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Brutus, pere <llll"et assez proche des peres <le comedie a l'aclc I, devenir 
ce pere pathetique et hcrolque des deux demiers actes"30• I would
suggest that the inconsistency and fragmentation that these critics 
note in the characters is not accidental nor is it a sign of Bernard's lack 
of <lramaturgical skill. I read these strong shifts in character as a 
spli mering of the trncli l ional model of male tragic heroism. Thjs model
is no longer operational, nor even inhabitable bv a mt:re mortal. The 
two heroes cannot remain equal to themselves throughout the play.

In both cases, the inconsistencies of character a1ise as a result of 
Jove, be it erotic or palernal. Titus agrees to betray his falher and 
country becaust: of his love for Aquilie, while Brutus questions the law
and his own authority out oflove for his son. Love as a value is situated 
in a position diametrically opposed to law-honor-country. Private, as 
opposed to public, love is closely associated with women. This leads us 
to lhe third and most direct means that Catherine Bernard employs Lo 
insc1ibe a female presence in Brutus: the valor.i.z.ation of boLh the 
female voice and the values associated with women. 

Women are valorized, first of all, by their representation as
desiring subjects. Both love Titus31. While the action they take in 
support of that desire is mediated - Aquilie is forced bv her- father to
offer herself to Titus as a re\vard for betraying Rom�. and Valerie
employs a spy lo discover the secrets of Titus's heart - their defense of 
the condemned Titus is direct and fo1-ceful.

Unlike lhe male heroes, the two women experience 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 Valerie, although thev never
meet or speak, are both equally and totally committed to Tove12• 

-
In their

unwavering adherence to this pai1icular absolute value, thev seem to 
belong to a universe <liffernnt from that of the men. The ma!� ethos of
law-honor-country is completely alien to Aquilie and Valc1ie. Aquilie 
expresses to Tilus her indifference lo all matters political: "Et que rne 
fail a moy leur Lies Tarquins) rclour, leur absence?" (Ill, i)33. Most
interesting, despite the unequal balance of power between the sexes, 
femjnine-co<led love triumphs over the male values of law-honor­
eountry, at least temporarily. Titus belrays his country and his father 
for the love of Aquilie. Goldv.-1m reads the end of the play as a final 
victory for masculine values34, bul 1 disagree. Tilus cannot simply go
back to his former values, as his condemnalion makes clear. Brutus 
cannot simply act the role of consul and judge. Titus's espousal of 
"Roman" values and Brutus's condemnation of his sons in accordance 

1 
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with the law merely mask the fact that for both men love has taken the 
upper hand. 

The role of women in this play is not particularly large3:;. It is,
however, crucial. Without Aquilie, Titus would have no reason Lo 
betrav his father and countrv, and without Valerie, the conspiracy
vvoul�I not have been discove�ed in time. Although divorced from th� 
politil:al uni\·erse by their powerlessness and by their refusal of mak: 
values, Aquilic and Valerie nonetheless speak. Their voices formulate
an assault on male values. Like thci r acts, their language can focus only 
on love, excluding male values and Lhcrcby calling into question the
pertinence of such values. Tiberinus's betrayal comes to light in IV, iii. 
Through the following scenes Valerie repeatedly injects her voice and 
interpretation, blaming Aqui]ie for Tibfrinus's crime: "Que par son
amour seul son crime fut commis; I Aquilie a toul. fait" (TV, v).
Satisfying Valerie's desire forrevenge against herrival, these accusations 
also have Lhe effect of denying any political motivation on Tiberinus's 
part. Brutus tries to protect his son from Valerie's perspect.i ve, claiming: 
''L'amour a des forfaits TIC pcut ser-vir d'excuse" (IV, v). Valerie,
however, is tenacious in interjecting her voice in the scenes between 
father and son(s) in the last two acts. The confrontations are very much 
between men, and focus on loyalty, betrayal, patriotism, and Lhe law. 
Valerie will not, however, allow Brutus ful l contrnl of the scenes. In IV,
vii, Valerie herself claims responsibility l"or Titus's crime: "Par moy cc 
que j'adore esl tout pr-csl d'c�x.pirer. / Je prepare le fer qui doit tranchcr 
sa vie". I lei- voice is matched by that of her female counterpart: Aquilie 
appears before Titus in thL' �ext scene and insists on revealing to
Brutus that she is to blame for what Titus has done. The women 
actively strip Ti I.us and Tibfrinus of their 0wn responsibility for their 
choices, and of any possible molivating factors other than love. In a 
situation that excludes them, both Aquilie and Valerie insist on their 
own role and their own centralily. 

The most profound influenc� of the women inBrwus can be seen 
in \.\·hat we might. call the feminizatfon of the male hero. Titus's crime 
is that he accepted the female value of love and relativized, albeil
temporarily, the masculine values of patriotism and honor. In the last
act of the play he returns to these masculine values, championing them 
no\v 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 consummal.e Roman. But thcmarkofthe feminine is upon 
him, as his imminent death indicates. Brutus, too, is overcome by love.
hut interestingly, not at the same time as his son. At the very moment. 
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that Titus returns to the fold, Brutus, in reaction to the valor of his son, 
begins to rdativize the values that the masculine code presents as 
absolute. Most striking is that Brutus is convinced by Valerie to appeal 
to the Senate. He is seduced into believing that some solution might be 
found to his tragic situation. Valerie thus imposes a feminine logic that 
prioritizes questions of the heart, an<l relativizcs all else: law, politics, 
and country. Jn contrast to Titus, who seeks to bring his father

.
back to 

traditional values ("Adoptez la Parde au lieu de vos deux fils", V, vii), 
Brutus comes to see his own cruel decision in relative terms: "A Rome 
en te pcrdant . . .  I Peut-estre je deviens plus criminel que toy" (V, vii). 
He acknowledges that another (non-hcroic) perspective on his decision 
exists . It is VaJCrie who provides that per·speclivc in V, ix, accusing 
Brutus of parricide. The female perspective which discounts all
considerations of law and country can only see Brutus as a criminal. 
That Brutus can admit this perspective himself is a sign that he 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 to Titus's 
death is as painful as that of Brutus - Aquilie dies and Valerie seeks the 
same fate for herself - and vet they are in no wav divided and 
fragmented. They remain abs�lute to 

.
the en<l. 

-

It is clear by the denouement that a female figure ofrepresentation 
has been inscribed deeply within the play. Specifically, it operates in 
large measure by subtly 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 mas<.:uline fantasies. As a 
'return to order" after a period dominated by women - by a queen 
mother on the poli1ical plane and by salon women on a literary plane 
- and as a body of literature created primarily by 'great men', French 
classicism may serve to illustrate the phallogocentric struclures 
inherent in Western repn�sentation, as well as the wavs in whkh 
those structures may break down l.o allow another figuration to 
become perceptible (176). 

The theater, and more specifically tragedy, belongs by and large to 
men. Nevertheless, as Catherine Bernard demonstrates in Brutus - a 
tragedy that at first seems eminently typical of the standard tragic
canon - phallogocentric stmctures may indeed hreak down and allow 
another, a female, figuration to materialize on stage. 
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male characters; in fact no female appca1·s onstage until the last scene of the first act. 
Men speak 69 . .'i% of the lines, a number which is obviously quite hiah. In Racine's 
lrngedies, for example, women speak less in only Berenice and ,\,1itl11iJate, buth plays 
1ha1 have a single woman prntagonisc . 


