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PREFACE

Racine's Mithridate is just over three centuries old. While 
numerous volumes have been written on the plays of this unique 
dramatist, analyzing them from a great many perspectives, and 
references to some mises en scfene through the centuries are far 
from few, most of the stagings are judged from a literary point 
of view which is, all too often, outside of the actual play. To 
produce a play it is necessary to be able to find its very essence, 
to formulate a conception that is true to the author's intent (as 
closely as it is possible to divine it), and to have d^cor and 
costume designs that will at the same time illustrate the play, 
reflect principles of stage design, allow the director's and the 
designer's creative originality to be realized. To evaluate or 
discuss stagings in depth from an inner perspective, it is neces­
sary to understand the components of production. Much has been 
written about Mithridate in terms of its historical foundation, its 
dramatic construction, its poetry, its characters, its "action," 
some of its famous interpreters; all of this is very interesting, 
but there are no works that in any comprehensive way trace either 
the development of the costumes and d£cor used for this play since 
Racine's time, or the dramatic interpretations which were given.
This present study has been written to attempt to interpret the 
play more completely. While concerned chiefly with Mithridate. it 
is not entirely limited to it, but is set in the larger context of 
the theatre and its development and its evolution.

In his recent book, Lectures de Racine (Paris: Armand Colin, 
197l)> P« 309# Jean-Jacques Roubine states: "On l'a dit, une
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histoire de 1 1interpretation thlatrale de Eacine reste I ecrire. II 
est I souhaiter qu’elle revile les influences et les interferences 
qui ont pu circuler entre la seine et les exlgltes. . . . En d^pit 
d’une literature abondante, mais souvent anecdotique, notre 
connaissance du milieu thIStral reste fort lacunaire." His remarks 
were not the genesis of this study, but they do give evidence of 
the need for it.



viii
CONTENTS

Acknowledgments ........      iv
Preface..... ....................... ..........   ..vi
List of Illustrations...............       x
Chapter I

The Curtain Rises..................................  ..1
Chapter II

Evolution of Costuming and Ddeor for Mithridate...............19
Chapter III

Influence of Theatre Arts Concepts and of Racine's Literary 
Creation on Evolution of Costume and D£cor Designs.......... .65

Chapter IV
Influence of Costumes and D£cor, of Racine's Words, and of 
Theatre Arts Concepts on Rile Interpretation.  ..........102

Chapter V
Guidelines for a Contemporary Interpretation of the Rd5.es in 
Mithridate: ..........     .163

The Director's Conception of the Play
Costumes and Dicor Designed for the Play

Chapter VI
Costumes and Decor Designed for a Contemporary Production 
of Mithridate....................................   I98

Chapter VII
Conclusion. .........         229

Appendix A
Performances of Racine's Mithridate at the Comedie-Franpaise: 
Year by Year Tabulation..  ....    .231
Performances of Racine's Mithridate: Tabulation according 
to Reign/Regime...........................      290
Performances of Racine's Plays at the Com5die-Franpaise,
Paris..............................     291



ix
Appendix A eont'd.

Performances of Racine’s Plays at the Court............... 252
Footnotes to Appendix A................   .25^

Appendix B
The Hotel de Bourgogne: Ground Plans; Members of the
Troupe....................................       260

Appendix C
The ComSdie-Franyaise: location; Members of the First 
Troupe. .............       .263

Appendix D
Theatres Established in France, l^e-Early l8e Centuries. . ..2 6 5  

Appendix E
Tableau of Henri-Louis Lekain’s Performances in
Mithridate (1752-1778).....................     267



1

2
3
k

5
6
7
8
9

10

11

12

13

lit-

15

16

17

18
19

x
LIST OP ILLUSTRATIONS

Page
Rachel as Monime (photograph) lt-0
Rachel as Monime (sketch) 4l
Costume of Xipharfis or Phamace; designed hy Albert lt-3
Costume of Phamace (l860's); by Albert l&
Costume of Phamace or Xipharfcs (l860's); by Albert lt-5
Costume of Xipharfes (l860*s); by Albert k6

Costume of Arbate (l860*s); by Albert lt-7
Costume of a soldier (l860's); by Albert lt-8
Costume of Phamace, worn by M. Dupont-Vernon for
the reprise of February 1879 50
Costumes of Mithridate and Monime, worn by M„ Sylvain 
and Mile Dudlay, respectively, for 1897 performance 52
Costumes of Xiphards and Phamace, worn by MM. Albert-
Lambert and Leitner, respectively, for 1897
performance 53

Costume of 'Monime, worn by Iferie Bell, December 16,
1937; designed by Marie-Hdlfene DastA 55

Costume of Xipharfes, worn by Robert Vidalin,
December 16, 1937; designed by Marie-Hlllne Dastl 56

Costume of Arbate, worn by Baljp̂ tre, December 16, 1937; 
designed by Marie-Hfellhe Daste 57
Costume of Phoedime, worn by Mile Henriette Barreau, 
December 16, 1937; designed by Marie-H51§ne Dast^ 58

Costume of Areas, worn by M. Jean Valcourt, December 16, 
1937; designed by Marie-HSl^he DastS 59

Costume of guards; sketch dated December 16, 1937; 
designed by Marie-H£lene Daste 60
Sketch of 1937 decor for Mithridate 6l
Costume of Mithridate; original photo dated December 1,
1952 96



XI

ILLUSTRATIONS
Figure Page
20 Costume of Monime; original photo dated December 1,

1952 97
21 Costume of Xiphares; original photo dated

December 1, 1952 98

22 Costume of Phamace; original photo dated
December 1, 1952 99

23 Costume of Arbate(?); original photo dated
December 1, 1952 100

2k Henri-Louis Le Kain; pastel by Adelaide
Iabille-Guiard 117

25 Lekain (Phamace)—  Brizard (Mithridate)— Mole
(Xiphar£s); Gouache by Fesch-Whirsker 118

26 Costume of Saint-Prix in Mithridate lk^
27 December, 1937 production: Floor Plan 163

28 December, 1937 production: Notes for Act II,
Scene ii, from the "Livre de Conduite" 16^

29 December, 1937 production: Notes for Act III,
Scene i, from the "Livre de Conduite" 165

30 December, 1937 production: Notes for Act III,
Scenes i and ii, from the "Livre de Conduite" 166

31 December, 1937 production: Notes for Act III,
Scenes ii, iii, and iv, from the "Livre de
Conduite" 167

32 December, 1937 production: Notes for Act III,
Scene v, from the "Livre de Conduite" 168

33 December, 1937 production: Notes for Act V,
Scene v, from the "Livre de Conduite" 169

3^ December, 1937 production: Notes for Act V,
Scene v, from the "Livre de Conduite" 170

35 December 1, 1952 production: Notes for Act II,
Scene ii, from the "Livre de Conduite" 175

36 December 1, 1952 production: Notes for Act III,
Scene i, from the "Livre de Conduite" 176



xii

ILUJSHRATIONS
Figure Page
37 December 1, 1952 production: Notes for Act V,

Scene v, from the "Livre de Conduite" 177
38 December 1, 1952 production: Notes for Act V,

Scene v, from the "Livre de Conduite" 178

39 Character Chart for Mithridate 203
lt-0 Color Changes under Colored Lights 210
L-l Map: Asia Minor 211
h2 Bronze statuette of Mithradates VI Eupator 212
hS New Costume for Mithridate 2lk

1)4 New Costume for Mithridate 215
lt-5 New Costume for Monime 216
h6 New Costume for Xiphares 217
l|-7 New Costume for Pharnace 218

lf8 New Costume for Arbate 219
^9 New Costume for Phoedime 220
50 New Costumes for Areas and guards 221
51 New D^cor for Mithridate 222
52 New Floor Plan of Stage 223



CHAPTER I 
SHE CURTAIN RISES 

In the course of the first five centuries of its development 
there evolved, in the French theatre, a number of traditions which 
came to be closely adhered to on the pre-classical, pre-Racinian 
stage. In presenting a sunsnary of the history of the French 
theatre, of its growth and development, an account of the develop­
ment and establishment of these traditions or styles, in stage 
ddcor, costuming and acting will be included. Dais introduction is 
essential to an understanding of the further development of the 
French theatre, in a general sense, as it extended into Racine's 
time and, indeed, well beyond. In particular, knowledge of the 
traditions extant in pre-classical times is important, as they 
formed the basis for that theatre, the background against which 
productions of Racine's Mithridate were first set. It is in the 
light of these traditions, which serve as a point of departure, 
that the early productions will be studied. Subsequent development 
and evolution in the theatre and its traditions will be discussed 
and will constitute the framework in which the theatrical interpre­
tations of Mithridate that were later developed will be explored.

* * *
The French theatre had its origins in the Church, some time in 

the twelfth century. Dramatizations of Biblical passages, at first 
part of the liturgy, and enactment of scenes from the life of 
Christ, the Virgin and saints, soon developed into somewhat more 
complex formB and necessitated a move from inside the church out to 
the steps. Here a natural stage was to be found with an appropriate



and permanent dgcor: the carved and sculpted fapade of the church,
where necessary, this “stage“ was divided into sections, or “man- 
sions, " each representing a different place, such as Earth, Heaven 
and Hell, or various cities. Between these settings was neutral 
territory, already at this early point in its development, the 
theatre had acquired one of its main features, one that would he 
made use of for a long time: the simultaneous stage setting. From 
the relatively simple liturgical drama developed the miracles and 
the mysthree in the thirteenth and fourteenth centuries. Die latter 
form became particularly elaborate, aside from the great length 
these works often assumed, various types of stage machinery were 
devised and most effectively put to use. She early dramas, written 
in Latin, were performed by members of the clergy, but as the pre­
sentations of the plays expanded, Iatin gave way to French, and the 
r8les were taken over by lay persons. Costuming was largely sym­
bolic, the colors particularly so, end identification of characters 
was thus facilitated. In addition, the obvious symbolism served to 
underscore the inspirational message the work intended to convey as 
well as to heighten the effect with which it was conveyed. Eventu­
ally these performances were moved away from the church steps to 
public squares. The ecclesiastical drama was not, however, the only 
early form of the theatre, for a popular, secular theatre was devel­
oping in France at the same time, jtlthough its origins are indis­
tinct, it is known that by the fifteenth century three basic types 
of secular drama existed, the moral!t^s, the soties and the farces. 
These three types of theatre were quite different from one another 
in their structure and specific purpose, yet they each basically
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sought to entertain and sometimes to edify or moralize. Many of the 
early works were, however, as little refined as their audiences, 
although the farce, as a dramatic form, advanced somewhat in its 
development in the first half of the fifteenth century, in the latter 
half it was less capable of sustaining the interest of those whose 
attention was increasingly turning to the emerging Italian Renais­
sance. while the farce had been one of the main forms of theatre in 
France, sacred plays as well as the comedies by the Ccmmedia dell'arte 
were being presented in Italy. Hhe Italians then turned to the 
classics of antiquity for Inspiration in the theatre. Latin come­
dies were produced, then used as models for Italian comedies. later 
some Latin tragedies were performed, but the:1 imitations did not fol­
low immediately. Interest having next turned to works of Greek 
writers, it was mainly the latter who furnished sources for the 
tragic theatre in Italy, a parallel turn to the past did not occur 
in France, yet the flowering of the Renaissance in Italy brought 
greatly to bear on life in France. Intellectual, artistic, literary 
and social life were all influenced by the movement.

Ihe beginning of the sixteenth century still saw the moralitis, 
mystferes and farces being produced in France, but interest in this 
type of theatre was waning. By aid=century the way was clear for 
expansion into new directions in the theatre. Die intellectual at­
mosphere of the Renaissance, coupled with artistic advances, fostered 
the creation of a theatre whose forms were to be different from its 
predecessors. It was in Italy that the prototype of the modem 
tragedy, Sophonisbe of Gian Giorgio Xrissino, composed in 151^-15,



appeared.̂ - This tragedy, 1)681668 being translated into French in 
the sixteenth century, later also inspired a number of other plays 
through its subject matter. It was based on history, not on mythol­
ogy, and thus constituted a step in a new direction as far as sources 
of inspiration in the theatre were concerned, another step, albeit 
a less-noticed one, was taken toward change in the dramatic struc­
ture with Giovanni Rucella’i's Rosaunda of 1516, wherein the idea of 
division of plays into acts was introduced. Finally, Giraldi 
Cinthio's Orbecche. produced in 15 1̂, brought to the stage a bloody 
and horrifying ending to the plot. Cinthio's influence was strongly 
felt in the Italian theatre and, eventually, was reflected in the 
French theatre. 2

The influence of Latin and Greek tragedies having been felt in 
France somewhat later than in Italy, it did not leave its deepest 
impression until the middle 1500's. George Buchanan, a native of 
Scotland who lived for many years in France, and Marc-«ntoine Maret, 
a teacher, were the most Important names in the early French human­
ist theatre .3 The former both translated Latin tragedies and wrote 
his own tragedy, Jephtd. This play had a biblical subject— setting 
an example that reaped many imitative works— and was composed of 
seven episodes, rather than acts, divided by choruses. Muret also 
composed a la tin tragedy, Julius Caesar. While Buchanan's play form

Raoul Morpay and nimand Muller, la Renaissance (Paris:
Editions Mondiales - JJel Duca, i960), p. Ifl.

2 dhese plays, their authors, and influence are discussed at 
greater length by Morpay and Muller in La Renaissance, pp. 1̂-̂ 3, 
and are mentioned here for their importance in leading up to the 
developments in the French theatre in the sixteenth century.

3 Pierre Sage (and Raoul Morpay), Le Prgclassicisme (Paris: 
Editions Mondiales - Bel ixica, 1962), p. 71*
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had been essentially Greek, Muret’s was decidedly Latin: choruses
separated five acts, hut did not foxm part of the action.1*- This 
division in types of tragedy was clearly seen and followed through­
out the century; plays were in either one foxm or the other.

The first French tragedy— i.e., one written in French— was the 
C16op&tre of Etienne Jodelle, first performed in the winter of 1552- 
53.5 it appears that the Italians Trissino and Giraldi Cinthio can 
he counted among the writers who influenced Jodelle.8 Awkward in 
style and lacking suspenseful tension, Cldop&tre was nevertheless a 
play based on an imposing subject, and did constitute an important 
first step.

The publication of Jules-C£sar Scaliger's art de la Tragldie 
twenty years after Cl£opStre was an initial attempt to establish a 
theory concerning the domain of tragedy. This work was printed to­
gether with some works by Jean de La laille. The letter's theory 
provided a basis for action; “H  faut toujours reprgsenter l'his- 
toire ou le jeu en un mdme jour, en un m&ne temps et en un mdne 
lieu.'*7 He adds: “Ne pas commencer h d€duire par le commencement
mals vers le milieu ou la fin, ce qui est un des principaux secrets 
de l'ai't."8 according to La Thille, the three unities were to be 
strictly observed, and a tragedy was to have five clearly-defined 
acts separated by choruses. Certainly this theory was an indicator 
of future developments in the theatre.

^ Sage, p. 73»
5 Ibid., p. 7̂ »
6 Ibid., p. 75.
7 Ibid., p. 79*
8 Ibid.
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Many of the tragedies written in French in the third quarter 
of the sixteenth century were of a religious nature, hut plays on 
secular subjects existed as well. The name of Robert Gamier was 
most prominent among the dramatists of this period. He felt that 
tragedy should present bloody, horrifying, and pathetic subjects,9 
but ones which would moralize at the same time. He also introduced 
a new genre to the stage: that of the tragi-ccmedy. By mid-century
the force of the Italian theatre influence was being felt, particu­
larly in the French comic theatre, and continued to increase in 
strength as the century wore on.

First in Italy, and then in France, new sources, new themes, 
new subjects all necessitated changes in the actual production of 
plays. Not only did new stage settings have to be designed to suit 
play content and to give adequate support to the visual aspects of 
the play, but the physical stage as well had to undergo change so 
as to be able to accommodate these scenic developments. The im­
portance of staging plays according to the emerging ideas regarding 
stage and set design, costuming, and acting was growing, and 
theories to govern the various aspects of the theatrical art were 
gradually being formulated.

It was the Italian artists who discovered perspective in the 
sixteenth century and applied it to the stage settings they 
designed. The stages were not as large as might have been thought, 
but due in great part to the flat backdrops that were painted in 
perspective, the spectators* eyes were cleverly tricked. 3he stage 
floor was often tilted slightly, raised at the back. This factor,

^ Sage, p. 82.



along vith the backdrop, and use of stage wings (an innovation at 
the time) Berved to create the desired illusion of depth and 
general spaciousness on the stage* The changeover to this "Italian 
Renaissance stage" did not occur suddenly in Fiance* Unfortunately, 
comparatively little is known regarding the stagings of French plays 
in the early sixteenth century. However, a clearer picture can he 
drawn for a later period*

To get an excellent idea of theatre architecture and actual 
technical details involved in theatrical productions in Italy in 
the sixteenth century (and, by virtue of imitation, somewhat later 
in France), one must refer to Nicola Sabbattini's Pratique pour 
fabriquer scbnes et machines de thfefttre (first published in 1637 

in Pesaro, and again with some additions, in 1638 in Ravenna)* 
"Although previous publications on architecture and perspective 
drawing included sections on theatre architecture, stage design, 
and sane aspects of stagecraft, the Pratlea, which is devoted 
entirely to the stage, must be regarded as the first comprehensive 
technical manual in the literature of the theatre* "3-° Although 
Sabbattini's account centers around the design and construction of 
the stage and auditorium of a court theatre, the underlying princi­
ples he illustrates were also applied in the public theatre. He 
describes "the design and arrangement of settings according to the 
rules of simple one-point perspective; and the construction, 
painting and lighting of these settings* Sabbattini echoes

3-0 Orville K. Larson, "Nicola Sabbattini's descriptions of 
stage machinery from Pratlca di fabricar scene e machine ne'teatri 
(Ravenna, 1638). An Explanation and Caaaentary," Players magazine, 
39 (Oct. 1962), 13*



Sebastiano Serlio's earlier explanations in de archltettura (I5U5).
• . • bis technical instructions reveal how many theatrical effects 
of the late sixteenth and early seventeenth century Italian court 
theatres were achieved. . . .  Sabbattini drew forty-eight crude and 
elementary diagrams to illustrate the machines he describes.

H&L4ne Leclerc, in Les Origines italiennes de 1'architecture 
thfatrale modeme (Baris: Droz, pp. 79-30, makes the point
that the Pratica was not, as many have thought, the latest word on 
the scenic art for Sabbattini's time, but a codification of certain 
practices that were already passing out of style when he wrote 
about them. In her discussion of Serlio and the Importance of his 
work, she quotes the Bolognese architect on the subject of the 
d£cor for the tragic stage: "'les bfttiments doivent fetre convenables
& grands personnages, & raison que, suivant la doctrine des tragi­
comedies antiques et modemes, les accidents amoureux et m6saven- 
tures inopinges, dont la fin sont morts violentes et cruelles, 
adviennent coutumi&rement dans les maisons des grands Seigneurs, 
conme sont rois, dues, cantes, et semblables.'"

When flat, painted decors were used, they depicted typical 
French palaces of the seventeenth century regardless of where the 
action was meant to unfold. It mattered little whether the play 
was actually set in France, or in Spain or Italy, for example.
Uhis ambiguity was reinforced by the playwrights who themselves 
were often vague about the settings. Engravings from this early 
period appear to illustrate scenes fran plays in an artistic manner 
rather than to represent the settings such as they actually were.

11 Larson, p. 13.
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There is some information available about the dlcor for the non- 
tragic theatre (for the very popular farce, In particular), but 
data regarding the stage d6cors of the .HOtel de Bourgogne In the 
early part of the seventeenth century are not only very incomplete, 
but scarce* It Is not until the time of Iaurent Mahelot that we 
get a better understanding of these dtfcors*

In the 1620*s and 1630's the simultaneous dlcor was still 
being utilized, as was the "d£cor & ccsrpartiments." It was the 
foxmer type which was apparently used for most of the plays of 
Alexandre Hardy— tragedies, comedies, and tragi-ccmedies— which 
were presented at the H6tel de Bourgogne, beginning In the early 
1620's. His plays showed no concern for the unities of time or 
place, and the ddcors reflected this lack. By 1630, however, move­
ment toward an observance of the unities of time and place had 
begun. Jean de Mairet was a particularly strong advocate of them, 
and his ideas, based on the Italian rules of composition, gradually 
came to be supported by other dramatists. In discussing this pre- 
classical period, S. Wilma Deierkauf-Holsboer points out that the 
unity of time was more easily followed in theatre composition than 
that of place, for a more concentrated setting would call for sim-

ipplified dfecor and fewer compartments on the stage. The changes 
in composition that were setting in gave rise to endless criticism 
and disputes over what constituted the unities of place and time. 
Could "one place” mean a whole city, with the d6eor showing several 
houses wherein the action was to take place, or only an indoor or

12 S. Wilma Deierkauf-Holsboer, L'Hlstolre de la mise en scfene 
dans le tĥ fltre francais & Baris de 1600 k 1673 (Baris: Nizet,
I960), p. 56.------  --------------------



10
outdoor area the size of the stage? Did the unity of tine mean 
that the events depicted were conceivably to take place within 
twenty-four hours or did they have to he limited to the real time 
it took to present the play on stage? Biese problems regarding the 
unities came to be resolved slowly, over the span of a number of 
years, as the trend toward a simple dgcor was developing.

Lanson noted, in Esqulsse d*une Histoire de 3a Tragedie 
Frangaise (Paris: Champion, 1927), that by about 1628 tragedy and 
comedy had been far outranked in popularity by the tragi-comedy, 
the pastoral play, and the farce; however, from 1628 to l6Uo they 
were making their comeback ̂  an^  he added, "Le triomphe de la 
tragedie est assure par les unites qui s'gtabli-ssent entre 1628 
et 1637. With the return to the tragic genre and the increasing 
application of the rules to the written form, the d£cor was, of 
necessity, affected. While audiences had accepted certain spatial 
and temporal incongruities in the lighter theatrical entertainments, 
they became more exigent with regard to the tragic theatre. Lanson 
added: "L'argument de la vxaisemblance, appliqui & la r6alit£ de
la mise en scfene du temps, est tout puissant sur lui. Uhe fois 
Iveilld, ce sens critique rejette toutes les solutions intexmtfdi- 
aires, et va aux interpretations les plus 6troites des rigles."-^ 
Ibis stricter observance of the unities came to Include the unity 
of action as well. Concentration of locale and reduction of time 
span in which events could transpire were naturally reflected in

•*-3 Lanson, p^ 53 and p. 55.
^  Ibid., p. 57.
•*■5 Ibid., p. 66.
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the simpler scenery and less episodic nature of the plot. A more 
concentrated plot called for more concentrated writing, and this is 
when the literary esthetics of the classical period began to be 
molded by theoreticians and playwrights. Not every dramatist was 
able to conform successfully to the emerging ideals, sane finding 
the rigors of the restrictions stifling to their creative orienta­
tion. According to lanson, it was Corneille who found a way to 
circumvent the unities, namely, to situate the events in the human 
heart a tragedy which, while breaking several rules, served as 
the cornerstone of future French tragedy was Corneille's Le Cld, 
performed in 1636 or 1637 at the thfefttre du Marais. The psycholog­
ical conflicts of passion and duty formed the true "action" of the 
play, while duels and wars were fought offstage, only recounted by 
witnesses to these events. She audience could identify and sym­
pathize with the major characters. This form of dramaturgy empha­
sized the need for enhancement of poetic expression and for a 
tightening of the dramatic structure, and served the gradual process 
of the refining of the dialogue.

Modification of the dgcor came about primarily between the 
time Mahelot and Laurent were writing the M&noire. It was then, 
wrote Iancaster, in his edition of the M6noire. that the simultane­
ous d£cor was replaced by the modern system. He continued: "Pendant
que les auteurs sinrplifiaient leurs pieces, les decorateurs unifiaient 
la scfene en se servant de 'femes' ou de rldeaux, ou en ne repr^-

^  lanson, p. 67.
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sentant qu'une seule salle pour toute une pifece."^ as more and 
more members of the upper classes and the nobility became inter­
ested in the theatre and the price of admission rose, the composi­
tion of the audiences changed* More than one writer has commented 
on how this newer audience in general lacked Imagination, thereby 
affecting the production of plays: application of the unities was
made necessary in order for the plays to measure up to their expec­
tations. That which waa familiar gave them pleasure. The language 
that was used became more and more refined, more and more artificial, 
and was, of course, spoken by characters who were mostly of noble 
birth.

The theoreticians, the molders of tradition came to formulate 
rules for tragedy based largely, although not entirely, on the 
poetic precepts of Aristotle. One early advocate of the letter's 
views, Daniel Heinsius, had arranged and published, in 1611, his 
theories in a manner facilitating reference to them. In 1647 
Gerard-Jean Vossius focused on the theories the Italians had long 
supported, consolidating them into a major work. Ren4 Bray, in 
la Formation de la doctrine classique en France (1927; ipt. Baris:
Bizet, 1966), refers particularly to Vossius in his lucid discussion 
of what the rules for tragedy embodied. In brief, in terms of in­
spiration, we find that the action of a tragedy had to be simple, 
preferably dealing with a serious historical subject drawn from a 
period far removed from the seventeenth century. The classical 
dramatists added to the ancient precepts, however, their own

Henry Carrington Iancaster, ed., Le M6noire de Mahelot,
Laurent et d'autres decorateurs de l'Hfltel de Bourgogne et de la 
Caagdie-Francalse au XVIIe sidcle (Baris: Champion7 1920), p. 40.
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preference for revealing the psychological aspects or motivations 
of their characters and focused on the passion of love more than 
on the "pathetic” horror displayed in the tragedies of antiquity.
The heroes and heroines of the tragedies (such as they were being 
written by mid-century), may have been distant in historical and 
geographical terms, but they had came to resemble more and more 
the members of the contemporary nobility in their manners, their 
forms of address, their very speech. Bray notes that even as early 
as about 1630, "la rfegle des biensfences s'£tablit vralment en 
France."^ Biese biens6ances, or the observance of propriety, 
mirrored the society for which the plays were being written.

Corneille had begun to write plays in the early part of the 
century (Halite. 162$), with his creative powers flourishing most 
in the l6U0's, a few years after the success of Le Cid had more 
firmly than ever established his fame. That period saw the intro­
duction to the stage of Horace, Cinna, Polyeucte, Rodogune, among 
other plays, and was capped, in 1651, by his tragedy BiccmSde.
That same year, however, his play Pert ha rite was a failure, and 
after two decades in the theatre, Corneille apparently wished to 
retire, although he did resume his career as dramatist eight years 
later, his popularity never again rose to its former heights. For 
Molifere, Corneille's rival in the theatre, the years 1651-5^ were 
very productive. Racine soon began his career, and attention turned 
to the younger playwright.

Racine came to the attention of the king in 1663 through two 
odes he had written; he was introduced to Molidre in the same year.

Bray, p. 218.
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Both events vere an auspicious start for his career; his star -was 
to rise quickly. In 166k Racine's first tragedy, La Thfebalde, was 
presented by Molifere's troupe, followed by Alexandre in 1665*
Despite the fact that Moli&re had given Racine the all-important 
first exposure, Racine, with seemingly little gratitude, had per­
formances of alexandre shifted to the more prestigious Hfttel de 
Bourgogne without the prior knowledge of Moli&re (or of the troupe 
originally performing it). Moli&re was offended by this action, 
and the cordial ties between him and Racine were broken* From the 
very first Racine also had to contend with the partisans of Corneille 
who attacked his every play. He was clearly seen as attempting to 
rival the old master on the same ground* as it would develop, 
however, Racine treated the historical subjects in a way quite 
different from Corneille's approach.

Corneille had been interested in the intellectual and political 
aspects of his historical subject matter, had rendered the intrigues 
very complex, and created characters who chose duty above love, and 
were driven by desires of vengeance. Racine's characters, on the 
other hand, were driven by passion; the unhappiness they suffered 
as a consequence was very real, very human. Racine's plays were of 
ingeniously simple construction, the action minimal, his poetry 
being the unifying force* The three unities proved not to be re­
strictive for Racine, as his talents were well-suited to concen­
trated expression. Where Corneille had often been bombastic,
Racine was lyrical* Racine's work was a poetic masterpiece with 
dramatic thrust.

Andromaque (1667) was Racine's first great success, and well
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received at the court. It vas followed by the comedy, Lea 
Plaideurs (l668) and the tragedy, Britannicus in 1669* Angry with 
Corneille, and wishing to rivalize with him, Racine had to write a 
"Reman" play, since this was the type with which Corneille had had 
ao much success. Fortunately for Racine, Britannicus, while not 
well received at the Hdtel de Bourgogne, was liked at the court.
As Raymond Picard notes in la Carrifere de Jean Racine (1956,5 new 
ed. Paris: Gallimard, 1961), p. 153, "Britannicus a surtout permis 
de mesurer la haine des ennemis de Racine, et aussi leur impuissance, 
que la carriire de l'heureux pofete et courtisan allait continuer & 
dimontrer." The following year the rivalry came to a head when 
Corneille and Racine each wrote a play on the same subject;
Racine’s triumph with his Birinice over Corneille’s Tite et Birinice 
was complete, despite the fact that Corneille's play undoubtedly 
was more original and faithful to the Bferinice legend.

It was in the famous preface to Birinice that Racine expounded 
on his ideas regarding the tragic theatre: "Ce n'est point une
nieessiti qu'il y alt du sang et des morts dans une tragidie: il
suffit que 1’action en soit grande, que les acteurs en soient 
hiroiques, que les passions y soient excities, et que tout s’y 
ressente de cette tristesse majestueuse qui fait tout le plaisir 
de la tragidie."^ He also stated that "il n’y a que le vraisem- 
blable qui touche dans la tragidie. . . .  toute 1'Invention consiste

^  Jean Racine, Ihifttre complet de Racine, ed. Maurice Rat 
(Paris: Gamier Frferes, I960), p. 299. All further references to 
Racine’s prefaces or lines from his plays will be made to this 
edition, which will be referred to as Bi&itre ccmplet.
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p A& falre quelque chose de rien." According to Racine, "la princi­

pals r&gle est de plaire et de toucher: toutes les autres ne sont
p * ifaltes que pour parvenir & cette premiere* . . . One principle 

that Corneille, Moli&re, and Racine did all agree on was that a play 
should give pleasure— "plaire"— to the public.

With the appearance of Bajazet in 1672, the attacks by 
Corneille's friends were renewed, ibis time Racine was accused of 
making his play too French, of not rendering the true atmosphere of 
a Rixkish harem. Ihese criticisms were lodged by those hardly 
qualified to judge such matters, considering how little was general­
ly known of the Asiatic empire in that period. Yet the plot— quite 
complicated, and in contrast to the simplicity of B4rdnice— seems to 
have remained uncriticized, (ihrkish themes were very fashionable 
just then— witness the popularity of Molifere's delightful Le 
Bourgeois gentilhomme— and Racine's play was based on a melodramatic 
novel of the time.)

At the height of his glory Racine produced Mlthridate for per­
formance in 1673. It was considered the most "comSlien" of his 
plays, and rivaled Corneille in the area of dramaturgy most familiar 
to him. It looked to Roman history for its source, and its heroine, 
tom between love and duty, chose the latter. Ihere, however, the 
comparison with Corneille had to end. While Racine's detractors 
claimed he had not represented the historical facts with sufficient 
accuracy, they did not concede that his changes made for a much 
better (and creative) play. Comparisons were made as well with

20 Jh& tre conrplet, p. 300.
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la Calpren&de*s la Mort de Mithridate, written almost forty years 
earlier, but the two plays are of rather different inspiration and 
composition. The action of Racine's play is essentially simple; 
the psychological portraits are true, and transcend the dated per­
sonages of Corneille's theatre; the situations in which the charac­
ters find themselves are believable; the language of the characters 
is noble, as befits their social condition; the expression of 
thought and feeling and the exposition of off-stage occurences is 
poetic, and moving both in content and form. In all these ways 
Racine was meeting his own ideal of dramaturgy, as expressed in the 
(first) preface to Britannicus. when he was defending himself 
against attacks: "une action simple, chargde de peu de matifere,
telle que doit frtre une action qui se passe en un seul jour, et
qui, s'avanpant par degree vers sa fin, n'est soutenue que par les

22int£r6ts, les sentiments et les passions des personnages. ..."
Mithridate has often been viewed as the most "louis-quatorzifeme" 

of Racine's plays. Bie reasons for this are several, the most im­
portant being the "atmosphere de la cour” which Racine so adeptly 
recreated and in which the great warrior-king Mithridate is the 
center of interest. It was an homage to Louis XIV, and a glori­
fication of his reign. Mithridate was the greatest ruler in Asia;
Louis XIV, the greatest European monarch of his age. The major 
characters in the play were members of the nobility. The elevated 
tone of their language, the politeness and decorum they observed in 
speech and manners all echoed the strict etiquette and fashion of 
the court of the Sun King. Racine also observed the biensfances,

22 Ihfe&tre complet, p. 2̂h,
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so vital In the rigidly ordered society for which he was writing*

The playwright Racine had the good fortune to coincide with 
his time* For the most part, the prescribed use of the unities 
worked well for him, and he with them. More than simply a play­
wright, he was a poet, one of the highest order. Profound psycho­
logical insight, and knowledge of effective dramatic devices and 
construction were happily contained in the breadth of his talent. 
Racine found the contemporary limited stage resources to his ad­
vantage in that his dialogue, which created its own d6cor, was 
highlighted as a result* This perfector of the classical tragedy 
was without peer. For all the qualities that marked him a man of 
his time, he has shown us characters whose fundamental humanity 
extends beyond the confines of "le Grand Sidcle," and has given us 
plays that marie for him a place unique in literature.

In Racine's work, the main emphasis is on the verbal rather 
than on the visual aspects, and it is the verbal aspect which makes 
us see, which creates incredibly clear images for the mind's eye.
We must remember that the practices and ideals upon which the 
staging practices of Racine's time were based have changed over the 
centuries, a  play is meant to be performed, not just read, and the 
visual aspects have necessarily come to concern us. Beginning with 
Racine's time, and continuing through every subsequent period, we 
shall see how the theatre has realized its visual ideal.



CHAPTER II
EVOLUTION OF COSTOMING jiND ijfiCOR FOR MITHRImJE 

It must be stated at the outset that the gaps in information 
about the costuming, dficor, staging, and acting of many historical 
plays are unfortunately great. Little precise evidence has been 
left to us. For the period that would be of such great interest, 
namely, the first years that Mithridate was being performed in the 
public theatre, data are simply lacking. 23 (Further on, a few 
details for some early court performances are given.) For one, up 
until the closing years of the eighteenth century, a stage costume 
was ordinarily worn in a variety of rftles, little if any attention 
being given to the possible and probable incongruous effects 
achieved on stage. Inventories of wardrobe made at the time of an 
actor's or actress' death usually named the items of clothing, 
occasionally adding a color or shape description, but rarely cited

Pitthe rftle or rOles in which the costume had been worn. For this 
reason, it has been difficult to draw any sound conclusions from the 
documents left to us. In addition, few records were kept of 
specific theatrical productions. It is due both to this lack of 
note-taking in the first place and to a subsequent loss of archives

"On volt qu'h la date oil les registres de la Comtdie 
franpaise, enfin constitute, ccmmencent & nous donner des dttails 
prtcis et complete sur les representations de nos deux grands 
tragiques, les pifeces de Corneille et de Racine avaient, depuls 
longtemps, tpuist ce genre de succfes exceptionnel qui dtrpend de la 
nouveautt. 11 nuote taken from a section written by S. bespois in: 
Paul Mesnard, ed., Oeuvres de J. Racine, by Jean Racine (Paris: 
Hachette, 1888), VIII, 603.

2^ Similarly, the Livre d *Inventaire des Habits de la Ccmtdle 
Frangaise, (available in the Archives de France) while detailed, 
gives no indications as to which costume was intended for which rftle.
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that our theatre data remains incomplete. Directors as we know them 
today did not exist two or three centuries ago, so that the unifying 
force which could have given us a (written) coordinated picture of a 
production is sadly missing. It is possible, however, to reconstruct 
at least partially sane performances. Biese reconstructions, 
coupled with known general information about the theatre and its 
practices, can be synthesized into a fairly accurate and coherent 
account of the currents in the French theatre in the seventeenth 
and eighteenth centuries, against this more general background 
will be traced the costuming and d6cor for as many performances of 
Mithridate as possible.

The Mercure aalant of July 30, 1672 announced Mithridate for
25the following winter, and so it was that Mithridate was first per-

26 oformed at the Hdtel de Bourgogne on January 13, 1673* 7 She rdles
were distributed as follows: Mithridate: la Fleur, Monime: la

28Champmeslfe, XLpharfes: Champmeslfi, and Pharaace: Brgcourt. She

25 jintoine adam, Histoire de la literature frangalse au 
XVIIe sifecle. IV (Paris: Editions Mondiales, 19t>Uj, 355 •

^  Located at the comer of the rue Mauconseil and the rue 
Neuve Saint-Franpois, the H&tel de Bourgopae was the only theatre 
in Paris in 1600. Its initial dimensions and interior arrangement 
are not definitely known, although it has been established that 
there were two stages, a number of loges, a parterre, and an amphi­
theatre. See S. w. jUeierkauf-Holsboer's Histoire de la mise en 
scfene dans le th&ttre frangais h Paris de 1600 d 1673j Chapter I.

27 Ohere is seme question as to the actual date of the premifere, 
but the one given here is the one most often cited.

2® It is possible that Champmesld played Phamace, and Brgcourt 
Xipharfes, but sources do not make this dear. Henri Iyonnet, in 
1 nnnnjre des ccm<diens frangais (Geneve: Bibliothfeque de la 
Revue universelle Internationale TElustrfe, 1911-12), I, 23̂ , writes 
that BrScourt played Xiphards in 1673.



r6le of Arbate was probably played by Bauteroche.2^ In the 
Mfiaoire de Mahelot, Laurent et d 'autres decorateurs de 1*Hotel de 
Bourgogne, in the section written by Michel Laurent, an undated 
entry indicated the stage set for "Mitridatte": "Le thft&tre est un
palais & volont6. Un fauteuille, 2 tabourest."3® a  footnote to the 
title stated the following: "Zraggdie de Racine, repr. en 1673*
I<es sieges sont pour Mithridate et ses deux fils, acte III, scSne 1. 
On cmet le poison de V, 2. “3^ (S. Wilma JJeierkauf-Holsboer, in 
L'Histoire de la mise en scfene dans le thfe£fcre frangais II l&rls de 
l600 & 1673, cited the Mfenoire as “une des principales sources de 
la decoration sc6nique au XVIIe sitcle" which indicated, besides 
the titles of 268 plays in the repertoire of the Hfttel de Bourgogne 
and later of the Ccmfedie-Franpaise, the dgcor and a few of the cos­
tumes of 192 of the plays. ) 32 It seems there was a performance of 
Mithridate given on January 20, 1673* since Iyonnet mentions that 
La Champmesl£ played Monime on that date.33

The play was a great success, as had been predicted. Madame 
de Coulanges wrote of it to Madame de S&vign£ in her letter of 
February 2k, 1673, “'On y pleure, on y est dans une continuelle 
admiration; on la voit trente fois, on la trouve plus belle la

^  Raul Mesnard, ed., Oeuvres de J. Racine, by Jean Racine 
(Paris: Hachette, 1910), III, 9*

3° Lancaster, Le M&noire, p. 113.
31 Ibid.

32 Leierkauf-Holsboer, p. 39.
33 Lyonnet, Ulctionnaire, I, 307.



■alltrentifeme que la premiire.’ Apart from the evocation of tears, 
the audience particularly liked the Beene in which Mithridate 
reveals his war plans against Rome to his two sons. Louis XIV's 
declaration of war on Holland in I672 and the subsequent victories 
for the French were fresh enough in the minds of the spectators 
for the scene to hold particular relevance for them. The first 
review appeared in the Gazette on February 18, and referred to the 
February 11 performance played before the king at Saint-Germain.35 
Robinet’ 8 critique (in the Gazette de Robinet) was based on the 
same performance, and consisted of a “Lettre en vers % Monsieur." 
Strangely enough, Robinet did not review the January 13 performance, 
if he saw it at all, until February 25. (He did see the February 21
performance.)3^ His review, written in about 50 lines of verse,
consisted chiefly of an analysis of the action. The Gazette
d♦Amsterdam of March 30 of the same year announced: “'On vend icy
chez Claude Barbin Mithridate de Mr. Racine, qui est une pifece trfes 
curieuse.’"37

3^ Jean Racine, Oeuvres completes de Jean Racine (Fiaris:
Gamier Freres, 1858), p. 414.

35 u«Le 11 de ce mois, LL. MM. prirent le divertissement de la 
representation du Mitridate. fort belle tragfedie du Sr. Racine, cfa 
la Troupe Royale se fit admirer.’ “ nuote taken from Pierre M&lSse, 
"Repertoire analytique des documents contemporains d'information et 
de critique concernant le thfeatre a Paris sous Louis XIV. 1659-1715,“ 
Socifrte d»histoire du theatre. Bibliothdque, Ho. 7 (193&), p. 155.

3^ Paul Mesnard, ed., Oeuvres de J. Racine, by Jean Racine 
(Paris: Hachette, 1910), III, h.

37 Mfelise, Repertoire analytique, p. 155.
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a report in the Gazette de France,3^ dated May 5, 1673, and 

made in S. Germain en Iaye, stated that Mademoiselle and Monsieur, 
Madame de Guyfe [sic], the Princess of Monaco, and the English 
Ambassadress, the Duke of Montmouth, the English ambassador, and 
other ladies and gentlemen attended. Speaking of the chateau: "'On 
y entra dans un salon extiaordinairement tfclairtf, & par£ d'une 
merveilleuse profusion de fleurs dans des vases, & cuvettes d'ar- 
gent: & la Ccmpagnie y fut trbs agr&blement divertie de la repre­
sentation du Mytridate du Sr Racine, par la seule Troupe Royale.' “39 

On that occasion, according to Pierre de Lacretelle, (in La Vie 
privfe de Racine), "la Champmesie fit la grande r£v4rence de cour, 
habillle d'un manteau '& la torque', en velours rouge garni de 
dentelles d1argent, qui reeauvrait sa veste de velours noir frang£e 
d'or et croisfce d'une £chazpe en point d'Espagne d'or et d1argent.
If this was the outfit in which she proceeded to act, then it was, 
in all likelihood, the dress that she wore for the earlier perfor­
mances of Mithridate as well, although Lacretelle did not specifical­
ly say so. Ho costume descriptions are available for the rest of 
the cast.

The catalogue of the exhibit on Jean Racine held in the 
Bibliothfcque natlonale in Baris in 1967 tells us (on p. 53) that 
details of a most brilliant performance of Mithridate at the chateau 
of Saint-Cloud for Monsieur on May kf 1673 are provided in the 
Gazette de France. Microfilm has preserved these pages (of the 
May 6, 1673 issue].

39 ‘‘Houvelles ordinaires, du 6 may 1673, ” la Gazette de France, 
p. Ml. -----------------

^  Pierre de lacretelle, La Vie prlvee de Racine (Baris: 
Hachette, 19̂ 9), P* 152. This title is published together, in the 
same volume, with Jacques de Lacretelle, Introduction au th&tre de 
Racine (Baris: Librairie Acadfoaique Perrin, 1970).
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ii June, 1673 issue of the Mcrcure galant presented historical
criticism and ironic praises of the work, written by Donneau he
Vis^. Bayle, In a letter to his older brother, written on July 31,
1673 cited Mithridate among the theatre pieces "’qui ont fait du
bruit.'I,lfl On august 2 Monsieur's financial secretary, M. de
Boisfranc, received Monsieur and Madame in his Saint-Ouen house.
His lavish dinner was followed by a performance of Mithridate.^2

The Gazette of august 5 reported on this performance played w'avec
1'admiration de toute la compagnie.'"̂ 3 m e  Gazette de Robinet of
the same date referred to the same performance:

"Ce charmant repas fut suivi 
Du Mithridate de Racine,
Jou^ d'une fapon divine.... 
far les com6diens de 1 1Hfttel,
St la Fleur, dans le maitre rSle,
Se surpassa sur ma parole,
Canme fit, et me l'a sembie,
Mademoiselle Champmesl£."^

Raymond Picard, in his la Carrifere de Jean Racine, ^  mentions that
the presentation of Mithridate before the Court three times in the
same year was a rare privilege and due, perhaps, to Louis XIV 's
predilection for this play.

Several years later, on May 9, 1680, Mithridate was performed 
at Saint-Cloud when the uauphine was received there for the first

^  M&l&se, Repertoire analytique, p. 155.
Jip Henry Lyonnet, Les "premiferes* de Jean Racine (Paris:

Delagrave, 192 )̂, p. 135*
^3 MfeLfese, Repertoire analytique, p. 155.
^  Paul Mesnard, ed., Oeuvres de J. Racine, by Jean Racine 

(Paris: Hachette, 1910), III, 7«
^  Raymond Picard. Ia Carriers de Jean Racine (Paris:

Gallimard, 1961), p. 178.



tine after her marriage. The setting was markedly similar to the 
one used on May k, 1673, as Mesnard has noted.^ (a note in the 
Bibliothfcque nationals exhibit catalogue mentioned earlier {in a 
footnote] which states, without specifying the place of performance, 
that in 1673 and 1680 Mithridate was performed in a "salon 
d'apparat" with screens, girandoles, pots of flowers, and silver 
vases,^ corroborates the evidence Mesnard gives. It is most prob­
able that the Saint-Cloud performances are being referred to in the 
catalogue.)

“nes paravents d'une trfes grande beaut&, entre 
lesquels 6talent des gulrldons d'argent, 
portant des girandoles gamies de bougies, 
faisaient la decoration de ce th&tre. Entre 
chaque guiridon on voyait des pots remplis de 
toutes sortes de fleurs avec des vases et des 
cuvettes d'argent. *u fond du th£&tre il y 
avait une manibre d'amphith&tre dress£ dans la 
grande crois^e qui regard Baris. Cet amphi­
theatre btait plein de girandoles gamies de 
bougies, de vases et d'autres ouvrages 
d’argent remplis de fleurs."1̂

(Mesnard attributes this quotation to the Mercure Galant, after
having mentioned that the Gazette of May 11, 1680 also referred to
the May 9 performance. Goldmann,^ on the other hand, without
giving a dateline or specifying the performance the article alludes
to, attributes this exact description to the Gazette. Roubine, 50

^  Paul Mesnard, ed., Oeuvres de J. Racine, by Jean Racine 
(Paris: Bachette, 1910), III, 7-8.

b7 Bibliothfeque Rationale, Jean Racine (Paris. 1967), p. 53. 
This is the Catalogue de 1'Exposition Jean Racine a la Bibliothdque 
Rationale.

kflw  Mesnard, III, 8.
^  Lucien Goldmann, Jean Racine (Paris: L'arche, 1956), p. 152.
50 Roubine, Lectures de Racine, p. 9.
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while citing the Mercure Galant for the same quotation, erroneously 
states, in a footnote, that it is a description of the feast given 
on May h, 1673, not May 9, 1680. Since the feast in question was 
attended hy the uauphine,^ 1 1680 is the correct year, as that is the 
year she was married to the Dauphin.)

This setting quoted above was quite in keeping with the cus­
toms of the time, both in court and regular theatres, where local 
color or d£cor showing the results of historical research by its 
designer were virtually non-existent. Die dtfcorateur was not ex­
pected to recreate the natural scenery, architecture, or fashions 
of a given country at a given time in its history, but rather to 
embellish the stage with columns, statues, and other appropriate 
structures that would seem to create a ‘'Pays de Tragrfdie, “ regal, 
near and yet distant, ancient and yet modern, French and yet 
'exotic.' "a  l'6poque de Bacine, on e&t difficilement compris 
qu'un homme de theatre pfrt s'attacher & des recherches aussi peu 
importantes, aussi enfantines que des recherches de d£cor et

52d'archGologie.“ Bie setting had to be capable of providing a 
support for the action in all its majesty and of keeping the story 
and its characters quite apart from everyday life. In great 
measure this unreal atmosphere was sustained through the use of 
candlelight, the usual mode of lighting at the tlme.*^

51 "'Le Roi et la Reine, accompagn£s de Monseigneur le Dauphin 
et de Madame la Dauphine, vinrent...ici voir Monsieur et Madame.'"
(quoted by Mesnard, III, J-8; see footnote k6 above.)

52 Jacques Talagrand, Racine (Paris: Galllmard, 1936), p. 83.
53 Jacques Heuzey, "du Costume et de la decoration tragique au 

XVII® Sibcle, 11 Revue d* Histoire du thfe&tre, 12® ann̂ e, No. 1 
(January-March i960), p. 30.
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In minimizing and conventionalizing the d£eor, the actors and 

actresses retained primary importance on the stage. Unfortunately, 
there was not much roan for movement by them on the stages, encum­
bered as they already were by spectators, much less for pieces of 
scenery. Bnphasis had to be placed on the words of a play and this 
was, indeed, the focal point of the theatre. Staging often involved 
the use of the palais A volantfe, a rather indefinite place which 
assumed the existence of a limited area at the same time that it 
gave freedom for changes of scene without seeming to violate the 
Unity of place.

The stage costumes were the same as the fashionable outfits of 
the day. In the earlier days of Louis XIV's reign, princes and 
courtiers wore either the two-piece or the three-piece dress. The 
two-piece dress consisted of hose and doublet (the pourpoint), both 
handsomely trimmed with gold and/or silver lace and numerous buttons, 
while the three-piece added a plush-lined cloak, intended primarily 
for wear out-of-doors, and was trimmed with lace to match the hose 
and doublet. While the pourpoint did start to pass out of court 
fashion in about 1670, it was nonetheless still used on the 
classical stage. The rhingrave, a pair of vide breeches tied at the 
knee, was in style from 1665 until 1680. The Justaucorps, the veste 
(two tunics) and the habit came into vogue in the second half of the 
seventeenth century. The habit, a type of long jacket, was close- 
fitting down to the waist, and fell skirt-like down to the knees.
Its sleeves were a little wide, with cuffs that were turned back 
quite high up the arm and ornately finished. The stockings, or 
hose, were chosen to complement the color of the habit and were
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attached by above-the-knee garters. There waB a tremendous use of 
ribbons for decoration on many Items of clothing. Boots were worn 
throughout Louis' reign, although the style did vary. Shoes were 
high-heeled and square-toed. Often there was as much lace in the 
footwear as there was leather. It was in 1673 that Louis XIV 
decided to wear wigs topped off with low-crowned hats. Powdering 
of wigs did not become fashionable until after 1700.

Women's clothing, between 1660 and 1680, included two skirts, 
the modeste worn over the friponne, the latter not being entirely 
hidden by the former. The draped overskirt was drawn back and fell 
into a long train known as the manteau de cour. Bodices were kept 
very narrow, in contrast to the bouffant skirts, necklines plunged 
and rose, but sleeves remained at three-quarter length. In the 
second half of the seventeenth century the most frequently used 
dress materials were velvet, satin, moire, and a type of silk 
called brocatelle. Black was a popular color, as were various 
shades of gray and red, and lemon yellow. Between 1661 and 1683 

the use of beautiful laces became the rage. Bair was arranged in 
curls hanging over the ears, and later, was massed at the forehead 
in curls and locks. On the stage actresses wore many feathers on 
their heads, and the dresses were usually embroidered, as undrfe 
Blum notes in his Histoire du costume, les modes au XVIIs et au 
XVTII6 sifede, the main concern of actresses was not the provision 
of elements of local color (through their attire), but their own 
adornment.

In general it is rather difficult to give a completely clear 
picture of the fashions of the time due to the constant change they

o



were undergoing, actors and actresses sometimes received clothing 
from members of the nobility and then used them as stage costumes. 
Richelieu especially, on a number of occasions, gave costumes that 
had been used at court feastso The cost of purchasing costumes was

ch.h i g h w a s  usually borne by the performers, and oftentimes was 
quite a burden. In special cases the king defrayed these costs.

To represent a character from antiquity, and this particularly 
concerns costuming for Mithridate, of course, the actors would wear 
a wig or a plumed helmet and a fitted breast-plate that reached the 
hips and to which leather strips were attached. The whole formed a 
tunic-like costume and was worn with a short underskirt. Sleeves 
of the outfit were elbow-length, often with wide and flowing cuffs. 
Laced boots were worn on otherwise bare legs. The helmet was made 
of cardboard and the armor of gold and silver canvas. While actors 
added these touches of antiquity to their essentially contemporary 
costumes, the actresses modified the prevailing fashion less often. 
Extra embroidery or brocade might be added to the dresses, and veils 
and crowns were worn when a rOle demanded it. The clash of contem­
porary and pseudo-antique dress certainly did not escape Racine's 
notice. His knowledge of antiquity was thorough, and he tried 
several times to cppose these anachronisms, but to no avail.55 "On 
pouvait contempler sur la scfene des Grecs et des Remains avec des 
chapeaux & plumes, des gants blanes b. franges d'or, une £p£e sus-

5^ Blum cites the example of Jloridor, who purchased the outfits 
of Bellerose, the famous actor of the Hfttel de Bourgogne, at a price 
of 20,000 pounds.

55 victor Fourael, Curiositfes th&trales, anciennes et modemes 
(Baris: .adolphe uelahays, lb59)> p. ”
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pendue & un large baudrier. On ne songeait qu'& 1*opulence et & la

56majestS du costume, sans songer II consulter les Srudits."^
Ihe costume II la rcanaine was sufficient to identify a “type, “ 

as was a turban, a crown, or cane, all these symbolically-appareled 
characters played their parts in front of a painted backdrop, moving 
sufficiently forward to maintain the perspective intact. If the 
anachronisms the costumes provided are more obvious, they are none­
theless not the sole incongruities that existed. Particularly in 
retrospect, it becomes evident that costuming and d£cor (painted 
or three-dimensional) could not always be reconciled into an 
acceptable entity. While the manner of stage delivery— declamation- 
added to the pomposity of the characters, it often detracted from 
the beauty of the play or from any semblance of reality it may have 
intended to convey. Plays themselves often demonstrated a lack of 
verisimilitude in the presentation of antiquity, whether histori­
cally-based or fictitious. While Racine was not able to do much 
about the costumes and d€cor used for his tragedies, he did give a 
great deal of attention to the art of play interpretation, discussed 
in chapter IV, and defended both his accuracy in the use of histori­
cal sources and the poetic license to which he had recourse.

v*uite a few court performances of Mithridate were given in the 
last quarter of the seventeenth century and in the last years^? of

56 Fourael, p. 37.
^  H. C. Lancaster, in Sunset; A History of Parisian uxrmn in. 

the last Years of Louis XIV. 1701-1715 (Baltimore: Ihe Johns Hopkins 
Press, 19^5)) P« 28, compiled a list of the most popular plays 
performed (not necessarily excluding those presented at the Court) 
between 1701 and 1715* He wrote: M0f all tragedies acted in 1701-
15, le Cid was the one most frequently performed; next, if we leave 
Psych£ out of consideration, five tragedies by Racine; then certain
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Louis XIV's reign in the eighteenth century. Mithridate was Louis' 
favorite play. (See appendix for performances given in the public 
theatre.) JJespois cites twenty-five court performances between 1680 

and 1715.^® From the eividence Mesnard gives, based on the 
"Registre de La Grange," some of these dates and places of perfor­
mance can be specified. Saint-Cloud: May 9, 1680; Saint-Germain:
December k, 1680 and January 31, 1688; Fontainebleau: unknown number 
of performances between July 28 and September 3, 1681, November 5> 
1681*, and October 12, 1688(?); Versailles: June 15, 1685; Chambord: 
September 25, 1681*. fflbe private readings of Mithridate that Louis 
XIV also enjoyed should be taken into account when noting the fre­
quency with which the play was given.

Except for the changes fashions in court dress were undergoing 
and thereby being reflected in stage costumes, there was no appre­
ciable difference in the approach to stage costuming at the beginning 
of the eighteenth century. No drawings, paintings, etchings or 
engravings of the eighteenth century specifically illustrate any 
actors or actresses in a given r6le in Mithridate. It may well be 
that since the practice of using one costume in several roles inter­
changeably was still the order of the day, portraits were labeled 
without a specific rftle designation. Shis persistent generalization

tragedies by Corneille, Campistron, Shamas Corneille, P6chantr£, 
Rotrou, and **uinault.“ Following is the above-mentioned list, with 
the number of performances cited for each tragedy: le Cid 111,
Phfedre 92, Andromaque 87, Psych^ 81*, Iphigenie 68, Mithridate 67, 
Britannicus 66, Rodogune 52. andronic 50, Horace 50. Polyeucte 1*9. 
ariane 48. Essex 1*7. Cinna W, Gtfta T*3. Niccmfede 1*3, alcibiade 1*2, 
Venceslas 1*1, agrippa 1*1, astrate 1*0, Rhadamiste 37.

58 Mesnard, VIII, 616.
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makes it very difficult to present any concrete descriptive evi­
dence for the eighteenth century until the stirrings of costume 
reform were felt. Even though he has his detractors, most sources 
do attribute the initial interest and efforts at innovation in this 
area to the well-known actor Lekain. He and Mile Clairon led the 
movement, and Talma later furthered the cause considerably.

Xhe period of the Regency was a good one for the Comidie- 
Franpaise in that the latter presented biweekly performances at 
the Palais Royal attended by members of the nobility. Between 
171? and 1721, forty-eight public performances of Mithridate were 
given in the Canidie's own house, attended mostly by the bourgeoisie.

Documents in the archives de France related to the Canfedie- 
Franpaise (of which there are many) shed exceedingly little light 
on performancesA Mithridate. 59 (One reason might well be that during 
Louis XV's reign, spanning nearly sixty years, there were only 
fifteen court performances of Mithridate.) ibis observation is up­
held, if somewhat indirectly, by a point that alasseur makes:

La prospiritfc ou le dlclin des th&tres
dipendait en grande partie, au I6e slide, de la
faveur ou de la dlfaveur que la noblesse mani- 
festait & son tfgard. Les gentilshcmmes de la 
Chambre du Roi avaient, en effet, la haute main 
sur tout ce qui regardait les th&tres et en 
parbiculier la Ccmidie Franpaise. II est done 
asses naturel que 1’histoire des rapports entre 
la haute soci€t& et le theatre solt en r€alit£,
1'histoire mime du thfefitre.°°

59̂ One set of folders which describes the conditions of costumes 
for court performances between 175k and 1770 and indudes programs 
that indicate casts would have been most helpful, had information on 
Mithridate been part of it, but this is unfortunately not the case.

Claude ALasseur, La Cctnidle frangaise au l8e slide; frtude 
^conanique (Paris and La Haye: Mouton, 1967J, p. 9.



With the very gradual change in taste in the theatre in the 
eighteenth century (particularly in the latter half), there vas a 
slow shift away from emphasis on adherence to the principle of the 
three Unities and its accompanying lack of verisimilitude in costumes 
and d£cor and stylized acting to an emphasis on a more real world, 
one that was to he conceived accurately, without artifice, and vas 
to he presented with a care for historical truth and more natural 
deliveryo Because this conceptualization of the theatre was applied 
to plays heing written in the eighteenth century, the classical 
plays of the previous century were to he approached in a different 
way. There was, however, no great interest in preserving the "tra­
ditional" view of dramaturgy or of interpretation. In fact, much 
interest was lost in the classical tragedy altogether. It simply 
did not fit into the newer scheme of things.

Racine was not entirely forgotten, however, as J.-J. Routine 
states in Lectures de Racine on p. 70, "1'unique et fondamentale 
difference qui s£pare la trag€die du drame reside dans les condi­
tions de leur representation." When interest was resuscitated, it 
understandably dressed the old in new attire, "nuoi qu’il en soit,
1'image que cette £poque se forme de Racine est d'ahord th£ttrale: 
ce sont les lectures d'acteurs, leurs interpretations, qui la 
dessinent."^1 The resistance to stagnation and the desire for a 
different form of expression, reflecting values of the time may well 
have had its salutary effects upon the classical theatre. Jferfection 
need not he limiting, and in breaking with tradition, new and feasible 
approaches to the old only served to point out the lasting greatness

Roubine, p. 76.
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of Racine's theatre.

Progress in the area of costume design was not, however,
swift or smooth. Before the initiation of costume reform in the
mid-eighteenth century, stage costumes at the Ccm£die-Franpaise
still copied court dress, and make-up was much the same on stage
as off. Karl Mantzius, in his a History of Theatrical Art, explains
that (minor) attempts made in the seventeenth century to provide
seme semblance of historical accuracy in the costuming were forsaken
in the eighteenth century, "and were replaced partly by purely
contemporary dresses, partly by the fantastic conventional finery 

62of a masquerade. The cost of the costumes was often quite high,
as they were even more sumptuous than those of the seventeenth
century. Jules Bonnassies notes, in la Com£die-Franpaise (Paris:
Didier, I87U), p. 258, that several documents indicate that the
wardrobes of Lekain and Mile Clairon were evaluated at 80,000 and
120,000 pounds respectively. The "Menus Plaisirs" also used to
lend costumes. "Le 27 mars 1778; les quatre Premiers Gentilshcmmes
de la Chambre reclamferent aux trois grands th&tres les habits et
jusqu'aux pierreries qu'ils tenaient des magasins des Menus.*
The court dress referred to above was worn in all tragedies, and for
the actresses meant

large paniers, with diamonds and feathers in 
their hair, and their dresses loaded with 
fringe, lace, and bright ribbons. Hie actors 
had adopted a hero-costume, which had to be 
worn in all parts. They wore large Louis XIV 
wigs, even after they had gone out of fashion,

62 Karl Mantzius, a History of Theatrical art. trans. Louise 
von Cossel (New York: Peter Smith, 1937), p. 227.

^3 Bonnassies, p. 257.



three-cornered hate with large hunches of 
feathers, elaborately worked gilt amours, wide 
silk sleeves, and a fine cambric shirt with lace 
cuffs. Below the amour was a small round 
wickerwork frame, a tonnelct, to which was 
attached a short skirt with gilt fringe reaching 
down to the knees. Above the skirt was a broad 
sword-belt, also fringed, with a small ornamental 
dagger. She hands were covered by gilt-fringed 
gloves, the legs by silk stockings and a kind of 
embroidered half-boots, trimmed with gold, and 
with high red heels.

On the stage heroes and heroines almost 
invariably held something in their hand, a fan, 
a magic wand, or sane other object, and it was 
considered a daring innovation when Mile Maupin, 
the eccentric singer, when playing Medea in .the 
opera of that name, attempted to anit this.^

The first small steps toward changing the prevailing anach­
ronistic tradition in costuming, taken by Lekain and Mile Clairon 
in the August 20, 1755 performance of Voltaire's Orphelin de la 
Chine, did not precipitate immediate further changes. These could 
only cone gradually. With the disappearance of the huge hip pads, 
the hanches, the paniers also passed out of use, and gave the ac­
tresses greater freedom of movement on stage. ‘‘Ranan" women, 
however, still wore satins and laces and long scarves.

It is interesting to quote here, at some length, the commentary 
of A.-Vincent Arnault, who wrote his Souvenirs et les Regrets du 
Vieil amateur dramatique in 1861.

Lekain trapait lui-m&ne ses costumes, 
conform&nent aux renselgnemens qu'il devait & 
ses recherches. C'est lui qui a £tabli dans cet 
important accessoire une v̂ ritfc qu'avant lui on 
ne connaissait pas, et qu'il ne modifiait que 
pour lui donner de dignitfe. C'est lui qui sub- 
stitua & la friperie burlesque, dont les h€ros 
de 1'antiquity s'affublaient sur notre theatre, 
des habits appropri^s aux temps et aux moeurs

^  Mantzius, pp. 227-28.
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auxquels appartenait 1‘action repr6sent£e. Ear 
lui, la tunique et le manteau des Grecs et des 
Remains remplacferent 1'habit U panier sur le dos 
de C^Bar et d’(5i2dipe. Le satin de Gfenes et le 
velours h quatre polls furent toujours employes 
h la confection de leurs costumes: ainsi le 
prescrivait la biens&nce. Mais ces 4toffes 
modemes recevant les fozmes que leur eftt donates 
1‘antiquity, 1‘illusion 4tait ccanpl&te.

Les doctes du jour bl&meraient peut-fetre 
l'emploi de ces £toffes modemes dans les costumes 
antiques® Mais serait-ce juste? Le roi et les 
princes, en tous les temps ne se sont-ils pas 
habillrfs des £toffes les plus magnifiques qui 
fussent en usage de leur rdgne? Re poss4dant pas 
ces £toffes, quoi de mieux que de les remplacer 
par les plus pr€cleuses qui soient aujourd'hui?
Mademoiselle Clairon a rendu & la scfene franpaise 
des services dont l'effet s’est prolong^ bien
au-delll de sa retraite:elle n'a pas moins
puissamment contribu^ que Lekain & la rlforme ducostume.

"Larive, Lekain's successor, bad grave doubts about tbe rightness 
of playing Caesar in a full-bottommed powdered wig, satin breeches 
and red-heeled shoes. Despite such questionings, stage costume
before Thlma's reforms took little account of the period of the

66play." Larive's decision to stop wearing the great wigs drew 
criticism from the public and the Court. The wishes and opinions 
of the Court were indeed a restraining influence; but then, many 
actors and actresses were a hindrance to the reform as well. A 
major breakthrough came with Thlma's appearance, in January, 1789, 
in the Ale of Proculus in Voltaire's Brutus, and for which he wore 
a Reman toga. The audience was astounded by the contrast between

5̂ Antoine Vincent Arnault, Les Souvenirs et les regrets du 
viell amateur dramatique (Paris: Alphonse Ledfere, ltibl), pp. 20-21 
and p. 5t. ”

66 Herbert F. Collins, Thlma (New York: Hill and Wang, 196 )̂, 
p. 4U. ‘
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him and the other personages dressed, as 'was the custom, in the

67fashion of the day, and expressed its approval exuberantly.
Thima devoted a great deal of time and energy to researching 

his r61es for historical accuracy in costuming. He did this by 
himself visiting museums to see ancient statues and busts, engrav­
ings, prints, and paintings depicting the ancients, and by availing 
himself to the excellent and willing services of the greatest 
painters of his time, notably David. !Dalma was known for the 
meticulous attention he gave to detail and he applied this same 
care to every rQle, major and minor, classical or new to his time. 
Talma's persistent efforts at reform left an indelible mark on the 
theatre. In his Reflexions sur Lekain et sur l'art thg&tral (Baris: 
A. Fontaine, 1856), p. 22, he wrote:

Je devins peintre & ma mani&re; j'eus beaucoup 
d* obstacles et de pr£jug£s %. vaincre, moins de 
la part du public que de la part des acteurs; 
mais enfin le succfes couronna mes efforts; et, 
sains craindre que l'on m'accuse de pz'esomption, 
je puis dire que mon example a eu une grande 
influence sur tous les thfe&tres de 1'Europe.

Specific information regarding costuming for Mithridate in the 
eighteenth century (with only one or two exceptions) is not, as has 
been stated previously, available. For d£cor, however, seme con­
crete evidence exists; in a copy of the volume from the year 1800, 
(covering the end of the eighteenth century) entitled Manuel des 
meubles, Decors, objets & Ustensiles nfecessaires & .la Representation 
des Pieces Canposant le Repertoire du Kieatre Franpais, the follow­
ing description is found:

67 ,, ,Collins, pp. 44-4-5•
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Mithridate

la table dor6e c&t£ de la Relne un fauteuil 
k cdte. Le Palais.

Uh fauteuil un tabouret de chaque cftt£ & la 
fin du 3e acte on les range k la fin du 9e» Le lit 
de Thncrfede°8 dans la coulisse dbt£ du Roi & la fin 
du ke acte pour le 5e»

Un fauteuil c6t6 de la reine a la fin du ke 
acte0 Une boSte d'or pour areas acte 5»

Ndfpoligne pour baisser le rideau. ,
Venez et recevez l’fime de Mithridate. (B.)°°

The date of the earliest entry in the Manuel or of the earliest 
performance of Mithridate with this d£cor is not indicated; however, 
this particular dficor would in all likelihood have continued to be 
used through the early years of the nineteenth century and would, 
therefore, account for the d£cor of a minimum of twenty-six perfor­
mances at the Ccofedie-Franpaise, 1800 through 1805. The year 1805 
is given as a cut-off point somewhat arbitrarily, but shows regard 
for the years the following source covers.

The basic simplicity in staging did carry over into the nine­
teenth century. A slightly more elaborate description than the one 
given above, albeit a less clear one, is to be found in a book 
entitled Materiel de Decorations de I806 k 1839. The title, along 
with the entries, is handwritten. This volume was written by a 
machiniste as is evidenced by his note inside the cover, "Dupont 
chef machiniste, U° Zh rue Falantine, 7«"

Mithridate trag^die en 5 acte 
la chambre romaine la feme au taere 

sur la feme au troph£ d'ames qui a 4t6 fait 
pour Caligula* au 3®“ acte la chambre du 
tribun un candelambre de chaque cot& de la

68 Tancrede, tragedy by Voltaire, 1760.
^  p. 30̂ . This is an unpublished book in the archives of the 

Can6die-Franpaise.
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porte milieu Idem a la Cour. 
pour fond de porte au milieu le rideau de 
Cincinatus on met un des troph^ de l^onidas au 
desous de celui qui est & la feime Cour.7°

Here, the description may or may not have applied to performances 
of Mithridate beginning specifically with the year 1806. If it did, 
the dlcor of thirty-six performances at the Ccm^die-Franpaise is 
accounted for. The new production may well have premiered in 1807, 
though, as there were nine performances of Mithridate that year; 
that would only slightly reduce the total— to thirty-three perfor­
mances— for the thirty-three years in question. The number of per­
formances of Mithridate tapered off gradually (after 1807) and the 
play was entirely absent from the active repertoire of the Ccmedie- 
Franpaise from 1822 to 1837. In October of I838 Rachel made her 
debut in the rdle of Monime; from that year, through 1855 she 
played the r&Le of Monime in sixty-three of the sixty-eight?1 

performances of Mithridate given at the Com£die-Franpaise. It 
seems so likely that a new production would have been mounted for 
this highly-acclaimed actress, but there is no specific record of 
it. The only piece— or pieces— of., evidence on which the whole 
burden of proof could rest would be one photograph and one sketch 
showing Rachel in the rSle of Monime. (See Figs. 1 and 2.) The 
two costumes, while similar in style, nonetheless differ one from 
the other, supporting the idea of at least two different productions 
being staged between 1838 and 1855. Neither illustration is,

70 p. ZLh.
?■*■ There is a discrepancy, among sources, in the number of 

performances of Mithridate given in I85U. (See appendix.)



MONIME

Et to!, fatal tlssu, mnllicurcux (Undone,
Unndcau que millc fo lsj'a l trcmpc domes pleura,
Au molns, ci» tenninunt nm vie et mon supplicc,
Kc pouvals-tu me rcudrc un func&tc acrvtcc?

I  I t  11 h r  ! « ! • ( « ,  ado V, ic i 'iio l. )

Fig. 1 RkCHEL xS monime
Photograph by Henri de la Blanch&re, in Rachel et la traregfdie. 
by J. G. Janin.



Fig. 2 Rachel as monime
Hiis sketch appeal's as "Planche VIII" in "La Cora^die-Franyaise 
1680-1962," by R. T. Coele, facing p. 2U3.
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unfortunately, dated, nor Is the costume designer cited. Only one 
other costume sketch is available for the first half of the nine­
teenth century. The date of the production it was intended for is 
not specified, nor is it made clear whether the costume was for 
Xiphares or Fharnace. Albert designed the costume. (See Fig. 3.)

We do have a description of the decor used in the October 21, 
I865 reprise of Mithridate by the Ccmedie-Franpaise. It is to be 
found in Le Registre des Thpisslers, dating from the mid-1800's 
(about i860).

Tfcpis gris 2 chaises peinte or et blanc
couvertes en toile fond rouge et et 
dtoile jeaune, un divan d 3 bourlets,
4 tabourets peint & t$tes de lion 
or et blanc, 293 remain pieds dor^s 
le tout converts en reps & rais avec 
galons d'or cousu dessus l'etoffe, 
une table rcmaine ronde bronztf 
tapis en drap rouge avec frange or 

A Droite—  la table une chaise d cotd', unflfi le 
long du chassis du ler plan 

au Fond—  le divan au dessous du panneau du 
chassis du 3®“® plan 

a Gauche—  une chaise, un &  de mdtoe que a Droite, 
les 4 tabourets au fond d chaque 
colonnes
Pour le 3®“® acte mettre la table 
presqu’au millieu de la Scdne la 
chaise & cotd les 283 de chaque cote d une distance.72

tea represents an armless, backless chair whose silhouette is best 
illustrated this way: ) How many performances this d£cor was
used for is not definitely established. Sketches of a few of the 
costumes designed by Albert in the second half of the nineteenth 
century (ostensibly in the l860's)can be found in the archives of 
the Canddie-Franyaise, and were conceivably used in the production 

72 Anon., n.p.
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woolen bandeau
white wool "coat"
sleeves of mauvo 
silk, clasped 
with gold 
"buttons
red belt with 
gold medallions
tunic of light 
blue wool with 
white satin 
horizontal band 
with black and 
gold design
vertical band 
in gold and 
black
pants of mauve 
silk
gold fringe on 
coat

Fig* 3 COS TOME OF XIPIIhREJS OR PiLiRNnCE

Designed by Albert in the first half of the nineteenth century.
Drawn from costume sketch in Comddie Franpaise. Costumes, Vol. I. 
Courtesy of "Lee Collections de la Com^die-Franpaise."
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Fig. 1* COSTUME OF PIIhKNhCE
Designed by Albert in the i860's.
Drawn from costume sketch in Comddie Franpaise. Costumes. Vol. I. 
Courtesy of "Les Collections de la Com£die-Franpaise."
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bandeau with 
medallions
gold belt and 
bracelets
sleeves of white 
and gold silk
gold and white 
satin bands on 
lower tunic; 
gold fringe
yellow pants 
with silver 
spots
boots of blue 
and gold wool

Fig. 5 ' COSTUME OF PHhRNhCE OR XIPHaRES 
Designed by Albert in the i860's.
Drawn from costume sketch in Cornedie Franpaise. Costumes. Vol. I. 
Courtesy of "Les Collections de la Com^die-Franpaiee."
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Fig. 6 COS TOME OF XIPHaRES 
Designed by .Albert in the 1860'j
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Dravm from costume 
sketch in ComSdie 

Franpaise. Costumes,
Vol. I.

Courtesy of “Les Collections 
de la Cam€die-FranpniGe.“
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COSTOME OF ARBa TEFig. 7

bandeau of gold 
with white pearls
bandeau 
"streamers" of 
white wool with 
gold fringe
coat of brownish 
red, edged in 
gold fringe
robe of green 
wool
golden belt
violet pants
white and gold 
shoes

Designed by Albert in the i860's.
Drawn from costume sketch in Comddie Franpaise. Costumes, Vol. I. 
Courtesy of "Les Collections de la Cora&lie-Franpaise."
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Fig. 8: COSTOME OF SOLDIER
Designed by Albert in the l86o's 

Courtesy of "Les Collections de la Ccraddie-Franpaise."
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with the above-described decor. (See Figs. k, 5* 6, 7 and 8.) 3he 
d^cor may have dated back as many as almost thirty years (if Rachel 
was featured in a new production), or it may have been entirely new. 
If the 1865 production used "old" d£cor, it does not seem too 
likely that only the costumes would have been newly-designed for 
it. The decor probably was new. as such, one may wonder why, 
with only nine performances of Mithridate between 1862 and 1878 

(six performances between 1865 and 1878) at the Cam^die-Franpaise, 
another new production would have been needed for the 1879 reprise.
It may have been due to the fact that Sarah Bernhardt made her 
first appearance in the role of Monime, with Eugene Sylvain as 
Mithridate, that year. Whatever the reasons may have been—  

stellar casting or otherwise~the 1879 production was new, if 
judging only by the one available sketch for Phamace's costume 
(see Fig. 9) specifically labeled as being for the I879 reprise.
The sketch is anonymous, and the costume is quite different from 
the one designed by albert fifteen to twenty years earlier. Fortu­
nately, the newness of the production can be more fully substantiated 
by the first concrete, precise evidence regarding staging of 
Mithridate that the archives of the Com^die-Franpaise are able to 
furnish, this in the form of an annotated copy— not annotated 
edition— of the play. To record this (undated) mise en sc£ne, an 
187^ edition (published in Paris by Michel L^vy Fr£res) was used, 
which leads one to expect reasonably that the mise en scene des­
cribed is that of the 1879 production, since there were no per­
formances of Mithridate at the Candclie-Franpaise between 187^ and 
1878. The handwritten notations first provide a brief description
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of the decor and props and a simple diagram showing their positions 
on stage. The actual mise en sc&ne that follows consists only of 
directions for physical movement on the stage with little diagrams 
occasionally added for clarification. There are no directions to 
guide the dramatic interpretations of the roles.

Between 1879 and 1897/ performances of Mithridate were not 
given on a regular basis at the Ccm^die-Franpaise. Whether or not 
it was actually the latter date that saw the creation of a new pro­
duction cannot be ascertained, but a photograph of the actors at 
that time makes a (visual) description of the costumes of the major 
characters possible. (See Figs. 10 and 11.) Although certain com­
parisons cannot be made within each production because of a "missing 
link," one point of contrast is interesting to note through several 
productions. In the performances of the 1860's, Xiphar£s wears a 
helmet clearly Greek in style; in I879 Phamace, the Reman sympa­
thizer, wears a helmet of Reman inspiration; in 1897, where we see 
the costumes for both characters, the designs of the headgear not 
only reflect once again the sources of inspiration as being Greek 
for Xiphards, and Reman for Phamace, but serve as well to reflect 
and underscore, however subtly, the ideological split between the 
two brothers.

In the 1800's, as descriptions of d^cor became more specific 
(and more available) we also begin to find some illustrations of 
costumes. These are limited in number, but are at least extant.
One cam no longer resort to reliance on knowledge of general stage 
costume styles~as was possible for the seventeenth and eighteenth 
centuries— because the use of specific costumes for specific charac-



Fig. 10 COSTOMES OF MITHRIDhTE AND MONIME, worn by M, Sylvain 
and Mile Dudlay, respectively, for 1897 performance. 

Courtesy of “Les Collections de la Coraddie-Franpaise."



Fig. 11 COSTOMES OF XIPHkRES (left) AND PHARltaCE (right), worn by 
MM. ALbert-Lambert and Leitner, respectively, for 1897 
performance. :

Courtesy of "Les Collections de la Coa^die-Franpaise."
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terB in specific plays, and even in repriseB of the sane play,
■becomes the order of the day.

It is not until December 16, 1937 that we again come to a 
(reprise of) Mithridate for which illustrations of most of the 
costumes exist. (See Figs. 12, 13, 1̂ , 15, 16 and 17.) In 
addition, a sketch of the stage drifcor is available (see Fig. 18), 
as is a record of the mise en sc&ne.

While Le Miroir du monde of December 2k provided photographs
of Jean Yonnel and Marie Bell as Mithridate and Monime, there is
no sketch of Mithridate's costume that can be reproduced here.
Bnile Mas, in Le Petit Bleu of January 2k, 1938, noted that Yonnel's
costumes were baroque, resembling a dressing gown evocative of the
ballets russes in the third act.73 Marie Bell, according to Antoine
in aux Ecoutes of December 25, looked as though she had been costumed

7I1in the rue de la Paix. 1

Robert Kemp found the d&or stifling, oppressive, with no 
feeling for the nearness of the sea .75 Whatever the staging (by 
Yonnel) may have lacked, the total interpretation of the play, it 
seems, more than made up for it, and was much praised.

The costumes, d£cor, and staging of the 1937 production were 
retained for the performances given in 1938. Thirteen years passed ‘ 
before Mithridate was again presented at the Com&lie-Franpaise in 
a new production, once again directed by Jean Yonnel, who again took

73 Edouard Champion, La Ccm^die-Franpaise, V (Paris: R. Munier, 
1937), 207. -----------------

7^ Ibid.
75 Ibid., p. 206.
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Fig. 12 CCSTU1-5E OF MONIME, worn by Marie Bell, December 16, 1937; 
designed by Marle-II&lene Dastd. Drawn from photograph. 
Courtesy of "Les Collections de la Comddie-Franpalse."
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Fig. 13 COSTUME OF. XIPHftRES,
worn by Robert Vidalin,
December 16, 1937j

designed by Marie-H(?lene Daste.
Drawn from photograph.
Courtesy of "Les Collections de 
la Comgdie-Franpaise."
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Fig. Ik COSTUME OF ARBaTE,
worn by Balpetre, December 16, 1Q37J designed by 
Marie-H§lene Djste.
Courtesy of "Les Collections de la ComtSdie-Franpaise."



COSTUME OF PHOEDIME,

worn by Henrietta Barreau

December 16, 1937#
designed by Marie-Il^lene 
Dast^.

Courtesy of "Lee 
Collections de la Cornedie 
Franyaise."
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Fig. 16
COSTOME OF a RCaS
worn "by M. Jean Valcourt,
December 16, 1937; designed
by Marie-H<51ene Daste.

• Courtesy of "Les Collection! 
de la Com&Iie-Franpaise."
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Fig. IT COSTUME OF GUARDS;

sketch dated December 16, 1937; designed by Marie-II^lene 
Dast£.
Courtesy of "Les Collections de la Con^die-Franpaiee."



Fig. 18 SKETCH OF 1937 D&OR FOR 
MITHRIDaTE
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the title rfile.

The 1937 production had had one designer each for costumes 
and for d ĉor; in the 1952 production both costume and d^cor 
designs were by one man, Yves Brayer. Sane similarities to the 
previous decor were evident, particularly in the symmetrical dis­
position of the scenery.

At stage center, atop a set of steps spanning the width of the 
stage, was an opening draped by a curtain which, when drawn, re­
vealed a background of rocks, sea, and sky. Six entrances were 
provided, one each stage right and stage left on the levels of: 
the bay door (beyond its curtain); the ground, at the base of the 
steps; the ground, in the very foreground. Between the foremost 
entrances and the stairs two benches, one on each side, were placed 
parallel to the "walls," the latter set at an angle, thus focusing 
attention directly to the center of the stage. An armchair was 
provided for Act III.

The costumes were striking and less given to the busy detail 
that had characterized many earlier designs.

In both the 1937 and 1952 productions sane music was included, 
although only the notes on the latter mise en scehe give credit to 
the person in charge of this aspect of the production. It is not 
clear whether Andre Jolivet composed the necessary bars or borrowed 
them fron the music literature, nor whether he performed or pro­
vided for the musician or musicians. Probably the music was played 
"live" at each performance, but this is not certain. A brief com­
parison of the use of music in the two productions is in order here. 
Both descriptions are drawn from the respective annotated copies of
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the play— the records of the mlse en scSne.

In the 1937 staging, at almost the end of Act II, Scene 1, 
Phoedime turns toward the door and announces, "On vient," to which 
Monlme responds briefly, ending the dialogue of that scene, and a 
fanfare follows, indicating the transition into Scene ii, whereas 
in the 1952 staging the music, labeled as a far-off fanfare, begins 
immediately preceding Phoedime*s "on vient," and she finishes her 
few words over the sound of the music. As Monlme responds, the 
fanfare ceases. As Monlme and Phoedime leave, a new fanfare and 
Scene ii begin with the entrance of guards, Xipharls and Phamace, 
Arbate, and finally Mithridate. He enters on the last note of the 
fanfare.

Music was again used in Act V, Scenes iv-v. Two lines before 
the end of Scene iv, the 1937 mise en sc^ne notes indicate music. 
Arbate moves to another spot, and presently Monime finishes the 
remaining two lines, beginning with, "II vient." Xiphares enters. 
Only after Mithridate is borne in on a shield which is set on the 
ground (Scene v), and the guards, Arbate, Phoedime, and others take 
their places, does the music stop. Likewise, in the 1952 production, 
as Monlme is about to speak her last two lines of Act II, Scene iv, 
music, this time specified as being funereal, is heard offstage. 
as the characters on stage in Scene iv and those entering in Scene v 
move to their positions for that scene, the music continues, stopping 
when everyone is in place and Monime begins to speak (in Scene v).

The 1879 notes reveal, by way of contrast, no use of music.
The arrival of Mithridate and the others in Act II is announced only 
by Phoedime*s looking in the direction from which the characters will



6k

come as she says, "On vient, " and in Act V it is Monime who looks 
in that direction before saying, "n vient."

Despite many performances of Mithridate since 1952-(see appen­
dix), as of this writing, about two decades later, it is still the 
1952 costume sketches or photographs and notes for the mise en scene 
that remain as the latest complete (as possible) documentation 
that the archives of the Ccme'die-Franpaise can offer of twentieth- 
century performances of Mithridate at the Ccm^die-Franpaise.
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CHAPTER III

INFLUENCE OF THEATRE ARTS CONCEPTS AND OF RACINE'S LITERARY 
CREATION ON EVOLUTION OF COSTUME AND DSfcOR DESIGNS

Having given evidence of the evolution that costume and decor 
designs for Mithridate have gone through since the seventeenth 
century, we must now examine these designs and the changes they 
underwent to discover how and to what extent they were influenced 
by theatre arts concepts of each period as well as to find how 
Racine's own literary creation could possibly account for each of 
the artistic conceptions. His work was obviously viewed in differ­
ent lights at different times, so that the play must be seen through 
the filter of critical interpretation each "period" more or less 
imposed on the earlier literary works it studied. In going yet one 
step further we may see how each critical interpretation influenced 
the theatre arts concepts and, in turn, the costume and ddcor designs. 
The relationship between critical appraisal of the play and the 
theatrical concepts prevalent in each period, while not exactly 
symbiotic is, nonetheless, often a closely-interwoven one.

At the beginning of the seventeenth century, playwrights, in 
the process of creating their works, often did not conceive definite 
ideas about the place or places the action of their plays transpired, 
much less about an actual stage setting for their plays, leaving 
this matter to the metteur en scene. Thanks to this ambiguity, 
both Implicit and explicit, plays were open to interpretation in any 
number of ways. Whatever the variations thus produced may have been, 
the stagings did basically follow the accepted formats of either a 
painted backdrop that situated a scene in general terms (without 
distinguishing between the various particular sites that general
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locale could "be subdivided into), or of the simultaneous stage 
setting.^ Die former, while providing a semblance of an element of 
unity of place in the staging, did little to modify the ambiguity 
inherent in the written version of the play; the latter only served 
to underscore the lack of unity of place.

Die theatre curtain, which we take for granted now, but which 
did not gain wide acceptance in the seventeenth century, exerted an 
influence on the staging. As Jacques Scherer points out in his la 
Dramaturgie classique (Paris: Nizet, n.d. QL950]), PP« 171-75* In 
order to escape from a predominantly narrative form of theatre and 
to create a semblance of theatrical reality by an attempt to be more 
specific in indicating the places where the action occurs, only two 
options were open: one was to use successive rather than simultane­
ous decors (necessitating a curtain to hide the work involved in 
changing the scenery); the other was to have one (unchanged) decor 
which would be consistent with everything the spectator could 
imagine about the scene. Diat, says Scherer, is what is truly 
called the "unite' de lieu."

Public taste, which did veer to the single decor, came about 
as a result of the absence of a curtain and led, in turn, to a pref­
erence for a "concentrated" deicor. Still, love of spectacle on the

76 "LeS pieces classiques sont tellement psychologiques, 
qu'aucun accessoire materiel ne peut leur apporter ni retrancher 
quoi que ce soit. KLles exposent des caracteres gdn^raux qui 
n’exigent aucun milieu determine'. La plupart des tragedies de 
Coraeine et de Racine, les comedies de MOlidre sont Joules dans 
l'^temel 'palais & volonW avec des costumes fantaisistes. Pour 
Rodogune, Horace. Pcmpfe, Cinna. Brltannicus. Mithridate et Phedre. 
le machiniste doit en outre se pr&unir d’un ou plusieurs fauteuils 
et tabourets." (quoted from Paul Gaultier, "L'art de la mise en 
scdne," Extr. du Correspondent 10 April 1909 * P* 172.
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part of the public iid exist as well, and although not irreconcil­
able with the unity of place it did, nonetheless, hinder its devel­
opment. However, as the spirit of classicism was being nurtured and 
strengthened, the forces of the spectacular and the non-spectacular 
gradually ceased to vie for predominance, and separated instead by 
having the influence of the spectacular remain in the sphere of 
works other than tragedies, notably in opera. As spectacular 
effects (usually produced by stage machinery) were no longer deemed 
suitable for tragedy, and the choice of alternatives for a manner 
of presentation ofa tragedy were therefore narrowed, the playwrights 
adapted their plays more and more to the exigencies of the emerging 
conformity to rules of dramatic composition.

The best-known theorist in the field of theatre in the mid­
seventeenth century was l'abb^ d'Aubignac, and his Pratique du 
thd^tre. the most famous exposition on classical dramaturgy and 
interpretation.77 Scrupulous adherence to the unity of place (in 
d^cor) was for him a very important principle. Seme playwrights 
found ingenious solutions to the problem this principle presented,

77 b. H. Clark writes in European Theories of the Drama (New 
York: Crown, 19̂ 7)* P* 128: "D'Aubignac touched the life of his
time at many diverse points. A recognized arbiter of taste, a 
scholar, an author, a Prefcieux, a man of the world and an abbe', he 
was for many years regarded as one of the foremoBt men of his age. 
Even after his death his opinions were respected by such men as 
Corneille and Racine. His principal title to fame rests on the 
famous Pratique du theatre 11657)* which was studied by many 
practicing dramatists. Racine's copy of the book is still in 
existence. . . .  Dae Pratique was intended, and to a certain extent 
is, a practical manual, the first of its kind. Its importance lies 
in the author's having insisted that a play is intended to be per­
formed, and not merely read. This was by no means a new idea; 
Aristotle himself had laid down the principle, though he had not 
developed it. . .
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but many had difficulty in logically accounting for the coming 
together of each of their characters in the one and the same place 
to which the stage setting was limited throughout the play.

She d£cor as far as is known for the early performances of 
Mithridate has been described earlier, as noted, it hardly bore 
any resemblance to the palace of a king in nsia Minor, a setting 
Racine envisioned for it: Nymphaeum,a seaport on the Cimmerian
Bosphorus, in the Thuric Chersonesus. While Racine was faithful to 
the unity of place in his writing, the decor was true to the estab­
lished theatre tradition, but in a negative way. The play was not 
seen as the source of inspiration for a decorateur: a true repro­
duction of a setting if and even when specified by the playwright 
seemed irrelevant to the audience of the day— because such fidelity 
simply was not part of the established theatre tradition, and in the 
late seventeenth century, by the time Racine had written Mithridate, 
ideas about the production of tragedies had become quite fixed.

The weighty influence of the unity of place had made itself 
felt in the literary as well as theatrical domain. The static 
effect of the single decor was hardly offset by the staging or 
acting (in terms of physical movement); the burden of responsibil­
ity for bringing a play to life rested chiefly in the. hands of the 
actors and actresses who, by their delivery of the lines, contri­
buted greatly to the good or bad reception of a play. This is not 
to say that all good plays succeeded and all poor ones did not;

Nymphaeum was located on the Crimean peninsula, near the 
present-day city of Kerch. Mithridate was king of a number of 
kingdoms, but principally of Pontus, on the opposite side of the 
Black Sea.
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poor interpretation could, for a live audience, ruin a masterpiece 
and lend a cloak of respectability to a lesser work. The greater 
the reputation and talent of an artist, the greater the chances of 
success for the play and the brighter the reflected glory to bask 
in for the playwright.

as for the costuming for Mithridate in the seventeenth century, 
it has been shown that the practice in the theatre was to use con­
temporary dress augmented by touches of antiquity where necessary. 
What was in fashion at the court of Louis XIV, was fashionable and 
correct on stage. Since there was no concept of costume design for 
the stage per se at that time, it is almost impossible to speak of 
the then prevailing practice as following a "theatre arts concept." 
The influences determining the costumes worn on stage were not 
truly theatrical ones.

Ihe influence of theatre arts concepts were felt in the form 
and disposition of scenery on the stage, but what of Racine's play 
itself? Did it in any way influence the costuming and d^cor of 
Mithridate in the seventeenth century? Just as the ddcorateur of 
that period flet no obligation to provide a ddcor geographically- 
plausible for any given play based on references possibly made by 
the playwright to the actual setting of that play, so too, any ref­
erences made to the apparel worn by the characters went unnoticed or 
unheeded by the actors and actresses in the selection of their stage 
costumes, with the exception of the aforementioned "touches of 
antiquity," which, for the actress portraying Monime, had to include 
a bandeau for the royal brow. Despite the known setting of Nymphae- 
um in olden times, the principal characters still basically resembled
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Louis XIV, an incongruity Racine had suggested but not definitely 
intended in his characterization. The play, then, was clearly not 
the true source of inspiration for the costumes and scenery used in 
the seventeenth century productions of tragedies, including Mithri­
date .

In Racine's time, his Mithridate was seen as a "historical" 
play, although the degree of accuracy with which he relied upon 
historical sources was a matter much disputed. Racine made his 
defense in the Preface, citing his sources and giving his reasons 
for fidelity to or liberties taken with them.

Racine mentions the writings of Floras, Plutarch, Dion Cassius, 
and Appian of Alexandria as providing some details about Mithridate 
and his strategies, but declines further citation of sources, 
pointing out that the life of the great leader is so well known that 
his own representation of him in the play can be easily recognized 
as coinciding with established fact. The only exceptions to his­
torical accuracy he excuses by "le droit que donne la po^sie." Some 
events may be chronologically rearranged, but the psychological por­
trayals remain true and are, indeed, finely chiseled. In its histor­
ical context, then, the composition of Mithridate was influenced by 
convention, that is, by reliance on sources for authenticity of 
events. Racine's critics, however, debated his right to a reorder­
ing of events, often overlooking the truth in characterization 
Racine obviously strove for, in the area in which the accepted 
spirit of verisimilitude meant the most and was best developed by 
him. Ianson stated it so concisely and well in Esquisse d'une 
Histoire de la Tragedie Frangaise (Paris: H. Champion, 1927), p. 109:
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(Racine) "ne cherche pas la couleur locale des romantiques, ni la 
verity arch^ologique de Leconte de Lisle. Mais une couleur l^gen- 
daire, une atmosphere poltique: une vision de grandeur ̂ pique
appropriee au gotft de noblesse et de dignite de son temps."

The advent of the eighteenth century did not dim the basically 
good light in which Racine's Mithridate was judged, nor did it work 
major changes in the staged productions of the play. If one reduces 
the prime concern of the seventeenth century dramatists to their 
observing as faithfully as possible the three Unities and of literary 
critics to their appraising compliance or lack of it with these 
Unities, then we may note more clearly the shift in public sentiment 
towards an appreciation of the play for its own beauty in the eight­
eenth century. It was in the 1700's that an awareness of the psycho­
logical finesse in Racine's plays grew and his own image as a play­
wright was enhanced by this quality inherent in his plays. And, as 
Roubine states (pp. 49-50), "le lyrisme est, en fin de ccmpte, l'as- 
pect du g£nie racinien qui touche le plus le XVIIIe siede." This 
lyrical quality could best be brought to the fore by actors and 
actresses truly aware of it and schooled in the manner most suited 
to projecting it to the audience. While this should (and will, 
eventually) bring us into the sphere of rfile interpretation (which 
in turn will reflect the influence of changing concepts in acting), 
we should like, for the present, to limit ourselves to seeking out 
the basis of costume selection and design of de&or. In these two 
areas, theatre concepts had not much changed in the first half of 
the eighteenth century. The custom of using contemporary dress for 
stage costumes had carried over from the preceding century, and
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ideas for d^cor were not rethought. In that respect, performances of 
Mithridate observed and preserved the seventeenth-century tradition 
in the theatre, and the play itself was not seen as a source of ideas 
for visual effects in costumes or d̂ cor.

The second half of the century marked the beginning of the evo­
lution in the theatre in the areas of costuming and d^cor. Beginning 
with Lekain and Mile Clairon, continuing with Iarive and being most 
staunchly supported by Talma, the idea of costume reform took shape, 
ever so gradually. These artists in particular saw clearly how ill- 
conceived were the concepts prevalent in their time and strove to 
change them. In recreating on the stage a world so far removed in 
time from their own— this being the setting of most of the classical 
tragedies of the seventeenth century— they felt the intrusion of 
their own times, by means of contemporary court costumes, to seri­
ously contradict the spirit of the works they perfoimed in. How 
much better to truly draw the audience into closer contact with that 
creation and to gratify the visual as well as aural senses! Unfor­
tunately, their progress toward achieving their desired ends was 
slow.

Talma, who had never seen Lekain perform, but had long lived 
in the shadow of his famed predecessor, felt that the latter had 
indeed been right in his attempts at costume reform. He wrote of 
him:

"Lekain avait sans doute regard^ la fiddlit^ du 
costume ccmme une chose fort importante. . . .  
en effet, la veriW dans les habits comme dans 
les decorations augmente 1'illusion the&trale, 
transporte le spectateur au si&cle et au pays 
oh vivent les personnages represents. Cette 
fidilite fourait m&ne a l'acteur les moyens de
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donner unephysioncmie particuliere a chacun de 
ses rfiles/^

The importance that Mile Clairon attached to proper costuming 
for any given role is clearly indicated in her Mdmoires. Following 
is an extended quotation from a translation of the above-mentioned 
work.

It is my advice to actresses in general, to 
pay the most scrupulous attention to dress.
Dress adds considerably to the illusion of the 
spectators; and, when it is appropriate, it 
gives a degree of confidence to the actor.~
Boat it should be exactly so is scarce prac­
ticable:— to adept the dress of past ages, in 
every respect, would be indecent and ridiculous.
The dresses of antiquity display too much of 
the figure: they are properly applicable only
to statues and paintings; but in supplying 
this defect, we ought to preserve, in same 
measure, the style of them, and show our desire 
to imitate, as far as possible, the luxury or 
simplicity of the times we are describing.
Fillets, flowers, pearls, veils, and stones of 
different colours, were the only ornaments with 
which women were acquainted before the estab­
lishment of the commerce of the Indies, and the 
conquest of the New World.

I particularly advise tragic actresses to 
avoid the fashions of the day. The head-dress worn 
by the French at the moment I am writing, the 
extravagant mode of wearing the hair, imparts an 
appearance of disproportion to the figure, spoils 
the countenance, conceals the motions of the 
neck, and presents an air of stiffness and 
formality in consistent with that ease and free­
dom required upon the stage. The best and only 
mode proper to be followed, is to adept, as near 
as you' can, that of the costume of the character 
you are performing.

An. actress, in arranging her dress, should 
particularly attend to the situation of the 
person she represents. Age, austerity, and 
grief, ill accord with the decorations of 
youth, gaiety, and happiness. * . . The first 
appearance of an actress ought to prepare the

^  C. F. J. B. Moreau, Memoires historiques et litteraires but 
F.-J. Talma (Paris: Iadvocat, 1826), p. 9. — — —— —
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public for the character she is about to 
pourtray.®0

In Talma’s time, success did not immediately crown his efforts. 
As Gaultier put it, in a 1909 article entitled "L'art de la mise en 
scene,"®3- incoherence in dress reigned. "Les rSles ^taient group^s 
en categories et a chaque categorie £tait attribue un costume 
traditionnel. 0 . 0 Sous l'Onpire, la Come,die-Franpaise n'eut pas 
la pauvrete ccsnme excuse. Un mene costume cependant servait a 
plusieurs rtfles indistinctement. ‘Et on oubliait, dit M. Bapst, 
qu’entre Se'sostris et Pericles il y a plus de distance qu’entre 
Pericles et nous0 On confondait les si&des anterieurs a Jesus- 
Christ, de sorte qu'il n*etait pas rare qu'un heros de Sparte 
s’avanj&t acccmpagne d’un confident babylonien. • "82 (nje Bapst 
quote is drawn from his Essai sur l'histoire du theatre, la mise 
en scene, le decor, le costume, 1♦architecture, l1hygiene, of 1893.) 
Lame, in his "Le costume au theatre. Ia tragedie depuis 1636,"®3 
disparaged "advances" that were made in the domain of costuming, 
pointing out that since the time of Louis XIII there had been three 
"revolutions" in the tragic costume due to changes in public taste. 
This taste, he stated, necessitated a change in acting and, in turn, 
forced the transformation of the costumes. He continued: "D'ou il
suit qu'au theatre, la recherche de la couleur historique est »"»

80 Hyppolite Clairon, Memoirs of Hyppolite Clairon. trans. 
from the French (London: G. G. and J. Robinson, 1800),“pp. 83-85.

81 Gaultier, p. 180.
82 Ibid.
88 Bctr. de la Revue d’art dramatique (Oct. 1886), pp. IO-36.



chimere, et qu'aux yeux d'un contemporain de Pericles, Salma aurait 
paru aussi peu grec que BaronT®^ This comment notwithstanding, it 
can he seen that the forces of change were operating and that some 
long-held concepts in the theatre were being altered. The growing 
concern for accuracy in period dress began to make its mark on the 
stage. Fortunately, the interest for historically-correct costumes, 
whether or not it stemmed from a desire for mere outward show, did 
result in a more profound new search, or research, of the characters 
of a given play. Finding appropriate ideas for costumes in a history 
book on that subject could not suffice; a reevaluation, a reinter­
pretation and rediscovery of the play was needed for that purpose.
In so doing, in finding new depths to sound, the actors were able 
not only to enhance the visual aspects of the play, but to enrich 
their performances through a fuller understanding of the creative 
work they were bringing to life on the stage. A greater awareness 
of a play as being more than just a work to be recited or declaimed 
widened the possibilities of interpretation, of acting.®^ While the 
new costumes engendered newer styles of acting, so too, the newer 
techniques forbade any return to costumes that had been used earlier. 
The new order was thus reciprocally sustained in the domains of 
costume design and role interpretation.

We k v e  no record of what Talma wore on the several occasions 
that he performed the role of Mithridate; nor do we know the cos-

^  lams’, p. 36.
®^ It is to be noted, also, that greater freedom of movement 

became possible on the stage as of March 31, 1759/ when spectators 
and the benches they had occupied were permanently barred from it.
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86times Mile Clairon chose to wear when portraying Monime.

The new theories for the theatre were not by any means pro­
pounded solely by the actors themselves. In his Entretiens sur le 
Fils naturel and his treatise De la poesie dramatique (1757-1758) 
Diderot presented his ideas on the esthetics of the theatre, ideas 
which proved to be quite influential. Ianson wrote, in 1927, in his 
Esquisse d'une histolre de la Tragedle frangaise (p. 156) that "Sous 
les progres de l'art sc&ique depuis 150 ans sont sortis de Diderot 
et les renovateurs d’aujourd'hui en sortent encore, mSne lorsqu'ils 
semblent le renier." Diderot was for truth in stage decor, simple 
costumes— appropriate to the character wearing them in a certain 
place at a certain time, and natural delivery coupled with pantomime 
that is in concordance with it. He envisioned the manifestation of 
these principles not only in plays written in or after his time, but 
in the classics of the seventeenth century as well. He pointed out 
the importance and influence of a correct decor in De la poesie 
dramatique in section XIX, "De la decoration" this way:

Voulez-vous rapprocher vos poetes du vrai, et 
dans la conduite de leurs pieces, et dans leur 
dialogue; vos acteurs, du jeu naturel et de la 
declamation r^elle? Elevez la voix, demandez 
seulement qu'on vous montre le lieu de la sc£he 
tel qu'il doit €tre. t f

Si la nature et la verite s'introduisent une

A pastel illustration of Henri-Louis Le Kain in the 
Rockefeller Collection of the library of the Yale University School 
of Drama identifies him in the title r&Le of Mithridate. This is, 
however, an error, since he never performed that r&Le, although he 
did appear both as Xiphares and as Pharaace. (in Monval's Les 
Collections de la Com^die-Francaise: Catalogue historiaue et 
raisonne f Paris: Soci^t^ de Propagation des livres d’art. 18977. 
p. 13S, a guide to statues, busts, medallions, etc., item 7̂ 3  ̂
reads: "Lekain, Brizard et Mole'. Pharaace, Mithridate et Xiphares, 
de Mithridate." Uiere is no accompanying illustration.)
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fois sur vos theatres dans la circonstance la 
plus legere, bientSt vous sentirez le ridicule 
et le degout se repandre sur tout ce qui fera 
contraste avec elles.°7

In section XX, "Des vetements," Diderot wrote:
Le faste gfite tout. Le spectacle de la 

richesse n'est pas beau. La richesse a trop de 
caprices; elle peut £blouir l'oeil, mais non 
toucher l'Sme. • • »

Plus les genres sont serieux, plus il faut de 
seVerite dans les v£tements.°°

He noted, too, the reluctance of many thespians to change their set
views in the matter of costuming, and had words of praise and
encouragement for the enterprising Mile Clairon:

0 Clairon, c'est a vous que je reviens! Ne
souffrez pas que 1'usage et le prejug^ vous sub-
juguent. Livrez-vous d votre goflt et a votre 
g&iie; montrez-nous la nature et la verite7: 
c'est le devoir de ceux que nous aimonB, et dont 
les talents nous ont disposes a recevoir tout ce 
qu’il leur plaira d'oser.89

The thoughtful, serious expositions of Diierot on the subject of the
theatre and its ideal in its written and staged form made their mark.
A growing interest in the theatre as an expression of the contemporary
theories became evident. Die classic theatre could not, as Diderot
had foreseen, retain a purely classical interpretation, and even
those plays fell under the influence of the new ideas, but failed
to evince as much interest on the part of the public as in the past.
Die drop in the number of performances of Mithridate (as of the
other plays by Racine) at the Ccan̂ die-Pranpaise was considerable in

Denis Diderot, Oeuvres esthetiques (Paris: Gamier Frbres, 
1965), P. 26k.

88 Ibid., pp. 265-66.
89 Ibid., p. 268.
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the second half of the eighteenth century. The public at that time 
was becoming more and more aware of its changing economic state.
It saw, as well, how the tragedies of the seventeenth century, 
reflecting the aristocratic society they had initially been intended 
for, did not reflect the new bourgeoisie. Attending the theatre 
became a mere social ritual.9° Roubine writes:

Les reflexions thCoriques et les tentatives 
cr^atrices de Diderot et de Beaumarchais ne 
sont pas dissociables de ce contexte: il s'agit
de fonder un th££tre oh se refl&teront les valeurs 
et les aspirations spCcifiques de la bourgeoisie 
contemporaine. . . .  II suffit de saluer, avec 
le respect qui s'Impose, la perfection de l’art 
racinien. Le drame bourgeois t&noigne, par son 
existence m§me, que cette perfection ne conceme 
plus le spectateur du XVIIIe si§cle. De ce 
moment, sans m£me qu'on y prenne garde, le culte 
devient formel, Racine est embaumC, reldguC au 
Panthlon du th^tre.

Dans l’Essai sur le genre dramatique slrieux 
qui, en 1767, sert de preface a 1*EugCnie de 
Beaumarchais, la tragddie n’appara£t plus que 
comme un document archCologique, et sa valeur 
n’est reconnue que dans la mesure du .elle rec&le
gVfM* UW* ■

With the evolution of fozm in the theatre, there emerged, as 
was briefly mentioned earlier, a change in the style of acting, one 
better suited to the plays being written at the time. Along with 
the new emphasis on proper costumes, decor, and staging for the 
contemporary plays, a deeper probing of the roles became necessary 
and important. Only in this way could the newer principles in the 
theatre be upheld and eventually developed to their greatest 
potential.

Roubine, p. 65.
p. 66.
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What had "begun as efforts for the recostuming of the tragedies 
of the seventeenth century had sparked, directly or indirectly, the 
formulation of a new vision— of a "new theatre"— which, in turn, 
somewhat later helped to breathe new life into the "old theatre."
As interest in plays of the eighteenth century increased, changes in 
the manner of presentation of seventeenth century plays did not 
manage to keep pace, and interest flagged. Disenchanted as the 
audiences of the late eighteenth century may have became with 
Racine's tragedies, his works, and those of his contemporaries were 
not entirely abandoned. Through the new light being shed on the 
theatre, it became possible to reassess the classical theatre, and 
to widen the scope of its interpretation. The first steps were 
taken through the changes in the costumes, as we know. Once this 
was done, the way to removing the Racinian tragedies from their 
mold of the-period-of-Louis-XIV would be made clearer, and the 
viability of those plays outside the milieu usually associated with 
them would eventually be established.

Traditions governing composition of plays, d£cor, costumes, 
and acting had developed and established themselves over the cen­
turies. While expositions on most of these subjects had been com­
posed— whether with innovative intent, in practical manual style, or 
in researched historical perspective— up until the mid-eighteenth 
century, very little was written with a view to crystalizing con­
ceptualizations of specific characters in specific plays on the 
stage. Characters were indeed discussed, theories regarding use of 
the voice, body movement, facial expressions were all put forth, but 
somehow the two never quite came together to actually encompass the
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problem of role interpretation.
Critical appraisal did grow with the rise of new concepts in 

the theatre in the later eighteenth century. The closer examination 
and greater dissection of roles, of characters to be portrayed, 
became the concern not only of the actors and actresses,but gave 
rise to a literary (theatre) criticism that was to gain in importance 
with the passage of years0 This criticism, apart from its literary 
function, also helped shape concepts in the theatre arts. With the 
theatre getting away from the stifling rigidity of the classical 
period— in terms of its acquiescence to rules— critics did not alto­
gether turn their backs upon that theatre, for in it, in Racine in 
particular, was being discovered his poetic power. Instead of 
proving destructive, the criticism helped bring about constructive 
change. While those elements that had held productions in a vise 
were shunned, the beautifully structured simplicity, those innately 
brilliant psychological conceptions of Racine's plays were being 
brought to the surface; it mattered not only how a play was acted, 
but even more so, what was said and how it was said by the play­
wright. 2hus, Racine was seen in a new light, one in which, in­
terestingly enough, his work could be accepted and critically 
elaborated on. Not only was the presence noted of qualities there 
all along, but the latter unexpectedly suited the guidelines the 
newer works (even within the context of their greater freedom) 
strove to emulate. New conceptions of the play lent their support 
to the idea of costumes and d^cor being designed on the basis of 
what was natural and historically suited to an individual play. In 
this way, costume and d^cor design reflected both the theatre arts
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concepts of the time as well as the playwright's work itself because 
the basic theatre arts concept was, in fact, to examine the play to 
get ideas from it. Costume reform was, therefore, strengthened by 
the new views of plays, seventeenth-century plays in particular.
In the seventeenth century costumes and d^cor did not reflect the 
true setting of a play, which custom was in keeping with the pre­
vailing theatre arts concepts, but by the beginning of the nineteenth 
century those concepts were changing, and while they still set the 
standards for acting, for rfile interpretation, they ruled that it 
was the play, with its broader base of appreciation, that was to be 
the point of departure for the costume and decor designs. Writing 
in 1859* iu the Gazette des Beaux-Arts, Louis Ulhach spoke of the 
need for using the text as a basis, but not a historical one, for 
costume and d^cor design:

"Habiller des heros de Corneille et de Racine sur 
des dessins antiques, ce serait commettre un 
anachronisme. Des gens qui s'appellent Monsieur 
et Madame, et qui galandisent comme Si la cour de 
Louis XIV, ont besoin d'etre v£tus S la mode de 
leur langage et d’agir dans un milieu qui se 
rapporte S leurs sentiments."92

It must also be neted that in the last quarter of the eight­
eenth century there were actually too few performances of Mithridate 
at the Ccm^die-Franpaise for them to register any dramatic change, 
to wholly reflect the new ideas. In the early years of the nine­
teenth century the numbers of performances of Mithridate did pick 
up, though. By the evidence available on d^cor for the early nine­
teenth century we can see that the new concepts had not made an

92 j. Noury, Mile de Champmesle (Rouen: Esperance Cagniard,
1892), p. 126.
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entirely clean and automatic sweep of the past in that area. The 
stage properties for Mithridate remained simple and interchangeable 
with those from other plays. Since Mithridate does not specify the 
use of any particular d^cor or props, and the annchairs or stools 
that were used were of no particular style, they were deemed accept­
able. The costumes strove for authenticity.

In the late 1820’s the romantic vision of the theatre was being 
formulated, and the effect of these theories for the theatre of the 
nineteenth century was certainly felt in the productions of classical 
plays. Mithridate, specifically, was not performed at all at the 
Comd'die-Franjaise between 1822 and 1837> so that it does not in 
itself serve as a good example to illustrate that development. In 
his famous Preface de Crcmwell Victor Hugo ridiculed the restric­
tions of the unities of time and place. On the subject of the 
latter he wrote:

yuoi de plus invraisemblable et de plus absurde, 
en effet, que ce vestibule, ce peristyle, cette 
antichambre, lieu banal oil nos tragedies ont la 
complaisance de venir se d̂ rouler, oil arriveat, 
on ne sait comment, ies conspirateurs pour 
d^clamer contre le tyxan, le tyran pour de&lamer 
contre les conspirateurs, chacun d son tour. . . .
Oil a-t-on vu vestibule et peristyle de cette 
sorte? . . .  On commence d ccmprendre de nos 
jours que la locality exacte est un des premiers 
elements de la r^alitd’.̂ ^

True, within each act of Mithridate the setting had to remain the
same for all the scenes because the linking of scenes is clearly
indicated in the dialogue. Scmeone is always seen or heard coming
or going, is called for, or is dismissed. There was no reason, how-

93 Victor Hugo, Preface de Cromwell (1827; Paris: Larousse,
PP» 36 and 37.
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ever, why Mithridate could not he staged in such a way as to set all 
of the five acts in the same palace (of necessity) hut in five 
different places within it (hy choice).

While the poet Iamartine was one of Racine’s greatest advocates 
in the 1820’ s, appreciating most particularly his poetry, and ad­
miring his manner of bringing it so to the fore in the genre of the 
theatre, the cult of Racine was generally on the wane, more so in 
the succeeding decades. By mid-century it was canmonly held that 
"Racine n'est guere qu'un temoignage d'e&oque qui n'a plus grand- 
chose h. dire au public, spectateurs ou lecteurs,du XIXe siecle."9^ 
When Mithridate re-entered the active repertoire of the Ccme'die- 
Franpaiee, there was perhaps more interest on the part of the public 
in seeing a certain actor or actress than a particular play. The 
audience had changed.

The popular actress Rachel perfoxmed in the rSle of Monime for 
close to twenty years. Two of her costumes for that role reflected 
the Grecian background of the queen: a flowing and seemingly loosely- 
gathered gown with a drape fixed to or near one shoulder, covering 
much of the gown. The borders of both garments (as can be seen in 
the illustration of at least one costume) bore a typically Greek 
design. The little bit of scenery that is visible in the photo­
graph of Rachel reveals several square columns in a high-ceilinged 
room at the back of which is a wide opening, or door. In this partial 
view of the stage, no stage furniture is in evidence. Whether this 
setting would be an accurate or at least evocative representation

qk
7 Roubine, pp. 120-21.
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of a royal palace on the Black Sea in the first century B. C. 
cannot he ascertained from the little that is seen of it. By that 
time, however, the palais a volonte had been largely dispensed with, 
and thanks to the few descriptions of d^cor for Mithridate left us, 
we may gather that efforts directed at new conceptions in d£cor were 
made. The props specified for the 1865 reprise, for example, in­
clude, with an emphasis on white, gold, and red, Raman-style chairs, 
a round Roman table, and four columns. Inspiration was being drawn 
from the play itself.

With the costumes designed for Mithridate by Albert in the 
l860's, we have our first glimpse at solid evidence of what changes 
had occurred in their design. Xiphares' costume, for example (see 
Fig. 6),with its Greek helmet, Greek tunic with Greek border design, 
and the identically-patterned vest and pantaloons of Asiatic (more 
precisely— Phrygian) origin, is the clearest example of the costume 
designer basing his ideas on actual models from antiquity, as sug­
gested by the historical setting the playwright selected for his 
drama. There is no color scheme given for his striking costume. 
Another costume (see Fig. 5) attributed to either Xiphares or 
Pharnace does have color designations, and white and gold are the 
predominant ones. (This must be Pharnace's costume since another 
sketch, also from the 1860's, which is almost identical to it except 
for lack of the color description on the side is specifically 
labeled as being his.)

For the 1879 production of Mithridate there is only one costume 
sketch available, that of Pharnace. Green and white were tie chief 
colors used here, and the outfit had a more military appearance than
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the earlier ones. In this production the setting was a spacious 
open palace, opening onto the sea. This "hall" had columns along 
the sides, with two in the middle, toward the hack. Behind the rear 
columns was a balustrade, beyond which the sea formed the background. 
A chair, a round table, and an armchair— all noted as being in the 
ancient style— were placed on each side of the stage, near the 
front. Diese furniture groupings must have given the hall some air 
of being "lived in" (particularly since they were put to use during 
many of the dialogues and were not merely ornamental). In this way 
the impression of a pervading empty coldness often created with 
earlier (and sparser) decors was diminished. To some extent an 
atmosphere of both isolation and insulation had to exist, however, 
but it was also necessary to have a setting that would serve as a 
plausible chance or predetermined meeting place for the characters 
in order to move the plot forward. Consideration was, therefore, 
given to Racine's dialogue groupings, and an attempt was made to
maintain a natural flow of words and action by means that would
appear as unobtrusive as possible. For a late nineteenth century 
view, we have a theory of Perrin, as quoted by Ganderax, pointing 
out the subtle care with which d^cor and costuming were ideally to 
be treated:

"L*importance du decor et du costume ne doit 
jamais etre une preoccupation pour le spectateur.
. . .  mais rien en cela ne doit &tre donn^ au
hasard: le temps ni la d^pense ne doivent
compter; le jeu des acteurs, le mouvement de
chaque scene, l’aspect du drfcor, la juste 
harmonie de chaque accessoire, doivent &tre 
r^gl^s avec le soin le plus scrupuleux, parce 
que du bon accord de toutes ces choses depend
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souvent la bonne Impression repue par le public. “9^
Ganderax continued:

Si, pendant longteraps, le luxe des decors fut 
reserve aux “ccmddies en musique," aux ballets, 
a l'Op&a, c'est qu'un d£cor simple et en 
quelque sorte neutre suffisait le plus souvent 
§, des ouvrages composes sous le regime de 1'uniW 
de lieu; c'est aussi que le public du XVII6 si&cle 
voyait plutot avec les yeux de 1'esprit qu'avec 
les yeux du corps ces h£ros plus spirituels que 
mat£riels de la trag^die et de la ccm&lie clas- 
siques. Ce n'est pas pour une autre raison qu'il 
laissaitla fantaisie maftresse du costume au 
th<&tre. 96

Descotes states ‘that "mettant a profit les ressources du 
costume, de la mise en scene, on s'applique k renouveler 1'inter­
pretation en rendant aux heros leur caract£re historique. Les 
initiatives prises pour restituer aux tragedies cette 'couleur 
locale' que la g^n^ration romantique avait tant prdWe, ont abouti, 
eL la fin du XIXs sidcle, Ii d'innambrables Innovations de caractere 
baroque. “97

Earlier settings and stagings of classical plays may have 
seemed to be devoid of what in the nineteenth century was intro­
duced as “couleur locale.” However, as Praviel argued, “la 
veritable couleur historique, celle qui procSde d'une ^tude profonde 
des milieux, des moeurs, des &mes, elle existe beaucoup plus dans 
les tragedies de Corneille et de Bacine que dans tout le clinquant 
exterieur des drames de Victor Hugo et de IXnnas plre. aux acteurs

95 Louis Ganderax, "La Ccm&die-Franpaise et 1'art de la mise en 
scSne d'Emile Perrin," Extr. de la Revue des l)eux Mondes (15 May
1883), p. 1*58.

96 Ibid., p. 1*59.
97 Maurice Descotes, Racine (Bordeaux: Guy Ducros, 1969),

p. 118.
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de l'ext£rioriser avec goQt."9® While the plays of Racine (and Cor­
neille) may have fallen from popular favor as the era of their com­
position became more distant, the success of later plays often hinged 
on the accouterments that became the preoccupation of plays written 
in later periods. In the nineteenth century so much depended on a 
colorful and "real" decor and on a lively staging (for the contem­
porary play whose plot often left much to be desired) that these 
features served to undermine the very possibilities for the survival 
of the play as time went by, whereas the classical plays of the 
seventeenth century could renew themselves since they had the in­
trinsic qualities that lent themselves to reevaluation from various 
points of view.

In the 1870's Francisque Sarcey marked the beginning of a move 
to the restitution of classical drama, and while his writings did not 
register wholehearted approval and admiration of all facets of that 
theatre, he did resuscitate some interest in it. The waves of in­
creased or decreased interest in the classical theatre as such were 
not reflected on a proportional basis in the number of performances 
of Mithridate. In fact, performances of that play in the last 
twenty years of the nineteenth century were few. However, the popu­
larity of Racine definitely grew, and one of the reasons for this 
renewed interest in and success of his tragedies was the excellence 
of the interpreters of the classical theatre at the Ccmddie-Franpaise.

Long after the decline of the romantic theatre, and by the end 
of the nineteenth century, the naturalist theatre was flourishing in

Armand Praviel, "De 1* interpretation des classiques," Le 
Correspondent, 285 (1921), 105.
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France. Using that theatre as a point of departure, antoine estab­
lished (in 1887) and developed his Theatre Libre which awakened an 
interest in contemporary European plays and reawakened an interest 
in French plays. Fran the technical point of view, his theatre 
was concerned with truth in d^cor and costumes and in interpreta­
tion. antoine introduced several reforms important to the theatre 
in his time. It is possible that his ideas affected the produc­
tions of Mithridate at the Ccmdclie-Franpaise of the 1890's.

Three performances of Mithridate in 1897 were the last onea 
of that play given at the Ccmedie-Franpaise before the turn of the 
century, and sketches made from a photograph of the cast in their 
costumes show seme modifications from those worn in the 1880's.
The brothers are dressed for battle, but it is difficult to ascer­
tain from this particular view of his costume what actions Mithri­
date might be set to undertake. There appears to be detailed em­
broidery or appliqu^ on the costumes of all three men; Monime's 
Grecian robe seems plainer, and rather in contrast to the elaborate, 
almost gaudy outfits of the warriors. There was an obvious attempt 
at a colorful, non-abstract, non-stylized portrayal of antiquity, 
one that would seem to carry the spectators back to an ancient world 
and, at the same time, appeal to their visual senses, by then well 
accustomed to the detailed completeness of realism on the stage.

a very similar (undated) photograph (actually a halftone 
colored reproduction of a photograph), shows M. nlbert-Iambert 
(Xiphar£s), M. Silva in (Mithridate), Mile juudlay (Monime),
M. Villain (in all probability areas), and M. amel (who appears to 
be a guard) in a scene from Mithridate. This must be the last scene,
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for In no other are all these characters seen on stage at the same 
time. Biis particular two-page reproduction is not found in every 
copy of Brander Matthews1 hook, The Theatres of Paris (London:
Sampson Low, Marston, Searle, & Rivington, 1880), and seems to have 
been inserted (after p. 138) into one particular copy by the original 
owner of the book, years after the publication of the volume.99 it 
is not possible to verify whether the colors used were those of the 
original costumes or whether they merely suited the artist’s fancy. 
Although the "photograph" is partially obliterated and the pages 
are crumbling with age, the colors can be discerned.

Xipharls is wearing a violet vest, and over it, a yellowish- 
beige short-sleeved tunic with a reddish-orange "girdle" crisscrossing 
the chest. The close-fitting pantaloons are violet. The mantle, or 
"chlamys," is white. The boots are beige.

Mithridate is Been wearing a violet tunic with gold fringe.
His vest and pantaloons are green. A chlamys or "himation"
(shorter or longer type of shawl) is beige, with some design markings. 
Silvain's hair (gray) is simply combed back.

Monime is wearing a while himation with a border design over a 
pink "chiton" with either an embroidered or designed border.

M. Villain is attired in a golden tunic with a vest whose

99 Matthews' The Theatres of Paris was published in 1880,“but 
the photo-reproduction is of the 1897 production, not of the 1879 
production as might be supposed at first glance. There is a double 
proof for this. Mile Dudley, whose name is clearly given on the 
reproduction, did not perform in the r&Le of Monime before l882j 
M. Villain, whose name is Just as clearly given, did not appear in 
Mithridate in 1879 (1882 unknown), but did perform in the r&Le of 
Areas in 1888. (The name of the actor filling the r&Le of Areas 
is not cited again until 1902, when it is no longer M. Villain.)
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sleeves are reddish. His helmet is gold.
M. .Amel appears to he wearing a gold, three-quarter-length 

robe with a belt over a brown robe. On his feet are sandals, and 
his headdress is gold with reddish stripes, reminiscent in shape of 
ancient Egyptian headdresses.

The little that is seen of the d^cor reveals a backdrop on 
which a low balustrade with the sea and sky beyond are painted. Two 
flat panels show a wall on which are hung spears, a shield, and a 
quiver full of arrows. On the side are seen high walls, basically 
simple in their design and adornment.

The designer of the 1897 production was obviously seeking 
historical accuracy in his designs. It is known that the dress of 
the male inhabitants of Asia Minor characteristically included a 
vest with tight, long sleeves, and pantaloons (of the same material 
and design) that reached the ankles. These pantaloons were always 
either quite close-fitting or wide, with ends tucked in the boots 
or sandals. The material was often embroidered or decoratively 
painted, a  sleeveless tunic of a different material and design
was worn over the vest. It was girded once (at the waist), or—“■* » *
twice (lower down), depending on its length, a  mantle was often 
worn with this outfit, "different from that of the Greeks in being 
edged round with a regular and distinct fringe, not interwoven with 
the body of the stuff, but purposely tacked on; and this studied 
enrichment, never observable in Grecian dresses, is in fact repre­
sented by Eschylus as a peculiarity characteristic of the peplum of
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the barbarians er Asiatic nations.100 Buskins—-open, laced half­
boots— were also worn by Asiatics. The Phrygians-1-01 were the first, 
according to Pliny, to embroider with gold thread.10^ The use of 
the breast plate was Greek, however, not Asiatic. The chlamys and 
himation were also basically Greek outer garments, although they 
were also worn by the Asiatics.

The formation of the Thefitre de 1*Oeuvre (as it was eventually 
called), in reaction to Antoine's Theatre Libre created a few years 
before, brought to the stage symbolist plays. The symbolist theatre 
posited great simplicity in the d̂ cor, going so far as to suggest 
that the imagination created it. ThiB idea was in danger of being 
pushed too far, for by the same token, one could theorize that the 
imagination could create the costumes as well. Thus, as Praviel 
said in his article, "De 1*interpretation des classiques," there 
was a return to the purely intellectual conception of the theatre 
which seems to be in contradiction with the very essence of this 
literary genre. He felt, too, that the fullness, beauty, and pic­
turesque qualities of a d^cor in no way stifled a classical play, 
as many thought.103

In a lecture entitled "La mise en scene et 1'interpretation 
du repertoire classique" and delivered in 1906 at the Ecole des

1°° Thomas Hope, Costume of the ancients (London: Henry G.
Bohn, l84l), I, xxvi. '

101 Phrygia was a region of Asia Minor, now in central Thrkey.
1 A O Katherine M. Lester and Rose N. Kerr, Historic Costume.

6th ed. (Peoria, 111.: Chas. a . Bennett, 1967), P° 33*
Praviel, p. 106.
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Hautes Etudes Sociales, Henri Beaulieu expressed his beliefs on 
appropriate staging in the twentieth century for the classical 
plays. He was completely against costuming in the style featured 
in the seventeenth century. She staging was to be kept as simple 
as possible, with the use of a d^cor and minimum stage furniture 
likewise of greatest simplicity, but very beautiful. "H doit y 
avoir juste le necessaire pour aider a la vraisemblance. . . .
Puis les mouvements des acteurs r£duits & leur minimum, mais avec 
le souci constant, sans qu'il soit apparent, de la beaut£ et de la 
puretl des lignes dans les attitudes.There were no performances 
of Mithridate at the Com^die-Franpaise between 190T and 1907, so 
it is impossible to know if ideas such as the ones Beaulieu ex­
pressed would have been carried out for that play at that time, 
also, there were not too many writings dealing with costuming, decor 
and staging of the classical plays in the early years of the 
twentieth century (because they were considered more works of 
literature, intended to be read, than theatre pieces, intended to 
be performed), but works of critical appraisal of Racine's plays 
flourished unabated for decades.

Fran the naturalist theatre there evolved the Th^fcre d'id̂ es, 
the Theatre d'amour and the Th^ftre gai. Theories formed by the 
playwrights or metteurs en scene who initiated these changes in the 
theatre of the late nineteenth and early twentieth centuries were, 
in seme cases, limited to new ideas that their own dramatic crea­
tions illustrated, and in others attempted to influence the inter­

ior Lecture printed in Revue d'art dramatique, semestre 1 
(1906), pp. 277-91. Huote is taken from p. 279.
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pretation of the body of plays already extant.

Between the two world wars prodigious activity, particularly 
on the part of actors/director-producers Jacques Copeau, Georges 
Pitoeff, Charles Dullin, Louis Jouvet and Gaston Baty raised the 
French theatre to new heights. For Copeau the text of the play was 
of prime importance, with all actors and actresses equally joining 
forces for the greater glory of the play. The d£cor was to be 
simple and evocative. Gaston Baty, on the other hand, preferred to 

emphasize the sets and staging: "la magnificence des decors et des
costumes, les accessoires, les ^clairages et la musique extent, 
selon lui, au-del& du texte, 'une zone de mystere, ce qu'on ap- 
pelle 1'atmosphere, l'ambiance. * "̂ -95 "Si diff^rentes que fussent 
leurs tendances, Pitoeff, Dullin, Jouvet et Baty s'unirent en un 
'Cartel des quatre* pour mieux d^fendre les int£r£ts supe'rieurs de 
leur art, et contribu&rent avec Edouard Bourdet a la renovation de 
la Cam^die-Franpaise."10^ (Bourdet, a playwright, was administrator 
of the Ccm£die-Franyaise from 1936 to I9U0.)

and so, although 1900-1913 saw eighteen performances of Mithri­
date given at the Can^die-Franpaise, and between 1918 and 1935 there 
were thirty-three, forty years elapsed since 1897 before Mithridate 
was newly staged again (in 1937)*

Ihe decor for the 1937 reprise was simple, and apparently 
claustrophobic. While this atmosphere could have been unpleasant

10  ̂Pierre-Georges Castex and Paul Surer, Manuel des etudes 
litt^raires frangaises. XXe Slide (Paris: Hachette, 1953), p. 115.

Andre la garde and Iaurent Michard. XX6 Sifecle. Les Grands 
auteurs francais (Paris: Bordas, 1966), p. 371, “™
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to the audience, the set designer may have wished to illustrate the 
feeling of captivity, of hopelessness and helplessness before the 
vicissitudes of fortune and the overwhelming and subjugating power 
of;Mithridate. The costumes were quite rich, pointing up the opulence 
of Mithridate’s court, but seemed to be out of place with the ddcor. 
This may have been an attempt to revitalize the play by contrasting 
the innate simplicity of the classical play with pompous trappings: 
an intellectual approach to the psychological interpretation, but 
aiming for visual splendor by a modern conception of the original 
setting.

Since the early twentieth century stage directors have assumed 
greater and greater importance in the theatre. With more individu­
alization of approaches to various types of plays, the diversity of 
practices not only as regards direction, but as far as influences on 
costume and decor design are concerned as well, has grown. With more 
and more freedom, the costumes and decor that have been created often 
result from very personal visions of a play (classical plays included) 
and can only be judged by their appearance or evaluated on the basis 
of an explanation offered by the designer. There is no set standard 
theatre concept to guide productions. In fact, variety in interpre­
tation is encouraged and meant to be judged on its own merit.

Die 1952 production of Mithridate brought the seaport setting 
into clearer focus than the earlier one had done, an unencumbered 
stage with a decor that provided for many entrances set the tone of 
regal simplicity at the same time that it facilitated a “logical" 
staging. The entrances and exits of the characters were more natural 
given the several means of access to various parts of one and the



same palace. Neither the de'cor or costumes seemed to overshadow the 
play; both were effective, and they supported and enhanced it by 
creating the proper background for the words. Suzanne Lion wrote, 
in the winter 195*1-1955 issue of L’illustre thi&tre, that costume 
design had by that time reached a happy medium between the two ex­
tremes; costumes were not acceptable if they were based on the 
latest archeological finds, nor would copies of seventeenth-century 
fashions have been tolerated. She continued:

. . . rien ne doit distraire le public du fond 
mSue de la trag&lie. Le nos jours, l’art tend a 
styliser le costume: on veut, non pas tant le
reconstituer qu'en indiquer le caractfcre; il 
doit $tre 1*expression d'une pensee, une mani&re 
subtile d'allier une fantaisie et des mate'riaux 
modernes £ un dassicisme s£v£re. Pendant des 
slides, le costume que nous eussions dit 
"d'^poque" n'^tait que le costume modeme 
nalvement vieilli par quel ques details insigni- 
fiants; aujourd’hui, le costume d'epoque, aprds 
avoir vis£ eT la reconstitution fid£le, a la 
coquetterie de se rajeunir: il prdtend ainsi, & 
juste titre, allier l’art qui le veut sincere et 
la mode qui le desire plier It son caprice

The costume designs for 1952 fit into this category of stylized
creations. They bore an air of authentic antiquity mingled with a
freshness that avoided their acquiring the look of museum pieces.
(See Pigs. 19, 20, 21, 22, and 23.)

Throughout certain periods, some more than others, it has been 
possible to point out how theatre arts concepts have influenced the 
costume and d£cor designs for Mithridate. Ibis search for the sources 
of inspiration has often been complicated— especially so for about a 
quarter of a century before and at least that long after 1900— by a

107 Lion, “Th&itre et Couture,” L’illustre theatre. (La Vie et 
l’Histoire de la Ccm4die Franpaise), No. 1 (Winter 195I4—55}, p. 38.
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lo h . 'te ,

Fig. 19 COSTUME OF MITHRIDhTE
Drawn from photograph dated December 1, 1952.
. Designed by Yves Brayer.
Courtesy of "Les Collections de la ComSdie-FraDpaise."
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Designed by Yves 
Brayer.

Courtesy of "Les 
Collections de 
la Com^die- 
Franpaise"

Fig. 20 COSTUME OF MONIME

Original 
photograph 
dated Dec. 1, 1952« 

Drawn from photograph.
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r  ""

Fig. 21
COSTUME OF XIPHaR^S:
Drawn from photograph 
dated December 1, 1952«
Designed by Yves Brayer.
Courtesy of "Les 
Collections de la 
Ccmddie-Franpaise."

o
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Fig. 22 COSTUME OF PHhRNaCE, worn by Jean Davy.
Drawn from photograph dated December 1, 1952.
Designed by Yves Brayer.
Courtesy of "Les Collections de la Com6die-Franpaise."
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Fig. 23 COS'IUME OF aKBa!EE(?), worn by Jacques Eyser.
Drawn from photograph dated December 1, 1952.
Designed by Yves Brayer.
Courtesy of "Les Collections de la Coni&die-Franpaise."
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number of factors, one of which Is the succession of new Ideas in 
the theatre that sometimes resulted In overlappings, both in terms 
of time and theoretically. Perhaps these developments, singly or 
collectively, did influence productions of Mithridate; if so, we 
do not have concrete evidence of when or how. We must also keep in 
mind that the absence of Mithridate from the repertoire of the 
Ccm^die-Franpaise often eliminated a possible illustration of these 
developments. On the other hand, the continued use of a certain set 
production over a number of years for reasons that were not spelled 
out also disallowed a parallel reflection of the new developments 
in perfonnances of Mithridate. There may have been financial con­
siderations, for example, or perhaps these developments in the 
theatre were simply not deemed suitable for application to Mithri­
date.

It is helpful when influences and effects can be balanced, and 
the mismatch of theory and practice can certainly hinder the desired 
clear-cut exposition. All the same, some of the major new trends 
whether or not they affected the classical theatre, and Mithridate. 
in particular, did have to be presented to insure some continuity 
in the narrative related to the climate of the theatre and to fill 
in the gaps that the chronological distribution of Mithridate 
created.
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CHAPTER IV

INFLUENCE OF COSTUMES aHD DECOR, OF RACINE’S WORDS,
AND OF THEATRE ARTS CONCEPTS ON R&LE INTERPRETATION

In the preceding chapters, the history of costumes and d^cor 
used for performances of Mithridate at the Ccsn̂ clie-Franpaise has 
been recorded. Tie changes wrought in those two areas over the 
centuries have been traced against a more general background of the 
developments in the theatre. The central topic of this chapter will 
be acting or (in a broader term) fdle interpretation. While this 
particular element and its evolution has been very closely linked 
with costumes and dlcor, it has until now beea kept out of the dis­
cussion as much as was feasible to enable the focus to first rest 
distinctly on each element instead of attempting a comprehensive 
overview wherein the importance of the individual factors might 
have been diminished. How have costuming and dlcor affected the 
interpretation of a role? Did performers in Mithridate use costume 
and d^cor designs to guide their interpretations? Did they use 
Racine’s words to guide them? Waht were the theatre arts concepts 
that affected r&Le interpretation? These are the main questions 
with which we shall be concerned here.

We know that when the French actor of the late seventeenth 
century faced his audience he usually found himself on a small stage 
with a painted backdrop behind him by way of decor and spectators 
(who often enough were less than attentive) seated on the sides of 
the stage. The grandeur of his costume was dictated only by the 
customary adherence to the styles of court dress. His "acting" 
consisted of little more than declamatory delivery of the lines and
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limited stage movement. The pompous declamation and stiff formality 
of the costumes actually went quite well together, to a certain ex­
tent. Although sorely out of place historically, such costumes, 
decreed as they were by theatre tradition, did reflect the high 
station in life occupied by a character and, therefore, called for 
nobility in speech and bearing. Given the nobility of so many of the 
characters that peopled the classical tragedies, and the consequent 
elegance of the language assigned to them, any other form of recita­
tion was almost unthinkable. It can be seen, therefore, that both 
the costumes and the playwright's language exerted an influence on 
the role interpretation. Ibis is, however, a generalized conclusion, 
for while the costumes called for dignified deportment, they in no 
way helped, in that era, to distinguish the character of a Mithridate 
from that of a Xiphares or a Pharaace. The actual words of Racine 
did, of course, delineate each character as a unique personality, 
but the contemporary interpretation would not have helped to differ­
entiate one from another. This is where Racine's own rehearsals with 
actors was of the essence.

Declamation was, indeed, the vogue in Racine's time, but he did 
not approve of it. ("nuand Racine porte Andromaque aux fameux com̂ - 
diens de 1'HiStel de Bourgogne, leur manilre d' interpreter la trag^die 
est aux antipodes du naturel. Une prononciation ampoul^e, la pompe, 
l'emphase, l'outrance sont de r£gle. On fait ronfler le vers.")10®
Unlike sane other dramatists, he had sane definite ideas about how he

108 Andre Villiers, "Racine et la mise en sc&ne b l'Htrtel de 
Bourgogne,"les Cahiers de la Cccroagnie Madeleine Renaud— Jean-Louis 
Barrault. 3® ann£e, I0e cahier (1955), P« 37.
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wished his plays to he performed and he did not allow himself to be 
dictated to by the performers. Racine was considered a very fine 
reader himself, and he devoted much attention to instructing hie 
famous interpreters. It has been said that when preparing La Champ- 
mesl^ for the rSle of Monime that he coached her word for word, indi­
cating precisely every detail in the diction he wished to have under­
scored in order to do full justice to his poetry and to arrive at an

109ideal portrayal of the character. This story, while traditional, 
has not been fully substantiated, but the fact that Racine guided the 
interpretations of the roles definitely has been established. He 
was, in fact, so well-known for his ability to create the most sono­
rous effects with his verse and to draw from the actors readings— or 
recitations— that displayed the full measure of their beauty that 
Lully, the foremost composer of the period once said, "'Si vous 
voulez bien chanter ma musique, allez entendre la Champmesle.'"110 
The alexandrine verse proved to be well suited to a lyrical inter­
pretation, for it was able to reflect emotional fluctuations rather 
than force the expression o b  states of the heart to conform to any 
possibly rigid poetic line.

Six or seven years prior to her publishing Du Nouveau sur 
Racine, Beatrix Dussane had come across some unsigned notes in a

109 Qjje uterary critic, l'abbe du Bos wrote about this in 1719, 
twenty years following the death of la Champmesl^, and Henry Lyonnet, 
in his Les "Premieres" de Jean Racine mentioned in a footnote (on 
p. I3M  that "Brossette, de son cSte, rapportant une conversation 
qu'il avait eue avec Boileau, sur la declamation, raconte (Manuscrit, 
p.. 62) que celui-ci lui rrfcita avec v^h^mence une tirade en ajoutant: 
•C'est ainsi que M. Racine le faisoit dire k la Champmesie'.'"

Villiers, p. 40.



family library that contained much Raciniana. The only clue as to
who wrote these notes came from his remarking that he had had the
honor of seeing Jean-Baptiste Racine every day for several years;
he wrote down some of the things the son had said about his father.
Included was the following story:

II n'approuvait point la mani&re trcrp vraie de 
reciter ^tablie dans la troupe de Moli&re. II 
voulait qu'on donnfit aux vers un certain son 
qui, joint II la mesure et aux rimes, se distingue 
de la prose; mais il ne pouvait supporter ces 
tons outr^s et glapissants qu'on veut substituer 
au beau naturel, et qu’on pourrait pour ainsi 
dire noter comme de la musique. Choqu^ de ce 
mauvais go&t qui ccmmenpait & s'introduire, il 
vint un jour trouver les comediens assembles:
"Messieurs, leur dit-il, je vous apporte une 
mauvaise nouvelle. On va faire fermer votre 
th^&tre." Toute la troupe pfflit It cette annonce.
"Ehl pourquoy done?. Monsieur, lui reS>ondit-on.
— Pourquoy? reprit M. Racine. C'est que vous 
devez savoir que Lully a seul le privilege de 
faire chanter sur son th^tre, et on s'aperpoit 
que fort mal 5 propos vous chantez sur le vfitre."^^

About the practice of declamation and the way Racine instructed
La Champmesle' l'abbe du Bos wrote:

"Les compositeurs de declamation elevaient, ils 
rabaissaient avec dessein, ils variaient avec art 
la recitation. Un endroit devait quelquefois se 
prononcer suivant la note plus bas que le sens ne 
paraissait le demander, mais c'£tait afin que le 
ton eiev̂ , oil l'acteur devait sauter II deux vers de 
la, frappat davantage. . . . Racine, aussi grand 
d«slamateur que grand po£te, lui avait appris £ 
baisser la voix en prononpant les vers suivants, 
et cela encore plus que le sens ne semble le 
demander:

...Si le sort ne m'eftfc donnee k vous.
Mon bonheur dependait de 1'avoir -pour 

efooux.
Avant que votre amour m'eftt envoy^ ce 

gage
Nous nous aimions...

111 Beatrix IXassane, "Du Nouveau sur Racine," Le Divan (l9kl), 
Kraus rpt., 27, 33e annie, No. 238-2I1O (1968),
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afin qu'elle pfit prendre facilement un ton 
1*octave au-dessus de celui sur lequel elle 
avait dit ces paroles 'Nous nous almlons* 
pour prononcer 'Seigneur, vous changez de 
visage..#' Ce port de voix Itait excellent pour 
marquer le dEsordre d’esprit oil Monime doit fitre 
quand elle s'aperpoit que sa facility k croire 
Mithridate vient de jeter. elle et son amant, 
dans un peril extrSne."-1-12

Beatrix Dussane, from whose "book the du Bos quotation is drawn,
placed her evaluation on his report. She felt that it was possible
that there had been a wider musical scale in Bacine's time, and that
it was true, too, that on the stage poetry effects greater contrasts
than in conversational spech. She continued: "mais, prdcisenent,
tout reside dans 1'Evaluation de cette mesure, que Bacine lui-meine
semblait vouloir maintenir dans la moderation. Et un ecart d'une
octave pour marquer l'effroi d'une jeune femme pudique et retenue,
dans un entretien oil rien ne la porte k exterioriser fortement ses
sentiments, nous para^t insoutenable. . . . Avec son 'octave,'
1'abbE du Bos sans doute exagerait dEjet en Ecrivant; l'auditeur
qui lui avait citE l'exemple avait exageW lui-mQne ... et qui
sait si la ChampmeslE, continuant pendant de longues anne'es 5 jouer
les mfines rfiles hors du contrfile de Bacine, ne fut pas la premiere
coupable de 1' exagEration ? ,l3-̂-3

Writing in 1681, the author of Entretiens galants spoke of la 
ChampmeslE's touching voice, explaining that "'le rEcit des comer 
diens dans le tragique . . • est une espEce de chant, et vous 
m'avouerez bien que la ChampmeslE ne vous plairait pas tent, si elle

112 Beatrix Dussane, Beines de theatre 1633-I9I4I (Lyon:
H. Iardanchet, 19^), pp. 47-̂48.

•̂ ■3 Ibid., pp. 1̂6—*4-9.
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avait une voix moins agreable; mais elle sait la conduire avec 
beaucoup d'art, et elle y donne 2t prqpos des inflexions si naturelies 
qu'il semble qu'elle ait v£ritablement dans le coeur vine passion qui 
n'est que dans sa bouche.1

One way to try to get an idea of what declamation may really 
have sounded like in the seventeenth century would be to examine 
some recitatives composed by Lully* Chailley, in his article, "Le 
R^citatif u1OpIra, Stenographic de la declamation th££brale des 
XVTIe et XVIIIe slides," made some interesting and concise observa­
tions on this account. Using Jean-Jacques Rousseau's definition of 
recitative as being "'une maniere de chant qui approche beaucoup de 
la parole, une declamation en musique, dans laqtielle le musicien doit 
imiter, autant qu'il est possible, les inflexions de voix du decla- 
mateur, * “H 5  he pointed out that produced by a knowledgeable musi­
cian a recitative marked on a musical scale would be “la transcrip­
tion minutieuse, tout juste stylisle, des inflexions qu'aurait eues 
la voix parlle de l'acteur s'il avait d^claml les vers au lieu de 
les chanter. He went on to state that

Lully dut une trls grande part de sa cll£brite# & 
l'art avec lequel il sut prlcislment proclder h 
cette transcription, prenant pour modlle, I ce 
qu'affirme la tradition, la diction de la Champ- 
mesll qu'il allait fr^quemment entendre afin de 
s'inspirer d'elle.

n li Pierre JUavid Lemazurier, Galerie historique des acteurs du 
Theatre Francais depuis l600 jusqu'a nos jours (Paris: Joseph 
Ciiaumerot, loio), II, 72.

■^5 Jacques Chailley, "Le Rlcitatif d'oplra, st6nographie de la 
declamation thfefttrale des XVIIe et XVIIIe siftcles,“ Revue d'histoirp 
du tht&tre, 15e annle, No. 3 (July-Sept. 1963), p.,2k7.

116 Ibid.
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Hals s'il en est ainsi, une telle transcrip­

tion -peut fetre reversible. La declamation de 
la Champmesl^ s'est eteinte avec elle, mais la 
transcription de Lully en subsiste. II nous 
suffit d£s lors de proc£der en sens inverse & 
l1 operation ddfcrite par Rousseau pour retrouver 
les moindrea inflexions du module saisi par le 
musicien. 7

In his book on the mise en scene for Phldre, Barrault mentioned 
that Racine notated his plays word for word, striving for the most 
natural form of declamation possible, using musical symbols to ap­
proximate the desired inflections and intonations.11® "II tenait 
la synthdse de l'dl^gance, de noblesse et du naturel dans un regis- 
tre qui n'etait ni le chant, ni la prose. Et pourtant le rythme 
devait £tre rigoureusement observe.1,119 Ihe notation, or annota­
tion, by Racine, of the words of his text is not denied; however, 
the use of musical notes on a stave for the purpose of marking all 
the qualities of the spoken word seemed impossible to R^gnier,
"1* eminent professeur 4 la declamation de la Coined ie0“ He said 
that "'la musique de la parole ne se note point. C'est le senti­
ment mdne de ce que l'acteur doit exprimer qui determine le ton, la 
force et la nuance des intentions. Jamais on n'a pu et l'on ne 
pourra enseigner la declamation par la notation musicale.,"1^

Unfortunately, very little written appraisal of the characteri­
zations drawn by early performers in Mithridate other than La Champ-

117 Chailley, p. 2Vf.
■l n  Q

Jean-Louis Barrault, ed., Phfedre de Jean Racine, mise en 
scbne et commentaires de Jean-Louis Barrault (Baris: Editions du 
seuil, m £ T ;  PP. 53 an'3 -------------

119 Ibid., p. 27.
120 Noury, p. 153.
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121mesie or Michel Baron were made, much less left for posterity.

We do have commentaries, such as the following, made so much after- 
the-fact :

La Champmesie avait une declamation chantante, 
une sorte de mdlop^e se rapprochant quelque peu 
de celle des acteurs de l’antiquite. Floridor 
est le premier qui parla la tragddie au lieu de 
la chanter. Aprbs lui, Baron alia encore plus 
loin: nul n’a mieux su joindre k la noblesse

Twenty years earlier Bolot had written about Baron:
II paraissait, et c’etait Mithridate ou Ĉ sar: 
il n'avait rien, ni ton, ni voix, ni geste, ni 
mouvement qui ne fussent dans la nature; 
quelquefois sans lien, mais toujours vrai. II 
pensait qu’un roi dans son cabinet ne devait pas 
£tre un h^ros de th^Stre. Aussi, la declamation 
de Baron causa-t-elle une surprise m£l!e de 
ravissement. On admira un jeu tranquille sans 
froideur, une manikre veh&nente, impltueuse avec 
ddcence et des nuances infinis, sans que

121 Although repetitiveness and generality are wearisome 
characteristics of descriptions available for the late seventeenth 
century, these descriptions are still slightly fuller, on occasion, 
than the ones available for the earlier periods. This oft-encoun­
tered problem regarding sources is important to understand and is 
well-illustrated by the following citation from Iacour's Les 
Premieres actrices franpaises (Paris: Librairie franpaise, 1921), 
(pp. 202-03 in Chapter XIV entitled "Le IJeu' et la Declamation sous 
Louis XIII"): "Comment 'recitaient1, comment jouaient les actrices,
les acteurs 1 a^ieux* les plus goAt^s par le brillant public mas- 
culin et feininin. . . . Poser la question est facile. Y rlpondre 
ne l'est pas. On a lu tous les textes relatifs au succks, au talent 
des etoiles de l'H&tel de Bourgogne et des demoiselles LeNoir et 
Villiers avant leur entree ei l'HQtel; aucun de ces textes ne nous 
a apportk sur leur declamation et leur jeu une lumikre suffisante. 
Nous savons qu'elles furent admirdes; nous ignorons pourquoi, 
techniquement parlant, elles le furent. . . . Sur les deux princi- 
paux acteurs de la m£tae p̂oque, Mondory et Bellerose, on est mieux 
informe; ce qui ne signifie pas qu’on le soit parfaitement. 
L’absolument certain peut se resumer en quelques mots— Bellerose 
l'emportait par la grifce, Mondory par la vigueur; mais cette 
vigueur de Mondory n’excluait pas la gi&ce, au lieu que la gr£ce de 
Bellerose semblait molle ou trop manieree k beaucoup."

122 Fourael, Curiosites. p. 212.

a u  • • •



110
Jamals la recherche et l'£tude s'y laissassent 
surprendre.1̂

And almost thirty years prior to the above-quoted appraisal, was one
written by Lemazurier:

Sa profonde intelligence lui falsait d^couvrir 
des nuances d£licates auxquelles l1auteur lui- 
m&ne n1avait probablement Jamais pensd. . . .
On salt avec quelle finesse d’intelligence, dans 
le d£but de Mithridate avec ses deux fils, il 
marquait son amour pour Xiphares et sa haine 
pour Pharnace. Dans ces vers,

Princes, quelques raisons que vous 
puissiez me dire,

Votre devoir ici n’a point dtt vous 
conduire,

Ni vous faire quitter en de si grands 
besoins,

Vous le Pont, vous Colchos confies Si 
vos soins.

il disait a Pharnace: Vous le Pont, avec la 
hauteur d’un maltre et la froide s^v£rit£ d’un 
Juge; et k Xiphar&s: vous Colchos. avec
l1expression d’un reproche sensible, et d’une 
surprise m&Lee d'estime, telle qu'un p£re tendre 
la temoigne k un fils, dont la vertu n’a pas 
rempli son attente.12^

Mazoyer, quoted by lamothe-Iangon, gave a fuller Impression of
Baron:

"Cet acteur, qu'on ne pourra Jamais louer autant 
qu'il l'a m&rit^’, poss^dait la brillante reunion 
de toutes les qualit^s dont chacun de ses suc- 
cesseurs, sans mSne en exception Lekain, 
n'offrit qu'une portion plus ou moins grande, 
la nature semblait s'Stre ^puis^e en le formant; 
sa taille £tait avantageuse et bien prise; sa 
figure avait le caractlre de beaut£ m£le qui 
convient a l'homme; elle prenait un air 
imposant et fier, tendre et passionn^, selon son 
rftle; sa voix £tait forte, sonore, flexible; 
sa prononciation nette, facile et d'une grande 
precision; ses sons energiques et varies; ses

Auguste Bolot, Mile Rachel et 1 «avenir du theatre (Paris: 
Rousseau, 1839), pp. 87-88.

Lemazurier, I,
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inflexions ajoutaient souvent au sens des vers 
qu'il rlcitait; son silence, ses regards, les 
divers sentiments qui se succidaient sur son 
visage, ses attitudes, ses gestes, m!nag!s avec 
art, complltaient l'effet infaillible de son 
dibit entierement dQ. aux inspirations de la 
nature.2?

Iamotbe-Iangon continued;
Dans Mithridate on admirait avec quelle nuance 

il savait, dans des phrasessimples, manifester 
sa haine pour son fils Jchamace et son amiti!
•nour Xiuhar^R. Vis h vis de l'un, sa froideur, 
son mlcontentement Iclatait quand il lui re- 
prochait d'avoir abandonn! le Font; et, quand 
il se plaignait & 1'autre de son depart de 
Calchos fsicj, on devinait que cette plainte 
partait de la politique et non du coeur. . . .

a u  lieu de les crier, selon l'usage de tous 
ses confr&res, lui, les dlbitait avec un 
dldain calme et plein d'ironie, et comme si la 
chose efit It! trcrp ridicule par son impuissance 
pour qu'il dfit s’en courroucer.

a u  reste, le grand Racine apprlciait le 
clllbre acteurj car, un jour ou il expliquait 
aux comldiens 1'esprit d’une de ses pilces, il 
se touma vers Baron et lui dit; 'Tour vous, 
monsieur, je n'ai pas d’observations & vous 
faire; votre tme et votre glnie vous en diront 
plus que mes instructions ne vous en feraient 
comprendre.

For thirty-two years following the death of Racine in 1699 
Mithridate was given every season by the Comldie-Franpaise, and 
thereafter it was missing from the repertoire only intermittently 
until the 1790's. It is impossible to detexmine how long Racine's 
influence on the performances of his plays survived him. While 
Baron still performed in Racine's plays in the eighteenth century- 
having returned to the stage after a very long retirement— he was,

125 Etienne Lion, baron de Iamothe-Langon, Rachel (iteris: 
Auguste Le Gallois, 1838), pp. 35-36.

126 Ibid., pp. 37, 37-38, and ho.
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apparently, no longer his "old self, " and La Duclos took over La 
Champmesle’s repertoire of tragic heroines upon the latter*s death 
in 1698. More beautiful than her predecessor, she nevertheless 
lacked the same lively spirit, it vas said, and so, perhaps,
Racine's influence vanished with him.

Contemporary accounts of La Duclos were none too complimentary, 
although an admirer of the actress in earlier days, Voltaire wrote 
in his Dictionnaire philosophique that she, “’n'ayant pour toute 
merite qu'une belle voix, sans esprit et sans ame, rendit enfin
ridicule ce qui avait Ite admire dans la hesdBiHets et la Champ-
nesl£. *“127 Noury, from whose article the above quote is taken, 
presented further comments on La Duclos in a footnote on the same 
page:

Bachaumont s'accorde ici presque avec Voltaire:
"La Duclos, reconnue fort b&te pour tous ceux 
qui l’ont connue, avec une petite taille, un 
beau visage et de beaux Eclats dans la voix,
nous a fait illusion et nous a tous enchant^s.
Cependant k y regarder de pres, sa declamation 
n'£fcait point naturelle. C'etait une esp&ce 
de chant presque toujours le mSne; mais une 
mani&re d'entrailles et de sentiments, un ton 
assez majestueux et imposant nous esmp&chaient 
de nous apercevoir du defaut d*esprit de la 
comedienne.“ M^moires, Jeunesse de Bachaumont,
Magasin de librairie, ann^e 1059* P» ^83.

If one is to believe Louis Racine's account (and there are 
several points that prevent belief), la Champmesie, in her later 
years lost most of the mellifluous tones she had either acquired 
or cultivated a natural gift for, and often resorted to an unpleasant 
loudness. Being a pupil of hers, la Duclos continued in the tradi-

127 Noury, p. 157.
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tlon of the by then eroded proper declamation and, at the same time, 
gave a wrong impression both of what La Champmesle had sounded like 
in her prime, and what Racine had wished theatre speech to be like. 
One of the factors that weakens Louis Racine's statements as Emile 
Mas correctly points out in La Champmesl/ (Paris: F&Lix alcan,
1927)> P* 27, is the fact that he was but a child of six years when 
La Champmesl^ died (and his account appeared only in 17^6). In 
explaining the change in La Champmesle*s declamation, he mentioned 
that "la Chammelay, quand elle eut perdu son maltre, ne fut plus la 
m$ne. . . .-̂ 8 if ty "perdu" Louis Racine was referring to Racine’s 
leaving the theatre after Phedre in 1677 (and getting married in 
that same year), the statement might be valid. If, however,
"perdu" is misconstrued as meaning his death (as, for example, 
is very clearly done by Jack Richtman in his book Adrienne Lecouv- 
reur: the Actress and the Age (Englewood Cliffs: Prentice-Hall,
197l)> P» 80, or if Louis Racine meant ‘perdu" to be taken in the 
sense of Racine’s having died, then either Richtman creates a rather 
awkward situation, or Louis Racine’s statement becomes untenable, 
for how could La Champmesl^ react to Racine's death if her death 
preceded his (by about one year){

Tragedy continued to be very popular in the French theatre 
at the beginning of the eighteenth century. Just as the costumes 
did not change except to keep up with court fashion, so too, inter­
pretation was scarcely modified and the influence of one upon the 
other remained as artificial as before. However, the d^but perfor-

Mas, p. 28.
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mance of Adrienne Lecouvreur in 1717 brought some innovations to the 
French theatre. The Raris audience present at her first appearance 
in Cr£billon's Electre was indeed startled to find the heroine wear­
ing a Grecian robe (of white satin) and speaking her lines in a natu­
ral voice, for both the speech and costume ran counter to the style 
of the day. It is most likely that Mile Lecouvreur wore a similar 
costume for her debut as Monime that same year, although this is not 
recorded, as an inventory of her costly wardrobe would show, her 
costumes included twelve "habits it la Romaine," and four "habits a 
la Franpaise." Her search for authenticity in costume did not 
actually set a trend, for several decades passed before costume 
reform was to be taken more seriously, a s  for her style of acting—  

it was in marked contrast to the traditional overblown and exaggerated 
declamation. "Adrienne Lecouvreur introduit de la simplicity et de 
la sensibility: elle s'interdit des Eclats de voix; elle a des
tons touchants et une physioncmie attendrissante."^^ Mile Lecouv­
reur sought only the most natural forms of expression both in 
speaking and in acting. She was aware of what she was saying, 
entering completely into her rfile, becoming that character, and 
moved in a manner that would coordinate most naturally with her 
words. She also actually listened to her fellow actors and actresses, 
giving evidence of this by reacting— by look, by gesture— to their 
lines. For Adrienne Lecouvreur, the costumes she wore in her 
(classic) rfiLes were a natural outward manifestation of the charac­
ter in question, and they helped to sustain her portrayal, but the

129 Lanson, p. 171.
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true source of inspiration for role interpretations were the words 
of the playwright. The motivation for her acting was internal; the 
costumes an external auxiliary.

While Mile Lecouvreur had many partisans and supporters, her 
insistence on the simple and natural also won her many enemies and 
especially on-stage rivals (most notably La JUuclos) who continued 
to carry the banner of the old school. Voltaire found in her a 
wonderful interpreter of his works, and delighted in her style, for 
it was much better suited to the plays that were, with the changing 
tide in dramatic theory, beginning to be written for the stage.
These plays called for far greater naturalness in the delivery of 
the lines and in the acting than had heretofore been the tradition, 
and those performers who could not or did not wish to change and 
adapt to the newer interpretive requirements found themselves 
quite out-of-step with the times. Since the focus was shifting 
to plays dealing with contemporary life, the costumes had to be 
contemporary, and the acting could not retain its former stilted­
ness. Even though interest in the classical theatre ebbed, it still 
was being produced in mid-century. The costumes used for the seven­
teenth century tragedies, despite the early efforts of Mile Lecouv­
reur, retained most all the vestiges of the preceding era.

Adrienne Lecouvreur had chosen costumes to suit the character 
she was portraying and the times that character had lived in; later 
in that century Henri-Louis Lekain strove for the same exactitude, 
and sought veracity in stage deportment, in the whole area of acting 
as well. He, too, vas considered bold in his actions. He preferred 
designing his own costumes, being ever watchful that they express and
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fit in with the local color of the given milieu* The writings of 
Plutarch, Tacitus, Suetonius and the French chroniclers served as 
sources of inspiration, as did drawings, prints and other forms of 
reference material found in some excellent library collections he 
was able to visit* He mentioned these sources in notes he kept.-*-30
While Voltaire praised his efforts (in the area of acting as well),
and saw in him a model worthy of imitation, the results of his 
efforts were not too well received by the public. This could be 
explained, according to Olivier, by its (the public's)confusing 
”la chastet! du nu” with "le de'shabille," and by its misconception 
regarding a tragic hero's attire, that is, assuming that the latter 
had to reflect the grandeur and poop of the play and to strive for 
the “effet theStral."132

What then, did Lekain's costumes for characters of antiquity 
look like?

Du costume antique il conserva la coupe et les 
principaux accessoires, mais il y ajouta une
culotte et des bas. De plus il surmonta les
casques de panaches multicolores, embellit les 
cuirasses et remplapa par du velours et de la 
soie la laine des toges et des manteaux. II eut 
de la sorte un riche v£tement, dont il habilla 
tous ses personnages anciens, qu'ils fussent 
grecs ou remains, juifs ou assyriens. Les 
gouaches de Fesch . . . montrent ce qu'rftait cecostume.133

•*■30 jean Jacques Olivier, Henri-Louls LeKain de la Cornedie- 
Francaise (Paris: Socidtrf Franpaise d'Imprimerie et de Librairie, 
1907), PP. 158-59.

131 J. J. Olivier's book provides excellent descriptions of the 
artistry of Lekain and of theatre practices in his time.

132 Olivier, p. 159.
133 Ibid., pp. 159-60.
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HENRI-LOUIS IE KAIN 
pastel by Adelaide Iabille-Guiard

Courtesy of the Rockefeller Collection of the Library of the 
Yale University School of Drama.
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Fig. 25 LEKfllN (PHnMnCE)— BRIZaRD (MITHRIDaTE)—  MOLE (XIPILiEES)

Gouache by Fesch-Whirsker, taken from Catalog Monval, Ko. 3̂̂ -; 
appears in J. J. Olivier's Henri-Louis LeKain de la Comd’die-Fran- 
gaise, p. 60.
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We have no description of his costume for the rflle of Xiphar&s, 
which he filled thirty times over a period of fifteen years,^3^ 
but for the r&Le of Pharnace (which he performed thirteen times 
between 1768 and 1778)̂ 35 the following description was found (by 
Olivier) in the Archives rationales: "une tunique blanche & fleurs
d'or, un manteau nacarat ramage d’or, une culotte et des bas de sole 
gris clair, des brodequins nacarat galonn£s d’or II talon rouge."136 
Lekain*s costumes not only reflected his own view of the character 
he was portraying, but helped him to delineate that character by 
lending credibility and support to his interpretation of a given 
rdLe. (See quote by Talma on pp. 72-73*) While his costumes and 
style of acting went reasonably well together, both elements shocked 
his audiences, for the former were so "different” and new to the 
latter. There eventually came a period of transition from the use 
of contemporary court dress to more appropriate and accurate cos­
tuming for the personages of antiquity, but a dichotomy persisted 
for a longer time in the area of acting: ”. . . camme les croyances
litt&aires sont changes, I'acteur sera forc^ d*adopter deux sys- 
t&nes de declamation, un pour les po£tes de son temps, un pour celui

•I

du temps pass^." "a partir de 1730, en effet, les comrfdiens 
^taient retombes pour la plupart a reciter leurs r8les, ccmme on le

■̂3̂  See appendix for a table listing Lekain*s performances in 
Mithridate.

135 See note above.
136 quoted from a footnote on p. l6l.
137 Charles-Adolphe de Chambrun, ^uelques reflexions sur l*art 

dramaticue. Mile Rachel, ses succgs. ses dfefauts (Paris: Gamier 
Frferes, 1 8 5 3 p. 1̂ .
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faisait £ l'H^tel de Bourgogne: Us les psalmodiaient ou les d^cla­
ma lent d'un ton boursoufl^. "138 ("Selon Talma, on continue de 
chanter jusqu'aprds 1750.

In the eighteenth century, the acting itself consisted largely 
of assuming "dignified” stances and, as auch, was rather lifeless.
Olivier likened the actors’ manner of walking, when movement occurred, 
to that of a riding-school horse: proud, each step raised. The
poses and actions were calculated, lacking all spontaneity; "tir̂ s 
a quatre ^pingles, poudrds et pomponn^s, le6 acteurs, dans les situ­
ations les plus violentes, jouaient les coudes au corps et mesur- 
aient leurs gestes au compas. Consacr^e par la tradition, cette 
invraisemblance ne ehoquait personne. . Loin de 1§, on la croyait 
n^cessaire k 'la dignity tragique.' "^0 Lekain was praised for his 
acting in several rOles, including that of Xiphards, by Arnault (in 
Les Souvenirs et les Regrets du vieil amateur dramatiaue). by Coste 
d’amobat (in M^moires de Mile ixunesnil), and in the Mercure (Decem­
ber, 1763 issue) .1**1 He attempted to emphasize the feelings and 
ideas contained in the alexandrine rhyme, avoiding the extremes of 
pomposity and of everyday speech. Talma wrote of Lekain, in his 
vtuelques Reflexions sur Lekain et sur l'art th^Htral (translation 
by Collins), that “'Lekain displayed supreme intelligence in the 
tempo of his delivery, which he made more or less rapid, more or

138 Olivier, pp. 152-53.
Ianson, p. 171.

llt0 Olivier, p. 92.
lfcl _  ^Ibid., p. 60.
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less slow, according to the emotional state of the character, whose
lines he would often break up with studied pauses.1 Collins
also noted that Talma ‘’paid Lekain the tribute of humanizing tragedy
without any loss of its inherent nobility."1^

Etre vrai, disait-il, ce n’est pas fctre plat.
Une oeuvre £crite "dans un langage au-dessus du 
langage ordinaire, doit Stre ricit^e ’d'un ton 
au-dessus du familier.* *' Aussi, apr&s avoir 
pouss£ dans la surprise, dans la joie, dans la 
colfere, dans la cralnte, dans la passion, un cri 
d'un realisme saisissant, notre acteur ne 
craignait-il point de faire sonner comme une 
fanfare les couplets d panache et d'indiquer 
la musique des vers. Peut-#tre abusa-t-il de ces 
effets d’harmonie, ainsi que l'en accusdrent 
quelques critiques, mais la plupart de ses 
conteraporains le loudrent d'allier dans sa 
diction le naturel, le sublime et la po£sie, 
et de ramener de la sorte a la Ccm^die- 
Franpaise "la biensdance et la v£rit£.“ Ce 
n’est pas settlement dans son d6bit, ce fut 
encore dans son action que LeKain entreprit 
d'etre vrai, et certes,. en eela il a accomplit 
toute une revolution.-*-̂ 1

Echoing Lekain*s sentiments somewhat was R&nond de Sainte-Albine,
writing in IJkJ, when he noted in his Le Can^dien (Paris: besaint &
Saillant et Vincent Fils), p. 138, that "la v^rit^ de 1*expression
depend de la v^rit^ de l*action, & de la v^rit^ de la recitation,"
and that "de m&ne que 1'action & la recitation composent 1*essence
de l’expression, la vdriti du jeu des traits, & celle de l'attitude,
du maintien & du geste, foment la vrfritrf de 1*action.M (p. lVf)

In his time, regardless of the ethnic quality of the character
they were portraying, French actors remained essentially French,

lkz Collins, p. 353. 
llf3 Ibid.
^  Olivier, p. 15k.
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ever mindful of the courtesies that were the overt manifestation of 
a gentleman's good breeding, "a u  comble du d^sespoir et de la 
fureur, aux moments les plus path6tiques, ils conservaient impassi­
ble s les grSces d'un marquis ou d'un abb£ galant."^^ Lekain did 
not let the contemporary French code of conduct limit his movements 
or facial expressions, quoting, in part, from the M&noires of Mol^ 
(p. 46), Olivier stated that "jamais chez un acteur 'la correspon- 
danae entre l'&ne et les traits' n'avait paru 'plus fiddle, plus 
vive, plus mobile que chez lui.'"'^ He continued:

II laissait apercevoir dans ses yeux l'int&rSt 
qu'il prenait aux discours de ses partenaires.
Son masque refldtait tous les sentiments et 
toutes les passions: la coldre, 1'ambition, la
crainte, la fermetd, le d̂ dain, le mdpris,
1'amour tendre, 1'amour jaloux, 1'amour 
furieux. Ses mouvements surprirent davantage 
encore. C^tait la nature raSne, et personne 
(sauf parfois Mile JJumesnil) n'avait montr^ 
tant de rdalisme sur les planches correctes 
et guindues de la Comd’die-Franpaise. LeKain 
ne feignait pas de traverser la scdne en 
courant, de se trainer 4 terre, de donner 4 
ses gestes une farouche dnergie, de reproduire 
les spasmes de la mort.1̂

Although a greater, a truer show of emotion, of bearing appro­
priate to a given character in a particular historical and geograph­
ical context would certainly have improved the quality of the pre­
sentations of seventeenth-century tragedies— even if the actors were 
to be garbed in the fashion of their day— how ridiculous indeed 
Lekain would have appeared exercising to the fullest the spoken

14-5? Olivier, p. 155.
Ibid.

^  Ibid., pp. 155-56.
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aspect of his art were he to have been dressed in the contemporary 
style, or were he to have been dressed in ancient style but acting 

in the manner prevalent in his time. He needed his version of an­

cient costume to complete the illusion, both to make his identifica­
tion with the r&Le as real as possible, and to involve the audience 
as fully as possible in the world and character he was recreating on 
the stage. From the costumes that Lekain chose as being the most 
suitable for a rdle he drew some strength of characterization; the 
costumes were complementary to his acting. The nature of his inter­

pretation of a r&Le depended largely on the text of a play, and was 
always guided by his precept that performances were to be as true-to- 
life as possible. Die sentiments that the text expressed were given 
a visual and oral interpretation in a form that best fit that play, 
and which complied with the basic principle of naturalness and free­
dom in expression.

although Lekain kept notes on his work in the theatre (on which 
the oft-quoted Olivier based his details) not all of them survive, 
for he was responsible for destroying part of them. For example, 
his notes on the rfile of Pharnace are not extant.

as has been noted before, any headway Lekain was able to make 
with Mile Clairon in the area of costume reform was rather slow, but 
progress it was. Thanks to Lekain,

les protagonistes de la trag^die n’avaient plus 
l'air de marionnettes ou de poup£es; ils 
Itaient humainement v£tus. . . . au XVIIIe 
sidcle, les spectateurs, les critiques eux- 
mdnes, n'avaient que des donndes assez vagues 
sur les costumes historiques, partant Csic] ils 
ne pouvaient juger de leur exactitude comme 
nous le faisons aujourd'hui. Enfin, ne 
l’oublions pas, Lekain Stait avec Mile Clairon



le premier artiste qui se fflt souci^ d'habiller 
ses personnages d'une manifere biens^ante et vraie.

At this point a footnote is added by the author quoted above.
Ajoutons que Brizard et La Rive furent & peu 
prds les seuls II suivre l’exemple de LeKain 
et de Mile Clairon. a la fin du XVIII6 siScle, 
dans les rfiles du Vieil Horace, de Mithridate 
et d 'Agamemnon, Vanhove, un roi "de vaste cir- 
conf^rence," portait une cuirasse de velours 
vert rehauss^e d'^cailles d'or, om4e d'un 
troph^e de canons, de tambours et de fusils. 
a u x c8t£s de cette armure se trouvaient deux 
poches, que le tragddien s'^tait fait faire, 
l'une pour son mouchoir, 1'autre pour sa 
tabatiere.

Avant Balma la rigoureuse exactitude ne 
fut jamais observe dans les habits de 
th!5tre. . . .1^®

Lekain made contributions to the theatre not only in costume 
design, but in d£cor and staging as well. Just as he selected cos­
tumes for their suitability to a given rdle and for the support they 
gave, so too, did he select decors specially adapted for the indi­
vidual plays he directed. He abandoned the palais a volontl that 
had traditionally been so indiscriminately used, saw to it that the 
scenery was artistic in design, and took pains to establish proper 
lighting. He saw a definite need for accuracy in d̂ cor, being cog­
nizant of the fact that the physical surroundings of the actors 
would affect their interpretation of a rSle and would help establish 
the mood of the play. The construction changes that the Th6Stre- 
Franpais underwent in 1759-1760 helped him realize his goals. 
Referring to the "decorations," Olivier stated that

non seulement elles se distingudrent par une 
recherche de la couleur locale, mais, ccmme 
le voulait Diderot, elles furent assez discretes

1^® Olivier, pp. 163-61+.
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pour ne pas d^tourner a leur profit l'attentlon 
du public. Elles ne continrent que les acces- 
solres et les meubles ngcessaires: des statues,
des bancs, des tables, des lustres et des
flambeaux.1^

With the stage thus set, Lekain concerned himself with the 
staging, with the stage deportment of the performers. Actors were 
never to remain rooted to the spot, whether they were the principal 
characters reciting their lines or secondary personages, conven­
tionally immobile, blending into the background. Everyone was to 
"live" and "move" in his or her rSle in a manner that would be normal 
in real life. In this fashion, "des groupes vivants, des corteges 
harmonieux. were formed rather than static stage pictures. To 
this charged tableau Lekain sometimes added music, an innovation. 
While the orchestra of the Com^die-Franpaise had always played before 
the beginning of the performances and during the intermissions, the 
pieces played were entirely unrelated to the stage play, a situation 
Lekain chose to alter.

Lekain jugea que 1'execution de symphonies 
inspires de ces ouvrages en augmenterait 
l'effet et aiderait le spectateur & les mleux 
goGter. II r^solut de tenter l'^preuve dans 
Le Triumvirat. *Les connaisseurs ayant 
approuv^ son essai, depuis lors" il accom- 
pagna "nos tragedies de morceaux convenant & 
leurs caract^res.

a "livre de service," dating from about 1750, showed that 
Racine's Mithridate was being performed in a "salon," whereas other 
tragedies on classical subjects were set in the palais il volont^.

^ 9  Olivier, p. 172
150 Ibid.

^  Ibid., pp. 172-73.
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Bergman, who makes note of this, also observes that changes of 
scenery were avoided as much as possible in the eighteenth century, 
thus generalizing the s e t t i n g . ^52 should be remembered that
benches for spectators were still placed on the stage up until March 
of 1759*) s o , while the theatre of the eighteenth century was
moving away from the literary confines of the preceding century, and 
while the portrayals of Racine's characters were assuming a more 
"natural" aspect, the decors usually left much to be desired still, 
antonio ir’aolo Brunetti was the painter of decors at the Com^die-Fran- 
paise from 1753 to 1783, yet few if any of his designs remain; none 
seem to exist at the Ccan̂ die-Franpaise.

Lekain and MUe Clairon joined forces in their crusade for cos­
tume reform in mid-century. We have already seen (pp. 73-7*0 how 
important correct costuming was to this actress in her craft, the 
effect the right outfit would have on her interpretation of a rSle. 
Writing specifically about Monime, Mile Clairon presented her con­
cept of the r<5le and the factors that contributed to the formation of 
this concept. Racine's text formed the basis of her interpretation, 
the costumes she wore enhanced it and were constant reminders both 
for her and the audience of her character and station in life.

Rflle de Monime 
Le rdle de Monime doit offrir, depuis le 

premier vers jusqu'au dernier, l'ensemble de 
1'jtth&ienne que j'ai ddpeinte. L'actrice qui, 
d'apr^s les vers qu'elle dit au quatri&ne acte, 
croirait pouvoir se permettre le moindre emporte- 
ment dans ses sons, sa physionomie, sa demarche, 
ses gestes, feroit la plus &orme faute. . . .

^ 2  Gosta M. Bergman, "La [sic} d^corateur Brunetti et les 
decors de la Ccan̂ die-Franpaise au XVIIIe silcle," Theatre Research. 
Recherches Theatrales. No. 1 (1962), 10. This"article was pre- 
sented as .taper 10 at the i960 Stockholm Symposium.



Ia premiere £tude que je faisais d'un rSle 
£tait de chercher d. lui donner le caractfere qu'il 
exigeait, de chercher ensuite dans ce rdle le coup­
let ou ce caractere une fols reconnu, se ferait 
sentir avec plus de force. Mon grand plaisir 
£tait de me proposer & moi-m&ie les plus grandes 
difficult^; je les trouvai dans ces vers:

Non, seigneur, vainement vous 
voulez m'^tonner;

Je vous connais. je sais tout ce 
que je m'appr^te,

Et je vois quels malheurs j'assemhle 
sur ma tSte.

Mais le dessin est pris...Rlen ne 
peut m'^branler:

Jugez-en, puisqu'ainsi je vous ose 
parler,

Et m'emporte au-delk de cette 
modestie 

Dont jusqu'd ce moment je n'^tais 
point sortie, etc.

Ia douceur de mes sons et l1ensemble le plus 
modeste faisaient le contraste le plus frappant 
avec la valeur que je mettais aux mots que j'ai 
soulign^s, et la fermety qui se peignait sur mon 
visage.

On peut douter des resolutions d'une femme qui 
s'emporte; mais je crois qu’on ne doit rien 
esprfrer de celle qui r̂ siste, sans avoir m̂ tae 
l'apparence de l'emportement.

Ce r8le est un des plus nobles et des plus 
touchans qui soient au th^tre; mais je l'ai 
vivement p̂rouve/, e'en est un des plus diffi- 
ciles.

Sans cris, sans emportement, sans moyens 
d'arpenter le tĥ Stre, d'avoir des gestes 
d^cid^s, une physionomie vari^e, imposante, il 
paraSt impossible de sauver ce role de la mono- 
tonle qu'il offre au premier aspect; ces 
secours aideraient l'actrice; mais ils serait 
autant de contre-sens pour le personnage.

. . .  Ce n'est qu'aprfes quinze ans d'^tude 
sur les moyens de contenir ma voix, mes gestes, 
ma physionomie, que je me suis permis d'ap- 
prendre ce r8le, et j'avoue que pour parvenir 
a graduer de sc£ne en scdne et sa douleur et sa 
noble simplicity, il m'a fallu tout le travail dont 
j'^tais capable et tout le d^sir que j'avals de 
bien faire. . . .

. . . Monime est absolument hors des routes
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ordinaires.1^

thoughts on Interpretation in a more general vein are taken 
from an English translation of her Mdmoires.

Every motion of the soul is expressed 
through the medium of the countenance: the
extension of the muscles, the svelling of the 
veins, the "blush upon the face, all evince 
those inward emotions, without which great 
talents cannot display themselves. There is 
no character in which the expression of the 
countenance is not of the utmost importance.
To feel a character, and to show by the motion 
of the countenance that the soul is agitated by 
what it feels, is a talent of equal conse­
quence in an actress with any she can possess.

It is by the countenance alone you can dis­
tinguish between irony and jest. ^

Hawkins, in his French Stage in the Eighteenth Century
(London: Chapman and Hall, Ltd., 1888), I, 37^ appraised Mile
Clairon in this way:

Unlike the actresses of her time, who neglected 
sane passages in order to produce greater 
effect in others, she elaborated her characters 
in the minutest details, subordinating all to 
the development of a definite idea. . . .
Her style, without being exactly stagey, was 
measured, severe, statuesque. It is said that 
she never gave way to a sudden impulse; all 
her tones and gestures had been carefully 
rehearsed beforehand.

The use of her voice, the pauses within a speech, and the play of
her features were all calculated for effect, and effect they did
have. Referring to a particular passage in the third act, Mile
Clairon mentioned that "'le public qui n’avait jamais vu ce jeu de
th^tre, daigna me donner, en l'approuvant, le prix de toutes mes

-*-53 C.-J.-H. Legris de Latude Clairon, Mdfcoires de Mile 
Clairon, new ed. (Paris: Ponthieu, 1822), pp. 296 and 297-98.

^5^ Clairon, (trans.), pp. 89-90. See footnote 80 for full 
reference.
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recherches . 5 Descotes points out, and rightly so, that the fact 
that artifice was involved in the heightening of the effect of cer­
tain passages was not a novelty— for even La Champmesle had prac­
ticed it. !Ehe search for the most effective means of interpreting 
the r<5le. always posed problems.

Mile Clairon was the Monime of the eighteenth century, Lekain 
was known for his portrayals of both brothers, and Brizard was the 
most memorable Mithridate of the period. An anonymous quote 
(possibly that of Geoffroy) described him as "'dou^ d'une figure 
imposante et v&^rable, d'une taille ^lev^e et majestueuse, [and, 
therefore] on ne pouvait imaginer un plus beau vieillard.'"156 
Descotes, citing the above quote in his own commentaries, continues, 
"il £tait, selon Geoffroy, admirable, lorsqu'il criait sa haine de 
Bcme. A l'annonce du d^barquement ennemi, Brizard se jetait avec 
impetuosity sur son casque, et 'l'accent terrible qui sortait de ses 
entrailles quand il s'dcriait "Les Ramainsi" produisait la plus vive 
impression.' Mais l'amoureux ne valait pas le guerrier; il parais- 
sait alors pUle, mal convaincu de sa passion."157

Another actor, by no means lacking in spirit and fire on the 
stage was Dumirail, whose third d^but was in the r&Le of Mithridate 
in 172k. However, as Lemazurier noted, . il repr^senta Mithri­
date de maniere eI satisfaire tous ses auditeurs, s'il n'avait eu

155 Maurice Descotes, Les grands rftles du thfeStre de Jean 
Racine (Paris: Presses Universitaires de France, 1957), p. 125.

156 Ibid., p. 118.
157 Ibid., pp. 118-19.
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pour auditeurs que des a v e u g l e s . " 1 ^  Lemazurier went on to recount 
an unfortunate Incident. "Dans la scfene ou Monime dit a ce prince: 
Seigneur, vous changez de visage? un mauvais plaisant cria du fond 
du parterre a l’actrice: Laissez-le faire. Ces trois mots firent 
appercevoir [sic} au public le peu de convenance qui se trouvait 
entre la personne de Dumirail et son r&Le, et diminu&rent beaucoup 
1 ‘effet que ses talents avaient produit. . . .m159 ihe outward ap­
pearance of an actor certainly does matter and can make, or, as it 
did in Dumirail*s case, break an illusion.

Talma, the greatest actor of his time, was a handsome man, and 
cut a striking figure on the stage. Aside frcm his own physical 
appearance, however, his costumes accounted for much of the effect 
he was able to achieve. We know that correct costuming for every 
r<5le was of prime importance to him, and he spared no efforts to 
realize his ambitions for true and lasting costume reform. It was 
his drive to continue and develop the ideas begun to be put into 
practice by Lekain and Mile Clairon that finally gave that reform 
movement the impetus it had needed. The process of change had been 
drifting along all too gradually, and the waning of interest in the 
tragedies of the seventeenth century did little to help the situa­
tion.

When Talma began preparing for a r<5le he first set his charac­
ter in context, in a milieu.

I seek first to soak myself in the character 
from the historical angle and I do that not only

Lemazurier, pp. 251-52.
159 Ibid., p. 252.
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for the character I shall act hut also for all 
those who will he around me, participating in 
my acting and contributing to the action of the 
play. I husy myself with dates and give my 
whole attention to the period.

I become a Reman. I live in Rome as my 
native city. I get help from looking at sta­
tues in museums. I note their stance, even the 
folds of their cloak. After a performance of 
Manlius David once paid me a flattering compli­
ment. "When you came on the stage I thought I 
saw a Roman statue walking."

When that preliminary study is completed, I
then go for the whole character. I feed on its
passions. I get accustomed to feel as it feels,
I mean as it would feel if it were alive. Bien
in the evening, before the public, I let my
whole being expand, take fire and blaze forth
from the great character I have created. What
they call my talent is perhaps only a remarkable
facility for plunging into the excitement of
feelings which are not mine but which, through
my imagination, I take unto myself. For a few
hours I know how to live the life of others, lop• 9 • • X

2he words of the text, the playwright's creation, prompted the 
initial conception of the r6le at hand. His acting ran counter to 
the norm in his day: "Thlma's crime— and the criminal charge en­
dured until the death of the last critic to use Lekain as a yard­
stick— was to pour an impetuous, often an unrestrained emotion into 
his parts, to break up the alexandrine under tension, to base his 
by-play and gestures upon 'nature and truth', in short to infuse his 
role with a warm, pulsating humanity, He himself said, "'I
confess I prefer the sublime interpretation to the technically 
perfect performance.' "162 Total abandon was not his aim, how-

160 Collins, p. 281.
161 Ibid., p. 125.



I

132
ever, and Salma did mark his scripts for modulation and all intended
vocal e f f e c t s . 1 ^  A critic once wrote of Salma's acting as follows:

Citizen Salma possesses, among his theatrical 
qualities, a dark, expressive face, whose 
striking character is admirably suited to 
tragedy, a resonant voice, penetrating and 
with a rather fine middle register, an easy 
gait, poise, a warm delivery of his lines, 
great accuracy in the matter of costume and 
a scrupulous observance of good taste, etc. 
etc. He collaborates perfectly with his 
authors, is careful about his diction and 
clearly varies his gestures, he prepares and 
carries off with skill declamatory effects and 
any dramatic situation, he knows the art of 
filling the stage, he is eloquent even in his 
silence; in a word, he reveals himself in 
many parts as an artist, knowledgeable and 
profound.

This praise was tempered with criticism, however.
Biat sonorous, penetrating voice ceases to be 
beautiful when it becomes noisy. An unpleas­
ant roughness takes over in moments of anger 
and despair. In grief, it seems throaty and 
trails off into a harsh plaintive monotone 
which ends by tiring the least perceptive ear.
. . . His diction, usually competent, is not 
always sufficiently varied. He sometimes errs 
as to the degree of pride he should impart 
to a particular rfile; finally, if he often 
succeeds in moving the soul of the spectator, 
he hardly ever ennobles it.1^

3he impression created by the fusion of dramatic delivery, 
intense characterization, total involvement in the character and 
his milieu had to be reinforced by effective costuming and, of 
course, Talma always insisted on it. The costume had an undeniable 
effect upon him (and any other actor) as well as upon the spectators. 
The theatre-going public began to see classic plays as not just oral

163 Collins, p. 282. 
l61* Ibid., p. 127.
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literature over which the dust had begun to settle, but as a theatre 
that was viable outside of the pass£ seventeenth century opulent and 
anachronistic settings they had customarily been given in. The re­
thinking of the theatre, the new trends that had evolved during the 
course of the eighteenth century made it possible to review and 
accept (even if not unconditionally) the new views of the earlier 
theatre. It has already been noted how the type of plays that were 
written and produced in the eighteenth century— in themselves 
necessitating many changes in theoretical and practical theatre arts 
concepts— helped to alter the conceptions held about the classical 
theatre.

The brightest stars of the eighteenth century, particularly as 
regards performances of Mithridate were, then, Mile Lecouvreur,
Mile Clairon, Lekain, Brizard, and Talma, each injecting his or her 
individuality into the theatre. For each of these performers the 
choice of costumes and d£cor was important, and each manifested, to 
varying degrees, his need for the right one as an element vital to 
his interpretation and projection of a character. Whether a necessary 
adjunct to or a direct influence on the interpretation, the "authen­
tic" costume for the tragedies of the seventeenth century began to 
find its place in the theatre only near the end of the eighteenth 
century. (Lanson noted that the progress that was made in the space 
of a few years in the area of costume design could be seen in the dif­
ference in exactness in two works by Le Vacher de Charnois, the first, 
Costumes et Annales ..., 1786-1789, and the second, Recherche sur les 
costumes ..., 2nd ed., 1802.) As concepts in costume design changed, 
so did the manner of acting, and despite the emphasis necessarily
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placed on costume reform, r6le interpretation also depended largely 
on the text of the play itself# Die trend in dramaturgy at the time 
made this textual examination essential in the actor's process of 
finding the right interpretation for the contemporary plays, and 
this practice was carried over into the study of the tragedies of 
the preceding century.

Let us lock at the theoretical side of the theatre as it had 
dealt with acting and r&Le interpretation. In the first half of 
the eighteenth century Louis (Luigi) Riecohoni, the Italian actor 
and author who brought the Com^die Italienne to the Hfttel de Bour­
gogne and was himself a member of that troupe, was active in the 
theatre. Seme of his writings (an "Extrait des pens^es sur la 
declamation de Louis Riccoboni") are found in Jean-Nicolas S. 
d'Hannetaire's Observations sur l'art du Comij'dien, published in 1786. 
In this work Riccoboni spoke of the capacity of the whole face for 
revealing the feelings of the soul, rather than the eyes alone, to 
which this expression was usually reserved. Die power of facial ex­
pression is such that the eyes and the spoken word both need its 
support for total communication. Die unchanging face was not so 
rare in an actor, noted Riccoboni, for complaints were always heard 
from the spectators: "'C’est un visage qui ne dit rien.'"^5 He
continued, proceeding from a specific reference to Mithridate to 
more general theories on the nature of acting, of r&Le interpretation.

Racine s'en sert bien et prqpos dans Mithridate. 
lorsqu'il fait dire k Monime: Seigneur, vous
changez de visage! Les plus grands acieurs

^ 5  a'Hannetaire, Observations (Paris: Ribou, Ia Veuve, Du­
chesne, Costard, 1786), p. 0̂0.
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doivent trembler lorsque ce moment approche; 
car ils sont dans le risque ou de ne point 
du tout changer de visage, ou bien de faire 
une grimace. Ce passage de Racine est une 
belle instruction h. tous les Cam^diens, & 
qui il ne suffit pas d’̂ couter l’acteur qui 
parle, mais qui doivent encore entrer si 
vivement dans ce qu’on leur dit, que, pour 
en faire conno^tre 1*impression, il est 
necessaire qu’ils changent de visage, mSne 
sans parler. II faut cependant sur ce point 
savoir distinguer la difference qu’il y a 
entre le dwgement du visage qui exprime les 
sentimens de l'dme, & les grimaces de ceux qui 
ne font seulement que .jouer du visage: le
premier est du ressort du grand Acteur, mais 
les autres ne sont que l'appanage du Scara- 
mouche. Celui qui entrera fortement dans 
l'enthousiasme necessaire, & qui deblamera 
dans leB tons de l’&me, parviendra h faire 
que son visage r^ponde & accompagne les expres­
sions de la parole. Cet accompagnement des yeux 
& du reste du visage est indispensable & 1*ex­
pression, autant que 1 ’accompagnement des 
instrumens peut l’£tre & une belle voix qui 
chante: si les yeux & le visage n’accom-
pagnent pas la declamation, c’est comme si le 
violon & la basse, qui devroient accompagner 
la voix, s'arr&toient. Le plaisir de la 
Musique diminue, & l’effet de l’expression 
s'affoiblit.

Les gestes ont leur Eloquence aussi-bien 
que le visage; mais c'est de la Nature seule 
qu'on doit les tenir. . . .

. . .  II faut que l'Acteur d̂ clarne si 
naturellement, qu’il force, pour ainsi dire, 
les Spectateurs ai croire que tout-ce qu'il dit, 
il le pense dans l'instant m&ne.

While it was possible to leave the spectators with the impres­
sion that the actor was indeed "thinking" and "living” the part of 
the character whose rdle he assumed, the actor had to pay heed to 
Franpois Riccoboni's (Louis’ son) warning about the dangers of true 
total emotional involvement of the actor with his rffiLe. He felt 
that actually experiencing the feelings that the text expressed

166 a1 Hannetaire, pp. 1*00-01 and 1*02.
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would incapacitate the actor, making it practically impossible for 
him to keep up with the often necessarily faster-than-real-life 
changes of disposition that had to be portrayed on the stage. Pre­
servation of the illusion was one thing; the means by which this 
was accomplished was another.

Diderot also discussed (but at greater length) the difference 
between the expressing and the experiencing of sentiment by the 
actor in his "Paradoxe sur le can^dien." The 'First Speaker' 
pointed out to the 'Second Speaker* that although the spectator is 
moved, all the pain, sadness, fear, uncertainty, despair reflected 
in an actor's delivery and physical movements are not true reflec­
tions of his own feelings, and gave several examples to support this 
claim. Among his 'proofs' he noted that the expressions are meas­
ured, prepared, subject to unity and to a system of declamation, 
that they require long study and many rehearsals for satisfactory 
conveyance to an audience, and that the actor listens to himself all 
along:

. . .  c'est qu'il s'£coute au moment ou il vous 
trouble, et que tout son talent consiste non pas 
& sentir, ccmme vous le supposez, mais & rendre 
si scrupuleusement les signes ext£rieurs du senti­
ment, que vous vous y trampiez. Les cris de sa 
douleur sont not£s dans son oreille. Les gestes 
de son d^sespoir sont de jndmoire, et ont pr£- 
par^s devant une glace. '

Knowing precisely what he is going to say and do at precisely which 
moment (his actions all premeditated imitation of the required senti­
ments), and being conscious of every movement at the moment of its 
execution, all the actor fortunately usually does is tire himself

167 Diderot, p. 312.



physically, not mentally. The unhappy sentiments are experienced
by the members of the audience, it is with them that the sadness
remains, not with the actor.

. . . c'est qu'il s'est d6nen^ sans rien sentir, 
et que vous avez senti sans vous d&nener. S'il 
en £tait autrement, la conditon du cam£dien 
serait la plus malheureuse des conditions; mais 
il n'est pas le personnage, il le joue et le 
joue si bien que vous le prenez pour tel: 
l1illusion n'est que pour vous; il sait bien, 
lui, qu'il ne l'est pas.-̂ °®

How, by mid-century, had the manner of acting been altered on 
the French stage? For a comparison with the earlier period we turn 
to Ianson. Referring to Lekain, he stated that the actor "renonce 
aux 'vociferations,' et 'parle' la traĝ ciie. Cependant il a un jeu 
toujours charg^; il met trop d'intentions, souligne trop, parent 
outre. On loue sa pantomime. Mais la declamation tragique demeure 
trop conventionnelle, ampoulde, ronflante ou furibonde, monotone ou 
minaudi£re."-̂ 9 3hlma, he wrote, "fait une revolution: il est le
Garrick franpais."-1-^ Finally, summarizing the trends in acting 
after 1750, he stated that expression gained the upper hand over 
dignity, and the natural over the "chant, 11 and that pantomime was 
added to the delivery of the lines.

ifcrire un r8le n'est plus pour le po&te 
donner des vers It reciter au tragd’dien; mais 
lui indiquer une action si, repr^senter. Le pofete 
a, pour s'exprimer, non plus la voix de l'acteur, 
mais tout son corps. lit 06 son invention ne 
dessine pas les attitudes, le trag^dien, s'il a 
du talent, les trouve; il a sa part de creation.

168 Diderot, p. 313. 
Lanson, p. 172.
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Par 1&, le progr&s de l1art du comedien con- 

tribue aussi pour une part A faire passer la 
tragrfdie de l'analyse et l1 expression path^tique, 
a Invocation po^tique.

Ainsi de toutes parts la tragedle classique 
se d^fait par le perfectionnement des moyens 
mat^riels et du jeu.1?!

How were the r&Les in Mithridate viewed in the late eighteenth 
century? We have a brief evaluation of the main character of the 
play contained in Du Fresnel's essay in the section entitled "Ana­
lyse de divers Rflles, pour servir A distinguer les nuances des 
caractAres diffArens."

C'est, selon moi, celui de tous les caractferes 
le plus difficile & bien rendre: les plus fortes
passions doivent ici dAvorer l'ame de l'Acteur.

viu'il soit, je le veux, sublime dans sa haine. 
implacable contre les Romains: dans sa tendresse
pour Xipharfes; dans son amour pour Monime; dans 
sa coldre contre Pharnace; dans sa dissimulation 
avec Xipharete 8c Monime; mais qu'il consulte 
encore avec moi M. Brizard.172

Eie fuller accounts, or dissections, of Mithridate of that 
period, while serving a critical, literary purpose, could not show 
us how the actors and actresses that filled the r&Les actually por­
trayed certain characters. But it is possible to formulate images 
of how rfiles were to be interpreted ideally, and this could bring 
us closer to the reality of r&Le interpretation as it was practiced 
in the late 1700's.

We may take as a first example of the exposition of theory 
Julien Louis Geoffroy's Manuel Dramatique a l'usage des auteurs et

!71 Ianson, p. 173.
■*■̂2 Essai sur la perfection du .1eu thl^tral contenant les 

principes n^cessaires a la bonne representation th&fcrale (Liege. 
1782), n.p., p. 75.



des acteurs . . .  Speaking of Monime he wrote the following:
Monime est une des plus belles figures que le 

grfnie de Racine ait jamais dessin^esj elle a toute 
la grdce celeste de ces statues antiques qui sont 
le d^sespoir des artistes modemes. C'est un 
admirable melange de timiditl et de courage, de 
modestie et de fierte, de sensibility et de vertu: 
jamais le caractfcre des filles grecques n'a 4t6 
peint avec plus de verity. Pour rendre fid&le- 
ment un pareil personnage, il faut qu'une actrice 
trouve de grandes ressources dans son Sme et dans 
son talent. Le charlatanisme ordinaire de la 
sdne, les cris, les emportemens, les grands airs 
et les fibres attitudes des princesses tragiques, 
tout ce qui a coutume d'yblouir les spectateurs, 
serait dans ce rdle un contre sens ridicule.
Telle est l’id^e que Monime elle-mdme attache k la 
modestie de son sexe, qu'il lui semble qu'elle en 
franchit les bornes en declarant k Mithridate 
au'elle pr&fere la mort au tourment d'etre son 
epouse.

Le comble de l'art, pour une actrice dans ce 
r&Le, est d'etre douce, d^cente et modeste, sans 
dtre fade et monotone; d'allier la noblesse et 
la dignity avec la grSee et la pudeur.

Mademoiselle Clairon, 1'actrice la plus con- 
somm^e dans son art, ytudia pendant quinze ans 
ce rdle de Monime, et cependant ne se flattait 
pas d'avoir atteint la perfection.-*-73

This is a r^sumy of the very notion of classic "perfection"; it
a restatement of the meaning of the classic.

Descotes quotes Geoffrey on the subject of Mithridate:
"Mithridate offre k l'acteur qui le reprdsente 
des difficultys presque insurmontables, parce 
que la grandeur simple et veritable donne peu 
de prise au charlatanisme de la sc£ne, et sur- 
tout parce que son caract^re est un composy tres 
ytonnant de quality’s et de passions trds oppoŝ es.
II joint le courage el la cruauty, la magnanimity
k la dissimulation, les emportements de la haine
aux faiblesses de 1'amour, le gAie des grandes 
entreprises aux petites ruses domestiques.

Geoffrey, Manuel Dramatique (Paris: Painparre, 1822), pp 

Descotes, Les:,grands Ales, p. 116.
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Du Fresnel, mentioned earlier, was a French actor who performed 
in the provinces. His essay neither claimed to be the definitive 
doctrine of his time, nor did it, by dint of its full title (Essai 
sur la perfection du jeu th^tral contenant les principes n^ces- 
saires d la bonne representation th^Strale, puises dans les, 
meilleurs ouvrages connusj r^tablis dans un nouvel ordre. & aug­
ment's d*un grand nombre de nouveaux avis: 1'analyse de divers 
R&Les, pour servir a distinguer les nuances des caract^res diffrfrens; 
& un abr̂ fed de Prosodie franyaise, extrait du "Trait^ de M. l*Abb4 

D*Olivet." Ouvrage fait pour les jeunes gens qui se destinent aux 
Th^tres publics, ou qui se proposent de jouer la Com^die sur les 
Th^tres particuliers) show that it was simply a random collection
of thoughts put together in second-rate fashion. Du Fresnel noted
three basic principles: thinking (for the imagination), feeling
(for the soul), speaking (for expression). Each is necessary for 
the other. For "thinking," he wrote Vtudiez les usages du siScle, 
les moeurs nationales, le caract&re, l*£ge, la situation & la for­
tune de votre personnage: fitudiez la nature; Cherchez la vel'rit̂ .175 
For "feeling," he continued:

Et sentez vivement si vous voulez bien 
exprimer; c'est-4-dire, p^ndtrez-vous 
vivement du ton plus ou moins indiqu^ par
les moeurs, le caractSre & la situation
de votre personnage: la sensibility, la
tendresse & le feu doivent r^sider dans le 
coeur & non dans la t£te.

Votre coeur est le foyer qui doit allumer, 
sans peine, dans l'&ae du spectateur,: le feu 
de la sensibility, & lui inspirer, sans 
effort, les sentimens d'admiration ou d’hon- 
neur, de plaisir ou de douleur, d'amitiy ou

175 Du Fresnel, p. 3.
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de haine que m^rite votre personnage.1^

Speaking should he in natural, never forced, varied tones. He also 
wrote:

Et parlez dans le ton qui approche le plus de 
la conversation ordinaire, suivant qu'il sera 
plus ou moins indiqu^ par le sifecle, les moeurs, 
le caractdre, l'̂ ge, & la situation de votre 
personnage.1(7

(in d'Hannetaire's book there is an editorial remark deploring the 
fact that in that last quarter of the eighteenth century vocal de­
livery had acquired tones so familiar as to be ridiculous at times, 
making it as bad as the contrasting overblown and declamatory style 
seemingly prevalent in Louis Riccoboni's day.J1^® Ofcis striving for 
the natural predated Antoine's similar search for the total natural 
scenic and interpretive effect by more than a century, yet was seen 
as an innovative move on his part in the late nineteenth century.

A fourth principle, that of walking, was added, with the note 
that "en gdn r̂al, dans chaque genre, chaque r&Le a sa marche.Ml79

Further thoughts on the interpretation of tragedy were includ­
ed:

Le but de la Track'die est de nous representer 
la nature par lescdtes les plus imposans, elle 
demande une recitation naturelie, mais soutenue 
& quelquefois majestueuse: son objet est de nous
toucher par des malheurs extraordinaires, de nous 
t̂onner, de nous instruire par de grands exemples; 
elle nous conduit k la catastrophe par 1'incerti­
tude, par la crainte & par les larmes: tout en

176 Du Fresnel, p. k.
*77 ibid.
178 d'Hannetaire, p. k06.

Du Fresnel, p. 10.
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elle dolt frfcre int^ressant & tendre, majestueux 
& terrible.

Outre ce qu’on vient de dire en g^h^ral de 
la Traĝ die, 11 faut diBtinguer les quatre genres 
connus, qui ont chacun leur ton particulier. . . .
2° Les Tragedies historiques, telles qu'Athalie,
Cinna, Mithridate, Warwick, (Genre pour lequel 
II"faut le plus scrupuleusement consulter les
moeurs rationales.)^°0

ihe natural in acting which came to he so greatly emphasized 
by the close of the century had been nurtured as an ideal earlier, 
although always in a controlled context. Evidence of this is found 
in the schooling Talma received at the Ecole Royale de Declamation 
(later renamed Le Conservatoire), to which he was admitted after 
reading the part of Xiphards. The three famous teachers whose pupil 
he was were Uoli, Fleury, and Dugazon, each bringing his own partic­
ular contribution to the study of the theatre craft.

Moie, as Collins noted, was a "mannered tragedian reared in the 
pompous classical school but a well-graced actor withal" who pro­
vided "an admirable corrective to the exuberance of his student who, 
like the youth of that generation, was all afire with the new theo­
ries of Rousseau, firmly convinced that a blind obedience to Nature 
should be an actor’s only g u i d e . A  controlled technique was 
everything for Mol£. Fleury was pictured as "a fine artist, aris­
tocratic of bearing, a veritable talon rouge and yet, in the sense 
the world gives it the word, totally u n educated,wb0 sought to 
develop in his students their awareness for and the delicacy of

180 Du Fresnel, pp. 5-6.
181 Collins, p. 29.
182 Ibid., p. 30.
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shades of meaning. "His ideal was the smooth, polished performance 
ant to achieve this an actor must have style.D ug az on  worked 
on acting as taken apart from that required by a particular r$le or 
playwright, teaching the actor "pantomime, . . . gesture, the tech­
nical skill to keep interest alive during gaps in the dialogue and

lflltabove all the art of listening." As Collins mentioned in his 
summary of the benefits of Uhlma's education, "only an enunciation 
complete in its physical and technical mastery could bring to 
Racine's poetry full significance and deep f e e l i n g . "•*•̂5

Well aware of the decline in interest in the classical theatre 
in his time, Balma injected his own performances with the vitality 
often lacking in the "correct," established way, often breaking 
rules of recitation so as to display to greatest advantage and with 
greatest effect the full gamut of emotions contained within the 
twelve-syllable lines. Descotes termed his interpretations of 
Racinian tragedy at the beginning of the nineteenth century "pre­
romantic.

Another notable interpreter at the beginning of the nineteenth 
century was Saint-Prix, whose Mithridate was "superbe," according to 
Geoffroy.^8^ After his great entrance in the second act— the con­
quering hero returning to pick up the reins of government once again—

183 Collins, p. 30.
181* Ibid., p. 29.
185 Ibid., p. 30,*
•*-88 Descotes, Racine, p. 117.
■̂87 Descotes, Les grands rfiles, p. 116.
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it seems that Saint-Prix had trouble in deciding, as would any actor 
in that r&Le, what tone to adopt, for there are such extremes of 
sentiment and such not unreconcilable hut different aspects of his 
nature that a balance is hard to achieve. As Descotes writes,
"l'unit^ de ton semble ainsi impossible & maintenir.

Both Mile George and Mile Duchesnois performed in the r6le of 
Monime in the early nineteenth century. According to Roubine, Mile 
George’s acting "apparemment confirme cette tendance '& une interpre­
tation plus psychologique, mfine si la recherche de l'effet demeure 
trds visible. The performances of her rival, Mile Duchesnois,
were always marked by a variety of tone.^O Roubine added, further 
on, that "Ivitant un style trop facilement larmoyant, elle allie 
sensibility et n̂ergie, tendresse et dignity. Mile Duchesnois, 
ccmme Talma, vise 5 restaurer la coherence du personnage tragique."^-

Bie last two decades of the eighteenth century saw very few 
performances of Mithridate at the Ccm£die-3?ranpaise, but in the 
early nineteenth century (during Napoleon's reign) there was a 
resurgence of them. With an ever more personal interpretation be­
coming the norm-even in the classical theatre— it is not surprising 
to note that the interest of the public turned to the individual 
performer, and that the play and its author were relegated to sec­
ond place. Despite this shift in spotlight, the link with the

188 Descotes, Les grands rAles, p. 117*
189 Roubine, p. 80.
190 Ibid., p. 81.
^  Ibid., p. 82.
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theatre of the past was not broken. In seeking to bring out "natu­
rally" what psychological truths a play contained or was based on, 
performers found that Racine’s plays were psychologically valid and 
could, therefore, be interpreted in the style propounded by contem­
porary theoreticians. (One such theoretician— also an actor— was 
F^lix Bernier de Maligny, called Aristippe, whose L’Art du Comddien 
[1819J and lh£orie de l'Art du Comldien ou Manuel th£&tral [1826] 
were widely read in his time. Mine Sylvie Chevalley notes that these 
two works "constituent, aujourd'hui, un intSressant document sur les 
conceptions the&trales pendant la Restauration.")192 Unfortunately, 
just when the ideas on use of local color in the theatre were coming 
into their own, Mithridate was out of the repertoire of the Gom^die- 
Franpaise. Qhat absence lasted about sixteen years, until 1838, 
when Mithridate was revived for Rachel, who took on the rftLe of 
Monime for the first time, making it her own for the two decades to 
follow.

Die critics were rather less than enthusiastic about her perfor­
mance. Descotes quoted from la vgrit^ Rachel (p. l̂): "*etonnante
s^cheresse de parlage, de beaux discours mal tenus.’"̂ 93 3̂  the
feuilleton of "la Presse" of October 7* 1838, Granier de Cassagnac 
wrote that "'Mademoiselle Rachel uttered fifteen lines decently, and 
all the rest of the part in the coldest and most colorless manner.1"19^

•1'92 S. Chevalley, "Aristippe 'Le Ealma de 1’AmSrique, *" Revue 
d’Histoire du ThgStre. 3e ann£e, No. 2 (April-June 1951), p. 165.

19^ Descotes, Les grands rfo.es. p. 126.
igk ,A. de Barrera, Memoirs of Rachel (New York: Hamer & Bros..

1858), p. ho.
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If the critics did not love Rachel’s Monime, the public did.

Jules Janin spoke warmly of her.
De ce rdle de Monime la jeune Rachel, & son 
aurore, avait fait une admirable composition.
Elle y £tait si toucbante et si grande a la
foisi Je la vois encorei Elle arrive, et la
voilil p&le, triste, calme et r^signde, et 
toute prgte enfin it marcher & l’autel! Mais 
aussitdfc, quand vient 1'instant de la r̂ volte, 
la voilii qui se redres6e ^clatante et de toute 
sa hauteur. C’en est fait, la captive rede- 
vient une reine, la femme humili^e relfeve la 
t#te; cette enfant timide va lutter contre 
ce f^roce vieillard; toute la dignity de la 
jeune fille offens^e ablate enfin et se rlvfcle 
dans ce geste, dans ce regard, dans ce noble 
maintien: cela durait...tant que durait la
violence, et tant que Mithridate veut dpouser 
Monime, en un mot tant qu’il y a lutte entre 
la jeune fille et le vieillard. 99

Left alone, Monime again became weak, afraid, aware of her power­
lessness in the face of such an adversary as Mithridate. Janin 
continued:

Ah! qu'elle £tait touchante en ce r6le de 
Monime; qu’elle y apportait de gr£ce, de . 
douleur, de reserve, de prudence et de sang­
froid; qu'elle dtait peu semblable It l’Emilie 
implacable, & la furieuse Hermione; avec quel 
art ing^nu elle s’emparait deQce rdle a demi 
voil£, si douaement indiqu^J°°

Rachel's performance was beautifully complemented, Janin felt, by
the Mithridate of Joanny. His interpretation became almost paternal
in reaction to the charm of the suppliant Monime.

Rachel was famous for an outpouring of emotion when the part 
called for it; it was perhaps for this reason that her portrayal 
of Monime, whose feelings, whose anguish are largely interior,

195 j. g. Janin. Rachel et la trag^die (Paris: Amyot, I859), 
p. ll*0.

196 Ibid., p. 11*1.
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suffered. Samson, who helped prepare Rachel for the r<§le of Monime, 
found that her diction was simultaneously natural and grandiose, and 
it was these two elements that rendered it so original. Barthou 
noted that her acting reflected the same qualities and nuances as 
her speech, and that by her sincerity and correctness and moderation 
in movement and gesture she was able to revive tragedy which had 
been killed by the histrionics which had earlier been imposed on the 
theatre by tradition. Said Barthou, "elle se souciait peu de la 
tradition et, sans la mrfpriser, elle l'ignorait. Elle n’̂ tait pas 
une copie: elle £tait un moddle; non, pas *6ne un module, puisque
sa personnalit^ ne permettait pas d'imitation. Elle jouait comme 
elle sentait."^97

How was Rachel's rflle interpretation of Monime motivated? 
Apparently she looked for and found in Racine's text the psycho­
logical essence of this character, and then portrayed in as realis­
tic a fashion as possible the heroine, as she understood her to be, 
with all her human strengths and weaknesses. This return to the 
text was noted in the costume and d^cor designs as well. (However, 
one reservation must be expressed here. Emile Perrin noted that 
even in her "authentic* costumes there appeared "certaines conces­
sions faites malgr^ elle, son insu, au goftt de la mode de l8k0 & 
1852.")198 Perrin also wrote that her innately regal manner was 
very suited to her stage portrayals, and that her spare shoulders

Louis Barthou, Rachel (Paris: F£lix Alcan, I926), pp. 27-28.
Les Annales du TM%Stre et de la Musique. 8e annSe (1883), 

p. LIU. This volume covers the year 1882.
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lent an incomparable grace to the folds of her peplvun. 199 (a peplum 
is a draped cloak worn in ancient Greece.) It is possible, there­
fore, to state that while Rachel looked to the text for guidance in 
her interpretation rather than to the costume designed for that r&Le, 
that her Grecian robes, basically in harmony with the setting sug­
gested by the text, helped to create a definite atmosphere within 
which the recreation of characters out of antiquity was facilitated. 
The direct effect costumes had on r&Le interpretation did diminish 
in the nineteenth century at the same time that greater accuracy 
was sought in their design, but they never ceased to render the 
supportive services they were originally intended for.

Beginning in the period that Rachel appeared as Monime, the 
actor Maubant performed in both the rflles of Pharnace and Mithri­
date. He conceived the latter as an authoritarian prince, and was 
seen on the stage as an irritated and violent despot in whom no 
traces of the lover were evident.^®® Besides Rachel, he played 
opposite Mile Favart, Sarah Bernhardt, and Adeline Dudlay.

Mile Favart*s gentle portrayal of Monime was favorably cam-
pmpared to the proud one of Mile Rachel. A contemporary of hers 

noted that she interpreted "avec une grande autorit^ le personnage 
si touchant de Monime. Tout le succ&s fut pour l’artiste. . .

Paul de Saint-Victor was quoted in the Annales du Th^&tre et

Annales, 8e ann^e (1883), p. LIII.
200 Descotes, Les grands rftles, pp. 120-21.
201 Ibid., p. 126.
202 Annales. 5e ann€e (1880), p. 83.
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de la Musique for the year 1879 in bis appraisal of Sarah Bernhardt
in the r&Le of Monime:

. . . le rdle est dans les cordes de son talent; 
il est ^crit pour sa voix. Elle en a l'accent 
m^lodieux, le ton uni, la douceur touchante, 
relev^e par quelques £lans de dignity offenŝ e, 
par quelques sourires d'ironie tranquille. Elle 
y a tr£s justement applaudie. Mais une 
remarque i lui faire, c'est que son geste n'est 
pas d'accord avec sa diction: souvent l'un
s’emporte tandis que l'autre soupire; on dirait 
la pantomime d'une prose un peu grosse accom- 
pagnant un chant d'^l^gie.^3

Bernhardt herself did not really care for the rdle, and objected
strongly when Emile Perrin, the administrator of the Th^dtre-
Franpais, first proposed that she learn it. She found in it no
"effects" whatsoever to produce. Ph&dre was a true rdle, but not
Monime. "'C'est la pluie! il n'y a rien, rien, rien, je vous dis
qu'il n'y a rien! 1 (She did, however, like Racine very much.
From the English translation of her L'Art du th^8tre we take her
own testimony:

Tuly I prefer Racine, and have never played 
Corneille. I have tried— for my own satis­
faction— and have gladly abandoned the attempt.
I have often been asked why I have such a pre­
dilection for Racine, and such a horror of 
Corneille. Bie explanation is simple: in my
opinion, Corneille, the sublime Corneille, does 
not know how to make a woman talk. None of his 
heroines (Psyche must be excepted) is really a 
woman. 3hey declaim, but their heart is not in 
their breast, it beats in their head. Qheir 
love is of a subtle, complicated, and hair­
splitting variety. . . .  I find Corneille 
often superhuman, but never human.

annales. 5e ann€e (1880), p. 83. 
Descotes, Les grands foies, p. 123.
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. . . the women of Racine, . . . still remain 
women however heroic their feelings.)2®5

The Annales du Th^ttre et de la Musique, published for the 
years 1875 through 1916, provide us with several contemporary in­
sights and judgments, however cursory, into performances of Mith­
ridate. Much of the information that follows will be drawn from 
them.

The 1 8 8 2  performances of Mithridate featured M. S y l v a i n 2 0 6  

in the title r$le. He personified the aged king, his authority 
unquestioned. His diction was precise. Mile Dudlay, whose efforts 
were praiseworthy in her portrayal of Monime was, however, at that 
time still lacking a certain feminine charm, a mysterious attrac­
tion in the opinion of the Annales reviewer.2®7 He felt, too, that 
just as her Monime and the phamace of M. Dupont-Vemon were each
"convenable," both artists were being asked for more than they

208simply were capable of giving.
Six years passed before Mithridate was again performed at the

Can^die-Pranpaise. The September 12, 1888 reprise was in honor of
both M. Maubant, who was thinking of retiring, and of the young
Iambert. Maubant was judged in the following manner:

Si M. Maubant n’a jamais compl&tement r&issi 
dans le personnage de Mithridate, il lui donne

2®5 Sarah Bernhardt, The Art of the Theatre, trans. H. J. 
Stenning (l92̂ j reissue New York and London: Benjamin Blctn, 1969), 
pp. 125-26 and 132.

206 Both spellings, Sylvain and Silvain are to be found.
207 Except for forewords, all entries in the Annales, although 

edited, were anonymous.
20^ Annales. 8e ann6e, pp. 70-72.
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au moins un tr&s noble aspect, il en exprlme 
avec force le d^sespoir hautain, enfin il en 
rend la mort avec un sentiment trSs touchant 
et tr&s fier. 209

M. Albert Lambert fils was a very elegant Xiphares, handsomely cos­
tumed as an Asiatic prince. Although his diction could have been 
clearer and less inclined to the "chant," his work was seen as com­
ing along well. Contrary to the opinion held by the reviewer of the 
1882 performance, the reviewer of the 1888 reprise found M. Dupont- 
Vernon's interpretation of Phamace to be a vigorous and completely 
intelligent one. Mile Dudlay, likewise, was viewed in a better 
light. Considered touching when speaking to XipharSs, thrilling 
when suspecting the trap she had fallen into, dignified when re­
fusing to marry Mithridate, heart-rending when longing for death, 
her performance was well modulated. M. Artel's dramatic speech

p i  r\as Arbate was most warmly and strikingly delivered. w
Ihe writer for the Annales of 1895 (2ie ann£e) commented at

some length on the performance of August 2 of that year. (For the
years since 1888, only statistical data was provided annually.)

Le personnage de Monime est admirablement trac£, 
plein de d̂ cence, de retenue et de modestie. II 
n'exige ni force, ni emportements, ni cris, mais 
seulement de la gr£ce, de la tendresse et un 
charme touchant; il convenait tout particuli&re- 
ment h Mile Marguerite Moreno. La jeune et intel- 
ligente artiste a dit le r$Le avec cette voix 
harmonieuse et douce dont 1*impression est si 
profonde. Peut-£tre~et c'est la seule critique 
que je me permettrai de lui adresser ici— peut- 
£fcre n'a-t-elle pas toute la simplicity du geste...
Monime est une figure de la statuaire grecque;
Mile Moreno lui donne de-ci de-lk les attitudes

209 Annales, lhe ann€e, p. 56.
210 Annales. llj-e ann£e, pp. 5 -̂56.
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aglt^es de la sculpture contemporaine. Monime 
doit faire songer & Phidias, et Mile Mordho nous 
rappelle Carpeaux... M. Silvain, au puissant 
masque de Ĉ sar, a compost largement le rdle de 
Mithridate, cherchant et dengager le naturel & 
travers l'emphase ou la periphrase tragiques. . . .
II a merveilleusement develop^ son "plan" et pathl- 
tiquement rendu la sc^ne finale. II a fort 
apprrfcie et fort applaudi. Encore que sa diction 
soit gA^ralement dyfeetueuse, M. Albert Lambert 
a eu un beau moment au troisi£me acte, lorsqu’il 
supplie son p£re de poursuivre ses desseins 
contre Rome et fl^trit la pusillanimity de 
Phamace. Pharaace, c’est M. Leitner qui met sa 
voix admirable et de solides quality’s drama- 
tiques au service de ce personnage ^ninemment 
ingrat. . . . En r/sum̂ , trds int^ressante re­
prise, qui prouve, quoiqu'on dise, qu’il y a 
encore des trag^diens au Kieiktre-Franpais.2-*"*-

According to Descotes, Silvain, in contrast to the interpreta­
tion of his predecessor, Maubant, allowed his passion for Monime to 
outweigh his hate for the Romans; the torment and jealousy of the 
old man was brought to light far more than his historical statuare 
and preoccupation with political concerns. These two sides of a 
rather complex figure have always created difficulties and, at the 
same time, given different actors opportunities to follow different 
lines of character development. Descotes makes a point of prime 
importance, and goes on to support his preferred interpretation.

Le cornedien doit bien, s’il entend vraiment 
composer un personnage, rechercher dans le rfile 
ce qui explique le d^velcppement du caractere.

C’est 1& que se manifeste la superiority de 
1'interpretation qui met 1’accent sur la haine 
de Mithridate pour les Romains: le roi abandonne
Monime a Xiphares parce que celui-ci a dpouse sa 
cause, parce qu’il lui eVite le dfishonneur de 
mourir entre leurs mains (v. 1667-1770), parce 
que, en fin de compte, la haine de Mithridate 
est plus forte que sa passion. Certaines de ses 
declarations autorisent et marquer ce trait:

211 Annales. 21e ann£e, pp. 57-58
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"J’ai besoin d'un vengeur, et non d'une 
ma£tresse" (v. lkOO); et tout le mono­
logue du ke acte permet de laisser entrevoir, 
dans 1*indecision oil il laisse le personnage, 
ce que sera sa demidre volont^.

2he Annales contain no remarks about the 1897 performances of 
Mithridate in which the costumes worn reflected such close observ­
ance of the style of dress prevalent in the part of the world that 
Mithridate had ruled. Here was a production full of the local color 
so dear to the hearts of the Romantic generation. Special attention 
was perhaps not paid to these performances, however, since the prin­
cipals of the play were not new to their rdles, and the production 
may not have been a new one that year. In any event, the authenti­
city in costuming must have contributed positively to the overall 
effect the play produced.

At the turn of the century, in an article entitled "Le Theatre
de Racine," N.-M. Bemardin discussed various ways of conceiving the 

213historical drama,  ̂including the episodic one in which the sequence 
of events of a story is unraveled in chronological order, and anoth­
er in which one central action is chosen and set in a certain place 
and period. This historical setting would be reconstructed by 
carefully-researched and faithfully executed costumes, ddcor, and 
properties, as well as by the inclusion of prudently selected de­
tails that characterize it. Bie first system was unsuitable for

PI IIFrench tragedy, for the latter was "une crise rapide." Likewise,

212 Descotes, Les grands rftles. p. 120.
^■3 Bemardin, "Le ThSStre de Racine, " Revue des Cours et Con­

ferences. 9, Mo. 1 (1900-1901), 72-87.
21k Ibid., p. 78.
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the second system, the Romantic one, was praiseworthy hut not with­
out its drawbacks, in Bernardin's opinion, for it overemphasized 
local color and often drew out a work to unnecessary lengths.
Racine, in contrast, used historical events, hut only those he 
needed, and then organized them, using poetic license, into a se­
quence suiting his purposes. The rendering of an accurate histori­
cal account was not his aim; instead, he chose to show Mithridate’s 
"indcmptable courage" and his "haine inassouvie contre Rome."215 
For Racine, local color was a means, not an end.

. . . il n’a peint de quelques touches rapides 
l'^poque et le milieu que pour mieux faire com- 
prendre la finesse, la dissimulation et aussi 
la jalousie terrible du despote oriental.
Ainsi, dans Mithridate l'historien et le peintre 
sont, comme il convenait, rest^s subordonn^s au 
psychologue dramatique, et les faits et la cou- 
leur locale n'y servent qu'et mettre dans son 
vrai jour I'&ne du principal personnage, enpi ̂ 
laquelle se joue v^ritablement la trag^aie.

2his interior action concerns itself with the struggle of Mithri­
date between two passions: his hatred for Rome, and his love for
Monime. "La trag^die de Mithradatg est done, d'apr^s un proc^dd 
que nous retrouvons dans presque toutes les tragedies de Racine, 
compos^e d'une partie historique et d'une partie romanesque adroite- 
ment et £troitement soud^es l’une a 1 'autre. "217

The importance of costumes and decor and attention to the text 
were all discussed in Ren£ Doumic's article, "Le d^cor de la tragd1- 
die de Racine," appearing in the September 1, 1901 issue of Revue

Bernard in, p. 79. 
ibia.

^  Ibid., p. ffl..
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des Deiuc Mondes (Tome 5> PP» W»-56). Doumic found that a play was 
meant not only to be recited and heard, but also to be acted and 
seen. Since the costumes and ddcor used in Racine’s time did not 
warrant the continuous attention of the spectators, Doumic contended, 
it had to be another element that riveted their eyes to the stage. 
Racine’s style created its own d^cor, which was complemented by the 
facial expressions his interpreters used, exposing and expressing 
the innermost feelings and states of the soul of a character. 
Referring to the best-known and most often cited passage in the 
play, Doumic explained the importance of the facial expression in 
interpretat ion.

Mithridate feint d’etre dispos^ Il unir Monime k 
Xiphar^sj et celle-ci, tromp£e au pi£ge, avoue 
ingdnuement qu'elle aime le jeune homme. C'est 
alors qu'un changement de visage de Mithridate 
lui r£v£le la ruse a laquelle elle s'est laiss^ 
prendre et lui fait aussit6t mesurer l'^tendue 
de la faute qu'elle vient de commettre. Ce 
fameux "Seigneurl vous changez de visage" est un 
des plus saisissans effets de th££tre, comparable 
au "SortezJ" de Roxane. II contient la condemna­
tion de Xiphards livr^ par qui? par celle qu'il 
aime et dont il est aim£. II est en outre le 
point de depart d'un revirement essentiel dans 
le rfile de Monime. Car ^usqu'ici nous n'avion3 
vu en elle qu'une touchante heroine de la re­
signation. Pour obeir It la raison d'Etat, pour 
se conformer It un engagement que d'autres avaient 
pris en son nan, elle consentait It refouler son 
amour dans son coeur et It jurer au roi un sennent 
de fid£litl qu'elle aurait tenu. Maintenant, 
outrag^e, elle se refuse It faire un sacrifice qui 
serait non plus celui de sa tendresse, mais celui 
de sa digniW. Son caract^re se d^gage et se 
precise. Elle devient le type de l'honn£te femme, 
qui sait ce qu'elle se doit It elle-m&ne, et aussi
ce qu'on lui doit, et chez qui la douceur s'achdve 
en fermeW. 210

Doumic, p. ^52.
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Thus, he summed up, the facial expressions provide a d£cor, and are 
at one with the action of the play. Since the indications for the 
play of the features are an integral part of the text, they must 
never he overlooked. Doumic objected to Mile Clairon's contention 
that she had ’invented a certain manner of saying a passage,' for

219Racine, he said, "ne laisse pas tant de liberty a ses interpr&tes."
He continued:

C’est peut-£tre ce qui rend ses pieces plus 
difficiles k jouer: il ne s’agit pas ici
d’inventer; il faut comprendre. Un acteur ne 
devrait pas aborder le repertoire de Racine sans 
s’£tre d’abord enquis des proc^d^s d*expression 
tr£s particuliers qui seuls y sont de mise.
. . o la trag^die de Racine n’admet pas la de­
clamation, veut une extr&ne sobrid't̂  de gestes, 
et surtout ne doit pas £tre r^citee comme on 
fait de beaux vers destines & £bre dits. . . .
Mais il n'est pas indifferent que la critique, 
en rectifiant les erreurs du public, y r^- 
pande un courant d’opinion auquel il faudra 
bien que l’acteur se confonne puisqu’il ris- 
querait, sans cela, je ne dis pas de trahir les 
intentions de Racine, mais de manquer l’applau-dissement.220

Returning to the Annales we find only a few notes regarding the 
cast for the performances of Mithridate in 1900, but no critique. 
Whether the reviewer whose remarks were recorded for 1902 (December 
21, to be exact) was the same as the one for 1888 cannot be ascer­
tained, but the commentaries for both years have some striking simi­
larities. Albert Lambert played Xiphards on both occasions, but the 
earlier Phamace was Dupont-Veraon, while the later one was Leitner; 
yet, in 1902 the descriptions of the interpretations of both r&les

Doumic, p. 5̂5•
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are, in part, practically identical! Silvain was said to bring to 
the rfile of Mithridate the authority customarily his in the inter­
pretation of tragic figures, and Mme Silvain, appearing as Monime 
for the first time, "se faisait tr£s favorablement apprebier.

Bae year 1903 brought three performances of Mithridate to the 
Can^die-Franpaise, and four to the Od^on. Five years passed before 
it was again performed at the Com^die-Franpaise, only once, to com­
memorate the 269th anniversary of Racine’s birth. 3his performance 
featured the triumphant return of M. Silvain (after having withdrawn 
his letter of resignation), and mitigated triumph for Mme Silvain.
The critic for the Annales wrote:

. o . notre eminent confrere du Temps reconnatt 
qu'elle a traduit les sentiments de Monime et 
r^alisd' sa physionomie avec beaucoup de mesure, 
d’intelligence et de distinction. On a appr^- 
ci4f au troisi^me acte, la sobrî tfe de son jeu, 
son Emotion concentrde et p^n^trante. On l'a 
moins gofltee au quatri&me, otX elle a un peu 
cri^. Mme Silvain n'est pas encore la Monime
rfiv̂ e, mais elle y p r o g r e s s e r a . 2 2 2

Between 1909 and 1916 there were only seven performances of 
Mithridate preserving, with one exception, the same cast throughout; 
for these years only statistical notes were given about Mithridate 
in the Annales. (1916 was the last year covered by the Annales.)

The next performances, in 1918, again featured the same per­
formers in the four principal rfiles. In the performances of 1920,
Maxime Desjardins assumed the rfile of Mithridate, and Mme Segond- 
Weber that of Monime. G. Boissy, writing on July 13, 1920, com-

221 Annales, 28e ann^e, p. 8 .̂
222 Annales. 3^e ann^e, p . 115.
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merited that he saw Desjardins portray Mithridate as a warrior whose 
"being was consumed far more by the hatred of the enemy than by love 
for his chosen queen.223 Descotes points out that Desjardins stormed 
about the stage, his bitterness and anger vented in rude outbursts. 
The polarity of the character was practically nonexistent in his 
interpretation.221*" Referring again to Boissy (commentary of July 16,
1920), Descotes notes that Mme Segond-Weber did not succeed in keep-

225ing the physical and moral self-effacement necessary in her r<5le.
In 1921, Armand Praviel began his article, "De 1*interpretation 

226des classiques," with a discussion of why the (seventeenth-cen­
tury) classical theatre was so rarely represented at the Comd'die- 
Franpaise at that time. Primarily, he said, actors were influenced 
by the opinions of scholars which held that these classics were 
meant to be read, but not performed. Praviel felt, on the contrary, 
that "le drame est fait pour le th^fcre, . . . et ce thlfttre doit 
Stre un vrai th^Qtre, avec toutes ces ressources scdfciiques."22? 
Performances in which the tragedies would be treated purely as 
literature, and thus rendered lifeless, were to be avoided at all 
costs. Instead, these plays deserved being acted, as any other 
theatre piece would be. The difficulty in achieving this lay in the 
very traditions that had developed around the interpretations of the

223 Descotes, Les grands rfoLes, p. 119.
Ibid.

225 Ibid., pp. 126-27.
22^ Praviel, pp. 96-120.
227 Ibid., p. 98.
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classical plays. Having grown staid and inflexible for the most 
part, these time-honored interpretations, combined with same newer 
ideas, often made a performance "quelque chose de bizarre, de faux 
et, la plupart du temps, de mortellement ennuyeux."22® lacking the 
support of visual effects used in most other plays, and being largely 
at the interpretive mercy of the individual actors, the classical 
play usually suffered. Such a play, Praviel declared, required a 
staging which in itself called for study, taste, and thought. It 
was the text that had to be illuminated; the text had to be the 
point of departure, not a nearly forgotten element in the production, 
overshadowed by the search for "effects."

One of Praviel’s solutions to the problem, admittedly easier to 
suggest than to implement, was to apportion r&Les in such a way as 
to have the age of each character more accurately reflected in his 
interpreter. Due to the system of advancement inherent in the the­
atre, the star perfoimers were usually too old to portray the young­
er heroes and heroines in completely convincing fashion, wigs and 
costumes notwithstanding. Often much of the meaning of a r&Le was 
lost if the actors were of the wrong age.

Another major area of concern that Praviel discussed was that 
of costuming. Two schools of thought existed here. One said that 
"notre tragd'die classique, sous des nams grecs et romains, ^tudie 
simplement l ’̂ temel coeur humain dans le d^cor de Versailles."229 
For that reason it was considered pointless to attempt to bring in

22® Praviel, p. 98.
229 Ibid., p. 102.
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local color (itself absent from the texts) through the costumes. 
Partisans of this theory thought it more appropriate to garb the 
protagonists in the style in which the classical plays were origi­
nally presented. This, argued Praviel, would make venerable museum 
pieces of them, seen by the public only out of curiosity, and would 
serve to further reduce the genuine interest that it was hoped would 
be generated.

The second view was that historical accuracy ought to be ob­
served in the costumes. To avoid possibly strange combinations of 
costumes due to the tastes and preferences of individual actors, the 
selection of costumes was always to be left up to the person charged 
with the staging. It was to be the job of the actor, however, to 
seek to bring out all the historical flavor inherent in the play.

In short, only with proper costuming and with respect for the 
text, both elements set in a unified context by the metteur en sc^he, 
could there be any hope of restoring the classical tragedy to its 
rightful place among the masterpieces of dramatic literature that 
could and should be viable and meaningful on the stage in any era.

It seems that by 1935 moves had been made in that direction 
for Mithridate. Emile Mas, writing for la Presse on January 14,
1935 about the January 10 perfoimance, pointed out how Albert- 
Iambert’s costume and bearing played an important part in his inter­
pretation of Mithridate:

Albert-Iambert a compost une magnifique figure du 
vieux roi; avec sa large barbe blanche, ses 
^pais sourcils noirs, sa longue chevelure rejet^e 
en arridre de'couvrant un large front, il a vrai- 
ment l'aspect d'un superbe personnage de 1’Orient, 
alliant une fidre distinction d une sorte de bar- 
barie qui se manifeste par des Eclats, des gestes,



des mouvements violents aussitfit reprim£s; il 
porte avec une aisance ^tonnante le lourd et 
riche costume de Mithridate; bref, il doxme 
d£s son entree, avant metae d’avoir prononc6 un 
seul mot, 1*impression d'un grand chef. Et il 
joue le r<Sle avec une rare ma$trise et une Emotion 
profonde, d^taillant le vers en virtuose; Mith­
ridate tel qu 'iilbert-Lambert le pr^sente est 
effrayant et pitoyable. Enfin, le brillant tra- 
g^dien conserve cette qualite qui, h^las, tend 
et dispara£tre: la dignit^ de l’attitude,
de la ddinarche et l’̂ l^gance de la parole.^30

Almost three years later came the reprise of Mithridate which 
was staged by Jean Yonnel, who also performed in the title r&Le.
On that occasion, the lavish costumes designed by Mme Marie-H&lne 
D a s W ,  231 and M. Louis Sulk’s d^cor of a comfortable palace, were 
apparently quite a departure from the earlier settings for Mithri­
date. If one is to judge from the literary, operatic, artistic, and 
historical references made by the critics ei propos of the costumes, 
the latter in particular seem to have been somewhat removed from 
antiquity, and mixed in style. The d^cor, Robert Kemp felt, though 
airless, was also too pleasant for what it should have represented. 
(See Figs. 18 and 27.) It lessened the potentially stark contrast 
between the gentle Monime and her ’barbarian' surroundings. Yet, 
said Kemp, Yonnel made the best of the ddcor in his staging, and 
observed the unity of time.232 The beginning of the play coincided 
with daybreak, when burning torches were extinguished, and evidence 
of a sunset marked the end of the day as well as of Mithridate's 
life at the conclusion of the play.

23° Champion, III, 186.
23'L Mme Dast^ is the daughter of Jacques Copeau.

2^2 Champion, V, 206.



Fig. 27

FRODUC-TIOIf: FLOOR

Courtesy of "Les 
Collections de la 
Com^’die-Franpaise

DRRPERIE MOBILEDRAPERIE MOBILE



16k

co

i£ $4

| u  -e^-s

TT- ■* H  \ '

M l



JO —  MITHRIDATB

765

ACTE III ( l )
ScfcNE pREMifeRE. —  M IT H R ID A T E , P H A R N A C E , 

X IP H A R iiS . ,
f OMITHRIDATE.I

755 Approchcz, mcs enfants1. E nfin  l ’hcure est venue 
Q u 'il fau t5 que mon secret delate5 & vo trc  vuc.
A  mcs nobles projets je vois to u t conspirer*;
I I  nc me reste plus qu’a vous Ies declarer/J )
Je fu is 'W  ainsi lc  vcu t la fortune ennemic.

76o M ais vous savcz trop bicn l ’h isto irc dc ma vie 
Pour cro irc que longtemps soigneux11 de me cacher, 
J’attcadc en ces deserts7 qu’on me vienne chercher.

• L a  guerre a scs favours®, ainsi que ses disgraces.
D e jii plus d ’une fo is, retoum ant sur mes traces,
Tandis que l'cnncm i, par ma fu itc  trom pc",
T e n a it aprcs son char10 .un vain11 pcuple occupe, '
E t, gravant en a ira in  ses freles13 avantages,
D c mes Etats conquis enchainait les images,
Le  Bosphorc m ’a vu, par de nouveaux apprets,

770 Ramcner la te rreur du fond de ses marais,
E t, chassant les Romains de l ’Asie etonnce13,
Renverser en im  jo u r l ’ouvragc d ’une annce1*.
D ’autrcs temps, d ’autrcs s o in s /f|L ’O ricn t accabld 
N e  peut p lus soutenir leu r e ffo rt redouble.

775 I I  v o it p lus que jamais ses campagnes couvertes

t. /fcprocAcr, m a  e n fa n lt.  V a r .  ; a^Venex, princes, renez. • La correction de Racine r f r i lo  
m ieux le c a n c ttre  d in im u li de M lth rida te . Comparer ce ddbut de sefcne arec Rodogune, ( I  I ,  l i t ,  
c t B n ta n rd c ia . IV ,  II; 2* Q u it fa u t fau t; 3 , E c h te  : k  manifeste de fagon brillante,
M ith rid a te  a d d ji  psrld  deux f o i l  dc sen dessein; 1  ComCtrer : concoorir, c tre d 'accord; 5,Jt 
ftsx. Aveu p lein de fieri £. C f. le  P ortrait d ’frnr/e (Grand C o nd i) dans La  B ru yc re jfi. Sdsnaix t 
aouaeux: 7 . E rt c a  dteerlt : la Q ierscncseTaurique, q u i i ta it  une rd jio n  ddsertique; 8. La  
goematafcteun... C f. R iva ro t:  « L a iu e r re  est le tribuna l des r o i i  e t les v ictories sentses 
arret* •; 9. P e r  me f e l t /ror.pd... Plutarque d it. en eflet, dam  U V ie  de Pompde, cue M ith r i-  
date i ’a i t  p lus d iS c ile  k vaincre quand i l  horait que quan'i il ccm batta it; 10. T ena it cp re  
*on ehar̂ . D a m  ces tro i*  vers i l  a’agit des triomphes roma:.-> He cha r est !e char des triom - 
pLa leun : ro irc & i est Kalratn des tables s tir iesquellcs on fr» ' t Its  n 'cto ire j et qu 'on  diposalt 
au Ca p it ole. Les ir-.csa enchalniex *ont les a ta tuesperso iuv.jn t I n  nations aoumises e t ics 
Sevres conqu i*); 11. V e in  ; id q ui n*a paa dc fond, d ipou rvu  de valeur ou de s lr ieu x  Gatin 
vnn-js : r id e , d ’ou m m  fonJrm ent). C l. Cayrou. op. d f . ;  12. Frila. Sens itym o lo fiq u e  : fra- 
d ie *  ( / re ji iw ) ;  13.iT/onnee. Sens /tTm olesique: f ra jp ie  comme par u n  coup detor.nerre (erfo- 
nare).* 14. Rcnrcner a t  an /out raa'jrafeiTtm* nr-j+ • -----------  ••
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5 8 MITHRIDATE
MITHRIDATEî

Ah! c est oil je t ’attends1. 
970 T u ne saurais partir, perfide, et je fcntends.

Je sais pourquoi tu  fu is l ’hymen o il je t ’envoie :
II tc fache’ en ces lieux d’abandonncr ta proie; 
Monime te rctient. Ton amour crimincl 
Pretcndait l’arracher a l’hymen parrrnel. ^

ilvi-liaxsieur uontJ tu sais que je raijcsJicrefacg^]•m;  c---- '̂urerifie'attachce,
niste conn-our n ’rm r pn r ’ in rim u lrfr--— I. 

(IJ T ra itrc , pour les Romains tcs laches complaisances* 
930''N’etaient pas k mcs ycux d ’assez noircs offenses :

I I  tc  m anauait encor ces pcrfidcs amours 
Pour ctre le supplice7 et 1 horrcur* de mes jours.
L o in  de fe n  repentir*, je vois sur ton  visage 
Que ta  confusion ne p a rt que de ta rage :

965I I  te  ta rdc10 dejk qu’cchappe de mes mains
T u ne11 coures me pcrdre e t me vendre aux Romains. 
M ais avant que15 p a rtir, je me fe ra i justice ;
Je te  l ’a i d i t ^ -]

SctKE II . — M ITHRIDATE, PHARNACE, 
XIPHARfiS, GARDES.

MITHRIDATE. •
H o li! garde[hj Du’on le  saisisseLSTj 

O ui, lui-m em e13, P lum ace^A lIezjto ’t de ce pas**
990 Q u’enferme dans la to u r on-ne le qu itte  pas.

1. C a t ou je t ’a lte rx h ; c*eat lique je t*attends (emploi frequent de ou *u XYH* iikele). Cf. Bc/airi (I. ill): « II ne faut plus qu*un pas. mats c*est ou je I’attenda •; 2. I I  I t  fa ch e . Tour- 
cure imperacnnelle (tu a  fichi). 11 : ceU (emploi limit* sujourd*huj 4 des cxpresj'ons 
cocime: il eat rrai). Crrte expression, eon me U pr*c*dente, donne aux paroles de Mithricate 
tin tour fimilter et quelque peu brutal; 3. D o*it .* aveo Uquelle; 4- R a h e r th ie . Reckercker * 
aotmni. au xvtl* liccle, le sens de ■ Ueher d’obtemr IVItiance d*uu peuple ou d’un toi • W. 
plus Haut M U h ri- Ia le , r. 891), ou • reckercker uoe fille en mariacc. * Cf. Ipfiige'nie, r . 23 et/e 
Afcncje /crt*(U). Cf. Cayrou; 5. D * i&  : se rapporte 4 m a  couronne a ttc c h ie (il a’ae-.t tou- 
youradu bandetu royaJ); 6. T o  Id c h a  co rr.p la itanea : tens plus fort su XYlt* sikcie. Cf. Moliere. 
i*Mucdkrepe(ll,v). «Lesmclle*complaisances* 7, L e s v S ilic e  :ce mot n**tait pas us* au 
XVli* siede et n’arijt pu un sens wtsibii ccmme aujourdhui; 8. U h s n c i r  : I’obiet d kor- 
f*or. Cf. B n la r r dcia (1, l) j • Les di.’iees de Rome en dednrtnt I’horreuf •: 9. L o in de f en 
irpguir̂. Cette construction ne tersit plus correete auiourd'hui (sujets diftirtnls dsns les 
deux propositions); 10. I I  I t  tc rz c . Cf. plus keut: il te facke; 1 1 , N e  : id explitif. Friauent 
ta xvu* titcls. Cf. Ib h tf ira e ,  r . 673; 12. A v c n t  e v e : tvxnt de. Rsdnedlt ̂filement ci'anfcue 
Je (VaureJts arait d*jl condemn* avant roe. toujour* employ* pourtwt per Corneille et 
Racine); IX O u t, Za'-evme. Cetu imiitance marqut limitation de* r*rdes, qui prip*re leuf prockaine tniuaeo; 14. D t  ce pas, depend du psxtidpe e n fe m i.
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ACTE III. ScfeXB I V  —  59

PHARNACE
H i b ic n ! sans me parcr1 d ’une innocence vaine, ■
H est v ia i, m on am our m drite vo trc  haine.
J’a im e: l ’on vous a fa it un  fide le  rc d t.
M ais X iphares, Seigneur, ne vous a pas to u t d it.

995 C’est le m oindrc secret5 qu’i l  pouva it vous' app rendre :
E t ce fils  s i fiddle a du vous fa ire  entendre 
Que des m im es ardeurs d is  longtem ps en flam m i,
11 aime aussi la R eine2^t m im e  en cst a im d*.^ $ J

SchtE  I I I .  —  M IT H R ID A T E , X IP H A R feS .

XIPHASts. N
Seigneur, le  croirez-vous* qu ’un  dessein s i coupable... 

MITHRIDATE.
iooo M on fils , je sais de quo i votre fr ir e  est capable.

M e preserve le d e l dc soupfonncr jam ais 
Que d ’un p rix  si crue l vous payczs mcs b ien fa its,
Qu’un fils  qu i fu t toujours le  bonhcur de ma vie  
A it pu pcrccr ce cccur qu’un pcrc lu i con fie ! 

loos Je ne le cro ira i po in t. A llc z  : lo in  d ’y  songcr,
Je ne vais desormais Denser qu ’i  nous venger.fo  >

ScfeNE IV . —  M IT H R ID A T E , sad.

Je ne le  cro ira i po in t?  V a in  cspoir q u i me fla ttc !
T u  ne le crois que tro p , m alheureux M ith rid a te *.
Xiphares m on riva l?  e t, d ’accord avee lu i,

/5 X a  Reine aura it ose me txom pcr au jourd ’h u i7?
Q uoi? de quelque cote que je  toum e la  vue,
La  fo is de tous les cocurs’  est pou r m o i disparue?
■Tout m ’abandonne a illeu rs?  to u t m e tra b it id ?  H
Phamace, amis, m a itrc s s ^ ^ t to i, m on fils , aussi10? '

1. 5cm r r t pcrer : uns fere par»de; 2. L x md n J r c  te c r d  ;  le c»»ndre t?e» secrete; X  E t eij 
n in e en a t  eim £. FKjutucc qui sc wolt tniu per XJpharfct Unce ea pcrtent ce dcmltr tndt. 11 
m ptrtitra plus »uf U seine; 4. L t croiVcx«cocA Le pronom nevtre I t reprisente ct anraonee U 
P»̂P«;tJon complddvt qui n suivre (qui »*rr* id irachofe) J toumure Is line; &./>epce rpctf 
P»jitx (c*esl ud njtjoncdf traia dans les editions sndenncs i'l cst d*ordin*ir* c&i sux deux 
J»erjerca personnel du pluriel de nmpsnait de 1‘incicŝ f ct prfacnt du subfsoctiO; Z » M a i*
r̂erear M ith rU a tc . L* jslousie da MitKridste pcut ttre cocr.p*/<* ivrc ctile d'Oromem,

C d r t (L y); 7* A iz 'c s z r fh iL Firce que c? four men* 3 • dorun£ 4 XIpLsrcs one a r s t jo a  6 a h1C\
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Je veux Iaisser1 de vous jusqu’ i  vo tre  m em oire.
A llons, madame, a llons. Je m ’en vais vous u n ir.

MONIME / 'J  ..
P lu to t de m ille  m orts dussicz-vous me p u rn r!.

MITHRIDATE.
1095 Vous resistez en va in , e t j ’entcnds vo tre  fu ite 1.

MONIME.
En quelle extrem ite, Seigneur, su is-je reduitcM  
M ais enfin* je vous cro is, e t je ne pu is penser 
Qu’& fe indre si longtem ps vous puissiez vous fo rcer.
Les dieux me sont tem oins au ’i  vous p la ire  bom 6c*,

1100 M on ame i  to u t son so rt s’e ta it abandonnce.
M ais s i quclque faiblessc ava it pu  m ’a la rm er', <
S i dc tous ses efforts m on cccur a du  s’arm er,
Ne croyez p o in t, Seigneur, qu ’auteur de mcs alarmesT,  
Phamace m ’a it jamais coutd les m oindres larm esV "i. ) lias Ce fils  victo rieux que vous favorisez,
Cette vivante image en q u i vous vous plaisez,
C ct enncm i de Rome, e t cet autre vous-m em e,
E n fin  ce X iphares que vous voulez que j ’a im e '...

M ITHRIDATE./ J )
Vous 1’aimez?

M O N IM B ^ tr^
S i le  so rt ne m ’eut donnee h vous,

1110 M on bonheur dependait dc 1’avoir* pou r dpoux.
Avant que votre am our.m ’eut envoye ce gage,
Nous nous a im icn /fT S e igncu r, vous changez de visage10.

L Je vcax ta iixe r, sern fort: >e vcux perdre Jusqu*1 votre souvenir (»u xvu* alieJe. te ia e r  
l»ae ; pcfdrr U.rit Ip fag& rie , V, Vl); Z .J 'c n te rg L oo/rc/tcfe : je compreods vo* fiua-furanta, 
*v» diteur*. F a t e  : feinte, dftour. Cf. Pascal, l a  P r o v in d a la .  * Vous nVcKapperei pai per res 

•: 3. E n cvt//< e i t r t r d t i , sct/neur. rn'j'/c r t d a le  : on diialt alor* rfduir* d. deni et en. CL 
Ccrnsitle: Exam en da ■ Afctle u r »: * J*«J ticbi de le rfduire i no* uufti et dan* not rtf'cs. •; 
tE r jn ; lit 5n; S.S e m ite  : bonucr.t tous mes dfsir* I eelia de vous plxire. CL U Ctd (III* 
*0: »N’e Irome p*» ta sfoire I ren/er un ei?tont»; 6. f t f e 'e m e r ; alarmer ma vertu. mon send* 
**"it du devoir J 7. A la rm cx  : trouble (* tymoIoaiQuement 1 {motion causle par lea «nncTru»)j 
~ Q«** povs rooI t x qut f d n e *  Monime. en avcuant aoq amour, xnUt. avec beaucoup d'babiteti. 
• avoir aim* XipHarea, son fils prif£r<. Qua pour camplaira 4MidindaU: f. D ip a ^ ia i l  de 
Icaar. Conitructloa vieiUI* (ell« a ̂ pslement 4Eti employee per Ccmellle)* LWb< Ou Bo* 
W-iP-esicwu c r i i i s v n t v r  le  p e tite cf le  p d rJ a re ) recant* qua Radnt iru't appns 4 la CKampmcaU 

I*rotr en prononcant ces vers: * Si U aort ne ta*eutdoanf* k vous-.. * ctijetcr 
ccc* un or cTanjouse: ■ Seimeur, vous cKacprxd* visapv*; 10. V ccx cAcrje* dc cue/e. 
“̂ rmlcô souveit empJoyfe par Radnc (Bri/cnnicus, II* ill. I*tT; I p H t i r i u  IV*
{■ L abb4 dc La Porte {A n e z d e ta  d re s r .s liz v n ) recant* Q*je I’acte-uT Beaubcury, qd 

MltKncste, <ult trH laid* qua rad Jt̂ onime (Mn* Leccwvrrur) Its dit cela.oo crU du pa/- G\CD

C.i



86 —  MITHRIDATE

S ctsE  V. — M ITHRID A TE, MONIME, XIPHARfcS, 
ARBATE, ARCAS, _

GARDES, qui souliermcnt M ith rida te^  ̂  ) 
MONIME.

Ah! que vois-je, Seigneur, ct quel sort est le v6trc!
MITHRIDATE.

Cessez c t rctenez vos larmes l ’un e t l ’a u tre /j,J 
(M ontrant X ipharis i)

M on sort de sa tendresse e t de votre am id£l  
K50 V cu t d ’autrcs sentim ents que ecus de la p itie ;

• Et ma g lo ire , plutot digne d ’etre admiree,
N e d o it p o in t par des p lcurs ctre  dcshonor£e.
J’a i venge 1’um vcrs autant que je 1’ai pu :
La m o rt dans ce p ro je t m’a seule in terrom pu.

1655 Ennem i des Romains et de la tyrannic*,
Je n ’a i p o in t de le u r joug subi rig n o m in ic *;
Et j ’ose me fla tte r qu ’entie  les noms fameux 
Q u’une pare ille  haine a signalcs* contre eux,

' N u l ne le u r a p lus fa it acheter la v ic to irc ,
1660 Ni de jours m alhcurcux* plus rem p li leu r h isto ire.

Le  d e l n ’a pas vou lu  qu’achevant m on dessein*,
Rome en ccndrcs me v it cxp ire r dans son sein.
Mais au moins quclque joic en mourant me console : 
Respire environne d’ennemis que j’immole;

1665 Dans leu r sang odieux j ’a i pu  trcm per mes m ains;
E t mcs dem iers regards o n t vu  fu ir  les Romains’ . •
A m on fils  X iphares je dois cette fo rtu n e *:
II epargne & ma mort* leur presence importune.

I.A n U i i : tmnii, affrrdc'n; X D a  R o n d r j  d  i t  te  tu r ttK o e ; dc li tyrannic des Romains: 
1. _ I g r u r v c t . A comparer avec le M it h n ic t e de La Calprenide (V. t) ;

* Rooe, & qui je dtii un *uperbc omement
Nc Terra vaincu que par mm settlement.

4* A MgnaSb : rendu* remarquatlea, fait renarquer. Cf. La Rochefoucauld. Maxines, 235 * 
• Ncua nous eor.sclons al»4m<nt des dlsn»ces dc not amis. lor\qu*elles tcrvcnt 4 siftulcf 
notra tendrwae pour eux. • (Cf. Littri: sicnaler 5"): 5. Jours mafteuresx. U s*apit des joutt 
rtfutrt (crux qua lulcni nsarquf* 4 Rome par le souvenir do quclque prande difaile) ou 
tsvtn lea a£aires cruairnt; &. Aehevcnt non casein. Construction aiyourd*hui irrdrutiert (« 
rapport* au eoroplfment direct nc); 7. Et ma dem'm tejcrit ccj re far la Ramcins. Besa 
Terv pldn dlvarircm et cTampIcur qu*on a rapproebi (M. Mtdan) du famous vrr» dc Heredia 
(A n lc irm  t£ Ci&'pi.’rx) i « Tout* unc raer immense ©6 fuya.'cnt des caJtrc* *,* S. Ferits* : id 
baiard tirima, chance. Cf. Oteftbmarc cj rXcoddme, 1694: • 0  ne manque pas dc m^nU 8*1* 3 b*a pa* da fortune m art : 4 m  mourant (mat abstrsit renplacxnt un nets
dc pcrscsneX • .

Jt ' a- t-iCCLvJ/f
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83 —  MITHRIDATE
Fiez-vous aux Romains du soin dc son supplicc1.
Mais je sens afiaiblir* ma force et mes espnts3. .  . 
Je sens que je me mcurs. Approchez-vous, mon filsJ > 1 

i«5 Dans cet embrasscmcnt dont la douceur me flatted 
Vencz et rccevez l’amc de Mithridate3̂ 1 i . ' j

MONIME.
H expire.

x ip h a r £s .
Ah! Madame, unissons nos douleurs®,

E t par tout I’univcrs cherchons-lui des vengeurs./hf \

1* ffur. Le Partbe. qu*Iti gsrdaient pour triompKe demler,
Seul encor sous le jcug refuse de pljer:
Allex le Joindre. Alter chez ce people indcrnptsblo Pertrrdemon debris le rote rcdoutabie.
J*espire, et je m*tn forme un'prdsaje certain.
Que leurs champa btenheureux botccnt le tan* remains 
Et, s| queique rcnaeance 1 ma mort est promise,
Que e'est i leur vaieur que te del l a remise.
(Mils je sens—.) (1673).

Ce* Ten qui pre!onjea!ent ficbeus«nent cette aycnie c?£ji lonpue ont tuppnmls per 
Radrte; 2. A f iciJftr : a'aftaiblir; X  ; sens, sentiment; 4> F fa lte .* cbarmo (cf. Cayrou:
<ee dit en particufier de tout ce qui adoucit urve peine, apaiseun chagrin.» <DtcficcndredeL4co» 
d£rae. 1654 ; * Flatter ta dctdeur : adoudr le sentiment de u  douleur, s V, H o ra ce , t. 71);
S> L ’ i f n t  i t  M iih f td a le . Ce vers rappelle deux pass&ses de Ytrcile (IV, 652 et 684-685) t 

A c d p t le  he n c  a w a n . ^

E x itc rs a  t i  qzot super haU tu* crrcf.
O r* fcrcm.

C  U ta s u n nee docfam. Ce nest U qu un souhiit et nous 0 9 scmoes pu B x i*  r ic H e m e s t  •urJesoctdeXlpkrtsctMocsnM. f

*&

H/9 tv l/T

X̂ajCsvJt’ » , .

iK £t. *^ZiLL y-Cn-« V’Ue^^Xtt .
IV̂A <?£vUUtA>

f' M v r  II bc-u.JUi*- ^

j j r  >< W L^T e^C tr caT  oT

CU/vt\7<> -  h  c r v ^ o ^ L / j^ w iL -

/jdoA/a .
t<C CC'A. ‘

ftvA ttvo- f” pcLw ■ 0AA. — «'(■£'}
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^  N t j O w w b ,

Uwr*- "> Cl—</ AtiuTLL
W  V . T W V ^ 1*^



171
In this production, the various characters were conceived of 

as being very much of flesh and blood, not models of Greek and Asi­
atic statuary reciting poetry* Yonnel’s staging called for much 
movement, particularly in act III, Scene i, when Mithridate’s dreams 
of conquest animated him, and this was criticized by Bnile Mas* He 
called it "’un chass^-crois^ insupportable.'"233 He also did not 
approve of the use of a shield rather than a stretcher for carrying 
in the dying Mithridate. Champion preferred neither, pointing out 
that Racine's text refers to guards ’supporting' him as he enters, 
not actually carrying him.231,1 Despite the various criticisms of the 
costumes, de'cor, and staging, the 1937 (and 1938) performances were 
quite successful due to the interpretations of the characters, par­
ticularly that of Mithridate.

Unlike his predecessors, Yonnel did not emphasize one side of 
Mithridate’s character at the expense of the other. Both the polit­
ical figure and the lover emerged. He was not a barbaric ruler 
totally preoccupied with war, nor was he the smitten old fool whose 
loss of Monime was a foregone conclusion, but he did have a certain 
superiority which Yonnel underscored.235 in Yonnel's view, Mithri­
date could have been a plausible rival of Xiphares for Monime's love. 
And for the first time, this is how Mithridate was presented on the 
stage. Kemp saw him as "'un heros subtil, un M^dicis, un Borgia, 
dans la force de l'eige, ’ "23^ ancj Pierre Lievre wrote in Le Jour of

233 Champion, V, 207.
23^ Ibid.
23-* Descotes, Les grands rSles. p. 121.
236 Champion, V, 208.
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December 21, 1937 that "'la passion gronde dans son atae subtile et 
chim^rique. L'hamme du paufrage £Levd~ apparaft dans sa majesty fou- 
droyee, et l'analyse que fait Racine des complications de son tme 
s'expose avec lucidit^ dans son infini detail.* "237

Yonnel*s particular conception of the r<5le heightened the 
dramatic tension in the play and integrated the contrasting aspects, 
the complexities of the character into a unified whole. Although 
the outcome of the play was not obvious at the outset, Yonnel devel­
oped his character in such a way as to make him psychologically 
credible throughout. He used Racine's creation to forge his own 
figure. In order to complete his own conception, he absorbed the 
details the dramatist provided, and then gave to the audience an 
interpretation that showed his understanding of the text and upheld 
the feasibility of delineating the character in his particular way. 
His diction, it was said, illuminated the verse, revealing all the 
inherent musical beauty of the lines and the 'hidden* ideas they 
contained.28®

Marie Bell's interpretation of Monime was both lauded and cri­
ticized. On the basis of the report appearing in le Journal on 
December 21, 1937, Descotes wrote of Marie Bell: force de vouloir
paraftre sobre, pudique, elle se vit reprocher par certains de 
n'Stre que froide."28^ Lidvre found that "’Marie Bell, dont les 
princesses raciniennes sont toujours remarquables, montre une Monime

^37 champion, V, 207-08.
288 Ibid., p. 208.
239 Descotes, Les grands i&Les, p. 127.



qui n'est inegale ni £ sa Junie ni k son Aricie, et exprime toutes 
les biens^antes d^licatesses de ces figures et dit admirablement 
les beaux vers qu’elles prononcent, 1 "2̂ -0 an(j Antoine thought she

okiwas "'une amoureuse bien contemporaine.*" Mas, however, although 
finding her a 'touching* Monime, felt she had not yet fulfilled her 
potential. Kemp elaborated on her vocal delivery, calling it still 
"*une recitation,'" and somewhat monotonous. He continued: "*le
sentiment est juste; la pens£e apparait. Mais les nuances manquent 
de vivacity. Telles les couleurs d'un prisme qui, mollement agit̂ , 
donne du gris.*"2l*-2

For critiques of the performances of Phamace, XipharSs, and 
Arbate, we rely once again on Antoine, Li£vre, Ma6, and Champion.
De Rigoult, as Phamace, was considered to be "de premier ordre" 
by Champion, 2̂ 3 and, according to Antoine, showing "'plus de force 
et d’autorit^ que d1 habitude.1 "2^  in January, 1938# when Phamace 
was played by Jean Martinelli, the latter was judged as "tr6s k sa 
place" by Champion, with Mas wishing for "'plus de v^hdmence et 
de ferocit^ dans les demiers vers de son r&Le.*"2^  Vidalin was a 
Xiphares "de superbe prestance."2^  Balp^tr^, as Arbate, "'a magni-

2li0 Champion, V, 209.



17^
f iquement dit le grand r^cit qui pre'cdde la mort de Mithridate, * "2̂  

according to Li4vre; Antoine concurred: "1Balp^tr^ s'est fait
applaudir dans le grand r^cit du Ve acte.1 "2̂ 9

After the four performances of Mithridate in 1938, the play was 
not presented again at the Com^die-Franpaise until 1952, when the re­
prise was staged anew by Jean Yonnel, who retained the rfile of Mith­
ridate. He did make certain changes in the mise en sc&ne. In some 
scenes more action accompanied the dialogue, in others it was more 
restrained. In sane dialogues there was evidence of a shift of em­
phasis: sometimes the character being spoken to reacted at a dif­
ferent point in the monologue, or in a different way; sometimes 
the speaker underscored different passages in different ways.
Yonnel may have remembered the criticism of too much movement in 
Act III, Scene i of the 1937 version, for in the 1952 production it 
was much reduced. Also, certain cuts made in the 1937 version were 
reopened in 1952.

2he mise en seine alone cannot reveal fully the interpretation 
given each of the r&les, and the contemporary critiques (newspaper 
reviews, most likely) are unfortunately not readily available as 
primary reference material. At some points the stage directions 
clearly showed an observance of Racine's lines: words and actions 
were at one; at other points, the motivations for the actions were 
not superficial, but were derived from a deeper conception of the 
rSle: this is what such a character could be expected to do in such

2l&  Champion, V, 209.
2l*9 Ibid.
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50 —  MITHRIDATE
ACTE III I ' j

Sc e n e  p r e m i e r e. — MITHRIDATE, PHARNACE, 
XIPHARES

m i t h r i d a t e / ' I  )
755 Approchcz, mcs cnfant^'3 E nfin  l ’hcurc cst venue 

Q u’i l  fa u t1 que mon secret eclate1 & votre vue.
A mes nobles projets je vois tout conspirer1;
I I  ne m ercste plus qu’a vous les declarer.
Je fu iss : ainsi le veut la fortune enncmie.

760 M ais vous savez trop  bien 1’histoire de ma vie 
Pour croire que longtcmps soigncux8 de me cacher, 
J’attcndc en ces deserts’ qu’on me vicnnc chercher.
La guerre a ses faveurs8, ainsi que ses disgraces.
Deji plus d’une fois, retoumant sur ses traces,

765 Tandis que l ’ennemi, par ma fu ite  trom pe*,
Tena it apres son char10 un vain11 peuple occupe,
E t, gravant en a ira in ses frclcs11 avantages,
De mcs Etats conquis enchainait les images,
Le Bosphore m ’a vu, par de nouvcaux apprets, 

no Ramcncr la tcrreur au fond de ses marais,
E t, chassant les Romains de 1’Asie etonnee11,
Renverser en un jo u r l ’ouvrage d ’une annce1*.

"D ’autrcs temps, d’autrcs soins15. L ’O ricn t accablt 
Ne peut plus soutenir leur e ffo rt redouble.

775 I I  vo it plus quc jamais ses campagnes couvertcs

• L A p trc x h e z , rn e n je n tt. V a r. : • Venex. prineea. • La correction de Racine rtvele
mirus le nractire dissimule de Mithridate. Comparer ce dtbut de seineavee Rodogvne. III.MI. 
rt B rita nrvctu. iV. Il; 2. Qu i l  /o u t ; ou il faut: 3. E clate : k manifnte de fncon brillante, 
Mithridate • d iy k parU deux (oi* de ion deasem: 4. Ceruptrrr : eoncourir. elre d'accord; 5- Je  
fuis. Areu piein de Bert*. Cf. le Portrait d 'E m ife (Grand Condtf) dan* La Bruyerc; 6. Soignnx* :  
toocirux; 7. E n era d J te r lt  : U Q>enonc«e Taurique, qui <tait une rlvion disertiQue; 8. L a  
fwrrrc a kj fa v e w t- . . Cf. Rrrartd ; • La ffuerre et le tribunal de roi* et le victoire* aont so 
MTets *: 9. P a r m a fezte frcrnpd.- Plutarquedit. en effct, dans la V ie  de PcmtVe. quc Mithrv- 
tate *t*it plus d.mcile 4 vairvera Quand 3 fuyait que quand 3 combaitait; 10. Tena it cp re t 
an e fu r^ . Dins sea trots ver* il s'ngi't dr* triomphes romains (le char e»t le ch*r dea triocv 
ibstcura; 1 a ir  s in r»t l'airajn des tables iur 'esquelle* on rraviit les victoiret et qu’on drfpciart 
u Cap’tcie. Lea imagea mcAcmeVi tont lea statue* perw nniR&nt lea nation* wumivM et lea 
Sevres eonquu); IL V a in  :  i d  qui n*a pas de fond, d<pourru de vateur ou de slrieui (latin 
c m  : vide, d’oii sani fendenent). O. Cayrou, op. a t . ; 12. F r t le i. Sens dtymologique : fra- 
dea f fm r ib s )  ; 13. Etonnee. Scu Ityrnologique : frappee comme par un coup de tonnerrc 
c x ic n a r t)  ; 14. R e n tx n r r  en an  fo u r  Toavrege <Tone armde : ren d’allure eorrrflienne. Cf. 
)ride : • L a r t is a e  P eril labor rmfta cm* •; IS. D 'c u i t n  tem pt, d*e d r n  to in i. Le tni* stecle 
•nployi'rt 1’article indrfn* ou nous Vocnetton*. Cf. le  M u c r jh r v fx ,  r . 27 : • £t d par an malbeur id arais bit eutant. •
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86 —  MITHRIDATE

ScfeNE V. —  MITHRIDATE, MONIME, XIPHARES, 
ARBATE, ARCAS,

GARDES, qui soutiennent .M ithridate.
(')M O N I M E  /

Ah! que vois-je, Seigneur, et quel sort est le votre!
MITHRIDATE

Cessez et retenez vos larmcs l’un et I’autre.
(M ontrant Xiphares.)

Alon sort dc sa tcndrcssc ct dc votre amitidj 
1650 Veut d’autrcs sentiments que ccux de la pitie;

- Et ma gloirc, plutot digne d’etre admircc,
Ne doit point par des pleurs etrc dcshonoree.
J’ai vcnge l’univcrs autant que je l’ai pu :
La mort dans ce projet m’a scule intcrrompu.

1655 Enncmi des Romains et de la tyrannic5, _
Je n’ai point dc leur joug subi l’ignominic3;
Et j’osc me flatter qu’entrc les noms famcux 
Qu’une pareillc haine a sign ales4 contrc eux,
Nul ne leur a plus fait achetcr la victoirc,

1660 Ni de jours malheureux* plus rempli leur histoire.
Le del n’a pas voulu qu’achcvant mon dcsscin*,
Rome en cendres me vit expirer dans son sein.
Mais au moins quelque joic en mourant me console : 
J’expirc environne d’enncmis que j’immolc;

1665 Dans leur sang odicux j’ai pu trcmpcr mes mains;
Et mes demiers regards ont vu fiiir les Romains7.
A mon fils Xiphards je dois cette fortune*:
II epargne £ ma mort* leur presence importune.

L A m i l i i •* amour, affection; 2. Des Romains et dc la fyrcrvae : de la tyranni* des Romains;
_ Ignendrze. A comparer avec le S fith r id a le de La Calprenide (V, v):

Rcrne, k Qui je rtvis un supcrbe omement 
Ne me Terra vamcu que par met sculement.

4» A signcUs : rendua remarquables, fait rcnurQuer. Cf. La Rochefoucauld, M a x in e s , 235 : 
t Nous nous conseJor.* au/ment des districts de nos amis, lorsuu elles servent k slcnaler 
Outre tertdrene pour eux. • (Cf. Littri : aiynaler 5°); S. J o a n  malheureux. U des jours 
nlfastes (ccux qua {talent marquis 4 Rome pax !e souvenir de quelque anode difaite) ou 
buttt In affaires cnuitnl; (L. /4cAercnl n o n  detsdn. Construction auiourXhuj trrljuliere 
(se npporte au compliment direct me); 7. E t mes demfcri re ta rds crJ o u ftr ir  les R o n a ir j . Beau 
Ten. plein d"Hornon et d*ampleur qu*on a npprochl (M. Mldan) du famcux «r* de Heredia 
( A r t  cine t t  C U o c d it t ) ; « Tcute une mer immense ou fjyaient des galem *; 8. F o rt one ; sci 
board beurcux. chance. Q. Dic.'iomrirc de C A asd irrse , 1694 : * U ne manque pas de ml rite 
mais 2 n‘a pas de (crtune •; 9, A  ma in e rt : 4 tad mourant (mot abitrait rnnplaqant un nom 
da pmonnej.
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88 —  MITHRIDATB
. F icz-vous a ax Romains du soin de son supplice1.

M ais jc sens a ffa ib lir3 ma force et mcs espnts*.
Je sens que jc  me xrrenrs. Approchez-vous, mon fils / / J 

1695 Dans cct cmbrasscment dont la  douceur me fla tte *,1 
Venez et reccvez l ’ame de M ith rida te 5̂  2 ,^

MONIME
. I I  expire. , >

 ̂J / XIPHARES
A h ! M adan^yEnissons nos douleurs*, *  —-i 

E t p a r  to u t I’univers cnerchons-lui des vengeurs.f 5  •)

1* V * r . Le Pa rtbe, qu*D» eardalent pour triomphe dernier,
Seut eneor tous le jouj refuse de pUer ;
AUcx le jcindre. Allez chez ce peuple indomptabie Portex de mon debris le reste red ou table*
Jeapere, et je m*en forme tin prfsase certain,
Que leurt clumps biertheurcux boiront le uaj remain:
Et, d quelque tenzeance 4 ma mort eat promise.Que e'est ft leur valeur quc le cel l‘a reraise.(Mala je sen*...) [16731.

Ca vert qui proTonceaient fichcusement cettn agonic d̂ji longue ont tupprimft par 
Racine: 2. A 0 e ib l ir ; a’anaiblir; X E i f i r i l t  : tent, »entiment: 4. F in ite  : charroe (cf. Cajrou :
* te dit en pert: culler de tout cc qui adoudt une peine, epaiae un chagrin. » D ic iicnna ire dc 
T A sad fm ie , 1694: • Flatter ta douleur: tdoueir le sentiment de « douleur. * V. H eme*, f. 71), 
& L’drv de M ith r id a te . Ce vert nppelle deux pesugcs de Viryiie (IV, 652 et 6S4-685):
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a situation. These interpretations, coordinated with a suitable 
staging, had to be guided by Yonnel*s overall conception of the play 
and its characters, and molded into a unified totality.

The costumes for this production were quite striking and at­
tractive, but did not adhere as closely to historically-correct 
styles as the earlier production had. They seemed to be designed 
more for the visual interest and impact rather than for immediate 
identification with the past, that is, with antiquity. Judging by 
the floor plan, it appears that the 1952 stage set may possibly have 
reduced the playing area, while at the same time creating the il­
lusion of more spaciousness. Props were at a minimum, and the many 
entrances/exits provided for in the scenery, afforded considerable 
variety for the traffic patterns on the stage.

The 600th performance of Mithridate at the Com^die-Franpaise
took place at the matinee of Thursday, May 21, 1953• The program
book for that occasion contained an unsigned article which spoke of
the early success of this play, and briefly discussed its later lack
of sustained popularity. A large part of the blame, it was felt,
could be placed on the scant attention paid in the schools to this
play (as compared with Andromaque or Polyeucte, for example). What
was the reason for this?

II y a quelques longueurs dans la pi&ce. Mais 
des longueurs mfines fourmillent de beauty’s. Et
d’autre part, le troisi&ne acte est l’un de 
ceux dont la force dramatique serait la plus 
sensible a de jeunes lecteurs et Mithridate se 
termine dans un rythme passionn^, par des scenes 
path^tiques dont aucune autre trag^die de Racine 
n’a d^pass^ la grandeur.250

25° n. pag.
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Hie article was concluded with this paragraph:

Nous assistons il & un de ces ph^nomenes inex- 
plicahles dont est jalonnd l’histoire du the­
atre et qui font craindre aux com^diens de 
parâ fcre defier le sort en osant faire appel 
d'une myst^rieuse decision des Dieux Inconnus.
Jean Yonnel et ses camarades ont pourtant voulu 
tenter une fois encore cette aventure, et, quoi 
qu'il advienne, ils auront fait, eux, au cours 
des repetitions, l’̂ preuve renouvel£e de l*en- 
voiftement exaltant de cette oeuvre admirable. '

Mae credits for the staging, for the d^cor and costume designs, 
and for the music being the same for the reprises of 1956 and i960 

as they had been for 1952, it seems safe to assume that the produc­
tions did not change in any substantial way, taking into account, 
of course, the individual differences in interpretation that changes 
in the cast could have brought. The play was given six times in 
1961, and two times in 1962. There have been no performances of 
Mithridate at the Com̂ ciie-Franpaise since then.

In brief, we find that the degree to which the costumes and 
d̂ cor, direct reference to the text, and prevalent theatre arts 
concepts affected r8le interpretation varied through the centuries, 
shifting in emphasis from one element to another, as the following 
summary shows. In the late seventeenth century, costumes and d̂ cor, 
which were as "regal" as the characters of the plays only by coin­
cidence, and were dictated by tradition, had only a superficial 
bearing on the r6le interpretation (which in itself was strictly 
limited to bombastic declamation accompanied by stylized gestures). 
In the eighteenth century the development of new dramatic theories 
and the gradual advent of costume reform led away from the fossil-

251 n. pag*
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ized staging and decoration used In the seventeenth century theatre, 
and slowly induced changes in rdle interpretation, with efforts 
directed towards greater naturalness and a closer reading of the 
text for greater observance of nuances in character. !Ehese pursuits 
were followed by an increasing interest in individual performers and 
performances in the nineteenth century. This interest often re­
flected a reordering of priorities and proved detrimental to a real 
appreciation of the playwright’s creation; it was also a factor 
that did not necessarily contribute to appreciable gains or advances 
in r8le interpretation. The costumes themselves were not very in­
fluential in terms of r&Le interpretation despite the tremendous 
interest in local color that had surfaced. In the twentieth century, 
views on r&Le interpretation became increasingly individual (fostered 
by the new freedoms gained by stage directors), with results that 
revealed not only changed concepts of r&Les but also, as in the case 
of Mithridate. altered the balance of the play by a rethinking of 
the interpersonal relationships. Thus, an accent was placed on 
finding new but valid meanings in the text and, as regards the 
classical play in particular, on removing it from the realm of 
purely ancient (and therefore "outdated") tragedy by bringing out 
its universal applicability (particularly inherent in Racine’s 
plays). The implementation of these new theories or individual con­
ceptions operated primarily but not exclusively on the psychological 
level; without intending self-contradiction, the d^cor and costumes, 
though modernized, were still meant to provide and maintain an at­
mosphere of antiquity, to convey a certain sense of time and place. 
Mithridate has moved through three centuries of productions, re-
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fleeting many of the myriad changes that have manifested themselves 
in the course of the development of the theatre.
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CHAPTER V

GUIDELINES FOR A CONTEMPORARY INTERPRETATION OF THE R&LES IN
MITHRIDATE

Having given the history of past productions of Mithridate, we 
now come to the present or, as it were, to the future. The purpose 
of this chapter is to explain the guidelines that might he followed 
in the theatre today in search of interpretations of the roles in 
Mithridate. Essentially, they are the director’s conception of the 
play, and the costumes and d£cor designed for the production. For 
the former, the process of arriving at a conception as well as the 
results of such a process for this writer will he discussed; for 
the latter, the director's influence on the designer will he shown, 
as well as the influence of the designs on r&Le interpretations.

There is no one "correct" way of conceiving and directing a 
play, yet there are certain points on which most all directors will 
agree in a discussion of their art. To arrive at our own conception 
of the play, we shall hegin hy presenting briefly the various steps 
taken prior to the actual stage direction of a play.

The director must define the main action of the play, then 
decide on the style with which he will convey the meaning of the 
text. This includes establishing a certain atmosphere in which the 
characters will he presented and the plot developed. Harold Clurman 
notes in On Directing (New York: Macmillan, 1972), p. 33, that the 
best production method is found through "what the author has actual­
ly written: his plot line and his dialogue. The director then
translates his understanding of the material into stage language." 
Once the central action has been determined, it is the director's
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task to arrive at a suitable characterization for each personage. 
Clurman suggests finding the prime motivation of that character 
("stated from the character’s own viewpoint") and related to the 
main action,2-̂1 and then his outward characteristics.2-̂2 Both as­
pects are found chiefly in the script, but can depend on the actors' 
appearance and on the director’s imagination.2^

John Gassner, in Producing the Play, summarizes play analysis 
in the following manner: finding the spine of the play— (what is
being done), which leads to why this is done— (characterizations), 
leading in turn to how it is done— (problems of stage action).
Elis analysis, once completed, is followed by a determination of the 
visual components: make-up, costumes, settings, and lighting, all
conceived in terms of the style determined upon.2^

Rather than attempting a comprehensive literary appraisal of 
the play, we will try to give an overview with sufficient details 
from whose contextual whole the elements needed for characteriza­
tion can be drawn and summarized.

What is the main action of Mithridate? Racine states in his 
preface that it is Mithridate's death "qui fait 1’action de ma 
trag^die." While not exactly an action (until the very end), it 
most definitely is the catalyst for action. Eie play begins with 
the (false) report of Mithridate’s death, which precipitates the

251 Clurman, p. 7k.
252 Ibid., p. 76.
253 Ibid., p. 117.
2~^ Producing the Play, rev. ed. (New York: Holt, Rinehart and 

Winston, 1953), pp. 4-5.
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action and, even more, reveals to us the relationships among the 
main characters. We learn that Mithridate has "been conquered by 
his long-time enemies, the Romans, with whom the elder son, Phamace, 
sympathizes, and whom Xiphares opposes. The two brothers not only 
disagree on this military front, but are rivals in love as well. 
Phamace has proposed marriage to Monime (Mithridate*s intended 
bride, already declared "queen")? Monime tells this to Xipharfes, 
begging him to help her. Xiphares then makes known to her his own 
feelings, held secret for a lont time. Despite Monime's explana­
tion that to marry him would completely dishonor the memory of her 
father (slain by Romans), Phamace suspects another reason for her 
refusal, and when news of Mithridate*s return to Nymphaeum reaches 
them (Scene iv), he urges Xiphares that, knowing each other’s secret 
inclinations (and their father's volatile nature), they at least not 
betray each other (Scene v). Ihis is a summary of the first act.
The foundation for the courses of action that will be pursued in the 
remaining acts has been laid. With Racine, we are always in mediae 
res at the very beginning.

Phamace’s and Xiphares' motivations are seen in their very re­
actions to Mithridate's death, and later, to his return. While the 
initial motivations of each character can be reduced to simple terms, 
plot complications set in as the secrets that every character has 
are gradually revealed, and affect the actions of the other charac­
ters. These revelations, along with the inconstancy of character 
that is Mithridate's, serve to build the plot into a rather intricate 
construction. The first secret we learn is that Phamace is on the 
side of the Romans; the second, that both brothers love Monime.
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Both secrets, when revealed to Mithridate, will have dire conse­
quences, as do all secrets that he penetrates. Once the secret of 
Mithridate’s escape and return is made known to all, the repercus­
sions of this and the earlier disclosures Begin. Monime is moti­
vated by a sense of duty to honor her father’s memory and to keep 
the promise of her hand in marriage to Mithridate despite her hidden 
love for Xiphards. Mithridate’s return means, for her, unwilling 
obedience, compliance with his wishes. For Xiphards, who supports 
Mithridate's great name and cause, and loves Monime, Mithridate*s 
return means emotional torment caused by necessary suppression of 
his Icrve for Monime; he still remains faithful to Mithridate, how­
ever. For Phamace, motivated by a desire for power in alliance 
with Rome as well as Monime’s hand, it means a setback in his polit­
ical aspirations and lost opportunity for winning Monime. From the 
very beginning of the play we feel the presence of Mithridate who 
has not yet set foot on the stage. A description of his character 
precedes his actual appearance. The domination of this personage 
should be felt even in his absence. In the first act Xiphards 
speaks of Mithridate’s courage and jealousy, Phamace of his ter­
rible nature when unhappy or opposed in any way, his jealousy, his 
masked hatred, deceptiveness and ruses. All of these characteris­
tics will be substantiated as the plot unfolds. Everything must 
revolve about Mithridate. His death, his life, are at the very 
center of the play. Mithridate, of course, knows two motivating 
forces: a desire for revenge on and conquest of Rome, and love
(for Monime). Soon enough he learns Phamace's secrets (from Arbate) 
and his suspicions regarding Monime’s sentiments toward the trai-



torous son will te aroused, anxious to sound out Monime’s senti­
ments, Mithridate only finds fresh fuel fed to the fire of his 
jealous spirit when Monime responds to his expressions of love and 
eagerness to wed (after a year's delay) only with a show of respect­
ful obedience and reluctance. Without giving Monime a chance to 
deny it, he indirectly accuses her of returning Phamace's affection, 
and asks Xiphares to help him turn Monime’s heart in his favor 
(while he goes off to prepare for the imminent departure of his 
ships). Xiphares, at first also believing that Monime loves 
Pharnace, is astonished when he realizes that she in fact returns 
his own love. From this state of ecstasy he is plunged into des­
pair when Monime tells him they must forever be apart and follow 
not the dictates of their hearts but of filial obligation and loy­
alty. The revelation of this secret is terrible for Xiphar&s (and 
for Monime), but the more pivotal moment will come when Mithridate 
himself learns this state of affairs. In the great monologue of 
Act III, Mithridate unveils his hitherto secret plans of the con­
quest of Rome and his wish that Phamace marry the Parthian prin­
cess so as to cement his alliance with her father's country. Phar- 
nace, naturally opposed to both plans, tries to change his father's 
mind, but meets opposition to the point of being arrested. Furious 
for being punished for loving Monime as well, his parting thrust is 
directed at Xiphares: Phamace accuses Xiphares of being as guilty
as himself in the matter of love for the queen. The queen returns 
that love, adds Phamace. Mithridate's early suspicions of rivalry 
in love are doubly confirmed in the case of Phamace and, despite 
his words to Xipharls to the contrary, aroused in regard to Xiphards.
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Beset on all sides by seeming duplicity, Mithridate is determined to 
find out the truth— by deceptive means. He rationalizes his behav­
ior: "S’il n’est digne de moi, le piege est digne d*eux. / Trompons
qui nous trahit" (l. 1030-31). His cunning is "rewarded" with a 
stunning blow when Monirae, vehemently denying love for Fharaace and 
innocently believing Mithridate’s expressed wish that she marry Xi- 
pharSs, says they have loved each other for a long time. Hiding his 
true initial reaction, Mithridate gives vent to his jealous rage now 
that his worst fears are confirmed.

The first and second acts of Mithridate have supplied us with 
the expository details, the third has brought all the secrets out 
into the open (the most terrible secret saved for last), and pre­
pared us for the critical situation presented in the fourth act.
In this act Monime begins to suspect Mithridate’s real intentions 
and thinks of the danger in which she may have so unwittingly placed 
Xiphares’ life. Her fears are confirmed with the arrival of Xipharls 
who knows that Mithridate has been informed of their mutual love by 
an unknown person. Discovering, to his horror and despair, that it 
was none other than the unsuspecting Monime who made the revelation, 
Xiphares, ever the loyal son, says he will die, and urges her to 
marry Mithridate. Monime, however, refuses either to cause his 
death or marry the man responsible for both their misfortunes, and 
begs Xipharls to flee to safety. The fourth scene of Act IV is a 
poignant and most revealing scene for Monime. Here, with greatest 
dignity, when Mithridate again calls her to the altar, she acknow­
ledges that she owes him respect for his position, but shows that 
self-respect will not allow her to give herself to someone who



189
stooped to such base deception. Reaffirming Xiphares* fidelity to 
Mithridate, she says his death would be unjust, and a great loss 
for Mithridate. a s  for herself, she would prefer death to marriage 
to Mithridate. She leaves.

Mithridate can scarcely believe his eyes and ears; unforgiving, 
his anger returns, and he resolves to 'immolate* "trois ingrats a 
la fois" (l. 1386)0 Second thoughts come to him before he can act; 
he reconsiders what Xiphares means to him and thinks he will save 
him and Monime for each other. However, news of Pharaace’s treach­
ery then reaches him, and assumption of Xiphares* equal blame when 
the latter is reported to have mixed with the rebels renews Mith- 
ridate's resolve for the fatal punishment of his two sons as well 
as of Monime.

When the fifth act opens we learn that Monime had attempted 
suicide by hanging, and is distraught at remaining alive since she 
believes that Xiphar&s is dead. When Areas arrives with the poison 
sent by Mithridate, she is grateful for the certain opportunity it 
gives her for an end to her woes and the expiation of Xiphares' 
death. In the last moment Arbate hurries in, prevents Monime from 
drinking the poison, and goes on to explain in a long monologue all 
the military events that have led to Mithridate's stabbing himself 
when faced with defeat, and consludes with the news that Xiphares 
is victorious and very much alive. Realizing for the last time Xi- 
phar^s' unswerving fidelity, Mithridate has ordered that Monime be 
saved. Hie dying Mithridate has had his last change of heart, and 
surrounded by the grieving Xiphares, Monime, Arbate, Areas, and 
guards, he gives all he has, his empire, his throne~and his queen—
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to his deserving son. Xiphares and Monime join in extolling Mith­
ridate *s greatness as he dies. The "action" of the play has been 
accomplished.

In the preceding apergu of the plot we have cited the motiva­
tions of the four major characters. We sense almost immediately 
the positions the two brothers take; we can sympathize easily with 
XipharSs, in view of his obvious loyalty to Mithridate and apoliti- 
cally-motivated love for Monime. He must be a sympathetic character, 
young but brave, strong yet tender, less aggressive than Pharnace 
but not weak in spite of that, and self-sacrificing out of strength 
of character, not for lack of it. Pharnace, introduced in a nega­
tive light from the start, must be presented as the impatient usurp­
er, the sly, devious, power-hungry, dishonorable young man that he 
is. The two sons, in fact, reflect in nascent form, the two sides 
of their father's personality. Mithridate is torn between his 
roles of warrior (a life-long occupation), father, and lover. He 
can be gentle when he chooses (although most often this is a forced 
attribute); he is more in his natural element when the ruthlessness 
of the warrior is on the surface. Whatever his mood, whichever as­
pect of his character is dominant at any given moment, there is 
usually an undercurrent of jealousy, ready to explode at the slight­
est provocation. Eiis extreme sensitivity should be made evident. 
Mithridate has long been accustomed to having things his way, and 
woe betide the individual who dares oppose him. His rdle is a very 
difficult one to fill; the portrayal should not be equally balanced 
between the two aspects of his character, for then both lose some of 
their force, and one of his essential characteristics is, after all,
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his vacillation and unpredictable shift of mood and self-image. The 
warrior should, I feel, be the predominant characteristic of Mithri- 
date’s personality. If there is no one general direction in which 
his character seems to move, he loses the forcefulness that should 
definitely be his birthright.

Monime, while not the changeable character Mithridate is, has 
hidden strengths and weaknesses which must be made to appear as an 
integral part of her character, and not a theatrical contrivance.
She does indeed stand in contrast to her surroundings. She is the 
honorable, dutiful young woman she appears to be, but her acquies­
cence to Mithridate and her acceptance of the situation in which she 
finds herself do not stem from weakness of character. Her inner 
strength is great, her sense of duty strong. It takes self-sacri­
fice to tell Xiphares they can never be together, and it takes im­
mense courage plus self-esteem to refuse Mithridate's hand after 
her discovery of his deception. Ihe gentleness of her spirit and 
her fortitude are not in conflict. Her personality is not split 
or imbalanced. Her qualities complement each other, making of her 
a whole person, not dividing her as the two sides of Mithridate's 
character divide (and, in a sense, weaken) him. Just as the dis­
cordancy of Mithridate's character must be felt, so must the equi­
librium that Monime possesses. With their opposing personalities, 
Mithridate and Monime provide an interesting contrast and necessary 
tension in the play.

Ihe action of Mithridate is primarily interior. Yet, different 
directors may choose to emphasize different aspects of the play in 
order to bring it across the footlights. Depending on the director's
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viewpoint and on which aspect of the play he may choose to empha­
size, the conceptualization and final realization of the df/cor will 
vary.

Today’s audience would probably not be interested in a play 
whose chief quality lay in the beauty of its poetic text, unless 
that interest were more an intellectual curiosity about the seven­
teenth-century theatre. In order to present a production valid in 
the eyes of today's audience, it would be necessary to relate ele­
ments of the text to our current reality. Fidelity to Racine’s text 
is of utmost Importance; yet, it should be possible, without distor­
tion, to interpret it in the light of eternal or contemporary values. 
On the one hand, the stage setting can be stark (without being en­
tirely depressing) so as to heighten the contrast between Monime 
and her surroundings and to focus on her unhappiness. On the other 
hand, without losing a sense of the human tragedy involved, Mithri­
date can also be played against a background reflecting Oriental op­
ulence if the director and designer choose to see the castle as more 
than a stronghold. Then, both the eyes and ears would be held by 
the beauty to which they are exposed. Despite the many references 
to the sea throughout the play, it need not necessarily be in full 
view, for when in Scene iv of Act I Phoedime comes in, announcing 
that "toute la mer est de vaisseaux couverte," must the audience in 
fact witness the arrival of the ships in the background, or, seeing 
the sea but no ships on it can it assume that the port itself is 
not seen from this angle within the castle? Since the text is so 
expressive, cannot the verbal rather than pictorial image suffice, 
and be relied upon to communicate the proximity of the castle to the
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sea? It would even be possible to have practically no scenery, with 
spotlights highlighting certain areas of the stage, their placement 
depending upon the characters’ groupings and movements. IMs method 
could be particularly effective for the interior monologues (of which 
Mithridate has three). Yet Another plan flor setting the stage would 
be the one suggested by Bettina L. Knapp in Jean Racine: Mythos and
Renewal in Modem Theatre (University, Ala.: University of Alabama 
Press, 1971)# on P* 1^9. Discussing the symbolism of the sea, she 
writes:

. . . the pnt.irp miffg an rpptip could be built 
upon this water image. Plashed on screens, 
heard from all parts of the theatre, felt at 
times in droplets or smelled by means of dank 
odors, the sensations aroused could vitalize 
each aspect of the play, the characters of the 
protagonists and the acerbity of the events.
The rhythms too could play a primordial role 
in marking the atmosphere with fright, anger, 
calm, and ebullience. The words themselves 
could be enunciated according to the patterns 
aroused by the sea, in harsh or relaxed tones, 
dense or transparent imagery, pure or murky 
innuendos. All the senses could be activated 
in this way, ushering in a chaotic world, that 
of the unconscious.

The castle-fortress at Nymphaeum, while never actually des­
cribed by Racine is, we know, right at the port. Not the principal 
seat of government for Mithridate, it might not offer all the com­
forts of a royal palace. The only reason Mithridate has stopped 
off there at all is to quickly marry Monime and go right back to 
his ships to set sail for Rome and resume combat. Monime feels the 
place to be particularly alien to her, having been brought up in 
quite a different atmosphere. Here is a very rough masculine world, 
where the harsh realities of struggles for military and political 
power prevail, where little attention is given to understanding and
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accommodating the gentle and refined .spirit of an Ionian princess. 
With the setting I envision, we are hack in antiquity; the splendor 
that was, however, would he reflected more in the poetic heauty and 
elegance of the text than in the grandeur of the architecture and 
stage furnishings. The first major objective of the production would 
he to hring today’s audience into contact with that world of long- 
ago and to show what the human element had in common with today’s 
world, to underscore the universality of feelings however different 
their verbal expression may he. The psychological development con­
ceived for personages living in the first century B.C. was acceptable 
in Racine's time, and remains plausible today.- One way to concen­
trate the audience’s attention on the inner conflicts and emotions 
is to understate the ddcor, thus underscoring the dialogue which 
expresses these feelings. The second major objective, therefore, 
would be to place an emphasis on eliciting the beauty of Racine’s 
poetry, and on making obvious its remarkable ability to encompass 
and reflect in his play the wide spectrum of human character and 
sentiment extant in real life.

These two objectives are those of the director. The designer, 
accepting this view of the play must, in visual terms, create the 
atmosphere that coincides with the one created with the words.^55 
The director usually sets the stage in his mind’s eye, and makes 
concrete suggestions to the designer as to the implementation of

2 5 5 It goes without saying that in order to follow as well as 
possible the director’s intentions regarding the designs of all the 
visual elements of a production, the designer must carefully read 
and absorb the play he is illustrating, noting any and nil refer­
ences the playwright makes to these elements.
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his ideas. While the director will guide his actors to the desired 
interpretation in terms of character development, the sets and cos­
tumes will make it possible for the actors to feel that they are 
essentially "in" the world their characters are meant to inhabit. 
Accommodation and adaptation to the physical surroundings provided 
by the designer will strengthen the mental interpretation of the 
r&Le that finally manifests itself in the total, unified form the 
audience sees and hears. While they should be essentially pleasing 
to the eye, the sets and costumes must never exist in their own 
vacuum: "les decors et les costumes ne sont pas ih pour eux-m§nes.
. . .  leur beaute n'est pas leur raison d'etre."256

The influence upon actors and actresses of the costumes worn 
by them has been both negative and positive through the centuries, 
and can still wield the same power, although in a somewhat different 
manner. Beginning with the early "costumes" for classical plays 
which did little more than bestow the outer trappings of nobility 
upon the performers, doing so with little or no regard for the 
actual character and setting involved, we have come to our present 
era where each costume is specially designed for each individual 
personage and should, ideally, reflect and support his character.
A costume which does not do so, risks destroying part of the il­
lusion intended to be created for the audience. The costumes for 
Mithridate in Racine's time may not have transported anyone to Asia 
Minor mentally, but at least the stylization was the accepted norm. 
Today, a lack of coordination between the director's concept of the

256 Gaston Baty, Rideau baisse, 19^9 ed. (n.p.: Bordas. 19k8}. 
p. 19^. *



play and the costume (and set) designer is much more noticeable, and 
can underaine the intended interpretation, whether the sets and cos­
tumes be elaborately detailed or abstracted for a more "timeless" 
interpretation; it is essential, in any event, that they be support­
ive of the chosen interpretation. "The old idea of approaching the 
design of a play on the basis of content, story line, and period 
setting is not enough. One must also design a play from the point 
of view of the director’s and the author’s plan or scheme for pro­
jecting the story onto the stage."^57 For a production of Mithri­
date in our time we must keep in mind that the setting is that of 
antiquity, the literary style that of the seventeenth century, and 
that the audience belongs to the twentieth century. Therefore, we 
must dress our characters in the garb of their time, place them in 
an environment familiar to them, have them speak their lines with 
all the refinement with which their author imbued their speech and 
attributed to their person, and then suggest the permanence of the 
diverse aspects of human nature they embody. The de&or should be 
a supportive background (neither self-effacing nor unobtrusive), 
which helps create and sustain the cold and cheerless atmosphere in 
which the protagonists live while the true drama we observe is 
played out in,.their hearts and minds.

Whatever views the director holds about the desired interpre­
tation of a classical play, he would do well to heed Baty's advice. 
The latter wisely points out (in Rideau baiss^) that the classical 
tragedy of the seventeenth century should not be presented in a ver-

257 Douglas A. Russell, Stage Costume Design. Theory. Tech­
nique. and Style (New York: Appleton-Century-Crofts, 1973), p. 236.
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sion that copies the original production, for today*s audience is not
yesterday's audience; given the same stimuli, it reacts differently.
He does suggest, however, attempting to recapture an outlook on the
play hy today's audience comparable to the outlook on the play by
the audience of Racine's time.

Une pilce classique n’est pas un texte sur lequel 
on se penche pour le disserjuer comme sur un cadavre.
C'est un itre toujours vivant en qui nous voulons 
intensifier la palpitation de la vie. Aussi la 
raise en scSne d'un classique n’est-elle jamais 
definitive, a mesure que le public se modifie, 
il faut agir diff^remment sur lui pour le r4- 
accorder avec 1 'auteur.25°

To sum up the role, the very essence of the director, including 
his influence on the designs created for a production, we turn once 
more to Baty.

Le poete a r ^ W  une piece. II en met sur le 
papier ce qui en est r^ductible aux mots. Mais 
ils ne peuvent exprimer qu'une partie de son 
rdVe. Le reste n'est pas dans le manuscrit.
C’est au metteur en scene qu'il appartiendra de 
restituer a 1'oeuvre du polte ce qui s'en etait 
perdu dans le chemin du r^e au manuscrit.

Pour le tenter, il r^glera le jeu, non plus 
seulement dans les r^pliques, mais dans leurs 
prolongements, hannonisera 1 'ensemble de 1 ’in­
terpretation, rhthmera le mouvement de chaque 
tableau. Par le costume, par le ddcor, par la 
lumi^re, et s'il y a lieu par la rausique et par 
la danse, il crdera autour de l'action le 
milieu materiel et spirituel qui lui convient,
1 'ambiance indescriptible qui agira sur les 
speetateurs pour les mettre en etat de rdcep- 
tivite*, pour les rapprocher des acteurs, pour 
les accorder avec le pokte. II s'agit pour lui 
de rd&liser sur la sc£ne le songe d'un univers 
expressif et coherent et de provoquer dans la 
salle une hallucination collective.2^?

Baty, p. 181. 
259 Ibid., p. 219.
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CHAPTER VI

COSTUMES AND dIcOR DESIGHED FOR * CONTEMPORARY PRODUCTION OF
MITHRHtoTE

In the preceding chapter it was determined that the interpreta­
tion of rflies in Mithridate is in greatest measure influenced by the 
director's conception of the play, and that costumes and d£cor are 
a deciding factor as wello Having presented the director's view­
point, we shall now proceed to explain the two basic factors which 
are involved in the designing of costumes and d£cor. The first 
influence is the director's conception, and this presupposes, there­
fore, a reciprocal relationship: while that conception serves as
an inspirational factor for the designer (as was pointed out earlier), 
the designer in turn illustrates the director's conception, thus 
uniting the two main elements that determine the ultimate interpre­
tation of the play. The second influence to which the design of the 
costumes and d^cor is subject, is the principles of (modern) design 
for costumes, scenery, make-up, and lighting. Once these principles 
have been explained, I shall show how they may be applied to illus­
trate literary conceptions in the form of actual design ideas, and 
I shall add my own designs of costumes and d^cor which I feel could 
be valid in a contemporary production of Mithridate.

Design for the stage is an extremely complex matter, for there 
are so many independent and interdependent factors to be considered.
In reducing design to its basic components we are in no way attempt­
ing to minimize its conplex nature, but rather to render more appar­
ent its use and integral function in a production. Condensing the 
exposition of these principles by no means does full justice to
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them or to the designer, yet does attempt to clarify a vital part of 
the theatre art often shrouded in an aura of mystery, due to its 
often necessary dependence on an overall, innate artistic sensibil­
ity.

Douglas A. Russell, in Stage Costume Design: Theory, Technique,
and Style, writes of the principles of design, citing eight of them: 
unity, hannony, contrast, variation, balance, proportion, emphasis, 
rhythm.^® Obese principles are achieved though the application of 
the elements of design, which are, as Russell states, "line, shape, 
measure, mass, position, color, and texture."26l

Let us consider what the functions of the costumes are; from 
this perspective, application of the principles will be facilitated. 
In fulfilling the objectives of the director, the costumes usually 
establish (to whatever degree called for) the following: (l) the
geographic and historical setting of the play, (2) the time of day, 
(3) the social and economic status of the characters, as well as 
their importance within the play, (U) occupations, (5) the age of 
the characters, (6) the relationships among the characters. Al­
though the main characters in Mithridate are not all engaged in the 
same type of activity, and although they have come to Nymphaeum at 
different times from different places, their costumes, while varied, 
should not be in such extreme contrast to one another as to be 
visually disturbing. The locale will be defined, in part, through 
the basic lightness of the clothing; the characters should have no

260 Russell, pp. 72, 73, 75, and 76.
261 Ibid., p. 71.
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need to dress for much protection from the elements while living at 
Nymphaeum. They find themselves in a relatively mild climate.

Although Racine did not observe historical facts or chronology 
when "pairing off' Monime and X i p h a r £ s , * ^ 2  we niust assume that the 
play takes place in 63 B.C., when the real Mithradates VI Eupator 
died. For historical effect, their costumes will be inspired by the 
styles of antiquity worn in Asia (for the men) and in Greece (for the 
women). Here, particularly, the elements of fabric texture and design 
and costume shape will be applied so that the principles of design are 
carried out in the (designs of the) costumes. Although the designer 
must be familiar with period costumes, it is generally not advised 
that he actually duplicate them, for the theatre must seek to create 
the illusion of reality without recourse to the original model. The 
designer cannot merely clothe the actor, he must costume him. Elimi­
nation of detail and heightening of contrasts is often needed for vis­
ual clarity. Simplification is also often required, since certain 
period costumes are not easily worn by those unaccustomed to their cut, 
fit, shape. Unless hampered movement is expressly desired, the actor 
must not be restricted in his movements by an already unfamiliar cos­
tume. The costumes for Mithridate will not reveal a particular time 
of day; lighting will indicate it. In terms of the costuming, the 
noble birth of the principal characters will be reflected chiefly in 
the richness of the fabric of those costumes. The costumes for Mith­
ridate, Pharnace, and XipharSs will give evidence of their principal

262 Monime was, in fact, one of Mithradates’ concubines, 
executed by him in 71 B.C. Xiphares, Mithradates' son by the con­
cubine Stratonice, was executed by his father in 65 B.C.
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occupation. Returning from the wars, Mithridate should show his fa­
tigue and the effect of his immediate past experiences, but by Act III, 
Scene i, he should be dressed regally. He may be readying himself for 
a quick departure, but he does intend to go through the marriage cere­
mony with Monime first.

Costumes are particularly conducive to illustrating the relation­
ships among the characters, an element of prime importance in realiz­
ing the director's conception of Mithridate. In order to play up the 
enmity between the two brothers, contrasting colors could be used in 
their costumes, whereas colors that coordinate well should be used for 
Xiphar^s and Monime. 'the costumes of Monime and Mithridate must look 
well together, yet each must be effective in its own right and main­
tain the individual strength of each character. Bemeice Prisk recom­
mends the use of blue, green, and violet, "cool colors," for tragedy, 
"because they suggest a dignity and spiritual quality. . . . General­
ly, one color should dominate in a costume, with one or two other col­
ors used as accent."2^3 The costumes must, naturally, suit the figure 
of each character (and actorJ), and their colors must go well with the 
d^cor.

Monime has been at Nymphaeum (with Fhoedime) for a year, but 
there seems to be no reason why she cannot still be wearing her native 
Grecian attire. Its simple, classic lines are reflective of her quiet 
dignity, purity, and grace. Border ornamentation and fibulae (orna­
mental pins) may add accents and a regal note to her costume. Phar­
nace, whan we first see in the third scene of Act I, had come from

^ 3  B. Prisk and Jack A. Byers, Ehe Theatre Student: Costuming 
(New York: Richard Rosen Press, 1970), p. 2k, — — —
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Pontus a week prior to the events occuring at the beginning of the play, 
and is now on the point of returning to Pontus, wishing to take Monime 
with him as his bride. Not necessarily dressed in battle regalia, his 
cotume should, however, give evidence of his imminent travel plans. A 
cloak intended for wear out-of-doors could give this impression. After 
an absence from several scenes, Pharnace, when he is again on stage, 
may either retain his first costume (minus the cloak), or be differently 
garbed, since enough time could have elapsed for him to change his 
clothing once he saw that his plans for departure were foiled. Xipha- 
r&s, who had arrived (from Colchos) at Nymphaeum later than his brother, 
is not planning to leave soon. His costume should be that of a young 
prince and soldier, but not that of a soldier about to set out for bat­
tle or a long sea voyage. Although he is brave and valiant, we must re­
member that it is Pharnace who is the more aggressive of the two. While 
Mithridate's nobility will be borne out in his attire, the temperamental 
aspect of his nature cannot be. However, just as he so often hides his 
true feelings under a mask of equanimity, so his costume can provide that 
fajsade, that better side of him which he prefers to show, cloaking his 
inner turmoil.

A character chart indicating which character appears in which 
scene is normally drawn up by the costume designer for each production. 
Thus, for Mithridate we have the chart given on the following page. It 
shows at a glance the possibilities for costume changes (if they are war­
ranted), and reminds the designer of which groupings, particularly in 
terras of colors, he must consider when designing the costumes. For Mo­
nime and Phoedime there is no need for costume changes throughout the 
play. During Act I, Scene v Monime has obviously done nothing to prepare



Character Act I Act II Act III .Act IV
....
Act V1 2 3 4 3 1 2 3 k 5 6 1 2 3 h 5 6 1 2 3 k 5 6 7 1 2 3 k 5

MONIME X X X X X X X X X X X X X X X X X

PHOEDIME X X X X X X X X X 00

MITHRIDaTE X X X X X X X X X X X X X X X

PHARNACE X X X X X X

XIPHARES X X X X X X X X X X X X X

ARBATE X X X X X X X X

ARCAS X X X X

GARDES X X X

Fig. 39 CHARACTER CHART FOR MITHRIDaTB
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for Mithridate's welcome, as we may judge by Phoedime's words that open 
Act II (which immediately follows the first act). While opportunity 
for changing her costume is given by Scenes ii and iii of Act II (when 
she is not on the stage), I do not think she is obligated to do so; she 
does wear the bandeau received from Mithridate, and that should suffice 
in view of her feelings regarding the whole situation. When Mithri­
date first appears on stage, he has just come from his ship, and he is 
tired: "laissez-moi reposer un moment" (line 3̂*0* For this reason,
even though he is the central figure, it is not through his costume 
that he should draw attention to himself. After leaving Monime with 
Xiphar&s for Scene vi of Act II, he may go to change his clothing. 
Reappearing in Act III, Mithridate can cut a more elegant and powerful 
figure, exhibiting, along with his imposing personality, a costume re­
flecting his own grandeur. Act IV would call for no costume changes 
for Mithridate. We would certainly assume that on his way out to 
fight the Romans at the end of Act IV, he takes helmet and arms with 
him. When he is helped in for the last scene of Act V, Mithridate may 
still be wearing his helmet. Pharnace should wear the same costume 
throughout the play, but I would recommend a cloak as well for him in 
Acts I and II. .Xipharls, too, requires no costume changes, except for 
the very last scene when he should be wearing some armor and carrying, 
but not wearing, his helmet (out of respect for the dying Mithridate). 
Arbate, Areas, and the guards require no costume changes.

All the principles of design on which costume design is based, 
as already cited, hold true for the design of ddcor as well, and the 
elements of line, shape, space, and color in particular are impor­
tant in expressing these principles. As with costumes, the
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d^cor also serves to establish the setting of the play, in geographi­
cal and historical terms, and to determine the social status of the 
characters. In addition, it seeks to establish a mood, an atmosphere 
in which the drama will unfold. When the curtain goes up, even be­
fore a single word of dialogue is spoken, the audience must know 
where it is. Samuel Selden, in Stage Scenery and Lighting, outlines 
(and describes) the "seven requirements of the stage setting." He 
states that "the designer should aim to make his setting: (l) ex­
pressive (2) attractive (3) projectile (*0 simple (5) utilitarian 
(6) practicable (7) organic. Besides the purely artistic as­
pects of scene design and the concern for proper visual interpreta­
tion: of the literary conceptions of a play, the set designer must 
take into consideration "the law of sight lines. The need for 
keeping the setting and action within the audience’s range of vision 
is one of the most fundamental requirements with which the designer 
has to deal."^^ Since the d^cor to be presented here is not de­
signed for a specific theatre, it must be understood that the pro­
blem of sight lines cannot really be treated, nor can the floor 
plan and drawing of the stage set as seen through the proscenium 
by our imaginary audience be drawn to true scale, as they would be 
for a real production.

The d^cor I propose as the setting for Mithridate would not 
bear the unmistakable stamp of an Asiatic court in the first century

pgjl S. Selden and Hunton D. Sellman, Stage Scenery and Lighting, 
rev. ed. (New York: F. S. Crofts & Co., 193^7 P» 19»

Gassner, p. 316. The quote is drawn from "Designing the 
Flay," by Mordecai Gorelik, one of many essays contained in Gassner’s 
book.
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B.C., but its large proportions would single it out as being more 
than the abode of a humble citizen of Nymphaeum. The open, outdoor 
balcony would attest to the warmth of the climate, and the fluted 
columns separating the two balconies might give a slight hint of 
antiquity. The walls, painted to simulate marble, would be bare.
The central door would appear to be made of thick wood, with a 
gilded design, a quasi coat of arms above it. Ornamentation of all 
doorframes, most elaborate for the central one, would be in marble. 
The two benches would be of carved wood, covered with cushions. Ihe 
balustrade of the interior balcony would be of carved marble, lend­
ing some interest to the otherwise austere main hall of the castle. 
The use of marble would reflect the wealth of the castle’s owner, 
but also provide a cold, somewhat forbidding atmosphere. Rather 
than emphasizing claustrophobic conditions, I wish to emphasize the 
vast dimensions of the chamber in contrast to the insignificance, 
loneliness, and helplessness felt by Monime. No matter how large 
the hall and, we would judge, the rest of the edifice is, she still 
feels trapped. Her cage is large, but it is still a cage. The sea 
which is so near, offers her no means of escape, but only brings to 
her her "captor." Only the sky will actually be visible beyond the 
balcony, not the sea, since the two-story height of the hall will 
effectively block out all view of it. The castle-fortress at Nym­
phaeum is massive and secure; Monime refers to it as "ces lieux 
^loign^s de l’orage" (line 260). This d^cor is symmetrical, is 
essentially simple but not lacking in variety, provides for traffic 
patterns in the staging that would seem logical to the viewer, sets 
a background, sustains the mood necessary for the unfolding of the
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tragedy, and is a constant factor in the world of changing emotions.

Decisions regarding the make-up to he worn by the actors and 
actresses are usually made after the costumes have been designed and 
the plans for the lighting established. Besides observing basic 
principles governing application and use of stage make-up in general, 
the make-up artist must take into consideration the facial shape 
and features of individual performers, the characters they portray, 
and the proximity of the audience to the stage. The chief functions 
of stage make-up are to make the performers visible to the audience 
under the existing lighting conditions, and to help project a cer­
tain character and emphasize certain physical characteristics of 
that personage. Since different gel colors will have different 
effects on the face, make-up must be worked out in very careful con­
sideration of the colors and intensities of the lighting scheme. 
Make-up must also be coordinated to reflect the same image of a char­
acter that is projected by the costume he wears. Just as costumes 
should help an actor to identify with the character he is portraying, 
so too make-up should support the feeling of being truly "inside" 
the character. Granted, an actor cannot (and should not) rely on 
make-up ailone to transform him (since the inner feeling for the 
character must precede the outer manifestation), but proper make-up 
will help the actor to adapt to and adopt the reality called for in 
the play he is performing.

According to Richard Corson, in Stage Makeup (New York: Apple- 
ton-Century-Crofts, 1967, ^th edition), p. 7, there are six deter­
minants of physical appearance, all of which are considered in order 
to arrive at a make-up design suited to each character. They are:
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heredity, race, environment, temperament, health, and age. Mithri­
date should he made up to look "weathered," to reflect his forty 
years of exposure to the elements on the battlefields. He should 
also be given striking, strong features, emphasizing the eyes, given 
to piercing glances, and his hair and short beard should be predom­
inantly white: "Jusqu'ici la fortune et la victoire m£taes / Cach-
aient mes cheveux blancs sous trente diadSmes" (l. 1039-^0)* Xi- 
phar&s should, as one has usually come to expect of a hero, be hand­
some. Pharnace may also be handsome, but something of the sinister 
aspect of his character should be introduced through the make-up as 
well. Both brothers would have short, dark hair, conceivably in 
ringlets, perhaps with a cord worn around the head. Monime's make­
up should be paler than that of the male characters. Hers is not 
necessarily a fragile beauty; her face should reflect her basic 
calm and her nobility of spirito Her hair should be very dark brown, 
drawn back from her forehead, coiled in the back, and banded in one 
or two places with ornamental braided cord. Monime1s bandeau must 
be made of basically stiff material— possibly jeweled brocade— worn 
on her brow, and tied back under her hairdo. The bandeau must have 
some degree of pliability to it since Monime does attempt to hang 
herself with it. Phoedime's make-up should also be pale, and she 
may be attractive, though less so than Monime. Her hair should be 
arranged in a style similar to that of Monime, but less elaborately 
and with less ornamentation. Arbate*s make-up should give him a 
sedate, dignified appearance, showing him to be an older man. His 
hair and short beard could be gray. The make-up worn by Areas and 
the guards would be basically functional, as opposed to being an
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element of specific characterization.

After the construction of the d£cor, the lighting for a play 
is worked out. Lighting illuminates the stage and the actors on it, 
singling them out as necessary. It creates a certain mood, a cer­
tain atmosphere. It also indicates the time of day and the outdoor 
conditions which must be suggested. A. Feder notes that "lighting 
techniques" vary, depending on the style of drama being presented. 
Referring to the classical drama, he states that with the simplifi­
cation of the d^cor over the years, the scenic designer has been 
limited to expressing the visual aspects of these plays through 
"the use of form and color. In applying light to that form, time 
and space can be forgotten. Instead,.light can be used arbitrarily 
to heighten the interpretation of the play as the director wishes 
î .."266 Ag Roussillon writes, lighting gives the d^cor its life 
and its soul.^? Colors must be decided upon not only in terms of 
what they may represent by themselves, but in relation to what 
effects they have on the color and texture of the d^cor and cos­
tumes, and on the make-up; see Fig. . Ihese colors, their in­
tensity, the types of illumination, and the direction and position 
the lights are set up in are all interacting elements of this very 
difficult stage art. It has come a long way since the practice of 
illumination by candlelight known to the theatre-goers of the seven­
teenth century was prevalent. The same principles of design that

Feder’s essay, "Lighting the Play," is included in J. Gass- 
ner’s Producing the Play. The quote is taken from p. 355.

2̂ 7 Bernard Roussillon, "Habiller la Piece," L’illustre the­
atre, Ho. 1 (Winter 195W 955), p. V7.



Basic
Color
Red

Green

Blue

Yellow

Purple 

Fig. 40

Under 
Blue Light
"becomes
Purplish

becomes
Blackish

becomes
Enriched

becomes
Brownish

becomes
Bluish

Under 
Red Light
becomes
Enriched

becomes
Blackish

becomes
Blackish

becomes 
Reddish or 
Orangish
becomes
Reddish

Under
Green Light
becomes 
Tinged with 
Green, or 
Brownish
becomes
Enriched

becomes
Blackish

becomes 
Greenish or 
Yellow-Green
becomes
Brownish

Under
Yellow Light
becomes
Yellowish

becomes
Yellowish

becomes
Greenish

becomes
Enriched

becomes
Brownish

Under
Amber Light
is barely 
changed, is 
slightly 
dulled
becomes 
Tinged with 
Yellow
becomes
Blackish

becomes
Enriched

becomes
Reddish

Under
Purple Light
becomes 
Enriched, 
but Bluish

becomes
Blackish

becomes 
Enriched, 
but Reddish
becomes
Grayish-Pink

becomes
Enriched

COLOR CHANGES UNDER COLORED LIGHTS

This chart is a composite of information given by Agnes B. Young in Stage Costuming (New York: Mac­
millan, 1927), p. 1̂ 2, and by Madeline Schonberger in J„ Gassner*s Producing the Play, p. 410.
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F ig .  xv i i .  B ro n z e  s ta tu e t te  o f  M i th ra d a te s  V I  E u p a t o r  (ca.  
8 7  B.C.) B ri t i sh  M u s e u m .  S h o r t  T h r a c i a n  r ide r 's  ch i ton ,  
w id e  be l t  a n d  l io n  h e lm e t  an d  sk in  w o r n  r a th e r  t h a n  a 

b im ac io n .

■,c

Fig. k2
This plate is taken from Ancient Greek Dress, "by Evans ana 
Abrahams.
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are used in scene and costume design are applied to stage lighting.

The changes in color of the background sky in my decor for 
Mithridate should be almost imperceptible during each act, with 
more noticeable changes occuring between Acts II and III, III and 
IV, and IV and V. The beginning of the play need not coincide with 
daybreak, but the lighting should indicate morning; the end of the 
play should not take place too late in the day; sunset would be a 
suitable and overtly symbolic time. Considering the location of 
Nymphaeum, I envisage the castle facing south, and would, therefore, 
have the lighting show, however subtly, the effect created by the 
passage of the sun's rays from east to west (from stage right to 
stage left). The diffused light of morning would give way to a more 
intense light as the day progressed, one that would, however, never 
reach peak brilliance. If we were to rely only on the light coming 
in through the balcony, no matter how lovely and authentic the 
effect would be, the stage would be poorly lit indeed. Even though 
tragedy is most often performed on rather dark stages, the darkness 
need not be the prevailing feature here. Therefore, plans for a 
reasonably well but far from brightly-lit stage should be drawn up. 
There may be some shadows in upstage comers and doorways, so that 
the lighting does not seem wholly unnatural, given its meager "natu­
ral" source of illumination.

The following pages will show my actual designs for costumes 
and d^cor for Mithridate for a contemporary production of this play.
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balustrade

__________ a 23
^background

b a l u s t r a d e o u t e r  
balcony

3 ■ ** S=» era «=j

S K Y

indoor balcony ^
Fig* .5k. Floor Flan of Second Floor level of Stage. 

Nos. 3, h, 5 are columns.
• J and K are passages, corresponding in 

position to passages E and F on stage 
level, with arched doorways.

Fig. 5j3r. Floor Plan of Stage.
A and B are passages in the foreground.
C, D, E, F are passages with arched 

doorways.
G is the main door, with passages H and I 

leading to it.
S are broad but shallow steps.
Nos. 1 and 2 are benches set parallel to 

the walls.
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Historically, the Ionic chiton was a draped garment usually 

made of linen, whose border motifs were often geometric. Sleeves 
were formed by the pinning together of the edges of the material 
down from the neck on each side. In contrast was the Doric chiton, 
a woolen, draped, sleeveless garment with an overfold of variable 
length. We do not know Phoedime's origins (which might well also 
be Ionian)] a Doric chiton is given her for the purpose of variety. 
Monime's costume includes a himation for greater elegance and to add 
to the dignity of her bearing, to help elicit from the actress not 
only a graceful carriage called for by her chiton, but a regal one 
as well.

There was no strict, set type of attire prescribed for kings of 
Asia Minor, and so Mithridate’s costumes do not reflect the style 
of a distinct place and period; rather, they seek to convey at first 
his immediate past experiences and later in fuller measure the 
strength of his character and the prestige of his position.

The costumes of Phamace and Xiphar&s do not conform strictly 
to the Phrygian influences one might expect, but have been designed 
with some of the license a designer may assume is his as long as he 
does not violate the conception of the director and the dramatic 
intent of the play.

These costumes should help the actors and actresses wearing 
them return into the past and add conviction to their interpreta­
tion of their role. The way in which an actor wears a costume does 
make a statement about his character. Just like costumes, d^cor 
can inspire interpretations which, without these costumes or d̂ cor, 
would not have been thought of by the actor.
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To show how the d̂ cor, as I have designed it, would he utilized, 

the following notes on the entrances and exits of the performers are 
presented. This is by no means intended to be a resum^ of the staging 
I would propose; it is, however, a written (rather than diagramed) 
explanation of the traffic patterns on the stage. And traffic pat­
terns are definitely not to be confused with staging. All letter 
references are to entrances/exits shown on the floor plan of the 
stage, Fig. 52.
Act I
Scene i: Xiphar^s and Arbate are in the main hall.

Arbate leaves via C.
Scene ii: Monime enters via D.
Scene iii: Phamace enters via A.
Scene iv: Phoedime runs in from J, remains on the indoor balcony;

leaves via K.
Monime leaves via F.

Scene v: Phamace and Xiphar&s leave via C.
Curtain falls, rises immediately.
Act II
Scene i: Monime enters via K, walks on slowly; Phoedime hurries

in, also via K, steps, surprised to see Monime there.
A fanfare is hear.
Monime and Phoedime leave via K.

Scene ii: Fanfare dies out. Phamace, Xipharfes, Arbate hurry in
from A as G opens and Mithridate enters.
Phamace and Xiphar&s leave via C.

Scene iii: Arbate leaves via C.
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Scene iv: Monime enters via B.
Scene v: Xiphar&s enters via C.

Mithridate leaves via G.
Scene vi: Monime leaves via D.
Curtain falls. ; Interval between acts.
Act III
Scene i: Mithridate, Xipharls, Phamace are in the main hall as

the curtain rises. (Xiphar&s and Phamace seem to have 
come from A and C.)

Scene ii: Guards enter via E and F.
Phamace is taken out via E.

Scene iii: XipharSs leaves via A.
Scene iv: (Mithridate remains in the main hall.)
Scene v: Monime enters via B.

Monime leaves via D.
Scene vi: (Mithridate remains in the main hall.)
Curtain falls. Interval between acts.
Act IV
Scene i: Monime and Phoedime are in the main hall.
Scene ii: Xiphar^s enters via A.

Xiphares leaves via B.
Scene iii: Phoedime leaves via B.
Scene iv: Mithridate enters via G.

Monime leaves via D.
Scene v: (Mithridate remains in the main hall.)
Scene vi: Arbate enters via G.
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Scene vii: Areas runs in from F.

Areas leaves via D.
Mithridate and Arbate start to leave via G as the curtain 
falls•

Curtain falls, rises immediately.
Act V
Scene i: Monime runs in from B, Phoedime following her.
Scene ii: Areas runs in via G.
Scene iii: Arbate runs in via G.

Areas hurries out via G.
Scene iv: (Monime, Arbate, Phoedime are in the main hall.)

A fanfare is heard.
Scene v: Mithridate is helped in via G; Xiphares and Areas

follow. Phoedime may stay.
As has been stated before, the drama of Mithridate is interior; 

it is what happens in the hearts and minds of the protagonists that 
matters. We learn of their feelings through the words they speak, 
through the way they speak them. The story of Mithridate, while 
engaging members of an ancient nobility, still deals with universal 
emotions that can be understood across all social strata. The beauty 
of the poetic line has an intellectual as well as emotional appeal; 
my staging would seek to promote appreciation and understanding on 
both planee, in a setting intended to be conducive to such appre­
ciation. While the use of abstract or fractional scenery could 
permit greater emphasis on the words, it could also conceivably be 
a source of ambiguity that some theatre-goers do find disturbing.
Very elaborate settings, on the other hand, may be equally detri-
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mental to a production. As Louis Becq de Fouquieres wrote in the late 
nineteenth century: "Le spectateur, dont les magnificences de la mise
en scfene captivent les yeux, n'est plus dans un £tat de conscience 
susceptible de goftter, soit la beaut^ litt^raire de 1*oeuvre repre­
sent^ soit la profondeur et la vlrite psychologique des passions

P6 8qu'elle met en jeu. I have chosen, therefore, to set the stage
in a way designed to appeal immediately to the visual sense of the 
audience without diminishing its receptivity to the qualities of the 
literary work by avoiding the extremes of ambiguity and opulent exact­
itude. Modern settings are often not copies of actual reality. 
Mithridate does exist on a psychological plane, and it is this 
psychological reality, the very essence of the play, that I wish to 
exteriorize through suggestive d^cor and lighting.

268 Louis Aime Victor Becq de FouquiSres, L*art de la mise en 
scene. Essai d'esthgtique tife&trale (Paris: G. Charpentier, 188k),
p. 20.
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CHAPTER VII 
CONCLUSION

The chief aims of this study have been (l) to compile evidence 
regarding costumes and d^cor and to establish the milieu in which 
they were developed, (2) to explain how the existing theatre condi­
tions and critical views of the play and playwright influenced these 
visual aspects of production through the years, (3) to determine to 
what extent rfile interpretation was influenced by costumes and 
d^cor, (!»•) to establish my own conception of the play with an ex­
planation of the process by which it was arrived at, (5) to design 
costumes and d^cor for a production in our time, based on my con­
ception and on the principles of design.

For the historical and anecdotal background, a wide variety 
of sources was consulted, ranging from (firsthand) contemporary 
accounts to long after-the-fact analyses. My own views of the play 
and the costumes and d^cor I have designed for it were worked out 
in accordance with present-day guidelines for directors and designers.

No single interpretation is a definitive one. There can be 
different ways of interpreting Racine's plays, of bringing them to 
life for a modern audience, each way having its own certain validity. 
However, Racine's emphasis was on the words and how they were spoken. 
A  newer approach might be more meaningful to today's audience, but 
it may well distort the original thrust of the play. This is not 
to say that Racine’s plays ought to be presented as museum pieces, 
played in the style of the seventeenth century, but a different ap­

proach ought to underscore the same qualities Racine intended to 
emphasize. Bae greatness of a new production should not lie in a
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distortion of the play, in the shifting of its center. This change 
may produce interesting theatre, hut it does not preserve what for 
me is paramount in the treatment of Racine’s plays, and that is, 
the integrity of his work.

The best interpretation of Racine, both in the designing of 
the visual aspects (i.e. of the costumes and d ĉor) as well as in 
the acting, should stem from Racine’s literary creation. His words 
alone, open as they are to all the variations in interpretation 
both possible and suitable to the creative talents of those in­
volved in the production of a play, nevertheless remain the best 
indicators of an interpretation suitable to Racine’s own spirit in 
any given age.
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APPENDIX A

PERFORMANCES OF RACINE'S MITHRIDATE (at the Comddie-Franpaise, 
Paris, unless otherwise specified)

1680-170q1
For each year a list of specific dates of performances is 
given, as well as the name of the play which appeared on 
the same program with Mithridate. and its author.

16802
Sept. 10 Jfariage de Rien (Montfleury)
Oct. 26 Baron de la Crasse (Poisson)

On Sunday, August 4, 1680, Mithridate and Le Souner mal 
apprgte were presented at the Hdtel de Bourgogne.^

1681
Jan. 20 F^cheux (Moli&re)
May 17. Baron de la Crasse 
June 30 Deuil (Hauteroche)
Sept. 19 Amour m^deein (Moli^re)
Sept. 21 Amour m^decin 

1682

May 2 Cocu imaginaire (Molidre)
June 6 Amour m^decin 
Dec. 12 Cocu imaginaire

1683

Apr. 28 Avocat sans ^tude (Rosimonde)
Sept. 7 Semblable It soi-metoe (an "intermede of l'Amhigu

comique) (Montfleury)
Dec. 15 SembIahle_̂ _soi-m̂ taei

1684
July 6 Fragments de MoliSre (Champmesl^)



Aug. 5 Carrosses d^rl&ns (la ChapeUe)
Sept. 25 M^decin malgr^ lui (Moli^re)
Nov. 1̂4- Prlcieuses ridicules (MolieSre)

1685
June 15 Notaire obligeant (Dancourt)
Sept. 12 Heroine (author?)
Sept. 28 Amour m£decin
Nov. 8 Cocu imaginaire
Nov. 21 Marlage forc^ (Moli&re)

la Champmesl£ played the rSle of Monime in 1685.̂
Cast for June 15 performance:5

"Damoiselles 
Monime......Chanmesl^, ou le Conte,
Phedime.....Poisson...ou Guiot

Hommes
Mitridate...Chanmesl̂ , ou la Tuillerie 
Xiphares....Baron, ou Dauvilliers 
Phamace....la Tuillerie ou Guerin
Arbate.... Hubert...ou Raisin L.
Areas..... Beauval, ou Raisin L."

1686

Jan. 9 Pr£cieuses ridicules
May 16 Merlin Dragon (Desmares)
May 20 Merlin Dragon
July 31 Renaud et Armide (Dancourt)
Sept. h Florentin (Champmesl^)
Oct. 10 M^decin malgr^ lui
Oct. 31 F^cheux
Dec. 30 Baron de la Crasse

1687
Jan. 25 Baron de la Crasse



May 15 Badaud (author?)
July 16 Aprls-souper des auherges (Poisson)
Aug. 11 Apr&s-souper des auberges
Sept. 22 Comtesse d'Escarbagnas (Moliere)
Oct. 13 Carrosses d♦Orleans
Nov. 8 Titapapouf (la Longchamp)
Nov. 29 Deuil

1688

Mar. 17 Amour m^decin
June 1 Faux Gascon (Jacques Raisin)
Aug. 9 Coupe enchantee (Champraesl̂  & La Fontaine)^

On March 1 Barth^lemy Gourlin, sieur de Roselis appeared at 
Versailles for the first time in the r8le of Mithridate.7

1689
May 4 Souper mal appr£te (Hauteroche)
July 28 Rdfĉ tition (Baron)
Aug. 18 Florentin
Nov. 14 Concert ridicule (Brueys & Palaprat)

' Dec. 30 Ang^lique et Me'dor (Dancourt)
1690
Apr. 12 Veau perdu (Champmesl^)
July 16 Et4 des coquettes (Dancourt)
Sept. 9 Ballet extravagant (Palaprat)

1691
July 5 Carrosses d*Orleans
Sept. 1 Ombre de Moliere (Br^court)
Oct. 6 Ecole des jaloux (Montfleury)



Feb. 6 Apres-souper des auberges
May 22 Gazette de Hollande (Dancourt)
July 26 Impromptu de gamison (Dancourt)
Oct. 20 Noce de village (Br^court)
Nov. 20 Impromptu de gamison

In 1692 Mo Pierre Trochon replaced M. Michel Baron in the rSle 
of Mithridate0°

1693
Aug. 27 tferiage forc^
Oct. 1 Pr^cieuses ridicules
Nov. 23 George Dandin (Moliere)

169^
May 8 Ballet extravagant
June 23 Pr^cieuses ridicules
Aug. 19 Mots la mode (Boursault)
Sept. 6 S^Wnade (Regnard)
Sept. 21 Deuil
Oct. 6 Vendanges (Dancourt)
Dec. 2 Cocu imaginaire
Dec. 6 Pr^cieuses ridicules
Dec. 17 Plaideurs (Racine)

1695
Jan. 25 Cocher suppose (Hauteroche)
June 20 Baron de la Crasse
Aug. 2 Tuteur (Dancourt)
Sept. 1 Foire de Besons (Dancourt)
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1696

Jan. 1I4- Florentin
Mar. 31 Deuil
July 31 Soeurs rivales (de Vis£)
Oct. 22 Eaux de Bourbon (Dancourt)

1697
Feb. 1 Vendanges de Suresnes
May 12 Lourdaud (de Brie)
Aug. 3 Lotterie (Dancourt)
Nov. 28 Cocher suppos^

1698

May 7 Je vous prends sans vert9 (Champmesl^)
Ifeiy 31 Vendanges de Suresnes^
July 29 Moulin de Javelle (Dancourt & Michault)
Sept. 23 M^decin malgr^ lui
Nov. 29 Ekri retrouv^ (Dancourt)

1699
Jan. 2k Sicilien (Moliere)
June 2k Amour m^decin
July 20 Crispin md'decin (Hauteroche)
Oct. 26 Ent^tement ridicule (author?)
Dec. 29 Ballet extravagant

1700
Mar. 7 Grondeur (Brueys & Ealaprat)
Apr. 29 Vendanges de Suresnes^
June 12 Mariage fovc6
June ill- Amour m^decin
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June 16 Florentin
July 15 F^te de village (Dancourt)
Dec. 5 Gros Lot de Marseille (author?)

There evidently 'was a court performance of Mithridate on 
April 17, 1700. M, Philippe Poisson was to play therfile 
of Xipharls.1^

1701-172013
For each year, the number of performances given is cited.

January b, 1708 Franpoise ^uinault (wife of Hugues Denesle), 
known as Mile ̂ uinault Denesle, made her d^but in the rfile of 
Monime.1 "̂
March 15, 1708 Clavel (brother of Fonpr^'s widow) performed the 
r&Le of Mithridate.  ̂ He was not a member of the troupe of the 
Ccmd’die-Franpaise.
June 10, 1712 Franpois de la Traverse, sieur de S^vigny made his 
second d^but in Mithridate, seventeen years after he retired 
from the theatre. "S^vigny e'tait fort grand et n’avait aucun 
talent."16
May lU, 1711 Mile Adrienne Lecouvreur made her d£but in the rOle 
of Monime.1 ' Later in the eighteenth century the latter was 
played by Mile Hippolyte Clairon. In the eighteenth century 
Mithridate was played by M. Michel Baron, M. Beaubour,18 
M. Brizard,^ and by M. Francois-Joseph Talma.^0 Baron also 
played the r&Le of XipharSs.21

For each year, the number of performances given is cited.

1701 - 7 1705 - 2
1702 - b 1706 - 2
1703 - 3 ^707 - ̂
17C& - 1 1708 - 9

1709 - 5 1713 - 6 1717 - 7
1710 - 5 1711)- - ̂  1718 - 7
1711 - 3 1715 - 5 1719 - 11
1712 - 7 1716 - 3 1720 - 7

1721-172922

1721 - 8
1722 - 5
1723 - l

172^ - 9
1725 - 3
1726 - l

1727 - if-
1728 - 5
1729 - 1

June 29, 1722 Anne-Miurice Lenoir, sieur de la ThorillieSre 
appeared for the first time as Xipharts.23
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April 15, 1723 Pierre Guichon, sieur Dubreuil made his dlbut in 
the rfile of Xiphar^s.24

Pierre-Jacques Duchemin played Xiphar§s (apparently in 1724).25 
Incidentally, the following year he became the husband of La 
Duclos, thirty-eight years his senior.
March 21, 1724 Dumirail made his (third) debut in the rflle of 
Mithridate.
April 8, 172S Drouin de Bercy made his dlbut in the rSle of 
Mithridate. '
June 9, 1729 Bani&res appeared in the raLe of Mithridate for the 
first time.28

1730-175029
For each year, the number of performances given is cited.

1730 - 1 1734 - 2 1738 - 4 1742 - 4 1746 - 3
1731 - 5 1735 - 0 1739 - 0 1743 - 6 1747 - l
1732 - 0 1736 - 2 1740 - 3 1744 - 1 1748 - 0
1733 - 5 1737 - 4 1741 - 2 1745 - 0 1749 - 0

1750 - 0

One of the debuts of Marie-Madeleine or Jeanne-Catherine Gaussem, 
known as Mile Gaussin, was^the rdle of Monime in 1731
Dubois, who made his dlbut in 1736 (in another rSle), also 
played Xiphares (possibly in 1736).31
July 2, 1740 M. Rousselet made his dlbut in the r&Le of Mithri­
date, 32 and appeared again as Mithridate in 1752.33

On January 19, 1740 Mithridate and Le Fat puni were presented 
at the court of Versailles.31*-

1751-179935

For each year, the number of performances given is cited
1751 - 0 1757 - 4 1763 - 2 1769 - 1 1775 - 01752 - 1 1758 - 1 1764 - 0 1770 - 2 1776 - 0
1753 - 3 1759 - 0 1765 - 4 1771 - 0 1777 - 01754 - l 1760 - 2 1766 - 1 1772 - 2 1778 - 3
1755 - 3 1761 - 3 1767 - 3 1773 - 5 1779 - 21756 - 2 1762 - 1 1768 - 0 1774 - 2 1780 - 1
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1781 - 4 1786 - 1 1791 - 01782 - 4 1787 - 0 1792 - 01783 - 2 1788 - 3 1793 - 1
1784 - 2 1789 - 1 1794-1799 - o36
1785 - 0 1790 - 0

In late 1757 or early 1758, Jean-Baptiste Britard, known as Brizard, 
"fut encore plus applaudi dans les rSles de Brutus et de Mithri- 
date."37

M. Vanhove (1744-1803) had played the r&Le of Mithridate.38

Mile Hus (d. I8Q5) and Mile Raucourt (1750-1815) had played the 
rfile of Monime.39

1800-18371|0
For each year, the number of performances given is cited.

1800 - 0 1806 - 3 1812 - 3 1818 - 0
1801 - 6 1807 - 9 1813 - 2 1819 - 0
1802 - 6 1808 - 3 1814 - 0 1820 - 0
1803 - 5 1809 - 2 1815 - 0 1821 - 1
1804 - 4 1810 - 1 1816 - 0
1805 - 5 1811 - 0 1817 - 2 1822-1837 - 0

Mile Duchesnois
r»f>n+.iiY»v.41

played the r8le of Monime in the early nineteenth

August 26, 1806 Leclerc made his d^but in the r$le of Mithridate.42
May 20, 1807, Mainvielle made his dlbut in the rSle of Xiphar£s.^3
During Napoleon’s stay at Fontainebleau, Mithridate was performed 
there on October 23, 1807 with the following cast: Mithridate: 
Saint-Prix; Monime: MLle George; Phamace: Lafon; Xiphar£s:
Damas; Arbate: Desprez; Phoedime: Mile Patrat; Areas: Varenne.4-4
The "Comd’die ayant rejsu l’ordre de se rendre en partie a Erfurt, 
pour y jouer pendant le s^jour de l'Empereur..."45 left Paris on 
September 19, 1808 to make the trip to Erfurt (Saxe). While 
there, the company gave fifteen performances, including Mithri­
date. 4°
Mithridate and Le Tambour Nocturne were performed on August 14,
1812. It was a spectacle gratis, la veille de la f£te de S. M. 
l’Einpereur et Roi."47
On March 16, 1820, the Odlon -presented Mithridate. with Mme Eric- 
Bemard making her dlbut in the rfile of Monime. Mithridate was 
included in reprises in 1824 at the Odeon.48
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Talma performed in the rSle of Mithridate for the first time on 
March 24, 1821, at the first performance of Mithridate given at 
the Op^ra-Comique.^9 He appeared a second time, now at the 
Thlfitre-Franpais, five days later.

1838-18525°
For each year, the number of performances given is cited.

1838 : If- (total)
Jules Janin prepared Rachel for the r$le of Monime in which she 
made her debut October 16.51 Madame J.-I. Samson gives the same 
date.52 Hervey53 mentions, however, as do Iaugier?^ and Mesnard,55 
that Rachel appeared in the role on October 5» Hervey provides 
a day-by-day list of receipts of the Th^tre Franpais for per­
formances Rachel took part in. His information is drawn from 
"la Ccm^die-Franpaise depuis I830," (no date, no author). & 
critical quote in the feuilleton of "la Presse" would further 
confirm the October 5th (rather than the l6th) date, for it is 
dated October T, 1838. From 1838,-to 1855 Rachel performed 
sixty-three times in Mithridate.̂
M. Joanny appeared as Mithridate with Rachel as Monime--(dates 
unspecified).57 (in later years M. Ifeubant took over the title 
r&Le.)

1839 - 6 
IdkO - 8
1841 - 5
1842 - 4
1843 - 5
1844 - 2
1845 : 5 (total)
Sept. 14 First appearance (in r&le cited):

Phamace : M. Jfeubant
1846 - 2
1847 - 1
1848 : 2 (total)
May 7 First appearance:

Mithridate : M. Maubant
1849 - 3
1850 - 1
1851 - 5
1852 - 4



2bo

1853-185558

Specific dates of performances are given, as well as the 
name of the play(s) presented the same day.

1853 : 3 (total)
Miy 13 Souvenirs de voyage and Les lundis de Mine

185^9
June 8
Sept. 26 

Dec. 28

1855 
Mar. 5
Mar. 11
July 16 

I856-I90160

Specific dates of performances as well as the name of the 
play(s) which appeared on the same program with Mithridatp 
are given where possible, otherwise just the number of 
performances presented that year is cited. Sources per­
mitting, names of actors and actresses who appeared for the 
first time in a particular rfile of Mithridate are shown, 
(ftiese are not necessarily stage d£buts.) Pull casts, as 
well as other pertinent data for a given year are specified 
where possible.

1856-1861 - 0

1862
Dec. 22 First appearance:

Fhamace : M. Laroche 
Xiphar&s : M. Worms

1863 - 2
1861*- - 0
1 8 6 5

George Dandin and Stances a Corneille 
La Com^die a Ferney and La famille Poipace (?) 
Io and Le verre d*eau

Le m^decin malgre lui and La joie fait peur 
Le moineau de Lesbie and La joie fait peur 
Souvenirs de voyage and Un caprice

Oct. 21 (reprise)
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Deo. 21 Stances & Racine

Mile Favart appeared in the r8le of Monime.
1866 -  1 
1867 -  0 
1868 -  1
1869
Dec. 21 First appearance:

Xiphar^s : M. Prud'hon
Two hundred thirtieth anniversary of Racine's birth.

Costumes worn in the l86o’s were designed by Albert.
1870 - 0
1871 - 1 
1872-1878 - 0

1879 : 6 (total)
Feb. 7 (reprise)

cast
Mithridate M. Maubant61
Monime.........Mne Sarah Bernhardt
Fharnace...... M. Dupont-Vemon
XipharSs...... M. Mounet-Sully
Arbate   M. Martel
Phoedime.......Mile Fayolle
Areas......... M. Richard

1880-1881 - 0
1882 : 6 (total)62
July 10 (reprise)

Le Jeu de 1'amour et du hasard
First appearance:

Monime : Mile Adeline Dudlay
cast (partial listing)
Mithridate... M. Sylvain
Monime....... Mile Adeline Dudlay
Phamace.......M. Dupont-Vernon
Xipharls ..M. Gamier

1883-1887 - 0
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1888 : 3 (total)63
Sept. 12 (reprise)

First appearance:
Xipharls : M. Albert-Lambert

cast
Mithridate....M. Maubant
Monime........Mile Dudlay
Fharnace «.M. Dupont-Vemon
Xiphards M. Albert-Lambert
Arbate.........M. Martel
Fhoedime......Mile Fr&aux
Areas..........M. Villain

The performance was given in honor of both M. Maubant, 
who was thinking of retiring, and the young Lambert.

1889 : k (total)
Dec. 21 Les Plaideurs

Mile Hadamard replaced Mile Itadlay in the role of 
Monime, since the latter was ill with influenza.
Two hundred fiftieth anniversary of Racine's birth.

1890 : 2 (total)
Aug. 10 George Dandin

Mithridate... M. Silvain
Monime....... Mile Hadamard

At the Theatre National de l'Od^on Mithridate was presented 
five times in 1890.

1891 
Dec. 17

1892-189^ - 0

1895 : 6 (total)624,
Aug. 2 (reprise)

cast (partial listing)
Mithridate....M. Silvain
Monime....... Mile Marguerite Moreno
Fhamace......M. Leitner
Xiphar^s......M. Albert Lambert
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1896 -  o

1897 : 3 (total)65
cast (partial listing)
Mithridate.... M. Silvain
Monime ...Mile Dudlay
Fhamace.......M. Jules Leitner
Xiphar^s...... M. Albert-Lambert

• • • • •

1898-1899 - 0

1900 : 5 (total)66

Apr. 8 First appearance:
Phoedime : Mile Delvair

Sept. 23 First appearance:
Pharaace : M. Fenoux

At the Tb^&tre National de lJOd^on Mithridate wa s presented three 
times in 1900.

Specific dates of performances as well as the name of the 
play(s) which appeared on the same program with Mithridate 
are given where possible, otherwise just the number of per­
formances presented that year is cited. Sources permitting, 
names of actors and actresses who appeared for the first 
time in a particular r<Sle of Mithridate are shown. (Qhese 
are not necessarily stage debuts.) Full casts, as well as 
other pertinent data for a given year are specified where 
possible.

First appearance:
Monime : Mine L. Silvain 
Arbate : M. Ravet 
Areas : M. Falconnier

Two hundred sixty-third anniversary of Racine's birth.

1901 - 0

1902

Dec. 21 (eve.) Les Plaideurs and Le Memoire (premiere)

Dec. 28 (mat.) Le M&oire and Les Plaideurs
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1902 cast
Mithridate... M. Silvain
Monime....... Mne L. Silvain
Pharnace..... M. Leitner
Xiphar4s.......M. Albert-Lambert
Arbate....... M. Ravet
Phoedirae..... Mne Delvair
Areas........ M. Falconnier

1903 : 3 (total)
At the TheStre National de l'Od^on Mithridate was presented 
four times in 1903, including a performance on November 19 
and on December 21. Ihe latter performance featured M. Albert 
Lambert and Mile Maille in the cast.

190^-1907 - 0 
1908
Dec. 21 (reprise)

Les Plaideurs
First appearance:

Phoedime : Mile Madeleine Roch
cast
Mithridate... M. Silvain
Monime ....Mne Louise Silvain
Phamace..... M. Leitner
XipharSs..... M. Albert Iambert fils
Arbate....... M. Ravet
Phoedime..... Mile Madeleine Roch
Areas........ M. Falconnier
Two hundred sixty-ninth anniversary of Racine’s birth.

1909
Jan. Ih- (mat.) Les Romanesques
Jan. 21 (mat.) Les Romanesques
Sept. 6 Le Malade imaginaire
Sept. 19 (eve.) Le Malade imaginaire



1910-1911 

1912 
Feb. 22

Feb. 29

1913 
Dec. 21

1914-1917 
1918 
Feb. 7

June 20

July 14 
Oct. 10 
Oct. 17

245
1909 cast
Mithridate...».M. Silvain
Monime........Mme L. Silvain
Fhamace.... ..M. Leitner
Xiphares.......M. Albert-Lambert
Arbate.........M. Ravet
Phoedime.......Mine Roch
Areas........ M. Falconnier
0

(mat.) Monsieur de Pourceaugnac
First appearance:

•Phoedime : Mile Even
(mat.) Monsieur de Pourceaugnac
1912 cast
Mithridate... M. Silvain
Monime ...Mme L. Silvain
Pharnace.......M. Leitner
Xiphares M. Albert-Lambert
Arbate  ...M. Ravet
Phoedime..... MLle Even
Areas..........M. Falconnier

Les Plaideurs
Two hundred seventy-fourth anniversary of Racine's birth.' 
0

First appearance:
Areas : M. Alcover

(mat.) Le Jeu de l'amour et du hasard
First appearance:

Phoedime : MLle Guintini
(free mat.) Po^sies-Hymnes and Le m^decin malgr^ lui
(mat.) Le Misanthrope
(mat.) Le Misanthrope



1919 -
1920 :

1921 - 
1922 - 
1923 - 
1921* -1925 -
1926 -
1927 : 

1228, :

May

Dec.

1929 -
1930 :

1931 -
1932 :

2^6

1918 cast
Mithridate.....M. Silvain
Monime....... Mme L. Silvain
Pharnace.......M. Leitner
Xiphares ..on. .M. Albert-Iambert 
Arbate.o o o....«M. Ravet
Phoedime.......Miles Even, Guintini
Areas..........M. Alcover

0
k (total)

Mithridate....M. Desjardins®®
Monime....... Mne Segond-Weber°9

1
0
1
30
1
2 (total)

First appearance:
Xiphares : M. Maurice Donneaud

6 (total)
First appearance:

Phoedime : Mme Madeleine Barjac 
Areas : M. Marcel Le Marchand

7 la Nuit d1Octobre
M. Silvain*s fiftieth anniversary at the Ccm^die- 
Franpaise. He played the rQle of Mithridate.

21 Les Plaideurs
Two hundred eighty-ninth anniversary of Racine's birth.

2
1 First appearance:

Phoedime : Mile Henriette Barreau
0
2 (total)

First appearance:
Areas : Jean Valcourt
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Dec. 21 Les Plaideurs

First appearance:
Mithridate : M. Raphael Albert-Lambert fils

Two hundred, ninety-third anniversary of Racine’s birth.
1933 - 2 
193^ - l
1933

Mithridate... M. Albert-Iambert
Jan. 10 
Jan. 17

1936 - 0
1937 : 7 (total)
Dec. 16 (reprise)

cast
Mithridate,....M. Jean Yonnel
Monime.......Mile Marie Bell
Fhamace..... M. de Rigoult
Xiphares......M. Robert Vidalin
Arbate.........M. Th^ophile-Louis-Antoine Balpe'tr̂
Phoedime..... Mile Henriette Barreau
Areas.........M. Jean Valcourt
mise en sc^ne : M. Jean Yonnel
d£cor : M» Iiouis Sue’
costumes : Mine Mhrie-Hel^ne Daste

1938 : h (total)
In January Jean Martinelli replaced M. de Rigoult 
as Fhamace.70

1939-1951 - 0
1952 : 8 (total)
Dec. 1 (reprise)

cast (partial listing)
Mithridate M. Jean Yonnel
Pharnace.......M. Jean Davy
Xiphares......M. Jean Marais
Arbate (?).....M. Jacques Eyser
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mise en scfene : M. Jean Yonnel 
d^cor and costumes : M. Yves Brayer 
music : M. Andr£~ Jolivet

1953 : 27 (total)
May 21^ (mat.) la Coupe Enchantle (by Champmesl^ and La Fontaine)

600tb performance of Mithridate
cast
Mithridate.....M. Jean Yonnel
Monime.........Mme Annie Ducaux
Fhamace.......M. Jean Davy
Xipharls.......M. Paul-Emile Deiber
Arbate....... M. Jacques Eyser
Phoedime.......Mme Genevieve Martinet
Areas........ M. Jean-Pierre Helbert
mise en sĉ ne : M. Jean Yonnel 
d£cor and costumes : M. Yves Brayer 
music : M. Andr^ J olivet
Also appearing in 1953 performances:

Xiphares : M. Jean Marais
1951^-1955 - 0

1956 : 9 (total)
Oct. k (reprise)

mise en seine : M. Jean Yonnel 
dScor and costumes : M. Yves Brayer 
music : M. Andre Jolivet

1957 - 2
1958 - 7
1959 - 7
1960 : 6 (total)
Dec. 1 (reprise)

mise en sc n̂e : M. Jean Yonnel 
dlcor and costumes : M. Yves Brayer 
music : M. Andr£ Jolivet

1961 - 6
1962 : 2 (total)

Rene7 Arrieu appeared in the r&Le of Pharnace.
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1963-1977 - 0



PERFORMANCES OF RaCINE’S MITHRIDaTE AT THE COMEDIE-FRANpAISE73

Reign/Regime 
Louis XIV

Louis XV
Louis XVI
Revolution and 
First Republic
First Republic

Directory and 
Consulate

Snpire
Restoration:

Louis XVIII;
Return of Napoleon, 
Second Abdication

Second Restoration 
Louis XVIII
Charles X

Louis-Philip I
Second Republic
Second Empire: 

Napoleon III
Third Republic

Regime of National 
Assembly

(Third Republic)

Fourth Republic 
Fifth Republic

Dates 
1680-1700 

1701-171^(1715)7̂  
1715-1773(1774) 
177^-1788(1789)

1789-1793
I79U-1798

1799-1804
(1804)1805-181^

(181*01815

(1815)1816-1824
(182*01825-1830

(1830)1831-1848
(18*^)18^9-1851

(1851)1852-1870

1871-1875

(1.875)1876-1940

1940-1943
1944-1958
(l958)l959-pi’esent^

Number of 
Performances

98
62

161
24

21
28

44
9

23

1
93
MH

53
22



PERFORMANCES OF RACINE'S PIAYS AT THE COMEDIE-FRANpAISE, PARIS
Plays First,

Perf.
First 
Perf. 
at C-f78

1680-
170077

1701-
17507s 1751-n18oo78 170l78.i8oo76 1801-185078

1t

1900 :

___________ I
1801- 1 1901b-;1900771966'

La Thebaide 1664 1680 7 8 — 8 8 — 2*> I 2 3
Alexandre 1665 1682 22 3 — 3 3 — 180 ; 1 —

Andromaque 1667 1680 116 204 86 290 296 285 162 447 486
Les Plaideurs 1668 1680 143 352 150 502 507 262 312 574 | 138

Britannicus 1669 1680 86 171 115 286 289 207 130 337 419
Berenice 1670 1680 54 44 34 78 78 6 18 24 263

Ba.iazet 1672 1680 67 119 59 178 184 127 35 162 95
Mithridate 1673 1680 98 182 67 249 249 100 65 165 13281

Iuhig^nie en 
Aulide

1674-
1675 1680 95 220 125 345 348 289 44 333 48

Phddre 1677 1680 121 264 157 421 424 300 142 442 366

Esther 1721 — 8 8 8 113 38 151 72
Athalie 1716 — 94 108 202 209 149 106 255 109

TOTALS: 809 2570 2603 2893 2131
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PERFORMANCES OF RACINE*PLAYS AT TEE COURT82

Plays Louis XIV 
1680-1700 1700-1715

Louis XV Louis XVI First
Empire

La Thebaide 1 1
Alexandre 6 1
Androraaaue 14 9 17 4 7
Les Plaideurs 14 8 18 6 1
Britannicus 19 9 25 4 3
Blr^nice 6 l 1 3 1
Bajazet 20 6 23 5 5
Mithridate 18 7 15 4 2
Iphigdnie 7 8 16 4 6
Phfedre 18 12 22 9 4
Esther 2
Athalie 10 3 3

Total......,..123 62 147 42 34
The compiler of the chart above explained that it did not extend 
beyond the first Empire because in I8l4 the regular custom of court 
performances virtually ceased, and the occasional visits by the 
princes of the Bourbon line to the theatre were recorded too in­
adequately to allow such a list to be drawn up with any degree of 
accuracy. He is able to add the following information regarding 
court performances: under the Restoration there were fourteen per­
formances, no play by Corneille, of Racine only Les Plaideurs. and 
of Moli&re only Le Misanthrope and Les Pr^cieuses Ridicules; under 
Louis-Philip there were eleven performances, including Horace, 
Athalie with the choruses (twice), Le Misanthrope, Le Mariage forc^,
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Le Malade imaginaire (twice); under the second Empire there were 
eleven performances given by the Ccmedie-Franpaise in the imperial 
residences, excluding Corneille and MolieSre, and including one per­
formance of Les Haideurs at Compieigne on the first of December, 1855. 
Elis original compilation was made in 1873*
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FOOTNOTES OX) APPENDIX A

Based on detailed infoimation found in H. C. Lancaster's 
"Hie Ccm€die Franyaise 1680-1701. Plays, Actors, Spectators, Finances," 
The Johns Hopkins Studies in Romance Literatures and languages.
Extra 17 U941J, 23-19 5̂.

2 Ihe Ccmddie-Franyaise was founded in 1680, although it did not 
acquire that name until April 18, 1689.

 ̂S. Chevalley, "Les demiers jours de l'Hfitel de Bourgogne, " 
2g25ie^[Histoire_dua^tre, 17e ann^e, No. ^ (October-December 1965), 
p .  k > 5 .

^ Mas, p. 91.
 ̂H. C. Iancaster, "Actors' roles at the Com^die Franyaise 

according to the Repertoire des com^diens franyoises qui se peuuent 
jouer en 1685," The Johns Hopkins Studies in Romance Literatures and 
languages, bj (1953), 1

g
Iancaster cites only Champmesl£, hut Mas, who goes by Joannid&s, 

notes on p. 116 in Appendix A of &j_Chamginesl£, that Charles Che- 
villet de Champmesld- collaborated with la Fontaine on this one-act 
comedy.

7 Lemazurier,I, 530.
8 J. Racine, Mitaridabe (Paris: Gustave Barba, 1856), p. 2.
9
y or: ...verd, according to Mas
10 Lancaster explains in a footnote on p. 207 that he has 

taken these performances of Vendange^ "as an abbreviation of 
Vendanges de Suresnes. but it is possible than [sic) Dancourt's 
earlier and less popular Vendanges was meant in these instances."

H  Same as footnote 10, above.
nn Based on infoimation in folder no. bZ, taken from the file, 

"ComSdie-Franyaise, Rfeglements, ordres et lettres des premiers 
gentilshommes de la Chambre, 1700-1790," a subdivision of "Comldie- 
Franyaise, Rlglement divers, 1680-1816," found in the Archives de 
France.

13 Based on the ledger, ftat du repertoire, found in the 
Bibliothlque de la Ccmedie-Franyaiee.

lemazurier, II, 330.
Lancaster, Sunset, p. Ik.
Lemazurier, I, 5*1-2.
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17 Mesnard, III, 11.
18 ^  *Descotes, Les grands rales, p. 115.
19 Ibid.
20 Goldmann, Jean Bacine, p. 15^.
21 Iamothe-Iangon, p. 3̂ *
22 Based on Etat^du^r^ertoire, hereafter cited as E.d.r.
23 lemazurier, I, 5̂ 9*
2hr Ibid., 2^6.
25 Ibid., 2h8.
26 Ibid., 251.
27 Ibid., 152.
2® Lemazurier, II, 365.
29 Based on E.d.r.
30 Lemazurier, II, 228.
^  Lemazurier, I, 239•
32 j. Racine, Petite Bibliothfeque des Ih€Stres (Paris: Belin, 

1787), P* xvii.
33 Ibid., p. xviii.
3k S. Chevalley, "La Saison tĥ fTtrale 1739-17^0 & la Com^die- 

Franpaise," Rgvue_ d fhistoire du th££tre, 19eann<fe, Wo. 1 (January- 
March 1967), p. 67.

39 Based on E.d.r.
Hie Ccm^die-Franpaise was closed from September 3* 1793 to 

May 30, 1799* See C. G. Etienne and A. Martainville, Histoire du 
The&tre-Franeais depuis le commencement de la revolution .lusau'5 la 
reunion ggngrale. k vols. in 2 (Paris: Barba. l802l.

37 Lemazurier, I, 170.
Arnault, n.p.

39 Ibid. 
kr» Based on E.d.r.
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kl Roubine, p. 82.

Lemazurier, II, 407.
^3 Eugene Laugier, Documents historiquss sur la Com̂ clie- 

Prangaise (Paris: Firmin-bidot, lt!53), p. 79.
44w  Ibid., p. 120.
45
J Ibid., p. 127.
Ibid.

^7 Ibid., p. l60.
48 *P. Porel and G. Monval, L^deon. histoire administrative,

anecdotiaue et litt^raire du second Th€5tre-Francais. II (Paris: A.
Lemerre, 1882), pp. 27 and 50.

1+9 Ihlma, Reflexions de Talma sur Lekain et lfart th£§tral 
(Paris: Auguste Fontaine, 1856), p. 92.

50 Based on ELd^r. and on A. Joannides, la Camgdie-Francaise 
1902 (Paris: Plon, 1903).

51 Janin, p. 133.
^  J. I. Samson, Rachel et Samson (Paris: P. Ollendorff, 1898), 

P. 7fc.
C. Hervey, The Theatres of Paris. (Paris: Galignani, and 

London: John Mitchell, 1846), p. 97*
E. laugier, De la Com€die-Francaise depuis 1830 (Paris: 

Tresse, 1844), p. 115.
55 Mesnard, III, p. 12.

Gaston Bonnefont, La Comfedie-Francaise (Paris: Ed. Monnier,
1884), p. 138.

57 Descotes, Ias^^ran^Ales, p. 115. .
58 ✓Based on information found in Representations et Recettes

.ioumalieres des Theatres Imperiaux in the Archives de France.
59 E.d.r. notes five performances for this year.
60 Based on E.d.r.; on costume sketches in the Collections de 

la Coraldie-Franpaise; on vols. 5, 6, 7 of C. Gueullette, Repertoire 
de la Onmedie-Francaise (Paris: Librairie des Bibliophiles, IB89, 
I89O, 1891); on A. Joannides, la Com^die-Francaise de 1680-1900 
(Paris: Plon, 1901); Joannidfes. La Ccmgdie-Francaise 190^ (Paris:
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Plon, 1902); Joannides, la Cam£die-Francaise 1902 (Paris: Plon, I903); 
Joannides, la Cnmfedie-Francaise lQÔt- (Paris: Plon. 1905); on Lea. 
Annales du lh@.tre et de la Musioue: 5e* 8e, lkê  15e, l6e, 17s, 21e, 
26e annges:.and on Lyonnet. Dictionnaire des comediens francais—  
specifically for December 21, I865.

61 Goldmann, JgaS-SSiiiSSi (p* 156) cites M. Sylvain as performing 
in the r6le of Mithridate.

62 JoannidSs, in La Cam£die-Francaise de 1680-1900. p. 363# aacl 
Cite Six •nfirfrvrtirennpH- whilA flnnalps. Mg Bnnpp.ri. 106, Cites 

five for "Nombre de representations pendant l'annee." This ‘Number 
of performances' does not seem to include the first performance of 
Mithridate. in a given year when the latter is a reprise. The prac­
tice of numerical exclusion of the reprise is not consistent through­
out the tabulations of the Annnipg- however (witness agreement of the 
three sources for 1879* the year of a reprise).

^  Joannicfes, in la Comgdie-Frangaise de 1680-1900* p. 368,and 
E^d^r. cite three perfonnances. while imnaxes. annee. p. 75* cites 
two. See footnote for 1882. <— — —

6k JoannidSs, in La Camgdie-Francaise de 1680-1900. p. 376* and 
E.d.r. cite six TierformanceH.whlle ftnna1es. P1e ann£e.p. 77, cites 
five. See footnote for 1882.

65 Joannides, in La Cam^die-Frangaise de 1680-1900* p. 378* and 
E.d.r. cite three performances.while annales. 23L annge. p. 97, cites 
four..

66 Joannides, in J^Comldie^Franjaise^de^jL^SO^lgOOj p. 382* and 
E.d.r. cite five perfonnances, while Annales, 26e annle, p. 78, cites 
three. '

67 „Based on EUd^n,; Champion's La Comedie-Frangaisej Joannides'
La Com^die-Franpaise 1902. La Comgdie-Francaise 1909. la Comedie- 
Francaise 1912. In Com^die-Francaise 1918— all at Plon. in Paris, in 
1903* 1910* 1913* 1919 respectively; Amies : 28e, 29e, 3^e* 35e>
38e> 39e annees; and on documentary evidence found in the Biblio- 
theque de la Com£die-Frangaise.

/TO Descotes, Les grands ifoLes. p. 119.
69 Ibid., p. 126.
70 Champion, V, 209.
71 This performance was given in the Salle Richelieu of the 

Comedie-Franpaise. The cast listing is.taken from the program for 
that performance. Mithridate was part of the "Principales Creations 
et Reprises de la saison d'hiver 1952-1953," according to the program.

^  La ComedieoFrancaise. 1680-1962.' Catalogue de 1*exposition au
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Chateau de Versailles (Paris: Ministfere d’Stat— affaires culturelles,
1962), p. 171.

73 Information is based on E^djT.; A. Joannides, La Com'edle- 
Francaise de 1680-1900: Jean Bacine, The Complete Plays of <llean Kacine. 
trans. Samuel Solomon (New York: Modern Library, 1967), Vol. II.

7̂  It is not possible to indicate accurately how the total 
number of performances should be divided in any given year where 
there was a changeover in reign or regime. To avoid the ambiguity 
that so often plagues charts of this kind due to the frequent over­
lap of "historical" dates, the calendar year is used as the basis 
for counting the number of performances and alongside that date is 
given (in parentheses) the date that shows the actual historical 
extent of a reign or regime where the two time categories do not 
coincide.

75 The statistics given extend through the spring of 1977»
76 Infoimation is based on The Complete Plays of Jean Bacine, 

trans. by S. Solomon, Vol. II, p. xli.
77 Information is based on Joannides and Solomon (i.e. figures 

cqincide).
78 infoimation is based on Joannides, Comedie-Franyaise de 1680- 

1222, p. xvi-xvi i. ....
79 only two acts (according to Mesnard, VIII, 610).

the first three acts (according to Mesnard, VIII, 610)-
Between 1901 and 1966 there were 131, not 132 perfoimances of 

Mithridate. This (smaller) figure has been confirmed by Jfedame.Sylvie 
Chevalley, Archiviste-Biblioth^caire of the Cora€die-Franpaise (based 
on the unpublished Etat du repertoire).

Note: Consult A. Joannides, Comldie-Francaise de 1680-1900.
p. xvi-xvii for decade by decade listing of number of 

perfoimances of all of Bacine's plays, 1680-1900. A mathe­
matical error is made in that chart: Britannicus.: total
number of perfoimances is 709* changing grand total to 6272.
Note: S. Solomon notes the plays by Corneille and MoliSre

that were the most performed at the Ccm£die-Franpaise 
for the period l680-(July 31*) 1966 and cites the number of 
perfoimances for each as follows: Le^Cid (l,V71), Horace. (863),
Le Menteur (-'825), -Cinna (7̂ 2). Polyeucte (708). Bodogune (k55). 
m w M n S U h  ^hrtuffe (2.7̂ 6). L'Avare (2.135). Le Mldecin 
Malgr^ lui (2,080), Le Misanthropy l1.815). Les Femmes Savantes 
(1.707). Le_Malade .Lnaeinalre. (lT648). J.'Ecole des Maris. (1.56 )̂. 
LlEcole des. Femmes (l,kl7), Les Pricieuses Bidicules (l724o).
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82 Information is based entirely on Eugene Despois1 compilation 

in Oeuvres de J. Racine, ed. Paul Mesnard, III, 610.



260

5 t- I S

;,K------- |u_ _ { 3 _ <,0'— ■
?'l Rg I %f Hi

I CU 
!*

is '6I £
  x,

i • 1
\

^ pfrtNt J or
I U J S P fftr-FortE|W1

P/W/Gfc TV,
p4r^ r’--'

/I;

rogrue-HT̂  (,pocnA  ̂lg>jg^p^|:

covip.tVÂo 
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MEMBERS OP THE TROUPE OF THE. E&EEL BE BOURGOGNE IN 16731

MM. Hauteroche 
la Fleur 
Poisson 
Brfecourt 
.Ghampmesle 
la Thuillerie 
la ThorilliSre 
Baron 
Beauval

Miles Beauchateau 
Poisson 
D’Ennebaut 
BrScourt 
Champmesll 
Beauval 
La Thuillerie

1 Bert-Edward Young, Michel Baron, Acteur et Auteur Dramatique 
(Paris: Albert Fontemoing, 1905); pp. 70-71.
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APPENDIX C

LOCATION OP THE COM&IE-FRANPAISE : 1680 - 17991

1680 - 1689 dhe Com£die-Franpaise is at the Thfehtre
Gu6n6gaud (rue Mhzarine).

1689 (April 18)^ Inauguration of the house^ on the rue des
Foss€s-Saint-Germain-des-Pr^s (present rue de 
l’Ancienne Com£die) (Building was designed by 
the architect Franpois d’Orbay.)

1770 The Corâ die-Franpaise moves to the "salle des
Machines" at the Tuileries.

1779 Construction of a new theatre begins on the
site of the former hfotel de Condi; plans by 
Peyre and de Wailly. (present 0d6on)

1782 (April 9) House is inaugurated under the name of "Theatre-
Franpais."

1789 Ihe "Th^Stre-Franpais" is renamed the "Theatre
de la Nation."

1790 2he theatre in the rue de Richelieu becomes
known as the "IhSStre-Franpais de la rue de 
Richelieu."

(1791) (Some actors from the Th%htre de la Nation go
over to the Th€£tre-Franpais de la rue de 
Richelieu.)

(1799) "C'est 1& que se r£unirent, en 1199> les
fel6ments de l’Ancienne Coraddie 6pars depuis 
six ans. Napolfeon allait organiser d£finitive- 
ment la Camddie-Franpaise."^

^ Jean Monval, la Cam^die-franpaise, (Phris: Henri Laurens, 1931),
pp. 6-7.

p A. M. Nagler, A Source Book in Theatrical History (1952; New 
York: Dover, 1959), p. 285. ~

3 According to Nagler (p. 285), the stage was a sloping one, 
measuring ^1 feet deep, 5^ feet wide, with six flat wings on each 
side. "Die acting area— not wider than 15 feet at the front and U  
feet at the rear— was railed off against the benches by balustrades." 
The auditorium was 71 feet long, and U-shaped.

^ Nagler, p. 285.
5 Monval, p. 7«
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MEMBERS OP THE FIRS# TROUPE OF THE COM&HE-FRftNpAlSE2 

MM. De Champmesll I^es De Champmesle
Guerin Guerin
De la Grange De la Grange
Vemeuil Guyot
Rosimont Du Croizy
Du Croizy Dupin
Hubert De Brie
Beauval Beauval
Baron Baron
Raisin d’Ennebaut
Hauteroche Raisin
La Thuillerie Lecomte
Poisson
De Villiers
Danvilliers

1 On p. 3 of the work cited "below, Bonnefont wrote: "Le th££bre
de la rue Richelieu n’a pris le nom de Cam/die-Frangaise que le 18 
avril 1689, mais ses origines sont plus'anciennes.’ He must have 
referred to the members of the troupe at this time, for the troupe of 
1680 was slightly different in its composition.

 ̂Gaston Bonnefont, La Comedie-Frangaise (Paris: Ed. Monnier, 
18810, pp.113-1^.
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APPENDIX D

THEATRES ESTABLISHED IN FRANCE, ll*th - EARLY 18th CENTURIES11

KINGS OF 
FRANCE YEARS THEATRES

Charles VI

Franjsois I 
Henry 11̂

(before)
1398
,11*02

15h0

15l*8

IhSatre au Bourg. S. Ifeur. 
IhSatre S. la TrinitS.
Theatre & l’Hostel de Flandre. 
Theatre 5 l’Hostel de Bourgogne.

(about)
1560V*’•...........College de Reims.

 ......... College de Boncourt.

Henry III

1577

1581*

(Comddiens Italiens): Theatre & l’Hfitel
de Bourbon. lie Gelosi.
Theatre h l'H&tel de Cluni, sunnrim̂ .

1588........... ..Can£diens Franpois, su~pr>rimgs.
......... ....(Com^’diens Italiens): Nouvelle

Troupe, sumorim^e.

Henry IV 

Louis XIII
c'1596

1600

1629

Louis XIV

^650

1658

Theatre h la Foire S. Germ, autoris^.
IhSatre & l'H£t. d’Argent au Marais.
Ccm£diens de 1'Elite Royale.
Troupe de MoliSre, au Fauxbourg S.
Germ, sous le nom de l'lllustre Theatre.
Troupe de Moli&re, au Petit-Bourbon, 
le 3. Novembre.

1660............ Troupe de Moli&re au Palais Royal,
sous le nom de La Tr. de Monsieur.

............ Op&ra. Th. 6 l’Hfttel de Gu£n£gaud
par Perrin.

............ Com^diens Espagnols, au Petit-Bourbon.
l66l............ Troupe de Mademoiselle^

...............Troupe Dauphine, jusqu'en 1666.
1662 Nouvelle Troupe de Cora£diens Italiens.
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THEATRES ESTABLISHED... cont.
KIHGS OF 
FRANCE YEARS THEA1RES

Louis XV

1665 Troupe de Moli&re, sous le nom de 
Troupe du Roi, au mois d’Acnt.

1673....  Troupe du Thlatre du Marais et
Troupe du Roi reunies sous le ncm 
de Troupe du Roi, a 1*Hotel de 
Gu6n§gaud.

..... » (Op€ra): Academie rolale de Musique.

Louis XIV <
1677 Theatre des Bamboehes au Marais
1680............ (Comediens Italiens): seule.

............ Troupe Royale & Troupe du Roi,
rlunies 3 l'Hotel de Guenegaud, 
sous le titre de Comediens du Roi. 
avec 12000 livres de pension.

168H

1697

Comldiens du Roi, en leur Hotel, rue 
des Foss6s Saint Germain.
(Ccm^diens Italiens): sunnrimes.

1716....... .....(Theatre des Foires): It la Foire
Saint Laurent.

............ (Comediens Italiens): Nouv. Troupe
du Due d*Orleans.

1723 (Comediens Italiens): Tr. du Roi.

Information taken from a chart in P. F. G. de Beauchamps, 
Reeherches sur les thl&tres de France. Depuis l*annle onze cens 
soixante-un, jusques \  present. (Paris: Prault p&re. 1735). n.p.
Most original spelling is retained.

2 Francois' name cannot he attached to the year 15^8 as the 
original chart shows, because Henry II (whose name is omitted there) 
was crowned in 15 Vf.

3 "Ifedemoiselle" is Mademoiselle de Montpensier.
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APPENDIX E

TABLEAU OF HENRI-LOUIS LEKa IN'S PERFORMANCES IN MITHRIDaTE
(1752-1776)1

YEAR

1752-53
1753-5^ 
175^-55
1755-56

1756-57
1757-58
1758-59 
1760-61 

1761-62

1762-63
1763-61*-

176i*-65
1765-66
1766-67
1768-69

1769-70
1771-72

1772-73

1773-7^
1777-78 
(Tues. April 8 
-Sat. Jan. 21*-)

rSle
Xiphar&s

If

Phamace
11

■I

CITY
Paris

Paris....
Versailles.
Paris

NO. OF PERFORMANCES

3
l
1
.3.1
3 
3
1
2 
2 
1

Paris...............2
Fontaiaebleau. ....1
Nancy 1
Paris 1*
" 1

1
1

Paris.......... .....2
Versailles ("cour"),.,l
Pari s...............0.3
Versailles ("cour")...!
Paris
Versailles

k

1
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1 Olivier, pp. 203, 205, 208, 211, 21̂ , 217, 220, 225, 227, 229, 

231, 233, 235, 237, 239, 2^0, 2^3, 2U5, 2 6̂, 253.

/
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francais de 1600 a 1657. ("Published in Socig'tg' d>Histoire du 
HhfeStre. Bibliotheque Ho. l) Paris: Droz, 1933*

— ----— Le lh€atre de l’Hfttel de Bourgogne. Vol. I. Paris:
Hizet, 1963.

— — —  --. Le Tdkatre de l?H5tel de Bourgogne. Vol. II. Paris:
Hizet, 1970.

— — — — . Le IhSatre du Marais. Vol. I. Paris: Hizet, 195̂ .
--------- , Le Theatre du Marais. Vol. II. Paris: Hizet, 1958.
Hoover, Kathleen O’Donnell. "Despot of French Opera." Opera Hews,

35, Ho. 19 (March 6, 1971), 7-11.
Hope, Thomas. Costume of the -ancients. 2 vols. London: Henry G. Bohn,

18U1.
Houssaye, ursbne. Ia Ccm^die-Frangaise 168Q-1880. Paris: Librairie 

d’Art, 1880.
Houston, Ifery G. Ancient Greek, Roman, and Byzantine Costume and 

Decoration. 2nd ed. 19 7̂i rpt.'London: Adam 8c Charles Black',
“ 96b'.

Hugo, Victor. Preface de Cr.omwell, suivie d* extraits d’autres
prefaces dramatiques. Classiques larousse. Plaris: Larousse, 19^9.

Illingworth, David V. "Documents inldits et nouvelles precisions 
sur le theatre de l1Hotel de Bourgogne, d’apr^s des documents 
du XVIIIe sleele." Revue d ’fflstoira du Theatre. 22e annee, Ho. 2 
(april-June 1970), pp. 125-132.

Illustrations des oeuvres de Racine d’apres les dessins de Calmg, 
gravies ^ar Charles-Pierre-Joseph Hormand et Pauline Jaover 
et d’apres les dessins de Pierre-Jerome Lordon. gravies par Pierre- 
Jean Simon.Paris: Osterwald l’a?h£, n.d.



280
Illustrations of Jean Racine’s Plays, Scrapbook, n„p.: n.p., n.d.
L'Hlustre th££tre, 2e annee, No. 8 (1957), P« 58*
Janin, Jules Gabriel. Rachel et la tragedie. Paris: amyot, 1859•

Jasinski, Rene. Vers le vrai Racine. 2 vols. Paris: Aimand Colin, 
1958. *

Joannides, a . Ia Camedie-Francaise de 1680-1900; dictionnaire 
general des pieces et des auteurs. Paris: Plon, 1901.

...— ...__, la Comldie-Frangaise 1901. Paris: Plon, 1902.

  -- — . Ia Coffl^die-Franyaise 1902. Paris: Plon, 1903.
__--- ---- . Ia Comldie-Francaise 1904. Paris: Plon, 1905.
.--------- . Ia Cam^die-Franpaise 1909* Paris: Plon, 1910.
 _ , la Com^die-Frangaise 1912. Paris: Plon, 1913*
........... La Com^die-Frangaise 1918. Paris: Plon, 1919*

. Ta Cnm^die-Francaise de 1680 a 1920: Tableau des
representations par auteurs et par pieces. Paris: Plon, 1921.

 — ..... Ia Com^die-Frangaise 1926. Paris: Plon, 1927.
Jones, Robert Edmond. The Dramatic Imagination. New York: Iheatre 

Arts Books, 1941.
Jourdain, Eleanor F. Dramatic Theory and Practice in France 1690- 

.1808. 1921; rpt. New York and London: Benjamin Blom, 1968.
Jullien, Adolphe. Histoire du costume au theatre depuis les oricines 

duthgSftre en France .jusqu'sT nos ,iours.lfaris:G. Charpentier,
1S80I

Jurgens, Madeleine, and Elizabeth Jfetxfield-Miller. Cent Ans de 
recherches sur Moliere, sur sa famille et sur les comgdiens 
cle* sa troupe, Paris: Imprimerie Nationale, 1963.

Keraodle, George R. From Art to Iheatre. Chicago: University of 
Chicago Press, 196^.

Knapp, Bettina L. Jean Racine: Mythos and Renewal in Modem
Theatre. University, Ala.: University of Alabama Press, 1971.

Knight, Roy Clement. Racine et la Gafece. Paris: Boivin, 1950.
Kohler, Carl, a  History of Costume. Trans. Alexander K. Dallas.

Ed, Emma Van Sichart. London: George G. Harrap, 1929.



281
Kohler, Pierre. "Racine et la trag£die francaise. 11 Revue Bimensuelle 

des Cours et Conferences, kl, No. 7, 1 (1939-Uo), 4^9-58 and 
520-30.

Komisarjevsky, Theodore. .The Costume of the Theatre. London: Geoffrey 
Bles, 1931.

Iacour, Leopold. Les premieres actrices franeaises. Paris: Librairie 
franpaise, 1921.

Lacretelle, Jacques de. Introduction au theatre de Racine suivie de 
Xa Vie nrivee de Racine by Pierre de Lacretelle. Paris:
Librairie A^ademique Perrin. (Librairie Hachette, 19^9# for 
Ia Vip nrivee de Rao-ine; Librairie Acaddmique Perrin, 1970, 
for Le Theatre de Racine.)

Lacroix, Paul. XVIIe siecle. institutions, usages et costumes - 
1590-1700. Paris: Firmin-Didot, 1880.

— — — — . XVIIIe siecle. institutions, usages et costumes.
France, 1700-1789° Paris: Firmin-Didot, 1885.

Lagarde, Andre, and Iaurent Michard. XXs Sigcle. Les Grands auteurs 
fran£ais. Paris: Bordas, 1966.

Lamboume, Norah. Dressing the Play. London and New York: The Studio 
Publications, 1953*

lame, Emile. "Le Costume au theatre. La tragedie depuis 1636."
Extr. d e la Revue d’art dramatique, October 1886, pp. IO-36.

Iamington, Alexander Dundas Ross Wishart Cochrane-Baillie. The 
Theatre francais in the reign of Louis XV. London: Hurst 8s 
Blackett, 1879*

Iamothe-Langon, Etienne L^on, baron de. Rachel. Paris: Auguste 
Le Gallois, 1838. ——

Lancaster, Henry Carrington. "Actors’ roles at the Com^die Franpaise 
according to the Repertoire des comediens franpoises qui se 
peuuent jouer en 1685." The Johns Hopkins Studies in Romance 
Literatures and Languages, kj (1953J. '' ' 1

 -------- . "The CoraSdie Franpaise 1680-1701. Plays, Actors,
Spectators, Finances." The Johns Hopkins Studies in Romano^ 
Literatures and languages, lUxtra vol. 17 (1941).

— — — — . a  History of French Dramatic Literature in the Seven- 
teenth Century (The Period of MoliSre 1652^1672). Part Vols.
I' and H .  Balt imore: The Johns Hopkins Press, 1936.

— — — — . a  History of French Dramatic Literature in the Seven­
teenth Century (.The Period of Racine 1673-170QK  Part U. '
Baltimore: The Johns Hopkins Press, 1940. Vol. I.



282
Lancaster, Henry Carrington, a  History of French Dramatic Literature, 

in the Seventeenth Century (Recapitulation' jLblo-l76o), Fart 5. 
Baltimore: Die Johns Hcrpkins Press, 19^2.

"la Calprenlde Dramatist." Modem Philology. 18, No. 3 
(July 1920), 121-1*1 and No. 7 (November 1920), 31*5-60.

— . Sunset, a History of Parisian Drama in the last Years 
of Louis XI7, 1701-1715• Baltimore, The Johns Hopkins Press,
w r . —  ---------

Ianson, Gustave. Esquisse d'une Histoire de la Tragedie Frangaise. 
Paris: H. Champion, 1927*

Lapp, John C. Aspects of Racinian Tragedy. Toronto: University of 
Toronto Press, 1955*

La Rive, Jean Mauduit de. Reflexions sur lfart thfefitral. Paris: 
Rondonneau, 1801.

Iarroumet, Gustave.^Racing. Paris: Hachette, 1898.
"Le Theatre de Racine.— 'Mithridate.'"-Revue des Cours 

et Conferences, 8 ,1  (1899-1900), 16-23. ""
Larson, Orville K. "Nicola Sabbattini's descriptions of stage

machinery from Pratica di fabricar scene e machine ne'teatri 
(Ravenna, 1638). An Explanation and Commentary." Players 
Magazine, 39* No. 1 (October 1962), 13-20 and 39* No. 2 
(November 1962), 1*7-53* and 61*.

Laugier, Eugene. De la Com^die-Franeaise depuis 1830. Paris: Tresse, 
181*1*.

— — ■— -. Documents historiques sur la Com6die-Francaise. Paris: 
Firmin-Didot, 1953®

Iaumann, E. M. La Machinerie au thdStre depuis les grecs iusau'S. nos 
Jours. Paris: Firmin-Didot, I897.

Iaver, James. Costume in Antiquity. New York: Clarkson N. Potter, 196!*.

— — — — . Costume in the theatre. London: George G. Harrap, I96I*.
— — — — . Drama: its costume and dlcor. London: The Studio Ltd., and 

New York: The Studio Publications, 1951®
Iawrenson, T. E. 3he_French. Stage in the XVIIth Century. Manchester: 

Manchester University Press, 1957®

“The Shape of the Eighteenth-Century French Theatre and 
the Drawing-Board Renaissance.” Theatre Rpspawh. Tter.ho-rehpg 
mS&trales. 7* Nos. 1 and 2 (1965), 7-25 and 7, No. 3 (1966), 
99-109.



283
LebSgue, Raymond. "Le th§sN;re baroque en France." Bibliotheque 

d'Humanisme et Renaissance, I L (19^2), 161-84.
Le Bidois, Georges. La Vie dans la trag^die de Racine. Paris:

Ch. Poussielgue, 1901.
Leclerc, Hliene. Les Origines italiennes de 1 Architecture thgafcrale 

modeme. Paris: Droz, 19^6.
Leclerca, Louis. Les P4cors. les costumes et la mise en seine au 

JL2,__siecleJ[l^l5^l680]j Paris: Liepmannssohn & Dufour, 1869.

Lekain, H. L. Memoires. Paris: Ponthieu, 1825.
Leloir, Maurice. Histoire du costume de l'antiauitea^lglk. Paris: 

Henri Ernst, 193^* Vol. IX.
— — — — . Histoire du costume de 1 *antiquit£ a 191^. Paris: Henri 

Ernst, 1935o Vol. X.

Lema&tre< Jules. Jean Racine. Paris: Calmann-L^vy, 1933.
Lemasurier, Pierre David. Galerie historique des acteurs du 

Utie&tre Francais depuis 1600 .iuscru'anos .jours. 2 vols.
Paris: J. Chaumerot, 1810.

Leris, Antoine tie. Dictionnaire -portatif historique et litt^raire 
des th£&tres... 2nd ed. Paris. C. a . Jombert. 176?.

Lester, Katherine Morris,and Rose Netzorg Kerr. Historic Costume.
6th ed. Peoria, 111.: Chas. a. Bennett, 1967.

Lewis, Warren Hamilton. The Splendid Century. London: Eyre & 
Spottiswoode, 1953*

— — — — . The Sunset of the Splendid Cdnturv. London: Eyre & 
Spottiswoode, 1955•

Lion, Suzanne. "Theatre et Couture." LHllustre th£&tre, No. 1 
(Winter 195W 955), pp. 37-3 8. '

— — — — . "Bieatre et Couture." L 11.1 lustre th&tre. No. 2 
(Spring 1955), PP. ^1-^3.

— — — — . "ObfeStre et Couture." Lfillustre theatre. No. 3 
(Summer 1955), pp. kl-kk.

Livre d'Inventaire des Habits de la Com^die Francaise.
Lockert, lacy. .Studies in French Classical Tragedy. Nashville:

2he Vanderbilt University Press, 1958.
Lough, John. Paris dheatre audiences in the 17th and 18th 

Centuries. London: Oxford University Press, 1957*



28k
Luckiesh, Matthew. The Language of Color. New York: Dodd, Mead, 1918.
 — ~  — . Light and Shade and their Application. New York: D. Van

No strand, 1916.
Lyonnet, Henri. Les cofflidiennes. Paris: Lfetrcel Seheur, 1930.
— — — — . Dictionnaire des come'ciienB francais (ceux d*hier)...

2 vols. Gen&ve: Bibliotheque de la Revue universelle, 1911-12.
— — — — . Etudes drauiatiques. Talma et la Revolution. 2nd ed.

Paris: Perrin, 1088.
— — — — . Histoire du theatre: Mile Georges. Paris: Schmid, 1907«
 ------- Les "premieres11 de Jean Racine. Paris: Delagrave, 192k.
Mahelot, and Iaurent. Le Memoire de Mahelot, Laurent et dfautres

d^corateurs de l’Hdtel de Bourgogne et de la Coiffedie-Francaise 
au XVIie siecle. Ed. H. C. Lancaster. Paris: E. Champion, 1920.

Mandrou, Robert. Louis XIV en son temps. Paris: Presses Universi- 
taires de France, 1973*

Manne, Edmond Denis de, and G. Menetrier. Galerie. historique de la 
ComeSie Frangaise pour servir de complement a la troupe de 
Talma. Lyon, N. Scheuring. 1876.

Manne, Edmond Denis de. Galerie historique des comb'diens de la 
troupe de Talma. Lyon: N. Scheuring, 186)6.

Mantzius, Karl. a. History of Theatrical Art. Trans. Louise von 
Cossel. 6 vols. New York: Peter Smith, 1937*

—  -------. Moli&re; les theatres, le •public & les comldiens de
^on^te^s. Paris: Armand Colin, 190S.

Manuel des meubles, Decors, objets & Ustensiles necessaires a la 
Representation des Pieces Composant le Repertoire du Tb^trV- 
Francais. Unpublished, dating from 1800.

Marion, Denis. "Un R8le de la ChampmesleV1 Les Cahiers de la Com- 
pagnie Madeleine Renaud— Jean-Louis Barrault. Se ann^e. 
cahier (1955), PP. 23-30.

Marmontel, J.-Fr. Memoirs of Marmontel. 2 vols. New York: Brisban & 
Brannan, 1807«

Mas, Emile. La Chamnmesl<f. Paris: Felix Alcan, 1927.

Materiel de Decorations de 1806 a 1839. Unpublished.
Matthews, Brander. The Principles of Plavmaking. New York: Scribner1s,

1919.



285
Matthews, Brander. The Theatres of Paris. London: Sampson Low,

Marston, Searle, 8s Rivington, 1880.
Lfeuriac, Francois. La Vie de Jean Racine. Paris: Plon, 1928.
May, Georges. "Comment Racine distribuait ses Ales." French 

Studies, !»•, No. 4 (October 1950), 306-12. '
Medan, Pierre. "Un gascon prlcurseur de Racine." Revue des Pyrenees, 

le trim. (1907).
M̂ le'Se, Pierre. Un hamme de lettres au temps du grand roi: Donneau 

de Visl. Paris: Upoz, 193̂ »
-— — — — . Repertoire analytique des documents comtemporains 

d1 infoxmation et de critique concemant ie tbfeSrtre k -Paris 
Tons Louis XIV. i659-1715. Soci^te d'histoire du th^Stre. 
Bibliotheque. No. 7* Paris: Droz, 193̂ *

— — ..., Le Theatre et le public a Paris sous Louis XIV. 165Q- 
r£15i ^ocibt§ d*histoire du theatre, Paris. Bibliotheque No." 6'. 
Paris: Droz, 193̂ •

Millin de Grandmaison, Aubin-Louis'. Observations sur le costume 
th^&tral. Paris: Sajou, 1811. "

Mongr£dien, Georges. Daily Life in the French Theatre at the Time 
of Molibre. Trans. Claire Eliane Engel. London: George Allen 
and Unwin, 1969.

Dictionnaire bibliographiaue des comediens francais 
du XVII* siefcle. Paris: Centre Nationale de la Recherche 
Scientifique, 1961.

• --- -— . _Les_Grands comediens du XVTIe siecle. Paris: Soci5t#
d’Edition Le Livre, 1927.

Monval, Georges. Les Collections de la Comedie-Francaise. Catalogue 
historique et raisonng. Paris: Socigt^ de Propagation des 
livres d’art, 1897*

Monval, Jean. La ComAie-Franpaise. Paris: Henri Laurens, 1931*
Moore, Will G. The Classical Drama of France. London, Oxford,

New York: Oxford University Press, 1971.
Morpay, Raoul, and Armand Miller. Ia Renaissance. Paris: Editions 

Mondiales - Del Duca, i960.
Moreau, C. F. J. B. Memoires historiques et litt^raires sur F.-J. 

EQma. Paris: Ladvocat, 1826. ~~ ~
Morel, J. La Trag^die. Paris: Armand Colin, ±$6k.



286
Mornet, Daniel. Histoire de la literature francaise classique 

1660^1700. 2nd ed. Paris: Armand Colin, 1942.
Jean Racine. Paris: a u x Aimes de France, n.d.

Mounet-Sully, Jean. Souvenirs d'un trag^dien. Paris: Pierre Iafitte,
1917.

de Mourgues, Odette. Racine or. the Triumph of Relevance. Cambridge: 
Cambridge University Press, 1967.

Nagler, a . M. a  Source Book in theatrical History. 1952; New York: 
Dover, 1959*

Nelson, Robert James. Corneille and Racine: parallels and contrasts. 
Englewood Cliffs, N. J.: Prentice-Hall, 19^6.

Nicoll, Allardyce. The Development of the Theatre; a Study of.
Theatrical Art from the Beginnings to the Present Day. £ondon: 
dT~tt. Rarrap, -----  --- -----------------

—  The Theatre and Dramatic Theory. New York: Barnes &
Noble, 1962.

Niemeyer, Charles. "The HStel de Bourgogne, France’s First.Popular 
Playhouse." The Theatre Annual. 19^7, pp. 6k-80.

Noury, J. I^e^de^CTwm^mesl^ Rouen: Imprimerie de Esp^rance Cagniard,
1892.

Nuitter, CJaarles L. E. "Les Affiches du Temps de Moli^Te. ” Le 
^Molieriste. Vol. II. Paris: Tresse, 1880-81. ~

Oenslager, Donald. Scenery Then and Now. New York: W. W. Norton,
1936.

Olivier, Jean Jacques. Henri-Louis LeKain de la Com^die-Francaise. 
Paris: Socidte Franpaise d'Imprimerie et de Librairie, 1907.

Paniers du Grand Chambellan. Com^die-Frangaise. auteurs, repertoire, 
entrd&s, travaux d'art. Comedie francaise et camedie" italienne. 
mdmoires divers, fin. XVIIIe s. Nos. 19-33.

Papiers du Grand Chambellan. Com^die-Francaise. auteurs, repertoire, 
entrees, travaux d’art. ComSdie Franpaise. Repertoire. (Etats 
divers) XVIIIe s. Nos. 3^2.

Papiers du,Grand Chambellan. Comldie-Franpaise. auteurs, repertoire, 
enarfes. aravaux a Lart. 'Ccm jcft'e* ifra'neais'e. 'pg’cors. machinerie. 
ffbes. 1782-1788. Nos. 119-128.

Papiers du Grand Chambellan. Comedie Franpaise. Construction de la 
Salle de l7B2. (M^on). “ *



287
Rapiers du Grand Chambellan— Musique du Roi. Spectacles de la Cour, 

Theatre divers.
Papiers du Grand Chambellan. Personnel. Garde Robe (Seelies de Louis 

XV). Grand Chambellan. Gard-robe. 1758-1790. Nos. 211-2k0. 
(Nos. 212-215: scelles S. la mort de Louis XV)

Parfaict, Francois. Dictionnaire des Theatres de Paris. Paris: 
Lambert, 1756. Vol. III.

Parfaict, les Fr^res. Histoire du ThiStre-Francais depuis son
^riginejus^u^^resent. 15 vols. Paris: Le Mercier, 17^5-^9*

Patte, Pierre. Essai sur 1'architecture theatrale... Paris: Moutard, 1782.
P&yne, Blanche. History of Costume: from the ancient Egyptians to 

the 20th Century. New York: Harper & Row, 1965.
Perrin, Emile. "Etude sur la mise en scene." Annales du Theatre et 

de la Musique, 8e annee (1882), pp. xviii-xxxv.
Peyre, Henri, ^u'est-ce que le classicisme? Paris, Nizet, 1965.
Philippi, Herbert. Stagecraft and Scene Design. Boston: Houghton 

Mifflin, 1953.
Picard, Raymond. Ia Carriere de Jean Racine, new, rev. ed. Paris: 

Gallimard, 1961.
— — — — . Corpus Racinianum. (Recueil-inventaire des textes et 

documents du XVII^ siecle concemant Jean Raci-jne). Paris: 
Soci£te d'Edition "Les belles lettres," 1956.

"Etat present des d’tudes raciniennes." Information 
litteraire, 8 (1956), 85-88.

Plutarch, Lives of the Noble Romans. Trans. John Bryden , rev.
Arthur Hugh Clough. Ed. Edmund Fuller. New York: Dell, 1959.

Pommier, Jean. Aspects de Racine. Paris: Nizet, 1966.
Porel, P., and G.. Monvalo L'Od^on, histoire administrative, anecdo- 

tiaue et litteraire du second Tbggtre-Francais (17fl£-181ti).
Vol. I. Paris: Alphonse Lemerre, 1876.

— — — — . L'Od^on, histoire administrative, anecdotique et litte­
raire du""seeond Th^tre-Frangais (l<jld-lo53). Vol. II. Paris: 
Alphonse ijemerre, ltiti2.

Pougin, Arthur. Dictionnaire historique et pittoresque du th@tre... 
Paris: Firmin-Didot, I885.



288
Praviel, Armand. "De l1interpretation des elassiques." Le Correspon- 

dant. 285 (1921), 97-120.
Prisk, Bemeice. Stage Costume Handbook. New York: Harper & Row, 1966.
Prisk, Beraeice, and Jack A. Byers. The Theatre Student: Costuming.

New York: Richard Rosen, 1970.
Program of Com^die-Franpaise for 1953 presentation of Mithridate.
Pruni&res, Henry. Iull̂ r. Paris: Henri laurens, I909(?)•
— -—   . Ia Vie illustre et libertine de Jean-Baptiste Lully.

Paris: PIon, 1929.
Racine, Jean. The ComDlete Plays of Jean Racine. Trans. Samuel 

Solomon. New York, Ihe Modern Library, 1967. Vol. II.
— — — — . Mthridate. Paris: Michel Levy Freres, 187 .̂
   . Mithridate. Classiques Iarousse. Paris: Iarousse, n.d.
— — — — . Mitridaet. Dordrecht: Impr. de Henri et Jacoh ICeur, 1679*
 . ^euvres<>deRacine. Paris: wuilleau, 1736. Vol. II.

(nouvelle ed. par F.-a . Joily)
  — Oeuvre^^^JeanRacine. new ed. Amsterdam: Leipzig,

Arkstee et Merkus, 1750. Vol. II.
Oeuvres de Jean Racine. Paris: M.-E. David, 1760. Vol. II.

 —  . Oeuvres de Racine. Paris: Prault fils, 1770.
— — — — . Petite Bibliotheque des Thfeatres. Paris: Belin, 1787*
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1801. Vol. II.
 — — . Oeuvres completes de Jean Racine. Paris: Raymond et

Menard, 1811. Vol. II.
Theatre de Jean Racine. Paris: Imprim§ de P. Didot 

l'atnl, 1813.
 —  . Oeuvres completes. ith ed. Paris: L. Aime’Martin,

1825. Vol. III.
— — — — . ■ Theatre complet de Jean Racine. Ihris: Charpentier, 1852.
 . Mithridate. Paris: Gustave Barba, 1856.
-------- - Oeuvres completes de Jean Racine, new ed. Paris: Gamier

Freres, 1058.



289
Racine, Jean. Trag^die de Racine* Dernier combat de Mithridate. 

contre les Remains. Paris: iinprim̂  de Beriard et Cie.. 1858.
— -— — . Oejm’es_de»Jean^ Paris: Iaplace, Sanchez et

Cie., I870.
 --- , Mithridate. Paris: Bachette, 1888.
— — — — . Oeuvres de J. Racine, new ed. Paul Mesnard ed. Paris: 

Bachette, 1910. Vol. III.
— — — — , Oeuvres de J. Racine, new ed. Paul Mesnard ed. Paris: 

Bachette, l8fJti. Vol. VIII.
  --- . 3h4§tre complet de Racine. Ed. Maurice Rat. Paris:

Garnier Frdres, i960.
...— — .... . Paris: Henri Didier, 1925*
— ...— — _ „ Th^&tre complet de Jean Racine. Paris: Alb in Michel,

1929. Voi. ii.
Mithridate. Paris: Mellottle, 193^*

................... „ Phadre de Jean Racine, mise en scfene et commaataires
Jean-Louis Barrault. Paris: Editions du seuil, 19̂ >. ‘

Le Registre des Skpissiers. date: ca. i860, unpublished.
Reinach, Theodore. Mithridate Eupator, roi de Pont. Paris: Firmin- 

Didot, 1890.
Renan, nry. Le Costume en France. Paris: Librairie d•Education 

nationale, n.d.
Representations et Recettes .iouraalieres des Thggtres Imp^r^aux,. 

Thiatre-Francais. Representations et Recettes Joumalieres.
*Annee 1853*

Reynold. Gonzague de. Le XVIIe Si£cle. Montreal: Editions de lvnrbre, 
I9IA.

Riccoboni, Franyois. L*Art du thl'ttre. Paris: G. F. Simon, Fils 
Imprimeur de la Reine & de 1'nrchev^che & Giffart, Fils,
Libraire, 1750.

Riccoboni, Luigi. An Historical and Critical Account of the Theatres 
inEuroge. London: n.p., 1741.

Richtman, JacE. Adrienne Lecouvreur: Qbe Actress and the Age,.
Englewood Cliffs, N. J.: Prentice-Ball, 1071.

Rigal, Eugene P. M. B&tel de Bourgogne, et Marais: Esquisse d*une
histoire des theatres de Paris, de 15^8 a 16^5. Paris: Dupret, 1887.



290
Rigal, Euglne P. M. Le Theatre francais avant la periode classiaue. 

Paris: Hachette, 1901.
Roberts, Vera Mowry. The Nature of Theatre. New York: Harper & Row,

1971.
Roaten, Darnell. Structural Forms in the French Theater 1500-1700. 

Philadelphia,; "University of Pennsylvania Press, i960.
Roubine, J.-J. Lectures de Racine. Paris: Armand Colin, 1971*
Rousset, Jean. Ia literature de l'Age Baroque en Prance. Paris:

Jose Corti, 195̂ *
Roussillon, Bernard. "Habiller la Piece." L'illustre ttf&atre.

No. 1 (Winter 195^-1955), PP. h6-h7. — — — — •
Roustan, M. Ia litterature francaise -par la dissertation. Paris: 

Librairie classique Paul Delaplane, n.d. Vol. I.
Roy, D.-H. "Ia scene de I’H&tel de Bourgogne." Revue d^istoire du 

th4§tre. l^e ann&e, No. 3 (July-September 1962), pp. 227-35*
Russell, Douglas A. Stage Costume Design. Theory, Technique, and 

Style. New York: appleton-Century-flrofts, 1973.
Sage, Elizabeth, a  S+.udy of Costume. From the D0ys of the Egyptians 

toModernJTlmes. New York: Scribner’s, 1926.
Sage, Pierre (d'apr^s Raoul Morpay). Le Prdclassicisme. Paris:

Editions Mondiales - Del Duca, 1962,
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