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A WOMAN'S TRAGEDY: CATHERINE BERNARD'S ‘BRUTUS’

The theater has traditionally been a male domain. The ranks of
authors, directors, and even actors have long been overwhelmingly
dominated by men. In Western drama, no women playwrights have
gained admitlance to the literary canon. While never absolute, the
rclative exclusion of women from dramatic authorship is even greater
when the typc of theater in question is tragedy. Carol Gelderman asks
bluntly: “Why is it that no woman has ever writtcn a great tragedy?”'.
A number of explanations have been put forward that suggest decp-
seated linksbetween men and tragedy: Susan Gilbert and Susan Gubar
lind that “the structure of tragedy reflects the structure of patriarchy”
and that Western tragedies almost invariably focus on a male
“overreacher”. Sue-Ellen Case perceives close links between tragedy
and male sexuality’. Gelderman views tragedy as a natural tool for
maleself-assertiveness®. The mostcategorical, albeit leastenlightening,
responsc comes from Voltaire who, when asked why no woman had
cver written a tolerable tragedy, replied, “Ah, the composition of a
tragcedy requires testicles™.

The fact is that women have written plays - including tragedies -
and have had them produced. In fact a number ol significant women
playwrights appeared for the first time in the seventeenth-century:
Aphra Bchn in England, Ana Caro in Spain, Antonia Pulci in Ttaly, and
Sor Juana Incs decla Cruz in Mcxice®. In France during the 1600’s, the
femalcdramatic prescncewas cven greater: Marie-Catherine Desjardins
de Villedieu, Francoise Pascal, Antoinctte Deshouliéres, Anne de La
Roche-Guilhen, and Catherine Bernard all wrote for the stage. Their
names are generally unfamiliar, however, because their dramatic
production has been almost entirely obscured in the annals of literary
history.

While women in the seventeenth-century wrote plays, it would be
foolish to claim that they produced a feminist theater. Women
playwrights were operating in an essentially male arena, onc which,
particularly in France, was highly codified and increasingly weighed
down by tradition and glorious models of dramatic skill. In order to
succeed asplaywrights, women had to write in a male, classical mold,
and find less obvious ways ol expressing their difference as wemen.
Elizabeth Berg articulates the issues well:

Caught in a masculine tradition - one might say a masculine
language - and responding necessarily to masculine demands,



128 NINA EKSTEIN

women writers must assume a phallogocentric system ol represcn-
tation while at the same time attempting to inscribe their own
language or[igure in theirown work. Like male writers, but for other
reasons, they niust both reproducc the masculine system of repre-
sentation and attempt to introduce (or produce) another ligure
within their representations’.

In this study I propose lo examine specifically how one [emale
playwright, Catherine Bernard (1662-1712), inscribed a female voice
within what appears (o be a traditionally male tragedy, Brutus.
Bernard was a multi-talented and prolific writer. She wrote novels,
short stories, fables, poetrv, and two tragedies, Laedamie (1689) and
Brutus (1690). Both plays were well received and had successful
theatrical 1uns in their day®. They deserve to be reread today, not only
tfor thcir intrinsic merit (which is censiderable), but especially as
illuminating examples of how tragedy may be written by women.

While it is on Brutus as a work of literature that I wish to focus, the
literary fortune of Bernard’s dramatic oeuvre may help us understand
how tcmale-authored plays are traditionally read, and why they arc
neglected. After publicationin 1691, Brutus was reprinted twice in the
eighteenth century. Since that time, however, there have been no
further editions®. In fact, until very rccently, mention of Catherine
Bernard as a playwright was invariably accempanied by the names of
two men: Picire Corneille and Bernard de Fontenelle!®. Cathcrine
Bernard is not perceived as an independent woman writer, but as a
woman whose talent is a function of the men of letiers areund her.
Even more alarming, her Brutus has been regularly attributed to
Fontenelle, and reprinted as his in certain collections ol his work!".
There is no solid reason to believe that Fontenelle wrote this play; the
prefaceis signed by Catherine Bernard. Two ratherunsubstantial facts
seem to have supported such a conclusion: 1) they were friends (or
rclatives) and thus Bernard may well have shown Fontenelle a
manuscript of the play, and 2) Bernard demonsiratcs mastery in

Brutus of the most classically male compenents of seventeenth-

century tragedy (fathers and sons, honor, glory, and Roman virtue).
Bernard's skill in this domain is cvidenced by Donneau de Visé's
comment on Brutus: “Mlle Bernard vient de faire voir qu’elles {les
dames]sgavent pousseravece force les sentiments héroiques, et soutenir
noblement le caractére Romain”'?. The attribution of her work te
Fontenelle is by no means anomalous; otherwomen playwrights of the
period werc accused of having received extensive male assistancc in
the composition of their plavs as well".
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When Bernard’s plays are not attributed to Fontenclle, they are
often dismissed as infcrior'. One focus for the attacks on the plays
themselves is the accusation that they are mercly derivative of Racine
or Cormieille’. While it is dillicull to discuss any seventeenth-century
French tragedy without reference to Corneille or Racine, in the casc ol
the women playwrights such critical comments are so frequent as to
be obsessive. What might be interpreted as intcrtextual enrichment is
frequently cast soasto denigrate the value of the play. Thus critics have
employeda varicly ol strategies to obscure both the authorship and the
value of Bernard’s theater.

The plot of Brutus is relatively simple. Brutus and Valetius are the
consuls of Rome. Octavius, an emissary ol Tarquin (the overthrown
king), arrives and argucs unconvincingly [or the return ol Targuin to
the throne. When Octavius leaves, Brutus announces his plans to have
his elder son, Titus, marry Valcrius's sister, Valérie, and (o have his
younger son, Tibérinus, marry Aquilie. This arrangement is preblematic
because both Tibérinus and Titus arc inlove with Aquilic, and she loves
Titus. Valérie, suspecting Titus's true feelings, sends her slave to spy in
Aquilic’s heuscheld. In the second acl we discover that @ctavius’s (rue
purpose for coming o Rome was to confer with Aquilius (Aquilic’s
father) to plan an immediate overthrow of the consuls and return
Tarquin to the throne. In order to be successful, they need Titus’s help.
Tibérinus has already gone over to Aquilius’s side. Aquiliiis proposes
offering Aquilie’s hand in cxchange for the gate 10 the city that Titus
controls, and sends Aquilie to make the offer. At lirst Aquilie reluses to
even raise the malter with Titus. When she is finally forced to da so,
Titus docs not want to listen and is clearly torn by the conllicting
demands of his love for her and his loyalty to his father and country,
He later capitulates only when his brother boasts that Aquilie will be
his. Meanwhile, Valérie's slave has discovered the conspiracy and
reveals it to the consuls. Brutus is lirst conlronted with Tibérinus’s
betrayal and then, far worse, with Titus’s. Titus repents wholeheartedly
and requests (0 be put Lo death in accordance with the law. Brutus is
deeply teuched by Titus’s contrition and courage. Valcric dissuades
the consul from simply ordering his sons' death, urging him to tuin to
the Senate tor a final decision. The Senate returns the matter to Brutus,
ruling that he alone must decree his sons’ punishiment. 8s consul, he
decides that he must order their death, but is destroyed by his own
decision. Valérie wants to commit suicide over Titus’s body bult is
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prevented [rom doing so, while Aquilie dies, either [rom grief or by
suicide.

Unlike Bernard’s other tragedy, Laodamie, which deals with a
queen and herchoiceof amarriage partner, Brutus isa male-dominated
play; at its center is a male family: Brutus and his two sons. The
women, central characters in Laodamie, are peripheral here, defined
as objects Lo be desircd and/or bartered off. Thev have [amily ties each
to only one malc (father and brother) whose name they share. Women
have political power in Laodamie; in Brutus, as Henrielte Goldwyn
points out, they are excluded from History'®. The opposition between
the two plays extends to their sources. Where Laodamie was almost
entirelv an invention of the author (based on a few lines by Justin),
Brutus is strongly anchored historically, relyingon Livyand Plutarch'’.
Plainly, thc two tragedies present dillcrent universes in terms of
gender focus.

ltmight appearthatTamimplicitlyarguingin favorof Fontenelle’s
authorship of Brutus, but in fact what T hopc to demonstrate is how
Catherine Bernard employed a traditionally male system of
represcntation (much morc overtly malc than is the case in Laodarnie)
inordcrto introduce a less obvious figurc of women, as Berg would put
iL, into herrepresentation. Bernard introduccs a female presence into
her dramatic universe in thrce wayvs, the first of which involves the
figure of the double.

As if to signal the double-voiced naturc of the play - the male voice
of dramatic tradition and the female voice of Bernard - doubles
abound at all levels ol Brutus. These doubles, however, are rately
simple duplications; instcad thev often convey ar. undercurrent ef
disproportionanddiflercnce. First there are the double names, Aquilius
and Aquilie, and Valerius and Valérie. Their perfcct symmetryis upset,
howcver, by generational disjuncture: Aquilic has a feminine version
ol her father’s name, while Valérie has the name of her brother. Next,
amore classicdoubling occurs through thesimplepresenceof brothers:
their perfect opposition — the good brother and the bad brother - is
svmmetrical. Similar (oo arc the pair of spurncd lovers, Tibérinus and
Valérie, although two spurncd lovers (as opposed to two brothers)
might be read as excessive. Farless common is the double (ragic figure:
both Brutus and Titus sccm at different moments to have the central
tragic role. The play does not give priority to one or the other*®. The
absence of a tragic hierarchy which normally would organize our
reading of the play may cven be interpreted as a calling into question
of the very structurc of patriarchy. In fact Brurus presents twin
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patriarchics, two male-dominated political orders competing with
eachother: amonarchy with a singlc ruler (the traditional patriarchal
structure) and a consulate (with doublc rulers, Valerius and Brutus).
While the point of view of the play clearly favors the consulate, casting
the exiled Tarquin in a negative light, there is an undcrcurrent of an
opposing position. The voung pcople of Rome clearly favor the return
of Tarquin'®, and their feelings are at least in partshared by Brutus’s
son(s). If the young support Tarquin, how might we determine which
is the old order and which the new? A hierarchization of the two
becomes impossible.

The gencrational organization of the play seems simple, with the
old making the laws and the young rebelling against their authority.
But here again, there are signs of dissymmelcy. Brutus and Valerius
are theoretically doubles, but they do not seem tobelong Lo the same
generation: Brutus’s son is to marry Valerius’ssister, not his daughter.
Brulus was also consul before Valerius, thus reinforcing the difference
between them. Thereisa patternin this play of “establishing difference
al the heart ol similarity”, as Linda Hulcheon puts it?®, and of creating
doubles where normally there should be onlv one.

The case of the two female characters is particularly complex. On
the once hand the contrasts between the lwo women seem to replicate
the oppositional structure [ound in the case of Titus and Tibérinus.
Aquilie is loved and Valérie is spurned. At the end of the play, Valérie
is prevented from witnessing the death scene, while Aquilie manages
to be present. Valérice is left alive at the end of the play, while Aquilie
dics. The opposition between themextends to theirrespectiverelations
with their confidants: Valéric has perlcctly traditional discussions
with Plautine in which she takes herinto herconfidence, while Aquilie
repcatedly pushes Albine away?'. The opposition between Valérie and
Aquilic does not, however, extend to the moral domain: unlike Titus
and Tibérinus, onc cannol be labeled good and the other bad. Unlike
the brothers as well, the two women never appear together on stage.
Theirinability to occupy the same spacc coupled with theirlove for the
samc man suggest identity rather than difllerence.

Adifferentform ofdoubting occursin the context of the intertextual
relations between Brutus and several of Racinc’s tragedics. While
critics do seem overeager to dismiss Bernard’s work as dcrivalive,
there are indeed specific similiarities between elements of this play
and of Racine’s work. Like Bérénice, Brutus is a tragedy of separation.
Like Phedre, Brutus presents an obsessive, jealous love as well as a
father whosc roleit is to judge his son and condemn him to dcath. The
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references go beyvond what might be viewed as unconscious, a simple
function of Racinc’s recent and overwhelming popularity: forcxample,
Aquilie prefaccs her presentation of the conspiracy to Titus with an
unmistakable echo of Phedre: “Hé bien, je vay parler; ¢'cst vous qui le
voulez" (III, i)?2. Bernard sccms to invoke Racine vepeatedly, thus
presenting her own work as a kind of double, similar to his. Why
employ such a stralegy? Does Bernard believe herself to be the equal
ol Racine? It is a dangcrous strategy, in that it leaves her open to
chargces of being merely a pale imitation of the great master?. I would
like to suggest that Bernard may have used these similarities, as she
does the doubles within the play, in order to draw attention instead te
difference. Titus and Aquilie mustindeed separate, but unlike Racine’s
Titus and Bérénice, they reject patriotic and familial reasons for doing
so. Valérie’s love for Titus, unlike Phedre’s, is an innocent love, and
Valérie cannot be held responsible for Titus's fate. Brutus judges his
son, but not hastily. The similarities are only superficial ones, which
upon the slightest examinatien reveal diametrical difterence?.

The figure of thc double is one of the means that Bernard employs
to inscribe a femalc presence in her tragedy. It is not, of course, an
explicit means of doing so. Rather, doubling sets up a structure that
admits a second, and dissonant, voice. A second technique, that
Bernard uses is to establish a power{ully patriarchal systcm and then
crilique it.

The structure ol patriarchy dominates the dramatic universe of
Brutus, almost to the pointof tyranny. The two institutions represented,
the political and the tamilial, are both controlled exclusively by men.
The familial domain is a seamless extension of the political: Brutus
dccides on marriages with the same authority and dispatch with which
he rejects Octavius’s oller. The sons and the women are no more than
pawns, tokensinalliancesbetwecn the fathers. Bernard draws attention
toAquilius’'sand Brutus'slove for their offspring; vet paternal affection
counts for little when contrasted with the fathers’ political projects.
The child must take his or her place in such projects (the conspiracy,
Brutus’s choice of a wile [or Titus) or be scverely punished?. The play
begins with Brutus disposing of his sons through marriage and ends
with him disposing of his sons through death.

The language in which the males cxpress themselves in this play
isredolentoftraditionalpatriarchalvalues: Brutus, Octavius, Valérius,
and later Titus, speak unremittingly in terms of country, honor, and
duly, and a constcllation of similar values. Rome (or R{r]emain) is
mentioned 63 times in the play, vertu (virtue) 29 and loi (law) 22%¢. The
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political domain is so fraught with these valucs that Brutus, the
patriarch, associates the political with the absolute. His reaction to
lcarning of the conspiracy is: “On conspire! 8 Rome, o droits sacrez!”
(TV, 2 ). He conflates his own tenuous hold on political power with
divine selection.

The patriarchal structure dominates Brurus, but is accompanicd
by an implicit critique. The two male (ragic figurcs, Brutus and Titus,
despite their oft-voiced adhcrence to Roman values, are both torn by
internal conllict. Titus wavers between his love of country and father,
and his love for Aquilie. Brutus is similarly divided between hislove for
the law and his love for Titus. Bernard heightens the force of Brutus's
internal conflict by making him ironically the source of the very law
that condemns his son to death. The law of the land - which is
simultaneously and literally the lawof the tather - triumphs overTitus,
but it is a hollow victory?. A law that allows [or no repentance or
atonementisscll-defeating. Tndced, Bruitis seems 1o bea representation
of the patriarchal system destroying the future ot the patriarchy. By
rigidly insisting on the death of both sons, by being incapable of
distinguishing between them, the law destrovs the very males who
were to perpetuate the system.

The play is an implicit critique ol the traditional conception of
male hcroism as well. Mazouer notes that Bernard’'s heroes arce
different from thosc of the early Corneille: “avant de choisir I'héroi-
sme, Titus ct son pére Brutus connaissent la laute ou la faiblessce”. He
accounts for the dirninishment of the hero by saying that triumphant
heroism was no longer fashionable at the end ol the seventeenth
century: “latragédie n’cxalte plusles héros; elleles abat et les détruit™*.
Indeed, tragic heroism is less than pure and triumphant in Brutus.
Titus adopts the stance of the tragic hero, cager te dic for his sins in
order to uphold law and country. But his tragic arena is not the
battlefield; instead the only heroic act left open to him is to retain his
composure while being put to death in disgrace. Brutus too upholds
law and country in the [ace of great personal suffering. But instcad of
triumphing over his private feelings, hc is destreved by them. Male
heroism in this dramatic universe leads to the destruction of the here.

Certain critics have voiced rescrvations about the two male prota-
gonists. Specilically, they find both Titus and Brutus to be inconsi-
stent. Lancasler is treubled by Titus: “[t]he fact ... that so [ine a man
consents to betray his father and his city is not made convincing”?.
Mazouer notes this inconsistency in Tilus’s character as well, but is
morec struck by a similar dissonance in Brutus: “on cst frappé de voir
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Brutus, pére dur et assez proche des peres de comédie a l'acic I, devenir
ce péere pathétique et héroique des deux derniers actes™®. I would
suggest that the inconsistency and [ragmentation that these critics
note in the characters is not accidental noris it a sign ol Bernard's lack
of dramaturgical skill. I read these strong shifts in character as a
splintering of the traditional model of male tragic heroism. This model
is no longer operational, nor even inhabitable by a mere mortal. The
two herocs cannot remain equal to themsclves throughout the play.

In both cases, the inconsistencies of character arise as a result ol
love, be it erotic or palernal. Titus agrees Lo betray his father and
counlry becausc of his love tor Aquilie, whilc Brutus questions the law
and his own authority out of love {or hisson. Love as a valuc is situated
in a position diametrically opposed to law-honor-country. Private, as
opposedto public, love is closely associated with women. Thisleads us
to the third and most direct mcans that Catherine Bernard employs to
inscribe a female presencc in Brutus: the valorization of both the
[emale voice and the values associated with women.

Women are valorized, first of all, by their representation as
desiring subjects. Both love Titus®'. While the action theyv take in
support of that desire is mediated - Aquilie is [orced by her father to
offer herself to Titus as a reward for betraving Rome, and Valerie
employs a spy Lo discover the secrets of Titus’s hcart - their defense of
the condemncd Titus is direct and forceful.

Unlike the male heroes, the two women cxperience no internal
conflict. They are not divided, fragmented, or inconsistent. Bernard
grants the realm of the absolute, traditionally associated with tragedy,
to the women characters. Aquilie and Valérie, although they never
meet or speak, are both equally and totally committed to love*. In their
unwavering adherence (o this particular absolute value, thev scem to
belong to a universe different from that of the men. The male ethos of
law-honor-country is completely alien to Aquilie and Valérie. Aquilie
expresses to Titus her indifference to all matters political: “Et que me
fait 2 moy leur [les Tarquins) rctour, leur absence?” (III, i)*. Most
interesting, despitc the unequal balance of power between the scxcs,
(eminine-coded love triumphs over the male values of law-honor-
country, at least temporarily. Titus betrays his country and his father
for the love of Aquilie. Goldwyn reads the end of the play as a final
victory tor masculine values*, bul 1 disagree. Titus cannot simply go
back to his former values, as his condemnation makes clear. Brutus
cannot simply act the role ol consul and judge. Titus's espousal ol
“Roman” values and Brutus’s condemnation of his sons in accordance
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with the law merely mask the tact that for both men love has taken the
upper hand.

The role of women in this play is not particularly large®. It is,
however, crucial. Without Aquilic, Titus would have no reason to
betray his father and ceuntry, and without Valérie, the conspiracy
would not have becn discovered in time. Although divorced from the
political universe by their powerlessness and by their refusal of male
values, Aquilie and Valérie nonctheless speak. Their voices [ormulate
anassaulton malcvalues. Like theiracts, theirlanguage can focus enly
on love, excluding male values and therchy calling into question the
pertinence of such values. Tibérinus’s betrayal comes to light in 1V, iii.
Through the following scenes Valérie repcatedly injecis her voice and
interpretation, blaming Aquilic for Tibérinus’s crime: “@ue par son
amour seul son crime fut commis; / Aquilie a tout [ait” (TV, v).
Satislving Valérie’sdcsireferrevenge against herrival, these accusations
also have the elfect of denying any political motivation on Tibérinus’s
part. Brutustries to protect his son from Valéric’s perspective, claiming:
“"L'amour a des [(erfaits ne peut servir d'excuse” (IV, v). Valérie,
however, is tenacious in interjecting her voicce in the scenes between
fatherandson(s)in thelast twoacts. The confrontations are very much
between men, and focus on loyalty, betraval, patriotism, and the law.
Valérie will not, however, allow Brutus full contrel of the scenes. In 1V,
vii, Valérie lierself claims responsibility for Titus’s crime: “Par moy ce
quc jadore est tout prest d’'expirer. / Je preparc lc fer qui doit trancher
savic”. Ilervoice is matched by that of her femalecounterpart: Aquilic
appcars before Titus in the nexl scene and insists on revealing to
Brutus that she is to blame [or what Titus has done. The womcen
activelv strip Titus and Tibérinus of their own responsibility for their
choices, and of any possiblc motivating factors other than love. In a
situation that excludes them, both Aquilie and Valérie insist on their
own rolc and their own centrality.

The most profound influence of thc women in Brurus can be seen
in what we might call the feminization of the male hero. Titus’s crime
is that he accepted the [emale value of love and relativized, albeil
temporarily, the masculine vialues of patriotisim and honor. In the last
actof theplay hereturns tothescmasculinevaluces, championing them
now as absolute. He recognizes his crime, demands to be put to death
for it, and absolves everyone but himself of responsibility. He has
become the consummale Roman. Butthe mark ofthe teminine isupon
him, as hisimmincntdeathindicates. Brulus, 100, isovercomebylove,
but intcrestingly, not at the same time as his son. At the verv moment
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that Titus returns to the fold, Brutus, in reaction to the valor of his son,
begins to relativize the values that the masculine code presents as
absolute. Most striking is that Brutus is convinced by Valérie to appeal
te Lthe Senate. He is seduced into believing that some solution might be
foundto his tragic situation. Valérie thus imposes a feminine logic that
prioritizes questions of the heart, and relativizes all else: law, politics,
and country. In contr st to Titus, who seeks to bring his father back to
traditional values (“Adoptez la Patric au lieu de vos deux fils”, V, vii),
Brutus comes to see his own cruel decision in relative terms: “A Rome
en te perdant ... / Peut-estre je deviens plus criminel que toy” (V, vii),
Heacknowledges thatanother (non-heroic) perspective on his decision
exists. It is Valérie who provides that perspectivc in V, ix, accusing
Brutus ol parricide. The female perspective which discounts all
considerations ol law and country can only see Brutus as a criminal.
That Brutus can admit this perspective himself is a sign that hc has
been to a certain degree feminized. As the play ends, Brutus is
transformed from the self-righteous, absolute patriarch to a divided
and destroyed ex-father. The reaction of the two women (o Titus’s
deathis as painful as that of Brutus — Aquilie dies and Valérie seeks the
samc fate fer herself - and yet they are in no wayv divided and
fragmented. They remain absolute to the end.

Itis clearby the denouement that a female figure of represcntatien
has been inscribed deeply within the plav. Specifically, it operates in
largemeasure bysubtly subverting the traditional forms and structures
of male dramatic representation: patriarchy, symmetry, hierarchy. To
conclude, I would like to quote Elizahbeth Berg once more:

French classicism is one of the great masculine fantasics. As a
‘return to order’ alter a period dominated by women - by a queen
mother on the political plane and by salon womenon a literary plane
—and asa body of literature created primarily by ‘grecat men’, French
classicism may serve to illustrate the phallogocentric structures
inherent in Western representation, as well as the ways in which
those structures may brcak down lo allow anether figuration to
become perceptible (176).

Thc theater, and morce specifically tragedy, belongsby and large to
men. Nevertheless, as Catherine Bernard demonstrates in Briifis - a
tragedy that at first seems eminently (vpical of the standard tragic
canon - phallogocentric structures may indced break down and allow
another, a female, figuration to materialize on stagc.
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diss., Cornell U, 1982, pp. 177-78.

* Henry Carrington Lancaster reports twenty-three performances of Laodarmie in
1689 and three more in the 1690-91 season. Brusus had twenly-seven perlormances
from Dec. 18,1690t0Aug. 12,1691, and 16 moreintheeightyears thatfollowed (French
Dramatic Literature in the Seventeenth Centinry, New York, Gordian Press, 1966, Pt. 4,
vol. 1, p[p. 236-37, 358). Given the standards ol the time, beth plays were considered
successful.

¢ Catherine Plusquellec identifies the [ollowing editions of Brutus: Paris, Vcuve L.
Genticr, 1691; Paris, Veuve P. Ribou, 1730; Fhédtre frang¢ais, 1737; in L'Oeuvre de
Catherine Benrard, diss., Université de Rouen Haule-Normandie, 1984, p. 147. Perry
Gethner has just published a most welcome anthology entitled Fenumes dramatierges en
France {1650-1750), Tiibingen, Biblio 17, 1993, which includes Bernard's Laodamie.

'% I egend has it that Bermard was related to beth of them. Alain Niderst finds no
evidencc ofany bloodrelation between herandeither Corneille or Fontenclle (Fontenelle,
Paris, Plon, 1991, p. 33).

"' According Lo Lancaster, Brutus was included in editiens of Fottenelle’s ocuvres
in 1758, 1761, 1766, and 1818 (p. 356. 1.6). Plusquellec and Niderst cite the Abbé
Trublet as the source of the asscrtion of Fontenelle’s authorship of the play. The Abbé
TrublctwasFontenelle's admiring biographer: his work wascomposed around the time
of Fontenelle’s death in 1757 (some 45 vears afler Bernard had died). Indiscussing this
issue, Plusquellee scems undecided about the truc extent of his participation. She does
point out that “on ne posséde aucun lémoignage de I'époque attestant que Fontenelle
I'écrivit” (p. 127). Niderrst, on the other hand, appears to believe that Fontenelle is
responsible for virtually all of Bernard's work (pp. 115, 136, 140, 144, 155)!

2 Mercure Galant, Becember 1690, cited by Claude and Fragois Partaict, Histoire
du théatre [rancois (17 34-49), Geneva, Slatkinc Reprints. 1967, Vol. 3, p. 199.

13 Perry Gethner, in the Introduction to his Femmes dramaturges, discusses how
cemimen the practice of mentoring between males wasduring the period. He continues:
“Ces écrivains ne furent jamais l%h’imés, que l'en sache, d’averr sollicité ou regu les
conseils d'un maftre estimé. Mais les lemmes dramaturges furent sauvent condamnées
pour avoircu un mentor; de plus, leurs détracteurs osérent méme prétendre qu'elles ne
scrvaient que de préte-noms pour un auteur masculin, quoiqu'ils sussent que c'étaient
dc pursmensonges. [outes les dramaturges dece recucil [Pascal, Desjardins, LaRaoche-
Guilhen, Bernard, Barbier, and Graffigny} durcnt subir de telles attaques 2 leur
réputation littéraire au cours de leur carriere” (p. 11). )

 This is the position of the Tréres Parfaict who mention the possibility of
Fontencllc’s authorship oniy to dismiss it, but who think very little of Bernard's
dramatic skill (pp. 196, 202). Lancasier takes a similar stance (p. 337).

" See. for exumplc, Mazouer. pp. 32 and 57; Jacqucs Mercl. Catherine Beriard et
Fontenelle: lurt de la tragédie, in Fontenelle. Actes du congrés tenu a Rouen, cd. Alain
NidersL. Paris, Presses Universitaires de France, 1989, p. 185; and Plusquellec, pp. 113,

134-35, and 141,
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' “Catherine Bernard ou la voix dramatiquc éclatéc”, in Ordre et contestation au
temps desclassiques,ed. Roger PuchéncctPicrre Ronzeaud, Tibingen, Biblio 17,1992,
vVol. 1. p. 208.

'7) ancaster, pp. 235, 336.

® Indeed, in terms of speech and presence on stage, they are remarkably similar.
Brutus speaks 21.8% of thelines of the play, while Titus has 20.3%. Brutus is on stagc
for 14 scenes while Titus is present for 13.

'? “[LYinflexible rudesse | des consuls] 7 A choqué lcs esprits d’une libre jeunessc /
Ettous avec lesRois veulent voirde retour / Les plaisirs, lalicence, etl’éclatd'unc Cour”
(1t, i), in Catherine Bernard, Brutus, Paris, Veuve L. Gonticer, 1691. All references arc
to this edition,

20 A Theory of Paredy, New York and London, Mecthuen, 1985, p. 8.

2 In 11, iii, Aquilic rcfuses to tell Albine what is troubling her and two scenes later
she orders Albine to leave her alone (“Laisse-moy, tu contraints mes plaintes et mes
larimes”, I, v).

# Aquilie’sline is a conflation ol two lines that Phédre speaks Lo Oenone, the linst
when she agrees to reveal her secret (0 her confidant, “Tule veux. Léve-toi” (1, iii), and
the second when shc Icarns thiat Thésée has returned, “Je te I'ai prédit; mais tu n'as pas
voulu” (111, iii) (Thédtre cormplet, ed. Jacques Morel et Alain Viala, Paris, Garnier, 1 980).

** Such accusations are fairlv common. See for example, Alain Niderst, Fontenelle
ala ﬁihgrsche de lui-méme, Paris, Nizet, 1972, p. 428, Mazouer, pp. 57-58; Plusquellec,
pp. 134-35,

# Plusquellec presents a different perspective on intertextuality: “La piece de Mlle
Bernard présente cette double particularité: c’est une oeuvre digne du théitre de
Corncille dans laquelle Titus incarne les valeurs morales, mais cest également une
ecuvre proche du théatre racinien, avec des héros non exemipts de laiblesses qui les
humanisent. D’ou I'étonnement du spectateur: les fieres attitudes choquent un peu
dans unc piéce ou il entre trop de tendresse. Cet assemblage de deux esthé iques
opposées montre les lacunes de ['une et de Fautre” (pp. 134-35).

> In one example of how the children are victimized by their fathers, Aquilius plavs
arale with his daughter, trving to discover her true feelings tor Titus; his choice ol verb
is disquieting and revealing: “je vcux pénétrer au fond de voue coeur” (11, ii).

“Rome is, in English Showalter’s words, “the archetypal symbol of virile order’
(Writing Offthe Stage: Women Authors and tighteenth-Century Theater, in Displacemen-
ts: Women, Tradition, Literatires in French, ed. Joan DeJean and Nancy K. Miller,
Baltimore and London, Johns Hopkins University Press, 1991, p. 153). [Lisinteresting
to note that Republican Rome, the site of Brutus’s action, was the image chosen by
Louis XIV for his rcign (Joan Dclean, Tender Geographies. New York, Columbia
Liniversity Press, 1991, p. 91).

" Goldwyn finds a critique of the “loi du pére” in herreading ol this play (Catherine
Bernard, p. 208).

* Mazouer, pp. 54 and 58.

¥ Lancaster, p. 356.

® Mazouer, p. 55.

 The male characters are less than willing to recognize the women as desiring
subjccts, however: Brutus. Aquilius, and Valerius use them as political pawns, and both
Titus and Tibérinus refer to Aguilie, as a bien (I1. 231, 636).

> Goldwyn notes that Bernard uses the value svstein of love as a means of
inscribing women forcefully in the play: “il est dans cette piéce. malgré son titre
masculin, un accent visible posé sur les personnages féminins qui. en dépit de leurs
hésitations, leur servitude, domnent une allégeance compléte aux sentiments de
lamour, I'empoctant sur tout autre lovauté” (Catheritie Bernard, p. 209).

*# Goldwynnotes as well the profound alientation of women from male values: “[cle
sont des héroines situées dans le hiatus, cxtéricures a ['Histoire. Elles n'ont
d'appartenance 4 aucune loj, a aucun systéme. Ce qui les distingue, c’est 'amour et
l'auto-élimination {inale”, Femumes auteurs dramatiques au dix-septiéme siecle, “Cahicrs
du dix-scptieme”, 4 (1990), p. 54.

** At the end of Brutus, “c’est laloi du pére qui prime”; “cest finalement laloi de
Brutus - représentant de I'Etat — qui gagnc contre 'amour sincére d’Aquilic ... Titus
revienl au pere, 4 Rome, A la loi” (Femnies auteurs. p. 58).
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3* Males dominale the plav at every level, The first two acts of the plav spen with
male characters; in fact no femalc appcars onstage until the last scene of the first act.
Men speak 69.3% of the lines, a number which is obviously quite high. In Racine’s
tragedies, lor example, women speak less in only Bérénice and Mithridate, both plays
that have a single woman pretagonist.
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