L‘EISTOIRE DE MADAME DE LUZ: AN ANALYSIS
OF THE NOVEL AND OF ITS RELATIONSHIP TO THE DEVELOPMENT
OF THE EIGHTEENTH-CENTURY FRENCH NOVEL

by

Lloyd Raymondsy ee
B.A., The University of ta Clara, 1964
M.A., The University of Kansas, 1967

Submitted to the Department of French
and Italian and the Faculty of the
Graduate School of the University of
Kansas in partial fulfillment of the
requirements for the degree of Doctor
of Philosophy.

Dissertation Committee:

Chairman

ROO059 93L9a



To Sylviane, my wife,
whose unfailing patience
and help have been essential
40 my academic achievements.



ACKNOWLEDGMENTS

My sincere thanks are due to all the faculty mem-
bers of the Department of French and Italian at the Uni-
versity of Kansas whose high standards of scholarship have
been inspirational. In particular, I would like to express
my gratitude to Professor Donald R. Newcomb who first sug-
gested my dissertation subject; and to Professors John
R. Williams and Kenneth S. White for their advice and
careful reading of the manuscript. Most of all, I wish
to thank my director and mentor, Professor Ronald W. Tobin,
for his thoughtful and patient guidance. The rapidity
with which he worked and the judiciousness of his obser-

vations are examples of scholarship at its best.



CONTENTS

INTRODUCTION ® [ ] L] [ ] [ ] ® L] L [ ] L] L] Ld L] L] [ [ ] L] L] . 1

Chapter
I. DUCLOS' CHARACTER AND LIFE S L

II. AN ANALYSIS OF L'HISTOIRE DE MADAME DE LUZ . 33

ITI. LES CONFESSIONS DU COMTE **¥* AND LES ME-

MOIRES SUR LES MOEURS DE CE SIECLE o o« 93

CENTURY FRENCH NOVEL ¢ ¢ ¢ o o ¢ ¢ ¢ o« » 103
CONCLUSION o o o o o o o o o o o o o ¢ o s ¢ o o 200
APPENDIX o o o o o o o o o o s o s o o o o o o » 208
SELECTED BIBLIOGRAPHY ¢ o o ¢ o o s ¢ o ¢ o o o o 217



INTRODUCTION

The best literary critics of the contemporary period,
contrary to those of the nineteenth and early twentieth cen-
turies, tend to judge works of fiction impartially, according
to the literary merits of the text and to the importance of
the work in the development of its respective genre. This
critical approach is particularly clear in the case of lit-
erary criticism treating the writers of licentious tales and
novels of the eighteenth-century like Laclos and Sade. Where-
as past critics often condemned these writers on moral grounds

1 recent commentators

without giving due process to the texts,
have studied such authors with an impersonal attitude, so as
to evaluate novelists principally on the basis of the texts'
literary qualities.

The modern objective approach to criticism has resulted
in renewed interest in Laclos and Sade and an accompanying
resurgence of interest in their immediate predecessors like
Duclos. A brief survey of critical assessment of Duclos®

writings, in particular, his novels, will reveal a recent

renewal of interest in them and a reappraisal of their lit-

1André Le Breton's treatment of Laclos is representative
of this type of criticism: "Point de lecture plus pénible que
celle des Liaisons dangereuses. Et puis il est regrettable
pour l'impassible Laclos qu'il ne soit tout & fait supérieur
ue dans la peinture du mal." Le Roman au dix-huitiéme sidcle
Paris, 1898 s Do 3360




erary merit and importance.

Until recent years critics failed to evaluate Duclos'
works by textual analysis. No critic systematically studied
his novels. No one wrote a thorough analysis of Duclos' eth-
ical or historical writings, although literary historians
rank him among the best moralists and historians of the eight-
eenth—-century.2 Even full-length works treating Duclos, in

4 5

particular those of Le Bourgo,3 Heilmann, = and Freud,” stress

biographical material and fail to analyse the texts. Or like

Karl Toth6

they consider Duclos an acute observer of society

and use his writings to study the period rather than his art.
Even Paul Meister's very accurate and inclusive work7 is bas-
ically a biography which fails to do justice to Duclos' lit-

erary works, and in particular, to his novels.

Although the contemporary eighteenth-century public

2Sainte—Beuve, Causeries du Lundi (Paris, 1869.), IX, e
pp. 264-261. Jules Barni, Les Moralistes frangais au XVIII
sidcle (Paris, 1873), pp. 71-115.

3Leo Le Bourgo, Un homme de lettres au XVIII® silcle,
Duclos, sa vie et ses ouvrages (Bordeaux, 1902).

4Eleonore Heilmann, Charles Pinot Duclos (Berlin,
Humbolt-Universitat, 1939).

5Hilde Freud, Duclos and his Literary Relationships
(Unpublished Ph.D. Thesis, Columbia University, 1951).

6Karl Toth, Women and Rococo in France Seen through
the Life and Works of a Contemporary, Charles Pinot Duclos

(Tondon, I9317.
7Paul Meister, Charles Duclos (Genéve, 1956).
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received Duclos' writings with en’chusiasm,8 critical praise
was not unanimous.9 This division among the critics carried
into the nineteenth-century. Villenave and Stendhal are fa-
vorable to Duclos. In his "Notice", Villenave presents a
biography of Duclos with a few brief remarks about Duclos'
literary production. He does, however, approve of Duclos'

novels, in particular, 1l'Histoire de Madame de Luz: '"Des

situations extraordinaires, un intérét soutenu, des réfle-
xms ingénieuses, un style vif et facile, ont fait le succes
de ce roman."10 Stendhal finds in Duclos a kindred spirit
and exhorts his readers to discover Duclos.11
Villenave and Stendhal are exceptions, however, to the

main current of critical appraisal of Duclos inaugurated by

8The popularity of Mme de Luz is confirmed by Daniel
Mornet's study of books in private French libraries. See:
"Les Enseignements des bibliothéques privées (1750-1780),"
Revue d'histoire littéraire de la France, XVII (1910), p. 473.

9Critics favorable to Duclos:
Voisenon, QOeuvres Complétes (Paris, 1781), IV, p. 155.
Clément, Les cing années littéraires (Berlin, 1755),
II, pp. 48 and B1.
Critics unfavorable to Duclos:
Char%gs Collé, Journal et mémoires (Paris, 1868), II,
P .
Fréron, Année littéraire. 1772, VIII, p. 315-334;
1773, I, p. 339-356.
Grimm, Correspondance littéraire, philosophique et
critique (Paris, 1o677-62), VI, p. 327.

10Charles Pinot Duclos, Oeuvres Complétes (Paris, 1821),
Vol. I, p. vi.

‘ 11"Ici, j'ali recours ce matin & Duclos, Mémoires sur les
Moeurs. Je ne trouve point d'esprit plus analogue au mien."
Oeuvres intimes (Paris, 1955), p. 1247.

"Lis souvent Duclos,”"; "On tire le jus de la connais-
sance de 1l'homme." Correspondance (Paris, 1908),II, p.179.
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Sainte-Beuve in his Causeries du Lundi. Sainte-Beuve devotes

brief discussion to Duclos' novels, preferring to treat him
primarily as an historian and moralist. He is particularly
severe in his evaluation of Duclos' fiction. He qualifies
Duclos, the novelist, as barren, without imagination con-
cluding: "Ces ouvrages ont perdu tout agrément aujourd'hni."12

Moreover, he singles out 1l'Histoire de Madame de Luz for crit-

icism because of the licentious nature of the situations and
themes. Sainte-Beuve criticizes, then, both Duclos' manner
of writing as well as his licentious themes. His criticism
set a precedent and was repeated by later critics.

Ferdinand Brunetiére, for example, emphasizes the in-
ferior quality of the literary productions around 1750. He

singles out Duclos' Confession du comte * * %,  cglling it a

poor substitute for the novels of Lesage and Marivaux.13
Lanson calls Duclos' novels boring both in style and content.14
Faguet is typical of the literary manual writers. He discus-
ses the magjor writers--Bayle, Fontenelle, Lesage, Marivaux,
Montesquieu, Voltaire, Diderot, Rousseau, etc.--but fails to
mention a single important secondary writer such as Duclos,

Restif or Crebillon fils.15 Neglect of secondary writers

120pecit., p. 215.

13perdinand Brunetiére, Histoire de la littérature
francaise classique (Paris, 1912), III, p. 324.

MGustave Lanson, Histoire de la littérature frangaise
(Paris, 1960), p. 678.

15Emile Faguet, Dix-huitiéme siécle--études littéraires
(Paris, 1898).
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tends to distort literary history. ZEven Le Bourgo, in his
long study reflects Sainte-Beuve's criticism of Duclos' nov-
els: '"Duclos ne se recommende, dans ses romans, par aucune
qualité de conception et d'exécution a l'attention de la
postérité.16

Critical studies in the nineteenth and early twentieth
centuries, then, consider Duclos important only in so far as
his works reflect the period: he is accepted with reserve
as an historian and moralist, but denounced as an artist and
novelist. Moreover, none of the critical works analyse the
texts, yet his novels are condemned because they offend moral
taste, are written without imagination, are stylistically poor
and are boring.

In 1925, Emile Henriot countered the traditional eval-~-
uation of Duclos' novels. In a short article he rehabilitates

Duclos' literary image and defends his novels. Henriot states

with regard to Les Confessions du comte ¥ * %, Tes Mémoires

\

pour servir a l'histoire des moeurs, and, by extension, to

1'Histoire de Madame de Luz: "La du moins, Duclos est conteur,

et dans la meilleure tradition du roman dit psychologique,
inaugurée par Madame de la Fayette, continuée apres lui par

Laclos, Constant et Stendhalda7

50 cit., p. 155.

17Emlle Henriot, "Duclos," La Revue de Paris (mars-

avril, 1925), II, p. 606.

This article forms a chapter in Henriot's book Les
Livres du second rayon (Paris, 1925).
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Emile Trahard is equally favorable to Duclos and in-
cludes brief textual analyses of Duclos' three novels. This
brief study situates Duclos' novels within the general con-
text of the eighteenth-century French novel. Trahard defends
Duclos while underlining what he considers Duclos' principal
weakness as a novelist:

Son oeuvre n'a pas de résonance ni de pro-

longement, parce qu'elle ne jaillit point

du coeur. Mais elle a du naturel et de la

vérité, parce qu'elle est le fruit d'une

longue ob?grvation et d'une attentive ex-

périence.

More recently Dorothy McGhee has written a brief, but
favorable chapter on Duclos. She defends him against the
word "compiler", a term with which earlier eritics had pejo-
ratively labeled Duclos. Indeed, she justifies his manner
of writing: "His reporter's sense of drama appears as multi-
colored and faceted as that of a Diderot or a Voltaire; like
them too, he is persistent, slyly referative, impertinent,
nervous."19

Lester Crocker has seen fit to include Duclos in his

20

study of ethical thought in the eighteenth century. He

makes frequent reference to Duclos and is one of the first to

Bemite Trahard, Les Maitres de la sensibilité francaise
(Paris, 1933), II, p. 290.

19Dorothy McGhee, "The Case against Duclos," in Fortunes
of a Tale (Menasha, Wisconsin, 1954), p. 28.

20fLester Crocker, An Age of Crisis (Baltimore, 1959).
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take Duclos' moral ideas seriously. He devotes a section of

his work to a discussion of l'Histoire de Madame de Luz which

he considers, contrary to general opinion, Duclos' best novel.
Crocker situates this novel squarely within the nihilistic,
materialistic current of French thought which culminates in
the works of Laclos and Sade. Donald Newcomb also includes

an analysis of l'Histoire de Madame de Luz and of Duclos'
21

ethical thought in his work. He, like Crocker, regards
Duclos' moral ideas, seen through his fictional works, as
worthy of serious consideration.

Sarah Penick's study is the first book-length analysis
of Duclos devoted solely to his novels. Her discussion at-
tempts to situate Duclos' novels in the context of contemporary
eighteenth-century novelistic preoccupations. Although her
appraisal is relatively short and fails to develop many pos-
sible areas of study, it does serve to indicate the place of
Duclos' fictional work in the development of the French novel.
She concludes that Duclos' novels are important because:

They contribute to the general study of

society in the eighteenth-century France,

since his [Duclos'] interests in social

love and virtue and his preoccupation

with reality place him in the central

line of the eighteenth-century novel-
istic thought. 2

21ponala Newcomb, The Evolution of Ethical Thought in
the eighteenth-Century French Novel (Unpublished Ph.D. Thesis,
University of Missouri, 1967).

22Sarah Penick, A Study of the Novels of Charles Duclos
(Unpublished Ph.D. Thesis, University of Missouri, 1967), p. 124.




Viktoria Skrupskelis is the first critic to make a
comprehensive textual analysis of all of Duclos' works in
order to examine his ethical thought. This impressive,
well written, and impartial book includes many new &ap-
proaches to Duclos' writings and serves to discredit those
critics who label Duclos a mediocre thinker and writer, un-
worthy of critical attention. Her position is typical of
more recent literary criticism concerning Duclos when she
states:

He is not one of the major artists who

dominate their environment and who suc-

ceed, because of force, the uniqueness,

and the perfection of their writings, to

impose upon literature a decisive direct-

ion. But he is excellent among the sec-

ondary figures, as a sensitive reporter

on the manners of a transitional age, as

a gifted analyst of men in society, and,

finally, as a writer who responded to

the most significant intellectual and

aesthsgic trends of the eighteenth cen-~

tury.

The relatively large number of current critical essays
and books studying Duclos indicate a very definite renais-—
sance of interest in his writings. The accompanying reas-—
sessment of his literary merit warrants a more detailed
study of his novels. It is to this end and in the spirit of
recent critics favorable to Duclos that the present work is
undertaken. Duclos' Madame de Luz will be judged in its own

right, without recourse to preconceived or ill-conceived bio-

23viktoria Skrupskelis, Duclos as a Moralist (Unpublished
Ph.D. Thesis, University of IIlinois, 1966), pp. 220-221.



graphical, historical or literary prejudices.24

24prederick Wright Vogler in his study, Vital D'Audi-
guier and the Seventeenth-Century French Novel, justifies
the present critical approach to French literature when
he states:

These two works [Gustave Reynier's Le
Roman Sentimental en France avant l'Astrée
and gaurice Magendie's Le Roman Frangais au
XVII® sikécle, de l'Astrée au Grand Cyrus]
alone are enough to discredit the traditional
restriction of critical attention to those
isolated phenomena which have become the fic-—
tional landmarks of the period. Scholarship
of this sort is typical of the new approach
to the analysis of French literature through
study in depth - the establishment of lit-
erary context - rather than the former tend-
ency to literary hero-worship. The modern
disinterring of long-neglected secondary
authors and their works provides a much more
accurate idea of the changes in a literate
or semi-literate public's tastes and require-
ments over a continuous period than was pos-
sible through the nearly exclusive study of
literary monuments. Traditional categories
are discovered to be arbitrary and untenable
in the face of substantial contradictory evi-
dence, which can no longer be dismissed as
the work of misfits - Lanson's "attardés et
égarés." (Chapel Hill, The University of
North Carolina Studies in the Romance Lan-
guages and Literatures, no. 48, 1964), p. 15.




CHAPTER I

Duclos' Character and Life

Before discussing Duclos' life, his social and liter-
ary success, a brief character portrait seems indispensable
the better to understand Duclos' life and works. |

Duclos had, throughout his life, the vigorous health
of an athlete, a fact which may partially account for his
sanguine temperament and his natural tendency toward Epicu-
reanism. As a child he was gay, bold, full of life, and
precocious. Later, he was a socially respected libertine
who in no way tried to camouflage his vices. He says he

had an "ardeur immodérée pour les femmes . . . . Je les

aimois toutes et je n'en méprisois aucune."2 Although it

1Documentation for the character and life of Duclos
was taken from the following sources:

Louis Simon Auger, '"Notice sur Duclos," Oeuvres
complétes de Duclos, Paris, 1806.

Duclos, Mémoires and Voyage en Italie, in Qeuvres
compl2tes. ed. Villenave, (Paris, 1821), vol. 1 gnd 3.

Emile Henriot, "Un honnéte homme au XVIII~ siécle--
Duclos," La Nouvelle Revue (oct~nov. 1910), XVII, pp. 553-64;
(nov.~dec. 1910) XVIII, pp. 124-33.

Leo Le Bourgo, Un homme de lettres au XvIII® si&cle,
Duclos, sa vie et ses ouvrages (Bordeaux, 1902).

Paul Meister, Charles Duclos (Gengve, 1956).

Jean-Marie Peigne, Charles Duclos (Paris, 1867).

J. J. Rousseau, Correspondances générale (Paris, 1929)

and Confessions in Oeuvres compl&tes (Paris, 1959-64).

Sainte-Beuve, Causeries du lundi (Paris, 1869).

Mathieu Villenave, '"Notice'", Oeuvres complbites de
Duclos (Paris, 1821), I, pp. i-x1viil, -

Voltaire, Correspondance (Geneéve, since 1953).

2

Qeuvres compleétes, ed. Auger, p. Lxxxviii.
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was well known that he had amorous affairs, he was discreet,
and his contemporaries do not speak explicitly of any par-
ticular liaison. He was also fond of good food and espe-
cially of fine wines. He was a full-blooded man whose anger
was readily aroused. Even as a child, however, he was not
given to ill-will and was ready to forgive once his anger
had subsided. MNoreover he was not naturally jealous or en-
vious.

Duclos had an extremely keen and original mind, com-
plemented by an effervescent imagination. M. Abeille re-
marked: "Les idées se présentoient & lui avec tant d'abon-
dance que s'il n'eut pas eu la phrase serrée, il eut été
bégue."3 His memory was likewise very acute. Duclos seems
to have impressed his contemporaries the most by three sali-
ent character traits: his wit, his frankness and his inde-
pendence.

Duclos was very successful as an homme de salon because

of his wit. He says in his Mémoires: "Je me crois de l'es-
prit, et j'ai la réputation d'en avoir."4 He excelled in the
art of conversation and made his first mark in the aristocratic
circles of Paris by his wit. The Contesse de Rochefort re-
flects the general opinion of the Parisian aristocracy when

she says:

3Auger, I, p. xxxiii.

4Villenave, I, p. xliv.
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Duclos est un homme impayable. On dit qu'il

n'y a rien de nouveau sous le ciel. Duclos

fait bien mentir le proverbe; car il est bien

sur gu'%l n'a eu, ni qu'il n'aura jamais son

Pareil.

Many of Duclos' witty, incisive remarks are preserved in the
letters and memoirs of his contemporaries. In fact, many of
his contemporaries judged Duclos, the man, to be more inter-
esting than Duclos, the writer.

Duclos' critics often invoked his extreme candor and
brusque, incisive manner against him. In fact, he had a
singular manner of delivery, speaking in a loud voice accom-
panied by slicing gestures. Duclos admits that he was often
more candid than courtly and euphemistic when he says: "Je
ne suis pas grossier mais trop peu poli pour le monde que je
vois."6 Louis XV is reputed to have remarked: "Oh! pour
Duclos, il a son franc parler."7 Duclos' habit of speaking
bluntly, even cruelly, was especially evident when he was

seeking truth. Beauzee, in his acceptance speech to the

Académie Frangaise, recalls Duclos' franc parler:

On a reproché a Duclos de la vivacité dans le
ton, peut-8tre quelque chose de plus dans la
dispute. Si 1l'on cherchait & obscurcir la
vérité, il ne tirait pas le voile, il le dé-
chirait. S'il rencontrait des obstacles au 8
bien, il ne les deétournait, il les renversait.

5Ibid, I, p. xiii.

6Villenave, vol. I, p. xliv.

7Ibid, vol. I, p. xxiv,

8Ibid, vol. I, p. xliii.
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While some thought of Duclos as the "bavard impérieux" and
censured him for it, it was in part Duclos' frankness which

caused Rousseau to call him "un homme vrai"10

and earned him
the respect of his confreéres.

Many of Duclos' contemporaries indicate that he was
especially jealous of his independence. While still a young
man in Paris he refused a pension from a wealthy patron
which would have assured him an easy life, but at the expense
of his personal freedom. His independent manner toward the
nobility led one courtier to call him the "plébeien révolté.n
Duclos' common sense and social instinect, however, never al-
lowed him completely to alienate the aristocracy. One critic
12

remarks that Duclos must be studied as an independent figure.

He was neither a pure philosophe, nor pure homme de salon, nor

pure homme de lettres. While he was an accepted and even

sought-after member of the salon society, he was also & moral-
ist who criticized this society in his writings. Although he

is often grouped with the philosophes, many of his ideas differ

from theirs. Duclos preferred this own individual way, inde-
pendent of others. Moreover, Duclos' independence and moder-
ation permitted him to maintain the objective distance nec-
essary to observe and judge society. His view of man and

life is often iromic.

%5, J. Rousseau, Confessions (Paris, 1914) III, p. 48.

yillenave, vol. I, p. xxviii.

12Syrupskelis, p. 18.
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While possessing the pre-requisites for success in the
hypercivilized aristocratic society, Duclos likewise had the
gualities of a man of action. He had the requisites of a
good administrator: common sense, good judgment and moder-
ation. He was an effective mayor of Dinan and an able per-
petual secretary of the Académie Frangaise. Moreover, he was
prudent, capable of extreme tact and diplomacy, as well as
firmness, even obstinacy, when he judged his position the
stronger. In short, he had the basic qualities of a diplomat.
One critic remarks that Duclos' diplomatic qualities were some

of the best assets the philosophes had during the difficult

years from 1758 until Duclos' death in 1772.13 Duclos dif-

fered, however, from the philosophes in that his publiec po-

litical and religious positions were generally conservative.

Amour-propre or self-esteem was an important element in

his character. Forcalquier-Brancas tells us that Duclos "n'a
que de 1l‘amour-propre et point d'orgueil."14 That is to say
he had a high opinion of himself because of his accomplish-

ments but that he was not immodest or overbearing.

13"Duclos avait tout ce qui fait les chefs en politique:
tour & tour souple et ferme suivant les circonstances, il
avait le sentiment des concessions nécessaires, enfin le
dédain des témériteds inutiles soit dans les represailles,
soit dans 1l'attaque. Aussi les philosophes touvérent-ils
en lui non pas le sage ennemi dont parle le poéte, mais un
guide impartial, raisonable, fort utile pour les sauver
d'amis maladroits, c'est-a-dire d'eux-mémes. Ils ont fait
bien des fautes; s'ils n'en ont pas commis davantage, c'est
& Duclos surtout qu'ils le doivent." E. Brunel, Les Philos-
ophes et 1l'Académie frangaise au XVIII® sidcle (Paris, 1884),

Pe. 267.
14Villenave, vol. I, p. xliii.
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Qualities of unquestionable honesty, unselfishness and
generosity were also outstanding in his character. Duclos'
integrity was unquestionable. One finds few witnesses among
his contemporaries who attest to any dishonesty on Duclos'
part (Grimm and Mme d'Epinay's accounts must be considered
exaggerated character portraits by people who harboured ill
will against Duclos). As Emile Henriot justly states: "Ses
confréres tenaient en grand honneur le caracteére de Duclos,
en qui 1l'on ne vit jamais rien paraltre qui fit bas."15
Many of the anecdotes about Duclos demonstrate his integrity.
His lack of selfish interest was manifested in the fact that
he preferred to belong to the two Academies for honor rather
than profit, electing to serve without pension. Furthermore,
he sent annual donations to the poor in Dinan. While he serv-
ed as perpetual secretary to the Académie Frangaise, he con-
tinually assisted members and nonmembers without thought of
recompense.

Duclos was a loyal friend. Rousseau called Duclos "un
homme sUr" and Duclos' relations with Rousseau bear out this
evaluation. Even more striking was Duclos' comportment to-
ward his friend, La Chalotais, who was persecuted by the
crown. Meister suggests that Duclos embraced a kind of "culte
d'amitié" that he expressed through "la bienfaisance."16
Duclos' loyalty suggests that his out-spoken, brusque, and

even cruel manner may have camouflaged a sentimental vein.

15Henriot, p. 603.

16Meister, p. 29.
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His generosity to the poor of Dinan and the sentimental

scenes in l'Histoire de Madame de Luz support this suppo-

sition.

Whatever sentimental tendencies Duclos may have had,
they in no way affected his attitude toward religion. While
he was of sheer necessity prudent and conservative in not
openly attacking the established religion, his personal life
suggests that he was at least a free-~thinker if not a skep-
tice17

Duclos' character did not apparently undergo any rad-
ical changes during his lifetime. Meister characterizes it
as elmost perfectly constant:

On ne peut constater chez Duclos aucune pro-

gression, il offre 1l'aspect d'un homme d'une

extraordinaire consistence. Du début & la fin

de sa vie, il fut parfaitement lui-méme et il

fit montre d'we unité de caractére qui ne trouve

pour égale dans la %ittérature frangaise, que

celle de Stendhal.]

Duclos' qualities were such that he successfully en-

gaged in many types of endeavor: homme de salon, politician,

novelist, moralist, historian, erudite, administrator, econ-

omist--in short, he was un honnéte homme in the fullest

sense of the word. Duclos' reputation was founded on these

17"Comme Montesquieu et Buffon, Duclos . . . fut un
libertin dans sa jeunesse, mais & la différence de ces deux
grands hommes, 1l'4ge ne le corrigea pas." Le Bourgo, p. 101-02
"Indéniablement, Duclos esg de la lignée qui de Mon-
taigne méne aux libertins du XVII® siécle, aux rationalistes
de l'ére encyclopédique, & Stendhal et & Gide . . ." Meister,
p. 173.

18Meiater, pP. 33.
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qualities and at his death even an enemy like Fréron admit-
ted that he merited his reputation and his fortune.19

Duclos was one of the important mid-century social and
literary figures: received in all the famous literary circles,
he was a member of two academies, perpetual secretary of the
Académie Frangaise, and royal historiographer. He was known
to the prominent writers and was personally acquainted with
the giants of the period: Montesquieu, Marivaux, Diderot,
Volteire and Rousseau. Furthermore, his literary works were
among the most popular of the time. Literary historians and
academic critics have, however, neglected Duclos so drastically
that the student of French literature may not even know that
a Duclos existed. This attitude of neglect, spawned by nine-
teenth and early twentieth-century critics, is entirely mis-
leading. Apart from disregarding Duclos' qualities as a
writer, he was, from an historical point of view, a very in-
fluential person in the literary and social milieux of the
mid-eighteenth century. A brief biography, emphasizing Duclos'
literary relations, will show in the necessary perspective
his true importance during this period.

Born into a middle~class family in the village of Dinan,
Brittany, Duclos, as a youth, had the distinction of being the
first dinanais to study in Paris--a fact of primary importance
in his later literary career. Chance and Duclos' precocious-

ness brought this about. Duclos' father, a hat merchant with

9année 1ittéraire, (1772) VIII, p. 322.
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iron investments, died two years after Charles' birth. Madame
Duclos, out of devotion to her children, did not remarry. She
had a keen business sense and invested in the marine outfit-
ting industry which was prospering in Saint-Malo during the
War of the Spanish Succession (1708-1712). She was obliged
to spend much of her time there, and likeable young Charles
remained in Dinan without proper supervision. He began to
frequent a group of captured English officers, one of whom
particularly liked the boy. One day the two of them imbibed
a quantity of punch (Duclos was only six). Madame Duclos was
understandably scandalized and sent the boy to Rennes to live
under the supervision of her daughter who had recently married.
In Rennes, Duclos began his studies in preparation for a busi-
ness career. However, by 1712, commerce had fallen off and
Madame Duclos decided to send Charles to Paris to study lib-
eral arts at the Academy of the Marquis de Dangeau. This
was an event of capital import in the life of Duclos: here
he was on familier terms for the first time with the Parisian
aristocracy. Duclos' precocious and independent nature rapid-
ly earned him the respect of his aristocratic companions.
Moreover, he competed with them and did brilliantly, carrying
off the academic honors at the end of six years. The social
contacts made at the academy were later to gain him access to
the elite aristocratic families and their literary and social
functions.

In 1718, Duclos graduated from the Academy and entered

the Collége d'Harcourt ostensibly to study law. However, his
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youthful preoccupations and inclinations prevented him from
seriously devoting himself to his law books. Rather he turned
to the Epicurean pleasures available in Paris and so began a

kind of vie bohémienne. His companions were often shady sorts

like the charlatan Saint-Maurice, who beguiled the gullible
rich by counterfeit seances at which he conjured up the spir-
it, Alael. This dissolute comportment did not, however, de-
bauch Duclos' character. As one critic observes:

La vigueur de son caractére et son bon sens

lui permirent de traverser sans trop de

dangers quelques années de dissipation et

de ne pas subir l'influence de la mauvaise

compagnie ou il égara parfois sa jeunesse.

It was through the libertine Saint-Maurice that Duclos
made his first literary contacts, Piron and Crébillon pere.
His association with men of letters increased in 1726, when
he began to haunt the famous literary cafes, the Gradot, the
Procope and the Régence. Duclos was soon acquainted with the
clientele of these celebrated establishments: Boindin, the
born contradictor; Fréret, the historian; Piron, the poet;
Abbé Terrasson, the humanist; the Marquis de Lafaye, likeable
and courtly man of the world; Baron, the famous actor; Melon,
the economist; Desfontaines, Maupertius, Saurin, La Motte, as
well as many lesser-known figures. Duclos shortly established

himself as a sparkling conversationalist who embodied "la con-

2ORoger Picard, Les Salons littéraires et la société
francaise (New York, 1943), p. 190.
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. s . w2l
tradiction . . . gaie.

The late seventeen-twenties were also marked by Duclos'
entrance into the aristocratic coteries of Paris. One cannot
underestimate the significance of this key success in Duclos'
rise to social and literary prominence. In these patrician
circles Duclos met the important forces in the literary world,
and, in particular, the women:

L'Influence des femmes dans la vie littéraire

et dans les salons ne saurait étre exagérée.

Ce sont elles qui lancent les oeuvres et les

écrivains, & défaut de la presse qui existe

34 peine. On mesure leur prédominance en cette

matieére au rdle que leurs salons jouent dans

les élections a l'Agadémie, qui elle aussi est

une sorte de salon.
Le Chevalier d‘'Aydie, one of Duclos' friends from the Academy
of the Marquis de Dangeau, first introduced Duclos to the

Brancas family. Duclos soon became the persona grata of the

Brancas' salon, considered a rendez-vous for literary and

fashionable society and noted for its brilliant receptions.

His reputation as a pungent conversationalist spread and the
leading salons opened their doors to him. Madame Delauney de
Staal and Madame du Deffand welcomed him. At Madame de Tencin's
salon he became acquainted with Hénault, Cardinal Bernis, Fon-
tenelle, Montesquieu and Marivaux; Marivaux later worked for

Duclos' admission to the Académie Frangaise. On Tuesday,

21Duclos, Mémoires, I, p. 24.

22Picard, p. 155.
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Duclos frequented Helvetius; on Thursday and Sunday, he was
often a guest at Baron d'Holbach's Au Grand-Val along with

Raynall, Marmontel, Diderot, Grimm, and Saint-Laurent. Buffon
invited him often to the Jardin du Roi.

While mainly protected by the Brancas family, by 1745
Duclos had secured the patronage of many influential literary
and political figures, including the then all-powerful Madame
de Pompadour. Her redoubtable prestige was instrumental in
Duclos' appointment as mayor of Dinan and as deputy to the
tiers Etats of Brittany; in his successful candidacy for a
seat in the Academie Francaise; and in his assignation to the
position of royal historiographer. As a guest of Madame de
Pompadour's at Versailles, Duclos frequently found himself in
the company of Diderot, D'Alembert, Helvetius and Marmontel.
Duclos was, in fact, on relatively familiar terms with Madame
de Pompadour: every Sunday, he, Marmontel and Cardinal Bernis
would visit informally with her until Cardinal Bernis' dis-—
grace.

Duclos also consorted with Mademoiselle Quinault. He
was one of those invited to her literary soirees called "le
diner du Bout du Banc." Voltaire, Collé, the Comte de Caylus,
Moncrif and D'Alembert participated likewise. The guests
were to inscribe impromptu verse, epigrams, etc., on a small
writing desk placed in the middle of the table. These gath-

erings produced two works--Les Etrennes de la Saint-Jean and

Le Recueil de ces messieurs.
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In 1747, Duclos met the paradoxical, witty, brilliant
and passionate Madame d'Epinay through Mademoiselle Quinault.
Madame d'Epinay invited Duclos to both her Paris salon. and to
La Chevrette where, in 1756, the guests included Grimm, Rous-
seau, Holbach, Saint-~-Lambert and Francueil. Madame d'Epinay
took Duclos into her confidence and he quickly became one of
her preferred guests. The subsequent and unfortunate rift
between them is now well known, albeit as romanticized his-
tory, through Madame d'Epinay's account in her Histoire de

Mademoiselle de Montbrillant.2>

Although Duclos possessed a natural inclination for 1lit-
erature ("J'avais un assez bon fonds de littérature que j'entre-
prenais par goﬁt"),24 his literary career began rather late
in his life at the age of thirty-five. He candidly describes
his conversion to letters, admitting:

J'ai ete trés llbertln par force de tempérament,

et je n'ai commencé a m'occuper formellement des

lettres que rassasié de libertinage, & peu prés

comme ces femmes qui donnent & Dieu ce que le
diable ne veut plus.

With the exception of a mock-tragedy, La Mort de Mardi-Gras,

which he wrote in 1737 and subsequently burned, he did not

begin to write seriously until after his election to the

23George Roth, in his edition of 1l'Histoire de Madame
de Montbrillant (Paris, 1951), belleves that Madame d'Epinay
Teft, not memoirs, but a roman a4 clef which includes an exag-
gerated negative portrait of Duclos.

24Villenave, Vol.I, p. xliv.
25Ibid., pe xlive.
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Académie des Inscriptions et Belles-Lettres. He was select-
ed in 1739, without having written a single literary work of
merit, through the political influence of the Brancas family
(an event which underscores the importance of the salons in
the literary history of the period). In November 1739, Duclos
began his literary career by reading to the Academy the first
in a series of six scholarly reports. A second report was
read in 1740, and in 1741 Duclos finished his first novel,

L'Histoire de Madame de Luz. At the end of this same year

he completed a second novel, Les Confessions du Comte * * ¥,

Both novels were succés de Scandale. The Confessions, re-

printed eight times in 1742, became the sixth most read piece
26 14 1744
Duclos published the short story, Acajou et Zirphilie, which

of fiction during the years from 1740 to 1760.

went through five editions in one year and became the tenth
most read fictional work of the period. In 1745 his Histoire
de Louis XI was published and the public bought two thousand
copies of it in less than four weeks.

Duclos' literary success made him a natural candidate
for the Académie Frangaise. Through the patronage of the
Brancas family and with the support of Marivaux, he was a
candidate in 1745, but Duclos withdrew his candidacy when he
learned that Voltaire was the other nominee. Duclos' candi-

dacy was proposed a second time in 1746, but he lost the elec-

26See Daniel Mornet, "Les Enseignements des biblio-
théques privées (1750-1780), Revue d'histoire littéraire
de la France, XVII (1910), p. 473.
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tion to the Abbé de Lille in spite of patronage from the Bran-
cas family and Madame de Pompadour and support within the Aca-
demie from Marivaux and the Duc de Villars. Finally, that same
year, protected by the Brancas family, Madame de Pompadour and
Madame de Geoffrin, he was selected to fill the seat of Abbé
de Montgault. By 1751 Duclos' reputation had so waxed that
Raynall could call him "l'homme de lettres de France le plus
a4 la mode"27 ; and in 1754 "homme qui tient aujourd'hui une
place considérable dans la littérature,"20

In 1755 Mirabaud, at the age of eighty-five, resigned
as perpetual secretary of the Académie Frangaise and Duclos
was chosen to replace him--a position he filled for seventeen
years. His election to this post was generally well received,
as evidenced in Buffon's statement that "personne ne convenait
mieux que lui & cette place importante pour le bien de 1'Acadé-
mi.e."29 At this point in Duclos' career, he became a veri-
table literary power: "Une fois que Duclos fut élu secré-
taire perpétuel de l'Académie, il devint pratiquement le chef
de la faction des gens de lettres."30 He worked to establish
the notions of equality among members of the Académie and the

independence of writers. He similarly labored for the cause

27Raynall, "Nouvelles littéraires," (March 8) 1751 in
Grimm, Correspondance litteraire, (Paris, 1877), II, p. 37.

28

Ibid, (March 1) 1754, II, p. 325.

29Buffon, Correspondance inédite (Paris, 1860), I, p. 53.
30

Meister, p. 53.
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of literature in general and for the good of the Académie as

a whole. He was a forceful and effective leader:

Il succédait & des secrétaires perpétuels
insignifiants; lui, au contraire, il était
actif, trés répandu dans le monde; il mit
son activité et ses relations au service

de la Compagnie, qui en tira honneur et
profit. Il n'usa pas seulement de son in-
fluence en matiére d'élections; il sut faire
respecter le Réglement.

Duclos' loyalty to the Académie did not, however, prevent him

from working for the benefit of the philosophes. He openly

supported Diderot's unsuccessful candidacy to the Compagnie;

he was largely responsible for the election of both D'Alembert
and Marmontel. He was, in fact, so linked with the philosophic
party that when King Christian VII, king of Denmark, gave a
princely reception in 1768 for the leading philosophes Duclos

was included among the eighteen guests; among the rest were
Diderot, d'Alembert, Holbach, Condillac, Helvétius and Grimm.

Duclos' prominent role in the literary empyrean brought
him naturally into personal contact with the principal lit-
erary figures. A brief survey of his relationships with the
most important writers of the day will complete our assess-
ment of his substantial role during this period of intellectual
quickening.

Duclos' relations with Buffon, Marivaux and Montesquieu

have already been noted. Each of them respected Duclos.

31Le Bourgo, p. 60.
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Montesquieu was particularly favorable to Duclos' non~-fiction,

praising his Considérations sur les Moeurs warmly:

Vous avez bien de l'esprit, mon cher Duclos,

et dites de bien belles choses. On dira que

La Bruyere et vous, connaissez bien votre

siécle, que vous étes plus philosophe que

lui, et que votre siecle est plus philosophe

que le sien. Quoi qu'il en soit,_vous étes

agréable & lire et faites penser.

Although pertinent biographical documents are rare, it
seems probable that Marivaux and Duclos were friends. Mari-
vaux was one of the principal supporters of Duclos' candidacy
for the Académie Frangaise. In 1747, when Marivaux was ill,
the Académie included Duclos in the delegation which visited
the sick man. (Customarily, only friends were included in
these parties.)

Duclos' relations with Diderot are also difficult to
determine with any certainty. It is, however, obvious that
the men each frequented several of the same literary circles:
Baron Holbach's, Madame de Pompadour's and Madame d'Epinay's.
Furthermore, Duclos worked for Diderot's election to the Acadé-
mie Frangaise and made known publicly his regret that Diderot

was not elected. In addition, Paul Meister points out the

filiation between Diderot's Bijoux Indiscrets and Duclos'

Confessions du comte * * *,33 Moreover, the Encyclopédie,

32Montexsquieu to Duclos, Bordeaux, August 15, 1748.
Quoted in Le Bourgo, p. 58.

33Meister, pp. 61-62.
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of which Diderot was the director, solicited articles from
Duclos--a request prompted primarily for advertising pur-
poses, for Duclos' conservatism was often at odds with the
radical positions taken by its editors. Duclos' prominence,
like that of Voltaire's, was exploited by the editors the
better to publicize their endeavor. Duclos' scholarly re-
port, "Déclamation des Anciens," appeared in its entirety
in 1754 (IV) and he probably wrote the articles "Etiquette"
(IV, 1756) and "Honoraire" (VIII, N.E., 1765). One cannot

be sure of his other contributions to the Encyclopédie al-

though it is certain that he was not one of the principal
contributors to this historic enterprise.

Although Diderot's articles "Historiographe," "Egyp-
tiens" and "Encyclopédie" demonstrate esteem for Duclos as
a person and for his notions on orthography, Diderot was in
part responsible for the break between Duclos and Madame
d'Epinay and the subsequent malicious portrait of Duclos in
Madame d'Epinay's Mémoires. Meister sums up the Diderot=-
Duclos ties:

¢« « o Si Diderot a montré de 1l'estime pour

quelques ouvrages de Duclos « « « il n'en

a pas moins fait preuve d'une malveillance

constante . . . . Duclos, de son cote,

semble avoir plutdt témoigné de 1'indif-

férence a 1'égard de Diderot . . . . Tout

porte & croire qu'apres avoir été liés non

par l'amitié, mais pour les besoins de la

ceuse commune, ces dgux hommes en arriveérent
a la rupture . .

34 1vid., p. 65.
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Duclos' prestige and importance in the literary milieu
made it necessary for most writers of renown, regardless of
their personal dispositions, to deal with him. This fact,
evident in Diderot's relations with him, is equally true of
Voltaire's. Le Bourgo clarifies their essential similarities
and dissimilarities:

e o « I1 n'y eut jamais d'intimité entre les

deux écrivains. Ils furent amis plutdt par

l'intérét que par sympathie; ils eurent &

combattre les mémes ennemis, mais leurs gouts

étaient différents; leurs esprits n'étaient

pas de la méme famille, il n'y eut gamais

d'affinité entre leurs caractéres.3
The principal difference between the two men, discounting
literary genius, was that Voltaire fought passionately for

what he believed, matching intolerance with intolerance;

while Duclos followed the code of the honnéte homme--main-

taining equal distance from extremes.

Voltaire's fluctuating attitude toward Duclos hinged
on Duclos'® rising literary fortunes, and serves today as a
gauge for determining his ascent to prominence. Voltaire
rarely corresponded with Duclos before 1760, but Voltaire's
correspondance contains many references to Duclos. There
exists a letter to Duclos written in 1745 in which Voltaire

lauds L'Histoire de Louis XI. Five years later Voltaire's

Jealousy was piqued by the fact that Duclos had replaced him
as royal historiographer, and he began to censor Duclos as

an historian. Voltaire remained antagonistic until Duclos

3¢ Bourgo, p. 83
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became perpetual secretary and it became politically expe-
dient to renew ties with him. Voltaire did so in 1760 by
joining Duclos and the philosophic party in denouncing

Palissot's play Les Philosophes. Voltaire's letters to the

perpetual secretary (about thirty-five in number) generally
solicit Duclos' help: he asks him to work for the election
of Diderot; condemns Palissot's play; exhorts Duclos to

reconcile himself with d'Alembert the better to repulse the

enemies of the philosophes; discusses and asks for criticism

of his Commentaires sur Corneille (twenty-five letters);

requests Duclos' support of certain candidates to the Acadé-
mie Frangaise. The letters are rarely of a personal nature,
although their tone grows warmer toward the end of the decade.
In short, political necessities obliged Voltaire to reaffirm
amicable relations with Duclos. This fact attests to Duclos'
stature from 1755 to 1772.

The Rousseau-Duclos ties present a more personal vein.
Documentation on their relations is relatively copious when
compared with that treating Duclos and the previously cited
writers: nine letters from Rousseau; twenty from Duclos; ref-
erences %o one another in letters to third parties; Rousseau's

published writings, in particular, the Confessions, La Nouvelle

Héloise and Rousseau juge de Jean Jacques.

Rousseau's first contact with Duclos was by way of an

edition of the Confessions du comte * * ¥ given him by Madame

de Broglie in 1742. Rousseau and Duclos did not meet until
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1747 through NMadame d'Epinay.36 Five years later Duclos'
protection made possible the presentation of Le Devin du
village, a fact Rousseau made known in his dedication of the
play: "Souffrez, monsieur [Duclos], que votre nom soit a la
t8te de cet ouvrage qui sans vous n'aurait jamais paru."37

Rousseau was particularly impressed by Duclos' integrity,

which he clearly recognized. This is obvious in a passage

from the Confessions: "d& qui [Duclos] je dois de savoir

que la droiture et la probité peuvent s'allier quelquefois

w38

avec la culture des lettres. In addition, Daniel Mornet

argues that Duclos served as a model for Milord Edouard in

La Nouvelle Héloise, a fictional representation of the honnéte
39

homme par excellence.

When Rousseau left Paris and broke with the philosophes

in 1755, Duclos alone remained loyal to him. Their correspond-
ence does not quicken, however, until 1760, when Rousseau sent

newly printed sections of La Nouvelle Héloise to Duclos for

commentary. Duclos' response to the novel was positive, even
enthusiastic. He predicted "le plus grand succes" for the

work. Paul Dimoff summarizes Duclos' critical evaluation of

36George Roth believes they first met in 1745.
37Rousseau, Oeuvres complétes (Paris, 1959), II, p. 1095.
38Ivid., I, p. 371.

39ouvelle Héloise, ed. Daniel Mornet (Paris, 1925), I,
pP. 125,
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the novel as "un modele de critique franche, honnéte et clair-
voyante."4o No doubt Duclos' sympathetic reaction to the
novel in the ten letters pertaining to it united the two writ-
ers definitively. Rousseau's response was fervid: ". . . je
m'apergois que nous avons plus de gouts que je n'avois cru,
et que nous aurions du nous aimer tout autrement que nous
n'avons fait."41
0f greater consequence to literary history is the fact

that Duclos directly inspired Rousseau to write the celebrated

Confessions. In some of Duclos letters which have been pre-

served, he proposed that Rousseau write an autobiography:

"Je vous exhorte plus que jamais a écrire les mémoires dont

je vous ai parlé, dussent-ils avoir un jour un codicille."42

After hesitating for two or three years, Rousseau finally

accepted the proposal and announced his intentions to Duclos:

- j'ai beaucoup & dire, et je dirai tout°
Je n'omettrai pas une de mes fautes, pas méme
une de mes mauvaises pensées. Je me peindrai
tel que je suis: 1le mal offusquera presque
tougours le bien; et malgre cela, j'ai peine
& croire gu'aucun de mes lecteurs ose se ﬁﬁre,
je suis meilleur que ne fut cet homme-13a.

Without any doubt this passage announces the tone of the

4OPaul Dimoff, "Les Relations de J.J. Rousseau avec
Duclos," Mercure de France, No. 640 (15 fev., 1925), p. 13.

41
42

Correspondance générale, V, p. 262,

Tbid., XII, p. 141.
431via., XII, p. 222.
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Confessions, and in particular, the opening passage.

The two writers' correspondence to one another fell
off during the second half of the seventeen-sixties, a period
during which Rousseau's paranoia worsened and his misanthropy
surged. He still, however, thought rather enough of Duclos
as late as 1769, when he wrote to Thérése Levasseur the fol-
lowing description of Duclos:

Ce n'est pas un ami chaud, mais un homme droit

qui n'insultera pas ma mémoire, parce qu'il m'a

bien connu et qu'il est juste; mais il ne se

compromettra pas, et je ne désire pas qu'il se

compromette.4£

Duclos was, without a doubt, closely involved in Rous-—
seau's finest literary productions. His influence was per-
sonal rather than literary. Moreover, he was one of the few
Parisians who had the courage and loyalty to maintain friendly
ties with Jean-Jacques after his rupture with Parisian lit-
erary circles. Their relations mirror, in part, Rousseau's
traumatic spiritual struggle.

This brief biographical survey, in which I have not
attempted to be comprehensive, points up two important con-
clusions: Duclos' commerce with the literary world was ex-
tensive, perhaps greater than that of any of his contempor-
aries with the exception of Voltaire. Secondly, his far

ranging influence was personal rather than bookish.

441via., XIX, p. 141.



CHAPTER II

An Analysis of L'Histoire de Madame de Luz

Bearing in mind the popular success of Duclos' first

two novels, we shall now analyze Madame de Luz the better to

understand the text end to establish its place and importance
in the evolution of the French novel. It is my contention
that Madame de Luz is representative of eighteenth-century
novelistic preoccupations and is also a pivotal novel, incor-
porating qualities of the seventeenth-century novel of analysis
in its form and characterization, but announcing the novel of
the late eighteenth-century by its themes and ethos. If this
claim is borne out by the subsequent discussion, then Madame
de Luz constitutes an important link in the continuity of the
novel of analysis from Madame de Lafayette and the seventeenth-
century moralists to Laclos and Sade.

The structure of Madame de Luz can be analyzed much like

that of a French classical tragedy. It can be divided into

three parts: exposition, noeud, and dénouement .

The first three paragraphs of the novel constitute the

exposition. The major themes are presented abstractly. First,

the theme of evil is stated. The virtue of a woman, and by

implication virtue in general, is unnatural because "dans ce
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monde [c'est] un étre étranger."! Because it is unnatural,
men, circumstances and nature collude to corrupt it. Cir-
cumstances undermine the will to virtue from the exterior.
Nature works from within through the heart and through the
senses to pervert man's aspiration to virtue. Men, naturally
hypocritical, disguise licentious intentions under a mask of
good will, and thereby gain the confidence of the woman, the
first step toward her undoing. Hence, since the human con-
dition and man's moral weakness contravene virtue, one should
be indulgent in judging moral weakness. In fact, an act
should be judged according to the intention of the agent. One
should distinguish between a crime (a consciously willed act)
and a misfortune (a forced act of evil in which the will is
powerless to resist against interior force, passion, or ex-
terior force, circumstances). MNoreover, since there is noth-
ing to be gained from virtue, neither material reward nor emo-
tional happiness, a woman who seeks to be virtuous will receive
no reward. Virtue will go necessarily unrewarded because it
is anti-nature.

Basic factual information is also presented in the ex-
position. Madame de Luz represents not only one of the most
striking examples of virtue unrewarded, but one whose quest
for virtue invites misfortune. The elements of the basic
moral conflict are also exposed: duty to a marriage of con-

venience versus natural inclination. While still too young

1Duclos, Oeuvres ed. Villenave (Paris, 1821), Vol.I,
g. 147. Subsequent reference to this edition will appear in
he text.
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to kmow the ways of her own heart, Madame de Luz was married
to a much older man, honest but of mediocre qualities, a
person with whom she has nothing in common. She soon dis-
covers that she is in love with her cousin, a seemingly ideal
potential marriage partner by reason of similar age, commu-
nion of temperament, common interests and long acquaintance.

The principal elements are thus created for Madame de ILuz's
interior struggle between her aspiration to marital fidelity
end her natural inclination for Saint-Géran. The opposition
of a social convention involving the ideal of fidelity to its
tenets and the dictates of nature and heart is firmly estab-
lished before the action of the novel begins.

The noeud is composed of one principal action, the rela-
tionship between Madame de Luz and Saint-Géran (to be described
as episode A in my discussion); three secondary intrigues—-
the Thurin, Maran/Marsillac and Hardouin adventures (to be
called episodes B, C, and D in this analysis); two historical
digressions which are organic in the progress of the dramatic
action.

Duclos does not adhere to the classical esthetic principle
which requires one chief, well developed action to which the
other actions are subordinate and dependant. Duclos prefers
an esthetic of quantity: while episode A is the principal
intrigue which unifies the novel (it begins and ends with A)
the other episodes are autonomous and take up one half of the
action of the novel. For thematic purposes Duclos seeks a

cumulative effect, based on numerous and repetitive adventures
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which demonstrate two themes: nature tends toward evil and
virtue is circumstantial. He intends that these themes be
universally applicable, as suggested by his choice of char-
acters. These figures represent the three important social
classes: a commoner, the bourgeois judge; two noblemen; a
member of the clergy. Duclos' deliberate cross section is
meant to validate the thesis that human nature is fundamen-
tally corrupt.

It should also be noted that A serves as a foil which
contrasts the superiority of love based on amitié over un-
refined sensual desire. This contrast is particularly evi-
dent with regard to A and B which intermesh. The relation of
one is interrupted and the other taken up in the same manner
and for the same purpose as in Chrétien de Troyes' works.
Saint-Géran's motives and disinterested conduct after the
Baron de Luz's imprisonment are the antithesis of Thurin's
use of events to achieve sexual satisfaction. Whereas Saint-
Géran has derived moral elevation from his love for Madame
de Luz and love has therefore become a positive force, Thurin
is morally degraded through an intrinsically physical love.

Each adventure exposes ethical problems and negative
resolutions. In short, Duclos approaches moral questions
through negative examples. His own point of view is not ex—
plicitly stated, but implied. The reader must participate
by interpreting events and dialogue to determine Duclos' eth-

ical values.
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Episode A begins with a Marivaux-like section in which
the awakening of love is exploited. Love declares itself un-
expectedly. It is not, however, love at first sight or a
coup de foudre. It has long been in incubation, since child-
hood in fact, and is based on inclination, esteem and sexual
passion. Where Marivaux is content to explore the myriad
psychological twists and turns of timid souls before they
acknowledge love, Duclos presses on rapidly to the decla-
ration of love. His principal interest lies in the moral
dilemme that potentially adulterous love poses. The decla-
ration is the critical step forward in the progress of love:
like Pheédre's declaration of love in act II, scene 5, it is
intended %o arouse a reciprocal response. The end result of
the open declaration of love is sexual gratification. Saint
Géran is the first to assert his love. He has nothing to
lose and everything to gain by his declaration. Madame de
Iuz, on the other hand, has every reason not to declare her
love if she sincerely intends to remain constant to her con-
cept of virtue. OShe equates happiness with repos derived
from strict adherence to her marriage vows. Unfortunately,
the social convention (marriage of convenience) conflicts
with her natural preference of a marriage partner. MNMadame
de Luz's reasoned adherence to marital duty is at odds with
her heart and her senses. She may be the master of her ac-
tions through will power, but she is not the master of her

heart: " . « . 81 ce n'est pas un crime de ne pouvoir



38
régler les mouvements de son coeur, c'est du moins un trés
grand malheur" (I, 158).

Saint-Géran readily declares his feelings to Madame
de Iuz, expecting a reciprocal declaration:

Quelle que soit 1l'idée qu'on a de la vertu

d'une femme, ce n'est certainement que l'espoir

qui fait qu'on lui déclare l'amour qu'on res-

sent pour elle; et 1'on n'est jamais malheureux

quand on espére (I, 152)
Like the other masculine characters, Saint-Géran sets out to
seduce Madame de Luz and to satisfy his natural physical
desires. Madame de Luz resists his advances through force
of reason and will and even attempts to send away this threat
to her tranquility. But in spite of her resistance she can-
not help deriving pleasure from Saint-Géran's declaration.
In spite of her natural aspiration to virtue and her best
intentions she experiences the natural feminine reaction to
the attention of a lover: "Elle ressent involontairement un
plaisir secret. La nature est avant tous les devoirs qui ne
consistent souvent qu'a la combattre" (I, 152). Moreover, her
vanity is touched. She finally admits to herself that she
loves Saint-Géran and that unrequited love would be a total
humiliation. In contrast, requited love is an ego-expander
and is very pleasurable.

Ironically, Baron de Luz intervenes and prevents Madame
de Iuz from sending Saint-Géran away. He invites Saint-Geran
to Burgundy. Life in Burgundy favors the development of Madame

de Luz's love for Saint-Géran and her eventual declaration.
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Affairs of state monopolize the Baron's time, leaving Saint-

Géran free to cultivate Madame de Luz's passion. He employs
tenderness to gain her confidence and to calm her scruples.
He then argues for indulgence: he claims that natural in-
clination based on mutual esteem has superior rights to those
of a marriage of convenience. Society condones such relation-
ships. In fact, such a union is more "virtuous":

De tels amans sont plus estimables que des

époux que les lois forcent de vivre ensemble;

car il faut qu'une passion toujours heureuse

et toujours constante soit fondée sur des

qualités supérieures, sur une estime réciproque (I, 158).

Saint-Géran's concerted efforts succeed in nullifying
temporarily Madame de Luz's scruples and she at last openly
declares her love. ©She rationalizes this declaration by
claiming that she has confidence that Saint-Géran's friend-
ship will guide his actions and that he will respect her
virtue. This is no daubt wishful thinking motivated more by
subconscious desire than by common sense:

Madame de Luz elle-méme, plus occupée du

discours qu'attentive a l'action de M. de

Saint-Geran, en recevant ces protestations,

ne pouvait se défendre d'un plaisir secret

qu'elle ne démélait qu'imparfaiement, et qui

fait le charme de 1l'Ame sans alarmer l'innocence (I, 157).
Her declaration is the turning point in their relationship.
From that moment on,love becomes the principal preoccupation
of the couple. Their relationship is always physically in-

nocent, but Madame de Luz is no doubt emotionally unfaithful

to her husband. She does entertain misgivings about her
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conduct: "Cette indulgence de ma part ne sera-t-elle cri-
minelle?" (I, 156). But nature and pleasure stifle her scru-
ples.

Meanwhile, Saint-Géran, like any normal man, works
actively to seduce Madame de Luz since "il y a un terme
pour lequel 1'amant soupire, vers lequel il se porte, méme
en protestant, méme en croyant le contraire" (I, 157).
Consciously or subconsciously Saint-Géran is at the mercy
of his passion.

Madame de Luz resists sensual passion and justifies
her conduct with Saint-Géran by making a distinction between
the rights of the husband and the rights of the lover. She
owes physical fidelity to the former and emotional fidelity
to the latter. Through inflexible fidelity to this ethical
distinction she converts Saint-Géran's love from physical
desire to a platonic state in which the physical desire is
transfigured and the lover derives constant spiritual pleas-
ure from contemplation (but not possession) of the object of
love. No doubt physical desire is subconsciously everpresent
and ready to reassert itself in an unguarded moment. Never-
theless a certain kind of stability and happiness are a-
chieved: "Quoiqu'il [Saint-Géran] désirat encore, il n'en
était pas moins heureux" (I, 159). This idyllic period is
interrupted by the events related to the Biron comspiracy,
whose consequences irrevocably shatter the emotional sta-
bility of Madame de Luz and make it impossible for her rela-

tionship with Saint-Géran to continue on the same terms.



41

In episode B Madame de Luz is a victim of opportunism
and circumstances. The rights of husband (sexual fidelity)
and of lover (one must merit his esteem) conflict with Madame
de Luz's sense of humanity and her feeling that marital duty
renders her responsible for her husband's life.

Thurin is motivated by vanity and sensual desire. At
first, like the libertine, he is motivated by vanity, the
desire to establish a reputation. But he quickly falls in
love with Madame de Luz. In the beginning, Madame de Luz
is indulgent toward him. Unfortunately, her natural gentle-
ness and moderation only encourage him. When he finally makes
open advances she flatly rejects his advances, her dignity
outraged. Later, the Biron conspiracy offers Thurin an op-
portunity both to avenge his wounded vanity and to accomplish
his physical desires.

Madame de Luz's idealistic notions of the way of the
world conflict with reality as Thurin describes it (and no
doubt as Duclos conceives it): virtue is not a principal
motivating factor among human beings, but rather pleasure is
at the heart of men's actions. Madame de Luz's virtue will
not win amnesty for the Baron. The only solution is to match
corruption with corruption, to placate the judge by satis-
fying the man. Thurin is no doubt a corrupt realist who will
have great success in his world precisely because he is cor-
rupt.

Madame de Luz, near despair, cannot determine where her

loyalties lie: are her virtue and duty to her lover of greater
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consequence than her sense of humanity, the obligation to
save a life whenever possible? In her state of anguish, her
reawakened scruples question her motives. She endures feel-
ings of guilt because of her love for Saint-Geran. She
wonders if her desire to remain virtuous masks a secret mo-
tive: +the hidden wish that her husband, the obstacle to her
legitimate union with Saint-Géran, should die. Furthermore,
if she saves her husband's life, she sacrifices her lover to
her husband: according to her Cornelian notion of love, after
the sacrifice of her virtue, she will no longer be worthy of
her lover. Her scruples and indecision torture her. Madame
de Luz's dilemma pits her deep concern for virtue against the
practical human consideration of saving a life.

Saint-Géran, contrary to Thurin, works nobly and un-
selfishly to save the life of his rival, the Baron. His
nobility of character, derived in part from transfigured
physical love, is expressed in terms similar to those made
memorable by Corneille:

Je serais trop heureux qu'il [the Baron] pilit

devoir son salut & mes soins. Je ne formerai

point de souhaits indignes de vous [Madame de

Luz] et de moi. Je ne serais pas digne de vous

almer, si ma vertu ne m'était plus chére que

vous-méme (I, 175).

Ironically, it is this trusted friend and lover who brings
to Madame de Luz the news, deliberately propagated at court
by Thurin, that the Baron is guilty. Because of this new

turn of events, Madame de Luz despairs and submits to Thurin's
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desires. In so doing she sacrifices her notion of marital
duty and virtue, betrays her love for Saint-Géran, and deals
an irrevocable blow to her self-esteem. Mauzi characterizes
Madame de Luz's state accurately:

Madame de Luz se sent alors coupable & double

titre: elle avait manqué & la fois & la vertu

et & 1l'amour. Quand on a eu assez d' héroisme

pour re31ster 3 une passion glorieusement

transmuée en pur amour, il est sans doute ac-

cablant de voir mourir sa vertu sans aucune

compensation de bonheur.?

In desperation, because of .circumstances for which she is not
responsible, she has chosen to give to one she despises what
she has refused to the one she loves. She feels guilty, but
Duclos makes it very clear that she is innocent of crime by
virtue of mitigating circumstances: "Vaincue par le malheur,
[elle] fut forcee d'immoler au salut de son mari, la vertu,
le devoir et 1l'amour" (I, 178).

The presences of both the Baron and Saint-Geran are now
unbearable to her, since each reminds her of violated rights.
Those of her lover are the most difficult to endure. MNadame
de Luz seeks repos through a reasoned effort to do her duty
to her husband. If reason and heart, duty and inclination
are irreconcilable, at least she can seek repos from the per-

petual conflict of reason and heart by sending away the object

of her love: "Cette séparation . . . je [Madame de Luz] la

2Robert Mauzi, 1'Idée du bonheur dans la littérature
et la pensée frangaise au XVIII® siécle (Paris, 1965,
pp [ 31-32 .
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crois necessaire; peut—étre lui devrons-nous un jour notre
tranquillite" (I, 187). Ironically, this moment of sepa-
ration is the time when her passion reaches its apex:
"Jamais leur amour n'avait eté plus vif . . . Elle n'avait
exigé cette séparation gque pour cesser de l'aimer; et,
n'écoutant alors que son coeur, elle lui jura cent fois
lfamour le plus tendre . . « . " (I, 187). This passage
underlines the profound division between Madame de Luz's
marital duty and her inclination. Love has made irrevocable
progress and has magnified inhumanly the cleavage between
virtue and nature. In the end, she rejects tangible hap-
piness with Saint-Géran for the implausible possibility of
finding happiness through adherence to marital duty.

Episode C is a further indication that virtue is cir-
cumstantial, and that human nature is fundamentally given to
vice. It also shows that rejection of happiness for virtue
invites misfortune. Madame de Luz seeks the solace of soli-
tude in the country. But if Saint-Géran had been with her,
it is probable that Maran and Marsillac would have left her
alone. Without her husband, alone, seeking seclusion, she is
easy prey to the sensual desires of the men of the province.

Duclos takes pains to contrast the characters of Maran
and Marsillac. The former is basically an evil man. The
latter tends to be virtuous. Maran consciously wills evil;
he intends to seduce Madame de Luz by force if necessary.
Marsillac intends to do Madame de Luz a favor, but because of
circumstances and his own moral weakness, he is blinded by

passion and rapes her. He is an example of misfortune--a man
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who is not basically evil, but who succumbs to overpowering
forces in human nature. He consequently merits our indul-
gence.

Madame de Luz has experienced no moral conflict during
the rape because she is unconscious. When she regains con-
sciousness she poses for the first time the problem of evil:
how could Providence allow such evil to befall a person who
is sincerely virtuous? She prefers, however, to assume the
burden of the guilt, rather than conclude that Providence
plots against virtue:

Comment avec tant de vertu dans le coeur,

pouvait-elle étre devenue si criminelle?

Mais comment, avec tant de malheurs, pouvait

elle étre encore innocente? C'elit eté ac-

cuser le ciel d'injustice, Elle aimait

mieux se condamner elle-méme (I, 194).

Madame de Luz returns to Paris and Episode D begins.
She seeks the intercession of a director of conscience, peére
Hardouin, the better to resolve her moral scruples. Once
again, her virtue is the source of her undoing. It is pre-
cisely her unadulterated innocence and sincere remorse which
inflame Hardouin's lust: "L'innocence est le premier charme
de la beauté, et rien ne retrace l'innocence comme les re-
mords" (I, 199). Madame de Luz's character contrasts strik-
ingly with the former coquettes and moral hypocrites with
whom Hardouin normally deals. He is touched by Madame de
Iuz's sincerity and falls in love with her. He quickly gains

her confidence and calms her moral scruples. She attains a

state of emotional tranquility. He deliberately calculates
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the best means of seducing her. But circumstances and his
pressing lust compel him to use an outside force, opium, to
achieve his end.

Once again, Madame de Luz endures no moral conflict:
she is unconscious and quite clearly innocent of any crime.
But when she awakens and discovers what has transpired, she
is filled with disgust, self-recrimination and despair. De-
filed by a servant of God, she openly accuses Providence of
plotting against virtue: "A quel comble d'horreur étais-je
donc destinée! ciel cruel! Par ou puis-je avoir meérité ta
haine? est-ce la vertu qui t'est odieuse?" (I, 205).

The denocuement is simple and rapid. It is the logical
consequence of Madame de Luz's quest for absolute virtue. Her
efforts to be virtuous have been totally frustrated. Her
self-esteem has been debased, she feels only disgust for her-
self and now thinks she is unworthy of Saint-Géran. Objec-
tively we see her as innocent of crime, having intended no
evil; but subjectively, she considers herself criminal and
degraded. No doubt her death results from a deformed view
of the limits of human nature and the role circumstances
play in limiting or impeding virtue. Moreover, her tradit-
ional concept of love, based on esteem, does not conform to
her situation: Saint-Géran loves her person, not her stub-
born clinging to marital duty. She rejects a bona fide chance
for happiness for motives which seem unreasonable. Her moti-
vation is purely subjective, dependant on feelings which have

no foundation in fact. She willed no evil; therefore, she is
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not guilty. She merits our indulgence, but most of all her
own. She denies herself a common measure of compromise,
necessary for survival, and dies because of it.

The two historical digressions place the action in the
late sixteenth and early seventeenth-centuries. A close
textual comparison of Duclos' account of the Biron conspiracy
and Father Gabriel Daniel's version show that Duclos followed
the Daniel description closely.3 Duclos may also have drawn
on the accounts of the memorialist historians of the period
such as Mezeray, Sully and L'Estoile. This cannot, however,
be corroborated. The historical events coincide with the
reign of Henry IV. The Biron conspiracy was a well~known his-
torical fact, and all the more odious because of Henry IV's
conspicuous friendship for Marshal Biron. Duclos was probably
attracted to this conspiracy precisely because it was notorious,
would serve as a vehicle for the dramatic action of the novel,
end demonstrated "l'énergie d'un grand coupable et surtout
de beaux exemples de subtiles et tortueuses machinarbions."4

Nevertheless, the ethos of the society and the social
types portrayed by Duclos are not representative of the six-
teenth and early seventeenth-centuries. They are, in fact,
anachronistic. ILike Madame de Lafayette, Duclos depicts his
own society in an earlier historical setting. Duclos is not

preoccupied with recreating the ethos of 1600. Rather, the

3For a detailed comparison of the two texts see Paul
Meister, Charles Duclos (Geneva, 1956), pp. 167-T1.

41vid., pp. 202-03.
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historical framework serves certain novelistic designs.

Duclos uses the historical digressions for three prin-
cipal purposes. Like other eighteenth-century novelists, he
is acutely concerned with verisimilitude. He considers the
novel a form of romanticized history. By its very nature,
the novelistic creation must surpass the events of reality
in projecting the semblance of truth: "Le roman en [de
vraisemblance] exige plus que l'histoire, & qui 1'autorité
de la vérité suffit" (I, 216). The first historical digres-
sion, the Biron conspiracy, adds a dimension of authenticity
to the erotic episodes. It reinforces their credibility.

Not only does the conspiracy give Thurin a means of seducing
Madame de Luz, but that seduction commingles with history (Did
the historical Turin seduce, in fact, a Baroness?).

Moreover, the political intrigue and the leaders of the
conspiracy are interesting in themselves. They add an element
of adventure and act as dramatic relief from the fundamentally
erotic episodes, which risk becoming insipid.

Crocker also believes that Duclos, in imitation of Madame
de Lafayette, goes back to the time of Henry IV, but does not
recapture the realistic immediacy of the period. Nevertheless,
the temporal distance does help to create a classical effect
of universality and timelessness. The moral characteristics
of the human beings Duclos portrays are universally applicable
and are therefore not particular to the sixteenth, seventeenth,
or eighteenth centuries.

The second digression is noteworthy for its portrait of
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Henry IV. He seems to represent Duclos' particular eighteenth-
century ideal of the philosopher King. Duclos insists on
the fact that Henry renounced his own inclination for war,
choosing peace for the sake of the nation. This second di-
gression also offers the historical background--peace in
Frence and foreign wars--which makes Saint-Géran's departure
from France plausible.

Examination of the novel's structure and action leads
to a central conclusion: Duclos likes the extraordinary.
Madame de Luz, for example, is an extraordinary example of
persecuted virtue trapped in uncommon circumstances. This
special dilemma has caused a few critics to attack the plot
of the novel. Penick states that it is implausible that all
these events could happen to one woman. It is a novelistic
flaw because of the unlikelihood of the situation as a whole.?
Skrupskelis declares: "The plot strikes us as artificial and
unconvincing."5

These critics base their adverse judgements, in part,
on the supposition that normally few virtuous women are raped
three times. Hence, the plot seems artificial. Such a charge
is easy to discredit. To answer it one must go to the very
core of the problem of fiction. What is the relation of life-

like plausibility to artistic possibility? Where do we draw

SSarah M. Penick, A Study of the Novels of Charles
Duclos (unpublished Ph.D. thesis, the University of liissouri,
Columbia, 1967), p. 104.

6Viktoria Skrupskelis, Duclos as a Moralist (unpublished
Ph.D. thesis, the University of Illinois, Urbana, 1966), p. 151
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the line? What constitutes the criteria for distinguishing
between the plausible and the possible? What distinguishes
fiction from fact?

Certainly the events related in the novel are within
the realm of possibility. There are undoubtedly historical
examples of virtue enduring an even worse fate. One there-
fore cannot reject the plot on the ground that it is incredible
or impossible. Now Duclos, himself, realized that the story
of Madame de Luz is uncommon: "La baronne de Luz est un des
plus singuliers exemples du malheur qui suit la vertu" (I, 147)
Are we then to reject the plot as implausible simply because
it is out of the ordinary? The real question is whether Duclos'
novelistic technique carries the reader's interest and whether
he does in fact create an imaginary but coherent world. As
the reader follows the plot, is he so caught up in the illu-
sion of reality that he accepts, without protest, the va-
lidity of the events recounted?

In the case of Madame de Luz, it seems to me that Duclos

has achieved the illusion of reality. All the events are ac-
counted for, either by historical fact or by the desires and
weaknesses of the characters. Certain historical events, as
I have shown, validate important elements in the plot. An
analysis of the characters will further substantiate my con-
tention that they are convincing in their novelistic frame-
work and that their motivations give impetus and form to the
plot.

One critic concludes, after a brief discussion of Madame
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de Luz, that Duclos' characters have exaggerated traits and
that his "presentation of society is a caricature . . 7
This assessment may apply in some degree to secondary char-
acters like Maran, Marsillac and the Baron de ILuz. It is
not true, however, of the four major figures, Thurin, Har-
douin, Saint-Géran and Madame de Luz, whose motives and per-
sonalities are explored in greater depth. Thurin and Har-
douin obviously represent prototypical emotions and are
driven to commit evil by excessive passion. Nevertheless,
their characters are so developed as to be clearly indi-
vidualized and their personalities too complex to be writ-
ten off as caricatures. No doubt Duclos accentuates their
sinister character traits, but it is equally true that he
depicts the manners of a corrupt society. Indeed, the com-
plexities of Saint-Géran and Madame de Luz are revealed in
detail. They are intricate, three-dimensional personalities.
Duclos' characters are not perhaps as finely drawn and mem-
orable as Laclos' or Rousseau's, but to write them off as
two-dimensional or as mere caricatures constitutes a shallow
reading of the text.

The characters, as Crocker notes, fall into three dis-

tinct categories.8

There are men whose natures tend naturally
to do evil, and good men and women who can be separated into

two subgroups: some in whom reason and will to virtue are

Tpenick, p. 106.
8Crocker, pe. 429.
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easily overwhelmed by the passions and animal drives; others
who persist in virtue only to find themselves in a position
of weakness, exploited by the evil around them.

All the characters in the novel, except Madame de Luz,
manifest moral weakness and represent the first two cate-
gories of human beings. Madame de Luz, on the contrary,
incarnates the will to virtue and delineates the third group.
Moreover, her moral character is patently superior to those
of the men. This fact, as George May explains, situates the
novel in the mainstream of seventeenth and eighteenth-century
feminist literature.?

Thurin, Biron, La Fin, Maran, and Hardouin illustrate
the first category of persons: +those who consciously will
evil.

Father Gabriel Daniel, Duclos' historical source, names

a Turin and Fleury as the avocats généraux appointed by Henry

IV to investigate the Biron conspiracy. Duclos mentions a
Fleury and adds an h to the name of the historical figure
Turin. He goes even further, creating a personality and an
erotic episode which have, as far as can be determined, no
historical foundation: the character and the actions of the
fictional Thurin have only the most tenuous link with the his-
torical Turin.

The incompetent or corrupt administrator of justice has

a protracted history in French literature, dating from medieval

9George May, Le Dilemme du roman au XVIII® sidcle
(Paris, New Haven, 1963)J, pp. 239-41.
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popular literature and later found in such celebrated works
as Rabelais' five books, Gil Blas, Voltaire's contes, and

the Mariage de Figaro. Thurin incarnates this literary type.

Like Rabelais' Grippe-Minou, he is prompt to prostitute jus-
tice for personal gain. However, Thurin differentiates him-
self from the literary stereotype on two counts: his moti-
vation is sexual, rather than monetary, and he is in a position
to exploit the nobility, rather than a fellow bourgeois. Duclos'
social realism, in the character of Thurin, illustrates eight-
eenth-century social phenomena: the rise of the bourgeois to
positions of power and influence in the French court and the
filtering down of aristocratic immorality into lower echelons
of society. Thurin tekes his place next to Turcaret and other
fictional bourgeois opportunists who achieve financial or po-
litical influence and who begin to rival an anemic nobility
for power. Furthermore, like Laclos' characters, Thurin has
no sense of virtue--he scorns it. He is a spokesman for a
society that denies the meaningfulness of the moral ideal.
Thurin stands for the rising star of the bourgeois class
and represents the new breed of magistrates, ready to pros-
titute their duties for recognition at court. Vanity is Thurin's
ruling passion. His ambition is to have a reputation at court:
"I1 avait la ridicule ambition d'étre & la cour" (I, 153).
Vanity motivates his first amorous advances: a liaison with
Mademe de Luz would establish his reputation at court. In
addition, his excessive vanity combined with sensual desire

inflates his sense of importance: "[il] ne pouvait pas
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s'imaginer qu'une femme pﬁtz@fuser son hommage" (I, 154).

His egoism makes him overly confident, blinds him to his

true social status, renders him absolutely presumptuous and
thereby ridiculous when Madame de Luz rejects him. It is
precisely Thurin's transgression of social bounds which

angers Madame de Luz. Not only does she feel no inclination
for him, but he is a commoner and she is a woman of noble
birth. His presumption is a slight to her self-esteem.

Madame de Luz makes the source of her anger clear when she
declares: "Je vous [Thurin] prie, lui dit-elle, de ne
paraitre jamais devant moi et de songer qu'une femme de mon
rang peut étre déshonorée et par l'amour et par 1l'amant"

(I, 155). And later Duclos notes that in her rejection of
him "Thurin crut remarquer dans les paroles de madame de ILuz,
plus de mépris pour lui que de vertu" (I, 170). In Madame

de Luz's judgement, Thurin is not, at first, a real threat

to her virtue. She is exasperated, however, by the fact that
he has not respected her superior standing in the social hier-
archy. Thurin's vanity is such that he has considered himself
her equal and, thereby, meriting an erotic response.

There is no doubt that Thurin is a vain and odious per-
son, but he is by no means simply a fop, a stilted caricature
of the vain bourgeois with social pretensions or a ridiculous
courtier. In the first place, his passion for Madame de Luz
is very real. Like the characters of French classical drama,
his speech manifests reason dominated by passion: "le désordre

de ses discours fit aisément connaitre & madame de Luz qu'il
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était veritablement amoureux" (I, 154). His unrequited pas-
sion and his vanity account for his cruel conduct toward the
heroine.

Furthermore, Duclos is careful to add a dimension to
Thurin's character which develops it. If vanity in matters
of the heart causes him to act in a degrading and ridiculous
way, in matters of state he is extremely lucid and merits
consideration: "M de Thurin avait réellement de l'esprit,
et fut dans la suite employé dans les grandes affaires"

(I, 153). His observations on society and the human condition
are perspicacious, providing a realistic assessment of eight-
eenth-century, rather than seventeenth-century ethos. His
remarks are anachronistic because,although the fictitious
world of the novel is dated 1600, Thurin is really a spokes-
man for the morality of 1700--a morality which is worldly and
which rejects the meaningfulness of virtue. In this society,
corrupt judges, as Thurin argues, are useful. Ironically,
Thurin, "conscience souple" who prostitutes his duty, is use-
ful to Madame de Iuz in freeing her husband, a deed which
bears out Thurin's contention that evil is useful to society.
Moreover, Thurin's political notions are those of a man who
realistically and accurately defines the principles and needs
of the government of Henry IV. The contemporary political
situation is such that the king has no choice but to execute
the principals in the conspiracy. Likewise, Thurin's sharp
observation discovers the real nature of Madame de Luz's

relationship with Saint-Géran. He accurately analyzes, too,
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the reasons for the barons not confiding in his wife: "C'est
votre vertu qui 1l'a effrayé, et qui 1'a empéché de vous faire
part de son dessein . . . Son respect pour votre vertu a éte
la cause de son silence" (I, 167).

Duclos once again underlines the sinister side of
Thurin's character. Thurin exploits his perspicacity to ad-
vance his lecherous enterprise. His wit can be ironic and
cruel, as when he pretends to have learned virtue from Madame
de Luz at the expense of the baron's life: "Vos scrupules sur
votre devoir m'ont éclairé sur le mien et votre vertu a été
pour moi une legon d'integrite" (I, 177). And his anger and
desire for vengeance know no bounds. Yet, in contrast with
repeated revelations of Thurin's inhumanity, Duclos does
suggest that Thurin has a latent vein of humanity:

Madame de Luz était dans cet état lorsque Thurin,

ne pouvant s'empécher de rougir de voir une femme

de cette naissance dans un abaissement si peu

digne d'elle et de lui, la releva, et, la faisant

asseoir, il se jeta lui-méme & ses pieds (I, 178).

And a second time: "Thurin ému de son [Madame de Luz's]

état . . . Se jeta aux genoux de Madame de Iuz, et voulut

la consoler" (I, 173). In both cases, Thurin's pity and
passion become mixed: his consoling kiss is also charged

with sexual desire. He is at once the protective, comforting
male and the aggressive, inflamed fornicator. Thurin is, thus,
not simply a villain in a kind of melodrama. Although Duclos
emphasizes the odious nature of Thurin's conduct toward Madame
de Luz, he is careful to give Thurin's motivation the com-

Plexity shown by a three-dimensional character.
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The contrary is true of Maran. He is two-dimensional
and only a minor character. Like Thurin, he is vain, but
there is little basis for his vanity. His title to nobility
is probably spurious and he is ignorant, without culture and
dishonest: in short, the provincial boor personified. His
vanity is rivaled only by his lust: he will go to any end
to satisfy his animal drives. Maran's function in the novel
is primarily thematic; he demonstrates that evil is universal
in the provinces as well as at court. He also serves as a
foil to Marsillac, highlighting the latter's upright and
perceptive nature. It is also Meran's attempted rape which
sets up the chain of circumstances that bring about Marsillac's
fall from the ways of virtue.

Charles de Gontaut, Baron, then Duke de Biron and Jacques
de La Fin figure in the historical digression. They were the
principal authors of the famous historical conspiracy, but
are secondary characters in the novel.l0

Charles de Gontaut, Duke and Marshal of France, was his-
torically a celebrated general during the civil wars and one
of the first important Catholics to rally behind Henry of
Navarre. His father, Armand de Gontaut baron de Biron, was
one of the most illustrious of the Valois generals. In 1570,
at the request of Charles IX, he negotiated the Peace of
Saint-Germain with the Protestants. Charles de Gontaut's
lineage, his own daring exploits during the civil war and his

close friendship with Henry IV made him famous in his day and

10consult the appendix for expanded biographical
information.
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his conspiracy against the crown all the more odious.

Jacques de La Fin belonged to a Protestant family of
Burgundy. His reputation as a miscreant is well established
by his contemporaries. His principal claim to fame was the
treacherous role he played in Biron's downfall.

In developing Biron's character Duclos follows histor-
ical sources closely, but he leaves out the petty, demeaning
elements (Biron's belief in astrology, for example) which
would complicate the clean lines of the portrait drawn after
classical models. Duclos portrays a man of many noble and
outstanding qualities whose "valeur lui était naturelle"

(I, 161), but who possesses one tragic flaw--excessive ambition.
Biron is obsessed by ambition to the exclusion of all other
passions. This brings about his disgrace. Duclos seems
particularly drawn to Biron because of the excessive nature

of both his invincible courage and his far-ranging designs.
Biron is Cornelian in his actions, either magnificent courage
or terrible disloyalty. There is nothing mean about his per-
sonality.

La Fin is an interesting secondary character because
Duclos assigns him an eighteenth-century frame of mind. He
possesses natural talents: "C'était un homme adroit, d'un
esprit vif et entreprenant, et trés propre & manier une affaire
e « o« La Pin était né pour étre grand seigneur" (I, 162-63).
Naturally gifted like Figaro later in the century, he chooses
to manipulate the nobles by superior force of wit to achieve

personal ambitions. Moreover, his attitude toward those born
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into greatness by social rank, but not by soul, is similar

to Figaro's:

Les grands n'étaient & ses yeux que des hommes

rampans dans le besoin, faux dans leurs cares-

ses, ingrats aprés le succés, perfides & tous
engagemens, Il n'avait point pour eux cet at-

tachement désintéressé, dont la plupart sont

si peu dignes (I, 163)

These notions hardly reflect the sentiments of the usual six-

teenth or early seventeenth-century gentilhomme. Rather, they

reflect the alienation and dissatisfaction of the eighteenth-
century  bourgeois with his aristocratic leaders. La Fin's
attitude like that of Figaro's reflects those of their bourgeois
creators, Duclos and Beaumarchais. No doubt neither author
desired revolution, but they do have their characters repre-
sent the prevalent disaffection with aristocratic comportment,
a principal factor in the French Revolution.

Hardouin illustrates a contemporary social type: the
director of conscience. Duclos' general description of the
director of conscience applies in detail to his creation,
Hardouin. However, Hardouin distinguishes himself from the
standardized type by the superior manner in which he applies
the arts of priestcraft to achieve personal ends. He does
not serve God, he serves himself. Hardouin is the priest of
Evil, an ignominious Tartuffe. To the exterior world he in-
carnates the impeccable priest:

Parmi des directeurs illustres il y en avait un

fort renommé pour sa piété et pour ses lumiéres.

Flambeau de la véritéd, ennemi du crime, il pré-

servait l'esprit de l'erreur, et fortifiait le
coeur contre les passions (I, 195).
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Hidden beneath this facade is the potential for consummate
crime. Ironically, it is Madame de Luz's virtue, her in-
nocence, which sets her apart from the women of Hardouin's
habitual commerce and which touches his heart. At first, he
is not so perverse as not to recognize goodness and admire it:
"Loué soit & jamais le ciel! . . . Je vois que l'innocence
a plus de scrupules, que le crime n'a de remords . . . « M.
Hardouin en fut ému, il en fut méme étonné" (I, 198). Iron-
ically, it is Madame de Luz's innocence coupled with her youth
and beauty which inflame Hardouin's desires. Hardouin is ap-
parently a neophyte lover. He rationalizes his feelings for
Madame de Luz by ironically attributing them to divine grace.
Using the psychological craft which the priesthood has taught
him, he quickly dominates Madame de Luz's guilt-ridden mind.
Patiently he wins her confidence and calms her remorse, using
everything in his religious arsenal: "Il résolut . . . de
s'appliquer uniquement & séduire l'esprit de sa pénitente . .
« « La principale étude était de séduire entiérement les re-
mords dont elle était agitée" (I, 200-01). He coolly cal-
culates his words and actions and loses all sense of honor
and moral responsibility. Under the mask of religious in-
struction, he contrives to erode or confuse Madame de Luz's
conception of duty and virtue. However, circumstances and
his burning impatience force him to more dastardly designs.
His choice of opium is in character: Hardouin believes its
soporific effect will allow him to satisfy his passion with-

out exposing him to punishment. His subsequent changing of
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religions in Holland emphasizes his lack of moral and reli-
gious qualms. Religion for him is a means to earthly gain and
has no metaphysical foundation. Hardouin's unadulterated
hypocrisy and his egregious machinations make him a clear
precursor to the moral nihilists created by Laclos and Sade.

Baron de Luz, Marsillac and Saint-Géran belong to the
second category of human beings: those who are not basically
corrupt, but who are vulnerable to corrupting influences or
to the drives of nature.

Duclos' source for the Baron de Luz is an historical
figure, the Baron de Lux, a Burgundian who was lieutenant
general of Burgundy at the time of the Biron Conspiracy.11
The connection of the Baron de Luz with the Baron de Iux is
further corroborated by the fact that after the Baron's death
his post in Burgundy went to the Count of Biron, a relative:
this is exactly what happened after the Baron de Lux's death.

Historical sources suggest that the Baron de Lux was a
scoundrel. Duclos' fictional character, on the contrary, is
a relatively good man, an "honnéte homme" as Duclos labels
him. Duclos, in fact, takes great liberties with the histor-
ical figure: his creation is identical with the historical
original only in name and in a few historical details.

In the novel the Baron plays a secondary role and Duclos
does not attempt to develop the Baron's character. The reason

is obvious. The reader is not to share feelings with the

) 11Consult the appendix for expanded biographical
information.



62
Baron; his undivided sympathies are to be fixed on the plight
of Saint-Géran and Madame de Luz. The Baron is more a
presence than a character.

Duclos presents the reader with a brief character sketch
of the Baron: he is middle-aged, if not older, and honest
but of mediocre character. He represents the average noble-
man. He accepts the usual code of ethics for his milieu in
which feminine virtue is not highly regarded. This is evident
in his manner of treating the possibility that Saint-Géran
has a mistress:

Si quelque autre chose pouvait le retenlr a

Parls, ce serait sans doute une maitresse; il

est jeune et almable, il en trouvera partout;

et je suis sur, si vous le priez bien de faire

ce voyage avec nous, il ne vous refusera pas,

et qu'il sacrifiera ses maltresses & ses amis

(, 151).

His nonchalant endorsement of formication by young gentlemen
reflects the general attitude of the aristocracy. He may
have passed his own youth in like manner. One wonders if he
would have sincerely objected to Madame de Luz's liaison with
Saint-Géran. Could he have appreciated Madame de Luz's val-
iant struggle to remain virtuous? Moreover, the Baron is
neither a passionate man nor is he perspicacious. He is not
in the least aware of the mutual passion of Saint-Geran
and Mademe de Luz: "Les personnes qui ont passé 1l'age des

passions, ou qui n'en ont jamais connu les égaremens, ne

sont pas ordinairement. les plus clairvoyasmns" (I, 150).
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The Baron's mediocrity, want of perspicacity and weak-
ness of will are the root causes of his political difficulties.
He does not by nature will the prostitution of his duty: '"Le
Baron de Luz y eut d'abord beaucoup de repugnance" (I, 163).

Although he is an honnéte homme, he is short-sighted and weak

willed. The headstrong Biron simply overpowers the Baron's
natural inclination to do his duty: ". . . enfin, gagné par
les sollicitations et les promesses du Maréchal, il devint
son complice" (I, 163). The reasons for his complicity in
the conspiracy confirm our estimate of the mediocrity of his
character.

The fictional Baron de Luz is less a character than a
t00l. He represents the average nobleman with an average
code of ethics who conducts himself in a mediocre way: there
is nothing admirable or despicable about him. He is medioc-
rity incarnate. His presence symbolizes the emotional vacuum
created by marriages of convenience and shows why they were
at the root of so many moral dilemmas in the eighteenth-cen-
tury. What is more, the Baron's mediocrity serves to advance
the dramatic action of the novel. It makes possible the Saint-
Géran and Madame de Luz relationship. The unseeing Baron even
works against Madame de Luz's virtue by insisting that Saint-
Geran accompany them to Burgundy. His treason abets the
Thurin episode. Lastly, the Baron's character serves Duclos'
intention. By its very mediocrity, it underscores the ironic
truth that Madame de Luz has no valid reason to be faithful;

her treatment of Saint-Géran results from her sense of marital
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duty and is doubly ironic in view of her subsequent disgrace,
caused in large measure by the Baron's treason.

Marsillac is also a secondary character. His person-
ality is not well developed. He represents the nobleman
who tends to be virtuous, but who succumbs to passion. Duclos
insists on Marsillac's basic goodness by contrasting it with
Maran's maleficent nature. He is clairvoyant in discerning
Madame de Luz's desires and consciously intends her no wrong.
He even stops visiting her because he realizes she prefers
solitude. His fall from virtue to crime is unwitting: it
is the result of circumstances and blind passion. Marsillac
(if we believe Mauzi's assessment of the eighteenth~century)
represents the average eighteenth-century man:

Ce qui peint le mieux le XVIII® sidcle, ce

n'est pas les parfaites constructions des

Liaisons dangereuses, mais les hésitations,

les conflits, les compromis et les sophismes,

toutes les fois que la faiblesse devant le

plaisir dénoue ou emporte les scrupules d'une

conscience, sans la priver d'unelgocation
morale qui survit aux accidents.

Marsillac is basically a moral man. The rape in no way changes
his basic character. After his crime, when he is conscious of
what he has done, he endures sincere remorse and shame. In-
herent in his act is the lesson that though virtue may normal-
ly assert itself, nature is ever ready to reassert its supe-

rior rights.

12 auzi, p. 30.



65

Saint-Géran belongs to the long tradition of quasi-
courtly lovers that stretches in French fiction from Lan-
celot to the seventeenth-century galant: he is completely
subject to his lady's desires. Whatever Madame de Luz
wishes him to do, he does. Yet in spite of his quasi-chiv-
alrous worship of Madame de Luz, and in spite of his verbal
commitments to the contrary, Saint-Géran, like the other
male characters, makes every effort to seduce her. Certainly
he is at heart a good man, capable of disinterested and gen-
erous acts. His conduct during the Baron's imprisonment
makes this clear. MNoreover, he merits Madame de Luz's love.
Unlike the other masculine characters, he is ennobled by love.
He does not revert to force in his efforts to seduce. Admit-
tedly, he argues in favor of adultery, using arguments of
social acceptance to prove that a liaison with Madame de Luz
would not be criminal. His arguments and his efforts to seduce
Madame de Luz are justified, however, by the natural incli-
nation which the two principal characters feel for each other.
One critic argues that, although Saint-Géran is not the pro-
tagonist in the novel, he may well represent Duclos' point of
view, the reasoned compromise between duty and nature:

In moments of conflict between love and duty

he is capable of choosing the latter because

he is not 'un amant vulgaire avec une probité

commune' « « « o But he does not overestimate

his potentiality for good; seeking to recon-

cile nature and duty, he first consylts cir-
cumstances and his own temperament.

13Skrupskelis, p. 159.
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If this is in fact the case, then Saint-Géran's defense of
adultery also reflects Duclos' pragmatic morality. Given
the context of eighteenth-century manners and social con-
ventions, Saint-Géran's dialectics for the superior rights
of a union based on inclination to a union contracted with-
out free consent take on a certain validity.

Saint-Géran, like the other male characters, is subject
to nature. However, he is morally superior to them because
he chooses moderation as a means of reconciling duty and
nature, moral aspirations and circumstances. Moreover, his
inclination for Madame de Luz is not simply physical desire,
but is rooted in sincere affection for Madame de Luz. He
sets her desires ahead of his own. The moderation he ex-
hibits contrasts with the extremes of the other characters.

Madame de Luz is the protagonist in the novel. She
is morally superior to all the other characters. She rep-
resents the last group of people: those who adhere to virtue
and who are victimized because of it. Madame de Luz's per-
sonality is well developed both through self-analyzing mono-
logues and through her response to circumstances. Basically
she adheres to seventeenth-century ideals: love based on
mutual esteem which is derived from doing one's duty; a sense
of virtue opposed to the eighteenth-century ethos which per-
vades the novel; the belief that human conduct should be reg-
ulated by reason and will. She expresses these notions by a
vocabulary which contrasts with.that of the other characters

and which is that of the classical heroine: terms like gloire,
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repos, honneur, estime, cruel sacrifice and crime. She is

clearly a distant descendant of Madame de Cléves. However,
Duclos' treatment of Madame de Luz is very different from

the way in which Madame de Lafayette handles her heroine:

it is ironic. Madame de Luz possesses the basic qualities
and ideals which gave her seventeenth-century ancestor her
nobleness and greatness. But these very qualities and ideals
render her ridiculous and unhappy in the final analysis; her
ideals are nullified by events and she is obliged to give to
those she does not love what she denied to the one she does
love. OShe is a kind of anti-heroine who illustrates Pascal's
celebrated maxime: "L'homme n'est ni ange ni béte, et le
malheur veut que qui veut faire l'ange fait la béte" (Brun-
schvicq, 358).

Madame de Luz's salient trait is her pride in virtue.
Unlike Madame de Lafayette who assigns Madame de Cleve's
sense of virtue to her education (Madame de Chartres has so
instilled the notions of honor, self-respect and discipline
in her daughter that virtue has become instinctive) Duclos
does not give any cause for Madame de Luz's mania for virtue.
He posits its existence, but does not expand on its source.
In fact, the reader knows very little about Madame de Luz's
childhood and education. One knows only that she equates
virtue with physical fidelity to her husband. Her unreasoning
aspiration to perfect fidelity makes it impossible for her to
view the human condition objectively. Her quest for perfec-
tion soon degenerates into scrupulous and agonizing self-anal-

ysis, "le malheur des ames délicates" (I, 176). Confronted
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with social conventions, circumstances beyond her control
and natural impulses, she cannot clearly discern what is
really virtuous. Moreover, she cannot distinguish between
crime and misfortune. She is tortured by self-doubt, lack
of confidence and guilt. Yet her sense of guilt is purely
subjective, having no foundation in fact: circumstances
have forced her to be an unwilling party to crimes and nature
has made her love a man contrary to marital duty. Her guilt
is purely interior. It is based on feeling, not on a ration-
al analysis of circumstances and intention. In interior mono-
logues she scrupulously examines her motives for acting, but
she cannot resolve her feelings of guilt by accepting the
circumstantial nature of virtue. No longer emotionally ca-
pable of coping with her situation, she despairs. Like the

tragic heroine, she feels dégout de soi and desires peace of

mind through death. Only her sense of self-esteem, another
seventeenth-century characteristic, prevents her from taking
her own life.

While Madame de Luz's motivation and ideals are those
of the classical heroine, she is, in certain ways, very much
a representative eighteenth-century heroine. Her declaration
of love and her gullible belief that Saint-Géran will respect
her virtue set her apart from a Madame de Cl3dves. Her decla-
ration of love is, in fact, the victory of subconscious desire
over reason and common sense. She even derives secret pleasure
from her relationship with Saint-Géran. Her declared belief

in his honorable intentions is short-sighted, a rationaliza-
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tion which defies reality and which masks nature's triumph
over reason. Secondly, her definition of virtue and her con-
duct toward Saint-Géran are very much in the current of eight-

eenth-century fiction. Mauzi notes:

De nombreux romans reprennent le théme de

la Princesse de Cléves: 1la passion d'une
femme mariée qui veut rester fidéle & son
devoir. Mais les héroines du XVIII siécle
ont une étrange fagon d'entendre leur devoir.
Tout en s'efforgant de rester vertueuses,
elles sont en revolte contre la loi conjugale
e o o o Madame de Luz distingue deux ordres
de devoirs, qui ne se rencontrent pas: son
corps est & son mari, son coeur & son amant.
La vertu consiste & respecter strictement
cette répartition. Partagées en apparence
entre leur conscience et leur amour, ces
étranges épouses sont en réalité tout en-
titres du cdté de 1'amour. '4

Madame de Luz further differentiates herself from the
seventeenth century tragic heroine in two important ways. In
the first place, she is very much a victim of outside forces.
Her equation of physical virtue with marital fidelity, and
virtue with the honor necessary to be worthy of Saint-Geran
help destroy her, but they in no way make her commit a de-
structive crime as does, for example, Phtdre's incestuous
desire. Madame de Luz's scruples, though they torment her,
do not cause her to do evil, but rather circumstances, fate
if you like, force her to be an unwilling partner in evil.
She is like the sentimental or romantic heroine who seems to

be punished unremittingly by fate.

14Ma‘uzi, p. 31.
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Secondly, Madame de Luz's explosive emotional outbursts
differentiate her from a classical heroine like Madame de
Cléves, whose force of will keeps her inner drama well con-
cealed from the observer. NMadame de Luz, on the contrary,
weeps, cries aloud, faints--in short, openly displays her
emotional trauma. In the rape scenes and at her final meet-
ing with Saint-Géran, Madame de Luz is pathetic. These epi-
sodes illustrate some of the notions Diderot will later codify

in his esthetic writings: tableaux pathétigues, emotions

translated into action by pantomime. In these last two re-
spects, ladame de Luz is clearly a pre-Romantic heroine.

The character of Madame de Iuz is thus a composite of seven-
teenth~-century qualities and of those which will become the
dominant characteristics of the stereotyped Romantic heroine.

A study of the themes of Madame de Luz leads one into

the thick of critical controversy. Contemporary critics are
very much divided on what constitutes the principal theme of

15 and Lester Crocker believe

the novel. Albert-Marie Schmidt
the theme of universal evil is the chief subject. In their
opinion Duclos is a precursor to Sade by the theme of uni-
versal evil exploited in Justine. Crocker sums up his position
when he says:

Duclos' view of life is ironical. In fact,

the story of Madame de Luz becomes a re-

versal, almost a parody, of that of Madame
de Cléves. While Madame de Luz succeeds in

) 5 plbert-Marie Schmidt, "Duclos, Sade et la litterature
feroce," Revue des sciences humaines, avril-sept. 1951,
ppo 146-155 o
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guiding her actions by will and moral reason,

she discovers that this is contrary to human

nature and to the conditions of life. 1In

most other people, and especially the power-

ful, reason is domina?ed by pasgioq6 when it

is not actually prostituted to it.
Paul Meister17 and Viktoria Skrupskelis are very much op-
posed to this judgement. They take at face value Duclos'
statement that his principal theme is that a virtuous woman
can be forced to commit a crime, can be thereby dishonored,
but still remain innocent. In short, the crime versus mis-
fortune motif is the principal topic. Skrupskelis further
limits the subject to that of man's ability to govern him-
self by moral reason: should he aspire to absolute perfection
or should he be content with more modest goals; should he
judge himself on the basis of intention or should he value
only his good acts?18

Meister and Skrupskelis prefer to exclude the theme of
universal evil on the basis that it is not repeated in Duclos!'
other works and conflicts with his basic optimism. Hence,
Duclos could not have intended that universal evil be the
Principal topic of the novel. Skrupskelis goes so far as to
call into question Duclos' novelistic technique:as a neophyte

novelist, he unintentionally emphasized the theme of evil. In

her judgement, Duclos is a deficient novelist. Her rationale,

16Crocker, p. 427.

185, 146 £f.
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however, goes contrary to the opinion of many respected

critics who agree that Madame de Luz is perhaps Duclos' best

novel when judged by its novelistic techniques: it is tight-
ly structured, and each part tends to illustrate a theme.
This compact structure indicates that Duclos was very aware
of his thematic aims. MNoreover, the quasi-Jansenist theme
of evil is verbalized throughout the text. Thurin says for
example:

Cette vertu, 81 pre01euse a4 vos yeux, n'est

qu'un préjugé chimérique, que les hommes,

par un autre préjugé, ex1gent dans leurs

femmes ou dans leurs maitresses, et dont

ils font peu de cas dans les autres. Elle

peut quelquefois faire naitre une estime

stérile; mais comme le plus cher, ils ne

croient pas lui devoir beaucoup de recon-

naissance (I, 171).
Men, by nature, tend to do evil, either because of weakness
or because of a will to do evil. The plot of the novel cor-
roborates Thurin's position. All of the characters (with the
exception of Madame de Luz) demonstrate moral weakness and
the carefully structured plot ironically assigns the most
important slot, the last episode, to an agent of God, Hardouin.
He commits the most heinous of crimes; he is the essence of a
moral nihilist. Little wonder Madame de Luz concludes that
Providence plots against virtue: "A quel comble d'horreur
étais—je donc destinee! Ciel cruel! par ou puis-je avoir
mérité ta haine? est-ce la vertu qui t'est odieuse?" (I, 205).

Skrupskelis and Meister make much of Duclos' "lettre a

l'auteur de Madame de Luz" in which he states that the crime/
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malheur motif is the principal concern of the novel. Duclos'
public statement can be explained, however, by the "dilemma"
which George May has so cogently discussed: the conflict
between morality (painting men as they ought to be) and
reality (painting men as they are).19 Duclos was acutely
aware that the censors, influenced by the Church, favored
the description of men as they ought to be. Moreover, the
Church was militantly opposed to the Jansenist doctrine of
universal corruption. In our character study of Duclos we
have shown him to be an extremely prudent individual. One
would hardly expect him to underline publicly a theme which
was considered morally dangerous and heretical. Like many
other writers of the period, he probably chose to point out
publicly an inoffensive element while prudently passing over
one charged with controversy.

It seems to me that both groups of critics are in some
measure correct in their discussion of the themes. Both
themes are important to the novel. The critics have fallen
into error however, by labelling one of the motifs the prin-
cipal subject of the book. They have failed to see that both
themes are aspects of a more general, overriding subject--
le bonheur. Duclos' novel is about happiness. Through neg-
ative examples, Duclos shows how not to go about achieving
happiness: his characters choose the wrong means. But as
in satire, this novel contains an implied ideal. A discus-

sion of the theme of happiness will clarify not only the

19op. cit.
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meaning of the novel, but Duclos' conception of happiness.

Madame de Luz equates bonheur with repos. She is
convinced that a married woman accedes to happiness through
virtue, flawless fulfillment of her marriage duty: '"Le bon-
heur de la vie d'une femme dépend d'étre attachée & ses de-
voirs. Il n'y a de véritable tranquillité pour elle que dans
la vertu « » " (I, 156). Virtue is tantamount to physical
fidelity. Madame de Luz entertains the stoic mania for
virtue, virtue for its own sake, because she sincerely be-
lieves it is the only avenue to happiness for an honorable
wife. Ironically, as the novel unfolds, marital fidelity is
proven not to be synonymous with happiness and the rewards of
virtue prove to be negative. Society has forced a marriege
of convenience on Madame de Luz. She marries an older man
with whom she has nothing in common. She falls in love with
a childhood friend who seems to represent a perfect marriage
partner. Her loyalties are thus divided: reason demands
fidelity to marriage duty for the sake of la gloire; the
heart presses for submission to the loved one. She is divided
between allegiance to an artifical social convention and her
natural inclinations.

The masculine characters also desire happiness, but
choose a different means of attaining it: gratification of
sexual passions. They illustrate the proposition that "1l'homme
est si faible" (I, 199) in the face of nature. Virtue and vice
are therefore contrasted as opposing expedients by which the

characters bid for earthly happiness.
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The theme of evil is not the principal topic of the
novel, but rather one facet of the question of man's hap-
piness. It is a proposition, a condition, that must be
considered and reckoned with in man's quest for happiness.

The existence of evil, circumstantial and metaphysical, is
a determining factor, a limiting factor, in man's ethical
conduct. If nature is basically evil, one mode of conduct
is to embrace nature and aspire to vice. Thurin and Har-
douin manifest this extreme reaction to the problem of evil.
They equate vice with bonheur; vice becomes their "virtue."
The other extreme response to evil is illustrated by Madame
de Luz: the rejection of nature and the suppression of
passion through inflexible will. She assumes that absolute
virtue which excludes nature, will by its very nature cul-
minate in happiness. The novel demonstrates this notion to
be fallacious. Bonheur and virtue do not necessarily coincide.

The theme of universal evil constitutes the metaphysical
background against which Duclos seeks a practical mode of
action culminating in happiness. In this universe, where
evil seems to dominate, absolute virtue per se is almost im-
possible and goes necessarily unrewarded. Does Duclos then
advocate vice as a means to happiness like Thurin and Hardouin?
No, he rejects this extreme too. He preaches moderation in
an effort to conciliate nature (heart and body) with virtue
(reason). He rejects vice as an effective method for ar-

riving at happiness when he condemns libertines in general:
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Courus des femmes, le plaisir et la vivacité

les emportent; mais bientdt la multlpllclté

des obgets ne leur offre plus de variete;

rien ne pique leur gout, et leurs sens sont

émoussés. Malheureusement pour eux ils se

sont fait un métier d'dtre aimés des femmes;

ils en veulent soutenir la gloire; ils y sa-

arifient le plaisir, le repos et la probité.

Toutes leurs 1ntr1gues leur paraitraient sou-

vent insipides, s'ils n'y joignaient le gout

de la perfidie. Le plaisir les fuit: et

lorsqu'en vieillissant ils sont obligés de

renoncer au titre d'aimables, inutiles aux

femmes, au-dessous du commerce des hommes

ils sont le mépris des deux sexes (I, 1595.
Nevertheless Madame de Luz's mode of belief is as condemnable
as Thurin, Maran, Marsillac and Hardouin's because it is ex-
cessive., Duclos makes known his concept of acceptable virtue
in the following maxim: "Quand on connait les limites de la
vertu, quand on ne s'exagére point ses devoirs, on est in-
capable de les violer" (I, 159). Madame de Luz exaggerates
her duties and she constantly fails to recognize man's true
nature, his limits, his moral weakness. Duclos rejects vir-
tue for the sake of virtue because it fails to take into ac-
count the human condition. Excess of virtue and accompanying
moral scruples are just as damaging to man's happiness as
vice.

Duclos' ethical problem is how to reconcile virtue with
nature, physical happiness with a clear conscience. Duclos
is preoccupied by an ethical problem germane to the eight-
eenth century:

Le grand réve moyen [in the eighteenth-century]

est bien d'accorder le bonheur et la bonne con-
science, la jouissance et la vertu . . . « le
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bonheur doit posséder le double privilége de
mettre26'ame en mouvement et la conscience en
repos.

Duclos distinguishes three principal kinds of love:

amour-physique, amitié, and amour-véritable.21 Amour-physi-

gue is the specific property of the body: an appetite for
pleasure which is violent, involuntary, and shortlived. It
is egotistical and is characterized by its transitory nature.
Amitié has its source in the heart. It is a gentle, non-vi-
olent feeling which turns us out, away from ourselves, toward

the object of our love. It is superior to amour-physique

because it is constant, tender and altruistic. It consti-
tutes a continuously pleasurable state. Duclos' ideal is,

however, amour-véritable, the combination of amitié and amour-

hysigue, of the heart and the body. Duclos' concept of true
love is very much like that of Delisle de Sales, which Mauzi

describes pointedly:

Condamnant comme deux excés opposés l'amour
platonique et 1l'amour physique, Delisle de
Sales déclare: 'l'amour esi vil sans l'union
des 4mes, mais, sans l'intérét des sens, il
n'est rien.' L'a@our vertueux, tel qu'on le
comprend au XVIII®, n'a donc rien de commun
avec l'amour platonique. Il peut fort bien
étre charnel. Mais il doit s'accompagner
d'une élévation de 1l'ame et d'un enrichis-
sement du coeur, qui transforment l'exgéL
rience amoureuse en un progrés moral.?

20Mauzi, pp. 147-48.

21For an expanded discussion of Duclos' ideas on love
see Skrupskelis, pp. 200 ff.

22N auzi, p. 477
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Duclos roundly condemns amour-physique as a means of arriving

at happiness. Thurin, Marsillac and Hardouin degrade their
duties because of it: Thurin is false to his obligation as
judge, Marsillac to his basically good nature, Hardouin to
his priestly office. Each illustrates moral recidivism.
None arrives at a lasting state of happiness. In contrast,
Medame de Luz and Saint-Géran achieve momentarily an equi-
librium between the aspirations of the soul (the desire for
virtue) and the needs of the body, and an accompanying state
of happiness.

While together in Burgundy, Madame de Luz and Saint-
Géran openly express their love and reach a state of emo-
tional and physical stability through acceptance of nature
(their natural inclinations for one another, mutual passion),
and through respect for Madame de Luz's sense of virtue (they
do not make love). Madame de Luz momentarily ceases her scru-
pulous self-analysis, her quest for perfect virtue; she allows
nature to voice itself while she keeps its course in check.

No doubt she is guilty of emotional infidelity to her husband,
but human nature is such that she is not master of her heart.
She attains the sense of happiness by not exaggerating the
rights of duty and virtue.

Through the power of love Madame de Luz's virtue becomes
a contagious force. As I have noted, Saint-Géran is morally

ennobled once he is purged of sheer amour-physique: "Insensi-

blement M. de Saint-Géran s'était fait aux idées et & la vertu

de Madame de Iuz" (I, 159). Saint-Géran's physical desires
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are purified, transfigured, taking on a spiritual dimension.
He undergoes a new consciousness akin to neo-Platonic courtly
love: constant, unrequited physical desire which is sub-
limated and from which spiritual pleasure and happiness are
derived: "Il semblait que son amour ne fdt plus qu'une amitié
tendre, une jouissance de 1l'dme, qui renailt d'elle-méme, tou-
jours nouvelle, et préférable sans doute au commerce le plus
vif" (I, 159). Saint-Géran is spiritually uplifted; his con-
duct and happiness now contrast strikingly with those of Thurin,
Marsillac and Hardouin. However superior Saint-Géran's amitié

may be to the amour-physigue of the seducers, it is not a

source of ultimate happiness: it does not do complete justice
to the body's needs. Although the spiritual pleasure may be
constant in such a relationship, there will always be sexual
tension which incessantly threatens to disrupt the tenuous
equilibrium established by moderation. Duclos' solution is

amour-véritable, which he does not openly describe in the novel.

He does so, on the other hand, through negative example: Mad-
ame de Luz's failure to achieve happiness and the ironic de-
nouement.

Duclos' ideal of the sort of love which seeks to inte-
grate body and soul is at odds with Madame de Luz's concept
of love. ©She incarnates an idealized notion in which attrac-
tion is founded on mutual esteem derived from inflexible fi-
delity to the concept of marital duty. Duclos seems to be-
lieve that love based on natural inclination has rights su-

perior to those of a marriage of convenience. Saint-Géran
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apparently speaks for Duclos when he says:

N'avons-nous pas & la cour une estime sin-

guliére pour les amans dont le commerce

est fondé sur une passion que la constance

rend respectable? De tels amans sont plus

estimables que des époux que les lois for—

cent de vivre ensemble; car il faut qu'une

passion toujours heureuse et toujours con-

stante soit fondée sur des qualités supd-

rieures, et sur une estime réciproque (I, 158)

When Baron de Luz dies Madame de Luz substitutes an
interior impediment, the traditional love formula, for the
exterior obstacle, marriage. However, her feelings of guilt
are really born out of her frustrated desire to exceed the
human limits of virtue. ©She rejects marriage and happiness
with Saint-Géran because, even though objectively innocent,
she believes herself unworthy of him. Her stubborn clinging
to the Cornelian concept of love is, in the end, ridiculous
because it is based on false assumptions: she is innocent

and Saint-Geran's love is not based on esteem alone. Madame

de Luz rejects 1'amour-véritable in favor of an abstract and

artificial formula. TFor lack of a realistic assessment of
the human condition she prefers self-destruction to tangible
happiness.

As Emile Henriot points out: "Duclos portait en lui un
gout certain pour la pureté. Ce moraliste croyait sincerement
a la morale."23 However, as a moralist in the tradition of

the seventeenth-century, he viewed the world objectively and

23Emile Henriot, Les Livres du second rayon (Paris, 1948),
p. 175.
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saw evil as a basic characteristic of human nature just as
Pascal and La Rochefoucauld did. But in the spirit of the
eighteenth century he rejected any Pascalian metaphysical
explanation for man's duality. He posits terrestrial hap-
piness as man's goal. Through reason and moderation he
seeks a practical way to reconcile nature/passion and rea-
son/virtue. It is as though he were applying the seven-
teenth-century aesthetic ideals of balance and harmony to
an ethical problem. While conceiving of nature as basically
evil, he does not advocate vice as do Thurin and Hardouin
because vice does not lead to lasting happiness. Duclos'
empirical ethics similarly condemns excessive will to virtue
because it does not conform to the human condition and thus
impedes happiness. Since men are by nature weak and given
to vice one must harmonize nature and man's aspiration to
virtue in order to obtain peace of mind and happiness.

One critic condemns Duclos' ethical compromise, as-
serting:

Bien loin d'étre sadlque, Duclos n'a méme pas

le courage d'un hédonisme revendicatif. Il

quéte l'indulgence et propose le compromis . .

« « Cette sagesse n'est pas meprlsable en

elle-méme, elle pourrait avoir sa grandeur:

mais il faudrait renversgi tout un systéme

moral que Duclos menage.

I affirm that, on the contrary, Duclos was seeking a

Practical avenue to happiness in response to contemporary

Henri Coulet, Le Roman jusqu'd la Revolution (New York,
1967), p. 388.
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moral and social systems. He was not a radical. He did not
choose to topple the existing moral system, as Sade would pro-
pose later in the century. Given Duclos' propositions that
man's nature is basically corrupt and his belief that man's
first objective should be terrestrial happiness, his plea for
indulgence, for ethical compromise, must be considered a
practical resolution of a moral dilemma. NMoreover, it was

a typically eighteenth~century response: it was practical,
having tangible happiness as its objective; it was compre-
hensive and realistic because it took into account man's

dual nature; it rejected a metaphysical resolution; it avoided
extremes which endanger the balance between body and soul, a
balance deemed necessary for happiness.

Critics class Madame de Luz under various categories--

the novel of analysis, the licentious novel, the novel of man-
ners., Skrupskelis, for example, declares that it begins as

a demonstration of a thesis, soon becomes a novel of psycho-
logical analysis, and, at times, seems to evolve into a roman
de moeurs.25 This multiplicity of generic labels would ap-
parently pose an esthetic problem, since the novel does not
fit nicely into any single category. Skrupskelis' criticism,
for example, implies that Duclos did not conceive of an es-
thetic whole, that his manner of writing is eclectic and that
his novel lacks esthetic continuity.

Skrupskelis and other critics single out one special

25Skrupskelis, p. 226.
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characteristic of the novel, a feature enabling the com-
mentator to "fit" the novel into a genre already known.

When the novel does not fit perfectly into any recognized
category, it is considered inferior or esthetically flawed.
Such critical estimates presume that the novelist's intention
was, in fact, to write a novel definable in one traditional
type or another. When the novelist does not measure up to
his presumed intention, he is summarily deemed inferior.

A close analysis of the form and techniques employed
by Duclos will show why critics have so diversely categorized
his novel and what his real intentions were. Our esthetic
evaluation will not be based upon an a priori estimate of

Madame de Luz (i.e. does it measure up to our conception of

a good novel of analysis), but upon an g posteriori judgement
(do the form and techniques expose the novelist's intention
and does he thereby create a satisfying esthetic whole).
Duclos was writing in the tradition of the seventeenth-
Century- French moralistes, and, in particular, of the clas-
sical novelists. His object was to paint the reality of human
nature, as it is, not as it ought to be. He is the moraliste,
"a social observer who scrutinizes human social experience
for its profound significance."26 The novel as a whole is
developed with the techniques of the classical novelist. It
is basically aristocratic literature: its frame of reference

is a closed society, the court, Parisian and provincial nobil-

26peter Brooks, The Novel of Worldliness (Princeton,
1969), p. 41. :
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ity and commoners associated with this notably hermetic
milieu. The principal action involves the classical trio,
husband, wife and wife's lover. The lover is intent on
taking the wife away from the husband. The principal dra-
matic situation is blocked in one main sense: adultery is
excluded. Yet it is impossible to stifle the mutual passion
of wife and lover. In general, in episodes A and B every-
thing is subordinate to the psychological mechanisms gov-
erning the relations among the characters. The action is
linear and not complex. The classical principle of compres-
sion is adhered to: the novel is relatively short when com-
pared, for instance, with the heroic novels of the seventeenth
century, the picaresque novel of Lesage or those of Mari-
vaux and Rousseau. The time elements are homogeneous, fol-
lowing in chronological development. Objects and physical
reality in general have no esthetic value. Things are not
described and there is no picturesque. There is no physical
description of the characters: one does not know the color
of the hair, eyes, etc. of Madame de Luz or of Saint-Géran.
Rather, Duclos portrays their moral characters. He builds

portraits in the tradition of the moralistes such as La

Bruydre. His conception of human nature is essentialist:

each character has a certain stable structure which always
remains the same, although there may be some character de-
velopment and non-essential change. In general, the char-
acters have a dominant trait which becomes more and more mark-

ed as the action develops: for example, Madame de Luz's mania
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for perfect virtue becomes stronger and more inflexible as
the novel progresses even though her conception of human
nature and the human condition changes.

In the moral portrait, Duclos like his classical pre-
cursors, catbegorizes and abstracts, seeking the general and
the typical. In the case of Thurin and Hardouin, for example,
Duclos first depicts the general type to which the character
belongs, before portraying the individual character.

The very structure of the novel evinces the same tech-
nigque. Duclos first states his major themes generally and
abstractly, before applying them to the particular, the story
of Madame de Luz. Duclos is interested in showing the relation-
ship of the individual to general humanity (i.e. the three
classes of human beings discussed earlier.) Moreover, Duclos
the moraliste penetrates the facade of the individual char-
acters and reveals their true natures. Because the individual
stands for the group, Duclos' satire or moral judgements at-
tack the group as a whole: +the libertine, the new breed of
magistrates, the director of conscience, etc.

Duclos' classical concern with general humanity is also
evidenced by his use of the maxim. The maxim, as Brooks states,
is placed under the emblem of penetration, as a means of arriv-
ing at truth, of demystification, "it is . . . & final statement
about men."27 The psychology of the characters which Duclos

explores is so general that it can be stated in aphorisms.

2T1vid., p. 64.
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Certainly these psychological formulas are directly related
to the psychological action of the novel, but they also have
a universal value. If they were taken out of the context of
the novel, they would stand alone as pure psychology with
universal application.

Duclos' language is classical in its brevity and trans-
parency. It is not mannerist. It is incisive, clear, and
lucid, totally lacking in lyricism. The tone is direct and
even abrupt. It is devoid of images. Duclos does not really
describe, he suggests. George May sums up the effect of this
type of writing when he says:

e o o I1 [1e langage] demeure résolument ab-

strait et glacé, et semble s'efforcer de se

détacher par une sécheresse calculée de la

reallte qu'il flgure. Plus il est alors

éteint et denue d'images, mieux il reussit

quelquefois a suggerer par une sorte de sor-

cellerie purement cérébrale ce qu'il ne décrit

pas réellement . . . « Il faut ajouter que cette

combinaison d'un contenu reallste avec une

expression abstraite et gourmee est souvent

responsable du charme artificieux mais efficace

de certains de ces romans, notamment de 8eux

de Marivaux, de Crébillon et de Duclos.

It is precisely the cerebral nature of Duclos' style that
makes it so well suited to the simple and direct relation of

the sinister events in Madame de Luz. He does not mince words

with idle poetics. His is a very "masculine" relation of e-
vents and his point of view is hard-headed and manly.

Duclos' use of classical novelistic techniques creates

28May, pp. 66-67.
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a distance between the reader and the characters. Duclos,
in fact, maintains a certain ironic distance between the
reader and the protagonist. This is contrary to Rousseau and
Richardson, for example, who seek to identify the reader and
the protagonist. This classical esthetic of distance is a-

chieved in ladame de Luz by Duclos' tone and language~-he is

the narrator who sits in judgment of his characters. The
reader is guided by the distanced evaluations of this nar-
rator. In short, the narrator, the reader's surrogate, ar-
rests the action to suggest final judgments. The worldly
didacticism of the narrator permeates the novel and can best
be seen in the maxims which tend toward terminal aphorism:
"Le respect d'une passion naissante est plus sur que la re-
connaissance d'un amour heureux et satisfait" (I, 150); "La
nature est avant tous les devoirs, qui ne consistent souvent
qu'a la combattre" (I, 152); "La nature n'a attache la vi-
vacité de nos gouts qu'a la nouveaute des objets" (I, 159);
"Un scelérat n'a point de remords, mais il a de l'orgueil"
(I, 173). Through maxims of this kind and similar judgments,
the narrator manifests his control over the characters. His
world view and understanding are superior to those of his
characters. He sees far beneath their exterior facades. He
penetrates their real natures and the reader accepts the nar-
rator's judgments at face value.

Our discussion would seem to indicate that Madame de Luz
is, in fact, simply a classical novel of psychological analysis

constructed in the same manner as the Princesse de Cléves.




88
This is not, however, the case. We have not yet considered
episodes C and D which are autonomous, only tenuously re-
lated to the principal action of the novel. In these two
episodes Duclos shifts the center of the reader's interest
from the self-analysis and moral conflict of Madame de Luz
to the licentious acts of Maran, Marsillac and Hardouin. In
neither episode does Madame de Luz endure moral conflict:
she is unconscious when she is raped. Her reason is caught
in no moral dilemma as it is in episode B. There is no cause
for an agonizing moral struggle. Episode C is very short--
the rape is simply recounted. In episode D, the core of
interest is Hardouin's character and his machinations.

Judged from the perspective of the novel of analysis,
Duclos can be criticized for his shift from the novel of
psychological analysis to the novel of licentious adventure
in which psychological exploration is replaced by narration
of promiscuous events. But the form of the novel indicates
that Duclos' overriding intention is obviously not to write a
pure novel of psychological analysis. His intention is %o
ironize, to criticize the presumptuousness of the moral ethic
of Madame de Luz. While using the tools of the moraliste and
the narrative techniques of the classical novelist in episodes
A and B, in episodes C and D he exploits the principal device
of the philosophical tale: multiple and repetitive episodes
to prove a philosophical or moral point of view.

The general themes of Madame de Luz, happiness and the

Problem of evil, are common themes of the conte philosophique.




89
Maran and Marsillac are like many characters in the philosoph-
ical tales, since it is generally admitted that the characters
in the eighteenth-century tale are not sufficiently developed
to merit the term '"characters," but serve to illustrate ideas.
Moreover, the naive nature of Madame de Luz establishes her
kinship with the protagonists of many such tales. She is a
kind of ingénue: naive, idealistic and innocent. Her dia-
logues with Thurin clearly establish this aspect of her char-
acter. ©She believes men are basically good and virtue, sus-
tained by Providence, has value. Duclos sends this ingenuous
protagonist on her way into a cruelly realistic world. Con-
sequently, the whole movement of the novel is toward a nega-
tion of her notions and values. In fact, the philosophic
climax of the novel appears to come right after the Hardouin
rape, when Madame de Luz ascribes the problem of evil to Provi-
dence. One can say that the novel entails the education of
Madame de Luz: she, like Candide, moves from an optimistic
assessment of humanity and the human condition to a relatively
pessimistic one.

Episodes C and D thus serve as an anti-climax to epi-
sodes A and B: they deflate whatever grandeur Madame de Luz
may have derived from adhering to her code of virtue. They
underscore the unhappiness she derives from her inflexible
quest for virtue by compounding her misfortune and exagger-
ating the fact that evil is everywhere. Compromise for her
is therefore necessary.

The principal narrative devices of the classical novel
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in no way detract from Duclos' purpose. In fact, the clas-
sical techniques and the classical esthetic of distance are
ideally suited to his ironic purposes. In none of the epi-
sodes does the reader identify with the protagonist. He
witnesses the unfolding of her drama, but does not actively
participate. He merely watches and judges from a distance.
Duclos' judgements during the first two episodes and the
classical distance sustained therein prepare the reader for
the shift from psychological analysis to condemnation, implied
ironically.

In keeping with this fundamental intention, the tone of
the novel becomes suffused with irony and satire in episode
D. If episodes A and B set up the seventeenth-century moral
ideal, episode D attacks the source of that ideal. What
could be more devastating to that ideal than to satirize
the very basis of seventeenth-century social, political and
moral values, the Church? Duclos initiates episode D with
a statement which, in view of subsequent events, is charged
with irony:

Mais la religion, qui semblait lui [a Madame

de Iuz] avoir exagéré d'abord l'horreur du

précipice ou elle était tombée, parut bientdt
lui offrir la seule voie d'en sortir, en se

.

jetant entre les bras de Dieu, toujours
ouverts au crime repentant (I, 1943

Satirical portraits of the Directors of Conscience and of
Hardouin, the representative of that religion, quickly follow.
They are the "open arms" to whom the repentant sinner comes

for consolation.
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Duclos' irony is particularly militant with regard
to Hardouin. The hyperbolic intensity of the qualities
ascribed to Hardouin in the initial portrait is quite re-
vealing: "Un fort renommé pour sa piété et pour ses lu-—
miéres. Flambeau de la vérite, ennemi du crime o . "
(I, 195). Duclos does not relinquish his ironic view of
Hardouin. The author declares: "I1 [Hardouin] savait le
grand art de calmer et écarter les remords; et il n'eut pas
de peine & faire sa paix avec sa propre conscience" (I, 200).29
Far from detracting from Duclos' purpose, the satirical por-
trait of the man of God, representing religion, reinforces
Duclos' ironic aims: Madame de Luz's quest for absolute
virtue has neither practical value (it does not lead to earth-
ly happiness), nor metaphysical value (Providence is shown to
reject virtue through its earthly representative, the priest).
The ironic tone of episode D makes Duclos' attitude toward
lladame de Luz very clear: she does not stand for the paragon
of moral virtue to be emulated, but for the woman misled by
a false conception of moral virtue.

We can conclude, then, that in Madame de Luz it is not

a question of the novelist beginning one type of novel, and

suddenly changing to another type without reason. Rather,

29Beca‘use of this passage Albert—Marle Schmidt believes
Hardouin is "une sorte d'illuminé quletlste, un adepte du
pur amour . . . . C'est la fausse purete mysthue qui va
perpétrer contre la pureté de Mme de Luz le crime dont elle
mourra." p. 149.
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Duclos has created an esthetic whole in which different sorts
of novelistic techniques are used to achieve a coherent entity.
Characteristics of the novel of analysis, the novel of manners,
the philosophical tale, and literary devices and modes like
caricature, portrait, maxime,satire and irony are blended to
produce a new and different ironic effect. Episodes A and B,
which constitute the novel of psychological analysis, present
the reader with moral conflict and a protagonist of singular
moral stature. Episodes C and D, which illustrate the tech-
nique of the philosophical tale, deflate the heroine and her
moral ideal, so that in the dénouement, she is both pathetic
and somewhat ridiculous.

Virtue for Duclos is careful adjustment to la mondaneite

so as to get along in society without destroying oneself by
extremes. The implied moral of the novel, indicated through
negative examples, is precisely that the individual must not
embrace an inflexible ethic which does not realistically deal
with the human condition; one which prevents the individual
from fully realizing happiness within the limiting frame-

work of society. The contrapuntal form of the novel translates

this moral lesson.



CHAPTER III

Les Confessions du Comte ¥3##% and Les Mémoires sur les
moeurs de ce siécle

A brief discussion of the relationship of Madame de
Luz to two subsequent pseudo-autobiographical novels, Les

Confessions du comte ##%¥ (1742) and Les Mémoires sur les

moeurs de ce siécle (1751), will confirm certain conclusions
we have drawn in our discussion of Duclos' first novel. It

will also expose the unique place of Madame de Luz in

Duclos' novelistic production.

The Confessions and the Mémoires might be labelled

"boudoir picaresque." They both portray the sentimental

education of a young honnéte homme by an experienced lady

of the world, his subsequent exploits as an "homme 3 la
mode" amid the moral corruption of Paris of the Regency and
post-Regency, and his final conversion to marital constancy
through spiritual love. In both novels, the narrator serves
as a kind of connecting link between adventures which

* - . . o]
illustrate various types of love: amitié, amour-gout,

amour-passion, amour-vanité. Duclos is a metaphysician of

love and the narrator's adventures permit Duclos to analyze
the nature of love.

The Confessions record. the amorous conquests of the

narrator. Madame de Valcourt introduces the count to the
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pleasures of the flesh and Madame de Rumigny continues the
count's education in the way of the world. The narrator
catalogues more than twenty seductions of French women as
well as an adventure with a Spanish noblewoman, Dona
Antonia, an Italian, signora Marcella, and an English
woman, Milady Bi###, These last three episodes serve to
contrast three different kinds of love with the amour-

vanité of the Parisian coquette. The experience of the

count constitutes a tableau of Parisian aristocratic and
bourgeois social and sexual manners. The men and women are
motivated by vanity and the novel lists many female social
types: coquettes like Mme de Suzanne and Mme de Persigny;

the fausse-dévote, Mme de Gremonville; the blue stocking,

Mme de Tonins; the possessive, tasteless and unfaithful
bourgeois, Mme Dornal; the capricious Mme d'Albi; the
bourgeois who passes her time in imitation of the grandes
dames, Mme Ponchard. The count's liaisons depend upon two
things: the circumstances which bring him into contact with
a particular woman and the effect the liaison would have on
his reputation. If the conquest will add to the count's
public reputation, then he undertakes the seduction. In
contrast to the fatuity and inconstancy of the count's

many affairs based on amour-vanite, the novel includes two

examples of love based on real and lasting affection. The
count is very much taken by the affection manifest in the

attitude of Julie and her fiance. The count becomes their
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benefactor and sees to it that they have sufficient money
to be married. Deeply moved by their love, he resolves to
have the same kind of relationship with Madame de Selve.
Although he relapses into libertinage, his affection for
Madame de Selve and her fundamental goodness and good
judgment cause him to see the errors of his conduct. He
reforms, leaves Paris and finds happiness in marriage with
Madame de Selve.

The Mémoires sur les moeurs de ce siécle repeat the

basic structure of the Confessions, but Duclos reduces the

number of episodes and in their place substitutes discussions
of the nature of love. These are given by the Marquise de
Retel, Madame de Saintre and Madame de Canaples, while
analysis of marriages of convenience is provided by the

Comte de Vergi. Although contemporaries judged the Mémoires
a failure, in part because of the discussions, this novel

is valuable to the scholar of Duclos. Its discussions of

the nature of love complement the action of the Confessions

and of Madame de Luz by clarifying Duclos' notions about

love.

In contrast to the Confessions, in which the count

begins his apprenticeship in the ways of love by being

exposed to amour—vanité, the narrator of the Mémoires first

experiences a sentimental attachment for a virtuous noble-~
woman seven years his senior, Madame de Canaples. At first

the timid young man's intentions are innocent, but instinct
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soon drives him to try to seduce her., Her virtue prevails.

Then, as in the Confessions, an experienced woman, the

Marquise de Retel, educates the young novice in the art of
love and in the nature of love. The amorous education of
the narrator continues with new conquests. Vanity more

than anything else determines his actions. His expertise

is celebrated and he is sought after by many "femmes a la
mode." But the narrator, writing in retrospect, comments
good-~-humoredly about the fatuousness of his conduct and

the absurdity of the social game of bedroom conquests. How-
ever, the portraits of the coquettes whom the narrator seduces
are counterbalanced by the presence of the reasonable, vir-
tuous and sensitive Madame de Canaples. She is responsible
for converting the narrator to the path of virtue and
arranges for him to marry the virtuous and beautiful Mlle
de Foix with whom the narrator has fallen in love.

Our resume of the Confessions and of the Mémoires

suggests that the form of these two novels differs from that

of Madame de Luz. Indeed the third person narrative and the

ordered structure of Madame de Luz contrasts with the first

person narrative and the episodic construction of Duclos!
later novels. The latter contain many episodes, but the
action is not unified by any single, dominant plot. Madame
de Luz, on the contrary, is built on one principal plot
development which dominates and unifies the action of the
novel. The careful composition of this novel has led Meister

to conclude that it is Duclos! best in terms of structure:
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A n'en point douter, Duclos, pour ce qui est

de la composition avalt avec son coup dl'essai
réussi son coup de maitre. Mme de Luz est un
roman trés fortement charpenté: trois hommes,
dont chacun s'oppose aux deux autres, font
successivement obstacle a la vertu de l'héroine.
En revanche, dans ses deux autres romans, Duclos
a abusé de la technique des mémoires qui consiste
a faire entrer en scine n'importe quand un per-
sonnage nouveau, pas encore annoncé, et a oublier
les précédents.i

Although the basic form of Madame de Luz differs

from that of the later novels, Duclos' style and descriptive
method are constant from one novel to the next. In each
work, the style is sober, direct and succinct. A dry and
analytical tone results. Furthermore, in imitation of the

classical moralistes, he uses portraits and maxims. The

portraits tend to discount the physical in order to define
the moral nature of the person. Duclos aims at illuminating
general truths and general categories. His method is two-
fold: he may present an individual example and draw general
conclusions in the form of a maxim or he may present a
description of a general type and then apply it to a parti-
cular individual. Examples of the first method are manifold
in his works. For example, the count's affair with Mme de
Tonin leads him to conclude: "L'opinion nous détermine

. 2
presque aussi souvent que l'amour."

1paul Meister, Charles Duclos (Gendve, 1956), p. 207.

2Duclos, Les Confessions du comte ¥¥#¥#, in Romanciers
du XVIII® sidcle (Paris, 1965), p. 250. Subsequent
Teference to this edition will appear in the text.
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The second method is evident in the way Duclos pre-
sents Thurin and Hardouin. A general portrait of the men
of their profession precedes their appearances. The same

is true in the Confessions when, for example, the count

gives a general moral and psychological portrait of the
members of the judiciary before describing his reiationship
with Madame ded¥#¥, the judge's wife. In this method Duclos
obviously imitates the classical moralistes, but unlike
those created by his predecessors, Duclos' portraits in the

Confessions and the Mémoires tend to be social types, men

not man in general. This tendency is almost equally pre-
valent in Madame de Luz, where the social milieu recedes
into the background as the characters and their actions
take on universal significance.

Duclos' tendency to describe social types rather

than universal types carries over to his treatment of love.

In the Confessions and the Mémoires, he is concerned with
man in his social environment. Duclos clearly states the
bond between society and the passions at the beginning of
the Mémoires:
Les hommes ont toujours eu les mémes passions;
mais celles qui nous sont les plus naturelles
prennent, suivant les lieux et le temps, dif-

férentes maniéres d'étre quisinfluent sur la
A .
nature méme de ces passions.

3Duclos, Mémoires sur les moeurs de ce siécle, in
Oeuvres complétes (Paris, 1806), vol. VII, p. 221. Sub-
sequent reference to this edition will appear in the text.
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In Duclos'! last two novels, he attempts to define the many
forms that passion takes under the influence of society.
These two works deal with love to the exclusion of other
themes which preoccupied eighteenth-century novelists. 1In
particular, they portray the principles of cynical Don
Juans who are motivated by vanity. The French Don Juan
seeks to build up a reputation through conquests. In
fact, he limits his ventures to sure victories: "L'attaquer
et ne pas réussir, c'était me perdre; un homme & la mode ne
doit jamais entreprendre que des conquétes stires."

(Confessions, p. 247). Sensual pleasure is a secondary

concern: " , . . le sentiment se trouve intéressé dans le
commerce des femmes, et . . . on est assez heureux d'y
rencontrer le plaisir" (Mémoires, p. 321). The count and
the narrator illustrate this kind of love, just as Thurin
does at the beginning of his relationship with Madame de

Luz before amour~vanité degenerates into amour-physique.

Both the count and the narrator come to reject amour-vanité

in favor of another form of love.
This form of love, which we shall call true love or

amour-véritable, begins mysteriously, infiltrating two

hearts before the parties are aware of the real nature of
their sentiments. The birth of love is described in both

Madame de Luz and Les Mémoires. In both novels it begins

as a combination of amitié which results from esteem for

a person and natural inclination. Madame de Luz and
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Saint-Géran, the narrator and Madame de Canaples fall in
love in exactly the same manner and do not understand the
real character of their feelings. At first, the unwitting
lovers derive pleasure from a kind of Platonic relationship.
But instinct soon emerges and the parties are forced to
admit the real nature of their attachment and to contend
with the physical desires their sentiments engender. By
its emotional depth this type of love contrasts markedly

with the shallowness and inconstancy of amour-vanité. This

kind of love which combines inclination and esteem would
seem to offer a potential source of constancy and happiness.

In the Confessions, the count'!s marriage with Madame de

Selve, and in the Mémoires, the narrator's marriage to Mlle
de Foix would seem to confirm this hypothesis. It is
possible to disagree with this conclusion. Meister does
when he says:

Pour courtois qu'il fit, Duclos . . . considérait
que le vrai de l'amour est l'amour physique. On
pourrait objecter, il est vrai qu'il arrive i
Duclos, comme & quelques autres de ses contem-
porains, d'associer au plaisir la sensibilité et
jusqu'a la vertu, ou que parfois il trouve des
accents d'une délicatesse non moins émouvante
qu'émue . . . . Ajoutons que, dans ses romans,
le dénouement toujours éléve des pens€es, dans

la mesure olt le héros finit par y découvrir le
véritable amour, condamne en lui l'ancien libertin
et se détache du monde. Mais cette fin d'abord
n'est la, apparemment, que pour sauvegarder la
moralité du livre, elle est une conce551on a un
plan cozventlonnel qui était impos€ a Duclos

. L L] .

4Meister, p. 211.
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Contrary to Meister's thoughts, it would seem that

the final episode of the Confessions and the Mémoires

cannot be dismissed as simply a convention. Moreover, as

Skrupskelis points out, certain of Duclos! maxims express

5

ideas which correspond to amour-véritable. For example,

Duclos is careful to contrast the ephemeral nature of

amour-vanité and amour-physique with the constancy of

amour-véritable: "Le plaisir n'est qu'une situation, le
bonheur est un état." (Mémoires, p. 297). Amour-véritable

is a state because its spiritual dimension begets con-
stancy. Furthermore, the superiority of true love is
clearly stated in another maxim: "Le véritable amour est
presque une vertu, et lorsqu'on le ressent, on n'a point
de fatuité" (Mémoires, p. 245). The count voices Duclos!
ideal of love when he says: " . . . c'est le comble du
bonheur de gouter avec la méme personne les plaisirs de
l'amour et les douceurs de l'amitié, d'y trouver a la fois

une amante tendre et une amie stire" (Confessions, p. 260).

True love finds expression in the principal episodes of

Duclos!' novels. We have seen that Madame de Luz does not

portray the results of true love, because the heroine
rejects the potential happiness inherent in that state. In

contrast, the Confessions expose a positive example of the

Sviktoria Skrupskelis, Duclos as a Moralist
(Unpublished Ph.D. thesis, University of Illinois, 1966),
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benefits of true love and thereby suggest the kind of future
that Madame de Luz renounces because of her inflexible will,
It is evident, then, that Duclos' concept of love
remains constant in all three novels and that his later’
novels serve to clarify his attitude toward the Madame de
Luz and Saint-Géran relationship. Nor do his style and
manner of writing change from one novel to the next. How-

ever, the careful composition of Madame de Luz and its

metaphysical themes contrast with the episodic structure

of the Confessions and the Mémoires and their restricted

thematic content. The Confessions and the Mémoires are

novels of manners and are valuable as social documents,
but their relationship to the principal novels of the
century is limited. In contrast, the structure of Madame
de Luz, its characters and its philosophical themes bear a
definite resemblance to those of important novels of the

eighteenth century, a similarity we shall now discuss.



CHAPTER IV

L'Histoire de Madame de Luz and the development of
the ei ghteenth-century French novel

In the history of the French novel Madame de Luz

does not constitute a literary milestone in the development
of the genre. Rather it is an eclectic novel bringing
together several seventeenth-and eighteenth-century nove-
listic currents. It incorporates elements from the seven-
teenth-century novel, reveals certain novelistic preoc-
cupations germane to the mid-eighteenth-century, and
introduces elements exploited by novelists later in the
century,

We have already discussed Madame de Luz as a
classical novel of analysis profiting from the manner and
techniques of the French classical novelist and moraliste
and continuing the tradition of the analytical novel made
popular by Madame de Lafayette. Madame de Luz's kinship

with novels of this type--La Princesse de Cldves, Manon

Lescaut, Les Liaisons Dangereuses, Adolphe, Armance, and

Dominique~-is unquestionable.

Even though Duclos depends primarily on the form
and techniques of the French classical novelist and the
stance of the moraliste, he does borrow elements from othe:
types of novels which had success in the late seventeenth

and eighteenth centuries, in particular, the pseudo-
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historical genre, popular around 1700. Courtilz de Sandras,
Saint-Reel and Hamilton use history as a principal fictional
device. These writers insert their fictitious accounts in
the framework of official history, thereby giving their
narrative "la caution illusoire de l'Histoire."1 A reader
who does not possess a detailed historical background has
great difficulty distinguishing historical fact from fiction.
Duclos imitates these writers by his inclusion of historical
figures who become principal characters in the novel: the
baron and baroness of Lux [Luz], Biron, Turin [Thurin], and
Fleury. He so mingles fact and fiction that a reader could
easily be deceived into believing that the adventures
recounted actually happened to the historical Madame de
Lux [Luz]. (Was the real baron de Lux a conspirator? Was
he actually acquitted by Henri IV because the baroness
committed adultery with Turin?). Duclos adroitly blends
historical fact and narrative fiction to create an illusion
of historical veracity, thereby continuing the pseudo-
historical tradition.

Besides continuing the tradition of the pseudo-
historical novel and the French classical novel, Madame de
Luz stands out as a typically eighteenth-century novel by

its thematic content. Duclos was one of the first eighteenth-

lerederic Deloffre, La Nouvelle en France i 1l'ige

classique (Paris, 1967), p. 57.
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century novelists to write a very successful and important
novel using multiple adventures to advance a moral and a
philosophical position. Duclos derives this technique from
the outright novel of adventure like the picaresque Gil
Blas, but his novel distinguishes itself from the novel of
adventure by the serious intention of the writer and by the
philosophical and ethical nature of the themes.

In fact, Madame de Luz suggests many of the same

questions treated later in Voltaire's contes, Diderot's

La Religieuse and Jacques le fataliste, and Sade's Justine.

Through adventures and negative examples these writers
propose an anti-traditional code of ethics, an anti-tra-
ditional philosophy or an anti-traditional world view.
Duclos!' preoccupation with representative themes locates

Madame de Luz in the mainstream of the mid-eighteenth-

century novel.

In addition, Duclos' novel became a "succeés de
scandale" and was one of the first eighteenth-century
licentious novels. According to S. Paul Jones, the current
of licentious tales and novels began about 1740:

The number of frankly pornographic or obscene

works is comparatively small . . . A number

of tales published after 1740 mlght be classified,

however, as libres or licentieux without being
obscene.

ZS. Paul Jones, A List of French Prose Fiction from
1700 to 1750 (New York, 1939), p. XXvii.
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The popular success of Madame de Luz no doubt encouraged

other writers, including Laclos, to court quick success by
pandering to the mid-century predilection for erotic
narratives.

Eighteenth-century licentious writings fall into
two categories. In one type, the writer simply recounts
an erotic episode with no underlying didactic intention.
Vivant Denon's Point de lendemain is a representive example.
In the second class, the writer intends the licentious
episode to publicize a moral or philosophical lesson or to

satirize. Crebillon's Les Egarements du coeur et de

l'esprit, the Marquis d'Argens' Therese philosophe, Diderot's

La Religieuse, and Sade's Justine illustrate this variety.

Both types of licentious fiction generally rehabilitate the
passions by portraying the value of sensual pleasure. In

Point de lendemain, for example, a night of sensual delights

is recounted without a note of moral condemnation. In La
Religieuse Diderot attacks the inhibiting of natural sexual
desires as inimical to the well-being of human beings
because it results in sexual perversions and madness.

Madame de Luz obviously belongs to the second

category of licentious fiction. It is well known that most
of the writers of licentious tales postulate the goodness
of human nature. What renders Duclos' novel unique for
1740 is his insistence on the theme of corrupt nature and

his portrayal of moral nihilists who first violate the
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ethics of la bienfaisance and then go unpunished. Few

writers of licentious tales embrace an ethical system which
makes sensual pleasure an absolute. Most of these writers
follow a middle-of-the~road concept similar to Diderot's:
the passions are good as long as they do not violate the
rights of another human. No doubt Duclos, himself, takes
this ethical stand; but, unlike usual writers of licentious
fiction in the seventeen forties, his novel includes the
elements of materialistic naturalism which Sade will
develop at the end of the century. Thurin expounds it

and episodes B, C and D demonstrate it. Discounting Duclos'
personal code of ethics, his novel does bare a philosophy

3 This philosophical

that makes pleasure an absolute.
dimension distinguishes Madame de Luz from the more common
mid-century licentious tale, which does not meddle in

radical ethics.

Madame de Lafayette

We have implied throughout our discussion of Madame

de Luz that Duclos' novel resembles La Princesse de Clé&ves

and may be, in fact, a kind of "ethical parody" of Madame
de Lafayette's novel. A comparison of the two novels will

serve to establish Madame de Luz's filiation with La

3Crocker makes the following statement with regard
to this point: "While Duclos does not, like his last
villain, embrace and urge moral nihilism, there is nothing
to prevent others from drawing that lesson from the pictures
he offers." Crocker, p. 429.
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Princesse de Cleves, to bring out the patently eighteenth-

century characteristics of Duclos' novel, and to measure
in some degree the evolution of the French novel from 1678
to 1741.

La Princesse de Cléves and Madame de Luz are both

short novels whose origins have been traced to the
sixteenth-and seventeenth-century short story:

Sans perdre l'avantage que lui confére la
vraisemblance et le naturel, la nouvelle
assimile si bien les techniques plus complexes
du roman qu'elle supplante le dernier en
devenant elle-méme "petit roman." Dés lors,
il existe dans la littérature frangaise un
type d'oeuvre dont la Princess de Cléves est,
tant par ses proportions que par son respect<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>