction that Mathilde's personal
identification with the Renaissance should not be scorned or de-
rided.lo In fact, toward the end of the novel Stendhal has his
hero comment upon the "romanesque' and "too adventuresome' aspects
of Mathilde's nature. Then Julien tells her '"vous étiez faite pour
vivre avec les héros du moyen dge.'' It would be difficult to deny
that this is a favorable definitive judgment, and one that is shared

by the author.

Like Stendhal's earliest young heroine Armance, when first we
meet her Mathilde is extremely subdued: she does not utter a word.
The pattern of the silen; young woman seated opposite the hero is
then the same in the Rouge. Description of Mathilde's physical fea-

tures is characteristically minimal, with the exception of her blond

9René Girard, Mensonge romantique et vérité romanesque (Paris:
Editions Bernard Grasset), 1961, p. 140,
10When Stendhal was a very young man, and long before he began
to write fiction, he singled out the Renaissance, writing to his sis-
ter "c'est 13 [sidcle de Frangois Ier] ol les femmes brillaient." Let-
ter to Pauline, April 19, 1805, in-Correspondance, ed. by Henri Martineau
and V. Del Litto, Vol. 1, Bibliothdque de la Pléaide. (Paris: Gallimard,
1962), p. 194,
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hair which later becomes the focus of dramatic action and, of course,
her eyes which are once again of prime interest to Stendhal. It is
by the look in her eyes that Julien judges her:

Il pensa qu'il n'avait jamais vu des yeux aussi beaux;

mais ils annonGaient une grande froideur d'ame. Par la

suite Julien trouva qu'ils avaient l'expression de

1'ennui qui examine, mais qui se souvient d'@tre imposant.

Madame de R2nal avait cependant de bien beaux yeux, se

disait-il ... mais ils n'avaient rien de commun avec ceux-

ci. (II, ii)
The observation is brief and meaningful: hauteur, coldness, and bore-
dome . . . all to be developed and explored. No less noteworthy is
the way that Julien validates his impression by comparing her to Mme
de R&nal. Stendhal soon does the same: he intrudes to tell us that
her eyes sparkle with the '""feu de la saillie'" which he promptly com-
pares to the light of passion and generosity in the eyes of Mme de
Rénal. Presumably, the implication is obvious and itvwill be a while
before this covert assessment of Mathilde changes. Although generosity
will never be one of her qualities, '"passion' does enflame her head and
finally emblazons her heart.

Stendhal, like his hero, proceeds by disparities. Directly or
indirectly, the contrasts and comparisons persist until the very end
of the novel where--in the aftermath of Julien's decapitation--we are
presented with distinctive and distinguishing images of each woman.

But to what end? For what purposes are these two women compared?

Julien uses contrasts and comparisons to stimulate and to justi-
fy his reactions. As a novice he depends upon them to form judgments.
Hence the frequency with which he evokes the tender loving image of his
first mistress to match it unevenly against the present.

Mathilde le regardait avec une expression singulidre.

Voild bien la coquetterie des femmes de ce pays telle que
madame de Rénal l'avait peinte, se dit Julien. Je n'ai pas
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été aimable pour elle ce matin, je n'ai pas cédé 2 la

fantaisie qu'elle avait de causer. J'en augmente de

prix A ses yeux.... Plus tard sa hauteur dédaigneuse

saura bien se venger. Je la mets A pis faire. Quelle

différence avec ce que j'ai perdu! quel naturel char-

mant! quelle naiveté! Je savais ses pensées avant

elle, je les voyais naltre, je n'avais pour antagoniste,

dans son coeur, que la peur de la mort de ses infants;

c'était une affection raisonnable et naturelle, aimable

méme pour moi qui en souffrais. J'ai été un sot. Les

idées que je me faisais de Paris m'ont emp&ché d'appré-

cier cette femme sublime.

Quelle différence, grand Dieu! et qu'est-ce que

je trouve ici? De la vanité sdche et hautaine, toutes

les nuances de 1'amour-propre et rien de plus. (II, x)
What Julien fails to realize is that Mathilde corresponds perfectly
to his youthful yearning for '"une femme plus belle et d'un génie
bien plus élévé que tout ce qu'il a pu trouver en province," Mme
de Rénal included. (I, xii) Stendhal understood, as a novelist,
that to have Julien fall immediately in love with Mathilde would
diminish the reader's interest in her character. Julien's antipathy
is provocative and it forces the reader to ask questions. Is she as
haughty and unpleasant as he thinks? Does he misread her "expression
singuli2re"? What is she really like? Other angles of vision will
suggest that Julien is a bit prejudiced, to say the least.’

What is certain is that Mme de R@nal's image is embellished at
the expense of Mathilde who, in the early months, appeals to Julien
no more than she did when he first saw her. Haughtiness, vanity, and
egoism--trait by trait Mathilde is painted en négatif through Julien's
eyes, all the more unattractive because she is measured against Mme de
R&nal. However, when she is played off against her peers it is another
story. Stendhal can hardly conceal his admiration for this woman who
surpasses everyone in that which he values most highly: mnonconformity,

spontaneity, energy, and even the desire to live dangerously.

Thus, in answer to our earlier question, Stendhal's method of
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comparison seems to have one fundamental purpose: to convey the detri-
mental aspects of Mathilde's nature. Whether the perspective is Julien's
or Stendhal's, Mathilde is--as opposed to Mme de R8nal--extraordinarily
proud, vain, and rather selfish. Stendhal cannot bring himself to state

e.’ll although he had no such inhibitions

ou;right fetétait une dme égoist

when it came to describing Mme de R&nal by epithet ('"C'était une &me

ndive."). This reluctance to confront the reader directly with Mathilde's

serious character flaws suggests that he was more partial to her than he

would care to admit. But vanity will be apparent in her early interior

monologues; and a certain lack of compassion, if not selfishness, can

be detected in her behavior toward almost every character in the novel--

to name the one trait that Stendhal avoids mentioning. And yet, despite

her faults--and to the author's credit for he has portrayed an imperfect

but likable creature--we do not condemn her. She wins our affection.
There is still another explanation for this method. When Julien

is madly and passionately in love with Mathilde, "maitresse absolue de

son bonheur comme de son imagination,' (II, xxiv) when the goal of win-

ning her heart becomes his sole ambition, thoughts of Mme de R2nal are

far from his mind. This does not prevent Stendhal from conjuring up

her image whenever and wherever it suits him. At the opera where Mathilde

is daydreaming about Julien:

Grace 3 la musique, elle fut ce soir-13 comme Madame de
Renal était toujours en pensant 3 Julien. L'amour de

11Ego'i.ste is perhaps the closest approximation for the English word

"gelfish." It may be that Stendhal had selfishness in mind when he has
Julien expostulate about "vanité" and "'les nuances de 1famour-propre'' (see
preceding citation on pages 81-82). But the point is that Julien must
compare in order to evaluate Mathilde. Like most of Stendhal's heroes,
and like Stendhal himself, Julien needs a model to which he can refer--
whether to help sort out his impressions or to justify his reactions.
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tdte a plus d'esprit sans doute que 1'amour vrai, mais il

n'a que des instants d'enthousiasme; il se connalt trop,

il se juge sans cesse; loin d'égarer la pensée, il n'est

bati qu'a force de pensées. (II, xix)
The tiniest reference to Mme de R&nal and her "amour vrai' is suffi-
cient to cast doubt upon the sincerity of Mathilde's passion for Julien.
And the entire citation lends weight to Stendhal's later contention that
he had portrayed two different ways of loving: '"C'est l'amour de tdte
comparé 3 l'amour de coeur," he asserted, after carefully examining the
novel he had written. Perhaps if we were to scrutinize each passage in
vwhich the heroines are compared, it could be shown that all such passages
are predicated upon the concept of two different ways of loving. Never-
theless, whereas Mme de Renal's love is a spontaneous giving of herself
heart and soul, an unquestioning and constant devotion to be sure, Mathil-
de's "amour de t2te'" does evolve into something different from what it
was at the inception.

Her love, which began as a caprice of the intellect, becomes emo-
tional. '"Pour la premidrefois Mathilde aima," we are told in Chapter
XXXII. '"'Cette &me sdche sentit de la passion tout ce qui est possible
dans un &tre élevé au milieu de cet excds de civilisation que Paris ad-
mire." (II, xxxv) Furthermore, she changes under the influence of love,
albeit briefly, for in the end Stendhal will have her appear as con-
cerned with her self-image as she is with saving Julien from the guil-

lotine.

There is an interesting similarity in the situations of these two

heroines. It concerns boredom, 'ce grand ennemi des gens heureux,' as
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Stendhal referred to it in De 1'Amour.12 In the early years of the

nineteenth century he had considered writing about a certain '"type'"
of woman--''une femme timide, occupée, mais cependant devant commencer

3 juger son mari. « « « unfavorably no doubt. This is Mme de R2nal

avant la lettre, bored by her husband but for some reason incapable of

recognizing it, as we have seen. Mathilde, too, is borede But if the
source of her boredom is different, so is her state of mind,

In the salon of Monsieur de la Mole boredom prevails. Conversa-
tions are understandably dull and meaningless because every contro-
versial topic has been banished. People may know that they are bored,
but they dare not admit it: ''Les uns se consolaient en prenant forces
glaces, les autres par dire toute la soirée: Je sors de 1'h8tel de la
Mole....!" Only Julien and Mathilde find it profoundly disturbing.
Stendhal did not often discuss boredom in De 1'Amour, but what he did
say about it is particularly relevant to the heroine he later placed in
the midst of a society in which "asphyxie morale'' reigned unchallenged.

Plus grand est l'ennui de la vie habituelle, plus sont
actifs les poisons nommés gratitude, admiration, curi-
osité. Il faut alors une rapide, prompte et énergique
distraction.
C'est ainsi qu'un peu de rudesse et de non-curance
dans le premier abord, si la drogue est administrée avec
naturel, est presque un slir moyen de se faire respecter
d'une femme d'esprit. (XXXIXter)
The second paragraph had potential for development in the novel.

The notion that a femme d'esprit could be won over by a little rough

treatment is delightfully illustrated at every turn in the relationship
that evolves between Julien and Mathilde.

The first paragraph is very nearly a thumbnail sketch of Mathilde

l2oh. XXXIX.

13

Letter to Edouard Mounier, Aug.-Sept., 1803. Correspondance I,
p. 80.
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en situation, bored and in need of a quick cure. In the novel, at the

Bal d

Retz, Stendhal tells us, "Mathilde s'ennuyait en espoir."

Mais ni la danse, ni le plaisir de plaire 3 1'un des
plus jolis hommes de la cour, rien ne put distraire Mathilde.
Il était impossible d'avoir plus de succds. Elle était la
reine du bal, elle le voyait, mais avec froideur.

Quelle vie éffacée je vais passer avec un &tre tel que
Croisenois! Ol est le plaisir pour moi, ajouta-t-elle triste-
ment, si aprds six mois d'absence je ne le trouve au milieu
d'un bal qui fait 1'envie de toutes les femmes de Paris? Et
encore, j'y suis environnée des hommages d'une société que je
ne puis imaginer mieux composée.... Et cependant, ajoutait-
elle, avec une tristesse croissante, quels avantages le sort
ne m'a-t-il pas donnés: illustration, fortune, jeunesse! hé-
las! tout excepté le bonheur.

Les plus douteux de mes avantages sont ceux dont ils
m'ont parlé toute la soirée.... Je suis belle, j'ai cet
avantage pour lequel Mme de Sta€l et tout sacrifié, et pour-
tant il est de fait que je meurs d'’ennui. Y a-t-il une raisomn
pour que je m'ennuie moins quand j'aurai changé mon nom pour
celui du marquis de Croisenois? (IL, viii)

As we follow the progression of her thoughts we find that Mathilde is
not really depressed. Nor are there overtones of deep self-pity in the
conversation she carries on within herself. Her ability .to examine her-
self critically (favorably, too) is quite refreshing. This high degree
of self-awareness about her position contrasts sharply with Mme de
R2nal's thoughts about her marital situation. What is more, Mathilde
refuses to accept her current condition passively. Boredom is intoler-
able, and she does all that she can to dissipate it.

Ennui, as Stendhal expresses it in Mathilde, is not at all like

the ennui de vivre and lassitude that had been articulated by romantic

heroes such as Saint-Preux and René. Nor is there any possibility that,
from boredom, Mathilde--or any other of Stendhal's heroines for that
matter--could be subjected to the disillusioning and devastating round
of experiences endured by an Emma Bovary. As it is rendered by Stendhal,
boredom is a positive force that, once recognized, can be regenerative.

Mme de R2nal avoids boredom by withdrawing from the company of those who
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offend her. Mathilde avoids it in many ways: by provocatively re-
plying to the letters of her admirers, by projecting her imagination
upon energetic men, by identifying with a bygone era, by inventing
witticisms and--most effectively of all--by engaging in the grand
projet of loving Julien Sorel: ''Du moment qu'elle eit décidé qu'elle
aimait Julien, elle ne s'ennuya plus." (II, xii) In Stendhal's books
boredom is "almost the prime condition,"14 the prerequisite to falling
in love--for a woman. This is what Stendhal implies in De 1'Amour
when he uses the word '"distraction," and this is the route that both
heroines follow in the Rouge: the first woman bored without knowing

it, the second bored and uncomfortably aware of it.

Here is our first glimpse of Mathilde through Julien's eyes:
"une jeune personne, extr@mement blonde et fort bien faite," appar-
ently an attractive young lady; however, her sway over the hero, des-
pite her beauty, is by no means immediate for his earliest impressions
are far from agreeable. '"Elle ne lui plut point."” And he swiftly
concludes that she will "never be a woman in his eyes."15 This con-
clusion hints at her lack of femininity and sets the tone for future
encounters.

A brusque and decisive woman, there is nothing soft or feminine

about her. When later she appears unexpectedly before Julien in the

14Victor Brombert has discussed Stendhal's use of boredom and
finds that "it is almost the prime condition of fervor." Stendhal:
Fiction and the Themes of Freedom (New York: Random House, 1968), p.
8. '

15The Rouge, 1I, ii.
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library, her hair in curlers, "Julien lui trouva 1'ai dur, hautain,
presque masculin.," The virility that he perceives in her manner re-
curs in her gestures and even in the sound of her voice--'cette voix
vive qui n'a rien de féminin" . . . for him. Stendhal seems to cor-
roborate Julien's impressions when he conjectures: "Il se serait
presque avoué si elle était moins 3 la mode, que son parler avait
quelque chose d'un peu coloré pour la délicatesse féminine," which

is not to say that he is denigrating his heroine. On the contrary,
he delights in her atypical mode of speech; it distinguishes her from
other refined women and is the kind of imperfection that her wants us
to approve.

Much later, toward the end of the novel, one notices a curious
statement made by Julien in prison: ''Le ciel devait 3 la gloire de
ta race de te faire naltre homme," he says to Mathilde. (II, x1ii)
Could this be anything other than a direct allusion to her virility,
spoken by a disinterested hero who by now knows her almost as well
as we do?

In intellect Stendhal compares Mathilde to men only: 'Elle
avait le malheur d'avoir plus d'esprit que MM. de Croisenois, de
Caylus, et ses autres amis." (II, viii) What is surprising and
amusing is her awareness on this score:

L'esprit, j'y crois, car je leur fais peur évidemment 2
tous. S'ils osent aborder un sujet sérieux, au bout de
cing minutes de conversation ils arrivent tous hors d‘'ha-
leine, et comme faisant une découverte 3 une chose que je
leur répdte depuis une heure. (II, viii)

By her faculty of criticism we recognize that Mathilde is a
woman after Stendhal's heart. Intellectually equal when not superior

to men, she is frequently the author's mouthpiece in regard to the

dullness of society life, the absence of energy, and sycophancy.
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Through her criticism of men and manners Stendhal rebukes the nobility
and launches a limited attack upon the Restoration government.

Knowing, as we do, how high on Stendhal's list of priorities he
places reading and the acquisition of ideas, we cannot fail to be im-~
pressed by the way Mathilde has developed her mind--on her own, in-
dependent of parental supervision and guidance.

Although the novels of Sir Walter Scott have been forbidden to
her by her mother (no great loss, for when Stendhal wrote the Rouge he
was no longer an admirer of Scott's realism), Mathilde has access on
the sly to all the wondrous books (which sent Julien into ecstasy when
he first saw them) in her father's library. Her readings are diverse,
ranging from history to political tracts to novels. !'Cette pauvre
fille, 3 dix-neuf ans, avait déjd besoin du piquant de l'esprit pour
s'intéresser A un roman," Stendhal observes approvingly (II, iv), for
he has endowed her with the qualities of mind that he had hoped to in-
spire in his sister Pauline.

Reading, which he represented to Pauline as a praiseworthy and
educational means of escape from the tedium of daily life, has influenced
the formation of Mathilde's esprit in many ways. History and memoirs of
the Renaissance era reinforce her love for the sixteenth century. Con-
tributing to her deep interest in ideas, books likewise stimulate her fi-
ery imagination--whereas we know how the nobility frowns upon both ideas

and imagination: "La moindre idée vive semblait une grossilreté." (II, iv)

Mathilde's familiarity with novels is not without adverse effects:

it breeds in her a certain naiveté in regard to love. According to what
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Stendhal told us in Part One, "3 Paris l'amour est fils du roman" (I,
vii) and he is determined to prove that love, as it has been depicted
in literature is a distortion which, if believed, will eliminate le
bonheur of love's inherent joys and sorrows.

Stendhal implies that it isunder the influence of her reading
that Mathilde decides that she is in love with Julien.

Elle repassa dans sa t8te toutes les descriptions de
passion qu'elle avait lues dans Manon Lescaut, la Nouvelle
Héloise, les Lettres d'une Religieuse portugaise, etc., etc.

Il n'était question, bien entendu, que de la grande passion;

1'amour léger était indigne d'une fille de son &ge et de sa
naissance. (II, xi)

She then skillfully, imperiously, arranges an assignation with him.
But once Julien arrives in her bedroom, book learning is of no avail.
Like a drill sergeant Mathilde orders him about, telling him what
to do with the ladder, etc. "Et c'est 13 une femme amoureuse! pensa
Julien, elle ose dire qu'elle m'aime! tant de sang-froid, tant de sa-
gesse dans les précautions....'"" However, after he has obeyed her com-
mands, her "sang-froid" evaporates and Mathilde is confronted with the
enormity of the situation: "Elle n'avait nullement prévu l'état af-
freux od elle se trouvait." Mutual embarrassment becomes the keynote
of an unforgettable love scene that frequently borders on hatred.
Mathilde has no intuitive sense of how to behave to alleviate the ten-
sion; she cannot move graciously beyond her preoccupation with self to
discern Julien's feelings. Her movements are constricted, performed

out of a sense of .“duty":l6

16
There are several references to devoir: "S'il n'y avait rien

de tendre dans son ame, c'est que ... quelque étrange que ce mot puisse
paraltre, Mathilde, dans toute sa conduite avec lui, avait accompli un
devoir." And, "Mademoiselle de la Mole croyait remplir un devoir envers
elle-méme et envers son amant."
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Mathilde faisait effort pour le tutoyer. Elle était

évidemment plus attentive 3 cette étrange fagon de

parler qu'au fond des choses qu'elle disait. (II, xvi)
Needless to say, novels have not provided her with savoir-faire or
sophistication. She remains very much the innocent and inexperienced
Jeune fille of whom there were and are many in France and elsewhere,
whose awkwardness and discomfort, we submit, have nowhere been so acute-
ly described in a "love scene" in French literature.

It is by the effort of her own will that she yields to Julien.
"Mathilde finit par &tre pour lui une mattresse adorable'' is the ironi-
cal comment that informs us she has responded with some warmth and is
no longer a virgin. Skirting description of the physical union itself,
Stendhal focuses instead upon the ambivalence that precedes it and upon
an aftermath totally devoid of tenderness on the part of both the hero
and the heroine.

The discrepancy between what Mathilde has experienced and what
novels have promised is enormous:

I1 n'y eut rien d'imprévu pour elle dans cette nuit que

le malheur et la honte qu'elle avait trouvés au lieu de

Tentidre félicité dont parlent les romans.
Thus, far from enriching or facilitating Mathilde's first amorous ex-
perience, the romanesque image of love leads instead to disappointment.
And Mathilde wonders if she does indeed love Julien after all--in sharp
contrast to Mme de R&nal who, ignorant of the lessons of literature,
suffers not from disappointment but from twinges of conscience ('les
remords"). Nor is she ever torn by doubts as to whether or not she
loves the man to whom she has given herself.

While it is clear that Mathilde's first-hand acquaintance with

love has been psychologically--if not physically--discomfiting, in the

days that follow this disappointment will not be what disturbs her most,
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Her qualms stem from the notion that she now has a master whose power
over her is limitless. And if there is one thing that Mathilde cannot
tolerate, it is that she should depend upon another for her well-being
and happiness. Even before she engaged in the liaison with Julien she
had misgivings:
La profondeur, l'inconnu du caractre de Julien eussent
effrayé, méme en nouant une relation ordinaire. Et elle en
allait faire son amant, peut-&tre son maitre!
Quelles ne seront ses prétentions, si jamais 11 peut
tout sur moi? Eh bien! je me dirai, comme Médée: Au milieu
de tant de périls, il me reste MOI, (II, xiv)
Her intrepid self-sufficiency, if not her loathing of masculine control,
rings out clearly.

It is Mathilde's courage, Stendhal tells us, that gives her the
strength to rebel against Julien's domination (as she sees it, for dom-
ination is certainly not on Julien's mind); and her need for anxiety--
"1'idée qu'elle jouait 3 croix ou 3 pile son existence entilre'--urges
her omn.

Maurice Barddche has analyzed Mathilde's character to propose
that she is very much the "héro'ine de Corneille."” Now, undeniably
there are many strains in Stendhal's heroine reminiscent of Corneille's
women: her "caractdre ferme' and her inveterate pride which are sug-
gestive of Chimdne and Emilie; a need for conflict and anxiety; her
love of chance and of danger as well. M. Bard2che writes:

Elle aime le danger, il y a en elle un besoin d'anxiété....
Elle a le mot des héroines de Corneille: "Tout doit atre
singulier dans le destin d'une fille comme moi." Elle se
donnera donc & Julien par héroisme, parce qu'il n'y a pas
de réparation possible. Mais elle se refusera ensuite par
le m2me besoin d'héroisme, et, comme les jeunes filles de
Corneille, pour dépasser un acte difficile par un acte plus
difficile encore. Elle se refusera par défi, et aussi pour

rester 3 ses yeux une héro'ine, c'est 2 dire ... celle qui
n'est point domptée.l

17M. Barddche, Stendhal romancier, pp. 217-18.
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But if we share his conviction that Mathilde is Corneillian it is for
somewhat different reasons. Her sense of honor, for example--a rigid
and ludicrous notion of duty that obliges her to carry out what she
has promised:

Elle avait décidé que s'il osait arriver chez elle avec

le secours de l'échelle du jardinier, ainsi qu'il lui

été prescrit, elle serait tout 3 lui.... Mademoiselle de

la Mole croyait remplir un devoir envers elle-méme et

envers son amant. (II, xvi)
The so-called heroic aspects of Mathilde's character which Bardche
has chosen to emphasize are more often apparent as a reflection of the
author's vocabulary in the novel.18 Furthermore, the critic has given
Stendhal little credit for his very original interpretation of a woman
who needs to be constantly challenged and who thrives upon the unex-
pected and the unknown.

Finally, in feference to the citation above, we believe that M.
Bardeéche forces the comparison on dubious grounds.19 Specifically, it
is not "par besoin d'héro’isme" that Mathilde refuses to submit to
Julien but, in fact, because she believes she has fallen out of love.
"'Son mot si franc [Julien's] vint tout changer en un instant: Mathilde,
slre d'8tre aimée, le méprisa parfaitement." This new attitude is
directly related to her need for anxiety, a need that closely allies her
with her creator whose conviction that uncertainty enhances love had
earlier been revealed.20

18The recurrence of the word héroigue is striking: mnot only

Mathilde's identification with "les temps hérciques de la France" (II,
x; II, xiv), but also her notion of love as a ''sentiment héroique" as
well as her acts of "héroisme" at the end of the novel.

197+ should be noted that Barddche reads the Rouge "d'un bout A
1'autre" as a political novel. And he unquestioningly accepts Stend-
hal's factitious analysis of Mathilde as gospel. Op. cit., pp 189, 210,

20Mathilde's need for uncertainty is elsewhere manifested as a de-
light in the unforeseen. 1t is because she knows in advance what men are
going to say to her and how they will behave that she finds them so lack-
luster and contemptible.
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Mathilde's "besoin d'anxiété" is spotlighted in Chapter XII where
the term is found in italics in the epigraph and becomes explicit in
her interior discourse. There she ruminates upon the difficult challenge
of loving Julien, and it is the "noire incertitude de l'événement" that
appeals to her.
Twice in De 1'Amour Stendhal refers to uncertainty:
Toujours un petit doute A calmer, voild ce qui fait la
soif de tous les instants, voild ce qui fait la vie de
1'amour heureux.2l
Passion dissolving into doubts, stimulated by anxiety. Only when one
is uncertain can love be sustained. This was the special form that love
often took for Stendhal, and for his heroine, and whether we call it
doubt or anxiety it amounts to the same thing. Assured of Julien's love,
Mathilde ceases loving him; however, when in doubt her love increases.
Tension and uncertainty, sometimes translated into the need to
esteem and to be esteemed, are at the core of the game of love as it
is played between Julien and Mathilde, sustaining not only that love but
the interest of the reader as well. And when the game is over, when the
score is tallied, it is Mathilde who remains in doubt:
Julien suivait son r8le avec tant d'application qu'il

était parvenu 3 lui faire penser qu'elle était celle
des deux qui avait le plus d'amour. (II, xxxii)

While critics have often observed that Mathilde rebels at the idea
of being mastered, there is a tendency to ignore evidence suggesting that

Mathilde longs to be dominated.

21De 1'Amour, XXXII, XXXIX,
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What we have found operating in Mathilde is a streak of sado-
masochism, that is, a need to suffer and to inflict suffering upon
others. Leaving aside the sexual connotations of the term, and at-
tending only to the emotional, psychological components, can there
be any question that Mathilde is impelled to make other people suf-
fer? With stinging sarcasms she adeptly cuts to the core of a man's
self-esteem: ''Cet esprit triomphait dans l'art de torturer les
amours-propres et de leur infliger des blessures cruelles." (II, xx)
In the beginning Julien is an objective witnegs to her cruelty:
"elle répondait A ses amis par des plaisanteries outrageantes 2
force de piquante énergie," and he is "indignant at the outrages
made upon masculine dignity." (II, xiii) But then her cruelty is
turned against him, though not in the form of jest or verbal sally.
Recounting to him the feelings she supposedly had for other men, she
tells him about the letters she wrote to them:

Les derniers jours elle semblait contempler Julien avec

une sorte de joie maligne. Ses douleurs étaient une vive
jouissance pour elle.2

Abuse and scorn are so seldom accorded to her that she reacts
with astonishment when she encounters unkind treatment:
La froideur de son partenaire la déconcerta. Elle fut
d'autant plus étonnée, que c'était elle qui avait coutume
de produire cet effet-13 sur les autres. (II, viii)
Like Julien she cannot tolerate scorn: "Elle avait été méprisée et ne
pouvait le mépriser." And yet, paradoxically, she wants to be mis-

treated and dominated by the man she admires.

Her yearning to suffer becomes apparent at the opera. Hearing

the words of the héroine'gg 1l'opéra, "Il faut me punir de l'excds d'adora-

2211, xviii, our emphases.
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tion que je sens pour lui, je l'aime trop!" Mathilde goes into a
trance. The temptation to suggest that this is merely a temporary
romantic notion of hers, because she is moved by the music, is great.
But; in fact, we soon discover that there is nothing fanciful about
the emphasis that Stendhal has placed upon the words of the song. As
F..W.J. Hemmings has pointed out, while Stendhal sometimes uses
language gracelessly, he never uses it carelessly.23 Confirmation
of this observation may be found in a subsequent passage where
Mathilde exclaims to Julien, "Punis-moi de mon orgueil atroce,' and
elsewhere, '"Oui, tu es mon maltre, rdgne A jamais sur moi, punis sé-
virement ton esclave quand elle voudra se révolter.'" Here, too, is
proof that she yearns to be dominated by the man she admires. That
she submits to punishment is shown in the battle between them, for
it is by feigned indifference ("non-curance") and cruelty that Julien
masters her in the end.za

This woman, whose capacity to inflict suffering is not dimin-
ished by her desire to suffer, becomes a complex heroine vacillating
between compulsion and audacity. To dominate and yet be dominated,
to punish and be punished, to hold everyone in contempt and yet be
admired for it--if not by others at least by the one man she cannot
easily abuse-~these are the contradictory impulses that we find in
Mathilde.

Any attempt to show that Stendhal’s own impulses were sadistic
would undoubtedly be wasted effort: cruel treatment of women was not

his forte. Nevertheless, he insisted upon the rigors of the beloved

23F. W. J. Hemmings, Stendhal: A Study of His Novels (Oxford,
England: Clarendon Press, 1963), p. 108.

248pecificelly "les mots cruels" with which he addresses her.
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and the perils and sufferings of the one who loves. The sublime of
love, for Stendhal, is marked by intense suffering of which both
Mathilde and Julien--who suffer intermittently--may be seen as the
author's self-pro jectione.25

The intrinsic value that:-Stendhal has given to angoisse and

extréme malheur in De 1'Amour and other autobiographical works as

well as in his novels originates in his own experience. ''L'état
habituel de ma vie a été celui d'amant malheureux," he confides in

La Vie de Henri Brulard. (II)

Facile conquests held few attractions for this man who plotted
26
out numerous strategies preparatory to winning a woman's favor,
campaigning lengthily in order to seduce her. Love as the struggle
of opposing forces was a form of warfare. And the joy of conquering
an implacable foe--an imperious majestic Mathilde--had been envisioned
by Stendhal long before he undertook the writing of his second novel:
I1 y a un plaisir délicieux 3 serrer dans ses bras une
femme qui vous a fait beaucoup de mal, qui a été votre
cruelle ennemie_pendant longtemps et qui est préte 3
1'atre encore.
And Julien, engaged in a '""commerce armé" to wonder: ''Serons-nous
aujourd'hui amis ou ennemis?' (II, x) little dreaming that he will

one day luxuriate briefly in victory--'"La voil3 donc, cette orgeuilleuse

A mes pieds!™ (II, xxix)

251:\ this regard Jean Starobinski's essay '""Stendhal pseudonyme"
is extremely revealing, for he illuminates Beyle's 'self-personaliza-
tion." L'0Oeil vivant (Paris: Gallimard, 1961).

26"En amour notre vanité dédaigne une victoire trop facile."
(De 1'Amour, X). At the age of twenty Stendhal carefully listed the
practices most useful in the conquest of women. Mé&langes de Littéra-
ture, II (Paris: Le Divan, 1933), pp. 22-24.

27De 1'Amour, Fragment 19.
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Julien's subjugation of Mathilde takes on personal meaning for
Stendhal. Not only is she the woman who causes the hero great anguish.
She becomes the women who made Stendhal suffer. Through Julien, to
whom he lends so many of his own feelings and desires,28 Stendhal re-
lives love and conquers his "ennemie' at last. In fiction this con-
quest is ultimately irrevocable, for afterwards Julien rejects Mathilde.
Surely Julien's success was compensatory for Stendhal, perhaps a form
of literary "revenge,'" as Jean Prévost has auggested.29

One particularly moving passage in the novel conveys how much of
himself Stendhal invested in Julien, the dreamer, who, because of his
fears and timidity, is destined to live more intensely in his imagina-
tion than in actuality. The passage appears shortly before the cule
mination of Julien's conquest; he is calmly talking to Mathilde about
her character and simultaneously struggling to control his wayward
emotions. He cannot reveal his real feeling for Mathilde, but the
reader will have a glimpse into his thoughts:

Ah! se disait-il em écoutant le son des vaines paroles
que prononGait sa bouche, comme il eftt fait un bruit
étranger; si je pouvais couvrir de baisers ces joues si
p8les et que tu ne le sentisses pas. (II, xxx)
The duality of Julien the speaker-actor and Julien the tender, passionate

lover is easily reconciled, for all his success thus far has resulted

from role-playing, subterfuge, and deception.

28The parallel between Julien's astonishment and joy upon receiving
a declaration of love from Mathilde and the reactions of Stendhal, who
was no less overwhelmed to learn from Giulia di Rinieri that she would be
‘his, has been drawn by several critics: A.Caraccio, Stendhal (Paris: Ha-
tier, 1951), Pe 151; Fo We J. Heumings, op. _C_i_Eo, Pe 119,

29"La revanche imaginaire, ce ré@ve de compensation qui succdde 3 la
douleur de 1'échec et en marque la convalescence, est un des excitants
les plus forts de 1l'imagination créatrice." Op. cit., p. 246,
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Passion is in the intensity of his desire--a desire that corres-
ponds to the erstwhile yearning of Henri Beyle in the presence of the
woman he held in awe and dared not embrace.30 Modest and exquisitely
chgste, his desire is nonetheless poignant because it is unattainable.
To pursue it would be to reveal his hand too soon.

In love the most ardent desires are those that are simple and

31 1,

chaste. And here the fusion of the author and hero is complete.
is not at the moment of the experience itself that Stendhal's hero more
often arrives at happiness. Le bonheur is attained elsewhere, mentally,
and tends to require the intervention of distance or time: 'Son amour
et son bonheur augmentaient 3 mesure qu'il s'éloignait de la bataille.”
(II, xxx) Is this true of Stendhal's heroines as well?
Mme de R&nal has little difficulty surrendering to the moment

itself, which is something that Julien finally recognizes when he com-

pares her to Mathilde--from whom he is now demanding ''guarantees" of

her love for him.

Madame de R&nal trouvait des raisons pour faire ce que
son coeur lui dictait: cette jeune fille du grande monde
ne laisse son coeur s'émouvoir que lorsqu'elle s'est

30Jean Prévost argues convincingly that Stendhal's love for Mé-

thilde Dembowska stands behind the story of Julien and Mathilde, for
"gources of emotion," suggesting that what Méthilde touched off in M.
Beyle was passed on to Julien--""Tous les malheurs de Julien, ses réves
quand il est repoussé, ses r&ves en présence de Mathilde quant il n'ose
s'approcher d'elle....' Op. cit., p. 246.

31Michel Crouzet interprets Julien's thoughts in a different way.
"Le souhait de Julien de 1l'insensibilité de l'aimée révele ce désir d'une
absence radicale de la femme." (Preface to De 1'Amour (Paris: Garnier-
Flammarion, 1965), p. 25.) But it is clear to us that Julien desperately
desires this limited physical contact with Mathilde yet fears her un-
certain reaction. In fact, he expresses a similarly chaste but intense
desire earlier: "Elle va se ficher, m'accabler de mépris, qu'importe?
Je lui donne un dernier baiser, je monte chez mois et je me tue ... mes

l¥vres toucheront sa joue avant que de mourir!" II, xix, our emphases.
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prouvé par de bonnes raisons qu'il doit &tre ému.
(11, xxx)32

Expectations and preconceptions do not impinge upon Mme de Rénal's
capacity to live, fully and intensely, the time she spends in the
presence of the man she loves. Notwithstanding her extreme modesty
or the feelings of remorse with which she berates herself afterwards,
happiness comes to Mme de R&nal easily; naturally and unselfishly
too, for her nature is such that she derives as much pleasure from
giving as receiving. Despite the differences of class and the dis-
parity of age between this motherly woman and the youthful Julien
there exists a kind of equality that Julien will never encounter with

Mathilde.

Encouraged to believe that happiness is her due, Mathilde has
demands and expectations that are not easily fulfilled. Her quest
for le bonheur is, in the Stendhalian context, perfectly legitimate.
He even seems to approve the way she goes about it. But there is no
getting around the evidence that she is aggressive, arrogant, and,
occasionally, downright unpleasant. She usurps the masculine role and
even after undergoing a kind of metamorphosis she will revert to char-
acteristic behavior--offending Julien by her ways.

It is, then, when she is truly in love "for the first time"

that Mathilde begins to be contented: 'Mathilde fut presque heureuse

32When this passage is placed alongside of Stendhal's intrusive
remarks in Chapter XIX ("L'amour de t@te a plus d'esprit ... que 1l'a-
mour vrai....'") we see that Julien has finally reached the proper con-
clusion about Mathilde's intellectual way of loving.
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ce jour-1l3 car elle fut toute 3 l'amour.”" (II, xxx) And for a brief
period she changes under the influence of love.

In what ways does she change and how does she remain the same?
First, her pride is submerged ("'On efit dit que jamais cette &me al-
tidre n'avait été agitée par 1l'orgueil") as she defers to Julien and
willingly obeys him. Second, her manner with Julien is so completely
altered that it begins to resemble that of Mme de R&nal:

Quand la douceur de Mathilde, qu'il observait avec

étonnement, et 1l'excds de son dévouement étaient sur le

point de lui 3ter tout empire sur lui-m@me, il avait le

courage de la quitter brusquement. (II, xxxii)
She is now docile and compliant; her behavioral changes are remarkable,
"but" ... . as Stendhal will indicate, her fundamental character re-
mains the same:

Mais, submise et presque humble avec lui, elle n'en montrait

que plus de hauteur envers tout ce qui dans la maison 1l'ap-

prochait, parents ou valets. (II, xxxii)

With the onset of her pregnancy the pace of the novel accelerates.
Events press upon the protagonists. Decisiveness is required. And Ma-

thilde slips easily into her old familiar position of command.33

There are many angles of vision through which Mathilde is por-
trayed. They do not always correspond to those of the hero:

Que cette grande fille me déplatt!... Quels cheveux
sans couleur A force d'@tre blonds! On dirait que le jour
passe 3 traversl!... Que de hauteur dans cette fagon de sa-
luer, dans ce regard! quels gestes de reine! (II, viii)

33"Laisse-moi conduire nos affaires," s'écria-t-elle avec trans-
port et en le serrant dans ses bras.'" And on the same page, "Pour obé-
ir 3 Mathilde, dont il connaissait 1'amour pour le commandement....'
II, xxxiii, our emphases.
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The Marquis de Croisenois does not share Julien's distaste. He sees
her as a very marriageable party: nevertheless, he is troubled by
her singularity, which he tries to rationalize away:

Et d'ailleurs, cette singularité peut passer pour du

génie. Avec une haute naissance et beaucoup de fortune

le génie n'est point un ridicule, et alors quelle dis-

tinction! Elle a si bien, d'ailleurs, quand elle veut,

ce mélange d'esprit, de caractdre et d'd-propos qui

fait 1'amabilité parfaiteee.. (II, viii)
This exterior societal image of Mathilde is shared by M. Croisenois'
peers who have no difficulty discerning Mathilde's attractiveness. At

the Bal de Retz, where Mathilde is the star attraction, Julien over-

hears a lively dialogue among young men who are enumerating her ''per-
fections," much to Julien's surprise: '"Puisqu'elle passe pour si re-
marquable aux yeux de ces poupdes, elle vaut la peine que je 1'étudie.”
However, while they agree about the allurements of the "sublime" Ma-
thilde, it with a bit of fear that men enjoy her company.

Certain perspectives tend to confirm the accuracy of Julien's
observation that Mathilde is haughty and regal. The image of Mathilde
as a queen surrounded by her admiring courtiers occurs at the ball and
within the La Mole salon. And the Italian proscrit Altamira exclaims,
"Comme elle serait belle sur un trdnel" Although Mathilde's manner
may be arrogant and disdainful, this is one man who views it favorab-
ly:

Le comte Altamira était un des admirateurs les plus
déclarés de l'air hautain et presque impertinent de ma-
demoiselle de la Mole; elle était suivant lui 1l'une des
plus belles personnes de Paris. (II, vii)

The problem of sorting out these and other viewpoints to better com-

pose a coherent image of Mathilde is not resolved by the author. We

must make of the various impressions what we will. Croisenois' estima-
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tion, for example, is evidently valid,:m but it betrays his own con-

ventionality and lack of imagination. Altamira, on the other hand,
approves in Mathilde what most men find disquieting--an approval which
not only confirms the existence of these traits but also forces the
reader to re-evaluate Mathilde's manner, for certainly Stendhal gives
us reason to believe that Altamira is an honorable and admirable wit-
ness.

To return to Julien, his initial response to Mathilde's physical
appearance is spontaneous and sincere. But as his disagreeable im-
pressions accumulate it becomes apparent that he is biased and sees
her as a representative of the nobility and a "poupée parisienne.'
His hostile reactions are colored by both his touchiness at being
treated like the subaltern that he is, and by the temder idealized
memory of Mme de Rénal.

Eventually, his viewpoint is modified--""I1 commengGait 3 ne plus
prendre pour de la sécheresse ce genre de beauté qui tient 3 la no-
blesse du maintien.”" (II, x) And this process of change is one that
owes as much to Mathilde's‘ singularité--which so disturbs Croisenois--
as it does to her flattering attentions to Julien--they are balm for
his supersensitive ego.

The little telltale signs of growing affection which Stendhal
cherishes--a sli.ght pressure on the arm, gentle attentiveness to his
words~-will lead Julien to the obvious conclusion: 'Mais non, ou je
suis fou ou elle me fait la cour.'" Still, he has his doubts; however,

his image of Mathilde is now completely altered: 'Mon Dieu, qu'elle

341:1 another setting the La Mole's chambermaid gives credence to
Mathilde's singularity when she tells Julien that "le deuil" of her mis-
tress '"'n'était point pris pour attirer les regards. Cette bizarrerie
tenait au fond de son caractdre.” II, x, our emphasis. i
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est belle! que ses grands yeux bleus me plaisent, vus si prds, et me
regardant comme ils font souvent." (II, x)

It is at this point that Julien decides he will seduce her, an
enterprise that would be well-nigh impossible, were it not that Ma-
thilde has already ruled, in her mind, that he will be her lover. It
ie she who takes the initiative and this is a significant detail which
portends her endeavors to remain in charge--by calling all of the plays.
It ia a detail that frees Stendhal to disclose her imperious nature
and highlight her virility. Thus in the beginning of the love affair,
as toward the end, we see her as a very determined, aggressive young
woman.

Pride, too, goes a long way to explain why Mathilde does not
wish to bend her will to Julien's. And it is a bit odd that none of
her admirers, with the exception of Julien, has anything to say about
her orgueil immense. It is a trait impossible to overlook. Mathilde's
father will readily acknowledge that she is haughtj and‘more proud
than he of the name she bears.35 Then, when Julien's victory over
Mathilde is imminent, Julien sees her as Stendhal conceives her, a
monster of pride: "J'ai su me faire aimer de ce momstre d'orgueil."
(II, xxxv) If ever Julien and Mathilde reconcile their differences,
it will be through the humiliation of her pride and the assertion of
his that-they do arrive at a limited understanding.

Although Mathilde's pride recedes into the background as other
aspects of her nature are emphasized and illustrated, although her

pride is submerged or on rare occasions squashed, never for a moment

35However, not until the end of the novel does he do so: 'Une
fille d'un caractdre si altier, d'un génie si élevé, plus fidre que
moi du nom qu'elle porte! dont la main m'était demandée d'avance par
tout ce qu'il y a de plus illustre en Francel!" II, xxxiii.
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does Stendhal lead us to believe that it has disappeared. And if we
have forgotten about it, he will intrude to remind us that, while
quiescent, pride remains in the inner recesses of Mathilde's heart,
potentially lethal--for it is capable of destroying passion.36

L'orgueil féminin, which Stendhal found altogether fascinating

in De 1l'Amour, was only faintly traced in the character of Armance.
In Mathilde it assumes immense proportions; it becomes synonymous
with the woman, bred into her from birth and impossible to eradicate,
even through love. It is in the last chapters of the novel that we
recognize fully the importance that Stendhal bestows upon this trait.
He exposes Mathilde's pride with zest, unmercifully.

Mathilde's vain attempts to gain favor for Julien, her efforts
to save his life, her drastic courageous actions--in a word, her
“héroisme'" is presented as a manifestation of her pride and vanity.
Doubtless her love for Julien inspires her onward--"Exaltée par un
sentiment dont elle était fidre...'"; however, "elle avait un besoin
secret d'étonner le public par 1l'excds de son amour et la sublimité
de ses entreprises." (II, xxxix) And for Julien she becomes importu-
nate and tiresome.

It is Stendhal who renders Mathilde ridiculous. We see her
dashing about like the proverbial chicken with its head cut off; she
becomes a comic figure, which is regrettable for we had grown at-
tached to her. Stendhal evidently felt that an absurd Mathilde, a
Mathilde with whom we would no longer sympathize, was necessary. He
had to prove that it is Mme de Rénal who really knows how to love un-

selfishly, completely, without forethought or regret.

36“Apr§s quelques mois de temp2tes, l'orgueil tue 1'amour." De
1'Amour, XXXIX,
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There remains another observer of Mathilde, whose perceptions
and attitudes have not been thoroughly discussed. This most inter-
esting witness is none other than Mathilde herself, alert, intelli-
gent, and prone to self-examination. In her interior monologues we
have direct access to her thoughts. And these monologues serve
several purposes. By penetrating her thoughts, the reader gains in-
sight into her nature. We discover traits that have not yet been
pinpointed by other characters and we discern aspects of Mathilde that
Stendhal never mentions.37

Her thoughts are an incontrovertible source of knowledge about
what moves and displeases her and why. Along with Stendhal's inter-
ventions and intrusions, the conversations Mathilde holds within her-
self are the author's most effective means of building sympathy for
her. We have the semse of participating in intimate confidences that
are not disclosed to anyone else, not even to Julien, who will wind up
knowing her better than any other character in the novel.

The first interior discourse is lengthy and rambling.38 Traveling
swiftly over a range of associations, it translates well the movement of
thoughts. Other monologues are brief and terse, quickly to the point.
Here, too, there is nothing heavy-handed about the rendering of Mathilde's

pensées intimes.

Nor does &tendhal ignore the jeune fille that is in the impetuous

budding woman. When, for example, her thoughts begin to take a slight-

37With his use of the interior monologues as a means of revealing

character Stendhal has broken with literary tradition, as Jean Prévost
has pointed out. Op. cit., pp. 249-50. Thoughts are no longer proof of
pre-established traits. Often thoughts precede actions, instead of ex-
plaining or justifying them after they have occurred.

388ee p. 86 herein for a partial transcription of these thoughts.
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ly ponderous philosophical turn, they are lightened by the touch of
immaturity that one notes in her self-congratulatory assessment of
her cleverness: '"Ah! c'est un bon mot que je viens de me dire! quel
dommage qu'il ne soit pas venu 3 fagon de m'en faire honneur!" Of
course, these words also betray an abiding interest in recognition,
a self-agbsorption that Stendhal will quickly stress by mentioning
her vanity:

Mathilde avait trop de gofit pour amener dans la con-

versation un bon mot fait d'avance; mais elle avait

aussi trop de vanité pour ne pas tre enchantée d'elle-

méme. (II, viii)

Even when Mathilde's thoughts are preposterous, the tone therein
is not turgid or oppressive as it was too often for Armance, whose in-
terior monologues are permeated with a melancholy that palls. Ma-
thilde's attitude is never gloomy or despondent. On the contrary, her
enthusiasm knows no bounds.

The thoughts that are directly proposed to the reader, then, are
never despairing nor self-disparaging.39 In fact, it is Mathilde's
inclination to see herself clearly, in a distinctly positive light,
that differs radically from the habitual manner in which Mme de R&nal
views herself: falteringly, hazily, and with a small does of self-
deprecation.

Lucidity is the overriding disposition in so many of Mathilde's

interior discourses. Her self-awareness contributes to our conviction

39When she is miserably unhappy it is by exterior description

that we are apprised of her malheur. 1) Julien sees her "il fut éton-
né de 1'extrime douleur qui était dans ses yeux, c'était 3 ne pas re-
connaltre leur physionomie habituelle." IIX, xxx, Or 2) Stendhal tells
us, "Depuis un mois elle était malheureuse, mais cette @me hautaine
était bien loin de s'avouer ses sentiments.' II, xxx.

40For example,.Mme de Rénal says to herself "Ah! si j'avais con-
nu Julien il y a dix ans quand je pouvais encore passer pour jolie!"
I, xvi. )
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that she is a strong and confident being. Self-analytical, though
hardly self-critical, she is quite capable of recognizing that she
has been born with every possible advantage, that she has been graced
with beauty, intelligence, and so on.

In speaking of the protagonists of the Rouge, Victor Brombert
claims that their spontaneity is protected by their blindness to them-
selves, and that they lack "awareness of their successes and of their
qualit'.ie:;."l"1 As a generalization this is too broad. Though it ap-
plies well to Mme de Renal, it is not true of Mathilde. "Tout doit
atre singulier,' Mathilde tells herself, "dans le destin d'umne fille
comme moi." While the thought may be a bit comical, it is not an un-
usual one for an unusual woman, and that is the point. Such a phrase
is testimony to our judgment that Mathilde is thoroughly aware of her
personal merits and inherent worth.42 She sees herself as exceptional
and has great expectations.

To digress for a moment, just why a critic will persist in in-
sisting upon the inveterate blindness of Stendhal's protagonists by
calling into question their lucidity is somewhat perplexing.43 For
it seems to us that Stendhal takes pains to ensure and to indicate
to the reader that his characters--despite their ''reasonings''--are
not omniscient, far from it! Thus we see them making mistakes about

what is going on in the mind of another, misinterpreting gestures, at-

41Victor Brombert, Stendhal: Fiction and the Themes of Freedom,
PPe 74-75.
42

Stendhal corroborates: '"Que pouvait-elle désirer? la fortune,
la haute naissance, l'esprit, la beauté 3 ce qu'én disait, et 3 ce
qu'elle croyait, tout avait été accumulé sur elle par les mains du
hasard." 1II, xi.

43Blin, as we have noted elsewhere, expresses a viewpoint that
is similar to Brombert's and he quotes Victor Brombert (La Voie o-
blique) to buttress his argument.



109

titudes, and motivations. They even delude themselves about the
nature of their own feelings.

Iﬁ a novel no character should be so perspicacious as to
discern all the thoughts and emotions of another. And certainly
in Stendhal's novels there would be no susﬁense, no movement, no
"obstacleg' without a certain measure of obtuseness.

Mathilde, who is proficient in the art of self-examination,
cannot be fully attuned to the effect that she produces upon Julien.
(Nor, for that matter, can Mme de R&nal.) She cannot read clearly
in his heart, Other than Julien, the only one possessing the skill
to fathom Julien is Stendhal (and even he does not share everything
with us). If Mathilde could know what Julien thinks or feels, she
would find his timidity, his fears, his anxiety--all the weaknesses
that Mme de Rénal values--intolerable.44

There is little reason to pity Mathilde: a woman who is so well
endowed in every way and conspicuously conscious of it does not im-
mediately elicit the reader's compassion. Why then do we empathize
and on occasion even identify with her?

Leaving aside the matter of Stendhal's interventions in defense
of his heroine, it is through the ramifications of Mathilde's self-
analytical interior discourses that a bond is established between the
nineteenth-century woman and the modern reader. Far from being com-
placent in her acute awareness of her superiority, she is discontented.
Her best qualities have not brought her happiness, and instead of en-
joying her little social successes she views them with a jaundiced eye.

Mathilde probably does expect too much out of life. Her irre-

44"A la premidre faiblesse que je vois en lui, je l'abandonne,"
she affirms to herself. 1II, xi.



110

pressible urge for happiness Stendhal traces to the influence of
conventual education, slyly implying that Mathilde's desire is
pernicious.45 What Stendhal's readers know, however, is that all
his cherished creatures are on the lookout for le bonheur, although
they do not all conceive it alike.

Julien is happy when he least expects it, and never happier
than when removed from the contingencies and anxieties of daily
existence--in revery.

Mme de Rénal lets things happen to her. And happiness arrives
almost 3 son insu. The difference with Mathilde is that she is not
willing to wait. Instead, she deliberately takes an active part in
the shaping of events to better determine her future.

Our understanding of the boriné,repressive milieu  in which Ma-
thilde has been raised and is obliged to live comes from numerous
sources, Our sense of its claustrophobic repressiveness is conveyed
through Mathilde's perceptions. She thinks about what the future
holds in store for her: marriage to a "worthy" nobleman, chosen by
her father as her companion for life, the Marquis de Croisenois, a
perfectly charming and utterly plat individual. Life with him would
be but a continuation of the life she already knows, dull and insi-

pid, like the man himself. The certainty with which she articulates

45"Mademoiselle de la Mole avait éte, au couvent du Sacré Coeur,
l'objet des flatteries les plus excessives. Ce malheur jamais ne se
compense. On lui avait persuadé qu'2 cause de tous ses avantages de
naissance, de fortune, etc., elle devait &tre plus heureuse qu'une
autreéeeee

"Mathilde n'avait point échappé 3 la funeste influence de cette
idée. Quelque esprit qu'on ait, 1'on n'est pas en garde 3 dix ams
contre les flatteries de tout un couvent, et aussi bien fondées en ap-
parence." II, xii.

46nsgne grande passion, j'étais languissante d'ennui au plus
beau moment de ma vie, de seize ans jusqu'd vingt. J'ai déjd perdu
mes plus belles années." II, xi.



111

her "distaste" is persuasive,47 and soon, almost in spite of our-
selves, we begin to feel compassion for her distress. Her yearning
 for a different kind of existence--unknown and unpredictable, an ex-
istence in which she will be seen performing in marvelous ways--be-
comes more appropriate than romanesque. We find ourselves caught up
in her destiny, hoping for her success.

Our conclusion, as Mathilde's thoughts are revealed, and through
the recurrence of fundamental aspirations--is that her happiness is
bound up with the struggle for autonomy.

It is not by chance that Stendhal introduces the name of Mme
Roland into an interior discourse: "S'il y a une révolution, pourquoi
Julien Sorel ne jouerait-il pas le r8le de Roland et moi celui de Mme
Roland?" (II, xix) History and the Mémoires tell us that Mme Roland
was an extraordinary woman, passionate and courageous, and to Stend-
hal's thinking one of the rare génies to be born a woman.49 It seems
firtting that his exceptional heroine, who is a secret revolutionary,
should partake of Stendhal's admiration for his ideal reader, Mme
Roland.50 The fact that Mathilde is deeply attracted to revolutionary
ideas further suggests that she wants to break the fetters of social
confinement to escape the conventional mold.

But if Mathilde strives for independence, it is clear that she

47And Stendhal, to emphasize her distaste: '"Elle voyait 1l'avenir

non pas avec terreur, c'elit été un sentiment vif, mais avec un dégofit
bien rare 3 son 8ge." 1II, xi.

Her exclamation, "Il me reste MOI!" (quoted from Corneille's
Médée), forcefully expresses it.
49De 1'Amour, LV, Her Mémoires, he says, had a tremendous in-
fluence upon him.
5OHer name was always on Stendhal's list of the '"chosen few' he
had selected as capable of appreciating his books.
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has few options, if any. The choice of husband is in the hands of
her father. And it is men who wield the power, controlling the
mechanisms, Still, she aspires to a life in which she will be able
to figure significantly, meaningfully, in the masculine domain: "Je
me sens au niveau de tout ce qu'il y a de plus hardi et de plus
grand," she declares (to herself).

It is in the light of her desire to break out, to put herself
to the test, to live fully, dangerously, that she ignores social con-
ventions and begins to pursue the hero, tentatively at first, and
then, convinced of the appropriateness of the venture, boldly and
vigorously:

Compagne d'un homme tel que Julien, auquel il ne
manque que la fortune que j'ai, j'exciterai continuelle-
ment attention, je ne passerai point inaperque dans la
vie. Bien loin de redouter sans cesse une révolution
comme mes cousines ... je serai slire de jouer un rdle
et un grand r8le, car l'homme que j'ai choisi a du ca-
ractdre et une ambition sans bormes. (II, xviii)

In Balzac's novels there are beautiful women in high positions
who aid and abet inexperienced and talented young men. Balzac him-
self always maintained that a man could succeed by ingratiating him~
self with the right woman who would then lend support to his efforts.
What we see in Mathilde's thoughts is a curiously distorted converse:
a woman of superior social status who wants to be well in advance of
most men in the political arena, and first among women. By following
Julien's star she may arrive.

Toward the end of the movel we discover that Mathilde has not

relinquished her goal of playing a 'great role.“51 And given her

Slln a letter to her father, regarding herself and Julien, she
says, '"De quelque bas degré qu'il parte, j'ai la certitude qu'il s'él2-
vera. Avec lui je ne crains pas l'obscurité. S'il y a révolution, je
suis slire pour lui d'un premier rdle." 1I, xxxii, our emphases.
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outlook as well as her positive virile qualities one wonders: to
what c#n she legitimately aspire? After all, Stendhal does not hide
the fact that acceptable outlets for a woman like Mathilde are non-
existent in the Restoration era. If political power remains beyond
her grasp, Stendhal will have his heroine secure her empire through
love. Her attempts to escape social confinement may not come to much,
but, oh, what enthusiasm in her folies! what drama in her final per-

formance!

If it was tentatively and hesitantly that the gentle heroine of
Stendhal's first novel was opposed to her outgoing active rival Mme
d'Aumale, it is with assurance and a clear sense of purpose that the
douce Mme de Renal is contrasted to the energetic, audacious Mathilde.
Stendhal's need to elicit that which he values--by comparing--does
not vanish in his next novel, the opposition of one heroine to another
becoming something of a pattern. However, the author's intention--in
opposing either Mme d'Hocquincourt or Mme Grandet to the modest Mme

de Chasteller in his next novel, Lucien Leuwen--is to prove that the

latter is in every way a superior woman; whereas in La Chartreuse de

Parme the comparisons of timid Clélia Conti with the Duchess of
Sanseverina do not degrade either heroine,

It is the timid, shy, retiring women of modest ways that the
Stendhalian hero reveres and adores. After Mme de R&nal these women
become exceedingly remote and more and more retiring. Mme de Chas-
teller's sphere of action is so limited as to be almost nonexistent.

She lives less by virtue of her thoughts, words, and actions than by
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the strange mysterious power of her gaze. And although Stendhal will

finally defend and explain her character, he fails to animate her suc-
cessfully. And the traits he claims for her--apart from her emotion-
alism--are not displayed. If she comes to life at all it is in the

mind of the hero who creates and recreates her in accordance with his

own personal needs and yearnings.



CHAPTER III

LUCIEN LEUWEN

Stendhal began to write his third novel, Lucien Leuwen (1833-

1835) after he received from Mme Jules Gaulthier a manuscript she
called Le Lieutenant, sent to him for advice and corrections. His
imagination stimulated, he hastily drew up the initial outline for
his own novel. |

By far his most massive novel, it was never finished. Inter-
esting marginal notes regarding his intentions and his reactions to
what he had written will be found in the edition edited by Henri
Martineau, notes which sometimes clarify the impression he wished
to make upon the reader, the ideas he had for future development,
the models behind his fictional characters as well as the direction
the novel was to take in Part Three (never written).

Vast were the intentions that never saw the light of day.
Plans and projects succeeded the first outline, accompanying the
writing of the novel. Stendhal projected a happy ending of marriage
between the hero and heroine (it would have been the only such end-
ing for one of his novels), and numerous other incidents that were
never included.

The plot structure is deficient, the novel .seeming to lack a
senserf direction. The problem of analyzing character portrayal is
compounded by our awareness that bits and pieces do not always hold
together: at times the action ceases abruptly, unexpectedly; inci-
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dents are unexplained and perplexing; happenings to which Stendhal
alludes never occured. In short, the novel displays all the faults
of an incomplete, overlong manuscript.

As in other novels, the author is present, hovering over his
characters. Earlier themes and techniques abound. Yet technical in-
novation is dieéplayed in the presentation of his heroines. However,
they are neither more vividly depicted than the heroines of the Rouge,
nor more credible, nor more fascinating. In fact, the two women who
are lengthily portrayed, Mme de Chasteller and Mme Grandet, are less
appealing than a minor figure, Mme d'Hocquincourt.

In structure the novel is similar to the Rouge in that Part One
investigates society and mores in provincial Nancy while Part Two re-
turns us, with Lucien, to Paris where the novel began (the first two
chapters take place in Paris). Comparison of the provincial against
the Parisian--in customs, attitudes, and women--emerges here as in
the Rouge, but the focus, the sharp outline and clear sense of inten-

tion are lacking. In Lucien Leuwen the "maturel" of the provinces no

longer concerns Stendhal. Nancy is an ugly, depressingly uninteresting
town and Mme de Chasteller, the unspoiled, unaffected heroine who pro-
vides the novel with romantic interest, longs to be elsewhere, pre-
ferably Paris. She is, we learn, altogether out of place in the town
of Nancy where, at her father's behest, she resides.

The figure who looms behind Mme de Chasteller is the proud Milan-
esian, Méthilde Dembowska. Inaccessible to Stendhal who, by his own
admission, loved her throughout his life, Méthilde died in 1825. Yet
the memory of her was as fresh as if Stendhal had been with her omnly
yesterday, when he began to write his novel. "For me," Stendhal scrib-

bled revealingly in a margin, '"tu n'est qu'un naturaliste: tu ne
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choisis pas les mod®les mais prends pour love toujours Méthilde et
Dominique.“1 It pleased him to idealize her in fiction and to re-
create a past that might have exxisted between Dominique (himself)
and Méthilde in the emotional involvements of his loving duo, Lucien
Leuwen and Bathilde de Chasteller.

Unlike Méthilde, Stendhal's heroine loves practically from the
first moment she sets eyes upon Lucien. Stendhal invokes the cher-
ished dream of a woman, The revered and awesome Méthilde comes to
life as the '"celestial" Bathilde, a woman who is now responsive, at
least in her thoughts, a heroine who loves and is faithful to the
end « + . as Stendhal had hoped Méthilde would be with him. '"Aupr2s
de Léonore," Stendhal wrote in De 1'Amour, "je trouvais un monde od
tout était céleste, tendre, généreux."2 Léonore was apparently Stend-
hal's name for Méthilde. And so often in the novel Stendhal's world

of feeling, "auprds de Léonore" becomes Lucien's, "auprds de Bathilde."

Mme de Chasteiler

Mentioned in Chapter II, Bathilde de Chasteller first appears in
Chapter 1V where she is looking out of her window. Our hero, entering
the town of Nancy, catches sight of her and falls from his spirited
horse right before her eyes. La chute, symbolic of precipitous love,
sets in motion Lucien's quest for her esteem. Here begins his morti-

fication, their mutual cristallisation and the jeu des regards as well.

Romans et Nouvelles.Ij].p. 1517, Dominique, we know, is Henri
Beyle, alias Stendhal.

2De 1'Amour, XXXter.
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"Ceci annonce Mme de Chasteller comme 1'héroine du roman," Stend-
hal noted on a margin, certain that this first visual encounter was
portentoua.3 Sad to say, the reader misses the impact. For as soon
as she is introduced the silent unknown woman eludes us. She disap-
pears from sight for weeks, and for more than one hundred pages! In-
stead, ve are treated to several frustrating false begimnings. Minor
characters discuss her, describing her background and past history for
the inquisitive hero. But Mme de Chasteller herself is absent. Nor
is she to be seen in the bourgeois and upper-class milieus that Lucien
successfully penetrates.

In fact, it can be said that we do not make her acquaintance in
the Stendhalian sense--through the author's personal intrusions and

Mme de Chasteller's pensées intimes--until past the midpoint of Part

One. Our interest wanes, and so does Lucien's: ''Lucien n'avait jamais
rencontré dans la société cette Mme de Chasteller qui, autrefois, l'avait
vu tomber de cheval & son arrivée & Nancy; it 1'avait oublide." (XIII)
Yet it is noteworthy that Stendhal, by using other persons to discuss

his heroine, to reconstruct her background especially, deviates from

his habitual familiar methods. And we find here a means that will serve
him well in the portrayal of the Duchess of Sanseverina. Moreover, it
can be said that a new approach in Leuwen portends the flexibility with

which the Chartreuse will be narrated.

3Romans et Nouvelles I, p. 1498. He also wrote, "For me. Ne pas
épargner les petits mots qui aident 1'imagination 2 se figurer les choses.
C'est 1'hércine, dira-t-on, cela [Lucien's first glimpsé] le montre claire-
ment." p. 1497. But the reader has yet to be convinced.
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"C'était une jeune femme blonde qui avait les cheveux magni-
fiques et 1'air dédaigneux.!" This is Lucien's first vision of Mme
de Chasteller. Stendhal summarizes our hero's disenchantment with
Nancy and army life, directing us to the woman who, like a breath
of fresh air, momentarily alters Lucien's daily existence.

Toutes les idées tristes de Lucien s'envolerent 3 l'aspect
de cette jolie figure; son Zme en fut ranimée. Les murs
écorchés et sales des maisons de Nancy, la boue noire,
1'esprit envieux et jaloux de ses camarades, les duels né-
cessaires, le méchant pavé sur lequel glissait la rosse
qu'on lui avait donnée, peut-&tre exprds, tout disparute...
La jeune femme ferma sa croisée et regarda, 4 demi cachée
par le rideau de mousseline brodée de sa fen2tre. Elle
pouvait avoir vingt-quatre ou vingt-cinqg ans. Lucien
trouva sans ses yeux une expression singulidre; était-ce
de 1'ironie, de la haine, ou tout simplement de la jeunesse
et une certain disposition 2 s'amuser de tout? (IV)

Again, as in previous novels, it is the eyes that emerge from
the spare description of the heroine. These perplexing eyes will con-
vey much more than the scorn or lack of interest that was visible in
the eyes of Armance, more than the ennui and haughtiness that Julien
immediately perceived in the eyes of Mathilde. Lucien muses:

Je vois briller au fond de ses yeux, malgré toute la pru-
dence qu'elle se commande, quelque chose de mystérieux, de
sombre, d'animé, comme s'ils suivaient une conversation
bien autrement intime et relevée que celle qu'écoutent nos
oreilles. (XXII)

As we will discover, it is the eyes that say what her lips are

incapable of uttering. Armance's regard singulier had not the strange

and powerful fascination with which Mme de Chasteller's expression
singulidre is endowed. '"Son regard modeste et méme timide avait été
si noble que quand elle contre-passa Lucien, malgré lui, il avait bais-
8é les yeux." (XIII) At this point in the novel he has yet to speak

to her or hear the sound of her voice. And a few days later, "il re-

garda ses yeux; mais la simplicité et le sérieux de leur expression
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annongaient une réverie un peu triste...." At the ball her eyes
overvhelm him:

I1 était alors debout et immobile, prds de la contredanse

ou figurait Mme de Chasteller.... Elle le regarda; mais

pour cette fois Lucien fut incapable de juger ce regard;

il en fut comme brQlé, enflammé. (XVI)
For Lucien, Mme de Chasteller's eyes--'"les plus beaux yeux ... et
qui disent tout ce qu'ils veulent"a--are more than a feature of ex-
treme beauty. They are an index of her character. And for the reader
it is through her eyes that we more often discern her feelings, as
well as her interests. In this novel, where "voir" means "aimer," the
regard will be the major channel of communication. In a heroine who

is confined, inordinately repressed and otherwise incapacitated the

eyes become the most interesting aspect of Stendhal's portrayal.5

Like the women we have discussed thus far, Mme de Chasteller is
inexperienced and, until she meets the hero, has never known love. Em-
phasizing her lack of experience before launching into his own descrip-
tion of her character, Stendhal pleads for our sympathetic understanding:

On prie le lecteur de ne pas trouver trop ridicule
Mme de Chasteller. Elle n'avait aucune expérience des
fausses démarches dans lesquelles peut entralner un coeur
aimant.... Elle ne trouvait gudre de raison dans sa téte
pour venir 3 son secours, et n'avait aucune expérience
réelle. Jamais elle n'avait été troublée par un senti-~

aThis observation is made by the postmaster, Bouchard, to Lucien.

Iv.

5Gilbert Durand has pointed out that all of Stendhal's heroes: have
"une frénésie de voir, et si possible, de voir sans &tre vu.'" He goes
so far as to suggest that a special study of the "complexe de Psyché" in
Lucien Leuwen would be in order. Le Décor mythique de la Chartreuse de
Parme (Paris: José Corti, 1961), pp. 212-18.
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ment autre que celui de la timidité en étant présentée

3 quelque grande princesse, ou celui d'une indignatiomn

profonde contre les Jacobins qui cherchaient 2 ébranler

le trdne des Bourbons. (XVIII)
The Sacré Coeur education and the early mariage de convenance are fa-
miliar to us. She was '"bien dirigée' by a kind, polite, and lackluster
husband who had the good grace to leave her widowed and wealthy when
she was in her early twenties.6

Gemerous toward the needy, ﬁoble by nature, she is dedicated to
the cause of the Legitimists, as was her husband. Her principal pre-~
occupation being ""r@verie," she reads neither novels nor newspapers.
She is, if not indolent, certainly the least active of all the hero-
ines Stendhal has created,

Naturally the big event in Mme de Chasteller's life is falling
in love. It alters her daily existence, upsets her placid frame of
mind and her tranquillity and, from time to time, brings her moments
of happiness. But that love changes her character or behavior is de-

batable. That it does not prompt her to become active, independent,

or self-assertive is certain.

Robert Adams is of the opinion that Mme de Chasteller is '"com-

pletely on the anonymous periphery of:things." This he attributes to

6"C'était une &me simple, sans expérience des choses de la vie
ni d'elle-m@me. Elle avait passé dix ans au couvent et seize mois
dans le grand monde. Mariée 3 dix-sept ans, veuve 3 vingt, rien de
tout ce qu'elle voyait & Nancy ne lui semblait agréable.' XIX.

Her age fluctuates. In the beginning she "appears' to be in
her mid-twefities; above she is twenty; soon she is twenty-two. We
are, by now, accustomed to such inconsistencies.
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feminine modesty which makes so many of her motives obscure or un-
dramatic.7 But in truth the woman herself is undramatic by temper-
amente.

It is by design that Stendhal's women are set apart from the
gociety in which they are obliged to live--Bathilde de Chasteller
perhaps more so than others. What is it that makes her so isolated
and even elusive? In our opinion it is, first of all, the structure
of the novel; secondly, other people's notions about her; and thirdly,
her own feelings about life in Nancy and the townspeople, whom she
scorns. Add to these her utter disdain for what interests others--
money, ''éclat social'--plus her "accds de réverie,' and the picture
of a woman on the '"periphery of things" is complete.8 Mme de Chastel-
ler's elusiveness is built right into the novel where, in the place
of the little scenes and incidents that, in previous novels, reveal
a heroine's interests, attitudes, and character, Stendhal substitutes
gsecond-hand information: anecdotes about her, gossip, and hearsay.

Then, when Stendhal finally steps in to tell us the truth about
her, we discover that her remoteness extends to her character: 'Le
trait le plus marquant du caract®re de Mme de Chasteller était une
nonchalance profonde." (XV) "Elle avait 1'8me naturellement élevée....

Cette disposition lui donnait de 1'indifférence et de la négligence

7

Re Adams, Stendhal, p. 93.

81n Chapter XIX we are told about her "mépris pour cette haute
société de Nancy," and that the public is "mesquin," and '"platement
méchant."

In Chapter XXIII '"Mme de Chasteller était si triste chez elle."
Much later Stendhal decides to mention boredom: ''Jusqud 1'apparition
de Leuwen 2 Nancy, elle avait été en proie 3 l'ennui." But it is an
afterthought on his part, and her boredom is far from regenerative:
"cet ennui elt été ... pour elle un état délicieux, comparé au malheur
de voir rarement [}ucieﬁ]...." XXXI1I.
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pour toutes les petites choses." (XVIII) She is completely out of
touch with the political realities of the day.and, if Lucien is cor-
rect, her very manner is distant and indifferent: '"Ou je me trompe
fort, pensa-t-il [phe third time he sees her], ou cette femme songe
bien peu 3 tout ce qui l'entoure."” (XIII) Like some unearthly crea~
ture, she is above it all, ethereal, remote and, as Lucien sees her,
angelic, celestial:9
Son esprit se croyait fondé & mépriser Mme de

Chasteller, et son &me avait de nouvelles raisons chaque

jour de l'adorer comme l'@tre le plus pur, le plus cé-

leste, le plus au-dessus des considérations de vanité et

d'argent, qui sont comme la seconde religion de la pro-

vince. (XXI)

The inhabitants of Nancy tend to see her as rather cold and
proud--"[ﬁné] feme ... fidre de ses richesses et de ses manidres
froides." (XVI) According to Dr. Du Poirier she is "prude, remplie
d'un orgueil insupportable." (XX) Mlle de Serpierre, who admits
that people don't really know the woman, tells Lucien that she ap-
pears to be "haute comme les nues; elle n'est pas aimée 3 Nancy."
(XIII) However, opinions are divergent and contradictory, for the
postman earlier told our hero that people adore her: '"elle les
enj8le, ils 1'aiment." (IV) And by the account of Captain B . . .
"toute la jeunesse de la ville est folle d'elle." (III)

Such fickle judgments, which seem to set the stage for the
fluctuating optic of Proust, give consistency to the society in which

our heroine is found, but, of course, they do not adequately define

her. '"Personne 3 Nancy n'avait deviné ce caractdre,”" says Stendhal. (XVI)

9The image of Mme de Chasteller as an angel is impressed upon us
from start to finish. "Elle parle comme un ange," says Bouchard; IV;
she is graced with a ''physionomie franche et chaste." XIV; and Lucien
"se disait qu'il n'avait jamais rencontré une physionomie aussi céleste."
XVI; elsewhere, "Ainsi des anges se parleraient....' XVII; furthermore,
Lucien lovingly addresses her as mon ange, and sees her as cet &tre an-

gélique.
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Some of the testimony is emitted by dishonest or envious mouths,
and obscures the truth by impugning her morals.lo Lucien is confronted
with tales about her penchant for officers and rumors of her alleged
affair with a lieutenant-colonel, Thomas de Busant--rumors which give
him a "soupgon." (Stendhal assures us that Busant is an utter bore.
Mme de Chasteller, however, has been unable to put an end to his fre-
quent visits. Has she no will power?)

The knowledge that Mme de Chasteller is an ultra enragée scarcely
troubles our ardent Republican. It is the thought that she has loved
another that causes him endless heartache, just as the unsubstantiated
gossip about her morality conflicts with his perception of her as a
pure and perfect creature:

"Eh bien! je l'aimerai et je la mépriserai, se dit-il. Et

quand elle m'aimera, je lui dirai: "Ah! si votre &me et

été plus pure, c'est pour la vie que je vous eusse été at-

taché." (XX)
Of course the reader knows that she is as she looks and behaves, as her
name implies, chaste. But Lucien can never be sure. Casting about for
a meaningful obstacle to love, Stendhal comes up with doubt about the
lady's chastity; perhaps he drew inspiration from his own suspicions
about Méthilde and a famout poet, Ugo Foacolo.11 Yet if there is any
real obstacle to love~-other than what is imagined by his lovers--it is

their inability.

10"Tout de méme en voild un que j'ai solidement blagué, lui et son
juste milieu se dit Bouchard," after telling Lucien about Mme de Chastel-
ler's love life. IV.

11This is what Hemmings has suggested. Stendhal, p. 148. But
Stendhal suspected more than one man; ''moi, jaloux de Vismara,'" he wrote
on a margin of Leuwen. Romans et Nouvelles, p. 1531, And he was also
jealous of a certain Giorgi. Letter to Méthilde, June 11, 1819, Corres~
pondance ‘I, pp. 969-73..
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Lucien is held in check by awe, and by fear: "il avait peur
de soi-m@me, il avait une bien plus grande peur de Mme de Chasteller."
Furthermore, as Stendhal tells us more than once, Lucien is not a
Don Juan. "Un serrement de main est une ville de Capoue pour moi;
je m'arrdte extasié dans les rare délices d'une faveur si décisive
au lieu de marcher en avant." (XIX) To possess Bathilde physically,
to consummate his love, is not his intention. Once he makes her
acquaintance and succeeds in being admitted into her home (his
earliest "goal"), he has limited aims: to kiss her hand, at most
to embrace her. To elicit from her an avowal of love would make
him happier yet:

A mon retour de l'expédition de N ... il y a eu un moment
od il n'eQt dépendu que de moi de m'assurer les privildges
les plus solides. J'aurais pu obtenir qu'elle me dit nette-
ment qu'elle m'aime et de 1'embrasser chaque jour en entrant

et en sortant. Et je ne puis pas méme lui baiser la main!
(XXVIII)

As for the heroine's inability, she is curiously incapacitated:
Aussitdt qu'elle se sentait émue, sa tdte se perdait, et
elle n'avait d'autre prudence, dans ces cas extrémes, que
de ne rien dire et de rester immobile. (XVIII)
It is particularly here that Stendhal establishes coherency of charac-
ter: emotionality immobilizes and paralyzes her, inside and out. The
consequences, in terms of dramatic action, are disastrous, for she will

be incapable of acting independently and of responding favorably to her

lover,

In examining Stendhal's own statements about Mme de Chasteller
we recognize that he envisioned her as a richly diverse, complex per=

sonality. She is "simple," but she is not dense. She possesses "un
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esprit vif, clairvoyant, profond," insists Stendhal. She just doesn't
realize it! Her character is '""sérieux et tendre,' yet she preserves

a certain insouciance and has a '"caract®re heureux et m2me gai.'" Her
speech is natural and gracious; her ideas are '"mnettes et brillantes,
et surtout complaisantes...."

How does Stendhal illustrate assertions such as the last one?
If the following remark, "elle lui disait la vérité sur tout avec un
naturel, une vivacité que l'on:rencontre rarement chez une femme de
 vingt-deux ans,'" does not satisfy us, then Stendhal will refer us to
Lucien: "Je ne 1'aimerais pas, que les soirées que je passe prds d'elle
seraient encore les plus amusantes de ma vie." (XXVIII) This is one
way of distracting us from the content of her ideas, to cover up for
her lack of profundity. Nonetheless, her ability to make meaningful
conversation, let alone small talk, is open to question: 'Mme de
Chasteller aimait surtout que Leuwen lui confilt ses idées sur elle~
méme, 3 diverses époques, dans le premier mois de leur connaissance,
3 cette heure....'" (XXXIII) If she has ideas of her own they relate
solely to her estimation of Lucien's character.

No reader fails to appreciate Stendhal's endeavors to depict a
woman who, though stifled and repressed, retains a joie de vivre
along ﬁith inherent dormant potentials that need only be encouraged
to blossom. And yet, to define a woman as a compleXx, untested being
and then to give the reader the sense that she is truly a woman of
many facets--these are, in this particular novel, two different mat-
ters.

Despite Stendhal's own words about her, despite such an inter-

esting opinion as this one from Dr. Du Poiri.er:12

12We find it interesting because Du Poirier sees in her something
that Stendhal was incapable of portraying, and has no trouble envisioning
her traveling down the road to freedom. Stendhal, however, could not
find ways or means to get her moving.
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C'est, selon moi, une femme d'un caractdre sérieux, tendre,

obstinéd.... La seule timidité de Mme de Chasteller la re-

tient 3 Nancy; donnez-lui un pretexte, et elle part. (XXXV)
despite Lucien's passion for her, Mme de Chasteller remains a pale and
unimpressive woman. Her circumscribed actions confirm that she is timid
and withdrawn. And there is, moreover, an unmistakable strain of de-
pendency in her, to which Stendhal affixes no label and attaches no im-
portance:

Elle ne voyait pas que c'était en suivant les avis des

autres qu'elle se trompait; si elle et suivi dans les

petites choses comme dans les grandes le premier apergu

de son esprit, rarement elle efit eu & s'en repentir,

(XVIII)
However, when we come to know her well, it is clear that she is far
from self-reliant. Nor is it only in "les petites choses' that she
relies upon others.

Nowhere is this more conspicuous than at the end, after her
jealous unappoipted guardians have contrived the fausse couche to rid
themselves of Lucien and thereby put an end to the lovers' bonheur.
Desperate, Mme de Chasteller sends for the "enterprising' Mme de
Constantin. The latter finds Bathilde "absolument folle et préte a
prendre tous les partis.'' Bathilde, who cannot yet act on her own,
confides and looks to her friend for advice about the ''‘grande affaire
de sa vie." However, Mme de Constantin'’s suggestion that Mme de
Chasteller accompany the Constantins to Paris is greeted with these
words: "N'aurais-je pas l'air de courir aprds M. Leuwen?" (XL) Not
only hesitant, our heroine remains fearful and dependent even as she
tries to throw off the fetters that hold her down. In this respect

her character is woefully static. Stendhal wants her restrained,

shy and modest to the end.
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We could, like Simone de Beauvoir, place our faith in Mme de
Chasteller's "brilliant intelligence," dismissing her inability to
put this intelligence to good use as the fault of institutions and
mores.13 But while we agree with Mme de Beauvoir that Stendhal's
poorly educated heroine is under the control of an "imbecile father,"
it does not necessa