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Essay Nr. 175:  The French Theater on Music
In Catholic France the influence of the Church had managed to suppress the dramatic arts until it was officially encouraged by Cardinal Richelieu.  Although strong Church objections would continue throughout the 17th century, the remarkable talents of Corneille, Moliere and Racine made it popular with aristocratic society and thus establishing forever the theater in France.
The vigorous intellectual atmosphere in Paris, which resulted in so much discussion of opera and philosophy, also produced much commentary on the role of the future of French theater.  Much of this discussion focused on the relationship of modern French theater to the writings of the ancient Greeks, in particular Aristotle.  In this essay, however, we shall consider the plays themselves for their insights into the role of music in French society of the Baroque.  
In the comedies of Moliere there two instances in which he provides an humorous record of the music making of amateurs.  The The Affected Ladies (scene x), presents a nice satire of upper class dilettantes who compose music although they know nothing about it.  The Marquis of Mascarille is discussing poetry, as a refinement of the upper class, with two ladies.  He first reads his poem, a madrigal, and then announces he has also composed music for it.  

Mascarille.  I must sing you the tune I made to it.

Cathos.  Ah! you have learnt music?

Mascarille.  Not a bit of it!

Cathos.  Then how can you have set it to music?

Mascarille.  People of my position know everything without ever 


having learnt.

Madelon.  Of course it is so, my dear.

Mascarille.  Just listen, and see if the tune is to your taste [he warms 


up his voice].  The brutality of the season has greatly injured 


the delicacy of my voice; but it is of no consequence; permit 


me, without ceremony: (he sings)



Oh! oh! I was not taking care.



While thinking not of harm, I watch my fair.



Your lurking eye my heart doth steal away.



Stop thief! Stop thief! Stop thief! I say.

Cathos.  What soul-subduing music!  One would willingly die while 


listening.

Madelon.  What soft languor creeps over one’s heart!

Mascarille.  Do you not find the thought clearly expressed in the 


song?  Stop thief, stop thief.  And then as if one suddenly 


cried out stop, stop, stop, stop, stop thief.  Then all a

once, like a person out of breath -- Stop thief!

Madelon.  It shows a knowledge of perfect beauty, every part is 


inimitable, both the words and the melody enchant me.

Cathos.  I never yet met with anything worthy of being compared to 


it.

Mascarille.  All I do comes naturally to me.  I do it without study.

Madelon.  Nature has treated you like a fond mother, you are her 


spoiled child.

In Moliere’s Le Bourgeois Gentilhomme we are given an extended view of the household music in the home of a socially aspiring businessman, named Mr. Jourdain.  Although the treatment is satire, there is also much here that reflects on views of music in general.  Act One begins with a music master, a dancing master, three singers, two violinists and four dancers on stage.  The music master mentions that he has had his student compose a song while they all are waiting on the gentleman to wake up.  The initial dialogue is concerned with describing what it is like for artists who work in such an environment.

Music Master.  We have found the very man we both wanted.  He 


brings us in a comfortable little income, with his notions of 


gentility and gallantry which he has taken into his head; and it 


would be well for your dancing and my music if everybody 


were like him.

Dancing Master.  No; not altogether.  I wish, for his sake, that he 


would appreciate better than he does the things we give him.

Music Master.  He certainly understands them but little; but he pays 


well, and that is nowadays what our arts require above all 


things.

Dancing Master.  I must confess, for my part, that I rather hunger 


after glory.  Applause finds a very ready answer in my heart, 


and I think it mortifying enough that in the fine arts we should 


have to exhibit ourselves before fools, and submit our 


compositions to the vulgar taste of an ass.  No! say what you 

will, there is a real pleasure in working for people who are 

able to appreciate the refinements of an art; who know how to 

yield a kind recognition to the beauties of a work, and who, by 

felicitous approbations, reward you for your labor....

Music Master.  I grant it; and I relish them as much as you do.  



There is certainly nothing more refreshing than the applause 


you speak of; still we cannot live on this flattering 



acknowledgment of our talent.  Undiluted praise does not give 


competence to a man; we must have something more solid to 


fall back on, and the best praise is the praise of the pocket.  


Our man, it is true, is a man of very limited capacity, who 


speaks at random upon all things, and only gives applause in 


the wrong place; but his money makes up for the errors of his 


judgment.  He keeps his discernment in his purse, and his 


praises are golden.  This ignorant, commonplace citizen is, as 


you see, better to us than that clever nobleman who introduced 

us here.

Dancing Master.  There is some truth in what you say; still I think 


that you set a little too much value on money, and that it is in 


itself something so base that he who respects himself should 


never make a display of his love for it.

Music Man.  Yet you receive readily enough the money our man gives 


you.

The businessman, Mr. Jourdain finally appears and, after soliciting compliments on the new dressing gown he has had made, he asks to see what “little drollery” the music and dancing masters have prepared.

Music Master.  I should like, first of all, for you to hear a song 



which [my student] has just composed for the serenade you 


asked of me.  He is one of my pupils, who has an admirable 


talent for this kind of thing.

Mr. Jourdain.  Yes; but you should not have had it done by a pupil; 


you were not too good for the business yourself.

Music Master.  You must not be deceived, Sir, by the name of pupil.  


These kinds of pupils know sometimes as much as the greatest 


masters; and the song is as beautiful as possible.  Only just 


listen to it.

Mr. Jourdain.  (to his servants)  Hand me my dressing gown, so that 


I may hear better....

The Pupil (sings)

All night and day I languish on; the sick man none can 


save

Since those bright eyes have laid him low, to your stern 


laws a slave....

Mr. Jourdain.  This song seems to me rather dismal; it sends one to 


sleep; could you not enliven it a bit here and there?

Music Master.  We must, Sir, suit the music to the words.

This performance has reminded the businessman of a song which he now sings.  At its conclusion, he asks “Now, isn’t it pretty?”
Music Master.  The prettiest thing in the world.

Dancing Master.  And you sing it very well.

Mr. Jourdain.  Do I?  I have never learned music.

Music Master.  You ought to learn it, Sir, as you do dancing.  These 


are two arts which are closely bound together.

Dancing Master.  And which open the human mind to the beauty of 


things.

Mr. Jourdain.  Do people of rank learn music also?

Music Master.  Yes, Sir.

Upon hearing this, the businessman decides to study music.  On second thought, he remembers he has also engaged a fencing teacher and a professor of philosophy and therefore fears he may not have time.  The music and dancing masters, in response, begin to speak of the purposes and virtues of their arts.

Music Master.  Philosophy is something, no doubt; but music, Sir, 


music....

Dancing Master.  Music and dancing, Sir; in music and dancing we 


have all that we need.

Music Master.  There is nothing so useful in a state as music....  



Without music no kingdom can exist....  All the disorders, all 


the wars that happen in the world, are caused by nothing but 


the lack of music....

Mr. Jourdain.  How is that [possible]?

Music Master.  Does not war arise from a lack of concord between 


them?

Mr. Jourdain.  True.

Music Master.  And if all men learned music, would not this be the 


means of keeping them in better harmony, and of seeing 


universal peace reign in the world?

Mr. Jourdain accepts this idea and now the music master proposes that the businessman see the musical composition which the student has composed.  A female and two male singers, dressed as shepherds, now prepare to sing the music, which the music master promises will “represent the different passions which can be expressed by music.”  Jourdain asks why such Intermezzi always involve shepherds.  The interesting answer is one which was occasionally given as an objection to opera itself, that “normal” people do not discuss their affairs in singing.

When we make people speak to music, we must, for the sake of probability, adopt the pastoral.  Singing has always been affected by shepherds, and it is not very likely that our princes or citizens would sing their passions in dialogue.

During Act Two this dialogue between the music and dancing masters and the businessman continues, now focusing on music of a concert nature as the Music Master recommends that Mr. Jourdain establish his own salon.

Music Master.  But, Sir, this is not enough; a gentleman magnificent 


in all his ideas like you, and who has taste for doing things 


handsomely, should have a concert at his house every 



Wednesday or Thursday.

Mr. Jourdain.  But why should I?  Do people of quality have 



concerts?

Music Master.  Yes, Sir.

Mr. Jourdain.  Oh! very well!  Then I too must have some.  It’ll be 


fine?

Music Master.  Very.  You must have three voices: a treble, a 



counter-tenor, and a bass; which must be accompanied by a 


bass-voil, a theorbo lute, and a harpsichord for the thorough-


basses, with two violins to play the harmony.
 

Mr. Jourdain requests that singers for the dinner table not be forgotten.

A fencing master comes on the scene and a brief argument ensues over the relative value of each of their arts.  Now a professor of philosophy is introduced and speaks with disdain for the arguments at hand.

Is there anything more base and more shameful than the passion which changes a man into a savage beast, and ought not reason to govern all our actions?

Shortly the philosopher equates music and dancing with “the trades of prize-fighter, street-singer, and mountebank,” which brings insults upon him from the music, dancing and fencing masters.

Another interesting view of music in contemporary 17th century France describes the public, which a character finds is a poor judge of music.  In Moliere’s The School for Wives Criticized (scene v), the Chevalier Dorante comments on both the lower and upper class audience members at the theater, including a specific reference to musical concerts.  Regarding the lower class he points to universality, which needs no instruction in the arts.
Speaking generally, I would place considerable confidence in the approval of the pit, for, among those who frequent it, there are several who are capable of criticizing a play by the accepted canons, and the remainder form their opinion in the right way, which is to see things as they are, without blind prejudice, or affected compliance, or ridiculous refinement....

Regarding the upper class, he suggests they are less knowledgeable than the lower classes.

It angers me to see these people make themselves ridiculous, in spite of their rank; they are so conceited that they are continually talking boldly of everything, no matter how ignorant they may be.  They shout applause at the worst passages of a play, and never cheer those that are good; and, when they see a picture, or hear a concert, blame and praise just in the same wrong-headed way.

The purpose of music most commonly given in early literature is to soothe the listener.  Moliere, exaggerating for the purpose of humor, carries this idea almost to the point of music therapy.  In Love the Best Physician (III, vii), Clitander announces,

I’ve brought several singers, musicians and dancers, to celebrate the feast and make merry.  Call them in.  These are people I brought with me, and which I use daily, to pacify by their harmony and dancing the disturbances of the mind.

In the Monsieur de Pourceaugnac (I, viii) two doctors recommend a series of draconian treatments for de Pourceaugnac, including bleeding (from a vein in the head) and that he should be “purged, de-obstructed, and evacuated by suitable purgatives...”  But first, one doctor recommends, before anything else,

I think he ought to be cheered by pleasant conversation, songs, and instruments of music....

Indeed, in Scene Ten, a stage direction calls for two “Italian Musicians dressed as grotesque doctors,”
 who sing to cheer up de Pourceaugnac.

Do not let yourself be killed

By melancholic grief.

Our harmonious song’s for you,

We have to make you laugh.

We are only here to cure.

Another purpose of music given in this repertoire is for the purpose of romance, for which, judging by one comment, music had become almost obligatory.  In the Intermezzo given between the second and third acts during the first performance of Moliere’s The Princess of Elis, Moron observes,

Most women now are taken by the ear; they make everybody learn music: and nobody succeeds with them, but by the Sonnets and Verses they sing to them.  I must learn to sing that I may do like others.

A contrary opinion is found in Marivaux’s Double Infidelity (Act Two), where Sylvia wonders why men go to all the trouble to court a girl who is not interested.  She laments, “All this waste of concerts and plays.” 

There is a particularly clever scene which deals with the use of music for romance in Moliere’s The Hypochondriac (II, v).  In addition, Moliere takes the opportunity here to include some common contemporary complaints, including the reputed bad influence of the theater, poets who object to having to alter their verses to fit music and the frequency of pastoral scenes.  This scene begins as Argan wants Cleante to prepare his daughter, Angelique, to sing before his guests.  Cleante, who is secretly Angelique’s lover, arranges for the two of them to improvise lyrics to the music of a previously composed chamber opera.  The scene begins,

Argan. (to Cleante)  Monsieur, just get my daughter to sing before 


the visitors.

Cleante.  I was awaiting your commands, Monsieur.  I thought we 


might entertain the company by singing with Mademoiselle a 


scene from a small opera that has recently been written.  See, 


here is your part.

Angelique.  I?

Cleante.  Please do not make any objection, but allow me to explain 


to you the scene we have to sing.  I have no voice for singing; 


but it will suffice here if I can make myself understood.  You 


will be so kind as to make allowances for me, since I have to 


superintend the singing of the young lady.

Argan.  Are the lines good?

Cleante.  The opera is, strictly speaking, impromptu, and you will 


only hear rhythmical prose sung, or some sort of irregular 


verse, such as passion and necessity might suggest to two 


persons, who sing these things spontaneously, and speak on 


the spur of the moment.

Argan.  Very good.  We will listen.

As Angelique begins to sing her part as a shepherdess, the father remarks, “I did not think my daughter was clever enough to sing like this, at first sight, without making any mistakes.”  As the singing continues, and becomes rather heated in passion between the two lovers, the father becomes suspicious.

Argan.  No, no; we have heard enough.  Your opera sets a very bad 


example.  The shepherd Tireis is an impertinent fellow, and the 

shepherdess Philis an impudent minx, to talk like this in the 


presence of her father.  Show me the score.  Come, come 


where are the words you have sung?  There is nothing but 


music here.

Cleante.  Are you not aware, Monsieur, that a method has recently 


been invented whereby the words and the notes are expressed 


by the same signs?

The most fundamental purpose of music is, of course, to communicate feelings.  Again, Moliere exaggerates this idea, reminding us of the German absorption with the “affections” at this time.  In The Sicilian (Scene ii) a discussion of a potential serenade leads to an interesting discussion of tonality relative to feeling.

Adrastus.  Are the musicians here?

Haly.  Yes.

Adrastus.  Bid them come hither.  I’ll have them sing here ‘till break 


of day, to see if their music will draw this charming creature to 

some window.

Haly.  Here they are.  What shall they sing?

Adrastus.  What they think fit.

Haly.  It shall be a Trio then, which they sung to me the other day.

Adrastus.  No, no; I don’t like that.

Haly.  Ah. Sir, ‘tis a charming B sharp.

Adrastus.  What the Devil do you mean with your B sharp?

Haly.  Sir, I stand up for B sharp: You know I understand Music.  


B sharp charms me.  No key is so harmonious as B sharp.  


Pray hear this Trio.

Adrastus.  No, I’ll have something that’s tender and soft, something 


that may put me into a gentle musing.

Haly.  I see you’re for B flat; but there’s a way to satisfy both of us.  


They shall sing you a certain scene of a little comedy which I 


have heard them rehearse.  It is of two love-sick shepherds, 


full of languor, who upon B flat, come separately to make their 


complaints in a wood, afterwards they discover to each other 


the cruelty of their mistress; and, thereupon, comes a jovial 


shepherd, with an admirable B sharp, who rallies their 



weakness.

Adrastus.  Well, let’s hear it.

Scene Three now begins with the lyrics for a song by three musicians, “If, with the sad recital of my woes....”
There is one instance of the use of music for prophesy, found in fact in one of the few Racine plays which mentions music.  Athaliah, not only has a singing chorus, but the appearance of unidentified “music” on stage to enhance the religious atmosphere.  Referring to this scene in the Preface, Racine reflects on the use of music for prophesy in the Old Testament.

This scene, which is a kind of episode, brings in music very naturally, by the custom which several prophets had of entering into their holy trances to the sound of instruments: witness that troop of prophets who came before Saul with the harps and lyres which were borne before them....

Music in the Stage Directions

Perhaps in rebellion to the competition of the popularity of opera, the French playwrights in general include very little music in their plays.  The indication of musicians on stage is particularly rare, but certainly one of the more interesting examples is found in Moliere’s Monsieur de Pourceaugnac, which concludes with a stage direction reading “Several Masques of all kinds, some in the balconies and others in the street, enjoy themselves with diverse songs, dances and other innocent delights.”  The subsequent dialogue includes lyrics for a “Chorus of Singers.”  Another intriguing occasion is found in Moliere’s The Compulsory Marriage (Scene vi), where the stage direction calls for “Gypsies, furnished with tabors,” who enter singing and dancing.

There are two plays in which we find indications of unusually large music ensembles present.  The Intermezzo which begins Moliere’s The Magnificent Lovers begins with the stage direction, “The scene opens with the pleasant sound of a great many instruments....”  Similarly, Moliere’s Le Bourgeois Gentilhomme begins with a stage direction reading “The overture is played by a consort of many instruments.”
Among the occasional references to the performances of art songs in these plays, there is one which is unusual because it involves a discussion of the failure of a performance.  In Marivaux’s one act play, Money Makes the World Go Round, Apollo enters with some singers and dancers.  After a song, the lyrics for which are given, we find the following dialogue.

Apollo.  I’m afraid you were not too happy with this, Mr. 



Grangewell.

Grangewell.  Oh, don’t pay any attention to me.  I’m deaf to music.

Spinetta.  I was falling asleep.

Apollo.  And you, madam, were you disappointed too?

Lydia.  The music was elegant enough, but the performance seemed a 


little chilly to me.

Plutus.  That’s because the singers are hoarse.  A little greasing of 


throats is what’s needed.

Apollo.  Gently!  You needn’t pay my performers.

A Singer.  What?  The gentleman makes us a present -- why should 


you care?  It won’t prevent you from paying us.  In fact, the


sooner the better.

In Corneille’s The Liar (I, v), Alcippe spreads the word that a serenade played in boats on the water has been given a young lady.

Alcippe.  It’s said


That someone gave a concert for a girl.

Dorante.  On water?

Alcippe.  Yes.

Dorante.  Water can fire love’s flame.

Philiste.  Sometimes.

Dorante.  And this was all last night?

Alcippe.  It was....

Dorante.  The music?

Alcippe.  Not at all to be disdained.

Later in this scene, Dorante explains that he organized the serenade, now providing more details.

I’d hired five boats to make a better show;

In each of four of them I placed a band

Whose music would entrance the saddest heart.

Violins in the first; voices and lutes

Came next, then flutes, and oboes in the fourth,

From which in turn came waves of harmony

Lulling the ear with sweetness infinite.
 

There are two places in Moliere where the impact of the music on the listener is mentioned.  In The Princess of Elis (III, ii), Euryalus recalls,

The sweetness of her voice made itself evident in that perfectly delightful song she deigned to sing, her wonderful tones penetrated to the depths of my soul, and held all my senses so enraptured that they could not recover their self-possession.

And in The Magnificent Lovers (I, ii), Timocles remarks “I have had my love sung by the most touching voices....”
Finally, we should mention that in a performance of The Magnificent Lovers, Moliere himself, playing the character, Clitidas, sang a song in Act Two, Scene Three.

There are two specific references in this repertoire to the use of music for dance.  In Moliere’s The Affected Ladies (scene xiii) musicians are engaged for a dance and they first play for Mascarille, who sings as he dances a solo dance.  Then, as he dances with Madelon, he criticizes the musicians.

Mascarille.  The liberty of my heart will dance a couranto as well as 


my feet.  Play in time, musicians.  Oh! what ignorant fellows!  


There is no possibility of dancing with them.  Devil take you, 


can’t you play in time?  Steady, you village scrapers.

Jodelet.  (dancing in his turn)  Gently, don’t play so fast, I have 


only just recovered from an illness.

Marivaux’s The Test concludes with Dorian announcing, “Send for the village fiddlers, and let’s end the day with a dance.”
We find a nice satire on the life of the court musician in Moliere’s The Impromptu of Versailles (scene i).  Here a character named Moliere, “an absurd marquis,” is trying to organize a rehearsal for a little play to be given before Louis XIV.  He has had so little time he has written no dialogue and expects the actors to improvise it.
   When one of them asks why he did not request more time of the king, Moliere offers a sad comment on the life of the court musician,

Ah! Mademoiselle, kings like nothing better than prompt obedience:  opposition meets with little favor at their hands.  Things are only acceptable at the time they are wanted; and to try to delay their entertainment is to take all the charm of it away, so far as they are concerned.  They want pleasures which never keep them waiting;
 so those that are the soonest ready are always the most agreeable to them.  We should never consider ourselves when they desire anything of us: our only business is to please them; and when they command anything of us, we ought instantly to be only too glad to take advantage of the urgency of their desires.  It is better to do badly what they ask of us, than not to do it soon enough; if one has the shame of unsuccessful work, there is always the renown of having instantly obeyed their commands.

Regarding the comment above, on obeying the king, we find a similar dedication in Moliere’s Les Facheux to the king,

I had a pleasure in obeying you, which was much more useful to me than Apollo and all the Muses.

Another view of private music for the entertainment of nobles is found in Alain-Rene Lesage’s Turcaret (II, vi), where Frontin invites a guest to dinner.

Frontin.  And to add to the gaiety of the occasion, you will be 



entertained with music and instruments.

The Baronne.  Music, Frontin?

Frontin.  Yes, Madame.  The proof of it is that I am also to order a 


hundred bottles of [wine] for the musicians to drink.

The Baronne.  A hundred bottles!

Frontin.  It’s none too much, Madame.  There will be eight ensemble 


players, [and] four Italians from Paris, three sopranos, and 


two fat tenors.

M. Turcaret.  Upon my word he’s right.  It will be none too much.

Lyrics for drinking songs are found in Moliere’s Le Bourgeois Gentilhomme (IV, i)
 and The Mock-Doctor (I, vi),

What pleasure’s so great, as the bottle can give,

What music so sweet, as thy little gull, gull!

Additional examples of entertainment music in Moliere are found in The Compulsory Marriage (scene viii), where violins are engaged for the entertainment of the wedding guests, and in Tartuffe (II, iii), when Dorine refers to a ball to be held at carnival time when there will be “a good band [la grand’bande] with two musettes and perhaps Fagotin
 and marionnettes.”
Music in the Plays of Voltaire

As with the tragedies of Corneille and Racine, there is very little reference to music in Voltaire’s plays, either in dialogue or in stage directions, which may be regarded in part, we believe, as an attempt to distinguish drama from the dominant influence of opera.  In any case, few though these references may be, there are some worthy of mention.  One offers quite a different view of the celebrated salons hosted by the upper class women of Paris.  In The Prude (I, iv), Collette satirizes, through the nature of its associations, the performances of music in these gatherings.

...always at her house you will meet with good suppers, new songs, and bonmots, old wines, ice cream, liquors, new ribbons, Saxon monkeys, rich bagatelles....

In only one play does Voltaire comment on the purpose of music, and it is the familiar purpose of offering solace to the listener.  In The Prude (IV, v), Mme de Burlet offers to Mme Dorfise, “I have ordered him to get music, to purge your melancholy humors....”  

In his Philosophical Dictionary, Voltaire makes a dark and curious reference to music as therapy.  Here he writes a dramatic scene, from an imaginary play revolving around the cruelty of the Druids, in which Orpheus appears in the tradition of the gods who arrive at the end of plays to solve all the problems and bring about a happy ending.

The Druid.  I am altogether recovered.  Oh, the power of good 



music!  And who are you, divine man, who thus cures 



wounds, and rejoices hell itself?

Orpheus.  My friends, I am a priest like yourselves, but I never 



deceived anyone, nor cut the throat of either boy or girl in my 


life.  When on earth, instead of making the gods hated, I 


rendered them beloved, and softened the manners of the men 


whom you made ferocious.  I shall exert myself in the like 


manner in hell.  I met, just now, two barbarous priests whom 


they were scourging beyond measure; one of them formerly 


hewed a king in pieces before the Lord, and the other cut the 


throat of his queen and sovereign at the horse gate.  I have 


terminated their punishment, and, having played to them a

tune on the violin, they have promised me that when they return into the world they will live like honest men.
 

The stage direction which follows this morbid dialogue ironically calls for this scene to conclude with “light and agreeable music.”

The only reference in Voltaire’s plays to substantial forces of instrumental or vocal music is a stage direction in Pandora (III, i), after Pandora laments,


Hence, ye idle visions; cease,


Discordant sounds,
[A Symphony is heard.]


And give me peace.

Shortly after this, another stage direction calls for the Chorus of Pleasures to “dance around her and sing.”  The lyrics are given for a song in which a solo voice alternates with the chorus.

The only references by Voltaire in his plays to functional music are descriptions of the military trumpet.  In Merope (V, v), Narbas says,

Hark! I hear on every side

The trumpets sound, the groans of dying men....

Similarly, in Zaire (I, ii), Osman mentions the “shrill trumpet heard on every side.”

The sole reference to entertainment music is a curious line in The Prude (I, v).  Here we encounter Mme Dorfise who finds no joy in the pleasures of the world.  When asked even about music and dancing, she answers “they are the devil’s inventions.”
� In III, iii, Jourdain’s wife complains there was a “regular din of violins and singers, that are a positive nuisance to all the neighborhood.”


� In II, xi, the stage direction calls for “Two singing lawyers.”


� This serenade is referred to again in II, iii.


� In fact, in the Preface to The Impertinents, Moliere tells us he was required by the court to write this play in only fifteen days.


In the little time that was allowed me it was impossible for me to execute so great a design, and think much upon the choice of my characters, and disposition of my subject.


�  In one of Louis XIV’s most famous remarks, made to a servant whose job was to open the door through which the king passed, Louis warned, “You almost made me wait.”


� In this comedy (IV, xi) a little musical play is acted out, including a song with Turkish lyrics.  The music for this was composed by Lully.


� The musette was the specially made small bagpipes which were popular with the court, which counted among its entertainments pretending they were peasants.  The meaning of “Fagotin” is unclear, but may mean small bassoons, as the musettes were sometimes played as small oboes (ie., with the canter alone).    In modern French, “fagotin” can mean a small monkey dressed in clothes or a clown.  Various English translations of this passage give such diverse solutions as “the learned ape” and “an animal act.”


� Philosophical Dictionary, “The Druids,” in Ibid.,VIII, 173ff.
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