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I. Introduction
My involvement with Marymount Manhattan College’s production of the musical
Triumph of Love began at the end of December 2012, approximately one month before the show
began rehearsals. The director, Prof. Kevin Connell, asked me to consider being his production
dramaturg at the recommendation of other members of the theatre department faculty. The show
ran March 6th through the 10th of 2013 as one of MMC's four annual “Theatre Production
Workshops” (TPWs), the school's mainstage shows. The actors and production team were
enrolled in the TPW as a for-credit course. The production was faculty-directed, and designed
by both faculty and students. As the student dramaturg, I was enrolled in a three-credit
independent study.
My research for the show began in the month of January, and I attended rehearsals
starting later that month. During the rehearsal period, I worked closely with the director and
with my mentor, Prof. Jill Stevenson. Preliminary meetings with the director at the beginning of
the rehearsal process helped me understand his perspective on the adaptation of the script as well
as his goals for the production. I attended rehearsals, mostly early in the process and then again
closer to opening night, created several resources that I made available to the cast during the
rehearsal process including an in-depth glossary for the script (see section V.ii.), and assembled a
lobby display (see section VII.).
My study of the musical was informed by the original Marivaux text, which the director
had the cast read and rehearse with at the beginning of the process. Although I began my
research by examining the history of commedia dell'arte, Pierre de Marivaux, and the French
Enlightenment, I quickly realized that the bulk of the work necessary to truly assist the
production would require analyzing the adaptation of the script itself as a piece of American
musical theatre written for a 20th/21st-century audience. Working on the glossary after having
read the original Marivaux script helped me recognize the method behind the often anachronistic
adaptation. The perspective that I gained during this process informed how I saw the larger plot
and character changes between the original and the adaptation. Researching both the source
material and the anachronisms within the musical’s script gave me a structural perspective on the
dramaturgy of the show. That perspective ultimately informed much of the feedback that I gave
during and after rehearsals.
Several of the materials that I provided to the director and to the cast were highly visual.
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The glossary had many images, and I provided additional photo research as well. This image
research supplemented the visual research that the director and design team had already
conducted and helped shape the aesthetic of the show.
My responsibilities as dramaturg also included certain audience outreach projects. I
wrote a dramaturgical note for the program and designed a lobby display. The display
introduced spectators to the historical background of the show as well as to the work of the
designers.
This casebook presents an overview of my research as well as materials that I generated
for the production. I have also included two sources that I distributed to the cast (see
Appendices).
Kelsey Shapira
Production Dramaturg, Triumph of Love
Marymount Manhattan College
Kels.e.shapira@gmail.com
(425)417-3676
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II. Program Note
The fate of this play has been bizarre. I thought it capable of being either a total failure or a
great success; a total failure because its subject was so singular and consequently ran the risk of being
poorly received; a great success because I saw that, if grasped, the subject could provide a great deal of
pleasure. Yet I was wrong; neither thing happened.
–Preface to Le Triomphe de l’amour
So wrote the playwright, novelist, and essayist Pierre Carlet de Marivaux (1668-1763) regarding
initial reactions to his 1732 play. The present-day popularity of Le Triomphe de l’amour (The Triumph of
Love) may seem odd given that it was poorly received by many critics in Marivaux’s time. Perhaps
equally surprising is the revived interest in Marivaux himself, especially in France, given that the
playwright’s enemies, among them Voltaire, ensured that he died in obscurity. Guillaume Ansart claims
that “This rediscovery of Le Triomphe de l’amour is probably due in part to the contemporary interest in
the motif of cross-dressing and in questions related to gender identity in general.” And yet, as Ansart
notes, it is these very features, especially “the complex plot relying on cross-dressing by the heroine
Léonide,” that make Triomphe markedly different from Marivaux’s more famous “comédies d’amour.”
Marivaux belonged to the social and intellectual salon scene of the Eighteenth century, and while
Enlightenment ideas permeated his work, his plays were still primarily written to please the upper and
rising middle classes. He wrote French-language plays for the Théâtre Italien, France’s own commedia
dell’arte company. These plays relied on stock commedia characters while simultaneously breaking new
ground in comedic form by shifting the plot’s focus to the psychology of the lovers. Marivaux’s emphasis
on the intricacies of the human heart is likely part of what made Le Triomphe de l’amour an intriguing
basis for a musical adaptation.
Many of Marivaux’s comedies are now celebrated while the tragedies of his more successful
contemporaries, like Voltaire, have fallen into obscurity. This may be because, unlike Eighteenth century
classicists who, as Oscar A. Haac explains, “could not accept the study of serious motives for comic
effect, the application of what seemed to be philosophical techniques to perfectly common emotions,” we
are not troubled by these aspects of comedy; instead, we are free to enjoy Marivaux’s philosophy of love.
Marivaux concluded his preface to Triomphe with a simple entreaty: “All I ask is that one read it with
attention, and without regard for what was originally thought about it, so as to be able to judge it fairly.”
Given the resurgence of popularity that Marivaux’s plays have experienced, it seems that scholars, theatre
artists, and, of course, audiences are doing just that.
- Kelsey Shapira, Dramaturg
For Further Reading
Ansart, Guillaume. “Le Triomphe de l’amour”: Cross-Dressing and Self-Discovery in Marivaux.”
Modern Language Notes 117.4 (2002): 908-918.
Gossman, Lionel. “Literature and Society in the Early Enlightenment: The Case of Marivaux.” Modern
Language Notes 82.3 (1967): 306-33.
Greene, E. J. H. Marivaux. Toronto: University of Toronto Press, 1965.
Haac, Oscar A. Marivaux. New York: Twayne Publishers, 1973.
Marivaux. “Avertissement de L’Auteur: Le Triomphe de l’amour.” Marivaux: Théatre Complet, ed.
Fréderic Deloffre and Françoise Rubellin, 986-7. Paris: Classiques Garnier Multimédia, 1996.
English Translation provided by James Magruder.
McKee, Kenneth N. The Theater of Marivaux. New York: New York University Press, 1958.
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III. Commedia dell’Arte
Commedia dell’arte is a comedic theatrical form that originated c. 1550 in Italy. Troupes
of commedia actors portrayed stock characters in masks. They improvised dialogue from pre-set
scenarios using comedic routines called lazzi. In the 17 th century, commedia became very
popular in France. After various attempts to adapt their Italian tradition to French audiences, the
Théâtre Italien eventually began producing French language plays written for them by
playwrights like Marivaux. My research on the history of commedia for this production focused
on the history of the Théâtre Italien in France. The ways in which the form of commedia
changed in France related directly to understanding the Marivaux play.
The image to the left, which I found
in The Italian Comedy by Pierre-Louis
Duchartre displays the physicality for
which many commedia performers were
known. The emphasis on physical
comedy enabled the Italians to perform
successfully in their native language
while in France even though their
audiences could not understand their
improvised dialogue. In the 18th
century, the Italians gradually began to
transition from improvised Italian
dialogue to scripted French plays.
Because Marivaux wrote for a commedia dell’arte troupe, his plays utilize the stock
characters of commedia. Among the plays that Marivaux wrote for the Italians are La Surprise
de l'amour (The Surprise of Love) (1722), Le Jeu de l'amour et du hasard (The Game of Love
and Chance) (1730), and of course Le Triomphe de l’amour (The Triumph of Love) (1732).

7

An image of
Harlequin
found in The
Italian
Comedy by
Pierre-Louis
Duchartre

Though all of the characters in Le Triomphe de l’Amour are variants on commedia types,
Harlequin is the only character in the play who retains his commedia name, and the authors of
the musical use him as the primary representative of the show’s commedia origins. For this
reason, I focused my study of the commedia stock characters on Harlequin, and provided the
director and the actor playing the role with a section on the character taken from The Italian
Comedy by Pierre-Louis Duchartre (see Appendix 1).
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IV. Marivaux and Le Triomphe de l’amour
Pierre Carlet de Marivaux (1688-1763) was not only a French playwright, but also an
essayist and novelist (his most famous novel, though incomplete, is La Vie de Marianne). He
was a prolific playwright, and was elected to the Académie Française over his intellectual rival
Voltaire. The actors in our production completed preliminary research on the life of Marivaux
before our first rehearsal. In my work on the production, however, the study of his plays
themselves, specifically Le Triomphe de l'amour, came to the forefront over the life and
philosophy of the playwright, since neither the adaptation of the script nor the director's vision
ultimately depended upon an in-depth understanding of 18th-century thought.
Marivaux's play is a 1732 prose comedy in three acts. When it was first performed,
French critics rejected it largely due to the impropriety of the leading lady—a princess who
dresses as a man and woos three different individuals over the course of the play. Marivaux's
innovations within the form of commedia dell'arte are significant when it comes to his
representations of stock characters. His young lovers are more complex central characters than
was typical in commedia, and figure more prominently in his plays, which examine the nature of
love. In addition, the use of a cross-dressing heroine is a theatrical trope that has invited
comparison with Shakespeare's comedies; our director was particularly interested in parallels
between Triomphe and Twelfth Night. For these reasons, the article “'Le Triomphe de l'amour':
Cross-Dressing and Self-Discovery in Marivaux” by Guillaume Ansart (see Appendix 2) was
crucial to my research. Ansart's article examines many elements of the play that are actually
different in the musical adaptation. These thoughts, however helped me to understand why
certain changes may have been made when adapting the play to the vastly different genre of
contemporary American musical theatre.
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IV.i. Marivaux’s Preface to the Play
Several of my sources quoted the preface to Marivaux’s play. However, I am not fluent
in French, and could not find an English language translation. My mentor established contact
with James Magruder, who not only translated a version of the play, but also wrote the book for
the musical. He graciously offered to translate the preface. The original French and Magruder's
translation appear below:
Avertissement de L’Auteur
Le sort de cette pièce-ci a été bizarre. Je la sentais susceptible d’une chute totale ou d’un
grand succès ; d’une chute totale, parce que la sujet en était singulier, et par conséquent courait
risque d’être très mal reçu ; d’un gran succès, parce que je voyais que, se le sujet était saisi, il
pouvait faire beaucoup de plaisir. Je me suis trompé pourtant ; et rien de tout cela n’est arrivé.
La piéce n’a eu, à proprement parler, ne chute ni succès ; tout se réduit simplement à dire qu’elle
n’a point plu. Je ne parle que de la première représentation ; car, aprés cela, elle a eu encore un
autre sort : ce n’a plus été la même pièce, tant elle a fait de plaisir aux nouveaux spectateurs qui
lui était arrivé d’abord. Je n’ose rapporter les éloges qu’ils en faisaient, et je n’exagére rien : le
public est garant de ce que je dis là. Ce n’est pas le tout. Quatre jours après qu’elle a paru à
Paris, on l’a jouée à la Cour. Il ya a assurément de l’esprit et du goût dans ce pays-là ; et elle y
plut encore au-delà de ce qu’il m’est permis de dire. Pourquoi donc n’a-t-elle pas été mieux
reçue d’abord ? Porquoi l’a-t-elle été si bien après ? Dirai-je que les premiers spectacteurs s’y
connaissent mieux que les derniers ? Non, cela ne serait pas raisonnable. Je conclus seulement
que cette différence d’opinion doit engager les uns et les autres à se méfier de leur jugement.
Lorsque dans une affaire de goût, un homme d’esprit en trouve plusiers autres que ne sont pas de
son sentiment, cela doit l’inquiéter, ce me semble, ou il a moins d’esprit qu’il ne pense ; et voilà
précisément ce qui se passe à l’égard de cette pièce. Je veux croire que ceux qui l’ont trouvée si
bonne se trompent peut-étre ; et assurément c’est étre bien modeste ; d’autant plus qu’il s’en faut
beaucoup que je la trouve mauvaise ; mais je crois aussi que ceux qui la désapprouvent peuvent
avoir tort. Et je demande qu’on la lise avec attention, et sans égard à ce que l’on en a pensé
d’abord, afin qu’on la juge équitablement.
FOREWARD
The fate of this play has been bizarre. I thought it capable of being either a total failure or a
great success; a total failure because its subject was so singular and consequently ran the risk of
being poorly received; a great success because I saw that, if grasped, the subject could provide a
great deal of pleasure. Yet I was wrong; neither thing happened. The play was, strictly speaking,
neither a failure nor a success; everything can be simply reduced to saying that it failed to
please. I’m not speaking only of the first performance; for it met another fate after that: it hardly
seemed the same play, given the amount of pleasure it afforded the new spectators who came to
see it. Though I don’t dare report the praise that they gave it, I exaggerate nothing: the public
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can vouch for what I’m saying. That’s not all. Four days after it premiered in Paris, it was
played before the Court. There is undoubtedly more wit and taste in that venue; and the play
pleased beyond what I am permitted to say. Why then wasn’t it better received initially? Why did
it do so well afterwards? Ought I say that the first audience understood it better than the last?
No, that wouldn’t be reasonable. I can only conclude that this difference of opinion should lead
one and all to be careful with their judgments. In a matter of taste, a man of wit can find others
like him who do not share his opinion, which might lead him to worry, it seems to me, that he has
less wit than he thought; and that is precisely what happened as regards this play. I’d prefer to
think that those who found it good are perhaps fooling themselves; and that’s being modest; all
the more because I find it very far from being poor; but I believe as well that those who
disapprove of it mights also be wrong. All I ask is that one read it with attention, and without
regard for what was originally thought about it, so as to be able to judge it fairly.

IV.ii. Musical Adaptation of the Play
From our early meetings onwards, the director was interested in my opinions on the
differences between the play and the musical. Although it expounds on the nature of love and
makes a strong case for its value, the Marivaux text is not viscerally emotional in the manner of
musical theatre. The musical adaptation includes songs, but also changes the tone of the text
significantly to accommodate a contemporary style of broad comedy. In addition to the overall
shift in tone, the adaptation makes some major changes to plot elements, revises the backstories
of several characters, and adds quite a bit of material that has little basis in the text. I was able to
use these early discussions of the adaptation to understand the director's vision for the show,
which, in turn, helped me to give him useful feedback later in the process.
In the Marivaux text, for example, our heroine Princess Léonide knows from the
beginning of the play that her love interest Agis is the rightful heir to her throne. She has a plan
for bringing about her happy ending, at the expense of Agis's guardians who have plotted against
her, and she pulls it off. In the musical, Léonide does not know of the plot against her crown and
life. For the inhabitants of Hermocrates's garden, however, the stakes are raised by the fact that
today is supposed to be the day that Agis completes his coup d'état. The shifts in plot and tone
increase the amount of action and emotional turmoil that take place over the course of the show
and allow it to grow in to a full-scale musical. Nevertheless, these changes create questions
about the characters and their stories that the director and the actors struggled with, and the
director sought my opinions on what would help tell the story of the musical.
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V. Resources for the Cast
Throughout the rehearsal process for the show I maintained a folder on Dropbox with
resources for the cast, which I updated regularly as my work progressed. The director and stage
manager were already using Dropbox to distribute schedules and other materials, so we decided
to use it for dramaturgical materials as well. What follows are the primary materials that I saved
to Dropbox: a five-page introductory packet (also distributed in hardcopy at the first rehearsal),
glossaries for Acts One and Two, a document with information on character name origins, and
additional photo research requested by the director. The cast could also access the two articles in
my Appendices through Dropbox.

V.i. The First Day Handout
Before the first day of rehearsal, the director requested that I bring in historical
information for the cast when they first met to do a table read of the Marivaux play. He asked
that I cover three topics specifically: commedia dell’arte, the Enlightenment, and Marivaux. The
five-page, three-part packet that follows is what I distributed to the cast.
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Triumph of Love, MMC 2013
Kelsey Shapira (Dramaturg)
The Enlightenment
A few philosophers who provided the pillars of the Enlightenment- Descartes, Newton, Locke
•

Descartes (French, 1596-1650)- reason is the sole guide to truth.

•

Newton (English, 1642-1726)- the universe is mechanistic, predictable, and
constant

•

Locke (English 1632-1704)- no original sin
➢ Blank slate- acquire everything through the senses

•

Rousseu (French, 1712-1788)- a just society is governed by the general will.

Ethos of the Age
•

Structure

•

Order

•

Rationality

•

Optimism

A Reading in the Salon of Mme Geoffrin, 1755
Lots of philosophical gatherings (salons)
•

Both upper and middle class (rising middle class has leisure time)

•

Writing in vernacular language

•

Popularization of knowledge (though not for the lower classes)

Questioning
•

Church
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•

Structure of Society

New approach to science
•

Modify theory to fit data

•

God as a watchmaker
➢ Made then stepped away from clock
➢ Universe is understandable, explainable, predictable

•

Sense of self-confidence

•

Human society- natural laws?

•

Church and political authority challenged

A Relevant Quote:
“The name that the Philosophes took for themselves does not mean philosophers
in the ordinary sense. They avoided and disliked metaphysics and all abstract
systems of thought. ‘The Philosophe,’ said one writer, ‘does not count himself an
exile in the world, he would fain find pleasure with others. He is a worthy man
who wishes to please and to make himself useful. The ordinary philosophers,
who meditate too much, are as surly and arrogant to all the world as great people
are to those whom they do not think their equals; they flee men and men avoid
them. But our Philosophe, who knows how to divide himself between retreat and
the commerce of men is full of humanity.’”
(Artz, Fredrick B. The Enlightenment in France. Kent State University
Press, 1968.)
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Commedia dell’arte in France

Départ des comédiens italiens en 1697,
engraving by L. Jacob of the painting by Watteau
Origins of commedia- c. 1550 in Italy
•

Troupes of actors portrayed stock characters

•

Use of masks

•

Improvised from set scenarios

•

Lazzi- comedic routines

Timeline of French Commedia (Source: Nicoll, Allardyce, The World of Harlequin)
•

Early 17th century- Commedia troupes travel to Paris to perform
➢ Huge success leads to demand for local commedia troupe

•

Comédie Italienne shares the Petit Bourbon (theatre) with Molière

•

Comédie Italienne shares the Palais Royal

•

1680- Italian troupe secures its own theatre in Paris, the Théâtre Italien
➢ Language barrier became an issue- performed in Italian
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➢ Audiences couldn’t understand the comedy of the improvised dialogue
➢ Gradually adapt to French audiences

•



Turned to scenic spectacle



Emphasis shifts from troupe cohesiveness to star performers



Some actors abandon the mask



Increased amounts of song, dance, acrobatics



Eventual interspersing of French text and written scenes



Increased social commentary

1697- Théâtre Italien shut down
➢ Demand for commedia re-directed to performances at fairs

•

1716- Théâtre Italien re-established with a new troupe
➢ French playwrights (like Marivaux) begin to write for the Théâtre Italien
➢ Improvisation diminished

•

1762- Théâtre Italien merges with the Opéra Comique

Note: It is significant to recognize how, in Marivaux’s time, the Italian and French traditions had
become integrated at the Théâtre Italien.
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Pierre Carlet de Chamblain de Marivaux (1688-1763)

•

Playwright (For both the Comédie-Française and the Théâtre Italien)

•

Novelist

•

Essayist

Some Themes in Marivaux’s (Source: Haac, Oscar A. Marivaux)
•

Reason and Unreason

•

Love and Sensibility

•

Sensuality

•

Honnêteté, the Ethics of the Gentleman

•

Society and Status

Note: Some themes are present in Marivaux’s novels, but not as well-explored in the plays.
Marivaudage- a somewhat elusive term describing Marivaux’s use of language, it was coined by
his enemies and was intended to be disparaging.
Marivaux enjoyed some successes in his lifetime, but had descended into obscurity by the time
of his death.
•

Recent renewal of interest in the second half of the 20 th century
17

V.i. Glossaries and Name Origins
Following the period of preliminary research on commedia, Marivaux, and the 18 th
century, it was necessary to shift my focus to the text of the musical, since the director had begun
to stage the show. He asked me to compile a glossary for each Act, and requested that the
glossaries include plenty of images for visual appeal.
I decided that instead of including the names of the characters as entries in the glossary, I
would create a separate sheet of character name origins. This allowed me to compare the names
of people who appear or are referenced in Magruder’s text and in Marivaux’s. These two
documents appear below.
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Triumph of Love Act 1 Glossary
MMC TPW, Spring 2013
Kelsey Shapira, Dramaturg
1

Sparta

Map of
Classical
Greece- Note
the location of
Sparta.
Source:
http://www.usu
.edu/markdame
n/ClasDram/im
ages/05/mapAt
hens&Sparta.jp
g

Sparta was a major city-state of ancient Greece.
“Reputedly founded in the 9th century BC with a rigid oligarchic constitution, the
state of Sparta for centuries retained as lifetime corulers tow kings who arbitrated
in time of war. In time of peace, power was concentrated in a Senate of 30
members. Between the 8th and 5th century BC, Sparta subdued Messenia, reducing
the inhabitants to serflike status. From the 5 th century the ruling class of Sparta
devoted itself to war and diplomacy, deliberately neglecting the arts, philosophy,
and literature, and forged the most powerful army standing in Greece.”
Source: The New Encyclopædia Britannica, Micropædia Ready Reference, 15 th
Edition
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3

Plato
(Dimas)

“(b. 428/427 BC, Athens, or Aegina, Greece’—d. 348/347, Athens), ancient Greek
philosopher, the second of the great trio of ancient Greeks—Socrates, Plato, and
Aristotle. He developed a wide-ranging system of philosophy that was strongly
ethical, resting on a foundation of eternal Ideas or Forms that represented
universals or absolutes.”
Source: The New Encyclopædia Britannica, Micropædia Ready Reference, 15 th
Edition
Image:
http://en.wikipedia.org/wi
ki/File:Plato_Silanion_Mu
sei_Capitolini_MC1377.jp
g

My first thought on this reference was that Plato didn’t like theatre.
Note that this is plural, as it was in the Marivaux play. This places us in
polytheistic Greece as opposed to Christian France.

3

Gods

4

Socrates
“(b. c. 470 BC, Athens—d. 399, Athens), ancient Athenian philosopher who
(Hermocrates) directed philosophical thought toward analyses of the character and conduct of
human life and who is remembered for his admonition to ‘know thyself.’”
Source: The New Encyclopædia Britannica, Micropædia Ready Reference, 15 th
Edition
Image:
http://en.wikipedia.org/
wiki/File:Socrates_Louv
re.jpg

6

Princess

The “know thyself” idea is an interesting one for Hermocrates. Also, his name
rhymes with yours (in this version). 
Léonide is the reigning monarch, so why is she not the queen?
• The American Heritage College Dictionary’s second definition for
“princess” is “2a. a woman who is ruler of a principality. B. A woman
hereditary ruler; a queen.” Since Sparta never had any female rulers that I
am aware of, Marivaux likely had creative freedom to pick the title for his.
• The title of “Princess” as opposed to “Queen” may have been considered
more suiting for the young lover of a comedy.
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6

Hiking
halfway
across Greece
(Corine)

7

Adonis
(Léonide)

The Marivaux play specifies a “fifteen-minute walk.” Sparta is one city-state of
Greece. It’s not that big. It seems to me that Corine is exaggerating.

Venus and Adonis
Titian (Tiziano Vecellio)
(Italian, Pieve di Cadore ca.
1485/90?–1576 Venice)
On display at the
Metropolitan Museum of Art.
http://www.metmuseum.org/C
ollections/search-thecollections/110002279?
rpp=20&pg=1&ao=on&ft=ad
onis&pos=1

“In Greek mythology, a youth of
remarkable beauty, the favourite of
Aphrodite. Traditionally, he was the son of the Syrian king Theias by his daughter
Smyrna (Myrrah). Charmed by his beauty, Aphrodite put the infant Adonis in a
box and handed him over to the care of Persephone, queen of the underworld, who
afterward refused to give him up. An appeal was made to Zeus, the king of the
gods, who decided that Adonis should spend a third of the year with Persephone
and a third with Aphrodite, the remaining third being at his own disposal.
Numerous variants of the legend exist.”
Source: The New Encyclopædia Britannica, Micropædia Ready Reference, 15 th
Edition
The main point is that he was so attractive that Aphrodite herself loved him.
Léonide thinks Agis is this physically attractive.

8

A Note

The presence of Greek mythological references in “Anything” is a departure from
the Marivaux play, which only referenced classical historical Greek figures in the
names of the characters. Greek mythology supposedly took place in the Bronze
Age, after which civilization collapsed, and the better-recorded Ancient Greece
(Archaic, Classical, and Hellenistic) developed.

The Pyramids
(Léonide)

With this reference, we may have left the realm of either distinct setting in favor of
a more fantastical vista.
The pyramids to which Léonide is referring are almost undoubtedly the famous
ones in Egypt, but pyramid structures have also been built in Greece (very
obscure), as well as Asia, Cyprus, Italy, India, Thailand, Mexico, South America,
and some Pacific Islands.
Source: The New Encyclopædia Britannica, Micropædia Ready Reference, 15 th
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8

“Launch a
Thousand
Ships”
(Léonide)

This is a reference to Helen of Troy, the mythical “face that launched a thousand
ships” (the Trojan War), who is discussed in greater detail later in the act.
Helen, of course, was not actually from Troy despite her common title. She was
the queen of (guess where) Sparta! Her husband, Menelaus, was the king.
Léonide may literally mean she would send a thousand big boats out onto the sea,
but she could mean that she would start another epic war, as the legendary Spartan
royal had done under the influence of Aphrodite.

8

Olympus
(Léonide)

Photo of actual Olympus:
http://www.britannica.com/EBc
hecked/topic/428145/MountOlympus

Olympians:
http://www.mythweb.com/gods/in
dex.html

Mount Olympus is the tallest peak in Greece at 9,570 feet. It was also said to be
the home of the gods.
Léonide suggests that she might “bring down Olympus.” Not only would this be a
physically daunting task, but it would also be a direct challenge to the authority of
the gods. Léonide would lose the battle that would inevitably ensue, I assure you.
9

“woo my
love”
(Léonide)

This may be entirely obvious, but it struck me that Léonide uses gender role
reversal in her language (generally a man woos a woman) in a conversation where
she is explaining why she is dressing as a man.
Léonide is the active woo-er of three individuals while dressed in masculine attire.
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9

Minotaur
(Léonide)

Terracotta neck-amphora (jar)
Attributed to the Edinburgh Painter
Image depicted is that of Theseus, the
Minotaur, and Ariadne.
On display at the Metropolitan Museum of
Art
Photo:
http://www.metmuseum.org/collections/searc
h-the-collections/130011600?
rpp=20&pg=1&ft=minotaur&img=1

“in Greek mythology, a fabulous monster of Crete, half man and half bull. It was
the offspring of Pasiphe, the wife of Minos (q.v.), and a snow-white bull sent to
Minos by the god Poseidon for sacrifice. Minos, instead of sacrificing it, kept it
alive; Poseidon as a punishment made Pasiphae fall in love with it. Her child by
the bull was shut up in the Labyrinth created for Minos by Daedalus.
A son of Minos, Androgeos, was later killed by the Athenians; to avenge his
death, Minos demanded that seven Athenian youths and seven maidens should be
sent every ninth year (or, according to another version, every year) to be devoured
by the Minotaur. When the third sacrifice came, the Athenian hero Theseus
volunteered to go, and, with the help of Ariadne, daughter of Minos and Pasiphae,
he killed the monster.”
Source: The New Encyclopædia Britannica, Micropædia Ready Reference, 15 th
Edition
9

Golden
Fleece
(Léonide)

Phrixus & the Golden Ram,
Athenian red-figure pelike
C5th B.C., National Museum,
Athens
Source:
http://www.theoi.com/Ther/Kri
osKhrysomallos.html (great
website for mythology)

Hellespont
(Léonide)

“GOLDEN FLEECE, in Greek mythology, the fleece of the winged ram
Chrysomallus. The ram was sent by the god Hermes to rescue Phrixus and Helle,
the two children of the Greek king Athamas and his wife, Nephele. Athamas had
grown indifferent to his wife and had taken Ino, the daughter of King Cadmus, for
his second wife. Ino hated her stepchildren, especially Phrixus, because she wanted
her own son to succeed to the throne. Realizing that her children were in grave
danger because of the jealousy of their stepmother, Nephele prayed to the gods for
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help. Hermes sent her Chrysomallus, the winged ram, whose fleece was made of
gold. The ram snatched the children up and bore them away on his back. Soaring
into the air, he flew eastward, but as he was crossing the strait that divides Europe
and Asia, Helle slipped from his back and fell into the water. The strait where she
was drowned was named for her: the Sea of Helle, or the Hellespont. The ram
safely landed Phrixus in Colchis, a country on the Black Sea that was ruled by
King Aeëtes. There he was hospitably received and, in gratitude to the gods for
saving his life, sacrificed Chrysomallus at the temple of the god Zeus. Phrixus then
gave the precious Golden Fleece to Aeëtes, who placed it in a sacred grove under
the watchful eye of a dragon that never slept.
Many years later the ARGONAUTS (q.v.), led by Phrixus’s cousin the Greek hero
Jason, recovered the Golden Fleece with the help of the daughter of King Aeëtes,
the sorceress Medea, who out of love for Jason put the dragon to sleep.”
Source: Funk & Wagnalls New World Encyclopedia (online)
Map of the region with
Dardanelles labeled
Source:
http://kids.britannica.co
m/comptons/art54765/Dardanelles

“Dardanelles, formerly HELLESPONT, ... narrow strait in northwestern Turkey,
38 mi (61 km) long, linking the Aegean Sea with the Sea of Marmara. It is ¾ to 4
mi wide ... . There is a rapid surface current from the Sea of Marmara to the
Aegean sea and a compensatory undercurrent returning more saline water. ... The
Hellespont is the scene of the Greek legend of the two lovers Hero and Leander.”
Source: The New Encyclopædia Britannica, Micropædia Ready Reference, 15 th
Edition
Hero and Leander
Leander was “a youth of Abydos in Egypt. He was in love with Hero, a young
priestess of Aphrodite at Sestos. To be with her, he swam each night across the
Hellespont, guided by a lamp which Hero had lighted earlier in the evening. During
one stormy night, the wind extinguished the lamp and Leander, lost and overcome
with fatigue, drowned. Unable to cope with her loss Hero flung herself into the
sea.”
Source: Micha F. Lindemans, Encyclopedia Mythica (online)
http://www.pantheon.org/articles/h/hero_and_leander.html
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Leander swimming the
Hellespont with winged
cupid
http://en.wikipedia.org/
wiki/File:LeanderPicart.
jpg

A Note

^ That double entry ended up being a whopper! I don’t know whether the
relationship between these two consecutive references is intended to be significant
or not, but I don’t think many audience members will draw the connection.
Stealing the Golden Fleece is a mythical task (Jason did it) in the same vein as
killing the Minotaur (Theseus did it). The Hellespont seems to be a reference to
the Hero and Leander story, suggesting a return to love themes in mythology like
Adonis, Aphrodite, and a thousand ships. Perhaps the story of Helle and the golden
ram is a connective thought for Léonide between one and the other, but then again,
perhaps not.

9

Aphrodite
(Léonide)

Greek goddess of love and beauty. In relation to other references, she told Paris he
could have Helen. A thousand ships were launched. She loved Adonis. Hero was
a priestess of hers.
Léonide starts this song by comparing Agis to Adonis, and ends it swearing by
Aphrodite she would “do anything for his love.”
(see image under “Adonis”)

11 Gabardine

According to the American Heritage College Dictionary, gabardine is “a sturdy,
tightly woven fabric of cotton, wool, or rayon twill.”
According to the Online Etymology Dictionary, this usage came into existence in
1904. Previously, the word “gabardine” was a variant of “gaberdine,” which refers
to a garment.
Source: http://www.etymonline.com/index.php?
term=gabardine&allowed_in_frame=0

12 Murrga

12 Oleander
(Dimas)

In this instance, Corine is referring to the fabric with which Harlequin’s pants are
made, making this a contemporary reference, not a period one.
I’m still at a loss.
??????????????????????????????????????????????????????????????????????
This was the only plant reference in this ditty that seemed obscure to me. Maybe
I’m just ignorant, and most people know what oleander is. If not, the American
Heritage College Dictionary defines oleander as “A poisonous Eurasian evergreen
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shrub (Nerium oleander) having fragrant white, rose, or purple flowers and
whorled leaves.”

Image:
http://en.wikipedia.org/
wiki/File:Nerium_olean
der_Ouarzazate_wild2.j
pg

13 Persian carpet
(Dimas)

Persian carpets are extremely valuable hand-woven works of art. Carpet-weaving
is an ancient Persian (modern-day Iranian) tradition.

Image:
http://en.wikipedia.org/wiki/File
:Antique_lilihan_persian_carpet
_433671.jpg

Nevertheless, Dimas values his grass more highly.
13 Fungus Wart

There is no such thing as a fungus wart that I can find. Dimas seems to be
throwing two undesirable things together.

20 Duchess
(Harlequin)

As far as I know, there were no Duchesses in Ancient Greece. Harlequin therefore
seems to live in the Europe of Marivaux and the Commedia Dell’Arte.

21 Casanova
(Harlequin)

“CASANOVA, Giovanni Giacomo, Chevalier de Seingalt (1725–98), Italian
adventurer, born in Venice. His parents, who were actors, intended him for the
priesthood, but when he was 16 years old, he was expelled from a seminary for
misconduct. Thereafter, Casanova was in turn a secretary, a soldier in the Venetian
army, a preacher, an alchemist, a gambler, a violinist, a lottery director, and a spy.
In addition, he was constantly involved in political and amatory intrigues. In 1755
the Venetian authorities imprisoned him for impiety and practicing magic, but he
26

made a sensational escape the following year. He traveled throughout Europe,
winning the confidence or friendship of many important people and gaining a
reputation for his wit and charm with women. He was a favorite in the court of
Louis XV, king of France, and was a lover of the Marquise de Pompadour. In 1785
Casanova retired to the castle of a friend to write his memoirs, which were
published posthumously (12 vol., abridged version 1826–38; unabridged ed. 1960).
The work recounts his adventures and love affairs and has historical value because
it gives an account of the personages and customs of the period.”
Source: Funk & Wagnalls New World Encyclopedia (online)
In addition to similarities in behavior, Harlequin and Casanova are both Italian in
origin, and they are both known for their exploits in France.
7

Egyptian Urn
(Léonide)

An urn, according the the American Heritage College Dictionary, is defined as “a
vase of varying size and shape, usu. having a footed base or pedestal.”
A search on the website of The Metropolitan Museum of Art for all Egyptian
vessels (http://metmuseum.org/collections/search-the-collections?
noqs=true&ft=*&where=Egypt&what=Vessels&rpp=20&pg=1) shows many
ointment and cosmetic jars, as well as quite a few canopic (funerary) jars, but very
few items that would be traditionally classified as an urn. The closest I could find
was this “Hes Vase” from the tomb of Thutmose IV, currently on display:
Image:
http://metmuseum.org/Collect
ions/search-thecollections/100001199?
rpp=20&pg=5&ft=*&where=
Egypt&what=Vessels&pos=9
7

Other Egyptian vessels (click on the first link to browse) are plain and austere,
perhaps like Hesione?
I should note that there was trade between Ancient Greece and Egypt, so one might
find an Egyptian vessel in Greece, and vice versa.
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28 Intrepid
Amazon
(Léonide)

“AMAZONS, in Greek mythology, a race of warlike women who excluded men
from their society. The Amazons occasionally had sexual relations with men of
neighboring states, and all male children born to them were sent to their fathers or
killed. The girls were trained as archers for war, and the custom of burning off the
right breast was practiced to facilitate bending the bow—hence the name Amazon,
derived from the Greek word for breastless. In art, however, they are depicted as
beautiful with no apparent mutilation. Ancient art, such as that on temple friezes,
vases, and sarcophagi, usually presents them in battle scenes. According to legend,
they were almost constantly at war with Greece and fought other nations as well.
According to one version, they were allied with the Trojans, and during the siege of
Troy their queen was slain by the Greek warrior Achilles. Some scholars who
attribute a historical foundation to the legends identify the country of the Amazons
with Scythia or Asia Minor on the shores of the Black Sea.”
Source: Funk & Wagnalls New World Encyclopedia (online)
An Amazon on a
Greek vase, c. 470
BC, British
Museum, London
Image:
http://en.wikipedia.o
rg/wiki/File:Amazon
_trousers_BM_Vase
B673.jpg

30 Greco-Roman
(Corine)

Perhaps Léonide is suggesting that Hesione is a strong and independent woman, or
perhaps exquisite and unattainable. She lives in a masculine garden, and seems to
lack softer femininity. Then again, it could be a reference to her height, since we
often use the term today to refer to a tall woman.
“The distinctive feature of Greco-Roman wrestling is that contestants must apply
all holds above the waist, using only the hands and arms. Tripping, tackling, and
the use of the legs to secure a hold are not permitted. Greco-Roman wrestlers come
to grips with their opponents in a standing position and attempt to throw them to
the ground, or bring them to the mat, so that the shoulders strike the mat
simultaneously. If successful, a fall is scored and the match ends. Failing to score a
fall in this fashion, the wrestlers may continue the match on the mat. In
international and Olympic (see OLYMPIC GAMES) competition, if the allotted
time—two 3-min periods with a 30-sec break between periods (in the event of a tie
there is one 3-min overtime round)—expires without a fall being scored, the mat
chairman, judge, and referee decide the victor. Greco-Roman wrestlers usually
down their opponents with an arm hold such as the flying mare, a maneuver in
which an opponent is flung across the aggressor’s shoulder onto the mat.
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Greco-Roman wrestling is especially popular in Europe. Championship matches
have been held in the U.S. since the early 1950s, but freestyle wrestling is more
popular among Americans.”
Source: Funk & Wagnalls New World Encyclopedia (online)
30 Freestyle
(Dimas)

“Freestyle wrestling, often called Olympic freestyle and based on an earlier style
known as catch-as-catch-can, allows a much greater variety of holds than GrecoRoman. Contestants may apply holds below the waist and may use their legs for all
holds. If the shoulders of a contestant are forced to the mat simultaneously,
however briefly, a fall is scored and the match ends. If no fall takes place, a winner
is chosen on a point basis. Wrestlers may be penalized for passivity in a match. If
there is a tie at the end of a match, the wrestler with more technical points will win.
Freestyle wrestling has the same time limits as Greco-Roman.”
Source: Funk & Wagnalls New World Encyclopedia (online)

30 Crete
(Corine)

See map on page 1.
Crete is an island, across a substantial body of water from Sparta. Whether or not
Corine’s mother might actually live in Crete is none of my business. 

31 Pelopponese
Map shows the
Peloponnese peninsula,
identifiable on the map of
Greece on page 1.
Image:
http://en.wikipedia.org/wi
ki/File:Ancient_peloponn
ese.svg

This seems to be a typo in the script. Peloponnese is spelled with one “p” and two
“n”s. Also Peloponnesus, Pelopónnisos in Greek.
33 Trigonometric As far as I can tell, there is nothing in math that is typically referred to as a
solids
“trigonometric solid.”
(Hermocrates)
Perhaps we are to believe that Hermocrates is studying platonic solids. Or
trigonometric functions.
The Ancient Greeks are known for their mathematical advances in geometry and
trigonometry. Hermocrates is doing something along those lines. It certainly
sounds highfalutin.
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34 Zeno’s
Paradox
Achilles and the
Tortoise,
Image:
http://rosarubicondior.bl
ogspot.com/2011/11/xen
os-religiousparadox.html

“ZENO OF ELEA (fl. 5th cent. bc), Greek mathematician and philosopher of the
Eleatic school, known for his philosophical paradoxes.
Zeno was born in Elea, in southwestern Italy. He became a favorite disciple of the
Greek philosopher Parmenides and accompanied him to Athens at the age of about
40. In Athens, Zeno taught philosophy for some years, concentrating on the Eleatic
system of metaphysics. The Athenian statesmen Pericles and Callias (fl. 5th cent.
bc) studied under him. Zeno later returned to Elea and, according to traditional
accounts, joined a conspiracy to rid his native town of the tyrant Nearchus; the
conspiracy failed and Zeno was severely tortured, but he refused to betray his
accomplices. Further circumstances of his life are not known.
Only a few fragments of Zeno’s works remain, but the writings of Plato and
Aristotle provide textual references to Zeno’s writings. Philosophically, Zeno
accepted Parmenides’ belief that the universe, or being, is a single, undifferentiated
substance, a oneness, although it may appear diversified to the senses. Zeno’s
intention was to discredit the senses, which he sought to do through a brilliant
series of arguments, or paradoxes, on time and space that have remained complex
intellectual puzzles to this day. A typical paradox asserts that a runner cannot reach
a goal because, in order to do so, he must traverse a distance; but he cannot
traverse that distance without first traversing half of it, and so on, ad infinitum.
Because an infinite number of bisections exist in a spatial distance, one cannot
travel any distance in finite time, however short the distance or great the speed.
This argument, like several others of Zeno, is intended to demonstrate the logical
impossibility of motion. In that the senses lead us to believe in the existence of
motion, the senses are illusory and therefore no obstacle to accepting the otherwise
implausible theories of Parmenides. Zeno is noted not only for his paradoxes, but
for inventing the type of philosophical argument they exemplify. Thus Aristotle
named him the inventor of dialectical reasoning.”
Source: Funk & Wagnalls New World Encyclopedia (online)
Zeno had multiple paradoxes. The paradox of Achilles and the tortoise is perhaps
the most famous (see illustration). Let me try to explain:
Suppose Achilles and the tortoise have a race. The tortoise is given a head start,
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but Achilles will still pass him with little trouble. Zeno’s paradox states that
although we know Achilles will pass the tortoise, this cannot be because every time
Achilles reaches the point where the tortoise was, the tortoise will have moved on
to a new point. The problem here is that Zeno was parsing smaller and smaller
fractions of the amount of time before Achilles caught up with the tortoise.
Another of Zeno’s famous paradoxes is the Arrow paradox, which is that an arrow
in flight is, in fact, stationary at every individual instant because an instant takes no
time, and the arrow travels no distance during a single instant.
Further reading on Zeno and his paradoxes:
http://plato.stanford.edu/entries/paradox-zeno/#Arr
33 Complex
Lepidoptera is the order of insects to which butterflies and moths belong.
tropism upon
plants and
A butterfly and a moth
lepidoptera
Image:
(Hermocrates)
http://en.wikipedia.org/wiki/
File:Danaus_plexippus_
%26_Actias_luna.jpg

“TROPISM (Gr. tropf, “a turning”), fixed, automatic, inherited movements in
response to particular stimuli. Movement toward the source of stimulation is called
positive tropism; movement away from the source, negative tropism. An organism
may exhibit a positive or negative tropism to the same stimulus at different times,
depending on the strength of the stimulation and the internal physiological
condition of the organism. Among higher animals, learned rather than stereotyped
responses become increasingly prominent.”
Source: Funk & Wagnalls New World Encyclopedia (online)
The article quoted above goes on to describe tropism in both plants and animals.
My guess is that Hesione is probably studying the movements of plants and
lepidoptera in response to light sources, since both are known for that particular
phenomenon. I’m not quite sure about “complex tropism” as opposed to normal
tropism.
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41 “Paris
abducted
Helen”
(Léonide)

The details of Helen’s abduction, especially Helen’s level of willingness, are
contested. Certainly, she was never the active agent in her fate as the cause of the
war.
“Detail of Aphrodite and
Helene from a scene depicting
her seduction by Paris.”
Source:
http://www.theoi.com/Gallery
/K10.8.html

This vase painting, for instance, suggests that Aphrodite caused Helen to allow
herself to be seduced by Paris, in which case she would have been willing, but it
still wouldn’t have been her fault.
45 Botanicals

Perhaps wordplay on “Mechanicals” from A Midsummer Night’s Dream. In any
case, it’s never spoken, so the audience never has to understand it.

46 Myopia

Nearsightedness. Hence the eyeglasses in the stage directions. Needless to say, it is
nowhere near fatal.
Alternately, “myopia” can also refer to metaphorical nearsightedness:
“a lack of foresight or discernment : a narrow view of something.”
“First Known Use: circa 1752” (20 years after Marivaux’s play)
(Merriam Webster online)

47 Ethiopia
Location of Ethiopia
Image:
http://www.worldatlas.
com/webimage/countr
ys/africa/etafrica.gif

This country seems to have been chosen because of the rhyme.
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51 Sophist
interruptus

“SOPHISTS (Gr. sophistfs, “expert, master craftsman, man of wisdom”),
originally, name applied by the ancient Greeks to learned men, such as the Seven
Wise Men of Greece; in the 5th century bc, a name applied to itinerant teachers
who provided instruction in several higher branches of learning for a fee.
Individuals sharing a broad philosophic outlook rather than a school, the Sophists
popularized the ideas of various early philosophers; but based on their
understanding of this prior philosophic thought, most of them concluded that truth
and morality were essentially matters of opinion. Thus, in their own teaching, they
tended to emphasize forms of persuasive expression, such as the art of rhetoric,
which provided pupils with skills useful for achieving success in life, particularly
public life.
The Sophists were popular for a time, especially in Athens; however, their skeptical
view on absolute truth and morality eventually provoked sharp criticism. Socrates,
Plato, and Aristotle challenged the philosophic basis of the Sophists’ teaching, and
Plato and Aristotle further condemned them for taking money. Later, they were
accused by the state of lacking morality. As a result, the word sophist acquired a
derogatory meaning, as in the modern term sophistry, which can be defined as
subtle and deceptive or false argumentation or reasoning.
The Sophists were of minor importance in the development of Western philosophic
thought. They were, however, the first to systematize education. Leading 5thcentury Sophists included Protagoras, Gorgias, Hippias of Elis, and Prodicus of
Ceos.”
Source: Funk & Wagnalls New World Encyclopedia (online)
“Interruptus” is probably meant to sound like highfalutin Latin. In fact, it is Latin.
It is a conjugated verb meaning “to break apart, break off, interrupt, break to
pieces, break up”
Source: http://www.perseus.tufts.edu/hopper/morph?
l=interruptus&la=la&can=interruptus0

52 Cowslip
cheeks
Primula veris, a cowslip
http://www.pfaf.org/user/P
lant.aspx?
LatinName=Primula+veri
s

“COWSLIP, common name for flowers of several genera, especially Primula and
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Dodecatheon, of the family Primulaceae (see PRIMROSE). The name most
commonly refers to P. veris, also called European primrose, and D. meadia, also
called American shooting star. The marsh marigold, Caltha palustris, is also
sometimes called a cowslip. The Cape cowslips are bulbous plants of the genus
Lachenalia of the family Liliaceae (see LILY). Virginia cowslip is another name for
the Virginia bluebell, Mertensia virginica (see BORAGE”
Source: Funk & Wagnalls New World Encyclopedia (online)
A Midsummer Night’s Dream Play within the play (bad poetry):
Flute. [as Thisbe] Asleep, my love?
What, dead, my dove?
O Pyramus, arise!
Speak, speak. Quite dumb?
Dead, dead? A tomb
Must cover thy sweet eyes.
These My lips,
This cherry nose,
These yellow cowslip cheeks,
Are gone, are gone:
Lovers, make moan:
His eyes were green as leeks.
O Sisters Three,
Come, come to me,
With hands as pale as milk;
Lay them in gore,
Since you have shore
With shears his thread of silk.
Tongue, not a word:
Come, trusty sword;
Come, blade, my breast imbrue:
[Stabs herself]
And, farewell, friends;
Thus Thisby ends:
Adieu, adieu, adieu.
61 The
meaning/cat
speech
(Hermocrates)

Appellation:
1. A name, title, or designation.
2. The act of naming.
Source: The American Heritage College Dictionary
Immanence:
the quality or state of being immanent; especially : inherence
Source: Merriam Webster online
Immanent:
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1. Existing or remaining within; inherent,
2. Restricted entirely to the mind; subjective.
Source: The American Heritage College Dictionary
Epistemology:
“the study or a theory of the nature and grounds of knowledge especially with
reference to its limits and validity”
Source: Merriam Webster online
Qua Signifier: I can’t figure out for the life of me what this actually means.
Something I read pointed out the significance of the fact that while Marivaux’s
play is intellectually complex, none of the philosophy of Hermocrate and Léontine
is actually discussed. This is a departure in the musical, although Hermocrates
certainly doesn’t get very far with it.
67 Teach me not
to love you

You all likely noticed that this was a quote taken from a scene between Léonide
and Hermocrate in the Marivaux play, in which she claims that she came to the
garden in order for Hermocrate to cure her of her love for him. In the musical, the
idea has been re-located to a different scene and broadened to include the entire
cast.
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6

C’est la vie
(Hesione)

Little bits of French like this remind us that this is, to some extent, a French
play.
Translation: “That’s life.”

8

Tumescent
(Hesione)

A fancy enough word that I felt the need to look it up, although the meaning
is fairly clear from context. The most useful definition of several I looked up
came from my Mac computer’s dictionary application, which apparently uses
the New Oxford American Dictionary:

“swollen or becoming swollen, esp. as a response to sexual
arousal.
• gurative (esp. of language or literary style) pompous or
pretentious; tumid : his prose is tumescent, full of orotund
language.”
While the first definition and its sexual connotations are clearly at play in the
song, I find it interesting that the figurative definition also applies to
Hesione, and, in fact, her use of the word “tumescent” could itself be
described as tumescent.
10

“The birth of
Tragedy”
(Corine, Agis)

This is the book of Agis’s that Corine happens to pick up:

Cover of the Dover Thrift Edition
Source (click here to look inside, not on the
picture):
http://www.amazon.com/Birth-TragedyDover-ThriftEditions/dp/0486285154/ref=sr_1_3?
ie=UTF8&qid=1360615381&sr=83&keywords=the+birth+of+tragedy

“Birth of Tragedy, The (in full The Birth of Tragedy from the Spirit of
Music)
Book by German philosopher Friedrich NIETZSCHE, first published in 1872
as Die Geburt der Tragödie aus dem Geiste der Musik. A speculative rather
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than exegetical work, The Birth of Tragedy examines the origins and
development of poetry, specifically Greek tragedy. Nietzsche argues that
Greek tragedy arose out of the fusion of what he termed Apollonian and
Dionysian elements—the former representing measure, restraint, harmony,
and the latter unbridled passion—and that Socratic rationalism and optimism
spelled the death of Greek tragedy. The final part of the book is a rhapsody
on the rebirth of tragedy from the spirit of Wagner's music. Greeted by stony
silence at first, the book became the object of heated controversy for those
who mistook it for a conventional work of classical scholarship. It remains a
classic in the history of aesthetics.”
Source: Merriam Webster's Encyclopedia of Literature (Literature Resource
Center online)
Although the book was written in the 19th century, and therefore has no real
business showing up in 18th-century-ancient-Sparta-land, it represents an
interesting companion to the themes in Triumph and in Marivaux.
11

11

Monsieur le
Baron Hubert
du FromageBleu de
Vinaigre
Tundra
(Corine)

Another reminder that this is, to some extent, a French play, this silly name
translates literally as “Baron Hubert of Vinegar Blue Cheese,” a reference to
Léonide’s lyric in “The Sad and Sordid Saga of Cécile” describing Hubert’s
smell.

Arctic Tundra in Siberia
Image:
http://en.wikipedia.org/wiki/File:
Ru200008050084.jpg

Alpine Tundra in New Hampshire
Image:
http://en.wikipedia.org/wiki/File:
Hikers_on_franconia_ridge.JPG

“Tundra, treeless, level or rolling ground in polar regions (arctic tundra) or
on high mountains (alpine tundra), characterized by bare ground and rock or
by such vegetation as mosses, lichens, small herbs, and low shrubs.”
Source: The New Encyclopædia Britannica, Micropædia Ready Reference,
15th Edition
The idea that there is a tundra, either arctic or alpine for Hubert to cross
37

between Sparta and here is blatantly and intentionally absurd, though it
recalls the fantastical nature of Cécile’s supposed flight.
11- PseudoJade
13 Shakespearean
1. Ill-conditioned horse; vicious horse.
Language
2. Term of contempt (usu. applied to a woman).
galore!
Wench
(Harlequin as
1. Term of affectionate or familiar address.
Hubert)
Lief
2. had as lief Should like as much
Cozening
1. Cheating, defrauding
Polecat
1. (term of contempt) Prostitute
Yeasty
1. Foamy, frothy
Caitiff
1. (expressing pity) Wretched, miserable person, one in a piteous case.
2. (expressing contempt) Base, mean, despicable wretch.
Coxcomb
1. Cap worn by a professional fool, like a cock’s comb in shape and
colour.
2. (jocular) The head.
Anon
1. Soon, shortly, presently.
Source: C.T. Onions, A Shakespeare Glossary.
Other
definitions

Slipslop
1. Trivial conversation or writing; twaddle
2. Archaic Unappetizing liquid or watery food; slops
Trull
1. A woman prostitute
Booby
1. A person regarded as stupid
2. Any of several sea birds of the genus Sula, resembling and related to
gannets.
3. Slang A woman’s breast
Truculent
1. Disposed to fight; pugnacious
2. Expressing bitter opposition; scathing
3. Disposed to or exhibiting violence or destructiveness; fierce
Mouthy
1. Annoyingly talkative
2. Given to ranting or bombast
Milksop
1. A man lacking courage and other qualities deemed manly
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Addlepated (addled in the pate, or head)
1. Muddled; confused
2. Eccentric; peculiar
3. Senseless; mad
Source: The American Heritage College Dictionary
Shilly-shally
1. Irresolute, vacillating
Source: Merriam-Webster online
I could not find any definitions for lud.
14

Put up your
Dukes
(Agis)

According to this website, this phrase has its origins in the 19th century, so it
is non-period language for this show:
http://www.phrases.org.uk/meanings/put-up-your-dukes.html
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Sylph
(Léonide)

“In folklore and mythology, an elemental spirit that lived in the air and
served as a link between material and immaterial beings. The concept of the
sylph was originated by Paracelsus, as 16th-century Swiss physician and
alchemist. He devised a system of cosmology that combined supernatural
mysteries with the scientific knowledge of is time. According to his theory,
the four elements thought to make up the physical world were inhabited by
beings that had magical powers but no souls. Sylphs dwelt in the air;
salamanders in fire; undines in water; and gnomes or dwarfs in earth.”
Source: The Encyclopedia Americana International Edition
In the 19th century, ballerinas
were known for playing sylph
type characters in Romantic
ballets.
Francesca Cerrito in La
Sylphide
Image:
http://fr.wikipedia.org/wiki/Fi
chier:Sarony_and_Major__Francesca_Cerrito_in_La_Sy
lphide.jpg
The image of the sylph for Hesione is a far cry from the Amazon of Act 1.
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Pas de deux
(Léonide)

French ballet term:
1: a dance or figure for two performers
2: an intricate relationship or activity involving two parties or things
Origins: French, literally, step for two, First Known Use: circa 1762
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Source: Merriam-Webster Online
Jennifer Homans describes how the pas de deux as we know it was
influenced by the advent of the waltz:
“Ballet masters could not afford to ignore the waltz—or the fetish for scanty
dress that seemed to accompany it. They absorbed the pulse and romantic
embrace of the dance, eventually using it to transform the old side-by-side
pas de deux into a fully partnered form with a man and woman moving in
and out of embrace.”
Source: Jennifer Homans, Apollo’s Angels: A History of Ballet (2010)
Léonide, by the second dictionary definition, has engaged in not one, but
several pas de deux by this point in the plot.
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Munificent
(Dimas)

1. Very liberal in giving; generous.
Source: The American Heritage College Dictionary
I looked up this word initially because it is a large one, but it occurred to me
in addition that Dimas’s implication that Léonide could be a “munificent
mistress” echoes the payment she gives of a large sum of gold for the service
of Harlequin and Dimas in the Marivaux play, although this does not happen
in the musical.
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Primrose path
(Dimas)

1: a path of ease or pleasure and especially sensual pleasure
2: a path of least resistance
Source: Merriam-Webster Online
In Hamlet, Act I Scene iii, Ophelia to Laertes:
Do not, as some ungracious pastors do,
Show me the steep and thorny way to heaven,
Whiles, like a puff'd and reckless libertine,
Himself the primrose path of dalliance treads
And recks not his own rede.
Although Dimas’s use of this term is not exactly 100% accurate, we know
what he means and understand it as a gardening joke.
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Peas au gratin
(Dimas)

Au Gratin: “covered with bread crumbs or grated cheese and browned (as
under a broiler),” French origin, first known use 1806.
Source: Merriam-Webster online
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Image and recipe for peas
au gratin:
http://theenchantedcook.blo
gspot.com/2010/09/peas-augratin.html
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Midas
(Corine)

“In classical legend, a king known for his foolishness and greed. The stories
of Midas, part of the Dionysiac cycle of legends, were first elaborated in the
gay burlesques of the Athenian satyr plays. The tales are familiar to modern
readers through the late classical versions, such asa those in Ovid’s
Metamorphoses.
According to the myth, Midas captured Silenus, the satyr and companion
of the god Dionysus. For his kind treatment of Silenus he was rewarded by
Dionysus with a wish. The king wished that all he touched might turn to
gold, but when his food turned to gold and he nearly starved as a result, he
realized his error. Dionysus then granted him release by having him bathe in
the Pactolus River (near Sardis in modern Turkey), an action to which the
presence of alluvial gold in the stream is attributed.
In another story the king was asked to judge a musical contest between
Apollo and the satyr Marsyas. When Midas decided against Apollo, the god
changed his ears into those of an ass. Midas concealed them under a turban
and made his barber swear to tell no living soul. The barber, bursting with
his secret, whispered it into a hole in a ground. He filled in the hole, but
reeds grew from the spot and broadcast the sibilant secret—“Midas has ass’s
ears”—when the wind blew through them.”
Source: The New Encyclopædia Britannica, Micropædia Ready Reference,
15th Edition
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Midas Washing at the Source of the
Pactolus, Nicolas Poussin, ca. 1627
Metropolitan Museum of Art,
unfortunately not on display
“Partly submerged in water, Midas is
dominated here by the personification
of a river god.”
Image and Source:
http://metmuseum.org/Collections/sear
ch-the-collections/110001776?
rpp=20&pg=1&ft=midas&pos=1

Alternately, since the “arthritis” bit doesn’t seem to reference either of these
myths, this Midas could be one of several historical kings of ancient Phrygia
who bore that name.
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Medusa
(Dimas)

“In Greek mythology, the most famous of the monster figures known as
Gorgons, usually represented as a winged female creature having a head of
hair consisting of snakes. Medusa was the only one of the Gorgons who was
mortal; hence her slayer Perseus was able to kill her by cutting off her head.
From the blood that spouted from her neck sprung Chrysaor and Pegasus, her
two sons by Poseidon. The head, which had the power of turning into stone
all who looked upon it, was given to Athena, who placed it in her shield;
according to another account, Perseus buried it in the marketplace of Argos.
Heracles (Hercules) is said to have obtained a lock of Medusa’s hair
(which possessed the same powers as the head) from Athena and given it to
Sterope, the daughter of Cephelus, as a protection for the town of Tegea
against attack; when exposed to view, the lock was supposed to bring on a
storm, which put the enemy to flight.”
Source: The New Encyclopædia Britannica, Micropædia Ready Reference,
15th Edition
Medusa, by Caravaggio, 1597.
Image:
http://en.wikipedia.org/wiki/Me
dusa_%28Caravaggio_painting
%29
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Mona Lisa
(Corine)

By Leonardo da Vinci, c. 1503–1519
I don’t need to get you a picture of the Mona Lisa, do I?
“The Mona Lisa, Leonardo’s most famous work, is as well known for its
mastery of technical innovations as for the mysteriousness of its legendary
smiling subject. This work is a consummate example of two techniques—
sfumato and chiaroscuro—of which Leonardo was one of the first great
masters. Sfumato is characterized by subtle, almost infinitesimal transitions
between color areas, creating a delicately atmospheric haze or smoky effect;
it is especially evident in the delicate gauzy robes worn by the sitter and in
her enigmatic smile. Chiaroscuro is the technique of modeling and defining
forms through contrasts of light and shadow; the sensitive hands of the sitter
are portrayed with a luminous modulation of light and shade, while color
contrast is used only sparingly.”
Source: Funk & Wagnalls New World Encyclopedia (online)
This early 16th century painting is the only one of this string of references
that does not come from Greek myth. It does, however, start with “M.”
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Narcissus
(Harlequin)
Narcissus, by Caravaggio, painted
circa 1597–1599
Image:
http://en.wikipedia.org/wiki/Narci
ssus_%28Caravaggio%29

“In Greek mythology, the son of the river god Cephissus and the nymph
Leiriope; he was distinguished for his beauty. His mother was told that he
would have a long life provided he never looked upon his own features. His
rejection, however, of the love of the nymph Echo or of his lover Ameinias
drew upon the vengeance of the gods. He fell in love with his own reflection
in the waters of a spring and pined away (or killed himself); the flower that
bears his name sprang up where he died. According to another source,
Narcissus, to console himself for the death of his beloved twin sister, his
exact counterpart, sat gazing into the spring to recall her features.
The story may have derived from the ancient Greek superstition that it
was unlucky or even fatal to see one’s own reflection. In psychiatry and
especially psychoanalysis, the term narcissism denotes a condition in which
the subject is intensely interested in his own body.”
Source: The New Encyclopædia Britannica, Micropædia Ready Reference,
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15th Edition

28

Aristotelian
shroud
(Hermocrates)

Image:
http://en.wikipedia.org/wiki/A
ristotle

“Aristotelianism, the philosophy of Aristotle, and those later philosophic
movements based on his thought.”
... The range of Aristotle’s thought was vast, covering logic, epistemology,
metaphysics, biology, zoology, psychology, literary theory, and politics. To
Aristotle, logic was the basis for enunciating the conditions whereby thought
can ascertain the causes of things. Aristotle was the first philosopher to have
a clear understanding of some of the processes used in logic. He developed
the system of syllogistic logic, whereby two valid propositions (the major
and minor premises) give rise to a third and equally valid proposition (the
conclusion). Aristotle also used inductive reasoning to try to establish the
basic premises from which to make syllogistic deductions. He also mastered
an extremely wide body of empirical data in the natural sciences, and much
of his writing is descriptive in approach.”
Source: The New Encyclopædia Britannica, Micropædia Ready Reference,
15th Edition
^I doubt the content of that is of much use to you, but it sure sounds like
something Hermocrates would say! 
The entry continues:
“Aristotle created an extremely broad ontology, or theory of the nature
and relations of being, in which individual substances interact in various
ways to produce objects differing in such properties as substance, quantity,
quality, time, position, and condition of action. The resulting framework
enabled Aristotle to devise a philosophy of nature in which matter, or
material constituents, undergo processes of dynamic and spontaneous change
that are in turn mediated by preexisting principles of form or structure. From
this Aristotle developed the four primary bodies (earth, water, fire, and air),
which make up more complex inorganic substances and then on to living
organisms; plants possess the functions of growth, nutrition, and
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reproduction; animals possess in addition the functions of sensation, desire,
and locomotion; and human beings in their turn possess the faculty of reason.
With rational souls, humans can perform the highest activity, which is that of
obtaining knowledge. Aristotle asserted that human goodness consists in the
active exercise or use of the rational faculties.
Aristotle’s philosophy was continued after his death by other members of
his school of such as Theophrastus and Eudemos of Rhodes. After the
rediscovery and editing of Aristotle’s works by Andronicus of Rhodes in c.
50 BC, Aristotelian thought was the subject of many expositions and the
commentaries in the Greco-Roman world. With the fall of the Roman
Empire, Aristotle’s works were lost to the West, but they were preserved by
Arabic, Syriac, and Jewish scholars and commentators, chief among whom
were Avicenna and Averoës. Indeed, Islamic philosophy between the 9th and
13th centuries was based on various interpretations of Aristotle’s thought.
Muslim scholars kept alive the Aristotelian heritage and passed it in the 12th
and 13th centuries back to Europe, where Thomas Aquinas made
Aristotelianism the philosophical basis for Christian theology. The authority
of Aristotelianism declined with the rise of modern science, but it still subtly
affects the orientation of Western modes of thought.”
Source: The New Encyclopædia Britannica, Micropædia Ready Reference,
15th Edition
Varlet
(Hesione)

1. An attendant or servant.
2. A knight’s page.
3. A rascal; a knave.
Source: The American Heritage College Dictionary
Hesione’s meaning seems to be #3, but the word seems to share a common
root with “valet,” and I wonder if there is any significance in this given that
there are actual valets in this show.
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Character Name Origins
MMC TPW, Triumph of Love
Kelsey Shapira, dramaturg
“The Doom of Agis, King of
Sparta,” depicting the trial of
Agis IV.
Image:
http://en.wikipedia.org/wiki/File
:Doom_Agis_Childrens_Plutarc
h_Walter_Crane.gif

Agis- Real-life ancient Sparta had a system of rule with two simultaneous kings who came from
parallel dynasties. One of these dynasties was the Agiad Dynasty named for Agis I.
Later on, there was an Agis II, Agis III, and Agis IV, all of the other dynasty (the
Eurypontid). Our Agis does not seem to be modeled on any of these historical figures
that
share his name, but the name does identify him with Spartan royalty.
For further information on the Spartan dyarchy:
http://uts.cc.utexas.edu/~sparta/topics/articles/academic/kings.htm
Cleomenes- In Marivaux’s play, this is the name of Agis’s father. The name also derives
from the actual Spartan royalty. There was a Cleomenes I, II, and III. Cleomenes
is not mentioned by name in the musical.
Neoptolemus- In the musical, this is the name of Léonide’s usurping uncle who is not
mentioned by name in Marivaux’s play. This name is NOT derived from
the
Spartan royalty. This name instead adds to the list of Trojan War-era
Greek
references in the musical that are more recognizably Greek than the
obscure
Classical Spartan references that Marivaux used.
“NEOPTOLEMUS, also called Pyrrhus, in Greek legend and poetry, the son of the warrior
Achilles and Deidamia of Scyros. Neoptolemus was reared at Scyros and, after the death of
Achilles, was taken to Troy by the hero Odysseus in the final year of the Trojan War, because it
was prophesied that the Greeks could not take Troy without the help of Neoptolemus. He was
among the warriors who entered Troy in the Trojan horse, and when the city was captured, he
killed Priam, king of Troy. Neoptolemus never returned to Scyros, but settled instead in Epirus.
He was later considered the ancestor of the Molossian kings of that region. He married
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Hermione, daughter of Menelaus and Helen of Troy, king and queen of Sparta. Slain at Delphi,
Neoptolemus was buried within the precincts of the temple there, and festivals were held in his
honor every eight years.”
Source: Funk & Wagnalls New World Encyclopedia (online)
Léonide- Léonide is another name that recalls the Spartan dynasties. The name is a French
version of Leonidas, both masculine and feminine. The origin is the the Greek word for
“lion.”* Leonidas I and Leonidas II were both kings of the Agiad Dynasty, as was the
earlier Leon.
Léonide’s character type within the world of Commedia is Sylvia, the inamorata (female
lover).
Phocion- A historical Athenian name

Marble statue of Phocion
Image:
http://www.quotecollection.co
m/author/phocion/

“Phocion (b. c. 420 BC—d. 318), Athenian statesman and general, virtual ruler of
Athens between 322 and 318. Formidable in the defense of his city, he nevertheless
urged Athens to accommodate itself to the Macedonian Empire
Phocion was a pupil of Plato and in later life a close friend of the Platonic
philosopher Xenocrates. After serving Persia as a mercenary, he was drawn int Athens’
efforts to remain independent of Macedonia. In 348 his tactical skills saved an Athenian
force sent to crush allies of Philip II in Euboea. He helped Megara (343) and Byzantium
(340) defend themselves against Philip, but from about this time he regarded the
Macedonians as unstoppable and cultivated diplomatic relations with them in order to
avoid outright conquest. Following the death of Alexander the Great in 323, he advised
against the Laamian War, though he led the defense against a Macedonian raid into
Athenian territory. Sent to sue for peace the next year, he managed to reduce his city’s
indemnities but was forced to accept the occupation of Athens’ port, Piraeus.
Phocion ruled Athens as Macedonia’s agent with great moderation and personal
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honesty. In the power struggle after the death of the regent in 319, however, he was
disposed, convicted of treason, and executed by Athenians hoping to restore democracy.
Shortly afterward the Athenians decreed a public burial and statue in his honour.”
Source: The New Encyclopædia Britannica, Micropædia Ready Reference, 15 th Edition
It seems possible to me that on some level Léonide is actually impersonating the
young historical Phocion, who was a pupil of Plato. In the Marivaux play, Hermocrate
knows that Léonide is an impostor in part because “The boy whose name you have
borrowed is in Athens at present; I happen to know this from his tutor.” I think to use
this information to put a specific date on the Greek setting of the show (some time in
Phocion’s youth) would be a mistake. To me it also seems possible that Marivaux may
have expected some to associate Phocion’s later career of honorable rule with Léonide’s
personality as a ruler. In the musical, the specifics of the reference to the Athenian
Phocion play a much smaller role, if any at all.
Aspasie- This name seems to be a French version of “Aspasia”
“Aspasia (fl. 5th century BC), mistress of the Athenian statesman Pericles and a
vivid figure in Athenian society. Although Aspasia came from the Greek Anatolian city
of Miletus and was not a citizen of Athens, she lived with Pericles from about 445 until
his death in 429. Because a law sponsored by Pericles in 451 required that for a person to
be a citizen both parents must be citizens, their son, also named Pericles, was long
excluded from civic participation. He was eventually made a citizen by special
enactment and later became a general.
Aspasia was continually made the object of public attacks–particularly from the
comedic stage—criticizing her private life and public influence. She was irresponsibly
accused of urging Pericles to crush the island of Samos, Miletus’ old rival, and to
provoke war with Sparta. The Socratic philosopher Aeschines treated her more kindly in
the dialogue bearing her name. Shortly before the Peloponnesian War she was acquitted
of a charge of impiety.”
Source: The New Encyclopædia Britannica, Micropædia Ready Reference, 15 th Edition
Unlike “Phocion,” there seems to be no evidence in either text that Léonide is
impersonating the historical Aspasia. I think that if she were, she would have used the
Greek name, not the French version. Nevertheless, I doubt that the Athenian origins were
accidental on Marivaux’s part.
Cécile- Name added for the musical, not in Marivaux
French form of Cecilia*
No Greek origin (Roman)
Corine- English, variant of Corinne, which is the French form of Corinna, which is “Latinized
form of the Greek name Κοριννα (Korinna), which was derived from κορη (kore)
‘maiden’.”*
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Hermidas- I can find nothing on the name that Marivaux gives Corine as a man.
Troy- A very recognizable name for our fantastical Greek setting.
Dimas- Spanish and Portuguese form of Dismas, “Derived from Greek δυσμη (dysme) meaning
"sunset". This is the name traditionally given to the repentant thief who was crucified
beside Jesus.”*
Léontine- Marivaux’s name for Agis’s aunt
French form of Leontina, Italian, Late Roman feminine form of Leontius, Ancient Greek
(Latinized) form of Leontios (Λεοντιος).
The name shares the “lion” root with Léonide and the historical Spartan kings after whom
she is likely named, and was probably changed for the musical to avoid confusion.
Hesione- I cannot find anything on the name Magruder uses for the character.
Obviously, it shares an initial letter and a number of syllables with “Hermocrates”
Phrosine- the name of the person Léontine pretends she is going to visit in
Marivaux. I can find nothing on the name.
Tatiana- the name of the person Hesione pretends she is going to visit in the
musical.
“Feminine form of the Roman name Tatianus, a derivative of the Roman
name TATIUS. This was the name of a 3rd-century saint who was
martyred in Rome under the emperor Alexander Severus.
She was
especially venerated in Orthodox Christianity, and
the name has been
common in Russia and Eastern Europe. It was not
regularly used in the
English-speaking world until the 1980s.”*
Hermocrate- This actually seems to be Marivaux’s version of the Greek “Hermokrates,” which
“means ‘power of Hermes’ from the name of the messenger god HERMES combined
with Greek κρατος (kratos) ‘power’.”
Hermocrates- see above. I will venture a guess that this version is used for the musical
because the name evokes a rhyme with “Socrates,” and is therefore easily associated with
Classical philosophy.
Criton- He whom Hermocrate/Hermocrates pretends to be visiting.
There are many Greek “Crito’s” and “Criton’s.”
Harlequin- The only character in the play who retains his Commedia stock character name.
In Marivaux’s French text, the character is the French “Arlequin.”
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The character’s original Italian name is “Arlecchino.”
Hubert- English, German, Dutch, French, Polish, Ancient Germanic (with a different
pronunciation for each, we are using the French “uy-BER”)
“Means "bright heart", derived from the Germanic elements hug "heart, mind" and beraht
"bright". Saint Hubert was an 8th-century bishop of Maastricht who is considered the patron
saint of hunters. The Normans brought the name to England, where it replaced an Old English
cognate Hygebeorht. It died out during the Middle Ages but was revived in the 19th century.”*
Despite the French pronunciation, it is not actually an 18 th century-appropriate name. The
fictional character is not named in Marivaux. I think there is something intrinsically funny about
this name, though, in all of its pronunciation variations.
*Source: http://www.behindthename.com/.
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V.iii. Additional Photo Research
The director's approach to the show centered around two contrasting “worlds” of Reason
and Love. In order to communicate the “World of Reason” visually through staging, he asked
me at one rehearsal to find photos of statues representing “thinking and reason.” I collected
images of figures from both ancient Greece and the Enlightenment:
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VI. Correspondence With the Director
Part of my role as a collaborator on the process of the show was to provide informed
feedback on the work I was seeing. When I returned to rehearsals late in the process to watch
full runs of the show, I began to exchange substantial emails with the director. Among various
concerns, I brought up issues of storytelling that I thought needed to be clarified, such as
moments of betrothal and the crowning of monarchs. I have provided here three emails I sent to
the director, as well as some of his responses.
From: Kelsey Shapira
Date: Thu, 28 Feb 2013 07:23:00 +0000
To: Kevin Connell
Subject: another thought
Kevin,
I had another thought last night, and, (disclaimer) I have no idea whether it will be useful to you,
especially at this point in the process. Nevertheless, I've been stewing it over and realized that I
would only continue to do so if I didn't share my thoughts.
I was listening to the original cast recording for the first time in forever, and at the very end in
the finale Christopher Sieber's line reading of the "I am still willing, eager to profit from any
further lessons you may have to reveal to me as my wife" bit whacked me on the head and said,
"that was a Marriage Proposal," (the sort that deserves capital letters). It surprised me because
after watching the run I wasn't really thinking of anything in the show as a real marriage proposal
recognizable by today's standards, despite the fact that EVERYONE thinks they're getting
married.
I got to wondering whether putting some thought into precisely when the betrothals (intentional
and unintentional) occur (in the eyes of whom) could clarify the storytelling. Marriage proposals
and betrothals not only carry heavy social weight, but they are also generally crucial plot points
in romantic stories.
This is potentially more important in the musical than in the play because Léonide has to end up
in this "What Have I Done?" place when she realizes that Hermocrates and Hesione are actually
planning weddings. Where, she may wonder, did she cross that line when she didn't exactly
propose to anyone? Should the audience see the line being crossed when she does not? I'm
really not sure. It is quite possible that the actors have each already made some of these choices
for themselves about what moment they consider themselves to be engaged to be married, but I
didn't see it on Monday.
In Marivaux's time, the portrait exchange may have easily been understood as a betrothal, but I'm
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not exactly certain of this. If that is the case, it is certainly less clear to today's audience, and we
assume that it was not this Léonide's intent. Also, I am assuming that the man is expected to
propose to the woman. In that case, Hesione considers herself proposed to by Phocion, but does
Hermocrates somehow believe that he actually proposed to Aspasie? And that she accepted?
Then what basis does Agis have for claiming that "he three" is "marrying her" when he "didn't
get a portrait?" Does he think he proposed? He forgave her and almost said "I love you," but
that's not exactly the same thing, buster...
So when do Agis and Léonide actually become engaged? Is it that line in the finale (which
doesn't exactly scream proposal on paper), or does something in the earlier scene where they
make up constitute a legitimate and earned betrothal by the social standards of the imagined
world of the play?
I really don't have the answers to any of these questions, I've just been asking them to myself and
getting more and more confused as I go.
And then there are the servants. Harlequin and Dimas both think they are marrying Corine, but
not based on vague upper-class courtship. These implied betrothals are instead understood to be
real based on the sorts of things that happen offstage in a potting shed, thereby providing a
counterpoint to Léonide's classier shenanigans.
That email ended up longer than I intended, as most emails I send do. Anyhoo, I hope tech is
going well!
Kelsey
From: Kevin Connell
Date: Thu, 28 Feb 2013 09:03:59 -0500
To: Kelsey Shapira
Subject: Re: another thought
Kelsey --This wonderful!!!
I will speak with the actors about this. It's certainly a major issue I need to clarify!!!
So observant of you!!!
Thanks for doing your job so well!!!
Happy day your way!
Kev
From: Kelsey Shapira
Date: Mon, 4 Mar 2013 05:40:34 +0000
To: Kevin Connell
Subject: Thoughts from tonight's run
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Kevin,
Most of my thoughts on tonight's run are really nit-picky. I loved, loved, LOVED the costumes!
From where I was sitting tonight very near the bench, I could clearly see for the entire show that
only one of the books had a title on the cover, and it was Constitutional Law (seventh edition). I
immediately thought that it seemed out of place because I associate "constitutional law" with the
study of the American constitution, especially as it applies today. But then I looked up the term
at intermission, and it could technically be used for non-American constitutions. Is Agis
considering a a new Enlightenment-Era constitutional monarchy for Sparta? If you don't want
super-nerdy people like me who happen to be sitting right by the books wondering if you're
trying to subliminally hint about these things, I would suggest replacing that book with
something without a title on the cover and spine. Or if you want to to have all thematically
appropriate titles, really go for it, and then the nerds like me will have a fun time instead of
driving themselves nuts.
"Mr. Right" was awesome tonight. The lighting, orchestrations, and choreography combine to
make it a very dynamic number. So much so, in fact, that the following scene leading up to "You
May Call Me Phocion" seemed almost painfully boring in comparison, even though it is crucial
to the plot. It took me until well into the song to even realize that I had been totally spacing out
because I would rather be thinking about the previous number than what was actually going on
on stage. I don't know if there is any way to keep the audience engaged though that transition,
but I think that if you lost my attention you may loose other people as well, since I'm generally a
pretty attentive audience member.
Do you have someone on book taking down line notes for the actors? Because there were a few
bits that sounded mis-memorized to me. Specifically, every time I've seen it, Corine has said
"How do I know you're not organically grown?" to Dimas. I checked, and the line is "How do I
know you're organically grown?" Organically grown is a good thing, both in produce and for the
innuendo, is it not? I don't think line notes are my job, though.
In Hermocrates's verse of "If I Cannot Love," I somehow thought last time that he was looking at
his portrait of "Aspasie" when he sang about her eyes, but that didn't seem to happen tonight. If
it was there and got cut, I suggest putting it back in. If I was just imagining it, I might suggest
adding it. The lyric, I think is "those eyes of hers are like a mirror wherein my eyes and hers
unite," or something along those lines. He's seeing his own eyes in the mirror, which is part of
the lyric, but the way he played it it tonight seemed like he was looking at himself and seeing her
instead, which seemed a bit creepy to me. It might be stronger to have both her eyes in the
portrait and his in the mirror, or to have him place his image her eyes somewhere else before
turning to the mirror.
One final thing that I've been thinking about since last time, but I wanted to give you the
proposal note first and see if it changed on its own, is the crowning procedure at the end. I love
that you have two crowns (as opposed to the one called for in the script) because Agis and
Léonide are going to rule together, but the added crown makes the storytelling a little more
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convoluted during our happy ending. Both runs I've watched it hit a sour note with me that
Léonide puts her crown on herself immediately before singing about giving it up for Agis,
especially since we (the audience) don't yet know that crown #2 is on its way. Does she really
need to do that, or could simply procuring it be enough to reveal her identity? I personally
would love it (although I'm not sure if there's a good way to make it work with the text) if he
could end up crowning her as well as vice versa. Because what actually happens in this scene is
that they each bestow royal power on the other, and it's very sweet. I think we've reached a point
in Léonide's development as a character where she actually would do as she says and leave for
some remote land, ceding the throne to Agis if he didn't want her to be his queen. I somehow
don't believe that line from her if she just put her crown on herself in front of him.
Do you want me to come to another run before opening? I'd love to see it from the onstage
seating at some point.
Kelsey
From: Kevin Connell
Sent: Monday, March 04, 2013 7:34 AM
To: Kelsey Shapira
Subject: Re: Thoughts from tonight's run
Kelsey -- again, your thoughts are so amazingly helpful!!!
Yeah - I talked to Ray about the books as well.
The comment about lines I will give and speak to stage management.
Agree about "Mr Right." Such a great number.
Let me work on "You Can Call Me Phocion" to see what I can do. Brighter lighting will help and
more demonstrative energies from Hesione will help push the scene forward.
Great observation about the portrait in "If I Cannot Love.". I will talk to Hermocrates about this.
Yes -yes yes! I will have the "crowning" happen differently tonight to see how that works.
Please come this evening and sit on stage. We are aiming for 7:30 start, but it may be a bit later.
Appreciating you!!!!!!!
Kevin
From: Kelsey Shapira
Sent: Tuesday, March 05, 2013 1:47 AM
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To: Kevin Connell
Subject: RE: Thoughts from tonight's run
Kevin,
I don't have much to say after tonight's run, which is probably as it should be at this late date.
I got a bit confused tonight about something I'd never really thought about before (and I wasn't
sure the audience would think of it at all), so I went back to the script to dissect what's going on.
In the scene where Hesione and Hermocrates first discuss Phocion, Hesione makes two
contradictory suggestions. First she suggests he might be a spy, and that he should be detained
for several days "until Agis has completed his coup d'état," which is, of course, deeply ironic for
reasons known only to the audience. She then shifts to arguing for a more long-term solution
with Phocion as a new pupil, which is based on a completely unrelated justification for Phocion's
presence, but solves her problem of Phocion being sent away after only a few days. Hermocrates
rejects this argument by saying that "he leaves at dawn," which technically keeps him/her here
for Agis's coup d'état, but not a moment longer. Hesione's inconsistent logic has therefore
backfired on her. At this point, of course, both characters have mixed feelings about
Pocion/Aspasie's presence for reasons that they are not about to reveal to the other, but I when I
saw the scene tonight I wondered if it was supposed to have more layers of subtext than what I
was seeing. Somehow they have to justify for each other this convoluted line of reasoning that
actually makes no sense on the surface (He might be a spy! No, he's not. He's such a devoted
student! He leaves at dawn because he might be a spy!). Tonight I got that they were
uncomfortable with this discussion on some level, and the actors may well have figured out this
scene in their own minds, but i was scratching my head tonight thinking "leaving when, why?
Spy? Student? Coup d'état?" The scene made more sense when I studied it on the page, and I
think it could be funnier if the illogical line of reasoning was clarified.
One little thing: I'm not getting Harlequin's reveal of his identity at the end of the Hubert scene
very clearly, I think he's saying something like "It's me, Harlequin," that isn't in the script, but I'm
not hearing that clearly or the "Don't hurt me, master!" line that's actually written. Also, the
removal of the mustache isn't visibly noticeable from all angles. It sometimes seems like Agis is
switching tracks before I've even realized that he's figured out it's Harlequin.
Finally, I have a minor question regarding costuming/hair. If there is a technical issue involved
that I am not privy to, then by all means ignore this comment. I noticed at the first dress last
night that Agis had a ponytail that disappeared partway through the night and never came back. I
miss it. Not only was it dashingly handsome, but it also created continuity with Léonide and
Corine's hairstyles as men, making their disguises more credible.
That's all for tonight. Would there be any point to me showing up again tomorrow night, or can I
spend that time doing other work?
Thanks,
Kelsey

56

VII. Lobby Display
I created a lobby display in order to offer audiences an overview of my dramaturgical
research as well as the work of the various collaborators on this project. This display took the
form of two poster boards, one providing historical research, and the other showcasing the
sketches of two student designers and excerpts from the work of the stage management team.

The two boards were positioned in the hallway outside the entrance to the theatre.
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This board walked audiences
through the ways in which the
elements of Italian commedia,
the French playwright
Marivaux, and the nominal
setting of the show in Greek
Sparta influenced the show.
Some of the introductory and
concluding text is provided
below.

Almost every time I mention my work on this show to someone, the first question I get is “When
does it take place?” The answer is complex. Based on an 18 th-century French play written for a
commedia dell’arte troupe by Pierre de Marivaux, Triumph is nominally set in a fictionalized
Ancient Sparta. Let’s take a closer look at some of the elements that contribute to the fantastical
world of the show.
-Kelsey Shapira, production dramaturg
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Italian commedia, the French Enlightenment, and a hint of ancient Greece, through the lens of a
20th-century American musical theatre adaptation, co-exist in one garden in Triumph of Love.
The director and designers here at MMC have crafted a unique and cohesive fantasy world
inspired by all of these elements for this production.
The second board introduced audiences to a few of the technical aspects of Marymount's
production.

This board displayed the work of
some of the students who worked on
the production behind the scenes. It
featured a costume sketch by
assistant costume designer Sarah
Dixey, makeup sketches by wig and
makeup designer Rita Sylvester, a
props list by Tanya DeGray, and a
page from stage manager Alexis
Oritz’s prompt book.
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VIII. Production Photos

Alison Alampi as Léonine and
Melissa Hirsch as Corine, rehearsal
photo by Stefanie Flamm

Spencer Wilson as Harlequin,
rehearsal photo by Stefanie Flamm

Hermocrates and
Devon McFadden
as Hesione,
rehearsal photo by
Stefanie Flamm

60

Spencer Wilson as
Harlequin (in disguise as
“Hubert” and
Christopher Sheehan as
Agis, rehearsal photo by
Stefanie Flamm

Spencer Wilson as
Harlequin, Christopher
Sheehan as Agis, and
Alison Alampi as
Léonide, rehearsal photo
by Stefanie Flamm

Spencer Wilson as
Harlequin and Melissa
Hirsch as Corine,
rehearsal photo by
Stefanie Flamm
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Fadden as Hesione, rehearsal photo by
Stefanie Flamm
Robert Dalton as Hermocrates,
rehearsal photo by Stefanie Flamm

Angelo McDonough as Dimas,
rehearsal photo by Stefanie Flamm
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Le Triomphede l'amour:
Cross-Dressing and Self-Discovery
in Marivaux
Guillaume Ansart

The last decade or so has seen a renewal of interest in Marivaux's
theater, especially in the United States. One of the plays which has
been newly translated and often performed in the recent past is Le
Triomphede l'amour,'a comedy with strong romance overtones that
does not belong to the traditional canon of the handful of plays which
have ensured Marivaux's reputation as a playwright (La Double
inconstance,LeJeude l'amouret du hasard,LesFaussesconfidences,to name
only the most famous). This rediscovery of Le Triomphede l'amouris
probably due in part to the contemporary interest in the motif of
cross-dressing and in questions related to gender identity in general. I
would like to show here, focusing mainly on the plays labeled
"comedies d'amour" in Marcel Arland's classification of Marivaux's
theater,2 how cross-dressing fits into Marivaux's particular brand of
comic theater and how it reflects his general approach to comedy in
these plays.
To a certain extent Marivaux remains faithful to the standard
ThreeFrench Comedies(Lesage, Turcaret;Marivaux, The Triumphof Love; Labiche,
Eating Crow),translated and with an introduction byJames Magruder (New Haven: Yale
U P, 1996); Marivaux, The Triumphof Love, trans. Stephen Wadsworth and Nadia
Benabid (New York:S. French, 1993) (first published in AmericanTheater9 [December
1992]). I had the pleasure of seeing the wonderful original production of Stephen
Wadsworth's translation at the MacCarter Theater in Princeton.
2 "Essai de
classification," Thgetrecompletde Marivaux, ed. Arland, xi-xii.
MLN 117 (2002): 908-918 ? 2002 by The Johns Hopkins University Press
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pattern of classical and neo-classical comedy, indeed of practically all
comic theater or even fiction: the play's opening normally pictures an
unsatisfactory state of affairs, a disequilibrium, and the main body of
the action consists in the overcoming of the problem or obstacle
responsible for this, which leads to a return of balance and harmony
at the end of the play. More often than not, in the tradition of
classical comedy, the initial state of unbalance involves the as yet
unsatisfied desire of a young man for a young woman, the obstacle
takes the form of a tyrannical father-figure (senex iratus, pantalone,
barbon,are all terms referring to the same character-type in different
theatrical traditions), and the return to harmony that of the union of
young hero and heroine. This is where Marivaux's originality lies. In
his comedies, the young lovers, instead of an external obstacle such as
the stock character of the tyrannical old man, have to overcome an
internal and psychological obstacle: self-delusion, a lack of awareness
of their true nature.3 Marivaux'sheroes and heroines show the victory
of the true self, the self in love, over a false, artificial self.
The emphasis placed by Marivaux on the psychology of love leads
to a shift in character development. Since the Greeks, comic characters have been divided into four types: the alazonsor impostors (in the
broadest sense, that is, whether consciously or not), the eironsor selfeffacing characters with common sense, the bomolochoior buffoons,
and the agroikoior rustics.4The first two types provide the characters
central to the action; the last pair provides secondary characters
whose main function is to supply comic effect. For this reason and
because buffoons and rustics play a limited role in Marivaux'stheater
and survive only in attenuated forms-Arlequin often shows traits of
the buffoon type, but alwaysremains a very proper sort of buffoon; in
a few plays like La Surprise de l'amour, Le Triomphede l'amour or
L'Epreuve,the rustic speech of a gardener or a farmer creates a comic
contrast with the refined language of courtly or wealthy urban
characters- I will focus on Marivaux's treatment of the traditional
main characters of comedy, the alazonsand the eirons.
: Michel Deguy puts it this way: "L'obstacle principal, loin d'etre un empechement
exterieur et meme s'il y en a qui s'y mele, est intrinseque a l'amour, comme une
maladie de l'amour m&me, dans cejeu de la coquetterie et de l'amour-propre (tant6t
confondus, tantot antagonistes) qui est la contradiction principale de l'amour." (137).
4 See
notably the elaborate discussion of these categories in Frye, 163-86 ("The
Mythos of Spring: Comedy").
5
While also standing in opposition to the courtly characters, Arlequin and Silvia in
La DoubleinconstanceorArlequinpoll par l'amourare eironscentral to the plot; they do not
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In classical comedy, in Plautus, Terence and Moliere for example,
the emphasis usually falls on the alazons, the blocking characters. As
already mentioned, the senex iratus, the authoritarian father, is the
archetype of all such characters. Other variants include older men or
sometimes women who act as obstacles to the young lovers either
simply because of their powerful social position and the prejudices it
generates or because they are ruled by some ridiculous or sinister
obsession, often a combination of both. In Marivaux, on the other
hand, blocking characters never occupy center stage. If they are
present at all they always remain secondary figures, like Madame
Argante in Les Fausses confidences. Hermocrate, the philosopher in Le
blend of pedant and father-surrogate competTriomphe de l'amour-a
to a
hero
for the love of the young heroine-and
the
with
young
ing
lesser degree his sister Leontine, offer perhaps the only examples of
fully developed blocking characters among Marivaux's "comedies
d'amour."6 Their alazon features, however, are tempered by the fact
that they are not purely ridiculous or unsympathetic characters: all
identification with them on the part of the audience is not excluded.7
Among eirons Marivaux chooses to develop precisely those characters who, in spite of their status as hero and heroine, normally remain
only summarily sketched in classical comedy: the couple of young
lovers. It has often been remarked that Moliere does not as a rule
bother to make his young lovers very interesting. They appear to be
all patterned after the same model, somewhat insipid especially when
contrasted with his great alazon figures. Since his interest lies mainly
in the psychology of love, Marivaux is led to do the opposite: to play

simply serve the more marginal comic function of rustic types in the same sense as
Pierre, Dimas or Maitre Blaise do in the three playsjust mentioned.
6 The evil
fairy of Arlequinpoli par l'amourcan be seen as another example.
7SeeJoly's analysis, 56-57. Leontine and Hermocrate's self-delusion does not extend
to the sinister blindness of a Tartuffe, for example, who can be easily seduced and
manipulated by Elmire. In a similar situation, both brother and sister react initially with
more lucidity: (Leontine) "[ ... ] vous me flattez en vain; vous &tesjeune, vous etes
aimable, je ne suis plus ni l'un ni l'autre." (Theatrecompletde Marivaux, ed. Deloffre,
903; 1.6. All references are to this edition); (Hermocrate) "[ ... ] moi, l'objet des
mouvements d'un coeur tel que le v6tre!" (Triomphe907; 1.8), "[ . . . ] finissez un
908; 1.8). Later on Hermocrate
discours ou tout est poison pour qui l'ecoute." ( Triomphe
is capable of this remarkable piece of self-criticism: "[ ... ] savez-vous pourquoije vous
renvoie? C'est que j'ai peur que votre secret n'eclate, et ne nuise a l'estime qu'on a
pour moi; c'est queje vous sacrifie a l'orgueilleuse crainte de ne pas paraitre vertueux,
sans me soucier de l'etre; c'est queje ne suis qu'un homme vain, qu'un superbe, a qui
la sagesse est moins chere que la meprisable et frauduleuse imitation qu'il en fait. Voila
ce que c'est que l'objet de votre amour." (Triomphe927-28; 2.12).
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down or even eliminate the blocking characters and shift the focus of
attention to the hero and heroine. In Le Triomphede l'amour,Agis, the
hero, is less developed and active than Leonide, his female counterpart and the central character of the play, which constitutes an
additional reversal of the situation typical of classical comedy, where
the heroine is often even more thinly characterized than the hero. At
any rate, one of the hallmarks of Marivaux'stheater is that the lovers,
not the alazons,are meant to occupy center stage.
By contrast, eirons who are essential to Moliere's approach to
comedy tend to disappear in Marivaux. The figure of the cunning
valet, whose role is to help the hero advance his love interests,
survives most notably with Dubois in Les Fausses confidences.An
isolated example of the honnete hommerepresenting the voice of
socially sanctioned reason, a character so common in Moliere (Cleante
in Tartuffeand Philinte in Le Misanthropeare perhaps the most
famous), could be found in the Baron of La Surprisede l'amour.There
is however, besides the pair or pairs of lovers, another extremely
important and original eironfigure in Marivaux'splays, for whom the
Shakespearean character of Prospero in The Tempestis possibly a
distant model: a benevolent authority figure, a sort of master of
ceremonies who manipulates people and events in order to ensure
the proper comic denouement, namely, a return to harmony. This
type of character plays a crucial role in many of Marivaux'scomedies
and instances of it abound: Trivelin in L'Iledes esclavesand Monsieur
Orgon in LeJeu de l'amouret du hasardare the most obvious, but the
Prince and Flaminia in La Doubleinconstanceor the Prince in La Dispute
show how subtle variations on the type are often present in Marivaux.
Let us turn now more particularly to Le Triomphede l'amour.This
comedy, which has remained relatively obscure until fairly recently, is
in fact especially interesting. On the one hand it is quite representative of the trends I have just outlined and which characterize
Marivaux's "comedies d'amour," yet at the same time it stands out as
almost unique in Marivaux'sdramatic output. Marcel Arland, indeed,
does not classify it as a "comedie d'amour" but as one of only two
"comedies heroiques." Furthermore, Marivaux himself was conscious
of the singularity of this work: he says as much in one of the very few
prefaces he ever wrote for one of his plays.8

8 "Le sort de cette piece-ci a ete
bizarre.Je la sentais susceptible d'une chute totale ou
d'un grand succes; d'une chute totale, parce que le sujet en etait singulier, et par
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In spite of the play's obvious theme and of its title, Marcel Arland
and other commentators are justified in regarding Le Triomphede
l'amour as different from the other "comedies d'amour." For Le
Triomphede l'amourmakes use of romance motifs seldom found in the
latter, motifs which are more reminiscent of Shakespearean romantic
comedy: the complex plot relying on cross-dressing by the heroine,
Leonide, who thereby gains the affection of several characters,
cannot fail to remind one of TwelfthNight;9 Agis, the young hero,
secret royal child raised in seclusion and mystery away from the court,
evokes in some respects the figure of Perdita in The Winter'sTale;the
theme of the renewing and redeeming power of young love recalls
the late Shakespearean romances too. On the other hand, the
romance figure of the benevolent manipulator or master of ceremonies, of whom Marivaux was so fond and for whom I have already
proposed Prospero as a model, finds here a most original incarnation.
One of the great qualities of Le Triomphede l'amouris the richness
and complexity of its comic character types. L6onide is a perfect
illustration of this. In her, several types converge: she is of course a
fully developed heroine in love such as can be found in all the
"com6dies d'amour," but she is also a benevolent authority figure,
pulling the strings of the plot in order to restore harmony to a world
out of balance.?1 Moreover, things are further complicated by the
problematic nature of her authority, at the same time legitimate and
illegitimate: legitimate because, as just mentioned, it is benevolent
and aims at a return to harmony and legitimacy, illegitimate because
she inherited the throne of Sparta from her uncle who himself
usurped it from Agis' father. Secretly in love with Agis, Leonide's goal
is to marry him and thus restore him to his rightful place as ruler."
consequent courait risque d'etre tres mal recu; d'un grand succes, parce queje voyais
que, si le sujet etait saisi, il pouvait faire beaucoup de plaisir." (Thdetre completde
Marivaux 889).
9
Cross-dressing by the main female character is also central to the plot of La Fausse
suivante, but this play is quite different in structure and content from Le Triomphede
l'amourand the "com6dies d'amour." Its progression is oriented toward the unmasking
of an alazon, not the union of lovers. Marcel Arland classifies it as a "com6die
d'intrigue."
10The Prince in La Doubleinconstanceand, even more clearly, Lucidor in LEpreuveare
also characters combining the roles of young lover and well-meaning master of
ceremonies.

1 Her power of seduction is as ambiguous as her political power; she conquers in
order to be conquered:
HERMIDAS[i. e. Corine].-Le ciel en soit loue! Vous l'aurez [Agis] done bient6t en votre
pouvoir.
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Therefore with her, the three types of the young lover, the benevolent
figure of authority, and the usurper of legitimate power find themselves embodied in a single character.
The philosopher Hermocrate and his sister Leontine, in whose
care Agis grew up in safety awayfrom Sparta, are also quite interesting
in their make-up. To a certain extent they constitute variations on the
type of the ridiculous old lover (Hermocrate realizes early in the play
that Leonide is in fact a woman and she manages to persuade him
that her disguise is a ruse she imagined because of her love for him;
Leontine, for her part, believes Leonide to be a man until the very
end; both of them can thus fall in love with her). Hermocrate also
shows features of the pedant and he is clearly a surrogate father; the
rival, in his love for Leonide, of his own adopted son. Yet he and his
sister cannot be reduced to simple blocking characters. To the extent
that they are blocking characters, they fill this role unintentionally .
Their role as Agis' protectors and substitute parents, their ambiguous
function in the plot, as well as the rich characterization they are given
further prevents the audience from seeing them as pure alazons.For
they too illustrate the triumph of love, they too come to discover a
basic truth about themselves that they had previously denied or
repressed.
Consequently, the play is open to divergent interpretations. While
Leonide certainly remains the central eiron figure in Le Triomphede
l'amour,there is a disquieting element of ruthlessness in the way she
uses her power-the power of seduction and political power-to
manipulate other characters in order to achieve her personal ends.2
As for Hermocrate and Leontine, they can be regarded as victims, but
also as self-deluded impostors blinded by their narcissism, a reading
suggested by the two scenes when first his sister then the philosopher
are seduced by their own portraits.

PHOCION [i. e. Leonide].- Point du tout; c'est moi qui vais me mettre au sien. ( Triomphe
893;
1.1)

"[...

] je voulais rendre le tr6ne a Agis, etje voulais etre a lui."

946;

3.11).
(Triomphe
12See, for
instance, this reply to Leonide from Leontine: "Et parce que vous etes

desole, il faut queje vous aime? Qu'est-ce que cette tyrannie-la?"(Triomphe919; 2.5); or
from Hermocrate: "Vous triomphez, Aspasie [i.e. Leonide]; vous l'emportez, je me
rends." (Triomphe930; 2.14). On the whole, however, I agree with Deguy who
maintains: "[ ... ] la Phocion du Triomphede l'amour,si rusee soit-elle, ne doitjamais
apparaitre comme une force mauvaise, egoiste, perverse." (103). Or as Leonide herself
states: "[ . . ] le but de mon entreprise est louable, c'est l'amour et la justice
qui
m'inspirent." (Triomphe894; 1.1).
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Indeed, the unconscious motivating power of narcissism is shown
to operate throughout the play. The two portrait scenes are only the
moments when such power is most clearly revealed. For from the
start, language, in L6onide's strategy, has been the mirror by which
seduction is to be achieved. The analogy between language and
pictorial representation is unwittingly pointed out by Arlequin:
Je viens de trouver ce petit garcon qui etait dans la posture d'un homme
qui ecrit: il revait, secouait la tete, mirait son ouvrage; etj'ai remarque qu'il
avait aupr&sde lui une coquille ou il y avait du gris, du vert, dujaune, du
blanc, et ou il trempait sa plume; et comme j'etais derri&relui, je me suis
approche pour voir son original de lettre; mais voyez le fripon! ce n'etait
point des mots ni des paroles, c'6tait un visage qu'il ecrivait; et ce visage-la,
c'etait vous, Seigneur Hermocrate. (Triomphe929; 2.13)
Thus Leonide, in the guise of Phocion, launches her plan by painting
a seductively idealized picture of her first victim, Leontine:
Il y a quelques jours que, traversant ces lieux en voyageur,je vis pres d'ici
une dame qui se promenait, et qui ne me vit point; il faut que je vous la
peigne, vous la reconnaitrez peut-etre, et vous en serez mieux au fait de ce
quej'ai a vous dire. Sa taille, sans etre grande, est pourtant majestueuse,je
n'ai vu nulle part un air si noble; c'est, je crois, la seule physionomie du
monde ou l'on voie les graces les plus tendres s'allier, sans y rien perdre, a
l'air le plus imposant, le plus modeste, et peut-etre le plus austere. On ne
saurait s'empecher de l'aimer, mais d'un amour timide, et comme effraye
du respect qu'elle imprime; elle estjeune, non de cettejeunesse etourdie
qui m'a toujours deplu, qui n'a que des agrements imparfaits, et qui ne sait
encore qu'amuser les yeux, sans meriter d'aller au coeur: non, elle est dans
cet age vraiment aimable, qui met les graces dans toute leur force, ou l'on
jouit de tout ce que l'on est, dans cet age ou l'ame, moins dissipee, ajoute
a la beaute des traits un rayon de la finesse qu'elle a acquise. (Triomphe901;
1.6)
The trap set up for Hermocrate is more subtle but remains based
upon the manipulation of the same psychological mechanisms. Here
Leonide, this time in the guise of Aspasie, presents to the philosopher
a mirror image of himself, that of virtue struggling against desire:
Je ne vous dis point queje vous aime, afin que vous m'aimiez; c'est afin que
vous m'appreniez a ne plus vous aimer moi-meme. Haissez, meprisez
l'amour, j'y consens; mais faites que je vous ressemble. Enseignez-moi a
vous 6ter de mon coeur, defendez-moi de l'attrait queje vous trouve. Je ne
demande point d'etre aimee, il est vrai, maisje desire de l'etre; 6tez-moi ce
desir; c'est contre vous-meme que je vous implore. (Triomphe908; 1.8)
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But most interesting, perhaps, in this connection, is the fact that
Leonide-Aspasie uses a similar strategy in her pursuit of Agis, the real
object of her love. <Jevous ressemble;> she tells him, <jen'aijusqu'ici
senti mon coeur que par l'amitie quej'ai eu pour vous [...]? (Triomphe
917; 2.3). And she claims to be in the very same situation he is, in
effect presenting herself as an exact double of the persecuted young
prince:

[...] Seigneur;cet habitvous abuse, il vous cache une fille infortuneequi
6chappe sous ce deguisementa la persecutionde la Princesse.Mon nom
est Aspasie;jesuis nee d'un sang illustredont il ne reste plus que moi. Les
biens qu'on m'a laisses me jettent aujourd'huidans la necessit6 de fuir.
915-16; 2.3)
(Triomphe
Narcissism, therefore, turns out to be more than a simple negative
element in Le Triomphede l'amour,more than just a source of blinding
self-delusion. While it appears as the main unconscious motivation
behind Leontine and Hermocrate's <<illegitimate?,
desire for Phocion/
it
also
its
in
love
for the heroine.
Aspasie,
plays part Agis' legitimate
is
shown
to
be
further
evidence
Narcissism, then,
universal, providing
of the blurring of the traditional distinction between eirons and
alazons in Marivaux's subtle psychology. Or, in other words, the
narcissistic force of <amour-propre>is fundamentally ambiguous; it is
at the same time the obstacle (as philosophic pride and false wisdom,
as thirst for revenge, as ?illicit? desire . . .) and the path to the
triumph of love and, we shall see, of sociability as well.
The rest of the characters are not as complex but they complete the
cast very appropriately. Even Agis pales in comparison to Leonide.
Understandably, he is somewhat feminized. His innocence, passivity
and relative vulnerability stand in contrast with her greater power to
control and manipulate. The two servants, Corine and Arlequin,
provide the assistants necessary to the master of ceremonies; Dimas,
the gardener, adds a touch of humorous rustic simplicity.
The preceding remarks have already made clear that disguise, in
this particular case cross-dressing, plays a major role in Le Triomphede
l'amour,as in most of Marivaux's "comedies d'amour." But disguise
seems to fulfill a double function here. For if Le Triomphede l'amouris
indeed essentially a "com6die d'amour," the symbolic significance of
its main plot line is underscored by a secondary, and parallel, political
line of transformation. To return to Leonide's own words: "c'est
l'amour et la justice qui m'inspirent." At the beginning of the play,
the polis as a whole is out of balance, the throne of Sparta is occupied
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by a usurper, L6onide herself; her desire to conquer and marry Agis
is also a desire to surrender authority to its rightful owner. In the end,
therefore, the return to harmony is total: subliminally, the triumph of
love is at the same time the triumph of legitimate political power.
The combination of sentimental and political plot lines means that
disguise works on two different levels in Le Triomphede l'amour:as
cross-dressing it masks the heroine's gender, and as disguise proper, it
conceals her real identity as the Princess. This is why she assumes not
two but three identities in the course of the play: Leonide, her true
persona, Princess of Sparta in love with Agis, legitimate heir to the
throne; Phocion, a young gentleman wishing to study with Hermocrate
and who falls in love with Leontine; Aspasie, a lady in love with
Hermocrate (and also with Agis). Her real identity as the Princess
becomes known to others only at the very end of the play; her sex, on
the other hand, is revealed to certain characters at certain strategic
points of the plot. Arlequin realizes very early on that she is a woman,
then Hermocrate, later yet Agis, and Leontine is of course the last
person to make this crucial discovery. Again, this is dictated by the
imperatives of the plot. But as the two dimensions of the plot,
sentimental and political, essentially redouble each other, so the two
levels of disguise in Le Triomphede l'amourserve basically the same
purpose. As always in Marivaux, the game of love and false appearances leads his characters to discover the truth of their own nature.
In other words, cross-dressing serves the same dramatic function in
Le Triomphede l'amouras other forms of disguise do in so much of
Marivaux's theater. In contrast to more contemporary treatments of
the theme, cross-dressing does not imply here a questioning of the
self, a redefinition of one's own identity.13 Far from indicating a
vacillation of the self, the cross-dressing heroine's ability to adopt
different personae is rather a mark of her mastery. L6onide is in fact
the only leading character who knows who she is from the start. She
has already completed the process of self-discovery before the beginning of the play, whereas Agis, Hermocrate and L6ontine have not.
Cross-dressing is not, in Le Triomphede l'amour,a sign of a process of
13 "Telles sont les limites d'une lecture f6ministe du
personnage et d'une vision
liberatrice et psychanalytique de son traitement. Car si Phocion a bien-vu de la
perspective actuelle-le merite de reveler aux autres leurs desirs, de r6veiller et
circonscrire leur nevrose, d'etre un analyste qui 'demele' (II, 3) ce que les analyses
pensent dans le savoir, elle utilise immediatement ce savoir a des fins personnelles et
repressives, pour confronter son propre triomphe, sceller l'union affective et politique."
(Pavis 297).
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self-discovery on the part of the cross-dresser, but rather, like simple
disguise in other comedies by Marivaux, the trigger of such a process
in others. In this sense, it is the play of false appearances, more
precisely than that of assumed identities, which leads Marivaux's
characters-here Agis, but also Hermocrate and Leontine-to discover their authentic self and overcome a false form of consciousness.14

And in Marivaux's imaginary universe, the authentic self is of
course the self in love. Love is what reveals characters to themselves,
the one touchstone in a social world of, all too often, false values. It
would be a mistake, however, to think that for Marivaux the true self
must realize itself in complete opposition to the social. Like Lelio and
the Countess in La Surprisede l'amour, Agis, Hermocrate and Leontine
show that ego-centrism, self-absorption and retreat from the world
are in fact forms of false consciousness.15The gardens of Hermocrate
are no idyllic or philosophical utopial6 but rather the stage where
humanity is restored to its proper social destiny. Authenticity in
Marivaux does not imply a break from the social. The triumph of love
does not signal a rejection of sociability but the triumph of natural,
spontaneous sociability over artificial, conventional forms of life.
Indiana University, Bloomington

14If cross-dressing appears to be in Marivaux a
sub-category of disguise, disguise is in
turn a sub-category of exchange. L'lledes esclavesis a good example of a play where not
disguise but an exchange of (social) identities leads to a more conscious and purely
inwardly oriented process of self-discovery.
' "N'est-on pas ne pour la societe?" (Triomphe933; 2.17) finally admits Hermocrate.
Lionel Gossman has shown how Marivaux's positive, yet not uncritical, evaluation of
social life reflects the outlook of the public he was writing for, wealthy bourgeois
financiers and enlightened aristocrats whose social views often proved to be progressive
in theory while rather conservative in practice, for they adopted a critical perspective
on tradition and society, regarding the latter as no more than a system of conventions,
but at the same time considered society the inescapable, and to a degree unchanging,
medium of individual self-realization.
l6 In this respect Hermocrate appears as a sort of
anti-Prospero. His "brave new
world" is shown to be the illusory product of his narcissistic desire. See Tomlinson.
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