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ABSTRACT

No Trifling With Love, a new adaptation by Frank
Canino of Alfred de Musset's 19th Century French play, was
produced and directed by Adrienne Wintermans, in partial
fulfilment of the requirements for a Master of Arts degree
in the Department of Theatre of the University of British
Columbia, at the Dorothy Somerset Studio Theatre, from
November 20 to 23rd, 1968. The following is a detailed
record of that production, together with the director'é
analysis and interpretation of the script.

'No Trifling With Love was performed by a predomin-

antly student cast, 'in costumes and setting designed by
Michelle Bjornson, with choreography by Richard Blackhufst'
and with original music composed and arranged by Jim Colby
and played by three musicians employing flute, piano,
~guitar and percussion instrﬁments.

This record is divided into three main sections.. The
first is an . essay in five parts, consisting respectively of:.
the biographical and historical background of the playwright
and the play; the literary influences found in On ne badine

' pas avec l'amour; a comparison of the adaptation used for

this production with previous translations of the play; an

analysis of No Trifling With Love in this adaptation; and

finally a short section setting forth as simply as possible,
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. the specific directorial concept used for this pfoduction.
The essay is followed by a short bibliography which
is not intended as a complete list of the works on or by
de Musset, but gives an indication of those which were taken
into consideration during the preparation of this production.
The second section is made up of the prompt script of
the production, showing the division of the play into units,
blocking, ‘and music, lighting and scenery cues. The script
is followed by a unit by unit analysis of each scene,
briefly discussing the directorial approach taken in terms
of purpose, action, motivation, dominant emotions, character
dominance and particular difficulties involved.
The third section is made up of various tables,’
records and illustrations relating directly to the production.
Included are lists of light cues, set changes, property and
costume lists, cost lists and box office reports. Also in-
cluded are transcripts of the music composed for the production
samples of the programme and copies of the press reviews.
The .illustrations include colour photographs of the production,
' renderings of the sets, costumes and projections, and finally

blue-prints of the floor plan and working drawings.



Introductory Essay
Notes. . . . . . .
Bibliography . . .
Prompt Script. . .
Scene Analysis . .

Tables . . . . . .

Appendix . . . . .

Illustrations. . .

TABLE OF

CONTENTS

iv

Page

56
58
60
115

162

181

189



Music Cues . . . .
Light Plot . . . .
Projection Plot. .
Set Change Plots .
Property List. . .
Costume Plot . . .
Cost Report. . . .

Box Office Report.

LIST OF

. - . .
. . . .
. . . .
L3 . . .
. - L] -
. . . .
. 3 - .
. . . .

TABLES

Page

S X
e e e e s e e e+ . . 166
T A A
P Ay
e A
e
O A

e v e s+ e s+« + . . . 180



INTRODUCTORY ESSAY



INTRODUCTION

This essay has been divided into five parts, each one
dealing with a different type of introductory material, but

all of them important in one way or another to this produc-

tion of No Trifling with Love.

Part I is devoted to biographical details of the life
of Alfred de Musset, in order to throw some light on his
personality and the forces at work on him personally,‘socially
and as a writer before and during 1834, when he wrote On ne

badine pas avec l'amour. This section ends with an attempt

to analyze his position in the French theatre, through the
use of some critical opinions.

Part II is - a partial list of the literary influences
that have been detected in the play. This, apart from being
interesting in itself, will help to place the play in its
historical perspective and at the same time point out some
of the salient features of the construction and mood of the
piece.

In Part III Frank Canino's adaptation will be compared

to previous translations of On ne badine pas avec 1l'amour, in

order to show why it has been chosen for the production and

to point out its advantages over the others.



Part IV is an analysis of No Trifling with Love (hence
forth I will use the French title to refer to the origihal,
the English one forvthe adaptation) covering the general
features of structure ahd characterization, the relative im-
portance of the various components of the play and an attempt
to define its meaning, avoiding however a detailed scene-by-
scene analysis, which has been left for the notes accompanying
the prompt script.

Part V states the director's concept used for the pro-
duction as simply as possible and points out how it was carried

through in the different physical aspects of the production.



I. ALFRED DE MUSSET: BACKGROUND

The life of Alfred de Musset has been thoroughly docu-
mented in several biographies and volumes of his correspondence
and other personal data. And because de Musset based all his
literary work on his personai experiences, his biography is
of considerable importance and interest in the study of hié
plays. It would be impossible even to summarize the whole
story of his life here, therefore I will limit myself to some
of the most important details of his life before and around the

time of writing On ne badine pas avec l'amour in 1834. The

remainder of this part of the essay will be an. attempt to pin
down thé position of Alfred de Musset in French literature and
in the theatre.

De Musset was born in Paris in 1810 and lived there all
his life, with the exception of a four-month trip to Venice
with George Sand. His family was happy and well-to-do, and
Alfred was a precocious, temperamental, passionate child,
thoroughly pampered by his doting mother and his older brother
Paul, both of whom seem to have recognized his genius when
he was still an infant. His father was of an old French family,
but was forced into unusual paths by the Revolution: he
fought under Napoleon until the Battle of Marengo and then
went into the civil service. He also had literary inclinations

and published a biography of Jean-Jacques Rousseau, followed



by an edition of his works. As may be supposed from these
indications, the de Musset family was staunchly liberal and
Bonapartist, and even as small children, Alfred and his
brother were engrossed in the fate of Napoleon.

When hé left school at the age of 17 Alfred had no
particular interest in any profession. He tried medicine
briefly at the insistence of his father, but was nauseated by
the dissection lessons and had to give it up. He took pain-
ting lessons at the Louvre for a while, and might well have
succeeded as a painter if he had persevered--some of his work
was praised by Delacroix, and many of his extant sketches are
charming. |

While still at school de Musset had been introduced to
Victor Hugo by his friend Paul Fouchier, who was Hugo's
brother-in-law. Hugo, though then only in his middle twenties
was already a Chevalier of the Legion of Honor with a govern-
ment pension: he was the centre of the Romantic movement in
Paris. His circle, known as the.Cé&nacle, included Sainte-
Beuve, Prosper Merimee, and Alfred de Vigny, none of whom were
then over thirty. Inspired by his evenings at the Cénacle de
Musset too began to write poetry and was enthusiastically

encouraged by the members, especially Sainte-Beuve.: Early in

et d'Italie, which brought him to the attention of readers

and critics. On the whole these tales show a heavy Romantic



influence, but already his characteristic cynicism and wit
show that he is not a truedésbipie of Hugo. He created a
scandal among the Romantics by irreverently describing the
moon as the dot on the i of the church tower in his Ballade

~a la lune, and by describing in the same poem some indelicate
and bourgeois scenes which were not considered fit subjects for
poetry.

In 1830, at the request of the director of the Odeon he

wrote his first play, La Nuit vénitienne, which failed
miserably when produced on December lst. The play was weak
and apparently not ready to open; and in any case its chances
of success were slim because Classicism was still very strong
in the French theatre and the success of Hugo's Hernani at
the'Comédie—Franqaise nine months earlier still rankled within
the old guard. At this defeat de Musset decided to turn his
back on the threatre forewver, and threw himself wholeheartedly
into a life of pleasure and dissipation, drinking,_gambling,_
and women., He lived in a style far beyond his means and ran
up tremendous debts, which his brother helped him pay.
Nevertheless he was received in the best salons in Paris. and
had a reputation‘for charm, wit, gaiety and good conversation.
Periodically he was overcome with fits of remorse and shame |
during which he wéuld lock himself up in his room for days,

weeping and writing poetry.



The violent and passionate nature of Alfred de Musset,
torn between-what seemed to be two personalities, is responsible
for both that quality which makes him unique as a writer, namely
his depth of feeling and sincerity, and for the fact that he
never accomplished as a poet what was expected of him after his
early promise. W. H. Pollock describes him as well as any of
his critics and biographers when he analyses de Musset's two

personalities:

One tender, gentle, quick to feel every impression of
outside circumstances, to respond to kindness with all
the warmth of a poet's heart and to grieve at harsh-
ness, ingratitude or malice with the sorrow of a child
who cannot believe that the world is not all beautiful.
The other was hard, suspicious, distrusting alike of
people and the impressions he encountered, treating
life as a thing to be made tolerable only by a reck-
less abandonment of all belief in or striving after
high aims--a specta&le for the due enjoyment of which
were needed a mind resolved against any serious
enterprise--a wit ready to jest at scars and a heart
prepared to deny the possibility of feeling a wound. 1

These two personalities in Alfred de Musset were constantly at.
war with one anofher, and in several of his plays he splits
them up into two different characters (for example George Sand
observed and de Musset admitted that Celio and Octave in Les
out the conflict within himself. Even in the plays whereiit:iis
less explicit, this tendency is seen, and Camille is in a sense
the alter-ego of Perdican-Alfred. All his characters, male or
female,represent in various degrees aspects of his own person-

ality, and it is perhaps because of the feminine elements in his



own nature that he has created so many fascinating heroines."

In his autobiographical novel La Confession d'un

“‘@nfant gg'siéclev(1836), de Musset himself ascribes his pro-

blems and his wasted life, as well as those ofAmany other
young Frenchmen of his time, to the unrealistic and unstable

atmosphere of his childheod:

During the Franco-German war, while husbands and
brothers were in Germany, anxious mothers brought
into the world a pale, nervous and spirited gen-
eration. Conceived as they were, between two
battles, educated in military colleges to the
sound of the drum, thousands of children gazed
fiercely at themselves as they tested their tiny
muscles. From time to time their fathers returned
from the silaughter, lifted them up to their chests
covered with medals, and then put them down and
rode away.

Only one man was then alive in Europe; the other
beings tried to £ill their lungs with the air
he had breathed.

. . . - . - . . . . . . . . - . . . . - . . . . .

Never were there so many sleepless nights as in
those times; never were there to be seen leaning
over city walls so many grief-stricken mothers;
never was there such a hush upon the crowds who
talked of death. Yet never was there so much joy
and life and so many trumpet calls in the hearts -
of all. Never was the sun so powerful as in those
days, when it dried up all this blood.Z22

Having been brought up with the ideal of military honor,
those who were born during the height of Napoleon's power
suddenly found themselves with nothing for which to live.

Their faith was destroyed, their country in ruins, past glory
dead and the future uncertain. In their disillusionment they

had lost all faith in God and an afterlife; those who could



afford it refused to work and tried instead to drown their
despair in drink, drugs and other forms of distraction.. They
wanted to enjoy life to the full and get all there was to be
had out of it while they could. It was the fashion among
young men to scoff openly at religion, God, love, and all
other values that they had been taught to revere. What set
de Musset apart was that while indulging himself»in this life,
he at the same time realized the tragedy of it. He had to
find a substitute for his lost faith in God, and this took the
form of a worship of love. He felt that in spite of all the
pain it causéd him, love was the only thing for which to live.

After the failure of his first play in 1830 de Musset
kept his word ahd for the next 17 years he did not write for
the theatre. But because he had a natural gift for dialogue,
he continued to write in the dramatic form for publication.

- Under the title Le Spectacle dans un fauteuil, he produced a

number of plays during this period, including his best and

most famous works. But he no longer strove to meet the require-
ments for success in the theatre of the time. He took ele-
ments from both Classicism and Romanticism, but adheréd
slavishly to neither one of the trends which were waging

battle in the French theatre. This gave him the freedom which
the neo-classicists lacked, but he retained enough form to

allow his plays to be easily staged and to hold together dram-

atically. Thus he achieved many of the aims after which the



Romanticists strove without going as far as they did in the

revolt against the rules of neo-classicism. He realized this

himself and in an article in La Revue des Deux-Mondes in 1838
concerning the performances of the actress Rachel, he pointed
out that the war between Classicism and Romanticism could
never end in an absolute victory for either school, nor was -
it desirable that it should do so. "It is time," he said, "for
a third school which should unite the merits of each."3
Thus in spité of the fact that they were nét written to
be produced, de Musset's plays have held the stage in France
from the middle of the 19th century until today, while the

plays of his contemporaries are almost never performed now.

The first volume of his Le Spectacle dans un fauteuil

(1832) was not successful, but it resulted in an invitation

from Buloz, the editor of‘Eg]Revue des Deux-Mondes to become a
regular contributor to that literary magazine. La Revue pub-
lished all his works from then on and enabled him to make a
living at writing.

In March 1833 de Musset met George Sand at a dinner

" Mondes, and although neither had really wanted to meet the
other, they immediately became friends. Within a few weeks
they were lovers and embarked upon what must be one of the
best publicized love-affairs in literary history. It was the

'one_great event of Alfred de Musset's life, during and imme-
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diately after which he produced his best work, including

- On ne badine pas avec 1l'amour, and therefore merits going

into in some detail.

Alfred was at this time 23, with a reputation of a
dashing young poet about town, who was just beginning to make
a name for himself in poetry as well as in society. George
Sand was almost 30, an established novelist with a reputation
for eccentricity and frankness, and a champion of women's
rights. She was separated from her husband, had two children
and had had a series of loVérs, all of whirech was well-known.
In spite of this she was considered rather a blue-stocking,
not particularly attractive and in many ways conservative and
inhibited. She allowed herseif to be drawn into the affair
with de Musset reluctantly at first, but once committed she
loved him devotedly and put up with a great deal of suffering
inflicted by his alternating fits of unreasonable jealousy
and rage, followed by remorse and slavish devotion. After a
short successful holiday together in Fontainebleau, they left
for a trip to Italy on December 12, 1833. From the beginning
the journey seems to have been a mistake. Alfred was difficult -
and unfaiéhful, did no work and took up gambling again, with
George's money. He was annoyed because she wrote industriously
for several hours a day to be able to send back to Paris the
segments of the novel which was being published serially in

' Ei‘ReVue'des'DeUX—Mondes, and which was financing their trip.
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When they finally arrived in Venice, George took 1ill
with dysenterijhich completely revolted the sensitive Alfred,
and when she had recovered things were going so badly that they
decided they had never really loved each other and arranged to
return to Paris. Then, however, Alfred contracted typhoid
fever, later complicated by brain fever, and George nursed him
day and night, through more than a month of illness and many
days of delirium (some say delirium tremens). During this
period she called in a young Italian doctor, Pietro Pagello,
who also spared no pains on behalf of the young genius from
Paris, and together they nursed him back to health. However,
some time during these proceedings Pagello became George's
lover, at her own request. When Alfred was sufficiently re-
covered they sent him back to Paris, where he arrived heart-
broken and embittered by his shattering experience. His brother
Paul reports that he stayed in his room for four months, con-
stantly weeping, and only coming out at night to play a game
of chess with his mother. He kept up a correspondence with
George, however, which was very affectionate on both sides,'and
- after she returned to Paris (with Pagello) they were lovers
again briefly.

While George Sand suffered considerably during the years
of the affair (1833-35), and had many problems, financial and
otherwise, she continued to write conscientiously and fairly
serenely, making no effort to reveal the depth of her soul to

her readers. For de Musset it was the opposite. This period
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of greatest upheaval in his personal life was also a period of
~great work for him. Everything he wrote during this time has
depth and intensity, differing from his sentimental earlier
work, and the mannereq_z§§2§gl¥‘elegant work of his declining'
years. From this period come the most original'of his piays,

Fantasio, On ne badine pas avec l'amour and Lorenzaccio, the
fancasio, 9n ne p ,

best of his verses Rolla, Les Nuits de mai, aout and Octobre,

Lettre é Lamartine, Stances a la Malibran, and the most charming

of his tales, Emmeline and Fré&déric et Bernérette.

On his return from Venice de Musset owed Buloz a comedy.
He was in no mood for writing and did not knéw how he would get
it done. He mentions in a letter to George Sand that he cannot
~get on with that "malheureuse comedie" for Buloz.4 But Buloz
was a friend and in order not to disappoint him, de Musset
reluctantly took up a comedy in verse which he had begun earlier

under the title of Camille,gE Perdican. Part of the first

scene in verse still exists and was published after the poet's
death by his brother.5 It bears a close resemblance to the
final draft, but he gave up the idea of writing the play in
verée, either because he could not find the inspiration, as has
been suggested, or, as seems more likely, because, having |
started the earlier version without a clear idea of what the
play was to become, he now decided that verse was not suited

to what he wished to express in it.

Several critics (Pierre Gastinel and Henri Bidou in

particular) have tried to prove that in fact de Musset had a
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~great deal more than the first scene done befofe_going to
Venice. They feel that the break comes between scenes 4 and

5 of Act II (scenes 9 and 10 of Act I in the adaptation, or
just before the fountain scene), giving as evidence changes

in the character and the style of writing, and the fact that
the clowns are seldom seen after this point (on the assumption
that after his Venetian adventure he was not in a state of mind
where he could have written the comedy scenes of the beginning
of the play). However there is no convincing proof of this
theory, since there is still one long comedy scene after that
point, and the changes in style and in the characters are pre-
pared for earlier and can be explained as an integral part of
the play.

' On ne badine pas avec 1l'amour was published in La Revue

" des Duex-Mondes on July 1, 1834, but it was not performed until

after the playwright's death, when, in 1861, his brother Paul
adapted it for Edouard Theirry,who produced it ati -the
J

- Comédie-Frangaise. He simplified its 15 settings to 3, and,

among other things; censored all religious references, turning
Blazius into a lay teacher and Bridaine into a scrivgner, The
play was performed with only a very moderate success and re-
ceived with some embarrassment by the critics, who found it to
be overly poetic and lyrical for a prose piece, and objected

to -the use of the chorus. But nevertheless On ne badine pas

" avec l'amour was kept in repertory until 1895 and seems to have
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become more popular as audiences gradually became familiar with
the play and its author.

The plays of Alfred de Musset are little known to English
and American audiences, and those who have read them in trans-
lation are inclined to dismiss him with condescension ana even
contempt. It is true that more familiarity with his personal
life and character, and with his lesser known works does not
do much to change this attitude: he was undisciplined, self-
indulgent, over-emotional, lazy and weak; he)squandered his
money, his time and his talent, and one can almost sense this
in much of his work. Henry‘James points out that he did
nothing in his life: ". . . he made no important journeys,
and if one excepts his love—affairs he really had no experi-
ence. . . . he was inactive, indolent and idle, his record has
few dates."6 He turned down several interesting opportunities,
including a position as attaché&é in the French embassy in
Madrid, because he simply preferred to stay in Paris. James
continues: "It is this narrowness, and his preoccupation with
only one thing that tells against him, not his excesses: he
was lax and soft, with too little energy and curiosity.”

Swinburne is still more cruel and says that it can be
more justly said of de Musset than of Byron that "his smile is
the smirk of a liguorish fribble, his wail the whimper of a
cheated cully." He continues:

. . . at his best Musset is representative [not of
his contemporaries] but of nothing but himself; at
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his worst, if the hard clear bitter truth must
be spoken and it must--without flinching, he
represents the guintesseficé of those qualities,
the consummation of those defects, which made
possible in France the infamous rise, and in-
evitably the not less infamous fall of the
Lower Empire.

- - . . - - . . - . . - . . . . - . . . . . .

. . . too poetic to be a patriot, too aesthetic
to be a partisan, too artistic to serve an
earthly country or suffer in a human cause, his
only country being Art and his final cause being
pleasure.”

Yet, the French consider him the leading playwright of
the second half of the 19th century; he was one of the very
few playwrights admired by Ibsen and Turgenev's pléys are
derived directly from his work. And nearly every critic,
though sometimes very reluctantly, admits that his best poetry
has never been surpassed in the French language.

It is true thét he had only one idea which he repeated
~ad infinitum: Ilove is the most important thing in the world.
Yet in those works in which‘he expresses this idea best, he
has created a few works of real genius. Of his plays Fantasio,

' On ne badine pas avec l'amour and Lorenzaccio are usually

. considered his best, and of these On ne badine pas is by far

the most original, interesting and stagable work. These three
plays alone reveal a talent of considerable versatility and
wit, and amazing skill and insight into character, especially
when one considers that all of them were written around his
23rd year. Unfortunately none of the English translation

available up to now have captured the charm and flavour of
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de Musset's language, so that the English reader is always
left with a feeling of vague discomfort after reading them.
More will be said about translations in Part III of this
essay.

At his best the attraction of de Musset's plays is
two-fold: first, his skill as a playwright, which is especi-
ally amazing when one considers that his plays were thought to
be unstagable by critics and by himself, and that he never had
the benefit of seeing any of them acted (at least not during
the period of his best playwriting). The facility with which
he uses the stage and its devices (especially in On ne badine

pas avec l'amour) strikes us as very modern even today.

Secondly, the attraction of his work lies in its youthfulness.
Henry James quotes de Musset's German biographer Paul Lindau
who expresses this feeling:

He has remained the poet of youth. No one has sung
so truthfully and touchingly its aspirations and
its sensibilities, its doubts and its hopes. No
one has comprehended and justified its follies and
its amiable idiosyncracies with more poetic irony,
with a deeper conviction. His joy was young, his
sorrow was young and young was his song. To youth
he owed all happiness and in youth he sang his
brightest chants. But the weakness of youth was
his fatal enemy and with youth faded away his joy
in existence and in creation.

His works are still popular in France and the'leadihg
roles have always been coveted by actors and actresses, from
‘Delaunay in 1861 to Gerard Philipe and Suzanne Flon in 1959.

" On ne badine pas avec 1l'amour was played 588 times between
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1861 and 1961 at the Comédie—Frangaise alone, and countless
times by other companies,-including Le Thédtre Marigny (1951),
Théatre National Populaire (1959) and Thédtre 1'Ambigue (1964).
It has also beenvmade into a movie, and recently a French

Canadian musical, Elle Tournera lg Terre, by Claude Leveillee

was based on it.
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II. LITERARY INFLUENCES

On ne badine pas avec l'amour was published in La Revue

" des Deux-Mondes on July 1, 1834, with the sub-title: "Proverbe."

The Proverb originated in 18th century France as a salon
piece consisting of Some improvised scenes désigned to prove
the truth of some well-known saying. Gradually the Proverb
became a simple one-act comedy in prose containing only a few
characters and either having the actual proverb as its title
or as its last line. Between 1743 and 1781 Carmontelle pub-

lished eight volumes of his Proverbes dramatiques. Between

1823 and 1833 Theodore Leclercq wrote several series of them
and perfected the form into a drawing room comedy which enjoyed
great success in Paris at this time. The Proverbe had become
avfavourite_genfe among writers (Scribe, Romieu, Sauvage, de
Vigny), the revues published them and they were acted every-
where.9

.On ne badine pas avec l'amour is the first play by de

Musset to carry the sub-title "Proverbe," but in fact it

bears little resemblance to the simple moral tale of Carmon-
telle, except for the fact that it uses a proverb for the

title of a short piece with a moral which is easy to understand.
Apart from that the play is far too complex, contains too many
characters and scenes, its atmosphere is too much that of an
unreal world, it is too difficult to produce and its resolution

too tragic and too simply expressed. His later works, Le
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- porte soit ouverte ou ferm&e (1845), Un Caprice (1847), and

' On-ne saurait penser é tout (1948) are much more similar to the

traditional proverbe.

De Musset had read the Proverbes dramatiques of Carmon-

telle and he may have got the idea for On ne badine pas avec

" 1l'amour from number LXXXI, l'Amant malgre lui, illustrating

the proverb: "il ne faut pas Jjouer avec le feu," or from the

play by Faublas, Les Amours du Chevalier, in which a character
10

has the line: "On ne badine pas avec le coeur."

Besides that of the proverb, the play show§ an amazing
number of influences which de Musset somehow managed to weave
into a very original and unified whole. A brief discussion of
these follows. J

From the ancient Greeks he takes the use of the chorus
of elders and although they appear rather different from the
Greek chorus (especially in the adaptation), their function
which will be discussed in more detail later, is much the
same. From the Greeks comes his use of the unities in their
true spirit, rather than literally as was the fashion with
neo-classicists. There are fifteen different locations (in
the original), but really only one place: the childhood home
of Perdican, therefore the real significance of the unity of
place is being observed. Similarly, the action is spread over

three days, but all that time is taken up with only one state



20

of crisis, a situation which cannot be prolonged indefinitely.
The crisis is ghe whole life of the major characters during
those three days, and we are taken from one state of equili-
brium to another. Since there are no gaps in the action, it is
really only one day.

The unity of action is not disturbed by the presence of

the sub-plot involving the grotesques. ‘Although they directly
| affect the main plot only once (when Perdican gets Camille's
letter through their stupidity) they are constantly used to
point to positive qualities in the lovers by the fact of their
lack of them, to provide comic relief, and to help to unfold
the plot. Thus they are there for the sake of the crisis
although they are not part of it. They understand nothing and
are discarded along the way. De Musset seems to have put them
in partly to satisfy his Romantic taste for mixing the serious
with the comic.

The Romantic background is obvious throughout the play
in the rural settings and idealization of nature. De Musset
may have got the idea for the plot from Goethe, whose Werther
he is known to have read in 1834. 1In this novel the young hero
returns home to his childhood village where he skips stones
on the water (as Perdican does in the original) and bears a
great deal of resemblance to Perdican returning home. Or

possibly it came from Samuel Richardson's novel, Clarissa Harlowe

(1747-48) which had a great influence on French writers of
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that time, particularly on Rousseau. De Musset was very fami-
liar with the literature of the 18th century (his father

edited the works of Rousseau) and had read Clarissa Harlowe, in

which Lovelace, in order to seduce Clarissa, among other things,
pays court to a barmaid of 17, is touched by her charm and calls
her his "rose button." Clarissa becomes jealous,'and reluc-
tantly_gives-hérself to him, saying: "Love is a fire with
which one does not play unpunished.”

In all de Musset's work a strong Shakespearean influence

can be felt. 1In the Preface to Le Spectacle dans une fauteuil,

he admits to being an insatiable reader of Shakespeare, and
he probably had his first chance to see the plays performed as
they had been written in 1828, when Charles Kemble and his

company visited Paris with productions of Lear, Othello, Macbeth

and Hamlet.

No Trifling With Love shows Shakespeare's influence in

the freedom with which the stage is used and the speed with
which the different scenes follow each other. The slightly fay
atmosphere of the locale, somewhere between reality and the
life of dreams, the sensitive, finely drawn rural characters,
the world of fields, fountains, paths and streams remote from

earthly vulgarity are reminiscent of Pericles and As You Like

It; the gluttony and physical appearance of Blazius and
Bridaine resembles Falstaff; the pedants Holofernes, Nathaniel

and Sir Hugh Evans may have helped in the creation of Blazius;
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Dogberry in Much Ado has something of the Baron's folly and
sententious tone; Petruchio's comic arrival at the church on an
ass may have given rise to the idea of Blazius' and Pluche's
arrival in the first scene; the imaginary blood which Perdican
feels on his hands in the last scene reminds one of Lady
Macbeth. Some of these comparisons may seem far-fetched, but
the similarity in the overall impression created cannot be
denied.

Henry James, otherwise very critical of de Musset,

feels this about his work in general:

It seems at first a reckless thing to say, but we
will risk it: in the quality of his fancy Musset
always reminds us of Shakespeare. His little
dramas go forward in the country of As You Like It
and Winter's Tale, the author is at home there like
Shakespeare himself, and he moves with something

of the Shakespearean lightness and freedom. His
fancy loves to play with human life, and in the
tiny mirror he holds up we find something of the
depth and mystery of the object. Musset's
dialogue, in its mingled gaiety and melancholy, its
sweetness and irony, its allusions to real things
and its kinship with the romantic world, has an
altogether indefinable magic. To utter it on stage
is almost to make it coarse.

The influence of Marivaux is felt in the fine psycho-
logical analysis of character, the idea of finding a pure love
and the mixture of fomanesque fantasy with realism. Between
1820 and 1830 Marivaux's complete Works were published in
Paris and they were often acted during this period. Certain
character traits and traces of the clowns from the commedia.

dell'arte may also originate with Marivaux.
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The tendency to religidus criticism in de Musset may
be traced back to the 18th century fashionAfor criticizing
ecclesiastics and monasteries. The lectures of Voltaire aqd
Diderot, and a series of anti-religious essays from the French
Revolution were found in de Musset's library.

George Sand and his affair with her can be detected
throughout the play in several ways. De Musset was known to be
correcting the proofs of her novel‘ggggé, in which the hero,
who is an orphan, and like Perdican a scholar, -has a love-
“affair with a flower-girl. He seduces her and finally marries
her when she is pregnant, but she dies in childbirth. Here is
another possible origin for the‘Perdican-Rosette story.

Camille's memories from the convent come directly from

George Sand, who, as Aurore Dupin (her maiden name) spent

several years at la Maison des Augustines anglaises ‘in Paris.

Louise has been given the first name of a friend of hers,
Louise Rochejacquilein, who is described as Marie-Xavier in

Chapter XII of her L'Histoire .de ma .vie:

. . . elle était toujours pﬁle'comme'sa guimpe,
triste comme un tombeau. Elle se disait fort
malade et aspirait a la mort avec impatience'

« « « « C'est la seule rellgleuse que j'aie
vue au désesp01r a’ av01r prononcé ses voeux.
Elle ne s'en cachait gudre et passait sa vie
dans les soupirs et les larmes. Elle ne

s épanchait que dans des accés de colére, et
comme exaspér&e par l'ennui. On faisait beau-
- coup de commentaires 13-dessus. Les unes
pensaient qu'elle avait pris le voile par

désespoir d'amour et qu'elle aimait encore.1?
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De Musset's violent attadk on Camille's convent edu-
cation and the ideas given to her by her friendé there definitely
seems to.derive from his frustration with certain traits of
rigidity and_gggggnism in George's character, which lay beneath
her free-thinking attitude.

Exactly how much the fountain scene'at ﬁhe end of Act I
has to do with the relationship between George éhd Alfred is
difficult to determine. I feel that the intensity of the
passion of Camille and Perdican is that of de Musset during
this period of his life, and that the "debate," as certain
critics have seen fit to term this scene, has more in it of
Alfred de Musset fighting with his alter-ego than with George
Sand. In any case, it is noteworthy that two speeches in
this scene are taken almost literally from their correspon-
dence. On April 19th, de Musset wrote to George, who was
still in Venice:

Je me suis rejete a corps perdu dans mon an01enne'

vie. . . je suis dévoré€ d'un chagrln ui ne me

qultte plus. . . . Fais ce qui te plait, mais

le jour ou te retrouveras quelgue part seule et

triste. . . étends la main avant de mourir et

souv1ens toi gqu'il y a duans un coin du monde un
etre dont tu es le premier et le dernier amour.

13
which is very similar to one of Camille's speeches to Perdican
in Act I, Sc. 10, and on May 12 George wrote to Alfred in
Paris:

Mais ton bon coeur, ton bon coeur, ne le tue pas -

je t'en prie. Qu'il se mette tout entier ou en

partle ‘dans toutes les amours de ta vievs, mals'

qu il y joue toujours son rdle noble, afin gqu'un
jour tu puisses regarder en arridre et dire
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comme moi: j'ai souffert souvent, je me suis
“trompé quelquefois, mais j'ai aim&é. C'est
“moi ai v8cu et non pas un &tre factice eréé .
par mon orgueil et mon ennui.-+?%

The section I have underlined is found literally in Perdican's
last speech in the same scene (Act I, Sc. 10), in the original.
These ex¢cerpts indicate that the quality of feeling expressed

in On ne badine pas avec 1'amour, is very similar to that of
vn ne B Y

de Musset's personal life at this time.

The background material cited in’thiS'éection, parti-
cularly that drawn from romantic literature and from the cor-
respondence and biographiés of de Musset and George Sand, have
been found very helpful in understanding the passionate,
emotional nature of the relationship between Perdican ahd o
Camille. It is not easy for us to understand today how seri-
ously love was taken during this period and how fluently and
emotionally it was expressed. Feelings were very close to
the surface and easily verbalized and this is 6ne of the most

important keys to making the play work.
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IIT. THE ADAPTATION

As is probably true of all foreign playwrights, it
seems to be very difficult to do justice to de Musset in
English translation. Two different translations of On ne

badine pas avec l'amour were available to me besides Frank

Canino's adaptation, the first by Raoul Pellissier, also

entitled No Trifling With Love, done apparently in 1905 and

published in Gassner's Treasury of the Theatre, Volume I, the

other by Peter Meyer in 1962, under the title Camille and

" Perdican, published in Alfred de Musset, 7 Plays, a Mermaid

Drama Book.

The Pellissier version, although the language is digni-
fied and to some extent captures the feeling of the period, is
severely hampered by a word for word adherence to the original.
The result is that‘he misses thé flow and beauty of de Musset's
language completely and comes up with a translation that is -
stilted and rings untrue, making it difficult to accept for
the purposes of reading, let alone acting.

Peter Meyer, by taking more freedom with the original
manages a more readablé version with a better flow of language,
but his modern idiom does not project any feeling of the
period and makes the passionate speeches of the lovers and the
rhetoric of the grotesques fall flat--so that really he does de

Musset no better service than Pellissier.
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Frank Canino's version, containihg several new sections,
transposing others and translating the rest very freely, is
definitely an adaptation rather than a translation, but it
captures much more of the spirit of the original (its poetry,
its fluency, its comedy) than any straight translation could.

I believé he makes it a better play and certainly a great deal
more attractive to modern audiences.

The most important change has been made in the handling
of the chorus, which is one of the problems the play presents.
Canino has found he could capture its charm better by putting
the lines in verse. As I have already mentioned, de Musset
_ originally’wrote'tﬁé’firSt‘scene‘(the arrival of Blazius and
Pluche) in verse, and although in his final version the same
scene is written in prose, he has changed the lines very little.

The verse: |

Sur son mulet frigant doucement ballot§,

Dans- les bluets en fleurs, messer Blazius s'avance,

Gras et vétu de neuf, 1'&critoire au cdt€.

Son ventre rebondi le soutient en cadence,

Dévotement bercé sur ce vaste &dredon,
Il marmotte un Ave dans son triple menton. 1>

in the final version has become:

Doucement bercé sure sa mule frigante, messer
Blazius s'avance dans les bluets fleuris, v&tu
de neuf, 1'écritoire au coté. Comme un poupon
sur l1l'oreiller, il se ballotte sur son ventre

. [ PN Pl .
rebondi, et, les yeux a demi fermés, il marmotte
un Pater Noster dans son triple menton.l6

Mr. Canino has put all the chorus parts throughout the

play into verse, and all the other characters in prose, as in
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the original. To our modern ears the mixture is not offensive,
as perhaps it would have been to de Musset and his contem-
poraries. in fact the use of verse is exactly right, because
the chorus is a theatrical, non-realistic element in the play,
and if they speak in prose as one person, it simply does not
work, as will be seen in comparing Canino's:

Gently rocking on a drowsy ass

Our reverend professor travels through the grass.
Newly garbed in academic black, '

With pen and ink dangling at his back.

His belly bumping a lovely waltz,

A lulIa_y rhythm that never haltz,?

He mutters his rosary and dreams of his wine,

Ten Ave's per mile, never losing time.

to Pellissier's:

Gently rocking on his prancing mule, master
Blazius advances through the blossoming corn-
flowers; his clothes are new, his writing case
hangs by his side. Like a chubby baby on a
pillow, he rolls about on top of his protuberant
belly, and with his eyes half closed mumbles a
paternoster into his double chin.

or Meyer's:
Gently rocking on his sharp-eyed mule, Father
Blazius approaches through the sunlit vineyards,
his clothes all new, his inkhorn at his side.
Like a baby on a cushion he rolls upon his rounded
stomach and with eyes half closed he mumbles a
paternoster in his triple chin.
Checking back to de Musset's version it is obvious that although
Canino takes many liberties with the text, his version

approaches the style and mood of the original, while the other

two do not. It would be possible to cite endless examples if
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space allowed. Canino's verse is not always in rhymed coup-
lets as in the first scene, but varies to- suit the mood of
each scene in which the chorus appears.

A second change With respect to the chorus has been to
split it up into a leader (an old man) and the chorus itself,

a group of youngsters of the same age as Perdican. This

allows for livelier staging of theif scenes, to create the
illusion of the happy care-free world which Perdican remembers
from his childhood, and at the same time solves the problem of
the age‘of the chorus, which is left rather vague by de Musset
(in the original it is suggested that they are village elders
but this is not constant throughout). The leader is able to
~give the lopg pieces of exposition, such as the introduction
to Act I, Sc. 3, which would be difficult to divide among
several speakers, or even to be spoken by a younger character,
and he can function as the o0ld man (Act I, Sc.4) who used to
bounce Perdican on his knee. 1In addition, the leader is
'given-a prologue and made into a kind of narrator: he is the
only one who speaks directly to the audience and is thus
endowed with almost magical qﬁalities.‘

Besides the changes in the handling of the chorus the
most important change in the adaptation is in the character of
Rosette, whiéh, as it was written by de Musset has become too
sentimental for modern tastes. In his play Rosette dies behind
the altar in Camille's oratory when she hears Camille and

Perdican declare their love for each other, and since there
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is no other explanation one can only assume that she dies of
a broken heart. 1In addition to the obvious sentimentality, her
death is not sufficiently prepared for, and comes not only as
a shock, as it should, but as a complete surprise.

This problem is solved in thé'adaptation first by
having her commit suicide, and then by preparing for this
suicide in stages: Perdican's gift to Rosette, on the occasion
when he says he will marry her, is a gold chain with a jewelled
dagger rather than just a chain; At first glance this may
seem a rather obvious hint and an i;appropriate_gift, but it
is no more obvious than the symbolism in Act I, sc. 2, where,
with their backs turned towards each other, Cémille becomes
absorbed in the nun's picture and Perdican in the flowers. 
It was indeed the fashion for ladies in Paris to wear such
jewelry (men apparently also wore them on their hats) and
there is a record of George Sand wearing a jewelled dagger on
the occasion of her first meeting with de Musset--which is
where Canino's idea probably came from. The dagger serves
both as a more potent symbol than the chain and as a convenient
means for the suicide.

The next preparation, besides those in the original,
is a completely new scene, Act II, Sc. 8, in which Rosette is
jeered at and taunted by the other villagers for "flirting:

with" Perdican. It was risky to insert a new scene at a point
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in the script where all the attention is on the steadily
rising battle between Camille and Perdican and a lag in the
pace would be fatal, but on the other hana, it is exactly
because all the attention is on Perdican and Camille that
the audience was not prepared for the ending. The new scene,
however, is completely successful: it tops the/preceding
ones in intensity and violence, thus helping the overall shape
of the play instead of hindering it, and it shows us exactly why
Rosette kills herself. 1In addition it works brilliantly on the
stage. | |
The final step in the preparation for the suicide is
Rosette's soliloquy at the beginning of Act II, Sc. 9, also new,
which shows that she is perfectly aware of her situation and
of the fact that Perdican has only usedlher.‘ In this speech
she clearly explains her motivations for everything she has
done in the play up .to this point. At the end of the soliloquy
she goes off to look for Camille, so that when she turns up
behind the curtain in the boudoir later, it is easily explained.
Other changes in the adaptation are comparatively small
and are mostly designed to make production and acting easier.
The fifteen different locations in and around»the’chateau and
village have been reduced to four: the salon and Camille's
boudoir in the chateau, a village square, and a fountain in
the woods near the chateau. These four are perfeétly adequate

and in fact help to unify the production.
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Act I and Act II of the original, which are very short
have been grouped together as Act I of the adaptation, while
Act III of the original becomes Act II. This merely elimin-
ates one break or intermission which is unﬁecessary since the
play is rather short.

Further small changes have been made for the purpose of
pointing the comedy in the grotesques' scenes, such as the
repetition of the Baron's exit line "Quick, to my study before
I faint," which is not in the original, and there are many
speeches which have been slightly changed to make them run
more smoothly or make them more characteristic of the speakers;
in other words to make them more actable. For example the
last half of Bridaine's soliloquy (Act I, Sc.7) is clumsy and
laboured in Pellissier's translation:

Farewell, venerable arm-chair in which many and many
a time I have thrown myself back stuffed with juicy
dishes! Farewell sealed bottles; farewell matchless
savor of venison done to a turn! Farewell splendid
board, noble dining-hall; I shall say grace here no
longer. I return to my vicarage; they shall not see
me confounded among the mob of guests; and, like
Caesar, I will rather be first in the village and
second in Rome.

and little less so in Meyer:

Farewell, beloved chair, where I have so often
collapsed when gorged to the full with succulent
dishes! Farewell bottles of glorious vintage and
scent of venison cooked to perfection! Farewell
splendid banquets, noble dining room where I shall
never more say gracel! I return to my own house.

I shall never again be seen here mingling with the
multitude of guests. Like Caesar, I would rather
be first in a village than second at Rome.
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Canino's version, however, is fluent, smooth and tight:

Farewell, venerable chair where I have sat so often
feasting on succulent dainties. Farewell, spark-
ling decanter of vintage wine and delectable roasts
done to a turn. Farewell splendid table and noble
dining hall where I will no longer intone the

grace before meals. I return to my parish, far from
" the madding crowd. No longer will I be seen toast-
ing and nibbling among the aristocracy. Oh, tempora,
Oh mores. . . Veni, Vidi sed non vici. . . and like
Caesar, I had rather be first in my parish than
second in Rome.

The Perdican-Camille scenes are so pompous in the older
translation as to sound ridiculous to us today. For example,
Pellissier gives these lines to Camille and Perdican in Act I,
Sc. 6:

Camille: I do not like demonstrations.

Perdican: Taking her hand Give me your hand, Camille,
I beg of you. What do you fear of me?
You do not choose that we should be married.
Very well! let us not marry. Is that a
reason for hating one another? Are we not
brother and sister? When your mother
enjoined this marriage in her will, she
wished that our friendship should be unending,
that is all she wished. Why marry? There
is your hand and here is mine, and to keep
them united thus to our last sigh, do you
think we need a priest? We need none but
God.

Meyer makes a slight improvement with:
Camille: I don't like shaking hands.

Perdican: taking her hand Give me your hand, Camille
please,  What have you to fear from me?
You don't wish us to marry? Very well then;
We won't. Is that any reason for us to hate
each other? Aren't we brother and sister?
When your mother prescribed this marriage in
her will, she wished our friendship to last
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forever; that is all she wished. Why
should we marry?. Here is your hand and
here is mine. For them to stay united
till our last breath, we don't require
a priest, do we? All we need is God.
But the speeches are still awkward and difficult to speak.
Canino's version rings true to modern ears, while at the same
time preserving the Romantic overtones:

Camille: I do not like to be touched.

Perdican: No, please give your hand, Camille. Why
-are you afraid of me? @ You don't want to

marry me. . . very well, we won't be
married. Is that a reason for hating each
other? Are we not.. almost . . brother

and sister? When your mother asked for
our marriage in her will, she only wished
that we be friends forever, that's all.
Why must we marry? There is your hand and
"here is mine. Do we need a priest to keep
them together until we die? No, we only
need God.

It would be possible to cite endless example, but I
think these few are sufficient to illustrate the superiority of
Frank Canino's version, and perhaps to show why the play has

been done so seldom in English.
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" IV. ANALYSIS OF "NO TRIFLING WITH LOVE"

After a brief synopsis of the action of the play, most
of this section will be devoted to discussing its most impor-
tant aspects in the following order: the character and purpose
of the_grotesques; the function of the chorus leader and the
chorus; Rosette and her place in the play; and the Perdican-
Camille relationship. This will go a long way towards clari-
fying the play's structure. The section will end with an
attempt to pull the strings together and arrive at some con-
clusion as to what the play is basically about.

Briefly; the action of the play is as follows: the
Baron, Perdican's father §nd Camille's uncle, has long been
plotting to unite his son and his niece in marriage, in order
toegigggl% the loneliness of his life as king's deputy.
Finally, the long awaited day has arrived: Camille and
Perdican have finished their education and arrive at the
chateau, preceded by the governess, Dame Pluche, and the tutor,
Father Blazius, respectively. But to the Baron's great

disappointment, although Perdican is immediately smittef. with

2z

his cousin, Camille seems not at all interested in his advances.
The Baron is. outraged at the failure of his plans and complains
about it to all who will listen.

After. trying desperately to interest Camille in the
happy memories of their childhood, Perdican, his pride hurt

because of her refusal, gives up and leaves her. This brings
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about a change of heart in.Camille and she arfanges to meet
him at the fountain in the afternoon, while continuing arrange-
ments for her return to the convent the next day.

Meanwhile, Perdican, who has taken refuge with the
peasants in the village who adored him as a child, has met
Camille's foster-sister, a pretty peasant girl named Rosette,
who loves him, and has begun to flirt with her.

When Camille and Perdican meet at the fountain, she
apologizes for her earlier coldness and tells him she intends
to return to the convent and become a nun, but wants to ask
him whether she is right in her decision. Reluctant at first
to get involved in such a discussion and risk further humilia-
tion, he eventually agrees that she has no assurance that he
will love her for the rest of hef life if they do marry, but to
him this is no reason for not doing so. She then tells him
about her convent friend, Louise; who has told her about the
terrible experiences she has had because of an unfaithful hus-
band: and that many of the sisters at the convent have advised
her not to marry because there is no hope of happiness with a
man. Instead of assuring her that the nuns are wrong, which is
what Camille hopes, Perdican ends the scene with a passionate
attack on the nuns for poisoning a young girl with their experi-

01500 ng. .
ences, and on Camille herself for her fear and pride which will
prevent her from experiencing the only worthwhile thing in

human 1life: the love between a man and a woman.
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Meanwhile, Father Blazius and Father Bridaine (the
latter is the parish priest and a member of the Baron's
household), who have hated each other from thé’moment they
met, have both been trying to curry favour with the Baron,
Bridaine by telling him that Blazius is a drunkard and that
Perdican is flirting with a village girl, and Blazius by
saying that Bridaine is a drunkard and Camille is writing
love-letters to a man. The result is that Blazius has been
dismissed. In order to prove to the Baron that Camille was
indeed writing love-letters, hé intercepts a 1etter»that
Camille has written to Louise, which by accident falls into the
hands of Perdican, who reads it. In it Camille tells Louise
that she has broken Perdican's heart, and this infuriates him
so much that in order to show her that it is not true, he
arranges for Camille to watch him declare his love for Rosette
and promise to marry her. Camille discovers that he has read
her letter and invites him to her room where Rosette is hidden
behind a curtain. She traps him into saying that hé'loveS'her
and that he never lies, and then shows him Rosette, who ‘has
fainted, and insists that he must marry Rosette. Humiliated,
he says he will, and now pride has so taken hold of both of
them that they keep up a pretense of hating each other, in
spite of the fact that it is obvious that they are in love.
When finally they admit their love it is 'tco late, because
Rosette, without either of their knowledge, has been hidden

behind the curtain again, and because she is scorned by her
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friends in the village, and aware that Perdican has betrayed
her, she has killed herself with a jewelled dagger Perdican
“had given her as a gift.

The first two scenes of the play introduce the comic

”,chafacféfs;'or the. "grotesques," as they are usually called:
the Baron, Fathers Blazius and Bridaine and Dame Pluchei They
" have been referred to as the "fauna" of the play, for they
resemble animals more than humans. They are automatons,. ho

- longer genuinely human, unable to think, understand; adapt or
change; They are dead, or impotent beings, who can only con-
stantly repeat themselves.. Within the context of the play
they ére ridiculous because they do not love and never'have'
IToved. But the ridicule they inspire is gentle because they
are harmless, helpless, dehumanized she%&i pitiful examples

of human failure. Their ridiculous physiqﬁes match their
silly, absurd characters. They are a constant reminder of
“_what Camille'and Perdican may become if they fail to find love
and must live the rest of their lives without it. This is
especially clear in the many instances where Blazius and
Pluche seem to parody Perdican and Camille.

The grotesques have "become" the function they perform
in society and social habits have replaced their personalities.
In this sense they represent the subversive thought of de
Musset: the Baron stands for the seigneur, who dominated the
society under the July monarchy, in Bridaine and Blazius res-

pectively the authority of the Church and the University are
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satirized, and Pluche represents the phony convent education
which de Musset hated so much. The satire, however, is nearly
always gentle, and though it would be possible, and perhaps
interesting to carry tHrough the ideas suggested by the term
fgrotesqueS" and to méke these characters into ugly, menacing
and perhaps physically deformed monsters, I do not feel the
play warrants this kind of treatment. One of the problems of
thé'piece is to unify its many apparently diverse elements;
if one were to exaggerate them beyond what thé script calls
for, the diversity Would become too great. Of course, the
'_grotesques must be played broadly, but generally speaking for
the sake of the comedy only, with the exception of an occasional
moment, when their real ugliness shows through, such as the
scene between Bridaine and Blazius in Act II, Sc. 2.

The grotesques dominate the first third of the play,
after which they have established themselves thoroughly in
our minds and are seen less and less often, ‘as the tension of
the main plot mounts. In the second act there is onlyvone long
scene of clowning, and after that they make just one or two
very brief appearances on stage. 1In the beginning of the
play they serve to provide humor and interest while the
Camille-Perdican relationship is slowly getting underway. As
the main plot gathers momentum the attention shifts away from
the grotesques and they disappear except for the occasional
reminder or a moment of comic relief, and for the one spot

where they actually affect the main plot.
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Another, very different, element in the play is the use
of the chorus and its leader. The chorus leader is both a
member of the chorus and a character totally outside of the
play, and therefore shoﬁld be discussed separately. 1In the
Prologue he himself gives all the necessary explanation of his
function:

Then me, villager and also commentator. . .

Both in and out of the play, a second-rate
Device perhaps, for exposition and introduction.

He appears specifically only three times: in the Prologue; in
the Introduction to Act I, Sc. 3; and as the o0ld man in Act I,
Sc. 4; but it may be assumed that he is in all the other chorus

scenes, except perhaps Act II, Sc. 8.17

His function is mainly
to bridge the gap between the audience and the actors, and it
is therefore logical that he should appear mostly near the be-
' ginning of the play. He directly addresses the audience in

. two speeches: in the Prologue he sets up the conventions of
the production (i.e. the audience must imagine the scenery,
they must accept the chorus for "some diversion" and himself in
the double role of actor and commentator); in his other speech,
the Introduction to Act I, Sc. 3, he does.two things: he
quickly_reviews,what_has happened so far ("and so our lovers
have met/ and not so happily either") and then relates the
scene of Bridaine and Blazius at dinner, which is partly giving
“-exposition and partly a sim?le way of getting around a scene  ~-

which would be vefy difficult to stage. Here he also performs
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his function as commentator: "Where Church and state con-
flict, there indeed the world is sick." Finally he draws the
audience back into the play with: "Well, there's always a
se?ond meeting. Listen!" It is this omnipotent, somewhat
magical quality he has because of remarks such as this, which
indicates the special charm the léader of the chorus must have,
and points- to his most important function: that of drawing
the audience into the play.

The chorus itself performs a variety of functions. The
most important of these, as has already been mentioned: to
suggest the carefree, idyllic atmosphere Perdican remembers
from his youth. This helps to show what it is Perdican is -
looking for and is important because his search to rediscover
this simple happiness is one of the most revealing keys to his
character. The chorus performs this function chiefly in Act I
where it also serves as a contrast both to the lovers and the
~grotesques, and finally as sheer "diversion." On another
level it helps to bridge the gap between the play and the
audience. by acting as a sort of audience within the play,
which observes, comments, and recapitulates what is happening
to the main characters.

The most important function of the chorus in Act II is -
to prepare the audience for the suicide of Rosette. For this
purpose it takes on a completely different aspect and becomes

cruel and taunting in order to show the disapproval of
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Rosette's peers, which is what finally drives her to suicide.
The staging and other aspects of the Chorus' scenes will be
discussed in more detail in Part V and in the notes following
the prompt—book.

Rosette emerges from the chorus in Act I, Sc. 4. She
is a youndgs peasant like the others, and this makes her seem
deceptively simple. She has very few lines and is almost never
able to express her real feelings because no one will listen to
her, but Rosette has far more intelligence than a simple
peasant girl, and she is far more aware of what is happening
to her and around hér than. either Camille or Perdican.

In Rosette's scenes almost everything happens between
the lines and they often seem to be almost ambiguous. The key
to Rosette's motivation is found in her soliloquy at the
beginning of Act II, Sc. 9, where she says:

I love him but I could have lived without him. I

never expected him to marry me, I only wanted to be

near him for a while, to see him again before. . .

Oh, blessed virgin, how could I turn him away when

he cried for my help? He wept in my arms and I

couldn't turn him away.

From this speech it is obvious that Rosette knew beforehand
that nothing could come of her relationship with Perdican, but
she consented to it because she really loved him, not because
she did not dare contradict him. Therefore it must be esta-
blished in her first scene (Act I, Sc. 4) that she has loved

Perdican since they were children and that no one has ever been

able to take his place. This is why she has said she wants to
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die an old maid. 1In Act I, Sc. 8, where Perdican is flirting
with her to make himself forget Camille's coldness, she tries
to tell him that she doesn't waﬁt him to be like a brother to
her, to kiss her in front of her mother and the villagers, but
he doesn't even hear her. The incident she refers to when she

says: "

... how could I turn him away when he cried for my
help?" comes at the end of this scene when she sees him weeping.
By putting her arms aroﬁnd him she makes her commitment to him,
although she knows that all she can expect is "to be hear him
for a while" until he marries Camille. When he later promises
to marry her she believes him because she loves him and she
cannot believe that he would lie to her.. She is sincere when
she says this to Camille in Act II, Sc. 6. Ironically
Rosette's happiest moments come when Perdican is intentionally
deceiving her in the scene by the fouhtain which Camille over-
hears.

It is also important to realize that Perdican at no
time intends Rosette any harm. He sincerely finds her lovely
and does not realize that she feels much more for him. Even
in the scene which Camille Watches,lalthough'at first he doesn't
care what he says as long as it hurts Camille, he gradually gets
carried away and comes to believe what he is saying. Camille
stands for everything he hates, because her fear and pride are
unnatural, and Rosette is everything he loves and had hoped té

find in Camille: she is pure, simple, loving, trusting, and



44

above all, in tune with everything in nature. At this moment
marriage with Rosette really seems to be far preferable to
marriage with Camille, and the proposal bursts from him as much
from these feelings as for the purpose of hurting Camille.
Perdican's feelings for Rosette are ambiguous and he
does not really understand them himself. What he loves in her
is what he had hoped to find in Camille, and in the larger
context of the play Rosette represents Camille as she was before
she went to the convent, the unspoiled'girl who no longer exists
and can never be re-created.
The Camille-Perdican relationship is complex and deserves
careful consideration. Many critics share the opinion of

Gisselbrecht, who has written of On ne badine pas avec 1'amour

in 1959:
C'est une pieéce d'un cynisme insupportable: la
désinvolture avec laquelle une paysanne est
sacrificée aux raffinements sentimentaux de
deux jeunes aristocrates y est telle gu'on n'en

pas idée. Mais de 13 & dire que ces raffinements-
1a ont vieilli. . .18

But when one considers the youth andvbackground of the principal
characters and the havoc wrought by coincidence, poor judgment
and passion, their actions become perfectly human, thoroughly
motivated and not at all obsolete. It is important in the
cases of both Camille and Perdican to begin an analysis of their
characters with a look into their lives before they arrived at
the chateau.

In the case of Camille it is helpful to look first at

the revelations she makes in the fountain scene. Here we learn
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about her experiences with the nuns in the convent, especially
-the influence of Louise, and the fact that for the last four
years she has been living in.an imaginary world with Perdican
at its centre. Therefore, when she arrives at the chateau
after spending all those.years secretly dreaming of Perdican,
she is filled with fear and uncertainty because she is finally
~going to meet him. After their first few meetings she becomes
more frightened because she does not understand the attraction
she feels for him. Then he suddenly gives up his pursuit of
her”and.she feels unexpectedly let down, not even realizing
that she unconsciously did not expect him to accept her refusal
so easily. She feels that she must see him again and rational-
izes that she should not have been so unkind and that she must
tell him she is going to become a nun. She sends Pluche off
with the note for Perdican, but in the same breath she also
tells her to make sure that everything is ready for their
departure to the convent the next day. This shows that she
rdoes not consciously anticipate a change in her plans and that
whatever happens_éhe wants to be able to get away.

By the time she arrives at the foﬁntain her rationali-
zation has taken her one step further: she will ask Perdican
whether he thinks she is right in going intovthe convent.
Camille's sole conscious motive .during the early part of this

scene is to get him involved in an argument about marriage--all
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her questions are prompted by this and when he does, she.
flaunts before him all the "proof" of men's unfaithfulness
that she has been storing up. But she is not prepared for

his reaction. He does not try to change her mind but simply
tells her to go back to the convent. Then'he launches into

a passionate tirade against the nuns for what they have done
to her and then against Camille herself, telling her in effect
that she is not a human being at all but only a "wretched
'puppet, trembling with pride and fear."

To understand Perdican it is again necessary to look
into his background. He has just returned from the.University
after ten years in Paris. He has been a brilliant student,
has had many mistresses and has lived among the society of
fashionable cynics and disillusioned romantics. As de Musset
himself periodically did, hé’hés become disenchanted with his
life, with his own success and his knowledge, and has come to
idealize the memories of his childhood. He comes home hoping
that he can once again become the simple child, adored by the
happy peasants and by the simple little Camille he loved in
his youth. He is the romantic hero, trying to lay aside his
expérience and to rediscover his innocence. Like Camille he
is very young, but because of his experience and success, he
has more confidence in himself, especially in his attraction

for women. Camille's rejection of him is a blow to his pride
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that he really does not care, and quickly removes himself
from further danger to his ego by taking his departure. When
Camille arranges to meet him at the fountain he is afraid that
she wants to play games with him and is on his guard. And
even though he is eventually convinced of her sincerity he still
doés not want to take the ?isk involved in making her change
her mind. Instead he tries to establish his superiority over
her by ridiculing her fears and telling her she is missing the
best thing life has to offer. |

At the end of Act I both Camille and Perdican have been
thoroughly shaken. Camille, whose pride is completely shattered,
finds herself unable to admit to Louise what has happened.

She therefore tries to prevent further embarrassment by simply
writing to her as if things had gone as they had both expected.
Perdican is less upset, but he is now confused about his
feelings for Camille and is therefore in a comparatively vul-
nerable position again. He anticipates the next development
‘with excitement and curiosity. But just at this moment when
Perdican is unsure of himself he reads Camille's letter. This
incident is the turning ppipt in the play: Perdican is so
infuriated by her lie, which he ‘takes as an insult, that he is
overcome with a blind desire to prove to Camille that he
really was not interested in her. He does the first thing-
that comes into his mind and decides to let Camille overhear

him declaring his love for Rosette. Such a crude, cruel act
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can only be explained by the passionate, selfish pride of
youthful inexperience.

The effect on Camille of witnessing the scene at the
fountain is very similar to what Perdican felt when he read
her letter. Fury washes over her and she too strikes back
with the first thing she can think of: she wants to humiliate
him in front of Rosette and prove to her that Perdican does not
love her at all and has lied. Still smarting from her degrad-
atibn Camille summons all the powers at her command, puts on
a new dress, adopts a flirtatious manner, and drives him
shrewdly into her trap. Perdican, secure in the knowledgé'
‘that he has the upper hand in the battle, refuses to play her

~game at first, but at the crucial moment he becomes concerned
about her  and fells her he loves her. Cémille'uses his declar-
ation of love in order to taunt him with what he has done to
-Rosette and refuses to listen to any explanations. Perdican
»is left with only one way to save his pride and regain the
advantage over her: to call her bluff and promise to marry
Rosette.

Now Camille finds herself in a state of desperation, -
buf éhe still does mnot fully realize that the violence she
thinks is hate is actually caused by her love for Perdican.

She continues to ridicule his intention of marryiﬁg Rosette,
but Perdican is by this time convinced that he would much

rather marry Rosette than Camille and answers all her taunts
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merciléssly. Feeling that she is losing him, Camille at last
instinctively makes her first move towards him ("Perdican,

give me your arm then, I"1ll go with you"), but too late because
at that moment Rosette appearé and takes up all his attention.
Camille retaliates by grandly patronizing Rosette and trying

to get rid of her quickly, but Perdican pointedly ignores her
and leaves with Rosette. Finally Camille realizes that she
loves him and calls him back. He comes, this time sincerely
willing to listen, bﬁt she is still unable to swallow her

pride and lets the momen£ pass by.

Camille has now lost all her confidence and is desper-
ate. Perdican is the one who comes to his senses at last and
realizes that only his pride and her fear have caused all this
suffering. He overcomes his pride and they are finally
reconciled, but too late: -they are punished for the mortal
sin of taking love lightly (their own and Rosette's) and so
they lose love in the end. The tragedy is not the death of
Rosette but the death of the love of Perdican and Camille.

The relationship between Camille and Perdican forms
the core of the play and in it lies the key to its "meaning."
Camille and Perdican have basically the same problem: they
are both trying to live up to an idealized image of themselves.
This forces them to hide from each other and from themselves -
under - a series of masks. But they themselves are not aware

they are doing this: they think these masks are their real
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pérsonalities. Thus Camille believes she is sincere when she
talks about the eternal love of Jesus, but it is only a mask:
another person speaking through her mouth. Perdican thinks he
doesn't care about Camille, but this too is a mask. At other
times they themselves believe they are only play-acting when
they are also deceiving themselves: Perdican thinks he is
only playing with Rosette when in fact a real love for her is
developing in him.

Thus No Trifling With Love is concerned with the very

contemporary problem of what is truth and what is imagination,
which is the mask and which is the real personality. The
moment sigggféfy is lost and we have put on a mask, whether
intentionally or not, the mask contains a part of ourselves

and it is impossible to rediscover our former selves in it.

" Camille struggles desperately against a series of masks which
afe dangerously deceptive because they do not really belong

to her: first she is the religious convent girl whom we do

not understand; at the end of Act I she seems to want to explain
herself, but we know the revelations are prepared, and we are
still not seeing the true Camille; next comes the letter to
Louise, which is also a mask; at the end we feel that her hatred
for Perdican must cover a great love, which finally turns out

to be true. Perdican too, does not realize how much he is
affected by Camille's refusal because he is hiding under a

mask of indifference and cynicism. Like Camille, he doesn't

know which is himself and which is the mask.
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Both Camille and Perdican are only truly themselves in
the last scene. They both realize that they are much simpler
than theylhad thought, and that all they needed to be happy
was each other. But ironically, just at the moment when they
had discovered what happiness was for them, they have lost
their chance and this simple happiness is no longer possible:
for them. When they finally understand their mistake, they
are no longer the simple and good beings they were before
without realiéing it., Camille has lost her chance of love and
Perdican's memories of his youth have faded. We are left with
this paradox at the end. This is the great irony_of the play.
One feels it expresses de Musset's deep regret and bitferness
because somewhere in his own life he has lost that simplicity
in dissipation and sophistication, and when he became aware
of the loss it was too late. It was impossible to recapture

his former self because he could no longer remove the mask.
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V. DIRECTORIAL CONCEPT

For the purpose of the production I have used the
following point of view: for de Musset love is the most im-
portant thing in the world. Perdican, who speaks for the
playwright himself, expresses his feelings about love in Act
I, Sc. 10. The fact that Perdican has often loved in spite of
being hurt, makes him the most superior character in the play.
It also explains his pride which brings about the tragedy.

Perdican is superior to the grotesques because they have
never loved:. Bridaine and Blazius are priests; Pluche is
practically a nun, constantly talking about her virtue; and
the Baron an ineffectual, effeminate character who is completely
unable to cope with real sitﬁations and real people. All four
of them are sexless and impotent, therefore they cannot love.-
Not one of them undergoes any change or development during the
play. They keep on repeating themselves in a never-ending
- pattern of ignorance and uselessness: Bridaine and Blazius
constantly worry about food and drink and about currying
favour with the Baron; the Baron listens, wails about his -
disappointment and escapes to his study without doing anything;
Pluche ceaselessly assures everyone of her virtue. This -
pattern is totally unaffected by what is happening to Camille
and Perdican. The grotesques are dead, empty shells: if

Camille and Perdican are struggling against the masks super-
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imposed on their personalities, in the case of the grotesques
the masks have replacéd their personalities. This may happen
to Camille and Perdican unless love rescues them.

Camille and Perdican do not understand what they want
or how they feel about each other. Perdican thinks he wants
to return to his childhood.simplicity but he does not.realize
it is too late for that (i.e. he has grown up) until he has
lost his chance: he has found it in Rosette but has at the
same time destroyed it when he destroyed her. Only afterwards
does he realize that it is really Camille he loves. Camille
thinks she doesn't want love until it is too late and she has
already destroyed it.

Rosette is thé victim. She is innocent and her death
is not a tragedy except insofar as it represents the death of
the lqve of Camille and Perdican. Rosette sees what is
haépening‘more objectively than anyone else in the play, but
because of her position no one will listen to her and she is
unable to affect the events in any way.

Since life without love is death for de Musset, it is
really Perdican and Camille who die when Rosette dies.

The chorus embodies the green childhood world which
Perdican is hoping to find again, the happy, carefree, innocent
world where he can escape his own knowledge and experience.

The chorus leader is the "storyteller."
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It was felt that in the design of the set, two consider-
ations should be uppermost: first, the scenery in the exter-
ior scenes, must constantly remind one of the childhood world
of Perdican's memory and should have a quality of the unreality
of memory about it; secondly the set must be able to be changed
as quickly as possible and with a minimum of noise, so as not
to disturb the pace of the prOdﬁéEioﬁ. It was decided that
the use of slide projections would answer both these qualifi-
cations. For the exteriors the projections alone were used,
while for the interiors the two outer screens were connected
by a set piece in order to fill some definite requirements,
such as the nun's picture in the salon and the curtain in
Camille's bedroom. The set pieces also gave these scenes a
feeling of "interior." Beyond this the barest minimum of
furniture and props was used..

In the exterior scenes the colours green, blue and
brown were used in various combinations for the projections -
and the costumes of the chorus, to help create the feeling of
nature and the woods. 1In the salon the more artificial and
slightly bizarre célours of purple and deep pink were used to
suggest the artificial, hot-house atmosphere in which the
Baron lives and the grotesques usually appear.

The grotesques were dressed completely in various shades
of black and white, as "dead" colours, in contrast to those
worn by the lovers and the chorus. Their costumes were of an

earlier period than those of the lovers, to suggest the idea
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that they had stopped living a long time ago. Finally they
all wore white eye-masks which further separated them from the
world of the ldiving, and which had the additional effect of
making them appear "blind" and "fixed."

| The difference between the three groups in the play was
shown also by a difference in their movement on stage; The
~grotesques moved in rigid, symmetrical, often circular figures,
frequently striking artificial stances; the lovers moved as
" naturally as possible, their movements being largely determined
'by the emotions of the scenes, while the chorus moved as a
~group, their scenes often being choreographed to express
emotions visually.

In all aspects of the production it was attempted to
follow the same spirit: for this reason the programmes were
sealed with red wax to maké them look like love-letters, and
the colours of pink and purple were used for all the publicity.

The above only serves to explain some of the ideas
behind the design and the physical production of the play. All
further details may be found in the section entitled "Details

of the Production.”
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NOTES

lW.H. Pollock, Lectures on French Poets, C. Kegan. Paul
& Co., London, 1879, p. 50.

2Alfred de Musset, A Modern Man's Confessions, trans.
G.F. Monkshood, Greening & Co., London, p. 3 ff.

3

| t\ - -
L 4C0rrespondance de George(gandet,d'Alfred de Musset,
Editions du Rocher,  Monaco, 1956, p.~ 81.

Salfred de Musset, Thé3tre Complét, Bibliotheque de 1la
Pleiade, Librairie Gallimard, 1958, p. 804.

6Henry James, French Poets and .:Nevelists, Grosset and
Dunlap, New York, 1965, p. 3 ff.

7Algernon Charles Swinburne, Miscellanies, Chatto &
Windus, London, 1911, p. 26 ff.

8Paul Lindau, quoted by James, op. cit., p. 19.

9Philippe Van Tieghem,”MuSSét, Boivin & Cie., Paris,
1944, p. 87.

loMaurice Allem, de Musset, Thé3atre Complét, op. cit.,
‘p. 806.
11. e .
James, op. cit., p. 28.
1

2Quoted by Raymond Labreau in On ne badine pas avec
“‘1'amour, Librairie Marcel Didier, Paris, 1961, p. 60. (Where
no English translation was available I have used the quotation
in French. My own translation is as follows:

.-+« . she was always as pale as her shift, sad as
a tomb. She always said that she was ill and im-
patiently waited for death. . . . She is the only
nun I have ever seen who was in despair at having
taken her vows. She did not conceal this and
spent her life in sighs and tears. Her feelings
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were expressed only through fits of anger,
as though exasperated by boredom. Everyone
spoke of this. Some thought that she had
taken the veil because of frustrated love
and that she still loved. )

3Co’r’respondance de George Sand et d'Alfred de Musset,
';og;’cit., p. 82-84.

(I threw myself without restraint into my former

life. . . .I am devoured by a misery that will
not leave me. . . . Do as you like, but when you
find yourself deserted and lonely. . . remember be-

fore you die, that somewhere, in some corner of
the world, there is a being for whom you are the
first and last love.)

M1pid., p. 105.

(But your good heart, your kind heart, do het harm
it. Throw it whole or in part into all the 1loves -
of your life, but it must always remain noble, so
that one day you will be able to look back and

say like me: I have suffered often, I have some-
times made mistakes, but I have loved. It is I
who have lived, not some artificial being created
by my pride and boredom.)

15Alfred de Musset, Théitre Complét; op. cit., p. 804.

16Alfred de Musset, On ne badine pas avec 1'amour,
Librairie Marcel Didier, op. cit., p. 17.

l7BeCause of the violence of Act II, Sc.8 and the impor-

tance of fast movement, the chorus leader did not appear in
that scene in this production. However, the script gives no
direction to this effect, and it is quite possible that other
directors may wish to include him in the scene.

18andré cisselbrecht, quoted in On ne badine pas avec

-~ 1amour, Librairie Marcel Didier, op. cit., p. 5. (It is a play
of unbearable cynicism: the careless way in which a peasant
girl is sacrificed to the sentimental sophistication of two
young aristocrats is hard to believe. But from that to say
that those feelings are obsolete. . .)
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, Scene 1 (Villsge, Wedne sday, 4:00 p.m.)

,“’T’"?TTS: Gather_ round, sather round, 211 those who wish 10 chevue qrocds
learn the hanny tid1 "\e?'&-./[_u‘llt first a glass of wine ““’""”\“h"“
for my parched throat. ( has glass; s Tas bc*HL'\\\\’“" z)
: il podrs ')\ dxuc $ LJ\‘»: te
C0R0: g4 glass end = hottle of our finsst wine. Blazivs
pwsic we - CDrink pp Eether, sh take vour time.Blazivs drinks

siAnother elesse will do no harm, § peurs &ﬁﬂih.
The news can wait 1f there's no alarm.

husic wi & Blawivs c-l.\-ths ofja“’\a

BLAZIUS: You know, wmy dear children, thst ¥erdicen, the son of
vour nodvle lord has just attained his twenty-first
year, and with ’T his doctorste from the Tmiversity
of Paris. 4 He returns this very day, a scbolar stuffed cheeir
with such lesrning thst you cannot even-undGPSuanu him
thres—quarters of the time.q¢ Fle is indeed a varason of ahhh ..
learning. He nogsoonar sees a blade of grass or he

gives you its genus, its specles, its very name ., .

in latin. 4 Anq whether it rains or shines, ne can anhh---[
tell you why and how. e is a neerless dismond of
knowledge, a jewel in the uﬂlVOlHJ'y'S crown, and be-
hold, I em come to announce nis arrival to my lord,

the beron. ¢ You must rsalize how T am honoured, I whocheew

b

i
18ve been hiis tutor since he was but f
So, my eood Friends, helo we to get of
without bre~king ny neck. [he oeast'
the day is hot and I would not refuse
of your excellent wine., Good Tord, the
ennty., T did not tnink I had O”““k it

ur .eorm old.
b

o "”n--—l )\P AUE

_' .

P‘\—‘S he AS

MEsic cvE 9,

while wendine v wav Acress the cOunLrvyS.L T “erlﬁaft dewn
. . - — reey S

been vrevaring a Jewsl of rh 6EPTLG, a eulozxy for sulpuils eut

baron in honrnour of the occassion. shall =20 1o greet scie |

L—i——i

J4
him. ITet the gate-bell of the eal ring Tor mvi exds L. +
entrence, : bings bell
MUsSI< CoE (o [ —exit Blazivs L.y 248 c00d R woith
dorkrs Fest ef chebus glecp LL.C.
ith 9mstre merds, ehaite lhg —

‘”\(_..‘ nelice PL\.W.\(- Ccrn,hj L.t
.

@l1 balic spside



http://Blrt.-i.Ius

ONVIT 2

2 63
Musie coe il 2+5 enter L., Cak r-L>.lf|J Pluche-
CORO:4uiRoughly jolted on-a bony ass °" do“k°ﬂ - )“[‘“Q her .-
Miss Pluche, the governess, blunders through the grass.
awsHer rosary frantically clutched to her breast,
Her twitching legs kicking the beast,
Beys:With an eye that's sterm and a chin severe
ciris:She snarls at the world and cuts it with a sneer.
Bews:A vessel of virtue that never lists,
anu$She’ll never know what shehas missed.
Leadper:Hail, light of virtue, heaving into view,
Just in time for the harvest wine is new. Wﬂw- {cg C. Chetvus

C)\"uv ) \"cuLn c\
N shate z
PLUCHE: A glass of water, scum, a glass of water w1th a tduc 3)
of viregar for my parohed throat. 3 )pkc veg of u_aAck \

C)z, S ‘flz«ss— '-\'hc J iue .'\'
.CORO: (A fitting welcome for a special guest. ° hex
4 Drink up. Pluche, vinegar becomes you best. (swigaeting)
Music cee 2. l’]‘t,c—"\(. drink S
PLUCHE: Xnow, peasants, that the beautiful Camille, the neice
of your master, the Baron, arrives today at his cha- cheer
teau. ¥ She has left the convent on the express order
of her uncle to come and collect the inheritance her
deer sainted mother has left her. Her education,
thank God, is finished, and those who gaze upon ner
will have the 1nuf¢able joy of seeing & glorious
blossom of wisdom and piely.} Never was there such ahhh..
a young lady, so pure and angelic, a lamb of virtue,
a dove of devotion. t May God in h aven keep her everglﬁuh
Mosic cveizthus.  Amen, Step back scum, my legs are swollen.she(b.nk,
Mgsic coe iy Bah, your water stinks of garlic., Ixtend your handg.m_‘CUp%o3
sothat I may descend from this bbast,% Kﬂs are an

. . & kiv
ignorant, ill-mannered boor. _ Fev Sk

music (Le 1§ . S he /'\(g”\ 0(( \l’({
Explesive lacehiei Sreinm chevrus.

CoOnO: Well, the nephew and Neice are Ilnally dr11v1n5.xc_4o
 (ewdER) Byt what other plans is the Baron contriving? Rudiende
$i¥%ﬁ§; Gidis:Wait for the happy news that's coming. Chevys micks op all
MSIC VT Bews: Across the village the gossips are humming. p|cLs + exﬁs,.

Att:Wait for the happy news that's coning. Leacler dt b jegt —
. etherve \-\Jh’l, re.peating
Music e’ : Ilis-{' ||\\£$ -j
ti¢t T coe 2
FReFECTIoN LuE 2
SET cdAndE |
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5 Ba\cn_“¢ briéininc.
- - . . ove e lle iy L.C
[GHT LuE " - . Bilazivs m“rs K
’FRaTEgTMI(McA-T I, Scene 2 (Salon) DINNER TimE CA\U,hﬁ‘K‘bn Baren
L)N \T 1 d ’ VnEn’."“ \\lﬁ\ u.c.

ON: Fether Bridaine, my dearest friend, allow me to BRIARIMG ¢Mes
present Father Blazius, my son's tutor. Father

Blazius, my dearest friend, allow me to present

Father Bridaine, the pastor of our parish. To(ng‘ﬂu(o“‘o
think that yesterday, at 3:27 p.m. precisely, my

son achieved his twenty-first year . . . and what's

more, he has a doctorate with four majors.

BLAZIUS: ©Pour majors exactly, my lord. ... . literature,

botany, roman law and canon law. Blazius weants’ by continve
il Veadl scirell ~Darem sleps
tivt,

BARON: Go and refresh yourself, dear Blazius. My son will
be here at any moment now. Quick, ra%ncr onrselF o oFE R
e O \ ¥ y .
up and be ready when the bell rings, SavVen Shees hiim

: ; N 4e Baren's L.
BRIDAINE: My_I speak to you guite frankly, ml lord°] Your

UNVT 2 son's tutor reeks of wine

BARON: TImpossible!
BRIDAIFE: 1I*'d swear to it on my life. vhen he . . . addressed
me a moment ago, he reeked of wine horribly.
: Musie cu€ I§ : , _
BARON: No more of this . .'. T repeat, it is utterly im~ X past Biridaine

possible .- . leh, here she ig, my good Miss Pluohej@)} EE&(H
« » o Iy niece is doubtless with you? Pluche. i de
N 2 ‘ “Gericens L.
UNIT 3
PLUCHE: She folllows, my lord. I have preceded her by a few

steps.

BARON: TFatherBridaine, my dearest friend, allow me to
present Ifiss ?luoh , iy nisce’'s governess. Miss
Pluche, my dearest . . ., that is, allow me to
present Father Bridaine, pastor of our par sh and
my desrest friend. And to think that yesterday,
at 7:00 p.m. precisely my nicece attained her 18th
year . . . the prize pupil in the best convent in
I'rance.

PLUCHE: TFrom the best convent, my lord, and may I add, as

its most exempary and devout Christien young lady'quC\c uah4a
}0 continve ‘
- . N > v -
BARON: @o, Miss Pluche, repair the ravages of the Journevfi1J2 ziﬂﬁry

. . o ogel {
My niece should be arriving soon, so be ready to j2¢ i*\ tiwés

u dine early. hu~ of{ L,
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UNIT 4
BRIDAINE:

BARON:

" BRIDAINE:

BARON :

_ 65
A
This venerable lady seens a true model of piety.

. . , X l)az:l( _'\'B Briclat hes L.
Piety and propriety, Father. ) She is a tower, a
fortress, a bastion of virtue.

Agreed. But the tutor reeks of wine.

Fr. Bridaeine, there a moments when I have doubts

about you, grave doubts. Don't contradict me, nothakeslﬁuﬁb
" ' aiR i}

b g

BRIDAINE:

.BARON :

|
PRIDAINE:

BARODN :

ﬁRIDAImE:

BARON:

CILSIC Cut 1Y

a word. [for meny years ] have dreamed and plotted, . 't "%
.of marrying my son to my niece. They will make a DL, mfl<c§
lovely couple. Wiy, their education alone has cost“ﬁ%@‘§jﬁﬁ
me 6000 crowns. anl Sxces
oY
But they are cousins. You must have a dispensation
from the church. ’ '

I have it. It's on the desk in my study this very
moment. Oh, my friend, you cannot conceive how
heppy T am. You know too well how I cannot bear

to be alone, a victim to solitude. But my position
as king's deputy forces me to remain at this cheateau,
a slave to duty. Bills, contracts, appeals, deposi-
tions . . . you can’t please everyhody all the time,
so what can I do? 1 must order my valet to keep
everybody out. How austere and how rigor:'s is the
life of a gtatesman. And how happy I will be now,
with my two wedded children who shall chase the
shadows from this gloomy chateau and 1ift -the burden
of my heavy office. - e

Will they be married here or at Paris?

Exactly the question I was expeocting. What would)(%ozﬁﬁdahmk
you say if your hands. 5. v6g.vGear Father Bridaine <./ A.;
‘Y_OJ SaJ 11 you . n‘cmag o Sep ﬂ:('(:;ﬂ\—;'(‘ ‘__g'__(_‘_'E‘_'c;{LJGI‘ l,d ; '—‘3\“."{‘;“?"-4 .
if your very own hands,wefe d¥ésfined to bless the \mfﬂﬂdq{w“‘s
+Horns thaem

pinnacle of my dearest desire? bee k « Vob+h .

My lord . . .

Yes T mean you .p. - you will marry them. Baven hsars ahaﬁws:
‘r Gees e leel eul ot

BRIDAINE:

- N K st: L. windowe |
I an speechiess, Gratitude has silenced me. No

words can express . . .
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- ' \cl €. "
BARON: Took our the window here. Took, my people ach%wftﬁmdoLf

crowding together at the entrance gate. My TwWo, ,uues with flower
children are arriving at the same time. Oh hapdy 4uvns oot
omen. I have foreseen everything, arranged every-

thing in advance. My niece will enter from the doorBiridaine
on the left, my son from the door on the right. Nhaté“ﬁsi
do you say to .this scene? I'm dying to see how they ﬂ:i}
will greet each other, what they will say, after all

6000 crowns is no laughing matter. There must be

no slip ups, no faux pas, no . . . Father Brldalne

R : X U.€. de iett of
I have itt ’ _ Ry ld(kn‘\’e .

- BRIDAINE: What?

BARON: While we are dining, you can bring up . . . without
seeming to . . . you can bring up . . . While we're
drinking a toast . . . you know latin, Father?

BRIDAINE: OFf course 1 do.

BARON: I would be very happy if you could put the boy to
a test . . . oh, discreetly of course . . . in front
of the bride to be. It can’'t help dbut produce a
marvellous effect. Make him speak a little latin,
not during dinner of course, not with my bad
digestion . . . and I don't understand a word any-
how . . . but at dessert, you understiand.

BRIDAINE: But if you don't understand latin, and if your niece
doesn't uvnderstand latin, then . . . e

BARON: All the more reason? Do you think a woman admires
what she can understand? Where is your knowledge
of the world Father, your insight into & woman's
hearv?

BRIDAINE: I don't have much to do with women or their hearts,
! but it seems to me that it is impossible to admire
what JOU cannot understond.

BARON: Ah, ¥r. Brideine, how little you know of womnn, in-
deed. They love to be dazzled, hypnotized, over-
ﬁw<\((uc wheWmed And the more you dazzle?(BELL) the more
L _you . . |my God, here they avre . . . . Good dSV,LHcJ—(“m,Hi
mny dear ohildren, My dear Camille, kiss me, my dear D.L.
: Perdicen, kiss me, kiss each other . . . {nﬁt TQPAK“‘
Mﬁ . D.R. X+cs3|\(\.

ﬂ3u~) See Lacl\
cdhde and <1LP_'




PERDICAN :

CAMILIE:
PERDICAN:
CAMILLE:

PERDICAN:

BARON :
PERDICAN:

BARON ;
CAMILLE:
BARON :

PERDICAN:

CAMILLE:
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Good day, Father, and you my dearest sister. HOWf\L‘LB ‘
- . P . — ) emmbraces oabton,
wonderful it is to be here, how happy I am . . “thew A DR.C.
o (w"ltm\ e Lol |
My father and my cousin, my greetings to you bothfﬂ%sﬁﬁﬁﬁﬁh_
€Llaping Wina.

How tell you are, Camille, and lovely as the dawn.
_ e Camille

When did you leave Paris, Perdican? durns au%j<h5+qFf hi m

‘-+rmT kis¢in
. - 2N, ~
Wednesday, I think, or Thursday. Why, you've been
transformed into a woman. And here I am a man.
And it seems that yesterday you were no taller than
that,

You must be tired. It's been a long journey; and
on such a hot day.

No, not at all, but look, Father, how pretty Camille
AR ) ) | : X :
is. _

Come, Camille,kiss your cousin,

You must excuse me. (Fosses hdk«J?,

-

A compliment deserves a kiss. FKiss her, Perdican.

If my cousin retreats when I offer a kiss, then I
must also say excuse me., ILove can steal a kiss,
but not friendship.

Neither love nor friendship should take what they
cannot return,

UNIT T
ERON :
BRIDAINE:

BARON:

BRIDAINE:

. . . [ Ly B N -0
A bad beginning I fear. -ahes Bridaine DR.

An excess of prudence is a fault, but a good marricge
will remove her soruples. Chnflk.%'RWfoau_*iwn slecole

0L LA -h’cnf\ each ether — he e Newtis,
But I am shocked wounded. What a way to addressfhiﬂiﬁ
each other . . . excuse me . . . and did you iedutre. .
notice that she crossed herself? This is impossi%le.
The meeting, the moment I had looked forward to
such delight is completely ruined. Rridaine losks U.L.

Say something to them. Took, they've turnsd their
backs on each other. _Baren dorns 1o 4 hein.




unIT
BARON :

CAMILLE:

BARON:

CAMILLE:

Well, my children, what are you thinking about? Do
you like that picture, Camille?

What a lovely portrait, uncle, Isn't it one of
our great-aunts?

Yes, my child, it is your great grandmother; no,
that is to say, your great grandmother's sister,
for the dear lady never helped to increase our
family's offspring. But she was a very holy wonan.

Yes, I remember now. She was a saint, my great
aunt Isabel , . . how a nun’s veil becomes her.

68

PNLT S
BARON :

PERDICAN:

BARON:

PERDICAN:

BRIDAINE:

And Perdican, why are you looking at that vase of
flowers?

Just looking at the flowers, Father, such a lovély‘
heliotrope.

Heliotrope . . . what a complicated name for a
silly little flower . . . why, it’'s no bigger than
a fly.

All the same, Father, it has a value, and who's to
say how much?

"Doubtless our doctor is right. Doubtless he could

discourse on it's gender, species, genera, physical

“traits, chemical elements, and its relative position

- PERDICAN:

CMpsic CuE

and importance in the botanical kingdom.

I don*t know about all that. I just think it smells
good, thatts all.

21

LidHT cui

=

PRoTECTIoN cvE Y
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8
Nuste CLE 2% < : .
IL‘;"\~L]'_C\.«'E. 3 ACT I . Scene 3 ~INTRODICTION L(;,a,clc'!- 0,&\'\‘61"‘) DL,
vivir | - - ane stays in spet-
LEADER: And so our lovers have met Light

And not so happily either.

How did it begin this way? %hat set

One against the other? Fear? Pride? Neither
And both, I should say. It would take the pity
of God to plumb the mind of two young people.,

a But let them be, [Now let's give a nod

UNIT 2 To- other characters whc gorge and tipple,
- Fr.- Blagius and Fr, Bridaine, who both are dining
On succulent dainties, guzzling and wining.
Stop. Reflect. Concider how just and true:
What two men, &lwmost egual, nearly always do:
They either find in each other a mirror they csn scan
‘Reflecting the perfection of each man, :
Or, failing to fall into absolute adoration,
Instead they hold each other in absolute execration.
Two focls, two drunkards, two gluttons . . . what's
the choice?
Either one is bad, so who is worse?
0 no, it takes a giant to love a dwarf, a fat lady
To love a stripling. But just the cpposite is
harpening
With our two friends who sit disputing
Over a pheasant wing vhat cannot be divided, rooting
Out the choicest truffles. First Bridaine
Descriped a rare Mosel. Then
Blazius countsred with a Polish cognac,
Sauce Hollandaise was Bridaine's next attack,
Sauce Lyonaise, parried Blazius back.
So the conversation flies, a mad cackle
0f pedantry and plotting. Now Bridaine in latin
Tries to test Perdican, but Blazius won't let him
' get that in
Fither., Pedant mects priest in head to head combat
And neither one knows where he's at.
Ah, where church and state conflict,
There indeed the world is sick.
But when priest meets priest in hot debate
Then tremble world for your Fate.

bvit 3 Hush, enough of my talking. Dinn r is over. The Baron
' R turns to speeak with Pluche. Blazius and Bridaine each
Stagger to a bed, and as for the lovers . . . well, there’'s
Always a second meeting. TIisten. exite quickly D.L.
LIGHT CVE ¢ . v
PRe7ECTION CLE 5




UNIT Y
'BARON:

PLUCHE:

BA RON:

PLUCHE:
BARON :
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ACT I, Scene 3 (Salon, after dinner) Eh%m-'Ba\on ).
"Plt’c"((lt el ) 11\1(‘)(

My worthy Miss Pluche, I am deeply shocked] “Vo*s°

Is this possible, my 1ord?

Ah, yes, morec than possible. Por God knows how X Jo hev L
many years I planned this meeting, plotting it with
mathematic exactitude. This was to have been the
happiest, the loveliest day of my life. Everything

was arra nﬂed Perdican was to marry Camille. The
dlspersatlon was procured . . . Fr, Bridaine was

to perform the ceremony . . . all in perfect order

« « o and what happens? Those two children will

barely speak to each other.

Do they know of your plans?

0f course, T've let drop a word of two. Pluche, X behihd_4<*
look, here they are coming now. If they are talklng hps hide
it's best not to interrupt. JLet us withdraw and|in R. avch, -

. Pluche veivg Sitaight -
llSten. 'i:?)‘ Weh g |c’£‘u\5 G AT g
\eoksg 4w e~—<1-\ ale<sed .

PERDICAN:
UINTTY

CAMILLE:
PERDICAN:
CAMILLE:
PERDICAN:

CAMILLE:

PZRDICAN:

CAMILLE:

.You know, you really weren't justified in refusing cniew p—AM““

me a kiss, Camille. L. prececcled

. Calnitle NERYT L)l\:3
But I'm like that. It's my way. ' '

Would you like to teke a walk in the village®?

No, I'm tired now.
You don't want to see your favourite meadow ﬂ0a1n9(sLL]ﬁmio‘ )
And don't you remember our picnics on the sailboat?

Come, we'll go down to the mill. 1I'1ll row and you

can steer.

I really haven't the least desire . . .

You're hurting me . . . you know that, don't you?wafhihd.hﬁk
Wnatl, Cemille, not one heartbeat more for all our t¢her R.
happy chlldnood so filled with lovely nonsense?

Don't you even want to see the path we ran down to

the farm?

No, not this evening.
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10
PERDICANZ . Not this evening? When then? All our life is ou
life is out there.
CAMILLE: I am not young enough to play with dolls nor old
enough to reminisce about the past.
PERDICAN: How can you say thate
CAMILILE: 1I'm saying that all these childhood memorics are
not to my taste.
PERDICAN: They bore you?
CAMILLE: they b e._Ppapses as L e say somet hing mere,
res, 2y bote e { L\in Px:-\s‘ <y Ut ):L'\n.») J
PERDICAN: Poor child, how I pity ycu.__exit k.
ONITS ' o Bate n (—"l\‘\t ~
BARON: Well, you've seen it for yourself. You've heard {¢Hac“¢t-j
it for yourself. I expect a love-duet, but they 7“U¢ Ve
can't even sing in the same key.
PLUCHE: I must confess that I cannot critisize Camille.
Nothing is in more doubtful taste than one of these
picnicg in a boat.
BARON: Are you serious?
PLUCHE: My lord, any decent young lady does not venture
: out on water.
BAROK: But if her own cousin is going to marry her
PLUCHE: The ameniiies must be observed. No respectiable
young lady leaves terra firme with a young man.
BARON: But I repeat, if .

PLUCHE :

BARON:

Mmuslc Coe

There is no altering the moral code.
rE)t\\’.. [ ’cC) k< < tLr ‘\F - ’H\l‘bu cl

Pluche, you'are an ass. 5#459 s '\hﬁ\ﬂ( +e (~n{auu
“himse H—

A2+ 2 Y

Lidv1 cveE 7

PiRoTEC1ton (Ul L

SET duanCe 2
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Muesic CuE 2§ :
I_ICHT CUes Y 11
(“(,_ vel TienN CUE
ACT L, Scene 4 (Tountain - Thureday, early morn)

LRI | : (an\s enker frem R.
CORO: + Till the field -puts pail D.R. ‘32@@ v‘f‘,:,“n}“,\' i‘«“{i’bh.m

38pin the wheel - Pwﬂs Pn-\I’P ¢.-kneeds  Pueo besdin do wrach
5Prune the vine - Sits b of feontain Fates [etc.
2 Weave the wool - sitqy en Floor R,
i Tend the sheep
¢Milk the cow
5Herd the goat
{Feed the horse
acL: This is the way - +o avdience ‘\>cz)nhh\|w Yo cwalea YR all
We live each day sTanel —thiy 4 uﬂwvv vite s 13 Fren
duns:From sun to moon reve en
Bois: Through heatv and rain
dua<Round and round - girls Aaince akeund in @ cirele
The cycle runs
Bevs:The world spins
AvL: But we remain
Always the same
dicissWith each day's change
AL The world spins
But we remein

Muecyy s The same b~ AN Luwl‘n aivelee pew \ﬁL 26 l\\h_\ ancl
. — Cinbpacihe &afc \\ o\\
BRDICAN:  Good day my friends. Do you Know wno I am? -c\dcv>|\ Vet
U’\lli'Z. UH»M"t(((L -thew ave sdlen

N whews he \< enceytain.
LEADER Iy lord, you are very like a child we once kncwpana ) '

Joved. —X de his L. (R.))

PERDICAN: Dear old friend it is you. You're the one who CJnvx,‘cawwss
carried me on hisa chk danced me on his knees ana?(qbuﬂ?°?
sat me next to you to share your bowl of soup. +Terdican &

) ‘7 . L\‘- ‘-L“k @ P~
LEAD:ER: How well I remember you my lord. You were the
wickedest rascal in the whole countryside.
R Bows:
CORO: Hush, shawne ., heaven forbid, (;wn\‘vd)

LEADER‘ And the best boy in the whole world.
ﬂ“v SI¢. Cue 2 :

" CORO: 2:The best L,‘Lm best © Chevys s nwow IV\PM)
' Bevs:The brlbht esti™%he handsomest ‘“:} f*;‘h”* clletvey
casind still he L,q,”’and still he is. eThner

PERDICAN: Why do you stana thisre so0 otlff and shy? Come,

embrace me.__lamshunz\ fhe zivls th him o, boas
Meve Yeolosei.
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CORO: 5God bless him
fovs He hasn't changed
2 God love him
Awis:He's still the same.

PERDICAN: Yes, still the same, not really changed. O0f course
in 10 years I*ve grown a few feet closer to the sun
and you have bent a few inches =further to the grave.

CORO:i+2They say, they say
| t Blazius said
' {That you're a scholar
With a degree

Giwest A P.H.D.

PERDICAN: So'they’ve told me. Xnowledge is a wonderful thing.
But these treecs and fields teach me something break: atcty L
better . . . to forget all I've ever learned. :

CORO: 5 But there have been changes
Since you've been gone Thew oMl crowel aroend
2 Girls married  him® - canev Jo 4eil
3Boys in the army +heiv nhews
i The inn burned down
T broke & leg
Y The crops were good
$The crops were bad
Bogs:But the wine, the wine
The wine, thank God, is always good.
2And a girl ran away without a word
lﬂu$§C<u€($nd we know why
2L Hsm‘-.;’g_e_,.‘all know why

PERDICAN: I was expecting so many new things, but now I don't

' want to hear about them. How suwall our lovely A te R of {ouwlain.
fountaein seems now. I thought it was as wide as a
lake and as deep as an ocean. But no, I return
expecting an ocean and I find a_trickle of water enler Resctle

- £ vt 1 7 e 5 o DAL, 4 slends
and a patch of grass. I return expecting a Ior%st Uahediced

and I find .{. . who 1s thal girl?

OB 3 : , :
LEADER: 1It's Rosette, Camillefs foster sister. You remember,
< Rosette’s mother nursed them both at the same time.

PERDICAN: Come here, Rossite. He X's Yo meet heir Dir.C. The rest o‘f
C hovru S Kgi‘@UP() Gleu \-\fL doenl ain 1o

(BN l’.‘l.-‘}‘( \,
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ROSETTE: Yes, my lord.
PERDICAN: Here I've been talking for so long, and you haven‘t
even said hello. What a wicked girl. Geme—and—lkiss
me. He kisses bav on dhe check .
ROSERPE:+ Yes —my—tord.
PERDICAN: You remember me, don't. you?
ROSETTE: 0O yes, my lord, very well.
PERDICAN: How o0ld are you now?
ROSETTE: 18 my lord.

ERDICAN: Of course, the same age as Camille. And are you
married yet? '

ROSEITE: 0 no, my lord. leoks dewn shylyg.

PERDICAN: What, the prettiest girl in the village . . . and
not married yet? We must see about that.
. a2 s - l@o """\”\b |S ' "\'")(L\" l'-‘i""’ L
CORO: 2 She wants to die a maid she says Rl \"H“_( assee
i She ) 1 e C(.hc:\. ties e malte
t.one says, sne says 4‘.‘5__‘.‘,‘ sdnp .

{%giﬁ — 4+t 0ld meid, old maid v

= dwesA spinster till her dying duj.

PERDICAN: Is this true, Rosett

RCSETTE: 0 no. s
PERDICAN: Camille is here. Have you seen her yet?
ROSETTE: No, my lord, she hasn't sent for me.

PERDICAN: Well, then, gquickly put on your prettiest dress and
come to dinner at the chateau. But first we’'ll meke
a tour of the village. OFff we go. “Takes %f(‘hcqu +7 1wj
Music CLE leaclk chevos o€ R.
CORO :pmt0ff we go, off we go. '
{ See my house first
( o, my new barn an g .
3¢od bless him,'he hasn*t changed \
2.6od love him, he's still the seme. All exﬁ¥-(ahaj+er\hj.

AL

Liddg ¢cpE
Music CuE 3o
PeoTecTilonN CuE §
sgtT CHANCE 3
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LiddT Cue o

UReseciIeN cee 9 _ 14

ONiT |

e o Barvorn DR,
(8alon) llﬂ'\l\'\E-D’:ﬁTu‘L‘f Blazivs shrides in
AFTER ) : 10 s R.

ACT I; Scone 5

UNKY 2

BLAZIUS: WMy lord, I must have a word with you. Your parish
priest is a drunkard '

BARON: Impossible.

BLAZIUS: 1I'm positive. He polisghed off three bottles of wine
at dinner, :

BARON: Well, that is a bit extreme.

BLAZIUS: And when he left the chateau he went stumbling through
the flower beds.

BAROW: The flower beds? Good lord, this is strange. Three X1oC.
vpottles of wine for dinner and then stumbling through
the flower beds. Very strange indeed. Why didn*t.

y &
_he walk on the path?
BLAZIUS: Because he couldn't walk a straight line, my lord.
BARO¥: TI'm beginning to think that Fr. RBridaine was right.
Blagzius does reek of wine . . . horribly.
BLAZIUS: ‘What's wore, he couldn't eat fast enough. He kept X 4o
s 5 < T 5
belching and hiccuping. Varen's K.
BARON: I couldn't help noticing that. Backs te L.¢. 1o cocapa
Blazivse' bresd )
BLAZIUS: He even mubttered some phrases in Latin, but with QSqFFfBAVm\
abominable grammar. He couldn't even conjugate a
verb correctly. ‘ ‘

BARCH: TLord, Blazius absolutely stinks. My dear tutor,x ba(k*cj)hh
would you please realize that I have many affai?sﬁkiﬂﬂWj‘uﬁ
on my mind so I cannot concern myself with whatDéndFevreRiet
people eat and drink. I leave that to the cook.

. . o ) . baws | ces Yo
BLAZIUS: ©No reflection on you, my lord. Your wine is thecxéy %T»s
4 y . — g a5+ ety
Gl]OJ_O(/S-t. : 2?):“_30.‘,‘\@_ ‘i‘n(_:‘ - UH\‘J_
4 bumps e he %'
o DARON: With my digestion it has to Dbe. \ By tata the g wohe X3
3{:_\.Dﬂ|NE;(o~\‘()n\ﬂ leve iy ﬁ:\‘: e Yot'r Mest ¢,'),\4?¢:li£‘,)\.\‘ S(’i—ur.h"" Sy . o his \"‘—"-'l‘

Bigeivss Yori= oSt humble <oryaid .. [exit @ ) ’ i

S BRIDALINED  Iy—exra, mny lord, your son 1s playving in uhe "\rllJ_a;:rQ)(-h:'s R
. Tharen A

square, with all the riff reff running after him.
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BRIDAINE:
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., BARON:
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Impossible.

I saw it with my own eyes. He has a slingshot and
he's shooting at some bottles.

A slingshot? O lord, my head. . . I'm overwhelmed .

N I can't see clearly. Bridaine you must be. wrong.
\\ A doctor of philosophy doesn*t play with slingshots.
ST stagaars aiocnd de woindow (.'l?:) faces UP sT.
BRIDAINE: TLook out the window,{ny lord, you can see him for
_ yourself. '
L

BARON: Tord, Blazius is right. Bridaine can't walk a straijht
line.

BRIDAINE: Look, my lord, there he is at the edge of the pond.
i He has a village girl on his arm..

BARON: A village girl? WMy God, has my son returncd t0)<4?lk;wﬁpgf¢
debauch my people? A village girl on his arm and ‘@935 ¢7 5T
all the riff raff around him? I'm going out of my
mind.

BRIDAINE: This must be stopped, my lord._terhs te Daren
cemes Yo C.

BARON: ©Everyone's going mad. | Bridaine can't walk a staight
line, Blazius reeks of wine, and my son is seducing
the village girls . . . with a slingshot. ouick to
my study before I faint. Sﬁfﬁﬁfg‘ F”;F%Q"

- . Aoy o NaiwT,

Music cui 3\ A Bridaine rens e

cele ]'\ C YO vin
be hing, ahd suppe s

him of-€ Q‘\QHQQkHB'
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fﬁl@zfua v Redlicain
TR, Blazivs R.
Yerel{can L.

Enter C(\ mille £.
X e ¢,

ineec{s hey D <

Your father wishes

I mean your pride

16
PN T | ACT I, Scene 6 (Salon - late morning)
BLAZIUS: My son, your father is desperafe;

PERDICAN: Why?

BLAZIUS: You are not ignorant of his noble design to unite you
with your cousin?

PERDICAN: Well, I don't esk anything better.

BLAZIUS: However, the Baron has observed that your personal-
ities seem to clash.

PERDICAN; Sad but true . . and I can't change my personality.

BLAZIUS: But will you try to impede the marriage?

PERDICAN: I tell you once again that I don't ask anything
better than to marry Camille. Go find the 3Baron
and tell him that.

BLAZIUS: My lord, I'll retire. Here is your cousin._ exit+R.

ONIT 2. o '

PERDICAN: Up so early cousin? I must repeat what I said
yesterday . you're as lovely as the dawn.

CAMILLE: Let us talk seriously, TPerdican.
us to marry. I shall not venture an opinion as to
what you think of the idea, but I feel obliged to
warn you that I have already reached my decision.
PERDICAN: What stunning rhetoric, Camille.
CAMILLE: I beg your pardon.
PERDICAN: I mean so much the worse for me if you dislike me.
CAMILLE: ©No more than anyone else. I simply do not wish
to marry. It's nothing personal.
should not be offended.

PERDICAN: Pride is not one of my qualities.

CAMILLE: I ceme here to collect my mother‘s inheritance. I

am returning temorrow to the convent.
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Believe me, I appreciate your honesty. Shake hand

PERDICAN:
then, and let us part good friends.
CAMILLE: I do not like to be touched._X e D.i.C.
te hew R, takes hee hand-kneels .
PERDICAN: ©No, please, give me your hand,[Camille. Why are you
afraid of me? You don’'t want to marry me . . . very
well, we won't be married. Is that a reason for
hating each other? Are we not . . almost . . brother
and sister? When your mother asked for our marriage
in her will, she only wished that we be friends for-
ever, that’'s all. VWhy must we marry? There is your
hand and here is mine. Do we need a priest to keep
them together until we die? Oh, no, we need only
God.
CAMILLE: I am happy that my refusal leaves you indifferent. ?u&‘F‘EL
?ERDICAN: It does not leave me indifferent. Your love would tvins on
have enriched my life, but your friendship by 1tdelfgﬂﬁ‘ﬁﬂii
can console me. Dpn’t leave the chateau tomorrow. et
After dinner you refused to walk in the garden \ises t;ﬂﬁ et
with me because you saw me as a husbhand you could
not love. Stay here a few days longer. Let me hope
that our childhood together is not wholly dead in
your heart.
CAMILLE: I must leave. she breaks away frem him
PERDICAN: Why?
CAMILLE: That is my secret.
PERDIC N: Do you love someone else?
CAMILLE: ©No, but I wish to leave.
PERDICAN Forever?
CAMILLE: Yes, forever.
PERDICAN: Well, then goodbye. I would have like to have sat
with you beneath the trees and talked as good friends.
, But if all that displeases you, not a word wore._exits L.
L e 5\\6 '\‘D—\‘o(.us a
Music CuE 32 Jewo sleps dhen
: ac K \)'\ ‘L © e )

A}

hen g mckh X
]) [: 48 ok 8
hele calling

"Plurfn_.
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CAMILLE:

PLUCHE

CAMILLE:

PLUCHE:

CAMiLLE:
PLUCHE:
CAMITLE:
PL.UCHE:

CAMILLE:

MUsSIC Cue 33

.18
Miss Pluche . . . Pluche!
Yes, my lamb? _enter L. pasd \'\ak—;'\_l\e-h X+ hei- R,

Is everything ready? Are all the accounts settled?
Can we leave tomorrow?

Yeg, my spotless dove. I will be most happy to

leave this infamcus place. Can you bhelieve that
last evening the Baron called me a . . . well,
never mind.

Just a moment. Here is note you must take to my
cousin Perdjcan before dinner.

: bm ks awa\e o s\-
Lord God, is th1° DOuo’lbeo . 1l. « you vrwtlng
letter . . . to a man?

Am T not going to be his wife? I can safely write
to my own fiance.

But Perdicen just left you . . . what can you have
to write to him about? Your fiance . . . heaven
help us and have you forgotten your divine spouse?

Do what I tell you and prepare ex\cytb ng for our

departure. vis Jedfer iw wanm _
ol })Pluc‘\e exids relvctaimt) W e

(aﬂ']l\\{, (’)‘\'\( L.. ’_“>lL\.—u“j
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Ch ™~ . “
e l‘\+¢ - O n-‘,a e
L. backwalras .,

ACT I, Scene 7 (Salon - before lundh)

There's no denying it. The worst has happened.

They've given that beast the seat of honor again

today. The chair that I have so happily occupiedcalesses
at the Baron's right hand for so many years haf;ﬁﬁig;ﬁfzf
been snatched away by that Jesuit, the tutor. O0Oh,
miserable, that I am. Because of this dribbling

ass, this babbling drunkard, I am relegated to the

foot of the table. The butler will pour the first x R i
glass of wine for him, and when the platters getfbvfopn
to me the Food will be half frozen and the best  T&ble
titbits all gowubled up. , Holy Mother Churchi mimes Hhis
I could sce why he would be given the chair of

honor yesterday. He had just arrived; it was the

first time in several years that he had sat at that
table. God, how he devoured every morsel. Nothing

was left for me except some bones and gristle. I

cammot tolerate sucn an insult. Tarewell, venerable
chair, where J have satl so often, feasting on.carasuxﬂadch
succulent dainties. TFarewell, sparkling deoanter?ﬁi&fﬂwﬁ
of vintage wine and delectable roasts done to &

turn. TFarewell, splendid table and noble dining

hall where I will no longer intone the grace

before meals. . I return to my parish, far from the x DR.
madding crowd., o longer will I be scen toasting

and nibbling, amidst the aristocracy. Oh tempora,

oh mores . . . Veni, vedi sed non vici . . . and

like Caesar, I had rather be first in my parish

than second in Rome.___evils D.F.

Music "CvE 3Y

LIidHT

Cue

|
2

PRoTEeC{ eN_ (UE_ Le

SET cHANCE ¢
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LidwT _C}“-'_- i3 Perci can U.R. back "'c\
'PG(-‘ JECTIeN cue i\ . audieince. - Lo‘rd {5
ACTT,” Scene 8  (Village ~ afternoon) 07004 “sadiy ,Ahen

has Gyvy idea.

PERDICAN: Rosette? Rosette . . .? x L.C.

itYer D.b. . Serprised : o
ROSETTE: Who is it? G0 . . Perdicen . o . T mean, my lord . . .

PERDICAN: Is your mother at home?
ROSETTE: No.
/PERDICAN 'Then come and take a walk with me.-+aka§ har aknﬁ}-puﬂﬁ he i

s C. ,'k‘l’sf,c._s hev ¢ \t‘:fi-kf

ROSETTE: Do you think all this is reslly good for me?

PERDICAN: What?

ROSETTE: All these kisse -
?ERDICAN: What harm is there? I kiss you in front of the
villagers, in front of your mother. Aren‘*t you my
god sister? Weren’t you and Camille raised together
like sisters? And doesn’t that make me almost your
brother? kisse< hee fave head

ROSETTE: Words arc words and kisses are kisses. I'm not very
clever, every time I open my mouth to speak I rea-
lize that . . . all these grest ladies know so nuch,
whether a gentleman should kiss your right hand or
your left. Their Tfathers kiss them on the forchead,
their mothers on the cheek and their lovers on the
lips. But me, everyvody pecks me on bhoth cheeks
and I could die of shame.

ERDICAN: How lovely you are my dear.~bffd$3§ ﬁuxﬁjlb-ﬁ-

ROSETTE: Well, it needn't distract you. How sad you are this X Je his L.
| morning. Is it true what they say . . . that your
! marriage has been . . . postponed?
PERDICAN: The villagers remember how they loved me; the dogs
and even the trees remember, but Camille doss not
remember. And you, Rosette, who are you going to
marry? ooks at h e

ROSETTE: Tet's not talk about me. Letis talk about the
weather, flowers, your horses, my¥-besxnst . . .
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B} . tekes ‘)e.'r hawe 5 _

PERDICAN: About anything fthat pleases you, about anything your
lovely lips can chatter about without losing that
divine smile that I revere more than my life

———kneels and kisses her hands
ROSETTE: What a lovely speech. But it seems that you revere
Mysi< CE3Smy gmile more than you revere my lips.f Oh, look,

& raindrop on my hand, but the sky is so clear.

LICHT CuE 14 . . _
PERDICAN: Forgive me. beinds his head.

ROSETTE: What have I done to make you cry? kneels in Hrond oF )17'*1
Music cve > &hel loo\;s‘ at
LidH T cue (S5

PRoOJECTION COE (L

SET _CHANGE 5

YR
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73akon D.L.

LIGHT CVE I ) . 22 abon DL,
PeeTEecTiew cue 13 Blazivs eaters (ﬁ s

BLAZIUS:

BARON :

BLAZIUS:

BARON::

BLAZIUS:

BARON.:

BLAZIUS:

BARON :

BLAZIUS :

BAROK :

BLAZTIUS:

"Rind him,

Impossible . . , I

ACT I, Scene 9 (Salon - immediately afterwards)

iy lord, I have something of the utmost imporiance
to tell you.

Well®

While I was drinking a gless of wine in the pantry
. I mean a glass of water in the kitchen, I
happened to glance out the window and . . . oh, how
cean I say it? . . . it touchses the honor of the
whole family.

¢ 4o . ,
The honor of the whole family: impossible.?\Thare

arc 37 men and almost as many women bearing our name
from here to Paris to America., How could it affect
all of them?

Lollo ws bt .
Let me continue. |%While I was drinking & gless of
wine, I mean a glass of water to aid my sluggish ‘
digestion, whom did I sec running by the window dut
Miss Pluche, all out of breath.
X in Frant of Blazivs (4o L,)
] Pluche never runs. Tt's beheath her,

n

by

Tmpossiblec.

Nevertheless, there she was, and with her livid
with anger, was your niecce,.

Uiy niece, livid with angcer? Impossible. She's con-
vent treinsdé. She was probably just excited, chesing
butterflies or =omething.

That well may be. All I know is she kept screeming,
Do what I tell you, you old feol. I
want him.” Then she struck Miss Pluche with her fan.
Pluche had to hide bchind & bush.

Dehind a bush? Impossible. Whaet did Pluche say? X b&hﬁvi
‘H" g- af :.7“(;2,)1\:'518
. . o ‘N TETNS bae,
"T aon't want.to go. I can't find Him
He's out flirting with all the village girls.
I'm a virgin,*®

She said:
anyway.
And I'm too o0ld to carry love-letters.

T mean, go on. Y%hat clse? X Yo him

her hends and she kept
throw it away.

She had a piece of paper in
trying to crumple it up and
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BARON: Why should she do that?
BLAZI'™S: Don't you understand what it-means?
BLRON: To, not at all.

A eh
BLAZIUS: It means your nicce is carrying.a secret corresspon-. Sq“l~
dence. Clrele L.

BARON: Do you realize what you arc saying®

BLAZIUS: 1TI'11l swear on my soul's slavation that your nisce is
writing love~letters . . . to a man.

‘BAROWN: TImpossible.

" ' Back —c L.ap(Bo.h,n

BLAZIUS: fThen why did she give her governess the letter® Why
did she scrcam "find him®* while she beat Pluche with
her fan?

BARON: But to whom was the letter adlressed?
. . _ . ’ Se iy — C(“( l(a _,L '
BLAZIUS: Exactly my point . . to whom;u:s the letter addres-
sed? To a man who's fllrtlng with the village girls.
Fow, let’s think this out logically. Who flirts with
the village girls? Village boys.

BARON: Good Lord.
BLAZIUS: Of course it's impossible that your nicce with.her
background end education should fall in love with

a village boy, but . . . .

BARON: Good lord, this very morning my nisce refused to
marry her cousin Perdicen. Cen she be in love with

a village boy? O my head . . . I can‘'t see olearly
+ '« oThe wnols world is going mad . . - ﬁUlCn .
to my stody before I faint. s ﬂfffr Ao D.
,laz‘v\s Crﬁolvf HV\
Misye Coe 37 ' Gond s\,ppo\ s him
Liduy COE 11 of{ D.R,

PCeTECTION CUE (Y
SET CHaN(CE
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ACT I, Scenc 10 (Mountain - late afternoon)

T | .

PERDICAN: Meet me at the fountain at 4 o'clock. What can this
mean? This morning she is cold and distant. She
refuses to kiss me. She treats me like an enemy and
now, to end it all she asks me for a private meevring.’
If she wants to speak to me about something important,
why choose this place? Could she went to flirt with
me? This morning while I was walking with Rosette,
I thought I heard & noise behind us in the bushes.

' Could she be plotting something? eintel- Gemille u.R.

UN1y 2

|CAMILLE: Good day, cousin. his morning when you left me youX D.L.
seemed very sad . . , and perhaps I . . . you took
ny hand in epite of me, so now I have come to ask he Aeakes
you to give me yours. I_refuscd you a kiss. Well hee hand
here it is. You tcld me you wented us to talk like kisses him
0ld friends. W¥Well, let’s sit down and talk a while.

~

——351ts s R, c’.Ase. ¢t we |

BERDICAN: Was T dreaming eerlier or am I dreaming now?

Svls o L. d.c\.{ja & Ldl.’.-”

CAMILLE: You must f£ind it strange to receive a note from me,
don*t you? But I warn you, I'm very uapredictable
and temperamental. You know, you said soumcthing
very accurate last night. “Since we must part, let
us be good friends. You didn*t know why I was
leaving, and I havc come to tell you: I am going
to become & nun.

i - ) . . ) "’(Lkea: )\C.!_—_ _]\Cihl’{_j '
PERDICSAN: Is this posgible? | Is it you Cgmille, that I see next
: to our fountain, just as we vsed to eit and talk®

CAMILIE: Yes, Perdican, it is me. T came to relive. s moment
of our past life again. I wented to tell you that
if I appeared cold or strange, it’'s simply because ,
I have renounced the world. However, before 1eaving,p01k‘bad\
I would like to have your opinion. Do you think I her hands
arr right to become a nun?

PERDICAN: You umusitn't akk me things like thet. T could never'£k<es oot
become a monk, '

CAMILLE: It’s been nearly ten years that we've been apart.
And in that time you must have has some . . .
experience of life. I know what kind of man you are
and that you must have l2tornced a great deal in a
short time with a hoeart and mind like yours. Tell
me, have you ever had a mistress?
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[ o
‘PERDICAN: Why do you ask wme thot?

CAMILLE: Answer me without false modesty or pride.
PERDICAN: I have had . . . some.

CAMITLE

Did you love then?
PERDICAN: wWith all my heart.

CAMTILLE

Where are they now? Do you know?

PERDICAN: Now. that's & strange cuesztion. What do you want
‘" me to say? I'wm not their husbend or father. They?
ve gone whercever they wented to.

CAMILLE: But there must have been one vou preferred to all.

the others. Yow long did you love the one you loved
begt?

PERDICAN: You're a funny girl. Do you went to be my confessor?

CAMILLE

I'm asking you to anser me frankly as a great favour.
You are not y libertine and I believe you have an
honest hear You must have inspired truvue love in
someone bO““ use you are worthy ofit, and I know you
would never throw yoursslf at a . . . fool of a
woman. Answer me, I beg you.

PERDICAN: Really, T don't remember. Fiscs + breaks left

CAMILLE: Do you know any man who has loved only once women?
PERDICAN: There must be one, certainly.
CAMILLE: One of your friends? Tell me his hene.

PERDICAN: I havc no name to give you, but I believe there are
some men ceapale of loving one wornan only.

CAm LLE: How many times can an honest man fall in love?

| _ laoks et her
PERDICAN: Am I supposed to recite a liteny of Talse lovers,jor
are you teaching me your catechism?®
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I want to find out if I am right or wrong in becoming
& nun. If I were to marry you, would you not answer
all my questions honestly . . . without regervations®
I respect you vary much and I think you are terribly
superior to most other men., I°'m sorry you can't even

NN 7
PERDICAN:

'CAMILLE

e

PERDICAK

CAMILLE:
PERDICAN :

CAMITLE:

PERDICAN:

CAMITLE:

PERDICAN

CAMILLE:

PERDICAN:

CAMILLE:

PERDICAN:

PERDICAN:

try to answer, becauge if you did I might go further.

Speak, I'11 answer, _
QI‘S L, of we “\ ‘+"\& 3 "S‘:‘CLC.G_
ead.

I right to stay in the h other

What are you trying to get at? .

Answer my question then: am
convent?
Ko.

I would do better to marry you then?
Yes.,

a glass of weter and told you
would you believe him?

If a priest breathed on
it was a glass of winc,
No.

If a priest breathed on me and told you that you
would love me till I died, could I believe him?

Ye

% end no.

S . a .

What would you advise me to do the day Turealized
you don’t love me anymore?

Take a lover.

And what will T do on the day that my lover doesn®t
love mc anymnore?
Take another.

And how long will this go on?

PERDICAN :

Till your hair is silver and wmine is white,

Do you know what a convent . . . a cloistercd con-
vent is like, Perdican? Fises | X D.R.c.  Faces oot

Yes, I think so.
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CAMILLE: I have a friend there, a sister who is not yet 3C
‘Years old. When she was only 15 she becamc the
heiress of a great fortune . . . and besides, she
was the loveliest and noblest creature who ever 4
walked the earth., Her family were aristocrats and
her husband was one of the most distinguished gentle-
men of France. She -had ceverything to live for . . .
until the day she found out that her husband was
unfaithful to her. She became despercate and she
took a lover. he even tried to kill herself.
Finally she came to the convent.

PERCICAN: It happens that way sometimes.

CAMILLE: You know we live in the sane room and we've spent
whole nights together, talking of her troubles.
Why, they‘*ve almost become my own. Silrange, ilsn't
it? T don'*t know how it happened, dbut as she told
me ‘the whole story of her life, from the happincss
of her wedding day tc the guarreling and parting .
. . I saw myself doing everything she describved.
When she said “I was happy at such and such a place”
I saw it, and when she said "There I wept® then I
began to cry. But can you imgaine sometihiing cven
stranger® I finally created an.imaginary world of
my own out of all this. And it lested for nearly s}ill Laces
four yecars. And the strangest thing is . . , the ou
man in my imeginary world . . . was you.

PERDICAN: Me?

CAKILLE: HNaturaily. You were the only ysung man I had ever
know. And I reslly didé love you Ferdican..

PERDICAN: How old are you now, Camille?
CAMILLE: 18.
PERDICAT: Go on, please. I'm listening.

CAMILLE: There are 200 wowen in ocur convent. A few of these
will go out into the world, but most of us . . .
most of them . . . are preparing themsclves to die. .
More than one of them has left the convent, young
and hopeful, even as I did today. They almost all
return . . . old before their time, destroyed by life,
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egtroyed by love. So they coire back to the ncat
little cell, and the whitewashed walls and the veil
. that hides your face. Almost every dsay one dics
but her plsce is soon taken by one who has returned.
Tell me Perdican, teli—me—Perdican, what do you th1nk?Ju|n5

Are they right to come back? back  sits
. o4 we )

I can't sa —(cuces out

Some of them have advised me to remain unmarricd.
But T wanted to ask your advise. Do you think those
women would have done better to teke & lover and to
advise me to do the same?

I can*t sav.

You promiscd to.answer mne. :
] HS‘cg‘_+ bi-erg\:; DL,
I can't now., Tt's not Camille/who is asking the
guestions,

Bcr% ps net, perhaps I'm only a parrot who's learned

s lesson too weli. | Iisten, in oune ol tTiie convend

PEJ??.D ICAW:

'corrlaors there is a bipture of a monk kneeling by
his prayer book. Through the window of his cell you
can -also sec a shepherd dancing. Which of these
would you admire? .-

Neither one and both. They're simply two men of flegh X behind
end ‘¥lood. One is pr\v1ng end the other is dancing .N¢v teDR.C.
. . nothing ¢lse. You're right to become a nun.

You said | was wrong a little while ago,-*UVms +q 4;Lc k?n\

Pid I say that? It'e possiblé.'$ths oot

So this is your sdvise.

Yes, since you believe in nothing.

Look at me Perdican. ‘%hat pcrson believes in nothlngQ.K R &
lh«l\f it +orn
e

I for one. I don't believe in your beautiful life
hereafter. My déﬁr girl, the nuns have told you of
their terrible coxpe riences but that kind of life is
not for you. You will not die withput loving someone,
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Yes, I want to love someone, but I don't want to

sufler. I want to love w1th an eternal love, to

make a vow which cen never be broken. Look, heroshows him
is my lover. herchL 1K

That lover does nrnot exclude others.

Por me he does. Don*t laugh Perdicen. It's been 10
years since I last saw you and tomorrow I'll leave
and never see you agein. In another 10 years, if we
see each other again, we'll telk of all this quite
sensibly. 2ut I don't want to live in your newmory
as a cold plaster saint. Listen tc me. Return to
your life. TBe happy. Love whomever and whercever
you can. Forget me. But if you are ever deserted
and lonely, if you cannot find love, if the angel of
love abandons you, in that moment of despair and
darkness, think of me, for I shall be praying for

you. Here, take this 1ng, in memory of me and for
all the . . . he kheds “to “receive the g~ she
?o s i+ sn his - "“f)‘ v~

Be careful, be very careful, my dear, you stink of
pride.

What do wyou mean? dieps his hancl

You are only 18 aand you don't believe in love.

ol T
IC.A.J uI L

Hot any less than you. Look at yoursclf, knevllﬂgicrns-h (
by me with the same knees that have worn threadbare ‘”“\W¢\
the ocarpets of your meny mistresses. ind you cen't

even remember their namesg. Youive wept tears of joy X D.L .
and despair, but you know very well that the water
of this fountain is more constant than your tears.

Oh yes; you’re a very modern young man with the per-
ect blase smile when peolpe tzlk of desertsd womsn.
You can®t believe thalt peovle die of love, you, who've

loved so richly and always been loved. How you must
despise the women who take you as you are, who cmbrace
you so warmly while the kisses of another man arec

still on their lipsz. T asked you carlier if you had
ever loved and you said yes, like a traveller who's-
Just bsen to Spain and Germany and says: ©"0h, yes
I've been there and now IT'm thlnklng of going to
Switzerland®.
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My God, how besutiful you are Camille, when your
eyes Spa.rlcle. A k)g—‘_],m_u Lue (\ 4+ e NeE R .

Oh, yes, I'm lovely. T know it. But whatts the
good of flattery? The nun who cuts my hair may
tremble at the mutilation of all this beauty. But
at least my hair will never be wasted in loveknots
and souvenirs, passed from hand to hend from bedroonm
to bedroom. No, not one hair will be missing when
the nun cutsg through it. And when the prlﬁﬂt puts
the golden ring of my heavenly spouse on my finger,
the hair thet T will give him will serve as a cloak.

You're really angry, aren't you?

I've said toc much. Oh, Perdicen, don't laugh, I
can't bear that. X belows’ him aned sits’on D3
edqe of (uel

M)

-P““DI AN:
F‘T%f

\J.A.].' IJ_LJ_)J:J—\

PERDICAN:

CAMITLE:

TZADICAN:

Poor child, I‘'ve let you spcak and now ] must answer.
You'{e told me ebout a nun who sccas te have had a X above
terrible influence on you. You say that she was gogil 4 D.R.C.
deceived by her husband, that she deccived him her-

self, and that now she is in despair. DBut are wou.slgui |
sure that, if her lover, or her hushand, rutuxn*d+“”““’ e
and s brbuchvd hie hand tnr gh the convent grill, that

she would not clutch at it?

Whatv are you saying? 1 éon't understand.

Are yon sure that if hcér husbhand or ner lover offergd ki i
her the sane love end the ssme suifering again, sho‘ we
would enswer no.

I believe it.

There are 200 women in your conve nt And alumost allx.¥c
carry a wounded heart. Th OV’ re mpade you touch ﬁho%d*hf i
wounds, these prpoious rellc . They!ve tainted your \
very mind with their sick blood. 0h, they’ve lived
in the world, haven't they? They know what it's all
about and uapv-vo worned you accordingly. You've
crossed VOdeb71 before their wounds as if tiney were
he wounds of Jesgus. Yourve walked in their sad
processions and they've Luugh you to turn eway in
terror when & man walks by. Well, are you so sure X +e L. of
that if the man who walked by was the very onc who  tuell
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had deceived them, the for whom they wept and suffer-
ed, are you surc that if they saw him again they
would not breek their chains and run back to their
nurderous men? Oh my child, do you know the dreams
of these women who forbid you to dream? Do you
know the nawme they murmer as they receive the host
each morning? These women who have poisened and Ceres very

PR . . NI . - - 3 Tlese 4o
whithered everything beautiful in you, these women hei~
who have rung the deathknell of despair in your
youth, who‘ve made you a corpse to share their tomb,
do you know what they reslly are?

da

You're frightening me. Stop it. Laces aQM3 Lrom him

Do you know what these women have done? They’ve

painted the love of men as a lie, but do they know

there is en even worse lie? Tho lie of divine love.

Do they realize the crime they've committed, to

poisen a young girl with the experience of a woman?

How well theyive taught you. How well T foresaw breaks L.
all this when you stopped to admire the picture of .
your great auntv. VYou werc going to lcave without hac ko her
sceing our woods or this fountain, you were going to
renounce your happy childhood, you were even going

to refuse Lo kiss me, DBut look at you now, sitting

by our fountain, and next to a man . . . all along, Very clese

TUNTT &

CAMILLE:

FERDICAN :

But still you turn your back on me . . . Well, e e
they ve taught you your lesson too well. It willx abowe
cost we my life’s happiness. 2ut tell them some- well-eR.C.
thing for me: hoeven is not for them. Fzces her

Wor for me either, is thet whot you're trying to btises + dake
say? - . & step dewarel §

hima

Goodbye, Camille. (o back to your convent and when

your precious Iriends mutter their poiscnous storiecs

in your ear, tell them what I em going to tell you:

“All men are liars, foithless, weask, boastful, +takes PQY&ﬁbs

e " Grm. -
hypocritical, proud, heteiul and driven by lust; all cut

women are visciousg, artificial, vain, scandal-iuongoering
and depraved; the world is a bottomless sewer where
shapcless monsters twist and crawl in mountaings of
mush. Put there is one holy and sublime thing in

this world and thet is the union of two of these
imperfect creatures. Vow listen to me carefully. I
have often been deceivaed in love, many times hurt,
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and mnay times unhappy, but at least I have loved.

And when I am standing on the brink of my grave, I
will be able to look back and say: * I have

suffered often end I have been deceived often but

I have still loved. I am a human being who has lived,
not some wretched pugpet trembling with pride and
fear. Tcar, Cemille, fear. after z shert

LIGUT (UE bt zo ' Paose ,he exils

wadc o - Camille

y - 2
Music cue 29 +an45 sl
PReJECTIoN CUE ik "\ul"(’ -(\c,cL
seT cdAande 1

THTERMISSION

LIGHT cuve 21




BEFORE oPENINEG *

MusStc CLE Yo ' - o4
e R 53 Predi can ?pL,
ol Cupe Jeoking ot -Flowers
Dreg Ll TioN cpoe. L : s . - NS '
) R 5&:_1;_3&1_.._39.@19..l?; (Salon - Friday morning) “them “orns & X

D.C.

PERDICiN: She loves me . . . she loves me not . . . J'd really
like to know if I'm in love with her. Think for a
moment. For a girl of 18 she asks too many embar-
ragsing questions. And then she’s had all those
prejudicecs drilled into her hezd by the nuns; they:ll
be difficult to get rid of. TFinally she's supposed
to leave itcday. Dammit, I do love her and that’s all
there is to it. . . But after all, what if the nuns
have taught her too well? It's obvious she doesn't
care for @me now . .. and howsver pretty she is that
doesn't prevent her from being a prig, a prude and
opinionated . . . There’s nothing to think about.

I don*t love her. But why can't I get that terrible
talk we had yesterday out of my head? I*ve spent
the whole night tossing and turning. “Where was I ‘
going now? Oh, to the village, of course, X D.R. i ex\ts
lmUS(C COE Yt '

LCHT Coe 23

PloTecTien cue (8

SET CcHANLE &
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LIeHT cue 24 34 Barar v DR
CERPAYeNn 1 h <

ACT II, Scene 2 (Village - noon) spet | Blazivs o
LNIT L his L. :

BARON: Besides being a drunkard, you're an ass, Rlazius.

) The cook saw you snogklng into the pantry. And
after you had the aundacity to steal my best wiie,
you try to justify yourself by accusing my niece
of having a secret correspondence . . . with a man.

BLAZIUS: But my lord, if you would be so kind as to remem~
ber . . .

- L”\--- \\.___________rlhzls \Oc\ﬂ‘\c. 15N Q‘rzws b\. \‘\
BARON: Get out and Tiever again darken my door. If I had

CLAduT Cus ;15 my way 1?4 heve you hane,od exit Paren DR, Fellswed E B,
musig L\.c

- )
?L— PR TECTVON Ccoe ‘q en‘"(,v‘ (a\ \(Lﬁ.\\'\é (_‘\wa nr) )e‘r\e_, .

: What are taey doing now? It's noon., They're

ONIT 2 sitting at the dinner table. What are they eating?

I saw_the cook luseing an enormous turkev across hall circle
the village square. And the Bsron always has 40‘JP
truffles with his turkey.

2 yle D.1 {
BLAZIUS: Disgraced . . ., dismissed . . . thrown out fwﬁ fauhL\Jﬂ(l

never to drink a vintaege wine again. | .i¢ civcle +o U.R,
' : hat€ circle $o DL. o Vine 1o 0R after
BRIDATINE: Rejectcd « + o rebuffed .]. . repulsed . . . never

to see those steaming plates again.

. "\c.(q (\\-c(e -(— ©.L. 0h\1nt’
BLAZIUS: What fatal curiosity led me to overhesr/[Wiss Pluche u . aftes-
and Camille? Why did I tell the 3aron all that I

‘had seen?

SW\CL\\&\ )VJC(W( (c_ \t‘

| BRIDATNE: What fatal pride led me tc quit that/splendid table?DL.en
' Why did T care whether I sat on the right or the {J3¢daer

left?

BLAZIUS: O Lord, I must hqvo been drunk when I cosmitted smaller
this Toll y. Cive e

BRIDAINE: O God, I must have been tipsy when I cowmitted this
rash deod, Smaller cipele -
La e -1 C,

BIAZIUS: O Lord, there's the vicar. breaks le@t - hides bt He.

BRIDAINE: O God, there's the tutor. breaks i it - hides bone’

BLAZIUS: Ah, my good ¥r. RBridaine, what are you doing here?
OIT 3 —————bdck 1o C.
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I'm on my wey to dinner. Aren®t you coming?

X L beloco Blazius

No, not today, not ever again. Oh, Fr. Bridaine,

intercede Tor me. The Baron has thrown mc out, kvwds T

I mistakenly accused Camille of having a secret‘§““+° £ him
correspondence, but as God is my witness, I believed

it was true. And now I'm in disgrace. And I stolc

only one bottle of wine . . .

I don't understand. besine +o exi ¥

] . IKrsses h.s \w v
I'm begging you to intercede foi me.t I'm really an
honest man. Oh, my good Fr. Bridaine, I'll be your
humble servent forever if you help me. :

Am I dreaming®? No. Oh venerablc chair, oh stcecaming
platters, once more you will be mine.

I would be so grateful if you would "just listen to
ny side of the story . . .

Impossible. The dinner bell has rung end 1711 beX 4rum«~
£

late. I cen hardly intercedc for a drunkard . ?TXLJﬂA
and a glutton. (And now to the table . . . Oh Blazivs
) worthy s tomach, proparc yoursclf for another foeast, 3
TNCL O : exif DV
BLAZIUS: Miscrable Pluche, T'l1l1 neke yvou pay for this. Tt 1q¢»unAs
you who have ruined me . . . shamcless hussy. Qhﬂﬂij;f:;ges
holy university of maris, I‘m disgraced forever if
I can't prove to the Bzron thet Camille is - arrying
on a sceecret corrcspondence . . . with a men. I saw Lo
her this morning, writing anothor letter. Ah, heregﬁlfﬁL Dl..
comes 1‘lucmel Dluohc,;give me thet letter. X ¢
UNIT S
PLUCHE: Whel docs this meen? This is a letter from my
nistress that I am bringing to ths village post
office. It has n talng to do with youw. 606s4o Fass hinn
BLAZIUS: Pluche, that 1otter or your life. steps het - she Yrics to
Pass hitn 0P ST -he S"\’L"PS
" PLUCHE: Jesus, Mary end Joscph. hew aqain
BLAZIUS: Death or that letter Pluche. Wow give it to ac.
’ She passcs H\r\ \auhhhzl_‘?
PLUCHE: Help . . . Josus, Mery . . . help S“UACh‘“ Ve-ther he hind Ke -

e 54+ her haned -
(3\-cu\*)> |\' - She c\\(srs K.w\ L.C, ,lnés '\0 SelL
H’ back boy he holds 1% co¥ of heir vea?h
Jhen be hincl \‘m"s back = She Cr\\\s QGainst !
\\I*\'\ —he 'Pp'\i WS &Yy, el v ouhc\. h(" — l.) S he
JUIY\\S acle _he X R. Lu{uv\hs ]e_- [
Perdican enters L. ) TPor e or
Ske 4ol(lcws him bumps inte leirdican

’B‘f\-Z-(US X L.l
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UNIT b o :
PERDICAN: What's going on here? What are you doing to Pluche,
Father? :
PLUCHE: Give me that letter, scoundrel, Justice, my lorQ.Xbc,ihah
He ravished that letter from my unw1lllnp hange Dack
(r‘rhca"\
BLAZIUS: Don’t believe her. Shels a shauzcless hussy who's
delivering love-letters.
PLUCHE: My lord,this letter is from famille, your fiance.
BLAZIUS: It's a love-letter to ome of the villsge boys.
PLUCHE: Tiar. . . dotractor . . . defauer . . . &t Fﬂazﬁu{ but
‘3""“‘“‘)< close «ts ?c’.i"r—llc(gm-
PERDICAN: Give me that letter. I don't understand anything
avout &ll this, but as Camille's fiance I have s
right to read it. "To Sister Louise of the convgub54epst.
of . . .7 (It's Camille’s fricnd . . . Tho onc who
. . . ) Miss Pluche, return to the chatecan. Pluche comeso
s L. 't \’\&V\
BLAZIUS: But my lord . . . X 4o Perdican x e C. ex iy
PERDICAN: Shut up RBlazius. Miss Pluche is a woman of prudcnce
and you're a babbling fool. I said I will take carc
of this letter. Pluche Smiles ¢ exiys DL,
‘BIKL'Z-(US- c><|‘\5 r
unNiT 1 Why an I trembling? I know it’s & crime to

oren a letter. And why should I want to know what
Camille writces to her fricend Touise® She told me
enough of what they talk about. Can I still be in
love with her? ILook, Blazius has broken the seal,
Is it a crimc to unfold it? After all it can't
change anything.

"I'm leaving today, my dear, and cverything has
happoned as expcceted., It's been terrible. Perdican

heartbroken. He will nsver be consolcd for having
lost me., However I heve donc cverything I could to
make him hate me. God forgive me for having thrown
him in despair by rofu31ub him, Alas, my dcar, what
clsc could I do? Prey for me. Wc shall sce each

other tomorrow and forever aftor that. Cawmille.

Camillc wrote this? And it's me
about? WMe in despair because she refu
God, we'll sece if that s true. She's

she's talking
sed me? By
lone OVLrJ"
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thing to makc me hate her and I*m heartbroken . . .
is that it? What reason could she have to invent
such a story? Can it be true? The suspicion I
coulan t even admit to myself last night? Oh,
Camille, pious, saintly Camille, who gives herself
to God, but she’s decided first to leave a heart-
broken lover behind her. Thatfs it, she and Louise
e o + o they must have agreed to it before she left
the convent, They decided that Camille would soc

~ her cousin agsin, he would fall in love with her and
want to marry hor but she would refuse him and
lecave hin . . . & wr etcned, pining lover to decorate
her daydreams in the convent. Isn't that somcthing?
a pious young girl, who gecrifices herself and the
happincss of her cousin to God. Dut Camille, I
don*t love you . . . and I'm not hee r*bro<vn I am
not in despair and I'1l prove it to you. Oh ycs,
you'll know that I love somcone before you leave

today. Hey there, you . . . metions o€ R.
UNLT § _
-S:RVANT: Wy lord called? enter  chovus mem ber & &

PERDICAN: Go to the chatcau and tcll my cousin Camille to meet
‘ + me near the fountain, our fountein immedistecly. Do
you undcrstand?

SERVANT: Yes, my lord. exfs L,

PERDICAN: Go quickly. . . Heartbroken am I? Roscttc, Roscite %12L

ROSEYTTE: 1Is it you, my lord? T was going to my father's mill‘?”%*’hh'

PERDICAN: Put on your pretticst bomnet Rosette and come with mo.
ROSETTE: But where?

PERDICAN: 1I'11 tell you later. Now, ask your father's per-
mission, but hurry.

ROSETTE: Yes, my lord, exits Do,

3”RDIC"-‘T. I*ve asked Camille to sse me agein, and I'm surc she'll
comc., But by Godua sae'll Tind morce than she bargainod -
. for. TI'l1l1l make love to Roscette beifore her very q§88'3~
) - : exits DL,
Mmovsic coe Y4 '
LIdHT cue 21
PresECTIoN  CLE_Ae
sSe Y Lﬂﬁwat 9
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PERDICAN
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PERDICAN :

PERDICAN :
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i
|
.

ROSETTE:
|

LiduT CuE 29 38
PReTECTIOoN COE 2| : CAmille D.R.
Tl ACT 11, Scene 3 (Fountain - 1:00 p.m.)
CAMILLE: Perdicen has asked me to say goodbyc to him near this
Tountain where I had him mect me. yesterday. What
can he have to say to me? I'm not surc that I snould Il ,
. v enye \as-
have come. Herc he comes now and . . . with Rosotto“rxkr Do i-
I supposc he'ts going to leave her and comec here. T711
hide here. T don't want hiw to think Tive urrjv"dshcs\apds
first. Wwhet does this mean? He’'s meking her qrt;TZS‘“““ji
next t? him. But why hag he askced me hb;u 1% hF 2ils @, c{
wents to talk . . . Loe 1 ot L
PERDICAN: T love you Rosctte. Only you have not forgotten the

beautiful days of our childhood, only you remembor
that 1lifcec that is no morec. BUu together we'll make
a.new life, Here . . . take this. gives. her beld

How lovely. But what is it?

A gold chain belt from India . . . just large enough
for your waist.

3ut what is this at the cond of it?

. . Rosetle pobs it
A lovely dagger in a sheath. See, the handlec is sct j OH
with precious stoncs. - Take carc, the blodo is really

N <] 3 - : ml 2 3 2
sherp. Rab—dd—on———nov ey re—gite—thsr bb

; : L e—RaY il
V%%}%—4@%F#$b4%46eé4M%fH%%%ﬂﬁﬁﬂr%k—%ﬁ—ﬁﬁ&fﬂF“ﬂ&ﬁﬂJ
faec?

.—l'tzufh\% aboun A, then

It*s so0 becauvtiful, but my poor drcss
0\75

Hush, they suitc cach other guite well . . . porfect rises Aales

complcments. Now look at this . . thl Ilng ﬂomﬁVYfAF*

ncar the fountain. Took at us tOgbLutl, rbi 61cd.4(&ff\h,k

in ths water., Can you sec your lovely eyes, your dbew well-

hand in minc? Now, look how it disappcars. Wo’rﬁshiakh?”‘°”

all watorrings and shadows, but little by Iittlo\we, cetge

rsappoare. Scc? Your eyes and your arm in mine. 1 hrews Fingin

Another momcnt snd thoro won't bo coven a wrinklc

across your face. Sco? That was & ring Cemille

once gave me. 0Oh Rosctte, I love you nnd you lovo

Rosette docks vp
gﬁ‘P“SC(L “he ‘kisses

er
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PERDICAN: me, don't you? ©No friend has withored your smile,

(CON'T) no good frisnd has drained the blood out of your
hecart. You don't want to becomc a nun. You're a
beauvtiful young girl in the arms of thd young man
who Jloves you. Oh Roscotte, Rosctte, do you know
what love is? : '

Oh Perdican, don't ask mec to answoer you in words.

Only my hc art can speak to you. I love you as hest

I can, that's all I can answer. leans he- head on his
: “ahoolde -

PERDICAN: As bost you can . . . that is the best . . . much

botter than thesoe frigid statucs fabricatced in con-

vents who only emorge to sprcad the plague of their

pride and fear. But no onc has fabricatcd you. You X DRc.

know nothing. You can barely rcad, Yot when you o

pray to God, using words you can barcly understand,

you understand that God better than thosc who know

so many fine words.,

ROSETT

t:J

ROSETTE: ¢Ch my lord, how you ceiry on . . . X Yo his L.

tand all tha 4ﬁﬁe<‘mk

amnas

PERDICAN: No, you can't rcad, but you can undergt
nature is saying in cvory river and trec; life . . .

and love. Bvery flower, overy animal knows this

but people must learn it. And sonmc 3nop1* naver

learn, Come, Rosctte, you will bs my wifo and wogﬁah+5 PJHQ

will learn to live in the world together, heveft D.Lb
. botlhh hands

Mustle CvE Hg

LilCuT cuc 24 . Ccami\\e, ~ Shocked -
PrRoTECTIoN CUE 22 X o uwau -5t on
SET CHANLE |o LST. faqe &

s ‘(" arte -)‘c-L \ecc h in
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LIHT coe 3o
Epuncfwm}cuo 23

Mmusic cJue H6 40 : (‘s\-\s enter L.
ACT II, Scene 4 (villago - 1:30 p.u.) lgth- f.”f,ﬁic':ff‘
MIT A a4l ;) Friangle
CORO: hqvc you heard? s u 23 uuﬁk lead et
Boys: What is the word? at aper-

q,(('—\'s L.
d(ris, Camille hes rcfused to narry Perdican. eiys R
Beows.  What?

dieis:This very day she returns to bﬂe convent
Bows: Wny?

(- But I havc heard e . e X *b other side of A

ALt Yes.

Y I have hecard that FPerdicsn is

ace: Yos, ycs?

5 Consoling himsclf with Rosctte

Qievs:. No _ )
Bews: Yes, it's truc, sad but true

2 He's givon hor a chain X 4o sthev side

iA golden chain with a jowellod dagger x o other side

acw, Fave you over?

~ 2¥nhet's morc, I beclicve . . . theo geo }“xu ~ hoddle and
Ll L oMuSIC COE 4N C‘\L"i"’("\" pintil inferropted by
PLUCHE: qQuickly, scum, saddlc my donkcy.¥'cche R e

e s e X "\'o sther side

UR T Comes +o Dic.
—_— Bovg -
CORO: dm*l% what is happening? anr are you lecaving? -theo fleck
- Creuind he
PLUCKEE: e ais i

God be praiscd I shall not die emong your like,scum.

CORO: ¢ Diz whercever you wish, Miss Pluche
Grees;But first tell us whot's the matter?
enter Camille D.c.
PLUCHE: Bchold, my mistress approaohes.zfixwﬁ;Camille, all
ie rcady for our departurc. The Baron has settlod
your estate and the mulu is bclng uaddl d..

CAMILLE: - Go to hcll, you and your demncd mule. I'm not leoving.

MusS\C CoE 8§ : exiXx s, L.
CORO: 3 What cen this moan? Tluche Faints - is C&u(kﬂ be

MusiC 5Miga Pluche is white T&el

- - her v\ -
M2 chovrus whe ool her on hed
££;_U t Her hair stands on ¢nd (13(\h N j\rne e

YHer honds arc trembling
& What can this mcan?®

S(*a ]'\b' (Hg

' PLUCHE: Jesus, ¥Mary and Josoph . . . Cemille swore at mo!

Music tuvg S0 : , . ) She_ -PRH'\%S é‘jfﬂ‘f\
LT CRE EX Ca»;ki ‘9)
PP veCcTIioN CUE QM4 , cheruvs .
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41 BO»\"OY\ in D.®. SFO+

32
o - ' Bridaine enters 2,

ACT II, Sccne 5 (salon - 2:00 p.u.) X behind o

: Baren's L.

BRIDAINE: My lord, I must speak with you. Your son is making
love to a villago girl.
BARON: Tmpossible,
BRIDAINE: 1T distinctly sew thcm walking togethsr . . . near
the wood. . . . She was lcaning on his arm and he
was whisgpoering in her zar. The whole villege is
saying he's proposced marriagec to her.
BARON: Wonstirous.
BRIDAIFE: But true. What's more, he's given her a present,
a love-tokin of grsat valuc,
BAROI: My God, how valuablc?
BRIDAINE: A gold chein with a jowellcd daggoer . . . from India.
BARON: O my head . . , my hecad . . . help me to ny study,
Bridainc. Vow I am going mad. becins Yo Saint ~
) ] — _ - t clainwe Cz;'\‘c,l'\ 1
n’\ U 5 |C— CU.C: 6 \ :V\"\ + <O '\')\’\361\",‘{'5 = \- ‘,»\
LifHtT Cue "33 AL @, 3

ET CHANGE 1t
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L1lHT CUE 32 _ _ 42
PPoIECTIonN WE 29

CamiVe « Ploche .
ACT 11, Scene  (CamiMes bedteom '?\udie do her R

UNIT 2230 pm- ) Pesette. behine
" CAMILLE: Hc took my letter away from you? cortain .

PLUCHE: Yos, my child, hc said he would have it dsliverecd
himself, :

CAMILLE: Miss Pluche, go and find Perdican whercever-he is
and tell him to comc here immediately, that T'm Tﬁu<hcexds
expceting him to comec. ¥e éid rced my letter, tn.t S
certain., That little scenc by the fountain was all x oL.c.
Tor my benefit. He wentced to prove to me that he
could love somconc clse », that hc could be indifforent
to mc., o wantsd to spite me But why with Rosctte?

Could he . . .could ho r¢ EllJ love her? | Arc you
there Rosctie?

UNIT 2

ROSETTE: Yes, shell I coms out?
Losv\le_ enYers + X o her
CAMILLE: Yecs, quickly. Yow listen, Pordicen lhas beon making R.
love to you, hasn't he?

ROSETTE: TI'm sorry . . . but yes.

CAMILLE: %hat do you think of what he told you carlicr this
afternoon?

ROSETTE: This aftornoon . . . but whers . . .

CAMILLE: Don't be a hypocritc, Roscttc. This aftcrnoon by
our fountain.

ROSETTE: You saw us there?
CAMITLLE: Of coursc not, but I . . . poor child, now tcll mo
' the truth: ho did meke all kinds of protty sgcechos
end promizcs, didn’t he? He promiscd you Jqulu
and dresscs . . . and perhaps he cven gaid he'd
narry you.
ROSETTE: How do you kinow all this?

CAMILLE: What does it mettcor? Do you beliove whet ho
promiscd you, Rosciic?

ROSLT”S: Fow can I not beliove him? Would hc deccive mc?
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ROSETIE :
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4%
Perdicen Wlll never marry you, my child.
How do you know thzt? How . . .
Poor girl, you do love him don't you? But hetll

never marry you and I'll provc it to you right now.
Hide beind the curtein egain. Tisten closeoly and

. [+ ) - U Wi 4 .-) P
come in whon I call. {(Oh, God, is this rovenge or Fesete hides

MINIT A

kindnees? ©She really is in love with him., Let thiglawille X

be the right thing to do, God lot this bes . . .). f;(L:?'-
oL Good day, rcrdiczn, Sit down, won't you? ChTer Ferdirant
I\ Y
PERDICAN: How changed you arc tody. fAnd for whosc bencfit,
ney I ask? X belsie I\e\' sits oh
> ’ ) . ’ ene
CAMILLE: For yours, perhaps. 1'm so sorry I wasn't abld to
make our appeintment yesterday. Did you have some-
thing important to tell me?
PERDICAN : (Wh"t lovely liar! T saw her behind the trec
llotonlng all,tho while.) Wothing particular, only
goodbye, Camillc. I thought you were lcaving today.
Howecver, I scae your horsc is not saddled and you
don't qocm to bo paeised. dressed for 4kn¢«llnt)
CAMILLE: You know, I rcslly like s good discussion like the X e his
onc we had yosicrday. 1'm not surc I wouldn't likc b
to arguc with you all over again.
PERDICAN: Why should wc qrgur when you know wo can ncvor
' agree? The only fun in arguing is in agrceeing
finslly.
CAMILLE: Arc you quite surc I don't want to agrcce?
PERDICAN: Don‘*t play with mc, Camille. I'm not strong, not
cold cnough to cnjoy thot sort of gauwc. '
e v becing Yo X .
CAMILLE: Oh, but I'd love to be made love to. laybe 1% Lkhlhd him

Just bccauge I've loft the convent, or maeyos bocau

I have a now dreseg, but I'm dying for some emusc-

nent.,  You askcd me to go to the village. #Hell,

letis go., 7T'd rcally like to. Or wo cen teke a

boat-ride, if you wvrcefor. Or a picnic, or a wallk

in the woods. #ill thore be o Ffull moon tdniihtO(OWkS anmni

o oo == Y — e e
How strengc, you're not woesring the ring I gave yoO ”Fs; ‘< o
yestorday. [his = -

“Yakes his

I’\ﬂ,\’\(»L



. PERDICAN:

CAMILLE:

TERDICAR:

CAMILLE:

PER

CAR

PER

DICAN:
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A4
I lost it.

Really? How odd, becausec I found it. ILook. Pordican,
herc it is. ' '

But whore did you find it?

Well, my hands aron®t wet anymore, but I ncarly did

ruin this dress to got this littlc trinket from the

well., The drcss is the same, but perhaps I've changed.
Go on, teke it, put it on your fingcr. holds +n¥54thW\

You fished this ring our of tho well? You could
(4]

‘have fallen in yourself. Am I drceming? WNo, horc pols kFing

you are, putting the ring back on my finger. Oh, 59 D5
Comille, why arc you rcturning this pathotic symbol JT
cf & heppincss which is no morc? %ell me, arc you
flirting with me new? You lcave, thon you stay.

Every moment you change your mnind.

Do ;you rcally know what womcn arc like, Perdican? irise ¢+ X
Are you quitce certein of their inconstency?. thcir'”ﬁ‘%?it
infidclity? Do you really think they changce their "'™M7™T° &
minds just becausc thoy say somcthing difforcnt?

Somc pcople say they don't, Somotimcs wo women must

play a part, somctimes we must cven lic. I'm beingx back

-perfectly honcst now. Arc you quitc certain thet Feoroards him

the whole woman lics when she lics with hor tongue?
Have you over thought what it's like to be a womarn,
a wecak crcaturc, rulecd by passion? But this caumc
weak croaturce is governcd, judged and condouncd by
the harshcst of leaws. And if shefs forced to schome
and to lic in order to survive, why shouldn’t she
enjoy lying® 1In fact, why shouldn*'t she lic for
pleasurc as_wcll es for n.oesgity.

Sits e his left

I don't underetand & word you'rc geing. T never rb*;;?%cL
lic. But T do love you Camillc gnd that is all I e h
know. Fakes her hand From behind

You say thot you love me . . . .and that you nover 1is? x Yo o,
: o(-4un+ain

HNover.

2
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Well, here's somconc who can prove you'rce a liar, LL(
What arb you going to say to thig poor girl whon sh

~asks you what you roally meent, if you really love

hor? If you ncver lic why did she faint whoen she
heerd you say you loved me? I'l) lcave you alone
with hor. I'm not surc I can boar your telling the
truth all ovor again. X L.

mit, liston to wo, Comille. X 4o R.C.

Why should I? It's Rosctltc you should be gpogking Suﬂhj>
to. I don't love you, do you undorstend, I don't“J]j“t-ck
love you. You laughod at mce when I told you T

hadn*t gonc to the fountain, Very well, I was

thore and I heerd coverything . . . overything.

But as God is my witncss, Perdican, I would not

have darcd to lic a&s you licd. What will you do

with this poor girl when shc comes crawling back

to you, your kissce still werm on her lips? You

wanted to hurt mc, didn*t yocu? . . . to punish nmo

for the letter I wrote to Louisce. You wanted to

hurt mc so much, nothing could stop you. You

wantcd to strike me and you didn*t carc if yow hurt
somoong elsc, provided I was hurt. Isn't that the

truth? I adwmit I wanted to make you lovs mc bofore

I loit, to broak your hosrt a little . . . my ono
worldly conguest to last me all my days in the convent.
But that hurt your pridc, didn't it? You couldn't

bcar to losc in your gemc of love. Well thon let

me tcll you something: you love mo, do you under—

stond, you love me. But now you will merry thi Punh\s de

ONIT &

PERDICAN:

C.MILLE:

PERDIC

Must

Ay

P\ I

.

zirl but you’r: nothing but a coward.

Yeg, I'll marry her.

“As well you should.

Yos, as well, and so pmuch botiur than morrvine vou, o
! ! ; - - g Al L
Carmillc erhaps I did lic oncoc in my lifo. It's e m"HHt
y L . .
very pogeible, but you'll ncver know when, Camille,
you'll never rcoelly know when,, exit L. qoielly
' C)(,r\\ Ne \oo k S (L‘{' e v

Ligd

CUOE § 2 Wimm
T Cle :

3G

PReTECTIion) CUE Ab

ST cHaNQE 12
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__ o Baten D.R
LICH T _COE 36 46 e T e
]7&5:‘ '_T'B—,:CTION coE 2 Camitle o ?’115 L.

ACT II, Scene 7 (Salon - 4:00 p.m.)

Lot |
BARON: If hc marrics her I shell go out of my mind.

CAMILLE: Then you must stop him, you must . . .

BARON: T shall go quite mad What's more, I shall rcfusec
my consént.

.CAMILLE: You must telk to him and t¢ll him . . .

BARON: 1I'1l ncver darc show my facc at court again. This
- is unhcard of . . . to marry the fostor sister of
your cousin; it passcs all limits. I don't cven

know the girlis fomily nanc,

CAMILLE: (all him and teoll him the narriage is against your
wishes. Bclicve me it's only a passing fanoy and
hetll never disobey you.

BARON: TI'1l1l wcar mourning for the rﬂst of my lifec if this
marriage takces placc.

CAMILLE: Then speak to him now, for God's seke. There's no
time to be lost. If he says he'll do it, he will,

BARON: 1I'm going to shut myself in my study and go into
mourning immedistely. Tell him if he asks for mec
that I'm going into mourning bocausc he's marrying
a girl without a proper family namc.“_nfn\s ., mepping

T is brodo
| CAMILLE:  Oh my_God, is thore no one who can stop him? Thoy tbrecks R.C
LJUNNT D ve all descortced me, left me alonc, And what cen I Y
' do by mysclf? Fow can I persuade him . . . JOll,(erhCAh L.
cousin, whon will the wodding take place® *o LeC.

ONIT 3
PERDICAN: As soon as pouuleo I*ve already spokcn to the no-
tary, the prisst and all the village.
CAMILLE: Then you rcally mean to marry Roscttc.
PERDICAN: Absolutely.

CAMILLE: What will your fathor say?
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PERDICAN: Wwhatever hce wishos., I want to marry this girl. I
must thank you for tho suggestion and now I intend
to follow it, T don't have to toll you how much X D.i.
we have in common. Sho is young and becautiful and
innocent . . . and she loves me. That's as much as
we nced and morc, Whetheor she's intelligent or not,
T could have found worsce., Let people say what they
like, I don't give a damn. . '

CAMIILE: Of courso you're doing the best thing to merry her,
But I am sorry for you in onc wey . . . peoplc will
say you've done it out of spitc.

PERDICAN: You'rc sorry about that? I hardly think so.

CAMILLE: Oh but I am roally. It's sad to scc somcone throw
away higs future . . . and all out of spite.

PERDICAN: Thon be sorry. I couldn't care loss.
CAMILIE: But you can't bc scrious. Sho ’s. a littlce nobody.

PERDICAN: sShec'll be somcbody when she's my wifo., X & he

CAMILIE: She'll borec you to death within thres days. You'll
be tirced of her beforce the wedding is over.

PERDICAN: We'll scc about thal, You don'it know me _very woll,X\cjggt
Camillc. VWhen a woman is gentlc, and sweet, 10ve1y”12fﬁ$ks

and honcst, I can be quite happy with her . . . cveninte her

if she hasn't been well cducated by the dcar nuns, 7Y&o&

even if shc doeosn't spcak a word of latin.

CAMILLE: What a pity uncle wastod so much monoy on teaching
you latin. Thoere's 3000 crowns lodt.

PERDICAN: Ycs, he would have dong bettor to give it to thcx~h\4}bh+c¥
: poor. “her Yo .

CAMILLE: It*s you who arc giving it to the poor, the poor in
spirit. '

PERDICAN: And in return she will give me the kingdom of hcaven,
"for it is hers.

CAMILLE: How much longcr is this farco going to go on?
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PERDICAN: What farce? Yorns 4o fook at her
CAMILLE: Your marriagc with Rosctto.
PERDICAN: A very short time. I think we'll have 30 or 40 yecars,
morc or less.
CAMILLE: Then I'll come to dencc at your wcdding . . . and X'hzhiwn
gsce your lovecly bride trip on her first long dress.Cith‘ﬁﬁ
PERDICAN: That's cnough of that.
CAHILLEE I've just beogun. X .
: IK L. vn "SV'OV\'\' of her
 PERDICAN: Then I'11 lcave. J've had cenough of /this bofore.
CAMILLE: Go on, run off to your littlc pcasant.
PERDICAN: That's just whorce T'm going. steps — fuens
N(-_(. v . -I—’ 31’\1}\)"}3 i . \f\
CAMILLE: Pordican . . . gZive we your arm then. { I'11 go withaowquis
you. beqins Yo X o him - :
UNIT S \ .
ROSETTE: My lord, Perdicen, my lord . . . enters D.b. - Cemille
bucks oo {LD
PERDICAN: There you arc my love., Come, I want you to mect ‘
my father. ?L’HS &\er \c R.C, L.-:) ‘R.l\é:nc'-{.
ROSETIE: My lord, I must ask a favour  of you. Evcryono I’vos¥b?s
talked to has told me you still love your cousgin . hien
. . and that you'vec only made lovs to me out of Camille
spitc. EBvoeryone's lauvghing at mc whersver T go.‘ﬁOtS CP
. Now I*1ll never be ablc to find a husband, after '
being a laughing stock of the whole village. Lot
me return the chain you gave me. Thoen let me live
in pcacas with my mothor. : e p
o L, of Kegetle «
CAMILIE: TPoor child, kocp tho chein. [T give it to you. I ®ulls
have onc just likc it I can give Perdican mysclf.her'B'L'
As for a husbhand, don’t worry about that. I promisc
to find you onc. - ' _ .
¢ R l 'D.<0"\"{" s L
: 'PLl ¢ {UoeSe e ALyI\kj
PERDICAN: That'*s casily donc. Comqi,Rosettc,lwo'll go to scec e STUR,
my father,
CAMILLE: But why . . . it's usolcsé . « « ho'll ncveér conscnt.
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PERDICAN: You'rc right of coursc., We must give him a littlo-§¥oP$—
' time to get over tho shock of thc nows, Rosette, TUFNS
Comc we'll go back to the village. Won't it be funny lkiesses
whon all the gossips scc us marricd tomorrow? By he.t
God, that will shut thom up. B P e offF L.
LAEHT Coe 29 talkes hew off L

CAMILLE: What's happening to me? He kisscd hor in front of X e C.
ONAT b me and ‘then walked away so calmly. My God, can-hc
really mcan to marry her? Miss Pluchc . . . Pluche,
where are you? Is thorc no onc here? . «_. Trun aftprﬁh*cr
Perdican . . . tcll him to come back imueedatcly. Irlgiﬁﬁ(L'
have somcthing important to tell him . . . ©Oh, L Plocke L
blessed virgin, I can't bour it any longoer. Hel%x‘ eene B
me. I don*t know what's going on and I can’t bear .

PERDICAN: You sent for me? enters L.
CAMILLE: No_. . . No. Forns Qi fooy

" PERDICAN: How palge you arc. Arc you surc you didn’t call for %kPgi _
me? Are you sure you don't want mc® “Fetoard s hel

CAMILIE: Yo « « o NO vu . « . . Oh, my God. exi+ Rrdican L,
Camitle lbc:-\:fhﬁ

A devr himm .-S:ck\lS ‘{‘(;
her kwnees tw deaes

Music Cut S>3
LI1ICHT cveE 28
P TECTIoN Ccoue 28
SET CHANLE 13
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mMmouste cpe sY
CICHT _CcOE 39 50
PReTECTIoN COE AT -
ACT II, Sconc 8 (Villagc - 4:30)

ONIT
" CORO: | Have you hcard? R,4,5 and & are R.c,
3 It's absurd. : ﬂ'ﬁ j*‘l‘\’“‘ "c‘ *'.13‘1 enter L,
sthees:What's thoe word? ‘:‘,\:'C\U 5 \fagf;_'w}_(lc’,i\qaoﬁ'hc_(, C,
3 It's unhcerd of. J P
cTHERS . Pray tell us
I Well, guecss
e THERS . Yes?
[+ 3 Rosctte is going to marry
o THERS. Yes?
I+ 3 Perdican our lord.

8 THERS No. 42
5 Rosctte, thoe miller's ke ‘ugh‘for‘> Ycs.
YThe wife of Pc rdlcun?° @"o) '
Av - No  nevor NoVer 1o , CoreT
UMT 2 Hore she comes Jerc she comos ¥ hey move K& Sace L
S With her gold chain and hor jewclled dagger
{¢+3 Too good to spcak to the likes ol us &?osg'\\a entees L.
“t+b Showing off her lover's gifts. }ﬂ:—' , Hhen DR,
5 f oy onl a 'C:.Ei ) (& SLU‘\.\ I’Y\_
ZIt Snlzy' g trgokt ' (,}y_.,?n(% e hu‘?’h-}‘
g"..I'\ I st b" 1 qd } Jhe TS'\C _CLO(':-SY\_L
He must be ma hettice at st
“‘?— Then so is she She stumbles & X
3 Look at hor stumbling U.C.
I+2.  She's distraught
sLaughing,{crying _ . '
Cwers: No, she's dazod. K)ase.'ﬂé Came. s beck
T2 C..

ROSETTE: JNricnds, whore is my mothor? She is not at home.
T - T

t find her anywhere. Airls 4o hev L,
@;ri;js 4o hei R-

oL _ .
CORO(;\\,SHUS left the house bagh %10‘0 gone to the ficlds
RYS eping and VVu.:l ling soDbuing, and moaning
2 My daughtor i me ' R 4o her R.
2 A shamcless trollop who f11 rts Nl'th », lord ghe says
Boys Disgraced our fomily?“dirticd our nemc X +o her L.

ROSETTE: No, it's not truc . . . it's not truc . . . qgees R. o
[';JJG){’('\ -"‘o 3\\"‘5

QIR s !
CORO: Hz_Dvoryoao'c* tall‘gmﬂ vaI‘VOn"’S gosslping 4;.\\6»3 o Five. her
lc CLE_ Chatter chatter™ Have you heerd? batle L,
.___5'3 Lord and lass Perfoctly absurd $ he. —Jur-hs—lu

. &p()e¢- - b(\-)s
ROSETTE: But I didn’'t flirt with him. I only . . . Af)hf,n X backd L,
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Mmusiec CoE Sé& o1
CORO: ‘“fmtt“ r clatter BMf"i‘om housc to hOll.)O osetle 4urn>

Lord and lass pcerfectly absurd ‘;‘fg?”“ inte by s

ROSETTE: Dut I'm not going to merry him . . . Yorns back +o girls
Mmusic cue 57

[} Boys. . ) . .
CORO: "dttor clatter °°*in every mouth + hew clese T oon het
pio: Lord and lass perfeectly absurd

ROSETTE: Plcase, you must let mo cxplain . . . -te 5i\—l5‘
meosic C.'UE; 5¢

CORO: /Chattor clatter B chamcloss tréllop luﬂ’ﬂb >< U'° bot

dwres’ Disgrace to hor _LG,L.\ZL]_:Y disgrace to tho villagh bc; r;":‘:;;
4 Hussybharloi S schewing slut (see phote 1)
CRusy Chatter clattor Bews Throw her out
Out of thc hous out of our village Rosetle hm% . lL
2Who would have thou ht 1t? Who would have said? .“h\% '(;f,;‘ .fL“
Bows:The lord and the lass porfectly absurd
MuSic duvasiChitter chatter cha ttor clatter nitter na tb\,r X
Cue 59_dwsTerfoctly,PP3r cetly’ pcrfc'ctly absurd. Theaw exit R, in
- C’f’,, ole SH ~&r m dh{ﬂ(u-m
"ROSETTE: No, no . . . . pleasc lct me explain . . . . I~ e'(+e_J~Ta\tous

didn*t try to . . .pleasc comc back and let hrL,H\e,w\‘\‘» C. (’cnjns
explain . . . . Camille, Camillc . . . . I must backde ¢
sce Camille. _ exits L. \\for\if\ihs

i
Moustc CUE bo
LICHT cu& Yo
Ple TECTIonN oS 20
SeT cHanN dE 1Y
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LVAHT COE YL 52 WoseHe leneels in

oNIT |

ROSETTE:

LIWCHT cuvE 4o

ACT IT, Scenc 9 (Camille's bedroom - 5:00 p.m.)'D*“ Spe

Oh God, I beg you listcen to me. I love him but I

could have lived without him. T noever oxpzctced him

to marry me, I only wanted to be. near him for a while,

to sec him again bofore . . . Oh Blessed Virgin, HOW’ﬁJ}
could I turn him away when he crisd for my help? Hefﬁiﬁ“‘
wept in my arms and T couldn't turn him away. But

why did hc usc me? Tios, lies, it was all a lic. sits en

And now no one belicves me. Rut T must mako somg-" et

onc understand . . . . I must make Camille under- Fises <

stand . . . . ) éxits L
C(L.!h i

\le ld\f\e'ls' in D.E.
1} o N
$pot —crosse-s herselt

CAMITLE:

UNA{T 2

L\GHT coEe 43

Oh God, why have you abandoncd mc? You know voery
well I sworc to be faithful to you forewver before

I left the convent. And when I rofuscd to marry
anyonc but you, I belicved I was sincere., But cver
since I arrived I don*t understand mysclf, I can't
control my hcart or my thoughts . . . I don't know
what I'w doing enymord or why . . . why have you
turncd the truth against mc? And wiy am I so weak,

so weak . . . .
“Perdican

EZRDICAN:
UNIT

Pride . . . curscd, curscd, cursed pride, why dfa““ﬁﬁi'§$o+-
you have to comec betweon this girl and me? he might

have loved mo. We werc born for cach other, but no

. . . She was afraid and I was too proud. My God,

why couldn't we say; *I love you and no other?? Why

was I afraid? Plcasc God give me the strength to

say it. I must tell her before she lecaves. Help

LIdHT cuEYd me to say it this onco, [ Cemillc, whoro are you, I X<

TLoIECTLON yust sposk with you, I must tell you somcthing

i Ve Avies

-

(e _3Bi

UNLT Y

don't run away from mc . . . I must scec you . . .éﬁﬂﬁiﬁ‘“'“
Camille, for pityfs szke, liston . . . I may neverﬁﬁ¢yﬁg’wr
be able to say this again . . . listen. %hat f()OlSﬁ"hf"“"oL
we've bzeon, utterly mad fools. We love each other,g?;igkiihls
we do. But we've made a nightuare for ourselves ¢|u iy dtorns
instcad of & drcem. What foolish words, what insancts face
plotting we've uscd against cach other. But which him

of us really wented to hurt the othcr? Iife can be

such a nightmarc. Why do we make it worse with our

fighting? Oh Cod, heppincsse is such a rarce thing

in this torriblc world, and He’s giveon it to us

without our asking or demending. And what have we

donc with 1it? Smashed it, dustroyed it, thrown it ,

away like a spoiled child with his toy. _All our«-+1g5'£6ca
lifc has led us towards cach other, and now in two ecch tlher
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PERDICAN: days we've destroyed it with our pride and anger.
(CON'T) Oh God, can we do nothing but hurt cach other while
we arce human buoings? What fools we've been, utterly
mad fools, ‘
, she polls
CAMILLE: Yes, wec do love cach other. Takc mc in your arms,hnnfﬁ hej-
perdican, let me fecl your hecart beating also. Thdt??féf“i
God who seces us now can't bc angry with us. He ak@ési,?nﬂ
wanted me to love you and I have loved you cver since _
I can remember. dhey kiss - Rosctte
Sctreams -4 he i

PERDICAN: Oh Camille, you reaslly arc_mine noW. (SCREANM) '~ @3 3¢

UNIT S
CAMILLE: That's Rosette's voice.

PERDICAN: What is she doing hers? I left her in the village.
She must have followcd me,

CAMILIE: 8Shc's bcehind the curtain. The scream came from thereo.
_ o breles DR.
FERDICAN: What's wrong with me? I fcecel as if wy handsiwore
covercd with blood.

CAmITLLE: The poor child, shc was spying on us and sinc fainted
again when she heerd . . . come we nust help her,

PERDICAN: No, I can't go back there. Pleasc, Camille, try to
LIGHT COE S mako hor come ont . . Plongss God, dontt make Camile X
blawt cvEdbme a murdorer. Youw con seco whot's happoned. WG*€H23ﬂ$%{§—
been two mad foolish children, and we've tricd toPparts them
play with 1lifc and death. But we didn't mean to¢he leoksin
hurt anyonc. Plcasc God, don't kill Rosettc. I Trrdicanm
swear, I'11 find her a husband. I'll make up for kineels
what I've dons to her. Thore?s still time. Only

onc more chance, I beg you, only . . . _What is it,(pacvsec)
Cemillo? . ' A

LAAHT CuoEdn . Ca\““.“c' '(:L\--aos :
CAMILLE: She's dead . . . . Goodbye, peraioan.‘2ﬁ:1?g“,zj;f{}5§f{f>(.
LiaHT coE 48,

Music COE 6\ c.rtssels'w\l'\erse_-l‘ij\—
LICHT coE 49 ' e Sles exads by
elo TECTieN CUE 32 CURTAIN 'l((’_. ahpon th

Conve it prece SS oM

A FE -T2 cLoStle
LVCHT CUuES Sp.St, Sz
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SCENE ANALYSIS

' Opening Dance

The purpose of the dance, which is in progress when the
curtain opens, is to set the happy, carefree, rustic scene in
.which the peasants live. This mood is very important in the
understanding of the character of Perdican.

It is a simple country dance of about 60 seconds' dur-
ation, danced by the three couples placed Up Centre, Down Right
and Down Left. They mee£ occasionally in circles or in the
~centre, and end up in the same formation with which they began.

When the dance ends they laugh, clap handé'and talk
together, working themselves into position for a tableau into
which they freeze when the cymbal crash sounds for the Leader's
entrance. The tableau (see photograph 1) is intended to sug-
~gest the feeling of "the sweetest village in the 'plain," which
the Chorus Leader mentions in the Prologue.

" Prologue

The purpose of the Prologue is first to underline the
mood which has been established by the chorus, the not-quite-
real world of make-believe, and secondly, to establish the
conventions of the production, such as the purpose of the chorus -

and the leader himself, the non-realistic scenery etc.
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The leader must establish a rapport with the audience
in order to bridge the gap between audience and players.
Having thus established a pleasant atmosphere, he gets the

play on its way and fades into the chorus and into the play.

"Act I, Scene 1

This5s¢ene continues the mood already established,
introduces two important characters and offers some expository
information. A technical problem which this scene presents is
the requirement of a donkey or ass. This was solved by making
a "donkey" out of a large barrel, with handle-bars in front and
back, 'and four "legs"™ underneath so that it could stand alone.
It was carried by two chorus members who played at being the
donkey, hee-hah-ing and stamping their feet when the others
cheered. Blazius rode "astride," Pluche "side*séddle;"

In this scene Blazius and Pluche present a kind of
parody of Perdican and Camille whom they describe, and the
scene is in comic juxtaposition with their entrance in the
next scene. The:symmetry of the two halves of this scene al-
- ready indicates that the grotesques are like puppets.

" Unit 1

Blazius is introduced to the audience. The chorus must
project a somewhat mocking but affectionate and indulgent
attitude towards him. They know he is fat, drinks too much
and takes himself more seriously than his religion, but he is
harmless--they can forgive his faults because he'is*kind to

them.



117

Blazius announces the arrival of Perdican and gives
certain information about him, exposing more of his own stub-
idity than of Perdican's knowledge. We are intended to doubt
the picture he gives of Perdican, but to see Blazius' pomposity,
love of rhetoric and his affinity for wine.

" Unit 2 .

Dame Pluche is introduced. The chorus ridicules her
much more than they did Blazius: they hate her sharpness and
bitterness and cannot forgive her scornful attitude towards
them.

Pluche announces the imminent arrival of Camille, and
we doubt her exaggerated picture of Camille's piety as much as
we do the portrait of Perdican. Her phony virtue is showniin
the contrast between her .story about Camille and her contemptu-
ous attitude towards the peasants. Both Blazius and Pluche
wish to take credit for the success of their charges and both
are only concerned with the externals of that success.

" Unit 3 .

A mood of excitement and anticipation is created by the
- chorus and the leader, who once more steps briefly out of his -
character as villager to lead the audience further into the
play. This mood will be continued by the Baron in-the'nex£
scene, and it must steadily rise until the entrance of Camille

ahd Perdican.
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The purpose of this scene is mainly expository: it in-
troduces the remaining characters (with the exception of
Rosette) and gets the action under way by the unexpected re-

action of Camille to Perdican.

" Unit 1.

The Baron appears for the first time. The symmetry and
cliches of his first speedh.are typical of his personality,'as
is his "managing" of Blazius. His position U.C.. with Blazius
and Bridaine on either Side of him enforces this symmetry. It
is dimportant that the Baron establishes his effeminateness
immediately. 'In this production this was done through gestures,
light dance-like movements and through his costume. The Baron
is totally occupied with regulating_everythiﬁg that happens so
that the‘arrival of Caﬁille and Perdican'and their subsequent

marriage will happen according to plan.

Unit 2.

Two important motifs appear here for the first time:
the hatred of the two priests for each other and the childish
tendency they have to "tell on" each other to the Baron.

They are jealous of each other's position in the Baron's "
household. The Baron onvthis part establishes his habit of
ignoring whatever he doesn't want to see, or what does not

fit into his plans.
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Unit 3

The eritrance of:Pluche presents a parallel to Blazius'

_ entrance and was therefore blocked in the same way, eXCept
that Pluche enters left, the entrance which is later used by
Camille, so that the tutor's and governess' entrances parody
the later entrances of Perdican and Camille.

The Baron greets Pluche and makes introductions exactly
as he did before, which is underlined.by his slip in almost
calling Pluche "my dearest friend..." He then gets rid of her
quickly, again just as he did with Blazius, in order to get
- everything ready for the‘arrival of the 1lovers.

" Unit 4

This parallels Unit 2: Bridaine's comment on4the new-
comer. He voices his épproval of Pluche because he is sancti-
monious and wants to appear to champion virtue. 1In addition she
presents no threat to his position in the Baron's household as
Blazius does.

" Unit 5

The bulk of the exposition is preSentéd by the Baron and
the remainder of the scene is thus prepared for: the marriage
of Perdican and Camille has been planned down to the last de-
tail.

The characters of Bridaine and the Baron are revealed

further. The Baron lives in a world where everybody and every- -
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thing obeys his command, a totally unreal, make-believe world,
completely out of touch with reality. He has not even con-
sidered the actualitf of the personalities of Camille and
Perdican (which their expensive education has no doubt given
them) or the possibility of his plan not working out. Like
Pluche and Blazius in Sc. 1, he is only concerned with outward
things, and this is shown in his request of Bridaine to make
Perdican speak some Latin, though neither he nor Camille
understandsit. Bridaine is greedy, servile and ingratiating.

During<this unit too, the tension and the Baron's ex-
citement should build gradually to prepare for the anticipated
entrance of Camille and Perdican.
" Unit 6

It is very important that the actual entrance of Camille
and Perdican tops this excitement and that the scene does not
drop at this point. N

Perdican behaves as the Baron had expected: he is de-
lighted to be home and is immediately taken with Camille's
beauty. It must be quite obvious, however, from the beginning
that Camille does not return his feelings. She avoids physical
contact with'him, and seems nervous and afraid. His reaction

"is one of surprise, but he does not force himself on her.
- Unit 7 -
Here we see the Baron's reaction when reality does not

comply with his wishes: he cannot believe it and considers it

a personal affront.
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Bridaine tries to create the impression that he. under-
stands such things, being a parish priest.
" Unit 8

This unit symbolically presents Camille's preoccupation
with the convent and foreshadowé what we are to learn about her.
" Unit 9

| This is a parallel to Unit 8 and symbolically shows

Perdican's character: he loves nature and the flowers as he '
later loves Rosette, simply because they are lovely.

" Bridaine, seeing an opportunity to put Perdican to the
test already (as the Baron asked him to earlier) gives him the
cue, but Perdican's reaction proves that he too, does not con-
form to what is expected of him. His line should be spoken

softly and thoughtfully.

‘Act‘I;'Scene’3‘Introduction

The Chorus Leader steps once more out of the play to
address the audience in his function as narrator and commen-
tator. This scene is still exposition in that it adds to our
knowledge of the two priests. It bridges the time gap between
Sc. 2 and 3.

" Unit 1

He quickly summarizes what has happened in thé'play,so

far and poihts-in the direction of the cause of Camille'and-

Perdican's failure to get along: their fear and pride.
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" Unit 2
He elaborates further on the characters of Blazius and
Bridaine, pointing out that they hate each other because they
are so alike. ‘The scene he narrates is too complicated to be
'staged, but the information is important in the development and’
understanding of the characters of the two priests. In the last
four lines He voices the already implied criticism of the
religion and clergy of the period, which de Musset expresses in
the play.
" Unit 3 -
He leads the audience béck into the frame of the play

and disappears.

"Act I, Sc. 3

In this scene Perdican suffers his first serious defeat
at the hands of Camille.. We are also made to see the contrast
between the_grotesques, who are the only ones concerned with
externals and who cannot ﬁnderstand,_and the lovers,who have
sensitivity and depth.

" Unit ;

The Baron repeats his grievance and his feeling of
personal insult to Pluche, in some degree blaming her for
Camille's behavior. Pluche is ingratiating, but can hardly
hiderher disapproval of him and of his iintention of marrying

her "spotless dove" to a man.
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Unit 2 .

It should be clear when the lovers appear that Camille
has been sought out against her will by Perdican; he tries to
reach her by reminding her of their happy childhood together:
this is the second time he reveals his ¥earning for nature.

Camille becomes even more nervous and upset than in
her previous scene. She is.frightened by his physical pre-
sence, and because she cannot express her reai feelings she is -
unnecessarily cold in her refusal to have’anything to do with
him. She is very aware of her resolution to return to the
convent immediately.and.does not want anything to happen to
change this plan.

Perdican is hurt by her refusal but he tries not to
admit it even to himself and establishes his superiority by
calling her "poor child" and saying that he "pities™ her."

" Unit 3

This is again a grotesque parody juxtaposed to the
previous unit. Pluche can no longer contain her disapproval
of the Baron's intentions. The Baron is so intolerant of
anything that thwarts his plans that in a paroxysm of anger
he calls her an "ass."  This shows that his gallant manners
of the first scene are only on the surface, like everything

else about him.
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Act I, Scene 4

Snubbed by Camille, Perdican‘goes to the village to be
comforted by the friendship of the peasants. Alréady in this
scehe we get a glimpse of the fact that things are no longer as
Perdican remembers them. In this scene Rosette is introduced

to the audience for the first time.

Unit 1

The purpose of this unit is to once again establish the
rural peasant atmosphere of the first scene.. It is early the
next day and the peasants have just come outside--they are still
sleepy and ére setting about their,daily chores. They gradually
wake up and when they are awake they are happy to be alive,
laughing and greeting each other at the beginning of another
day. For them this is routine. They go through this every day, .
but to Perdican it looké marvelious and delightful.
" Unit 2

Perdican has left the chateau very early to find comfort
with his Qld‘friends in the village. The peasants are at first
not quite sure of what to do or say, but when they.realize he .
>hasﬁ't.changed they become excited and friendly. It is a
happy réunion for Perdican too, who has been waiting for just
this. He repeats to them again his most important wish: to
forget»all~hé has ever learned. But in this scene he also
begins to realize that things are no longer as he remembered

them: even the fountain seems very small.
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" Unit 3
The rest of this scene is most important in that it

introduces Rosette for the first time and must tell a_great
- deal about her immediately. Rosette is pretty but quiet and
unassuming. It must be made obvious that she adores Perdican
and has been watchihg him, but was too shy to come to him.
She has loved him since they were children and no other man
has ever been able to win her; this is why she has said she
wants to die a maid. When the other peasants tell Perdican
that Rosette wants "to die a maid;ﬂ she is deeply embarrassed.

| Perdican's attitude towards Rosette is also very impor-
tant. He does not notice how she feels but is charmed by her
shyness and blushes. He must show that she is nothing but a
pretty little thing to him. For that reason a small change
was made in the scene so that he pecks her on the cheek, catch-
ing her by surprise, rather than telling her to come and kiss
him. This shows more clearly that she is only a plaything for
him, and her combined pleasure and embarrassment will reveal
her confusion more clearly than if she is made to go over and
kiss him. |

At the end of the scene the peasants have accepted

Perdican in their midst again and all go off happily to explore
. the village, every chorus member. eager to show something to
Perdican. Perdican no longer seems to be troubled by anything

and in this we have a slight hint of Rosette's later role.
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Act I, Scene 5

This scene returns us to the grotesques who continue
their childishness without interruption. Their interpretation
of the innocent scene we just witnessed once more emphasizes
the fact that they are always on the outside looking in and
never understand anything.

" Unit 1

Blazius comes to tell the Baron that Bridaine was drunk
after dinner, all the while breathing his own foul breath into
the Baron's face. He does not realize that Bridaine has al-
ready told on him and he'hopes to establish his superiority
over Bridaine.

The Baron, as usual, tries to ignore the problem, but
finally driven beyond endurance he tellS'Blaziué he doesn't
care and cannot be bothered about such things. Blazius, .
immediately afraid of the Baron's disfavbur,_changeS‘quickly
and humbly compliments the Baron on his fine wine. He exits
bowing so many times that he bumps into Bridaine who is rush-
ing on.

" Unit 2 .

An obvious parallel tp the preceding unit, in order to
emphasize the ridiculousness of both'prieSt§; their childish
~games and their predictability. Bridaine comes to improve
his standing in the Baron's eyes by telling him that Perdican

has been seen with a village girl. The Baron, becoming more
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upset, now notices that Bridaine too is drunk; everything
becomes too much for him and he takes the way out which is
typical of his inability to face reality:b he goes into a
dramatic faint and demands to'be taken into his study, where

he can escape from his problems. From now on whenever pressure
threatens he takes this way out. Thus it is important that

the exit is blocked in such'a way as to make it possible for

it to happen in the same or a similar way in subsequent scenes.

" Act I, Scene 6

The tension begins to rise. The Camille-Perdican rela-
tionship takes a turn in this scene, so that in effect at the
end it is Camille who is pursuing Perdican, instead of vice
versa.

'Unit’l

Blazius, now in his role of tutor to Perdican, takes it
upon himself to try to improve Perdican's behavior, hoping no
doubt to show the Baron his benign influence on his son. We
are reminded that Perdican is not at all against the marriage.

Blazius is again juxtaposed with Perdican, as Pluche %s
with Camille at the end of this scene.

Unit 2 .

This time Camille seeks out Perdican--she had decided

. to tell him to his face that she does not wish to marry and

has her speech prepared when she enters. His reaction, however,
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cétches her by surprise: she had expected him to be heartbroken
and to beg her to change her mind. Her newfound confidence is
shattered by his cool, matter-of-fact reaction, and she feels
again threatened by his physical presence, nét realizing that

it is ‘attraction she feels for him. When she knows he is going
to leave her she unconsciously prepares for another meeting by

a little coyness in refuéing to tell him why she must return

to the convent.

Perdican does not realize how disappointed he is at her
refusal. He supresses his hurt feelings with a few gallant
speeches which come easily to him and give the impression that
he really doesn't care. When he says: "Pride is not one of
my qualities" it is ironical that he really thinks this is -
true. He takes her at her word, and in his concern for the
figuré he'cufs in his own eyes, he does not see that she is
~subconsciously hoping for a different reactidn from him.

" Unit 3

Camille is left alone with her confusion and the differ-
ent feelings which are tearing at her. Her impulse is to call
him back, but she is sincere in her desire to return to the
convent and she cannot reconcile the two feelings. She begins
to rationalize and after a short struggle decides to tell
Perdican she is planning to become a nun, hoping that they can
. then part as good friends. However, to convince herself that

this is all there is to her decision she makes sure that
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eQerything is ready for departure the next day. She questions
?luche about this even while she is writing the note asking
Perdican to méet her at the fountain. Her choice of the foun-
tain (which has so many childhood memories for both'of them)

as a meeting place is not intentionally romantic at this point,
but shows again her unconscious yearning for something to
happen.

Pluche thoroughly disapproves of the letter and this
serves to underline for the audience that Camille is breaking
away from her former behavior. But Pluche is only a servant
and must carry out orders, shertherefore'reluctantly takes the
letter out.

As an afterthought, and for double assurance of her way
to escape whatever may happen;]Camille calls after her to make

sure everything is ready for departure.

' Act T, Scene 7

| Bridaine's soliloquy is a parody of a classical scene
of farewell (note the "heroic" exclamations: "Oh, miserable’
- that I am," "Oh Holy Mother Church" and the'lyricél repetition
of "Farewell. . ."). It implies that he thinks of himself as -
a:great man, forced by fate to depart from his home, and makes -
him look even more the ridiculous buffoon that he'is; The
scene again satirizes the clergy. Bridaine must show that for

him foad and wine merit the noblest sentiments and the most
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elevated language. He relishes all his classical cliches as
if they were the highest wisdom.

Within the framework of the play the purpose of this
sScene is prpvide comic relief from the more or less serious,
but not yet particularly exciting scenes involving the lovers
which precede and follow it. It also serves as a reminder that
the'groteSques.have no conception of what is going on--they are

as preoccupied with their own petty grievances as ever.

" Act I, Scene 8

This deceptively simple scene is extremely important in
that it marks Rosette’svcommitment to Perdican and is therefore
crucial to the development of her character. Perdican, however
has no inkling of this and continues to see her as a lovely
plaything.

The scene contains much more than one‘wduld think at
first glance. It is important in the first place to establish
Perdican's mood at the beginning of the scene as one of sadness -
and dejection caused by Camille's ecoldness. Suddenly he thinks
of Rosette and decides to take her for a walk to give his -
spirits a lift--he does not want to let himself get depressed
because of Camille.

Rosette's reaction when she answers his call betrays -

her: "Perdican," she says 1n happy surprise, and only then
she remembers her station and corrects herself: "I mean, my
lord. . ." This should show once moré that she loves him, but

shows also that she knows he is not taking her seriously by -
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her: "Do you think all this is really good for me?" In her
longer speech about the kisseés she tries to tell him that she
doesn't want to be kissed on the cheeks and in front of her
mother, and to be like a sister to him: "kisses are kissesg"”
and she wants to know what they mean. If he wants to flirt
with her he should take her seriously and kiss her on the lips -
like lovers do. Rosette is too shy and modest, and not elo-
quent enough to come right out and say all this to Perdican,
but her spéeches betray all these feelings.

But Perdican is oblivious to all this--he thinks she
has nothing to worry about as long as all is above board. He
is so enthanted with her loveliness and her childlike inno-
cence that he doesn't even listen to what she has to say--he
' merely watches her and answers with: "How lovely you are)my
dear."

At this Rosette forgets about herself and comments on
his sadness, and hesitantly aSES'if it is true that his marriage
has been postponed, feeling a little relief at this news. It
should be pointed oﬁt,howeVer, that although Rosette is in
love with Perdican she hasn't the slightest expectation. that he
will marry her because that would be impossible in view of
their different stations in life. Nor is she flirting with
him. Her love for him is so great that whatever time she can
spend with him before his marriage is very precious to her.

However,she would not be able to put all these feelings into
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words and she is too shy even to tell him that she loves him.
This is also why she quickly changes the subject when he asks
her who she will marry--at this moment she doesn't care what
happens to her after he is gone.

Perdican makes another speech about her pretty smile,
moved to tears now by her natural,.gncomplicated loveliness,
her oneness with nature and by his own sadness. Again
Rosette tries to tell him that she would rather have him kiss -
her 1lips than talk about her smile. Suddenly she realizes
that he is crying:y and is aware that it is somehow because of
her, although she doesn't understand what she has done. Pity,
love and shock mingle to make her forget her shyness and she
puts her arms around him to comfort him.

It has been necessary to go into considerable detail in
this scene because it is of great importance in the further
development of the play, and of Rosette's character in parti-

. cular. As it is written the scene is a little ambiguous in
that it could be interpreted simply as Rosette éomeWhat'coyly
resisting Perdican's advances. This interpretation would make
Rosette incomprehensible in the rest of the play, however. It
is to the end of this scene that Rosette later refers when

she says: "How could I turn him away when he cried for my
help," and all the feelings discussed so far must be shown
between the lines because Rosette does not really manage to get

her point across in words. Verbal eloquence is a sophisti—
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cation which Camille and Perdican have acquired, and it is the

lack of this sophistication which contrasts Rosette with them.

‘ActiI;'Scene_9

Abruptly we go back to the grotesques for comic relief
after this slow, quiet scene and in preparation for the next
which is véry long and talky. They continue:to play their
eﬁdleSsvgames, and this emphasizes the contrast between them
and the lovers, whose relationships are more genuine.

Blazius, again under the influence of winé;rushesiin,
barely able to qontain his delight at_being able to bring the
Baron another bit of disturbing news, which will serve to con-
trast Blazius' own cleverness with someone else's bad behavior.
This time he has come across Camille screaming at Pluche to go
back and look for Perdican to give him the note. (Apparently
Pluche had returned with the mission- unaccomplished.)

_The Baron greets the news in his usual way: he repeats
the word "impossible" in almost every line, and finally
escapes to his study, again at his wits' end.

The main purpose of this scene.is obviously in its -
comedy and irony but in addition it tells us a few things
about Camille and these must be stressed: first, she has
apparently changed from the pious little convent girl to a
woman who, "livid with anger," shouts at her governess, calling

. her an "o0ld fool" and beating her with a fan. Even allowing
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for some exaggeration on the part of Blazius, this is indica-
tive of a considerable urge on her part to see Perdican again.
Secondly, we know from this that Camille has also been told
by Pluche that Perdican has been out flirting with village

~girls.

" Act I, Scene 10 -

This long and important scene ends with the climax of
Act I. For the first time Camille and Perdican confront each
other relatively honestly and a great deal of what is keeping
them apart is brought out info the open. The tension'mﬁst
build very gradually until the scene ends on a very high pitch’

of intensity, with Perdican in obvious control.

CUnit 1

Perdican's speech brings us back to the Camille-Perdican
situation. The meeting is about to take place. Perdican is
surprised at the change in Camille and wonders if she is up to
something. It is important to show that Perdican is somewhat
on his guard and is going to bé careful not to be taken in by
anything that may hurt his pride again.
" Unit 2

Camille's conscious intention here is still what it was -
when she wrote the note: to tell Perdicaﬁ the truth and to
part from him as friends. But her rationalization has taken

vher'bne'step further now; she has decided to ask him if he
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thinks she is right in her decision fo become a nun. She
naturally expects him to answer "no," and then she plans to
throw at him all the arguments against marriage and the love
of men which she has learned at the convent, and which she
does>not think he can possibly defeat. Thus she is perfectly
sincere in what she is doing: she is simply trying to provoke
him into an argument on love so that she can have the satis-
faction of proving to him that she is right in becoming a nun
and that the blame belongs more with him than with her.

Her subconscious intention in this scene is to give
him a chance to talk away all her fears, to swear that he
will love her forewer and to persuade her to give up her idea
of becoming a nun and to marry him. But it is important to
understand that she is not consciously aware that she wants -
this.

Perdican, on guard as he is against any trickery, and
suspecting an ulterior motive, at first refuses to become
involved; As her questions become more and more personal he
becomes annoyed and quite brusque.

All Camille's questions are intended to provoke the
‘argument mentioned above, and, never getting the answer she
wants, she. finally loses a little of the composure with which
she began the interview and the real urgency of her cause

begins to show.
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Unit 3

Perdican senses for the first time the sincerity of her
pleas, and realizing she is serious, he changes his approach
and decides to answer he; questions hdhestly.

Now that she is getting what she wants Camille pushes
her point quickly and she gets the answers she needs in order
to launch into her convent stories.

" Unit 4

Camille finally has a chance to tell Perdican (and the
audience) about her friend in thé convent whose bitter experi-
ences she has shared. She gets s§ carried away and wants so
much to make Perdican understand how much'theSeistorieS’have
affectediher that before'shenfealizes it, she has confessed
that she has built up an imaginary world with Perdican at its
centre. This in itself does much to explain her earlier be-
-havior in his presence. What she says almost amounts to a
declaration of love, but Perdican, who is still on the defen-
sive, ignores it and once again- -establishes his superiority
over her with: "How old are you now, Camille?“‘ Camille con-
tinues her story, all of which is perfectly sincere, and
finally almost begs'him to contradict her and tell her the
nuns are wrong. |

Perdican listens attentively to all she says. He re-

alizes she is sincere but does not respond for two reasons:
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first, the world of the convent and stories of the women are
so repulsive and so foreign to him that he doesn't even want to
try and prove them wrong. This is why he says: "I can't now.
It's not Cammile who is asking the questions." Secondly, he is
still guarding his wounded priide and_ therefore makes himself
believe that he doesn't really care what Camille does. Thus he
doesn't fully realize he is missing his chance to win her.
" Unit 5

Camille tries another approach and finally provokes him
into saying that she is right to become a nun, just to make her
stop needliﬁgAhim. She confronts him'with'his dontrédiction
and in order to brush it off, he blurts out what he really
feels: "You believe in nothing"~-because for him love is the
only thingfworth'bélieving in.
" Unit 6

Faced with this accusation, which seems completely
untrue to her because she'believeS'in God and she knows he does
not, Camille confronts him with it: "Look at me Perdican, what
person believes in nothing?" Perdican has béCome'very involved
in the argument now, in spite of himself, and can no longer
pretend that he doesn't know what she is talking about. Every-
think she says makes sense and she has proven that she will not
let him get away with anything but the truth. He finally

blurts out what has been .in his mind all along, and what is
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the obvious answer to her question and the answer she has been
looking for?  "their, life is not for you."

But Camille too has become passionately involved and
her pride is a little hurt. She overshoots the mark when she
answers him and insults him with her show of superiority. The
- result is his¥ "you stink of pride," and again he draws secur-
ity from making her feel that she is younger and less experienced
than he is.

" Unit 7

Her pride really hurt this time, Camille hurls at him
all thevaccusationS'shé'has been suppressing and ridicules -
.hiS'"religion" as he has done hers. It is obvious now that
'she does want love, but she wants the ideal or nothing--not
the kind she thinks she can expect from Pérdican, which is -
like'dirty-money, passed on:from one“peréon to énother.' In
 this unit Camille is once more pushed to the point of desper-
ation Where’she Shows'her real face and her real feelings;

As he WaS‘éarlier.in thé'scene,VPerdican is touched by
her sincerity and thrilled by the real Camille; who is coming
through a£ last.

" Unit 8

Perdican is now finally moved to take the initiative
and.to’ﬁékeia’move'towards her. He wants to make her see the
whdle‘thing‘ffom his pointvof.view,lto”tell her that these

women would like the samé]suffering again if theyhhad the
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chancef because 'in spite of all the suffering they would waﬁt
énce'againAthekeXperience of whatever love was associated with
it. The sisters have taken refuge behind the convent walls to
hide their bitterness in a preteﬁded love of God. In their dis-
honesty'they have poisaened the mind of Camille and have pre-
vented her from'eXperiencing the only thing in life that is
worthwhile.

Camille is at last getting the reaction she originally
wanted, but ironically she is frightened by tﬁe'passion with
which Perdican expresses himself. She is more than ever
threatened by his presence and insthectively tﬁrns her back to
him when he draws her attention to the fact that she is alone
with him by the fountain.

Camille hds lost the argument she wanted to have and
was so sure she could win. She can find nothing more to say,
but neither can she swallow her pride and trust him enough to
believe him and thus give up all her plans for her future.

S Wnit 9

Having givén her a chance to change her mind and being
snubbed again, Perdican_gathefs new momentum and‘giveS‘completé
vent to his anger. He rai1s against the nuns, addressing |
himself to Camille personally to some extent, and tells her
that she is not a human being at all but only a "wretched

puppet, trembling with pride and fear." These accusations are
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prompted by his anger at what he considers her cowardice: she
has gone baék into her shell,fafter héving shown moméntarily
that she is a real and passionate human being.

Camille is shattered by what he is saying to her, and
her reaction is one of utter tefror. |

Perdican's long speech is the crux of the whole play,
as well as the key to his character. Everything that he
believes in is at stake here and Camille and her convent ideas
are‘diametrically opposed to everything he stands for. His
disturbance is‘heightened by the attraction he feels for her,
" in spite of himself.

Perdican's tirade against the nuns is also a viciouss
attack on the convent education of his period and on religious

communities in general.

" Act ITI, Scene ‘1

The purpose of this short scene is to show Perdican's
state of mind the next morning. He has been deeply affected
by What happened at the fountain, but he tries to shrug it off
lightly. The important thing in this scene is to show .that
v Perdican-is confused aboutbhow he'feels about Camille%—he“ ;
thinké"hé'mayvbe‘in love‘With her but he'doesn;t want td admit
it, and he is not sure about how she feels about him either.

But in spite of his confusion he is cheerful at the prospect
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of what may be in store, and he has managed to shake off the
desperate seriousness of his mood when we last saw him.

This scene, relatively unimportant as it is, allows the
. audience a little time to get back "into" the play after the

break.

"Act 'I1, Scene 2

The turning point of the play comes at the end of this
scene, when through the bungling of the grotesques Perdican
reads Camille's letter to her friend. This is the only point
. in the play at which the_gébtesques affect the main plot, and
it means disaster.

" Unit 1
- This short scene in which the Baron dismisses Blazius

is actually not connected to the reét of Act II, Sc. 2 and
does not take place in the same location és the rest of the
scene (the Salon would be theAmost likely place). It was
played in a spotlight, as were several short scenes throughout
the play, which did not necessitate a change in scenery.

| The only apparent purpose of the scene is to set up
the meeting of Blazius and Bridaine in the village, and the
subsequent episode with the letter.

Some of the cémedy is derived from the juxtaposition of
thiS‘scéne,_in;whiéh the’Béron ﬁas finally discovered some-

thing, with Perdican's preceding speech in which he is for the
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first time confused. 1In the production the Baron discovered
another bottle on Blazius' belt before his line "Get out and
never darken my door." Blazius is very humiliated and would
try to get himself out of the situation with a clever excuse,
but he doesn't have the chance to defend himself.

" Unit 2

This section is again a parody of the classical tragic
style. Both priésts are completely preoccupied with their
~great loss of the privilege of the Baron's table and they are
cursing themselves for their "fatal flaws"; Bridaine's pride,
Blazius' curiosity.

The comedy of the scene lies in the anticipation of the
inevitable meeting of the two, and the fact that they almost
echo each other, apparently without knowing it. The scene was
blocked so that the two priests move around the stage in pro-

gressively smaller circles until they met in the centre.

" Unit 3

Here the true extent of the gluttony of both Bridaine
and Blazius is revealed, as well as the real ugliness of
Bridaine, who is the more unattractive of the two.

When he is put on the spot by his fbe, Bridaine's pride ‘
will not let him admit that he was planning to leave (and in
any case he already regrets his decision), so his gluttony
finally wins out over his pride, and he turns around to return

to the chateau. Gluttony too, makes Blazius grovel at the
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feet of Bridaine, whom he hates, and beg him to put in a;good
word for him, just on the chance that he may be able to get
him back into the chateau. This is Bridaine's moment of glory:
now he can put down Blazius, his "superior" in education at
least, and get back his place in the Baron's graces at the
same time. He makes the most of the opportunity. Blazius is
on his knees, begging, and Bridaine cuts him dead with all the

viciousness and zeal he can muster.

Unit 4

In his soliloquy Blazius is concerned with how he can
~get back into the chateau, and he decides the only way is to
prove to the Baron that Camille is indeed writing love-letters.
Since it was Pluche who got him into this situation, he
decides he doesn't care what he has to do to her to make her

show him one of Camille's letters.

Unit 5

The real purpose of the scramble between Blazius and
Pluche over the letter is to allow it finally to fall into
Perdican's hands, which is vital to the plot. But theé scene
presents a marvellous opportunity for comedy.

Pluche cannot understand why Blazius should want the
letter so she thinks he is after her virtue. In fact she
defends the letter as she would her virtue, as is shown in her

imagery ("he ravished that letter from my unwilling hands").
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Blazius is half drunk as usual, and quite ready to use force
to get the letter from her (he of course, thinks it is a love-

letter). He chases her and gets it.

" Unit 6

Perdican, having heard Pluche's screams, comes to see
what is going on. He uses the pretext of being'Camille’é
fiances to get the letter away from them in order.to stop the
quarrel, .As soon as he enters Pluche feels safe and accuses
Blazius energetically, sure that Perdican will prétedt her,
.since she has right on her side. She is very smug when he does
take her_part. Blazius is thwarted again, but must obey
Perdican. He is now definitely dismissed and must leave.
" Unit 7

In his state of confusion and eXcitement,_caused by his -
ambiguous feelingS'toWards Camille, Perdican cannot resist
‘the temptation to read her letter. He does it almost against
his better judgement, but cannot help it. |

Perdican's reading of the letter is the turning point
of the play: all the subsequent misery ié“brought abouf because
. of the unhappy coincidenéelof the childish'vaniyy which will
not let Camille admit the truth to Louise, and the youthful

ardor which causes Perdican to do something he knows is wrong.
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At this moment, when he is once again vulnerable,
Perdican's pride receives a great blow. Camille's story is
obviously untrue, in the sense that as far as she knows he
is not at all heartbroken, but yet it has a lot of truth in it.
He cannot stand the idea that she has almost read his mind,
and it also infuriates him to think that she took it for
~granted that he would fall in love with her before she even
left the convent. Blinding-fury sweeps over him at the thought
of being ‘taken in liké this by Camille and her despised nun-
friend, and he doesn't c&re'what he does as long as Camille is
hurt as she has hurt him. He makes an impulsive decision,
without a moment's reflection, to make her watch him make love
to Rosette, because it is the most obvious way of showing
- that he doesn't care about her.'

" Unit 8

He immediately puts_his plan into action by éending a
servant to get Camille and getting hold of Rosette. There is -
not a moment's time for reflection. The thought of what might
happen to. Rosette doesn't even occur to him at this point: she

is simply there and available.

“Act II, Scene 3

From this point on in the play the tension rises steadily
until the last scene, and the action comprises a series of
victories and defeats by Camille and Perdican. 1In this scene
Perdican is dealing Camille a Vicious blow and-‘gainsis the ad-

vantage for the time being.
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" Unit 1

Camille has received Perdican's message. She is sur-
prised and excited about a further meeting, but not at all
comfortable about having come, sensing that something i; wrong.
She still intends to return to the convent, but she wears a
beautiful new dress, which shows that unconsciously she is
still hoping that something may happen.

The pﬁfpose of the speech is to make sure that the
audience knows Camille is watching the subsequent scene, and
to remind fhem that she knows nothing of what is going to

happen or why.

" Unit 2 .

Perdican begins the scene with the intention of courting
Rosette for the benefit of Camille; and in doing so to hurt
Camille as much as possible. He giVés‘Rosette.the'chain and
dagger, a beautiful gift and makes a big production of throwing
the ring which Camille had given him the previous day into the
well. It is Very important to establish at the beginning of
the scene that he is intensely conscious of Camille's presence.

Rosette is unaware of all this and is unaware there is
an ulterior motive. She is thrilled with the gift, puts it
on énd twirls aroﬁnd to show Perdican hdw.it'lodks; When he .

- says he loves her and kisses her (on the lips this time), she
can no longer contain her secret éhd tells him that she loves

him too, "as best she can." Rosette believes the things he
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says to her, but she is disturbed by his feverish passion,
which she does not understand.

The difficulty in this scene is that Perdican's speeches
to Rosette are much more than a mere pretense for the sake of
Cémille, and this must be shown. Rosette is beautiful, simple,
sweet and innocent--everything that Pefdican loves and that he
was hoping to find in Camille. Camille is now to him "a frigid
statue,_fabricatedvin a convent," who has hurt him. At this
moment Rosette seems by far the'more attractive of the two, in
spite of the fact thét she isla.peasant, because she loves him
and préSen£S'no threat to him. . Therefore there is a great deal
of true feeling in everything he says from the beginning, and
by thé‘end of the scene he has become so carried away that he '
isAdeeply moved and feels everything he says quite sincerely.

The chain and dagger which Perdican gives to Rosette
symbolize hiS'love and the effectiit will have on her. It
will become like a chain from which shé cannot get free and it
. will be the dagger with which she will kill herself.

It is symbolic too thét'thefring which Perdican has
thrown away is retrieved as soon as he leaves by Camille. Tﬁe
ring symbolizes her love and she intends to give it back to him
and does so 1ater-—he'cannotjget rid of it. When Camille goes -
. to the fountain at the end of this scene the audience is also
" reminded of her presence and prepared for some positive re-

~action from her later.
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" Act III, Scene 4

This scene provides a few moments of relief from the

building tension, while at the same time furthering the plot..

" Unit 1

The purpose of the gossiping of the chorus is to reca-
pitulate what has happened up to now in the main plot and to
show that the peasants know everything that is going on at the
chateau. This prepares us for Act Ii, Sc. 8 where they make

their presence felt much more strongly in relation to Rosette.

" Unit 2

Plﬁché iS'delighted to be leaving for the convent. She
takes out her frustration, and the dissatisfaction which she
dare not show to her superiors, on the chorus, who respond by
ridiculing her as in the first scene.

From the fact that everything really was ready for the
departure we know that Camille was s£111 intending to leave
- today, and when she calls the whole thing off we know that
she must have made her decision after the scene at the fountain.
The language she uses is most unladylike and confirms again
the fact that she does not have the tempefameht df a nun. It
also shows that she is now passionately involved with Perdican
and no lohger cares for appearances. She is infuriated by
what she has witnessed at the fountain and cannot leave until

she has done something about it.
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This scene is basically comic but it is very short
and fast-moving, and it contains undertones of tension and

even menace.

" Act II, Scene 5

This is the last comic scene in the play. It is very
short and was played in a spotlight. It says nothing new
about the grotesques: they are.still’fbllowing'what goes on
but at the same time totally removed from it and understanding
nothing. Bridaine offers more disturbing information and the
Baron retreats to his study, as has happened several~times
before. This is the last reminder of what becomes of the
unloved and unloving before Camille and Perdican face the
final crisis.

This scene and the previous one must both move very
quickly, so that in spite of the fact that they are funny they
also help to build the pace and increase the tension. Thus
these scenes offer comic relief, but at the same time prepare

the audienée'for'the dramatic scenes ahead.

" Act II, Scene 6

We return fo the battle between Camille and Perdican
~and now it is Camille's turn to gain the upper hand. She does -
it very cleverly, and under the pretext of looking after
Rosette. Shefgains her objectivé of.establishing her strength,

but her victory is short-lived.
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" Unit 1
Camille has just heard from Pluche that Perdican has
~got hold df her letter and she now understands that the scene
at the fountain was an attempt to huhiliate her. She must get
‘back at him for this, and immediately sends the still reluc-
tant Pluche to summon Perdican. At this point, although the
audience doesn't know it, Rosette hés already been called in
4and is waiting behind the curtain. Thus even before she knew
Perdican had read her letter Camille had decided to warn
Rosette not to believe Perdican, a pretext which she used to
rationalize the fact that she wanted to find out from Rosette
what was going oﬁ, and if possible to break up the relationship.
It is important to bring out Camille's suspicion that
Perdican really may love Rosette. It shows that she is not so
-sure of herself as she seems to be later in the scene,-and
also'that she has some awareness of the attraction Rosette has

for Perdican.

" Unit 2

In her fury at Perdican, Camille can barely make herself
‘be civil with Rosette. She fires guestions at her without
even waiting for an answer,‘obviously not really caring about
~ Rosette's feelings at all. She is only interested in justifying
Qhat she wants to do to Perdican: to humiliate him in front of

Rosette, supposedly in order to rescue her from his clutches.
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Rosette is a little frightened of Camille and stunned
at how much she seems to know. When asked whether she believes
Perdican, it does not occur to her to answer in the negative,
simply because she cannot and does not want to believe that he
has lied to her. This little scene>between Camille and Rosette
must be played rather quickly because of the expected arrival
of Perdican at any moment. If it is played slowly the tension
drops badly atlthis point and it will be difficult for Camille

to get up to the pitch required of her later in this scene.

" Unit 3
Camille's short prayer shows that she is really convinced
that she is acting for thevgood of Rosette, and means her no

harm.

" Unit 4

Camille is the dominant character in this scene and her
'mo;?veffromfthe beginning is to prove that the whole scene at

. the‘foﬁntaigyhas been staged by him in order to hurt her,
because she haa hurt his feelings by her letter to Louise. She
is like a cunning little spider, carefully weaving a web to
ensnare him. She fawns over him, flirts with ‘him, pretendsito
 confess'frankly that she may. have lied to him and uséS'éll her
~charms, but it is all designed to make him fail in love with

her again.
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When he enters Perdican is on his guard because he has -
reason to suspect that she is up to something and he is not
taken in with her tricks right away because he is tired of the
~game. But when she prbduces the ring she has pulled out of
the well he shows that he really does care about her still; by
»his concern fhat she might have fallen into the well, and by
trying to get at the bottom of her strange behavior. He is
confused by her long speech about lying, but the spell finally
works and he gives up arguing énd simply admits that he loves
her. At this point they could be reconciled, but Camille is
now.only interested in humiliating him, and she knows she has

won her chance to do it.

" Unit '5

Drunk with her fury and with pride at finally getting
back at him for everything he has made her suffer, Camille now
‘.rips into him with'all.the passion'and fury that has been pent
up inside her. She knows she has Perdican at her mercy now
and cannot stop until she has told him that she knows he loves
her, but that now he‘must marry Rosette.

Perdican makes»one attempt to make her listen to reason
but she ignores it. Everything she says is true and he is
: thOrdughly beaten and humiliated, and furious at her for having
done this to him. As'her.accusations'continue'he_gets'more
and more angfy until it'becomes impossible for him to admit

. that it is Camille he really loves. At this moment he hates her.
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" Unit 6

Perdican strikes back in the only Way he still can: by
calling her bluff and saying that he will marry Rosette; he
Areally intends to do it ana means everything he says. He now
has the upper hand in the battle again, but Camille does not

yet realize it because she doesn't know that he is serious.

" Act TII, Scene 7

In this scene it finally becomes very obvious that this
violent battlé between Camille and Perdican masks a deep love
which has been at the bottom of the relationship all the time.
We feel that they themselves are becoming aware of it too,
but pride and fear prevent them from admitting it to each

other, although several opportunities to do so arise.

" Unit 1 |

By this time it has penetrated to Camille that Perdican
seriously intends to marry Rosette and she has realized that
she has gone too far. She wants to undo what she has done but
she is too proud to go .to Perdican and tell him she is sorry
for what she has done;vso she prevails on the Baron to stop the
marriage.’

The Baron can only see the problem from the outside,
and worries about what people at court will think of him if
his son marries a peasant. He is completely oblivious to

Camille's anguish, and even now does not do anything about the
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problem: he merely decides to wear mourning for the rest of

his life to try to rescue his reputation.

" Unit 2
Camille's short soliloquy confirms that she has at last
réalized that she has made a big mistake, and that she would

do anything to stop the marriage.

" Unit 3

At this moment Perdican comes in and Camille has another
chance to tell him}hdnestly that -she has made a mistake, if
only she could swallow her pride. But when she is confronted
with him” she cannot, and instead of seriously trying to dis-
suade him she angrily ridicules the marriage. The more vicious -
he: taunﬁs become the more cruelly he answers her and the more
he'feels forced to stick with his plan, if only so that he
does ndt have to give in to her. As long as he'contihues the 
plan to marry Rosette he has the upper hénd. The fight is out
in the open now and they'are'both*striking out at each other
with all their strength and their wits.

This exchange must be fast, passionate, even vicious--
Camille is too proud to give in and Perdican too angry},

because of thev way she has humiliated him.--
" Unit 4
When she sees that he'iS'leaving her again, Camille

suddenly cannot keep up the fight any longer. Her "Perdican”
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is a scream of desperation, to stop him from going away. When
he has stopped she cannot find the words to express her feel-
ings, and can only say "give me your arm then. 1I'll go with
you." Perdican is poised at the exit, undecided what to do,

when Rosette enters.

" Unit 5

The entrance of Rosette turns the tide against Camille.
Seeing her there and confronted with'the‘choice;'Perdican
picks Rosette and is ready to turn his back on Camille and go
to introduce Rosette to his father.

Rosette has come into the chateau to return the chain
and dagger Perdican had given to her. After what she has
heard in Camille's bedroom she knows that what the villagers
have told her is true and that Perdican has only made love to
her out of spite. She does not blame him for anything, but
only tells him why she wants to return the chain.

Camille, scorned again by Perdican, tries to patronize
Rosette and to get rid of her quickly, but Perdican ignores
her effort completely. She stops him from going to the Baron
by saying that he will never consent, but' instead he goes off
with Rosette to the village.

The references to the chain are of course symbolic:
Camille will give her chain to Perdican as the'symbol of her
love which has now come to have the same deadly implication as

Perdican's. love for Rosette.
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Unit 6

Camille is horrified beéause she realizes again that
Perdican really does intend to marry Rosette. She is torn by
\conflicting feelings of love and hate for Perdican ahd she
‘cannot copé(with them or understand them, because she has
never experienced anything like this before. On impulse she
sends Pluche to tell Perdican to come back. She wants him to
come back, but when he comes she.cannot even admit that she
sent for him. Perdican is now‘gghuinely concerned about her
because he sees that she is really suffering: he would like
her to make the first step but he cannot do it for her. As
she insists that she doesn't want him he leaveS'again,_and

Camille collapses in tears of despair.

" Act II, Scene 8

The purpose of this scene is twofold: in the first
place it prepa?é§ thefaﬁdience'fqr the later suicide of
Rosette; in the second place it increases the tension even
further by the'simple fact that a large number of people on.
stage can create a greater "effect" than Perdican and Camille

could by themselves.
" Unit 1

The chorus once again gathers on stage to gossip about
what has happened to Rosette and this time they are angry.
For a peasant to marry a lord .is just as scandalous to them as -
it is to the Baron. The anger is increased, at least on the

part of the women, by jealousy, and they cannot forgive Rosette
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for letting this happen.
Unit 2 .

Rosette has been looking for her mother, and not finding
her at home she comes out to look for her. From the moment she
appears the chorus members begin to taunt her and ridicule her.
At first she doesn't even notice it and when she realizes they
are following her around she cannot understand it and becomes
frightened. The chorus members gather courage from each other,
and what started as whispered sniggers becomes louder and
louder until they are chanting'accusations at her. They become
more and more violent and they confront her wherever. shertries
tbtgo, shoutingrinsults at her.. Rosette becomes very frightened
and begs them to let her explain that she has not flirted with
Perdican, but they refuse to listen to her.

The scene is a violent demonstration of the disapproval
of the community when one of their memberS'has disobeyed the
“rules. The purpose of it is to show why the future has become
impossible for Rosefte'and why she later killS'herself; Her
peers have turned on her, and she has no alternative to this
community now that Perdican has betrayed her. Even her mother
has left the house, no longer willing to accept her. But she
sees one more possibility: -tO'try to_éet Camille to protect
her, because Camille after all has sb far appeared to have

Rosette's interest at heart.
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" Act II, Scene ?

In the final scene of the play the lovers are reconciled,
but it turns out to be a false resolution which is immediately
destroyed by the final climax. In an almost wordless denoue-
ment Cémille leaves to go back to the convent and Perdican is
left alone.

The first three units of this scene were played in
spotlights, so that the characters were not really in the bed-
rooﬁ} or in any definite location. Each soliloguy is actually
a closeup of the character concerned in which they expressed
their feelings after what has happened in. the play so far, at
the point just before the final resolution. The scene itself
does not start until the beginning of Unit 4, when the lights 
come up and Camille and Perdican are discovered in the bedroom.
The script offers no direction on this point, but in the ori-
_ginai version a similar scene was located in an oratory where

each chardcter was saying a private prayer.

" Unit 1 -

Rosette confides all her woes to God and the Blessed
Virgin, justifying what she has done in the best way she can,
because no one else was willing to listen toiher, At the end
of the.piayer she goes off to look for Camille, still feeling
the need to explain to her that she intended ﬁo harm, and

thinking that Camillée will understand.
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" Unit 2

Camille's prayer to God reveals her sincerity and the
desperate confusion she feels after everything that has hap-
pened to her. In her prayer she, too, honestly justifies
everything she has done: she has become involved in an

uncontrollable and to her, unexplainable passion.

Unit 3

Perdican has finally come to his senses and he now
completely understands and correctly analyzes what has hap-
pened. He shows his basic honesty and sincerity in a prayer to
the God'he has professed not’to believe in, asking for the

strength to tell Camille that he loves her.

" Unit 4 .

As the scene proper begins Perdican finds Camille and
begins to tell her everything that is in his mind and that has -
- just become clear to him. He is driven to say these things to
her because the solution to all this ‘anguish suddenlys” seems
so simple to6 him and so right that he cannot understand why the
truth has eluded him for so long; Camille's first reaction is -
to run away from him again, as she did at the'béginning of the
play. She still cannot really give herself to him, but as he
talkS'she@understands that he is right, and that she does love

him.' Very gradually during his speech she turns towards him,
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until when she begins to speak she has accepted him'eompletely.
The union is finally complete and they kiss.

' Unit 5

At this moment Rosette's scream is heard and it forces
them apart like a wedge. They separate slowly but steadily.
Finally, caﬁﬁﬂﬁf¥goes to see what has happened; Perdican imme-
~diately has a premonition so that he cannot make himself go to
look at her. Rosette's scream has suddenly madé him realize
that in their pride and anger they not only ignored each other's
suffering, but have been completely oblivious to the feelings
of Rosette.

Rosette has of course killed herself when she heafd
Camille and Perdican declare their love for each other. And
symbolically‘Ehe love of Camille and Perdican has been killed
because they have "trifled with" love. With the body of
Rosette between them, they know by unspoken agreement that -
there can be no future for them together. Camille knows she
‘must return to the convent where she will become one of the
nuns, disillusioned and embittered by love, and Perdican is -

left alone with all his shattered illusions.
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Music Cues

All thé music was composed and arranged by Jim Colby
with the exception of the "Baron's theme" which was written
by ?hyllis Surges. The music was played by three musicians
seated in the wings stage right, with piano, flute, guitar,
~gong, tambourine, cymbal, "sizzle" block and a whistle. nge
of éhe smaller instruments were occasionally played by members
of the chorus during their scenes on stage.

Cue
1. Prologue (two minutes before curtain opens)
2. Transition into dance music
3. Dance
4. Cymbal crash before Leader's entrance

5. Four chimes on gong (church bell, four o'clock)

6. Woodblock and fihger.cymbals played on stage td suggest
rhythm of Blazius entrance on donkey

7. Whistle going up,then down in pitch, as Blazius raises
the cup and swallows

8. Same as Cue 7
9. Same as Cue 7
10. Bell, off left (entrance bell of chateau)’

11. Small drum and woodblock played on stage suggest rhythm
of Pluche's entrance on donkey

12.. Whistle up and down as Pluche drinks and swallows -
13, Same as Cue 12

14. Tambourine rattle as chorus member raises Pluche's "
skirt



15.

16.

17.
18.

19.

20.

21.
22,
23.

24,

25,
26.

27.

28.
. 29.

30.

31.
32,

33.

34.

35.
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Cymbal crash as Pluche exits

Sizzle cymbal and tambourine accompany chatter of
chorus as they exit.

Dance theme (flute and tambourine)
One chime on gong (bell to announce Pluche's entrance)

Chorus cheers off stage as Camille and Perdican arrive
at the chateau

One chime on gong (bell to announce entrance of Perdican
and Camille)

Entrance music (flute)

Love theme (hummed)

Cymbal crash on entrance of Cherus Leaderi
Cymbal crescendo

"Bird Calls" (flute)
Six chimes on gong (church bell, six o'clock a.m.)

Dance theme (sung by male and female voice)
Finger cymbals played on stage accompany chorus speech

Cymbal tapped with drumstick accompanies last two
lines of chorus speech

Cowbell chimes on "maid," "maid," "dying" and "day"-

Tambourine during chorus last speech and exit

Dance theme (flute)

Baron's theme (flute)

vae'theme'(flute) continues until Camille calls Pluche
Cymbal crescendo

Bells (three times to sound like sanctus bells)

Love theme (whistled with gultar) contlnues until

Perdican calls ‘Rosette in Sc. 8.

Plucked strong (guitar) to sound like raindrop



36.
37.
38.
39.
40.
41.
42.
43.
44,
45,

46.

47.
48,
49.

50.

51.
52.
53.

54,

55.

56.

57.

58. -

164

-Love theme (guitar)

Baron's theme (flute)

Four chimes on gong (church bell, four o'clock)
Very slow cymbal crescendo

Intermezzo (one minute)

Dance theme (flute)

Twelve soft chimes on gong (noon)

- Cymbal crescendo

Cymbal crescendo
Slow cymbal crescendo

Crash on "sizzle" cymbal. Sizzle continues under
chorus' first speech

Cymbal crash
Tambourine rattle
Whistle, falling in pitch as Pluche faints

Whistle ‘as Pluche faints again
Cymbal crash

© Cymbal crescendo

Cymbal crescendo
Cymbal crescendo

Very soft beat on large drum continues throughout the
scene

Tambourine rattle accompanies chatter of chorus -
Tambourine
Tambourine

Tambourine



59.

60.

61.

Short cymbal crashes on each "perfectly" and on
"absurd"

Cymbal crescendo

Gong'(slow death toll)
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Light Plot

Lights were focused in such a way as to throw a minimum
of light on the projection screens. Therefore in the exterior
scenes they were concentrated on the center and down stage area
completely, while in the interior scenes more light could be
thrown'upstage because the center screen was not in use. For
this reason cues call for "exterior" or "interior" lights.

Apart from these special considerations. general stage
lighting was used in the scenes where the acting area consis-
ted of the whole stage. Occasionally a short scene was played
in a spot down étage right or left, but except for these
very little area lighting was used. The amount‘of light
varied slightly from scene to scene, depending'on such consid-
erations as mood, time of day, whether the scene was comic or

serious, etc.

"Act I
After 75 seconds of music fade house lights and curtain
warmers to level 3 in 30 seconds. After a 10 second pause

fade house to black in 5 seconds. Curtain opens.

" Cue
1. Exterior lights up to full on first beat of dance music
.2. Quick fade to black as chorus exits

3. Interior lights up to full

4. Fade to black in five seconds



167

- 5. Down left spot up to full

6. Interior up to full

7. Quick fade to black

8. Exterior up to full

9, Fade to black

10. Interior up to full

11. Fade to level 7

12, Fade to black in fhree seconds
13. Exterior to full

14, Slowlfade to level 4

15. Fade to black in five seconds.
16. Interior to full in five seconds
17. Fade to black in two seconds
18. Exterior up to level 7

19. All lights fade out slowly except right center area
where Camille stands

20. Without a break the remaining lights fade slowly to black

21. House lights and curtain warmers up
"Act II
After 20 seconds of music, fade house lights and cur-

tain warmers to level three in 20 seconds. After a three-

second pause fade to black in 3 seconds. Curtain opens.

" Cue
‘22,' Interior up to full
23. Quick fade to black

24. Down right spot up to full



25.
26.

27.

28.

29.
30.
31.
32.
33.

34.

35.

36.
37.
' 38.
39,
40.
41.
42.
43.
44,

45.

46 .-

47.

48.

Quick fade to black

Exterior up fo full

Quick fade to black

Exterior up to level 7 in five seconds
Fade to black ih five seconds
Exterior up to full

Quick fade to black

Down right spot up to full
Fade to black

Interior up to level .8

Slow fade to black

Interior up to level 8

Slow fade to level 5

Slow fade to black

Exterior up to level 5.5

Fade to black

Down left spot up to full
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Cross fade down right spot to full, down left to black

Cross fade down left spot to full, down right to black

Interior up to level 7.5

Slowly fade out all except down right and down left spots -

Fade in up centre special during Q45

Fade out up centre special

Fade down left spot slowly to black; begin to fade down

right spot slightly



49.
50.
51.

52.

Fade down right spot to black very slowly
Houselights up after five second blackout
Full stage lights up for curtain call

Houselights

169



170

Projection Plot

Four sets of projections were used to suggest the four
different locations required by the script. The set consisted
. of three permanent paper screens in ornamental frames. For
the exterior scenes identical pictures were projected on each
of the three screens, while in the interior scenes only the
two outside ones were used (in both cases to suggest wall
paperi, while a set piece was fitted between them and in
front of the center screen.

Slides were changed during the short blackouts between
scenes, and were gradually faded in and out together with
the lights at the beginning and end of the scenes. Occasionally
in the exterior scenes (for example at the very beginning of
the play) projections were brought up slightly before the
lights in order to create the desired atmosphere. Similarly
they were sometimes allowed to linger at the end of a scene.

The three projectors were operated by two operators, one
of whom was responsible for bringing them all in and out to-
~gether on a dimmer. The images were shot backwards into a
mirror and bounced back onto the screens, in_order to double
the distance between projector and screen.

Sketches of the projections are included with the set
designs. Projections are named according to the scene in

which they appear.



Cue

1.

10.
11.
12.

13.

14.

15.

16.

fade
fade
fade
fade
fade
fade
fade
fade
fade
fade
fade
fade
fade
fade
fade

fade

in village‘
out village
in salon
out salon
in salon
out salon
in fountain
out fountain
in salon
6ut salon
in village
out village
in salon
out salon
in fountain

out fountain

Cue
17.
18.
19.

20.

21 .-

22,
23.
24,
25.
26.
27.
28.

29.

30.°

31,

32,

fade
fade
fade
fade
fade
fade
fade
fade
fade

fade

fade

fade
fade
fade
fade

fade

in salon
out sélon‘
in village
out village
in fountain
out fountain
in village
out village
in bedroom
out bedroom
in salon
out sélon
in village
out village
in bedroom

out bedroom
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Set Change Plotsmuww,

The settingsvfor the salon and bedroom each included a

set-piece which locked between the two outéide screens. In

the case of the bedroom the piece consisted of a wall panel on

which hung the nun's picture and a large window on either side

of it, while for the bedroom it was a frame in which hung a

brown velvet curtain. In each case several properties also

had to be changed. (These are included in the properties plot.)

-For the fountain scenes a small fountain was brought on,

and in the village scenes>the stage was bare (except for the

screens) .

All the set changes were accomplished by the members of

the chorus during blackouts and varied in time from 4 to 9

seconds.

' Cue

1. set salon

2. strike salon; set fountain
3. strike fountain; set salon
4. strike salon

5. set salon

6. strike salon; set fountain

7. strike fountain; set salon

10.
11.
12.
13.

14.

strike salon

set fountain

strike fountain

set bedroom

strike bedroom; set salon
strike salon

set bedroom
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Property List

Prologue
Walking stick (Chorus Leader)
Act I - Scene 1

Tambourine, finger cymbals, wood block, small drum,
water pitcher, jug of wine and cup (Chorus - set up left)
Cow bell (Chorus)
Large rosary (Blazius)
Quill and ink bottle on cord (Blazius)
Scroll (Blazius)
Small rosary (Pluche)
Parasol (Pluche)
"Donkey" (set off right)
2 White masks .(Blazius and Pluche)

Act I - Scenes 2 and 3

Small table (set down left)

Vase of flowers (set on table)

- Quill, ink and paper (set on table)

Chair (set down right)

Scroll (Blazius)

Handerchief, rings and lorgnette (Baron)

4 Masks (Baron, Bridaine, Blazius, Pluche)
Gold crucifix (Camille)

Walking stick (Chorus Leader)

Act I - Scene 4

Fountain (set left centre)
Hoe (Chorus)

2 Buckets (Chorus)

Finger cymbals (Chorus)
Walking stick (Chorus Leader)



Act I - Scenes 5, 6 and 7

Small table (set down left)

Vase with flowers (set on table)

Quill, ink and paper (set on table).

Chair (set down right)

4 Masks (Baron, Blazius,; Bridaine, Pluche)
Handkerchief, rings, lorgnette (Baron)
Gold crucifix (Camille)

Act I - Scene 8
Bonnet (Rosette)

Act I - Scene 9

Small table (set down left)

Vase of flowers (set on table)

Chair (set down right)

2 Masks (Baron, Blazius)

Handkerchief, rings, lorgnette (Baron)

Act I - Scene 10

Fountain (set left centre).
Letter (Perdican)

Gold crucifix (Camille)
Ring (Camille)

Act II - Scene 1

Small table (set down left)
Vase of flowers (set on table)
Chair (set down right)

Act II -~ Scene 2

4 Masks .(Baron, Blazius, Bridaine, Pluche)
Handkerchief, rings, lorgnette (Baron)

2 Bottles of wine (Blazius)

Chicken bone (Bridaine)

Letter (Pluche)
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Act II - Scene 3

Fountain (set left centre)
Gold chain belt with jewelled dagger (Perdican)
Ring (Perdican)

Act II - Scene 4

Walking stick (Chorus Leader)
Parasol (Pluche)

Act II - Scene 5

2 Masks (Baron, Bridaine)
Handkerchief, rings, lorgnette (Baron)

Act II - Scene 6

Bench (set right centre)

Gold crucifix (Camille)

Ring (Camille)

Gold chain and dagger (Rosette)

Act II - Scene 7

Small table (set down left)

Vase of flowers (set on table)

Chair (set down right)

Mask, handkerchief, rings, lorgnette (Baron)
Gold crucifix (Camille)

Gold chain belt and dagger (Rosette)

Act II ~ Scene 8

Gold chain belt and dagger (Rosette)

Act II - Scene 9

Bench (set right centre)
Gold chain belt and dagger (Rosette)
Gold crucifix (Rosette)



Camille:

Perdican:

Rosette:

Baron:
Blazius:

Bridaine:

Pluche:

Chorus
Leader:

lst Chorus
Member:

2nd Chorus
Member:

3rd Chorus
Member:
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Costume Plothw“m.

Blue dress with outdoor jacket (I 2, I 10)
Blue dress with indoor bodice (I 3, I 6)
Yellow dress with cape, purse, gloves (II 3
Yellow dress (II 6, II 7,.II 9)

, IT 4)

Light grey jacket, dark grey pants, white shirt
with fly collar, off-white vest, grey cravat with
pin, black ankle length boots (Act I)

Dark brown jacket, beige pants, light brown vest
and cravat, white shirt, black ankle length

boots (Act II)

Rust dress with dark brown trim, beige underskirt,
brown shoes.

‘Black velvet suit with silver buttons, white lace
~ cravat,

cuffs and handkerchief, white stockings,
black slippers, white mask and grey wig.

Black pants, short cassock, academic gown, black
clerical hat with wide brim, black shoes and
stockings, rosary attached to belt, white mask

Long black cassock, French clerical collar, black
skull-cap, black shoes and socks, white mask

Charcoal skirt, white blouse with black bow at
neck, white mask and grey wig. Black lace.
parasol and gloves (I 1, 2; II 4)

Brown pants and vest, grey shirt,. belge toque, |
brown scraf, white stocklngs, brown boots, gnarled
wood walking stick

Light green dress with yellow trim, gold over-
bodice, brown stockings, black slippers

Blue-green dress,
black slippers

Blue dress withjgfeen underskirt and blouse, beige
stockings, black slippers -

4th Chorus

Member :

Brown pants, light green undershirt, dark-green
overshirt, brown stockings, black slippers

light blue blouse, brown stockings, .
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5th Chorus
Member: Grey pants, medium green jacket, blue-green shirt, .
dark green toque, brown stockings, beige boots.

6th Chorus
Member : Brown pants, light green shirt, brown jacket,
stockings and hat, black slippers



Cost Report

" Publicity
The Ubyssey - 2 ads. 2 cols x 2" Nov. 15 and 19

2 ads. 1 cols x 1-1/2" Nov. 21 and 22
J.W. Boyd Ltd. - 100 posters

" Scenery Materials

Best grade Spruce
Materials from Stock
Stores

" Projections

B.C. Camera Supply - rental of 2 slide projectors
DTJ Projection Lamps
Processing of photos and slides .- Winston Wai

" Costume Materials

Vancouver Textiles Ltd. - taffeta, organdy, lace, wool
Gold's Linen Co. Ltd., - lace, ribbon, buttons, fabric
Materials from Stock

" Programmes

Benwell Atkins - Announcing Official Ceremonies
Gestetner - 2 electronic stencils -
" Tickets

1 Rubber stamp
Anderson Printing Co. Ltd. - 3 sets of tickets

" House Management

Penny Irwin

178

21.01
27.64

18.00
29.47
8.52

8.00
10.00
37.30

67.13
15.06
8.00

10.00 .
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" Music

Williams Piano House - additional rental of

Eterna Piano from Nov. 18-25 10.50
" Make-up
University Pharmacy Ltd. - Kleenex and Coldcream 5.87

Richard Blackhurst 6.00

" Petty Cash Items

Props (artificial flowers) - C. Briggs 3.36
Costumes - G. Richardson ' 3.70
Cleaning Bill - G. Richardson 2.00
Cleaning Bill - M. Bjornson 2.00
Buttons - G. Richardson .41
6 Collars starched - G. Richardson 2.10
Set (blades for cutting) - S. Hargrave 8.82
Set (8 yds. 54") - S. Hargrave 7.53
Bookstore - M. Bjornson 2.50

" Qut-of-Pocket Expenses

Curtain rod - A. Wintermans ‘ 7.30
Curtains - R. Vale 31.26
Illustration board and paper - M. Bjornson « 25.22
Meals and Transportation - Richard Blackhurst > 20.00 .
$414.07

Ticket sales - $254.50

L.oss - $159.57



House
- Capacity Date
83 Wed.
Nov. 20
83 Thurs.
Nov.21
87 Pri.
Nov.22
- 87 Sat.
Nov.23

Box Office Report

Sold ‘ Sold

" Unsold 1.50 ~1.00

INVITED AUDIENCE ONLY (OPENING OF

DOROTHY SOMERSET STUDIO)

0 13 38

19.50 38.00

0 33 50
49.50 50.00

0 .29 54
43.50 54.00
75 142 .
0 112.50 142.00
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Comps . Total
32 57.50
4 99.50
4 97.50

40
254.50
Deposits . 254,50
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Live aCommandmg Theatre
.5In Thqs Staging of De Musset

'u
g
}

: By LLOYD DYKK
* The Dorothy Somerset Studlo
i‘was offlclally - opened

Wednesday with Adnenne ‘Win-
Itermans’ productxon of Alfred
~de Musset's No: Trifling - with
"Love her masters thesis pro-
«qect and no less than masterly
in conception and; direction. .

‘! Part of the challenge was, that
»de Musset did net write his
plays with the intentxon ‘of hav.
wmg them staged.” ‘And- then
“Frank Canino’s translation from
*the French and adaptation . for
“theatre unavoidably sacrifices
~much of the text’s.rhetoric to
mthe immediacy of'the stage situ-
”atlon

. Q» Even the title, translated from

On-ne Badine pas avec 'Amour
0 No Trifling with Love hasall
‘the rhetoric of a subway sign.
*‘Miss Wintermans though must
,,be credited for fashioning a live,
*commandmg plece of theatre,
clearly and probingly conceiv-
~ed and economically handled.
The play belongs. to a genre

‘proverh

known — the comic or dramatic
in which the writer
theatrically illustrates the con-
tent of a proverb.

De Musset deals with
Romantic thought modes with a
stylistic intermingling including
the use of Grecian choruses and
the comic of the commedia
delle’ arte,

These elements are present in
No Trifling in which a pompous,
officious baron busily plots the
marriage of his son Perdican
and his niece, Camille, who for
the past 10 years have been at
school.

Their first meeting is a cold

one. Love is a threat to Camille
who has heard the hard-luck
stories of the recluses from life
who inhabit her convent and
call their lives betrothals to
God. .
But she is 'too human to
accept Perdican’s pretended
indifference and devised a
number of plots that sustain
Perdican’s interest while leav-
ing her pride inviolate.

To save face, Perdican feigns

— e ——— —...‘A ——T

JJor which de Musset is wcl]

The Vancouver Sun

November 21, 1968. i

|between
| sounding like a. Merd of drugged

love for Rosette, a village girl.|

When the games are over and
Camille and Perdican have
expressed their love, Rosette,
who represents the sacrilege of
love that has been f{rifled with,
dies of a broken heart and pre-
sents an impasse to the lovers.
In her thesis Miss Wintermans
was aware of the Romantic
sympathies for the purity of the

peasant spirit' as opposed to thef|
sham of the institution, repre-|}

sented by the two petty clerics,
the self-righteous governess and
the ineffectual gentry.

This was obvious from the
white eye-masks that only the
fatuous elders wore and the 19th
century social cartoon stances
and attitudes into which they
froze.

It was also obvious from
Michelle Bjornson’s set consist-
ing of ornately fluted backdrops
with images of pastoral life pro-
jected onto them.

Jim Colby’s music, wedding
period style and peasant
undertones, carried the idea one
step further.

The cast for the most part

‘|were inextricably a part of a

solid production: Susan Cadman
(Camille), Lionel Doucette

| (Jerdican), Jim Colby (a very

good baron), Gary Rupert (Fr.

fBlazms) Ellis Pryce-Jones (Fr.
Bridaine), Geli Lukin Johnston
{(Dame Pulche)

and Brenda
Sheerin (a minimally tedious
ingenue).

On the negative side, though,

1the - stage hands will have to

find 2 way to move the props
scenes, without

elephants, and the lighting will
have to be more precisely cued.

No Trifling With Love runs to|!

!

Nov. 23, begmnmg at 8:30.
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By KEITH FRASER

. With really a paucity of English
drama in the nineteenth century, as
seen especially in the untheatrical
kind written by the eminent Roman-
tics like Byron and Shelley, it was de-
lightful to discover at the Dorothy
Somerset Studioc on Wednesday night
(its official opening, evidence that
French drama from approximately the
same period couldn’t be blanketed
with quite a similar generalization.

Alfred de Musset’s No Trifling With
Love, which received a commendable
production by cast and director alike,
left me with no doubt that the French
reaction against its strict classical in.
heritance in theatre was worthwhile
so far as it went, and meaningful in-
sofar as the adaption by Frank Canino
was a good approximation of de Mus-
set’s original conception.

Considered one of the four great

French Romantics, de Musset ‘gave us.

a play equipped with a narrator and
a chorus comprised of.village lads and
lasses who comment on the action in
a manner that is freer than their
Greek predecessors both in language
and in movement — the latter thanks
largely to the choreography of Rich.
ard Blackhurst. in the local produc-
tion. e

This tragical comedy, unlike many
plays under thesis production, was not
plagued by untrained voices that grit
like sandpaper across the script. The
players here were. cast with care by
the director, Miss Adrienne Winter-
mans, and costumed with help from
Miss Josephine Patrick, both duties
accomplished through eyes of an im-
mediate audience rapport. '

This immediacy was achieved by the

The Ubyééey

November 21, 1968,

assistance of the chorus which en-
gaged initial attention with a frolic
and dance that are characteristic of
English drama — especially that of the
Restoration — primarily at the produc-
tion’s conclusion when the cow is safe-
ly in the stall. :

Since No Trifling With Love ends in
a suicide, any similar embellishment
its conclusion would have been ob-
viously inappropriate. Instead, the
death of the simple Rosette (Brenda
Sheebin), occasioned by the aristo-
cratic Perdican’s '(Lionel Doucette) in-
souciant disregard for her feelings
after he has pledged love, becomes
more pathetic if one considers the pur-
poseful juxtaposition of the play’s pre-
lude and resolution.

No less appropriate was the opposi-
tion of the natural scenes outdoors
where Perdican reminisced in true Ro-

mantic fashion about his younger days’

spent in nature, and the artificial
drawing room inside which the likes
of the foppish Baron (Jim Colby)
schemed for Perdican’s marriage to
Camille (Susan Cadman).

Camille’s refusal-acceptance-refusal
of her cousin in marriage, and her
ultimate decision to withdraw to a
protective convent in face of Rosette’s
suicide for which she shares responsi-
bility, were paralleled for the most
part in this production by music com-
posed and arranged by Mr. Colby.
This music added an intelligent lyri-
cism to the play and, together with
smooth scene transitions, was respons-
ible for a crisply-paced production.

Outstanding pérformances, whilg
not easy to highlight in this fine cast,

would have to go-finally to Miss Cad-

T e e e s i o A e T e
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man and to Ellis Pryce-Jones who cap-
tured, as he generally does, particular
enthusiasm from the audience for his

marvellous portrait of the obese Fa.

ther Bridaine — one of two priests
responsible for the comic subplot.

Miss Cadman can only remain a
talent to watch for ' in the future; in-
stead of rendering another nancy-
pants heroine, often the ecase with
young actresses, she explored the nu-
ances of her role with tenderness and
perception.

It is never simple to determine the
director’s share in :the success of a
role, but from what I've seen previous-
ly of Miss Winterman’s work (Orion,
a one-act play she directed last term)
it’s a good bet she aided Miss Cadman,
at least, in her stage movement, and,
at most, in the modulation of this
actress’s fine voice. Mr. Pryce-Jones,
on the other hand, was likely most

responsible for his own role’s success:

his timing and reactions, always pro-
fessional, appeared intuitive.

My reservations, brief indeed, might

be summed up as follows: the produc- -

tion could have done with a slightly
less effeminate voice by Mr. Colby,
who appeared occasionally to play
only for laughs, and whose asides were
not always so. And too, the play itself
is perhaps marred by Perdican’s gift
to Rosette, a dagger, which seemed
gratuitous at best and an obvious indi-
cation of the suicide to follow.

But it was to the credit of a sound
production -that. melodrama was never
permitted to intrude here. This play,
to recapitulate, was very well done
and is quite worth your patronage. It
runs until Saturday evening.



Production Photographs

1. "Here is the sweetest village in the plain"
(Prologue)

2. "Drink up, Father, ah, take your time." (I,1)

189



190

3. "Just in time for the harvest wine is new" (I,1l)

4, "...Father Bridaine, the pastor of our Parish" (I,2)
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"Don't you want to see your favourite meadow again?" (I,3)

6. "Now lock at this. . . this ring"™ (II, 3)
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7. "She's left the house,
She's gone to the fields. . ." (II, 8)

8. "What fools we've been, utterly mad fools" (II, 9)
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