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Introduction 

The work of Francois Delsarte, French teacher of 

vocal music and acting i n  Paris  from 1839 u n t i l  1871, was 

of great  significance i n  speech t ra ining and the theatre  

i n  America, Although Delsarte was never i n  America and 

never published his theories i n  any form, the so-called 

Delsa~ t e  system of expression was probably the most popu- 

l a r  method of speech t ra ining i n  America during the t h i r t y  

years from 1870 u n t i l  1900, This i s  strange f o r  the Del- 

sar te  system had very l i t t l e  influence i n  France o r  i n  the  

r e s t  of the continent a f t e r  Delsarte's death although while 
1 

Delsarte lived he was accorded high honor. The popular- 

i t y  of the system i n  America i s  par t ly  explained by Dr .  

S. S, Curry: 

"One cause of i t s  being received so enthusias t ical ly  
was no doubt the almost universal d i s sa t i s f ac t ion  with 
the mechanical methods. Teachers were eager f o r  any 
thing t h a t  might give promise of a philosophical basis  
for  a be t te r  method, Another cause was the able lectures  
delivered by Delsartels  f avor i t e  pupil,  M r ,  S teele  Mac 
Kaye, i n  d i f fe rent  c i t i e s  of the United s t a t e s e n 2  

Thus a large par t  of the popularity of the system i n  Ameri- 

ca was due t o  the lecturing and teaching of Steele MacKaye, 

Delsarte' s most ardent disciple ,  The vivid personality 

and able speaking and teaching of MacKaye won a host of 

f r iends and converts to the system, So great  was h i s  

popularity tha t  prominent educators, l i t e r a r y  men, and 

actors,  such a s  Louis Agassiz, Lewis Be Monroe, Henry W e  

1. MacKaye, Percy, Ehoch: The Life of Steele MacKaye, 
Vol .  I, p. 133. 

2 ,  C U ~ ~ ~ , - S ; S . ,  The Province of Expression, p, 336. 



Longfellow, Edwin Booth, Lester Wallack, William Cullen 

Bryant, and many others, signed invi ta t ions  requesting 
3 

him to lec ture  on Delsarte and the Delsarte system. 

Yet i n  s p i t e  of the popularity and prominence of the 

Delsarte system, no adequate formulation of i t s  principles 

and practices was ever made, and American teachers and 

actors  were l e f t  largely i n  the dark a s  regards the basic  

pr inciples  of the system, Delsarte himself published 

nothing i n  h i s  own name, There a r e  two a r t i c l e s  a t t r i -  

buted t o  him, an "Address Before the Philotechnio Society 

of Paris", published i n  Genevieve Stebbinst "Delsarte 
4 - 

System of ~xpress ion , "  and "The Attributes of ~eason" ,  

published i n  "Delsarte System of Oratorytt, by Delaumosne 
5 

and Arnaud, - Neither of these a r t i c l e s  i s  thoroughly 

authenticated, and neither discusses the philosophy or 

practices of the Delsarte system. Many books and magazine 

a r t i c l e s  were wri t ten during the t h i r t y  years of Delsarte 

popularity, each purporting t o  present the "true Delsarte 

system, yet none of these ever achieved the unqualified 

support of more than a few of those who cal led themselves 

"Delsartians". Included i n  t h i s  flood of books was a 

t rans la t ion  of  the notes of the Abbe Delaumosne and We. 

Angelique Arnaud, both French pupils of Delsarte, This 

book i s  i n  two pa r t s  w % t h  the f i rs t  par t  containing the 

, %acKaye, C i t . ,  Vol, IJ pp. 150-158, . S t e b b i n s , P g % i b l s a r  t e  System of Expression, 
PP. 21-68, 

5. &laumosne and Amaud, Delsarte System o f  Oratory, 
Pte 2, ppo 7-24. 



Delaumosne notes translated by Frances 8 ,  Shaw, and the 

second par t  containing the Arnaud notes t ransla ted by 

Abby L, Alger, This book, however, was attacked and con- 

bmned by American "Delsartians", Dr. S, S, Curry says 

of the Delaumosne section of t h i s  book: 

" ~ f t e r  his  death ( ~ e l s a r t e ' s )  a pr ies t ,  who had 
studied with Delsarte, published without any authori ty  
whatever, the notes he had taken of h i s  lessons, The 
l i t t l e  book was published in Par is  f o r  f i f t y  cents, 
but even a t  t h i s  price, the small f i r s t  edi t ion was not 
sold; a poor t ransla t ion,  however, by one who knew 
nothing of Delsarte, was published in  America, and sold 
a t  two dol la rs  a volume, great ly  to  the f inancia l  gain 
of i t s  publisher, The book was universally condemned 
by every one who knew anythil3@; of Delsarte, both in 
France and i n  t h i s  country. It was crude, and m i s -  
represented h i s  method, "6 

In the decade from 1890 t o  1900 the Delsarte sys tern 

was a subject o f  perennial dispute, a s  witnessed by the 

large number of a r t i c l e s  defending and a t t a c k h g  the system 
11 that  appeared i n  Werner s Magazine ", the leading speech 

publication of the period, and the numerous speeches pro 

and con a s  reported i n  the proceedings of the "National 

Associati on of Elocutionists", 

In  the absence of any authori ta t ive  statement of 

the Delsarte system, i t  was inevitable that the  system 

should be seized upon, expanded and dis tor ted t o  almost 

absurd lengths, Percy NacKaye, Steele MacKayel s son and 

biographer, says: 

"In a f t e r  years, through banal i t ies  o f  the incompetent, 
the self-seeking and dully commercial, the august name 
and principles of Delstmte' became bewilderingly mis- 
applied, misunder stood, 8nd vulgarized, a s happens t o  
nearly every noble cause i n  the chaos of groping demo- 



An example of t h i s  misapplication and misunderstand- 

ing i s  the book  elf Expression and Health: Americanized 

Delsarte Culturen, by Emily M, Bishop. In  an explanatory 

note the author says: 

"The expansion of Delsarte's formulations was the 
inevitable resu l t  of t h e i r  introduction into  t h i s  country. 
The f i r s t  i n s t i n c t  of the American mind is  t o  make 
prac t ica l  and t o  popularize whatever seems good and t rue ,  
By Americanized Delsarte culture, then, i s  meant the Del- 
s a r t e  a r t  o f  expression, so  broadened, a s  to  be of general 
benef i t  to a l l  persms, instead of being only of special  
benefi t  t o  one class--ar t is ts .  Experience has proven 
tha t  where one person i s  interested i n  * a r t  fo r  a r t '  s 
sake', one hundred are  in te res ted  i n  heath fo r  hea l th ' s  
an'd humanity's sake; by making prominent the u t i l i t a r i a n  
value of t h i s  culture, i t  i s  possible t o  bring the 
'greates t  good to  the greatest  number1 .'I8 

Here the Delsarte system was perverted in to  a heal th  

culture, but Percy MacKaye gives a sample that  i s  even 

worse : 

nJournals and advertisements thrived on the dis- 
tor ted  cul t ,  l i k e  a quack medicine. Through the tad' 
columns, 'The Delsarte corset* vied with 'The Delsarte 
Garter 1 , in bargain reductions for  Ireducing1 ladies  
of super-avoirdupois, The ,harmonic' design of 1 The 
Delsarte Adjustable Limb* vaunted i t s  superior up-to- 
dateness over the anticp e pattern of Peter Stuyvesant ' s 
wooden leg. "9  

In a l l  t h i s  welter o f  unauthorized books, misunder- 

standings, dis tor t ions  and quackeries, o n Q  one man was 

considered able t o  give an adequate formulation of Del- 

sar te t  s principles.  This man was Steele MacRaye, the man 

who had or iginal ly  introduced Delsarte to  America, D r .  

Curfy wcote i n  1891: 

7. MacKaye, Percy, Op, t5, Vol, I, p, 162, 
8.  Bishop, E m i l y  M., Se f xpression and Health: American- 

ized Delsarte Culture, pp, 199-200, 
9. Qac~aye ,  Percy, Op, C i t . ,  Vol. 11, p. 266. 



"Mr. Steele MacKaye i s  thoroughly competent t o  
give to the world an out l ine  of the system of Delsarte, 
but he has allowed himself t o  be engrossed with other 
things, and neglected to  give the world an adequate 
presentation o f  the method of the master who so loved 
and honored him. "10 

Thus MacKaye was the center of  the Delsarte confusion; 

considered t o  hold the key to  the r iddle  of the Delsarte 

system. Unfortunately, NacKaye, l i k e  Delsarte, f a i l ed  

to  publish any material dealing with the system. Some of 

h i s  pupils published t h e i r  notes, en t i r e ly  without authoriza- 
1 1  
A& 

t i on  or acknowledgement, but MacKaye ( s own conception 

of the teachings of Francois Delsarte remained a closed 

book. Fortunately, however, the notes tha t  MacKaye took 

while studying with Delsarte have been preserved, to- 

gether with a mass of  lectures and other manuscript 

materials.  This material has not hither to  been available 
12 

f o r  analysis and publication. 

It i s  the purpose of t h i s  study, then, to  give 

organization t o  tha t  portion of the NacKaye material which 

contains his notes taken while actual ly  studying with 

Delsarte, and through careful  analysis of i t  to  arr ive a t  

10. C u r r g ,  S. S., C i t  p.337, 
%,;I 11. MacKaye, P e ~ c y ,  Op ., Vol. 11, pp. 269 and 273. 

12, After MacKayecs death these notes and the other 
material came in to  the possession of D r .  S. S. Curry. 
D r .  Curry a l so  "allowed himself t o  be engrossed with 
other things--" and f a i l e d  to  u t i l i z e  them f o r  an 
exposition of the Delsarte system. After D r .  Curryfs 
death the material came into the possession of M r .  
Mwtin Luther, president of the Expression Company, 
publishers, Boston, Mass. After a number of years M r .  
Luther decided to have these notes prepared for  publi- 
cation. They were sent, along with other material, 
t o  Louisiana State University, from whence the MacKaye 
notes were secured f o r  t h i s  thesis ,  



6 

the basic pr inciples  of the  system knovm a s  the Delsarte  

theory of Expression. T h i s  t h e s i s  by necess i ty  must work 

through the personali ty of Maclaye a s  he recorded these 

notes during the Delsarte lec tures .  Although attempts a r e  

made t o  reduce t h i s  personal i ty  f ac to r  to the m i n i m  no 

pretense w i l l  be made t h a t  t h i s  i s  Delsarte seen objective- 

ly .  Perhaps i t  i s  the nearest  approach t h a t  can be made 

to  the  precepts t h a t  Delsarte  gave h i s  students i n  view of 

the f a c t  t h a t  Delsarte  apparently never published or  

authorized any publicat ion of h i s  material .  I n  a l l  events, 

i t  i n  a new angle of approach t o  h i s  theories .  

The ve ry  nature of t h i s  work makes i t  of value i n  

c lear ing the way fo r  fu r the r  research on MacKaye and 

Delsarte.  This study makes no grea t  use of EdacKayels 

l ec tures  or  of the notes made by other pupils of Delsarte  

because of the f a c t  t h a t  the researcher m~xs t by necess i ty  

approach the analys is  of the MacKaye notes with an un- 

biased opinion concerning them; the  idea being to  approach 

the Delsarte  theory a s  nearly a s  possible a s  MacKaye d i d  

when he heard i t  discussed i n  the l ec tures  del ivered by 

Delsarte  f o r  the f i r s t  time. Only i n  r a r e  cases have 

other  material-s been consulted and then only i n  an attempt 

t o  c l z r i f y  obscur i t i es  appearing i n  the notes.  By 

necessi ty,  then, the t h e s i s  becomes an introductory study 

of the o r ig ina l  Delsarte  and IiiacKaye manuscripts, i t s  

fundamental purpose being t o  cl.eer the  way f a r  fu r ther  

research and evaluat ion of these  o r ig ina l  mate r ia l s .  No 

attempt i s  made to  compare c r i t i c a l l y  t h i s  manuscript 
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against  other  s tud ies  of Delsarte,  or  t o  throw addi t iona l  

l i g h t  on the influence of  the system i n  America. Such 

s tudies  must wait  upon f u r t h e r  invest igat ion of the  

mater ia ls  now available.  

The f i r s t  problem e n c ~ ~ s t e r e d  i n  the handling of 

the notes was t ha t  of organization. This was a d i f f i c u l t  

process owing to the  sca t te red  and fragmentary cord1 t i on  

of the  notes, and necess i ta ted  the  reading and re-reading 

of the  mate r ia l  many times i n  order to  formulate some 

scheme or  plan. The f i n a l  arrangement decided upon was 

an a r b i t r a r y  one, dividing the mate r ia l  i n to  four general 

d ivis ions .  The f i r s t  categorized the notes u s  t o  t h e i r  

s p i r i t u a l  or philosophic implications; the  second, a s  to 

the physical aspects  of gesture,  or the  t o t a l i t y  of  bodily 

expression; the t h i rd ,  a s  to  the  speech or language aspect  

of the  mechanical process. The four th ,  although seemingly 

almost unrelated t o  the r e s t ,  involves the opinions of 

Delsarte  on the ac tor  and gives  a few simple pr inciples  

of s  tage deportment , 
The main problem posed by the  t he s i s  was t h a t  of 

ana lys i s  and evaluation, This reso1,vcd i t  self  general ly 

i n t o  a ca re fu l  scrut iny of each statement, sentence, or  

phrase in the notes in r e l a t i oa sh ip  t o  the schematic 

arrangement or" the whole t o  see i f  i t  checked log i ca l ly  

with the other  statements i n  the  theory and to see t h a t  

i n  the process of ana lys i s  ft did not l a se  o r  a l t e r  i n  

any way the impression MacKaye received from Delsarte.  

Other problems of introductory nature arose  i n  
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r e l a t i o n  t o  the notes. To make va l id  t h i s  study i t  was 

necessary to  show beyond reasonable doubt tha t  the  not e s  

were taken 011 l ec tures  delivered o n  a  f u l l y  developed 

theory by Delsarte a t  the  very height of his career a s  

a  teacher.  Seco^uldly, t h a t  MacKaye was able and recorded 

c l e a r l y  and f u l l y  the major aspects  o f  the theory i n  the 

notes ,  Tnirdly, t ha t  these  notes a r e  ac tua l ly  those 

taken by MacKaye dealing wi th  the Del-sarte system. For 

convenience and c l a r i t y  the t h e s i s  has been arranged i n  

three sect ions.  The f i r s t ,  c o n t a b i n g  two chapters,  i s  

an intro&actorg one designed to  o r ien t  the reader  as 

r e g a d s  the mater ia ls  and backgrounds o f  t h i a  study, I t  

includes a b r i e f  l l f e  of MacKaye, a l i f e  of Delsarte,  a 

discussion o f  the r e l a t i o n s  between the two, and a descrip- 

t i on  au thmt i ca t ion  of the notes.  The second sect ion 

contains the ana lys i s  of the notes. This sect ion which 

t r e a t s  the a c t u a l  Delsw t e  theory has been organized i x t o  

four chapters : Philosophic Backgrolmds, the Dynamic 

Mechanism, the Speech Nechanism, and Notes on Acting. The 

t h i r d  sect ion i s  devoted t o  summary and conclusion. In  

addit ion,  i n  order t o  make t h i s  unpublished mater ia l  

avai lable ,  and t o  provide the reader wi th  easy access t o  

t'ne o r ig ina l  material ,  the major portion of the notes are  

reproduced i n  appnd ices ,  For easy reference the appendix 

pages have been marked with l i ne  nmbers.  A l l  quotations 

from the appendices given i n  the body  of the t he s i s  a r e  

reproduced as MacKaye wrote them. 



CHAPTER ONE 

DELSARTE AND I'IACMAYE 

Before s t a r t i n g  an analysis of the  Delsarte notes 

of Steele MacKaye it i s  necessary t o  discuss the back- 

ground of the material,  including a br ie f  outl ine of the 

l ives  of MacKaye and Delsarte and t h e i r  relat ionship one 

with the other,  There a r e  two primary reasons f o r  t h i s  

discussion; f i r s t ,  to  es tab l i*  the simple f a c t s  of the 

background, such as the period of  Delsartets  teaching, 

the period i n  which MacKaye studied with Delsarte and 

thus the time during which the notes were taken; second, 

to determine the background tha t  MacKaye brought to h i s  

study, h i s  a b i l i t y  to comprehend and grasp the teachings 

of Delsarte, the confidence which Delsarte placed i n  

MacKaye, MacKayets a t t i t ude  toward h i s  teacher, and a 

glimpse o f  the personal i t ies  of t ho  two men, a l l  of 

which w i l l  have sane bearing on the accuracy and authen- 

t i c i t y  of the notes, In pursuit  of t h i s  aim t h i s  chapter 

w i l l  make use of t w o  of MacKayet s manuscripts, one an 

unpublished fragment of an autobiography, and the other 

a br ief  l i f e  of Delsarte, T h i s  " l i f e "  was published in 

Els i  e M. Wilborls Delsarte Recitation Book i n  a s l igh t ly  

dif ferent  form f rolu that  o f  the manuscript, Quotations 

from both the manuscript and the printed version w i l l  be 

given here. These manuscripts w i l l  give a glimpse of 

MacKayet s personality i n  h i s  own estimate of himself and 

h i s  a t t i t u d e  toward Delsarte. 



James Steele NacKaye, playwright, actor,  d i rector ,  

and thea t re  inventor, was born near Buffalo, New York, on 
1 I 

June 6, 1842, There he spent the f i r s t  e ight  years of 

h i s  childhood, u n t i l  1850, when the family moved t o  New 

York City, NacKayet s own statement of his childhood i s  

given i n  the autobiographical manuscript : 

"AS a child Steele MacKaye developed very ear ly  i n  
l i f e  a strong t a s t e  f o r  study- 

A t  three years he was sent to  school, 
A t  f i ve  he began the study of Latin. 
A t  eight he was already deep i n  geometry and the 

higher mathematics, 
A t  ten he selected engineering a s  a profession. 
A t  f i f t e e n  he had completed h i s  scholastic t ra ining 

a s  an engineer. 
About this time he was seized by a violent a t tack  

of brain fever caused by overwork while pursuing his 
studies as an engineer. This a t tack l e f t  him i n  such a 
depressed v i t a l  condition tha t  it was deemed prudent to  
take him abroad for a change of scene, 

A t  sixteen he arrived in Paris--where he became 
fascinated with the f ine  arts-and comenced with 
charac ter i s t ic  energy the study of painting and sculpture. n 

This infant prodigy s tory i s  not confirmed by biographies 

of NacKaye, but the confidence expressed here f s not en- 

t i r e l y  out of place. Maernye was a b r i l l i a n t  student, and 

was soon t o  be considered one of the most promising of 
2 

the young American painters. MacKaye spent a year in  

Paris  studying with such prominent a r t i s t s  as  Couture, 
3 

Meissonier, Bourguereau, and Troyon, He then returned t o  

Mew York where he established his own studio, and a t  the 

same time, continued his studies with George Inness, then 

one of the leading painters in America. The following 

few years were r e s t l e s s  years for  MacKaye-years of search- 

1, MacKaye, Percy, C i t . ,  Vol. I, p. 37. 

3.  Loc, C i t .  
* 2 .  Ibid., Vol, I, p, 



ing by an impulsive impressionable nature for a sa t i s -  

factory means of se l f  exyxression. It was t h i s  res t less -  

ness which led  him into a shm t s tay a s  ins t ructor  of 

painting a t  the Weld school near Eagleswood, New Jersey, 

in to  two terms of service with the Union army i n  the 

c i v i l  war--both of which were interrupted by an at tack 

of malaria--into two marriages, the f i r s t  a short l ived 

war marriage t b a t  soon terminated i n  divorce, in to  various 

business venttwes of an a r t i s t i c  nature, none of which were 

successful, It was in  these years of r e s t l e s s  searching 

that  he f i r s t  developed an i n t e r e s t  i n  the theatre.  

While a t  the Weld school he parti-ated i n  amateur theatr i -  

cals ,  playing Mephistopheles i n  -' Faust Claude, Prince of 

Corno, i n  The Lady of Lyons; and numerous Shakespearthan 
4 

roles.  His a c t i v i t i e s  i n  the "Seventh Regiment Amusement 

Association, " a soldiers '  organization, was reported i n  

the New York Tribune a s  follows: 

rlFor the evening of August 2nd., 1862, f e s t a l  
preparations ushered a scene from Othello, i n  which James 
Steele HacKaye played Othello and John H, Bird 1ago.--- 
Growing wbi t ious ,  the association on August 8 th  rendered 
The Nerchant of Venice, i n  which J, S .  MacKaye acted 
Antonio .--After th i s ,  the whole regiment became stage 
struck, the members spouting t h e i r  par t s  a t  mess. 
~hakespeare '  s works were i n  demand, and Jul ius  Caesar 
was soon given, with J, S. MacKgye a s  Cassius. The next 
production was remembered by BaStiraore society a s  the 
most b r i l l i a n t  dramatic a f f a i r  ever given i n  t h e i r  midst, 
On the evening of August 15, 1862, the cur ta in  rose on a 
performance of Hamlet, with J ,  S. NacK+ye as the Melan- 
choly ~ a n e . " 5  

4. Ibid., Vole I, p* 93. 
5. m., Vol* I, pp. 94-95. - 



The success of these amateur thea t r ica l  ventures and the 

f a i l u r e  of his other enterprises f i n a l l y  led him t o  de- 

cide on the theatre  for a new career. In  his unpublished 

autobiography he says: 

" ~ f t e r  careful  c ms  ideration he (Mac~aye) decided to  
commence the study of dramatic a r t  with the serious earnest- 
ness of a professional , In tbxi s a r t  he had achieved many 
successes a s  an amateur-and would long before t h i s  have 
adopted the dramatic profession--but for  the strong pre- 
judice of h i s  family against  the stage," 

Thus a t  the age of twenty seven, MacKaye, w i t h  a back- 

ground of a r t  study with some of the outstanding painters  

of both Europe and America and a love for the theatre 

nurtured by amateur thea t r ica ls ,  arrived i n  Paris with the 

intent ion o f  preparing himself f o r  a career on the stage,  

A b r i l l i a n t ,  impulsive, impressionable, and e r r a t i c  young 

man, he was now t o  meet f o r  the f i r s t  time the  man who 

was to  f i r e  him with a new enthusiasm and s t a r t  him on a 

new career. The f i r s t  meeting between MacKaye and Francois 

Delsarte bn October, 1869, was reported by Nrs, Mac-ye: 

" ~ r  . MacKaye had been shown into the parlor. The 
shut ters  were closed and i t  was almost dark. He  was kept 
waiting f o r  a few minutes, and had just opened a shut te r  
for  l i g h t  t o  examine one of the many curios i n  the room, 
when he heard a voice behind him cry: 1Mon f i l s l  Mon 
f i l s l '  Turning, he saw the t a l l  f igure of Delsarte, wrapt 
i n  a long dressing gown, standing i n  the door a s  i f  trans- 
fixed, s t i l l  repeating the words, 'Man f i l s \  Mon f i l s $ '  
So the t a l l  form came forward, pointing to a bust i n  one 
corner of the  room, and i n  another moment he had thrown 
his arms about M r ,  NacKaye and was almost sobbing on h i s  
shoulder. 

"To one who has seen the bust of Xavier Delsarte 
th i s  emotion w i l l  not seem unaccountable, fo r  i t s  resem- 
blance to N r .  MacKaye was indeed s t r iking,  Xavier was the 
son i n  whom Delsarte had placed h i s  fondest hopes; he was 
to  succeed h i s  fa ther  i n  the work he had begun; but h i s  
sudden death, very shortly before t h i s  @ eting,  had almost 
broken h is  f a t h e r t s  heart .  So--as Delsarte afterwards 
explained--to enter the  room, and seemingly to  see his  



Xavier standing there in the mysterious shaft of l ight ,  
was a poignant experience t o  excuse almost any outburst. 

"Then began a long t a lk ,  and Delsarte found i n  the 
quick comprehension and ardent apprecfat ion of t h i s  
young ArnerScan a mental and s p i r i t u a l  as  well a s  physical 
likeness t o  h i s  beloved son which awoke once more h i s  
own hopes and enthusiasms, n 6  

Thus i n  an unusual emotional atmosphere began the c lose 

fr iendship of these two men--a young American just embarking 

on a new career, and an elder ly  Frenchman a t  the  height 

of h i s  powers, 

Perhaps it would be advisable t o  turn a t  t h i s  point 

t o  view t?d s older man, Francois Delsarte, whce e l i f e  i s  

so shrouded i n  legend and anecdote that  i t  i s  d i f f i c u l t  t o  

discover anything but the mo s t  meagre of f a c t s  . Sarah 

Janet Humphrey, i n  her thes i s  Delsar te t s  Sgnthetic Philosophy 

of Expression, says: 

"In attempting t o  wri te  the l i f e  of Francois Delsarte, 
I have had some d i f f i c u l t y  i n  f inding authentic data. He 
l e f t  but few avai lable  manuscripts, and no adequate bio- 
graphy has been writ ten,  Even the short sketches of h i s  
l i f e  which have been written by h i s  pupils d i f f e r  i n  de- 
t a i l .  "7 

The most important of these sketches by Delsarte's pupils 

i s  one wri t ten by Steele MacKaye as  a lecture,  and l a t e r  

published with some changes, in E l s i e  M e  Wilborl s Delaarte 
8 

Recitation Book. In a l e t t e r  writ ten October 25, 1874, 

MacKaye wrote i n  re la t ion  t o  t h i s  l f f  e which he was then 

preparing: 

"1 have a mass ck material in the shape of notes 
taken from Delsar te l s  own l i p s  and those of h i s  intimate 
fr iend,  Raymond Brucker, which--combined with such printed 
l i n e s  a s  I have--1vill enable me to make out a clear and 

I, gp. 134-135. - - -  
7. kWnp'hhy, Sarah Janet, Delsarte'  s Synthetic Philosophy 
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most in terest ing s tory  o f  the most s ignif icant  episode8 
i n  the l i f e  cf Delsarte."g 

The discussdon given here i s  based largely on t h i s  " l i f e "  

wri t ten by NacKaye. In addit ion t o  being, probably, the 

most authentic of any of the sketches of Delsartet s l i f e  

by any of h i s  pupils, the use of MacKayets mafiuscript has 

the v i r tue  of giving MacKayer s a t t i t ude  toward h i s  M e r - -  

the near idola t ry  with which most of Delsartet s pupils 

regarded him, 

Delsarte was born i n  the v i l lage  of Solesmea i n  the 
10 

north of France i n  1811. H i s  f a the r  was a physician, 

while: 
tt H i s  mother was a woman o f  strong character and exceptional 
culture,  Her c l a s s i ca l  knowledge furnished her  son-even 
in ea r ly  childhood; with h i s  f i r  st  idea ls  of manhood--and 
the e a r l i e s t  heroes of h i s  imagination were those of Grecian, 
and Roman mythology. These l e f t  an enduring impression 
upon h i s  infant brain, and doubtless ccn t r ibut  ed much 
t o  the development of that antique grandeur of character 
which distinguished him i n  a f t e r  l i f e  ."11 

When Delsarte was six; years old, h i s  fa ther  died. 

The home a t  Solesmes was broken up, and Delsarte was taken 

to  Paris by h i s  mother. Very shor t ly  the mother a l s o  died, 

and Delsarte and h i s  younger brother were l e f t  orphans, 

"Death soon dea l t  another blow a t  the  hear t  of  t h i s  
child 

!'The w h t e r  of 1821 was unusually severe. One night 
of tha t  winter--in a deserted l o f t  of the Faubourg S t ,  
Antoine--two boys, entwined i n  each others arms--lay f a s t  
asleep. The sleep of one of them was to  be e ternal ,  Dawn 
came and l i t t l e  Francois awoke hugging to his heart  the 
frozen corpse of h i s  brother. The next day--through the 
gay s t r e e t s  of Paris,  and out into  the cold snow of the 
plain  of S t .  Denis--there passed a l i t t l e  procession--it . MacKaye, Percy, 0 C i t . ,  Vol. I, p. 232. 2. Wilbor, Els ie  M.*it p. X I .  

11. From the or iginal  ---f' manuscr p t  of the " l i f e "  i n  the 
author's possession, 



consisted of two men bearing on a bier--a l i t t l e  white 
box--followed by a pale, haggard, hat less  child--and 
wending their  way to the fo$se commune of Pere l a  Chaise- 
tha t  i s  the paupers! f i e l d  of the public cemelary,"l2 

The following episode i s  typical  of the fanciful  t a l e s  

recorded by Delsartel s pupils: 

"Returning from the grave of h i s  brother t h a t  
bleak December day--Delsar te-- then but t e n  years of age 
experienced w h a t  he afterwards ca l led  the f i r s t  revelatory 
episode of his life.--Returning alone through the plain 
of S t .  Denis--cold, fatigue, hunger, and grief  overcame 
him--and he f e l l  fa int ing i n  the snow, and amidst the 
rubbish of that dreary moor, Half surviving f rom t h i s  
fit--suddenly h i s  senses were entranced by a lovely vision. 
Exquisite forms, and colors, f loated before h i s  eyes--a 
wondrous ecstasy t h r i l l e d  h i s  nerves--celestial must c 
f i l l e d  h i s  ears, and flooded h i s  soul with harmonies-- 
destined t o  haunt h i s  imagination through l i f e .  There, 
prostra te  i n  t h e  snow,--alone, helpless, and half dead, 
--heaven seemed t o  open before him, --and awakened forever 
the a r t i s t s  soul within him. The mystic experience of 
that hour g i f ted  him with a divine passion--which was 
fa ted to cornfor t h is  solitude--inspire him i n  despairs--  
and a t  length t o  lead him on to glory and guide him to  
the achievement of an immortal work among h i s  fellow 
men, 13 

Delsarte was rescued from t h i s  spe l l  by a Parisian rag- 

picker, who took him home and gave him employment. After 

some years, he became acquainted with a musician ca l led  

Pere Bambini, who, recognizing the boy's naturdl and un- 

trained vocal talent ,  secured permission fo r  him t o  enter  

the Conservatoire f o r  vocal training.  Some time l a t e r  

Delsarte was given a posit ion with the Par is  opera, Mac 

Kaye gives the following account o f  the  securing of t h i s  

position: 

"When Delsarte had been a year a t  the Conservatoire, 
Pere Bambini died, He was l e f t  in  great  poverty, and was 
obliged to  go through the  s t r e e t s  i n  a costume which 
ranked him among the lower classes. He was determined 



to  get  upon the stage. He had studied the leading ro les  
i n  opera, and pers i s ten t ly  applied a t  the Grand Opera 
House for an opportunity t o  be heard. His persistence 
became a nuisance to  the ogre i n  charge of the stage- 
door. He reported i t  to the director of the opera, who 
said: ILeave the fellow t o  me. I w i l l  teach him a lesson. 
The next time he applieis show him to my room.? The next 
time happened t o  be during the performance of an opera, 
He was shown to the d i rec tor ,  a very stern,  business-like 
man, who hated what he ca l led  a r t i s t  tramps, and regarded 
Delsarte a s  one of them. He saw the p i t iab le  condition 
i n  which the man was clothed. He said: ' ' k t  do you 
want? 1 

"'I want an opportunity to  be heard, I seek a 
position, and I should be glad t o  take any position which 
your estimate of my merits may think proper,' 

"'Oh, you wish t o  be heard? A l l  r i gh t .  Are you 
ready t o  be heard now, a t  once?' 

"'Certainly, Monsieur, a t  any time, I sha l l  be only 
t o o  glad and too g ra te fu l  t o  be heard,' 

" 1  Very well, wait here. I w i l l  l e t  you know when I 
am ready.' 
He went below and said t o  the c u r t a h  man: IVilhen the cur- 
t a i n  drops on the next ac t  run on two f l a t s  Fn f ront ,  put 
on the piano, and l e t  me know when you a r e  ready.' 

''When t h i s  was done he sent f o r  Delsarte, and said:  
'Do you see tha t  piano there, i n  f r o n t  of those f l a t s ?  You 
wish to be heard, you say. Have you the cow age to  go out 
there and shaw me before t h i s  public what ym can do? 

"The director  l i t t l e  dreamed of the unconquerable 
courage i n  that noble heart ,  or he never would have dared 
to  propose such a thing to t h i s  youth. Delsarte's f i r s t  
impulse was one of indignation. But t h i s  was succeeded by 
a sense of the f ac t  tha t  h i s  future depended upon the 
g r i t  which he showed a t  t h a t  moment, and turning, he 
said: 'Yes, Monsieur, Youaskof  me something t h a t  has 
never been asked before; i f  I cannot succeed with m y  public 
I have nothing t o  ask of you,t 

"The cur ta in  was rung up, and Delsarte i n  seedy 
clothes and his  stockings showing through the holes i n  h i s  
shoes, walked on. A t  f i rst  the people were puzzled, then 
amusdd, and saluted him with jeers and laughter. He turned 
and made a bow t o  them so princely and noble, t ha t  they 
were obliged t o  recognize the royalty of his  soul. He 
passed t o  the piano, ran h i s  f ingers  over it, and began 
to s ing a song tha t  held them spellbound, When he had 
finished, he was greeted with t h r i l l i n g  cheers from every 
par t  of the house. He was recal led again and again, and 
when a t  l a s t  he went behind the scenes i t  was to be greeted 
by the director with a contract f o r  three years a t  1000 
francs a rnontheNl4 

1 4 ,  Wilbor, Els ie ,  Op. C i t . ,  pp. 



This glamorous success s tory continues: 

"Thus opened the great  future  of the young Delsarte 
and he met it nobly. In  l e s s  than two years he was ad- 
mitted to the  conservatoire--at 18 he won the leading 
position on the  boards of the Par is  Opera--before he was 
21 he had made qui te  a l i t t l e  fortune, and married the 15 
beaut i ful  daughter of the director  of the Grand opera." 

How much of a l l  t h i s  i s  true i t  i s  impossible to  determine. 

In  a l l  probabil i ty the s tory Psoverdram i n  the  manner of 

a young man anxious to place the master he loved and honored 

i n  the b e s t  possible l igh t .  Such great  and immediate success 

i s  highly problematical, M i  ss Humphrey says : 

''In t f ie  meantime, Delsarte completed h i s  work a t  the Con- 
servatoire and was employed as a singer and an actor a t  
the Opera Comique i n  Paris. But he d id  not appmve of 
the theatre; he f e l t  that  it sacr i f iced dramatic values 
i n  an attempt t o  please the masses. Perhaps t h i s  a t t i t u d e  
accounted f o r  h is  unpopularity. A t  any r a t e ,  during the 
course,& a few years he had t r ied the  Ambi e and the 

a teacher of singing and elocution. "I6 
-4F Vmietes, and f i n a l l y  l e f t  the theatre en e ly  t o  become 

It seems logical  to conclude t h a t  Delsarte was not highly 

successful a s  e i the r  an actor or a singer and i n  consequence 

was forced t o  turn to  teaching f o r  a livelihood. He 

opened h i s  "dams dtEsthetique Applique" in  1839. In  

sp i t e  o f  being a f a i l u r e  or a t  l eas t  only a mediocre suc- 

cess as a singer and an actor,  Delsarte was evidently a 

good teacher and a man of forceful  personality, f o r  h i s  

school was successf i l  from the s t a r t ,  a t t r ac t ing  the atten- 

t ion  of prominent actors,  orators, and wri ters .  Ammg h i s  

pupils were Rachel, Macready, Sontag, Malebran, Bet t in i ,  

16. From the manuscript. 
16. Humphrey, Sarah Janet, Op, C i t . ,  p. 5, 
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and the Abbe of Notre Dame. Theophile Gautier, Jules 

Janin, Dumas, Taine, and many other c r i t i c s  and wr i te rs  
18 

wrote highly of him. Le S o i r  wrote i n  Delsarte 's  

obituary. notice on July 26, 1871: 

While Rachel wanted him a t  the Theatre Frangais, 
the Theatre I t a l i e n  sought him to r e p h c e  Bordogni. Thus 
both Tragedy and Opera fought f o r  him, but nothing could 
tempt him to  abandon h i s  own l ibe r ty  t o  study even more 
deeply the secrets  of nature;"lg 

and Le Salut Publique wrote: 

"While s t  ill young, Delsarte council-led Marie Nale- 
bran, l a t e r  helped to  form Rgchel, d iscipl ined the s t y l e  
of the g r e a t  m g i s t r a t e  Dupres, and taught the noble pathos 
of Pauline Garcia, Lacordaire, too, learned ffom t h i s  
grea t  master i n  that  hisor ic  room where Berryer, Lamartine, 
Arago, Musset, W a s ,  Delacroix, Horace Verne t, Neyerbeer, 
Rossini, and so many other great  ones, have l e f t  the memory 
of t h e i r  presence,. .In the bare simplici ty of his o m  
room, he evoked the heroes of Gluck and Racine, Rameau and 
Corneille, with a charm and authority so i r r i s i s t i b l e  tha t  
they awoke t o  ac tua l  l i f e  before our eyes and ears.  n 2 0  

Delsar te ' s  a b i l i t y  as a teacher i s  further a t t e s t e d  to  by 

the f a c t  that  he was awarded the cross of a chevalier of 

the Guelph order and the Hanoverian medal of a r t s  and 
21 

sciences by the King of Hanover. Thus Delsarte a t  the  

he&ht of h i s  popularity was an impelling and important 

teacher and a s ignif icant  influence i n  the  French theatre.  

By 1869, however, h i s  influence was beginning t o  wane: 

"1n 1869, Francois Delsarte--'Chevalier de l 'ordre  des 
Guelphes, Chevalier de Legion dtHonneur, ' etc.--was s t i l l  
teaching i n  Paris,  where he was already becomim the 
rather lonely giant of a great  regime i n  art which was 

I t / .  PacItaye, Percy, ?i3g:t., Vole I, p. 1320 
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being superseded by the schools of a new generstion.f'22 

It was thus a t  the turning point of Delsar t e t  s career 

that  MacKaye begm his study, The lessons began i n  
23 

October 1869, and continued d d  l y  u n t i l  July 1870, So 

rapid was MacKayel s progress, so quickly d id  he grasp the 

essent ia l s  of t h e  sys tern, and b r i l l i a n t l y  d i d  he 

h i s  knowledge, that  a f t e r  a few months he was accepted a s  

a co-worker as  well a s  a pupil, and began doing par t  of the  

teaching, 

"From the very f i r s t  Delsarte recognized M r .  MacKaye 
as his co-worker and successor as  well  a s  h i s  pupil ,  He 
real ized that h i s  pupil could not only understand and 
apply a l l  that he taught, but that  he, too, was creat ive 
and philosophic. So the dai l y  hours spent together were 
almost equally divided between pract ical  training--wherein 
was applied the principle already f o rmla ted - -ad  the 
search together a f t e r  new applications of known t ruths  
and simpler means of reaching desired r e su l t s ,  

"SO, within f ive  months of t h e i r  f i r s t  meeting, a t  
Delsarte 1 s own desire  and reqw s t ,  M r  , MacKaye was &im- 
se l f  lecturing and teaching i n  Delsarte 's  Cours, with a 
success which aroused as much enthusiasm a s  astonishment 
i n  Delsslt.tet Y 'lovable, loving and generous nature' . "24 

The following account, given by Nrs. MacKaye, of 

the canduct of Delsartel s classes i s  the only avai lable  

glimpse of Delsarte s teaching methods : 

"It was a wonderful experience t o  s i t  f o r  an hour 
i n  Delsarte 's  plain, bare room, above the door of which was 
wri t ten i n  French: 'Qui r e j e t t e  l e  temps, l e  temps r e j e t t e a t  
There were two rooms leading from the drawing-room. In  
the f i r s t  (about eighteen f e e t  square) the lectures  were 
given; beyond was a smaller room, an inner sanctuary, 
where Delsarte d id  most of h i s  writing, and where stood 
the f mous armoire a glace, o r  wardrobe, which was p i led  
t o  the top with Delsartef s writings, char ts ,  e t c ,  I n  the 
f i r s t  roon, chairs  were arranged, -usually f o r  not 
than twenty people. Opposite was the blackboard, 

more 
and by 
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i t s  side an armchair i n  which s a t  Delsarte, An open 
space before the blackboard served a s  a stage, 

"The f i r s t  part  of the morning was given t o  the  
exposition of philosophy-- the expfmation of some 
theory, o r  chart ,  This par t  of the c lass  work--during 
the l a s t  months--was given by Nr, MscKaye, Delsarte from 
h i s  arm chair  putting i n  a word, a nod, or a smile of 
approval to  h i s  l i t t l e  audience, After the exposition 
came the pract ical  part :  the r ec i t a t ion  of a fable, a 
scene from a play, or  perhaps a song, any of which was 
rendered sometimes by a pupil, sometimes by Delsarte 
himself. When Delsarte reci ted,  then cane indeed the 
miracle: As he arose, there stood f o r  a moment before you 
the figure of an old man, i n  a long, brown dressing 
gown, a foulard kerchief careless ly  t i e d  about h i s  neck, 
on h i s  head a s o r t  of house-cap l i k e  a b i r e t t a ,  on h i s  
f e e t  the huge, shapeless, f e l t  carpet-slippers so 
universally worn i n  France. In  another ins tan t  ther 
stood--whomsoever Delsarte chose t o  stand there,.  . . 1185 
The mutual respect of master and pupil, based on a recipro- 

c a l  appreciation of the a b i l i t i e s  and capacit ies of each 

other, soon developed i n t o  an intimate friendship and a 

mutual affect ion i n  which MacKaye came to  f i l l  the place 

of the dead Xavier, On October 14, 1870, Delsarte w ~ o t e  

to MacKayel s father: 

"En l u i ,  James Steele MacKaye, jlhvais plac'e mes 
plus graizdes espgrences: il Btai t  appel6 h r6g6n6r l f a r t  
dans l e  monde . I1 nT6tait seulement mon meilleur 61bve-- 
appel5 aux plus b r i l l a i n t s  succ8s; il e t a i t  encore mon 
seul disciple--plus qu'un disciple:  un f i l s  dfadoption, 
plus cher rnon coeur que mes propres e n f a n t ~ , " ~ ~  

And l a t e r  Delsarte wrote to MacKaye himself i n  two d i f f e ren t  

l e t t e r s :  

", . , .Thanks be to  God, then, I am no longer a lone i n  the 
world, since Providence has lead me t o  f i rd  i n  you more 
than a fr iend,  more even than a disciple:  a true and 
val id  successor!,.... 1127 

'%y dear and beloved disciple--If ever for  a moment I had 
doubted your f i l i a l  affect ion,  a l l  these proofs of devo- 
t ion which you come heaping upon me would even fur ther  
assure me that i n  you I have the most noble and most 

Ibid Vol, I, pp, 136-137, 25 .  - 9  
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affectionate of my sons. Oh, why sha l l  I not love YOU 
as a father-rou who have come to save my life."28 

Clearly Delsarte considered MacKaye a b r i l l i a n t  

pupil and thus was established a close and s ignif icant  

re la  tionship of disciple  and ma ster0-n re la t ionship under- 

stood and appreciated by both par t ies ,  IYIacKaye became 

Delsa r t e f  s  chosen successor--the son who was to carry 

on the work of' the master, 

This close re la t ionship was abruptly terminated by 

the chaos of the Franco-Prussian war of 1871, and the 

resul t ing seige of Paris--a ch.aos which drove MacKap 

back t o  America and Delsarte into refuge i n  h is  na t ive  

v i l lage  of Solesmes where he l ived i n  dFre poverty on the 
29 

chari ty  of a cousin, MacRaye, re  turning t o  America 

f i r e d  with enthusia sn f o r  the Delsarte sys tern, immediately 

began making plans f o r  the introduction of the Delsarte 

system in to  America. Very shortly,  however, word reached 

h i m  of Delsar ters  des t i tu t e  condition. Two new friends,  

Rev. W i l l i a m  Alger (the biographer of Edwin  orr rest) and 

Prof. Lewis B o  Monroe, suggested t o  MacKaye t h a t  he give 

a lec ture  on Delsarte, the proceeds of which would go to  
30 

Delsarte f s r e l i e f .  MaEKaye accepted this  suggest ion 

with typical  enthusiasm and immeaiat e ly  s e t  about preparing 

the lecture  and arranging f o r  i t s  presentation, From t h i s  the 

idea developed of bringing Delsarte to America t o  found a 

bid., Vole I, p. 144. 
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01 of  a r t  similar t o  his school i n  Paris, Mac 
I Kaye immediately wrote to  Delsarte concerning these pro- 

jects and received i n  reply a very gra tefu l  l e t t e r  indicat- 

ing willingness t o  came to  America, but asking f o r  s ome 

immediate a s s i  stame. Rev. Alger, a popular minister i n  

Boston, immediately advanced the sum of two thousand francs 
31 

which was sent  to Delsar t e ,  and with other f r iends who 

were a lso interested i n  Delsarte, meanwhile whipped up 

enthusiasm i n  Boston f o r  the Delsarte lecture,  and, a s  

a r e su l t ,  MacKaye received the following invi ta t ion,  

dated March 13th, 1871: 

" M r .  James Steele MacKaye, --Dear Sir : 
"Knowing, e i ther  d i r ec t ly  f o r  ourselves, or 

through the testimony of goad judges, h m  thorough a 
proffBient you are i n  the science and a r t  of dramatic 
expression, a s  developed by Francois Del sar te-ackaowledged 
t o  be, i n  thf s department, the greates t  master who has 
ever lived--we join i n  asking you to favor us, and our 
fellow ci t izens ,  a t  your e a r l i e s t  convenience, with an 
i l l u s t r a t i v e  lecture on th is  subject,  showing especially 
the connection of the laws of dramatic expression, i n  
the system of Delsarte, with character, morality, 
es the t ics  and religion."32 

This invi ta t ion  was signed by eighteen men including 

the Gofernor of Massachusetts and the mayor of Boston, 

as  well  as Henry W. Longfellow, and Louis Agassiz and 
33 

other prominent men, In  response t o  this invi ta t ion,  

MacKaye went to  Boston and delivered a t  the S t .  James ho te l  

on March 21, 1871 his f i r s t  l ec ture  on Delsarte, This 

31, Ibid., Vol. I, pp. 142-144. 
32. m., Vol. I, pp. 149-150. 
33. Loc* C i t .  



was  the f i r s t  time t h a t  

Delsarte were presented 

lecture was reported i n  

the name a d  system of Frsncois 
34 

t o  t h e  American p a l i c .  'Ibis 

the Boston Transcript a s  follows: 

" N r .  MacKayels lec ture  l a s t  evening was i n  every 
respect  a b r i l l i a n t  triumph. In sp i t e  of the  severe 
storm, an audience composed of our most cul t ivated 
ci t izens  f i l l e d  the hal l .  The neatness and accuracy of 
Mr. MacKayets statements, the grace and ease of his bear- 
ing, the exquisite beauty and f i tness  of his gest iculat ion 
--in which justness, modesty and force  were equally com- 
bined--the marvellous vividness and rapidi ty  of his f a c i a l  
changes, made h i s  auditors express the i r  approval and 
delight i n  constant applause. We do not b e l b  ve tha t  a 
lecture  on the s c i e n t i f i c  basis of the dramatic art, so 
r i c h  and valuable i n  the  f r u i t s  of the r ipes t  stud7 and 
s k i l l  a s  t h i s  one, has ever before been delivered. '35 

And from ths Bos ton Advertiser: 

" ~ h s  impression made by N r .  NacKaye was a t  once 
highly favorable. I n  person he i s  t a l l  and slender, but 
l i t h e  and well proportioned. His face, se t  off by th ick  
dark ha i r ,  i s  distinguished by an arrestfng earnestness, 
thoughtfulness and pur i ty  of expression. His voice i s  
deep, and exceedingly resonant, sweet and flexible.. .  
M r .  MacKaye reci ted Hamlet's 'To be, or not to be ' ,  a 
passage from a French t rans la t ion  of Iphigenia i n  Tauris, 
and a humorous lecture  i n  Gallic-English by a Frenchman 
on Shakespeare. The delivery of the second of these- 
a monologue of the remorse and t e r r o r  of the  King of 
Thoas--was a masterpiece of the most intense and most 
t e r r ib l e  forms of dramatic art; and M r .  MacKaye's pronuncia- 
t i on  of French seemed faul t less .  

"As  a grand summarising, M r .  MacKaye shaved a 
number of 'chromatic scalest  o r  'gamuts1 of f a c i a l  expres- 
sion, a s  he ca l led  them, so astonishing and impressive a s  
to  beggar a l l  description. In  exhibiting these gamuts, 
he stood perfectly motionless, except i n  h i s  countenance, 
and, s ta r t ing  from the n o m l  expession,  would make 
h i s  face pass very slowly through a dozen grades of emo- 
t ion  to some predetermined phase, and thence he would 
descend, reversing the previous steps, t o  perrfect repose. . . . .Thus, he showed a chromatic s t a t e  of emotion running 
through sat isfact ion,  pleasure, tenderne s s  arxi love to 
adoration, and, having retraced h i s  steps, descended 
f a c i a l l y  through disgust,  envy and hate to  fury. Again 
he exhibited the t rans i t ions  from repose through jo l l i t y ,  



s i l l i n e s s  and prostrat ian,  to  u t t e r  drunkenness; and made 
a most astonishing but painful spectacle of h i s  f i n e  face, 
passing through a l l  the grades of mental disturbance to 
insanity, and dovm a11 the s t a i r s  of mental weakBess to  
u t t e r  idiocy.--The impression produced was a t  once very 
l ive ly  and very profound."36 

In April t h e  lecture  was twice repeated in Boston a t  the 

Tremonb Temple t o  large audiences, an3 was given a t  

Harvard University on April 21, 1871, with  Henry W ,  Long- 
37 

fellow as  the chairman, 

Shortly f ollowiw these appearances MacKaye received 

another invi ta t ion  t o  lecture ,  t h i s  time from New York. 

"Mr, Jame s Steele MacKay e; Dear S i r  : 
"The fame of the profound system of Francois 

Delsarte has awakened our sincere in t e res t .  Learning 
that  you, h i s  sole authorised representative, have re- 
cently returned to  t h i s  country, t a t h  the  desire  bf 
seeing established here a f r e e  school of a r t ,  under the 
presidency of Delsarte himself, where a r t  may be taught 
on sc i en t i f i c  principles, w e  un i te  i n  requesting you to 
favor us and our fellow-citizens, a t  such time and place 
a s  gay suit your convenience, with a lecture  on the 
system, i l l u s t r a t i n g  i t  s influence and i t s  a p p l h t  ion 
to  the development and practi  cal  training of a r t i s  t i c  
genius- the proceeds o f  such entertainment to  be, a s  you 
propose, f o r  the benefit  of Francois ~ e l s a r t e . "  

This invi ta t ion  was signed by twenty-two prominent men, 
38 

including actors, ministers, and professors. As a r e s u l t  

of this inv i ta t ion  MacKaye lectured a t  Steinway Hall twice 

in A p r i l  and several times in Nay. He a lso lectured i n  
39 

Brooklyn a t  the invi ta t ion  of Henry Ward Beecher. MacKaye 

says of these lectures  ln h i s  autobiography: 

"The success of these lectures  was unparalled i n  
the annals of the platform. The New York Herald had a 
leading e d i t o r i a l  on the surprising powers of M r .  M. a s  
a lec turer .  The Boston, and New York, papers devoted 
three, and four, columns of the i r  space to  h i s  lectures-- 

36. Ibid., 
37. m., 
38. Ibid., 
39. m.. 
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with such emphatic comend.ation of his manner as well 
as  h i s  matter that he achieved a t  once a celebr i ty  f o r  
Delsarte, and himself that i s  ra re ly  obtaimed even by 
years of public l i f  e. 

Thus MacKaye, f i r e d  with an ardent enthusiasm, spread the 

gospel of Delsar t e  through America. The se lecture  s, 

supplemented by a vivid personality, evidently made a pro- 

found impressian, and the scheme for  bringing Delsarte to 

America neared completion, 

I n  th is  interim Rev. Alger had gone abroad intending 

to  see Delsarte, Alger was never to carry out  th i s  inten- 

tion, however, f o r  Delsarte died before he reached Paris ,  

Alger had written MacKaye f rom Vienna on July 25, 1871, 

t e l l i n g  of h i s  plans f o r  meeting Delsaxto and MacKaye wrote 

hirn the following l e t t e r  in  reply: 

"Dear noble fr iend: Your sweet l e t t e r  o f  July 25th arrived 
t h i s  morning, f i l l i n g  m y  soul with thankfulness to  the 
Divine Father tha t  you l ive .  But oh! another l e t t e r  c m e  
from Mrs. Delsarte, t e l l i n g  me of the death of my beloved 
master,. .Dark and s e l f i s h  regrets  flooded m y  all a t  t h i s  
news. These regre ts  were wrong t o  grudge him the emancipa- 
t ion he has a t  l a s t  a t ta ined  from the many sorrows of this 
l i f e .  Yout---Oh, I sha l l  never forget  it! Your great  
heart brou&t comfort to h i s  l a s t  days,--I loved him a s  
a father..  .Delsarte is with us. He i s  ndc dead but sleepeth. 
No, he doesntt even sleep. He loves us--We love him,- -The  
love par t  of us can  never d ie  o r  be separated. I know 
th is ,  t h m b  be to  God and h i s  merciktul response t- 
deep, wild yearnirg prayers, Mo! I w i l l  not  dishonor 
Delsarte with vain regrets.  I w i l l  redouble my e f f o r t s  t o  
do him honor, and t o  carry a t  the great work which he has 
so grandly begun. He w i l l  be with me i n  this--happy, and 
inspir ing me as I w o r k q ~ .  .Your loving ~irn."40 

But MacKaye was never to  carry out the great work, With 

Delsar te t s  death the great incentive was gone, and the 

plan f o r  an American "Cours dtaesthetiquep l o s t  i t s  v i t a l  

force, On several occasions MacKaye attempted to  found 



such a school, but his e f f o r t s  came to  naught a s  other 

i n t e r e s t s  drew him away. MacKaye also planned to wri te  

a nmber of volumes on the Delsarte system. On September 

15, 1890 he wrote t o  t b  edi tor  of V?erner 1s Magazine: 

"Nr. Edgar S. Werner,--Dear Sir:  I am about t o  
commence the publication of the following volumes :- 

I. Delsarte' s work, 
As Revealed by His Own Uanuscripts, 

11. Delsarte and Delsartism. 
111. Science of Expression i n  Nature. 

I V .  Philosophy of Expression i n  A r t .  
V. Harmonic Expression. 
YI. Evolution of the  Harmonic Man. 

V I I .  Harmonic Gymnastics. 
Vol. 1 s t  ,--Formative course--for Beginners. 
Vol. 2nd.--Co-operative c m  se--for Advanced 

Students . 
(These volume s a r e  prepared f o r  prac t ica l  

use i n  the schools. ) 
V I I I .  P rac t ica l  Principles of Stage A r t .  

These works w i l l  be complete i n  nine volumes, and 
w i l l  contain char ts ,  and i l lu s t r a t ions ,  of the most novel 
a d  fascinating character.  They w i l l  t rea t ,  thoroughly, 
the most iaportant  subject of modern thought,--and i n  
a manner that w i l l  rebuke those who have brought r id i cu le  
upon a great man and a great  science,. rf41 

Presumably the answer t o  t h i s  l e t t e r  was unfavorable, f o r  

th i s  magnum opus i n  nine volume s was never 
42 

completed and 

no par t s  of i t  were ever published. 

As new in te res t s  arose MacKaye turned more and more 

t o  the theatre,  to  playwriting, di rect ing,  and acting. 

In a l l  these f i e l d s  he was a r t i s t i c a l l y  successful, but 

unwise contracts robbed h i m  of  the f inancial  re turns  of h i s  

e f f o r t s ,  The Columbian exposition o f  1893 inspired him to  

the creation of a new type of theatre  and dramatic production, 

41. Ibid., Val. 11, p. 267, 
42. IbiiX., - Vol. 11, p. 269. 



but the panic of the same year halted the project ,  and 

MacKayel s heal th  broke under the s t r a i n  and disappointment. 

Hh died shortly afterwards while en route to California i n  

a vain quest for heal th ,  His death occurred February 25, 
43 

1894. 

I n  conclusion, i t  i s  clear that MacKaye studied 

with Delsarte from October 1869 u n t i l  July 1871 and tha t  he 

taught the Delsarte system i n  the "Cours dfEs the t ic  Applique/" 

during the  l a t t e r  months of t h i s  study. MacKaye brought 

t o  t'rds study a background of a r t  t ra in ing  with some of the 

outstanding painters  of the  time,--an excellent background 

i n  view o f  the f a c t  tha t  he was considered one of  the more 

talented of the younger American painters, Such a back- 

ground would enable him par t icular ly  t o  understand the 

philosophy and purpose of a r t  as expressed by Delsarte, 

In addition, he was a b r i l l i a n t  student,  These f a c t s  would 

indicate tha t  MacKaye was able to grasp f u l l y  the complexities 

Olf the l b l s a r t e  philosophy and system, and that ,  in  a l l  

probability, he was fur ther  ab le  t o  record t h a t  system 

accurately i n  h is  notes, This i s  fur ther  substantiated i n  

Delsartel s a t t i t ude  toward EacKaye as shorn in quotations 

from h i s  l e t t e r s  in which MacKaye i s  named a s  "best pupil, 

d isciple ,  and successor, The f a c t  that  MacKaye actual ly  

taught the system under Delsartel s supervision i s  f'urther 

proof t h a t  he had gcasped a t  l e a s t  the essential8 of the 

system, MacKayels a t t i t ude  toward Delsarte was one of near 
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idolat ry .  This a t t i tude  might lead h i m  i n t o  exaggerations 

i n  an estimate of the significance of the system, but i n  

attempting to cafch and record every word during a lec ture  

there i s  l i t t l e  opportunity for  exaggerati on or embellish- 

ment, so  that  i n  recording these notes during lectures  

MacKayet s personal a t t i t u d e  toward N s  teacher probably 

could enter to  a very l imited degree. It seems reasonable 

to conclude tha t  MacKaye had su f f i c i en t  backgrounl and 

a b i l i t y  to understand the system and record i t  accurately; 

that  he did so under conditions i n  which the personality 

fac tor  was of l i t t l e  significance,  and that h i s  notes a re ,  

therefore, a reasonably accurate record of the Delsarte 

sys tern. 



CRAPTEIS TWO 

TKE MATERIAL 

Reference t o  the previous chapter w i l l  show the 

close f'riendship and understanding that exis ted between 

Delsarte and MacIZaye. From the f a c t s  given there, the 

a t t i t udes  of the two men, MacKayet s teachine in  Delsartef s 

school, etc.,  i t  seems unquestionable tha t  MacKaye knew 

the Delsarte system thoroughly, and that ,  i n  a l l  probabili- 

ty,  h i s  notes a r e  an accurate pic ture  of the Delsarte 

system. It i s  the purpose of t h i s  chapter t o  consider 

the general background of the notes themselves, to des- 
a t e  

cribe them, to  authentic/them, and to  show tha t  they repre- 

sent the Delsarte system a t  i t s  culmination i n  a reamnably 

cornple t e  form. 

The notes of Steele MacKaye consist  of  ( a )  a ser ies  

of twelve small composition type note books containing 

notes wri t ten i n  pencil, and, ( b )  a large note book into  

which MacKaye copied i n  ink  the notes from the s e r i e s  of 

s m a l l  note books. This large note book i s  wri t ten en- 

t i r e l y  i n  French; the major portion of the notes i n  the 

m a l l  note books are a l s o  i n  French although there a r e  

a few pages i n  English. 

The seriesof m a l l  note books contain the notes tha t  

MacKaye took while actual ly  l is tening t o  Delsarters lec- 

tures.  Eight of the twelve of t h i s  se r i e s  of small note 

books a re  of the same s ize  and type, with pages seven 

inches by eight and three quarters inches i n  s ize .  The 



number of wr i t t en  pages per book var ies  f'rom four t o  

for ty .  These eight contain approximately one hundred and 

s ix ty  pages of French notes and twenty nine pages of E n g -  

l i s h  notes, One of the books of t h i s  group of eight con- 

t a i n s  the "Principe du ~ircwnincession" which i s  given a s  

par t  two o f  Appendix B. Another contains  art de Mon- 

s ieur  Delsarte", which i s  given a s  part  one of Appendix B. 

The remaining four  books of the s e r i e s  of twelve small 

note books a r e  of a d i f fe rent  type and are  smaller than the 

eight described above, Two of these four have pages s i x  

and one half inches by eight and one half inches and con- 

t a i n  approximately t h i r t y  pages of French notes and f o r t y  

pages of Englfsh notes. A t h i rd  beok has pages four inches 

by s i x  and one half inches and contains eighty one pages 

i n  French and eight  i n  English, A fourth, the smallest 

note book, four inches by s ix  inches, contains only eighteen 

pages of French notes. These twelve note books contain 

approximately two hundred and ninety pages of French notes, 

averaging about one hundred words t o  the page, making a 

t o t a l  of appro%imately twenty nine thousand words. The 

twelve books a lso contain approximately seventy seven 

pages of  English notes, making about seven thousand seven 

huund~ed words. 

The notes i n  these twelve note books are the notes 

taken by MacKaye during Delsarters lectures, and are  just 

such notes a s  would be expected i n  material  taken rapidly 

during lectures.  Portions a re  pract ical ly  unintel l igible ,  

and much of the material i s  fragmentary and incomplete. 
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The notes a re  f u l l  of m3.sspellings, bad grammar, and poor 

sentence structure,  as would be expected from material  taken 

down i n  haste. To give a c learer  idea of these books, two 

pages a re  photographically reproduced on the following 

pages. 
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The la rge  note book i s  nine inches by th i r teen  and 

one half  inches, and c m  t a ins  approximately eighty one 

pages of MacKayets long hand. These pages average approxi- 

mately three hundred words each, making a t o t a l  of approxi- 

mately twenty f oetr thousand three hundred words, Evidently 

i n  the i n t e r e s t  of a more permanent record, MacKaye copied 

in to  th i s  book, i n  ink, the French lecture  notes from the 

s e r i e s  of twelve smaller note books, with the exception of 

two sections, " ~ t A r t  de Nonsieur ~ e l s a r t e " ,  and the "Prin- 

c ip le  du Circumincession", together with fragments and re- 

statements and the English notes. The English notes were 

possibly added t o  the smaller note books a f t e r  MacKaye had 

made h i s  more permanent record i n  the large note book, 

Thus the essence of the en t i re  lecture  notes i s  included 

i n  the large note book with the exception of the two sec- 

t ions  mentioned above. In  copying the material from the 

small books in to  the la rger  one, MacKaye made no e f f o r t  to  

improve the organization or  to  complete any of the fragmen- 

t a ry  material, but copied verbatim, repeating misspellings 

and grammatical errors ,  The notes i n  t h i s  large book are 

jumbled together with no order, paragraphs on en t i r e ly  

d i f fe rent  subjects often appearing on the same page, The 

f i r s t  eleven pages of the book contain a "Table des Matieres" 

with subject headings arranged alphabetically and with the 

proper page numbers given for  each subject ,  This index 

does not indicate any organization of the material,  but 

serves merely for  reference purposes. This en t i re  note 

book i s  included as Appendlx A of t h i s  thes i s ,  Photographs 



of a l l  charts  and diagrams are  included, They not only 

serve a s  authentic reproductions of these charts ,  but also 
1 

serve a s  specimens of the handwriting i n  t h i s  book. 

These notes may be authenticated i n  several ways: 

the large note book contaim NlacKap s 6fgnature and Paris  

address, a nd i s  dated March 17, 1870. The sf gnature may 

be authenticated by comparison w i  th  the photographic re- 

productions of MacKaye 1 s signature i n  Epoch, the biography 
2 

of Steele NacKaye by h i s  son Percy MacKaye , This book 

also confirms the f a c t  tha t  MacKaye was l iv ing  a t  the 

Par is  address given i n  the la rge  note book, during March, 
3 

1870. The large note book thus seems t o  be authentic. 

The small note books have no signatures nor a re  they 

dated, b u t  they may be authenticated i n  several ways: 

f i r s t ,  these are obviously notes taben by a student of  Del- 

sarte,  f o r  he i s  personally referred to i n  several  places; 

they are  a lso obviously notes t&en  by an American or an 

Englishman because of the esence of sane notes completely 

i n  English and of a few pages i n  which English and French 

are  mixed indiscriminately, The English notes a r e  correct 

as  to  spell ing and grammar while the French i s  often faulty,  

lncluded in  the MacKaye materials i s  a rough transla- 
t ion  of t h i s  note book presumably done by D r .  S. S, 
Curry, o r  by others under h i s  direction.  This t ransla- 
t ion  i s  highly inaccurate. Many words are poorly or quit e 
wrongly translated.  There a re  alrs, major e r rors  such 
as the omission of the negative 'net', thus making a 
posit ive statement instead of a negative one, The 
t ranslat ion was of some value, chief ly  i n  the organiza- 
t ion  of the material,  but i n  the main t h i s  thes i s  was 
prepared d i r e c t l y  from the French notes r a the r  than from 
the t rans la t ion ,  
MacKaye , Percy, Vol, I, p. 10. 
-* Ibid V 0 1 . 1 ,  



indicating that  the writer  knew English bet ter  than French. 

In  t h e  second place, the f a c t  tha t  the notes i n  these 

small books a r e  copied verbatim i n t o  the large note book 

would indicate that  these books were i n  the possession of 

the owner of the large book; i n  addition, the handwriting 

i n  the small books i s  the same a s  t h a t  i n  the large book, 

indicating t h a t  one person wrote tP& notes i n  the small 

books and a l so  copied them in to  the large book. In the 

th i rd  place, the handwriting i n  the small books and the 

large book seems to  be the same a s  the phctogmphed specfmens 
4 

of Steele MacKaye ' Y handwriting as  given i n  Epoch. Finally,  

each of the  small note books avld the large note book i s  

marked, i n  a d i f f e ren t  handwriting, "Mr , MacRayel s note book 

while studying with Ilelsarten, or a similar phrase con- 

taining both names. While t h i s  handwriting has not  been 
5 

ident i f ied,  the fact t h a t  the books are so marked i s  

corroborative evidence o f  the authentici ty of the note books. 

Thus the weight of evidence i s  i n  favor of accepting a l l  

the notes, the twelve small note books and the large note 

book, a s  the authentic work of Steele MacKaye. 

The l a rge  note book, a s  s t a t ed  above, i s  dated 

March 17, 1870. The small note books a r e  not dated, but 

they are  obviously notes taken during the period from 

4,  Ibid., Vol .  11, pp. 221 and 467. 
5, handwriting i s  probably that  of D r .  S. S. Curry 

who secured possession of the note books af te r  Uac 
Kayets death. If  so, i t  would be an addi t ional  point 
of evidence, f o r  Curry studied with MacKaye and un- 
doubtedly knew h i s  handwriting well. Possibly he had seen 
these books while PdacKaye was al ive.  



October 1869 to July 1870, f o r  this was the only time i n  
6 

which MacKaye studied with Delsarte. In  addition, the 

f a c t  that  the notes from the small books are copied into 

the large book, which i s  dated March 17, 1870, would indi- 

cate tha t  these notes were taken previous t o  t h i s  date. 

Undoubtedly, then, these note books contain the notes t a b n  

by Steele MacKaye during the time that he studied with 

Delsarte; the period from October 1869 t o  July 1870. 

These notes probably represent Delsarte f s theory 

a t  i t s  culmination, A t  the r i s k  of some repe t i t ion  of  

items from the previous chapter, a few f a c t s  w i l l  be given 

here to  support t h i s  statement. Delsarte opened h i s  f i r s t  
/ 

"Cours dtEsthetique Applfque" i n  1839 and began publicly 
7 

teaching h i s  philosophy of expression a t  t h a t  time. He 

died i n  July the age of s ixty ,  just  one 
8 

year 

a f t e r  MacKaye had completed his study. During t h i s  year, 

the year of the Franco-Prussian war and the disorders 

the cornmune which f oll.owed, Delsarte was a refugee a t  h i s  
9 

native vi l lage of Solesmes and i n  ill he& th. He could 

have added l i t t l e  t o  h i s  philosophy or system during 

t h i s  year. Thus his major work must have been done be- 

tween 1839 and 1870. NacKayet s study came a t  the very end 

of t h i s  period, so i t  seems reasonable to  assume tha t  Deb 

s a r t e ' s  philosophy and system were complete a t  the time 

6, Supra, p.19 
7. Supra, p.17 
8 ,  Supra, p.25 
9. Supra, p.21 



of MacKay e ' s study . 
Whether these notes give the whole of Delsartef  s 

tkeory i s  a matter of conjecture. MacKaye's studies 

with Delsarte had been abruptly terminated by the Franco- 

Prussian war. Whether or  not he had secured the whole of 

the theory during h i s  eight months of study i s  impossible 

to  say, although from available evidence i t  seems l ike ly  

that he did. MacKaye says of himself i n  the fragment of 

unpublished autobiography: 

"1n l e s s  than two years he had mastered the f a c t s  evolved 
by Delsartet s labors--and was accepted as a co-laborer by 
the grea t  master himself a s  the teacher of h i s  classes." 

Although MacKaye here stretches the time t h a t  he studied 

with Delsarte, he says def in i te ly  that  he had "mastered the 

f a c t s H ,  and the f ac t  tha t  he did actual ly  do part  of the 

teaching under Delsartef s direct ion during the l a t t e r  par t  
10 

of h i s  study, would indicate t h a t  he had secured a t  l e a s t  

the essent ia l s  of the whole theory. As w i l l  be seen l a t e r  

i n  the analysis of the notes, the material  seems to be 

reasonably complete, 

From the data  here given it seems reasonable to  draw 

the following conclusions : 

1. The notes i n  the ser ies  of small note books a r e  

the origina) ones taken by Steele NacKaye during h i s  

study with Del-sarte; 

2, The notes f ~ o m  the small note books were copied 

10, Supra, p. 19. 
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by MacKaye in to  the la rge  note book for t h e i r  be t te r  

preservation; 

3. MacKaye knew the Delsarte system thoroughly and 

understood it f'ully; 

4. The notes  are reasonably complete; 

5. These notes represent the Delsarte philosophy and 

system at i t s  culmination, that i s ,  i n  its f i n a l  form. 



CHAPTER THREE 

PHILOSOPHIC BACKGROUNDS 

In  1887 Steele NIacKaye wrote: 
tl It i s  no exaggeration t o  say t h a t  Delsarte l i f t e d  

expression t o  the leve l  of an exact science, f o r  he found 
the fixed laws of a r t  i n  nature, and advanced only such 
propositions a s  could be ins tan t ly  ve r i f i ed  by the a r t i s t  
i n  himself ."I 

This quotation gives the key t o  the cen t ra l  aim of 

Delsartets  philosophy; t o  "find the fixed laws of a r t  i n  

nature" and t o  discover t h e i r  applieation t o  a l l  a r t  i n  

general and to expression and acting i n  par t icular .  The 

system i s  referred t o  i n  the above quotation, and i n  many 

other places, a s  a system founded on science. The system 

was, however, not a science i n  the modern sense of the word, 

but was purely philosophical and speculative. 

Delsarte defined the science which would revea l  the 

fixed laws of art as: 
It La  possession dfun criterium dfexamen contre 

lequel aucun f a i t  se pro tas temn2 3 

This c r i t e r ion  Delsarte found i n  the principle of 

the  t r i n i t y :  

"11 d6montre dans une maniere c l a i r e  e s t  indaignable 
que ce t t e  criterium e s t  l e  principe mystique de l a  ~ r i n i t d .  

O r  l t i d6e  de l a  Tr in i te  jusqu'ici a e t e  tellement 
obscure qulel le  demande un explication--cette explication 
nous l e  trouvons dans l e  def in i t ion  que Mons Delsarte a 
e t a b l i  de l a  Trini te .  

La Tr in i te  es t  un uni te  fonde sur 3 chose qui sont 
entre  e l l e s  

1. Preface t o  the bu l l e t in  of MacKayet s "school of Expres- 
sion", published i n  New York, 1877. 

2. "Lf A r t  de Mons ~ e l s a r t e ' ,  Appendix B, pa 2, l i n e s  25-26. 
3. A l l  French quotations a re  reproduced as they occur i n  

the manuscript. Spelling, grammar, capi ta l iza t ion  and 
accent marks are  given a s  NacKaye wrote them. 



Thus t r i n i t y  means a uni ty  composed of three things: 

three things t h a t  ex is t  together and cannot e x i s t  separ- 

a te ly;  three things in which each one of the three i s  

necessary t o  the other  two to  form a perfect unity; 

three things i n  which each i s  equally e f f i c i e n t  with the 

other two i n  expressing the unity,  For example, any 

object has height, width, and thickness; time consists  of 

past  time, present time, and future time, e t c .  Each of 

the three in both cases i s  "coexistent, coneccessaire, e t  

coefficient",  

The principle of the t r i n i t y ,  then, according t o  

t h i s  theory, i s  the c r i t e r ion  a l l  science . Science 

con$ists  of discovering the fundamental t r i n i t i e s  of a l l  

things, and thus establishing the "raison d 'e t ren  of t h e i r  

existence and t h e i r  products. MacKaye explains it a s  

follows: 

"La science de Mons Delsarte consiste a d i r ig6  l a  
lumiere de c e t t e  criterium dfexarnen sur toute chose e t  
en vertu de c e t t e  id& de l a  Tr in i te  de decouvrir leur 
organism intime, e t  de constater l e  ra ison d f e t r e  de 
leurs  produits externes. 

Sur c e t t e  examen e t  sur l a  science ainsi  e t a b l i  
il base tout son a r t ,  

Dans sa science nous trouvons l e s  raison d f e t r e  
raathematiques de tous l e s  e f f e t  de son art."5 

Thus the basis of the Delsarte system i s  the philo- 

sophical conception of the t r i n t t y .  Every phenomem i n  

4. "LfArt de Idons ~ e l s a r t e " ,  Appendix B, p, 2, l i nes  29-41, 
5. Ibid p. 2, l i nes  42-49 and p. 5 ,  l i n e s  7-9. -* 3 



nature can be resolved into  i t s  fundamental three, and 

the purpose of science i s  t o  discover these underlying 

t r i n i t i e s  which form the key t o  the divine reason of 

things. Thus through the principle of the t r i n i t y  man 

can a r r ive  a t  absolute knowledge, f o r  everything i n  nature 

i s  triume just as everything i n  heaven i s  triune, and both 

heaven and ea r th  a r i s e  from the divine t r i n i t y  of Father, 

Son, and Holg Ghost. Philosophy and science, i n  f a i l i n g  

to  recognize th i s  fundamental tr iune nature of the universe 
6 

and a l l  i t s  2arts, have f a i l ed  t o  discover the t ru th ,  

"La sc ieme ou 1 t I n s t i t u t  aujourdfhui e s t  un neant 
superbe. Les musiciens--1es philoloques-enf i n  presque 
toute home savant ne s a l t  r i en  des vraies bases fondamentales 
do leur specialit6s."? 

Science not only has f a i l ed  t o  discover the t ruth ,  but 

also has f a i l e d  to present w h a t  t r u t h  i t  has, The t r u t h  

must be made clear t o  everyone--to men, to  women, and to 

children, and must not be reserved for  the few, In order 

t o  do th i s  it must present a doctrine accessible t o  a l l ;  

give humanity l iving examples t o  support th i s  d o c t r b e ;  

and perpetuate the doctriae through an ins t i tu t ion .  Only 

one philosophy i s  able to  s a t i s f y  t h i s  t r i p l e  demand of 

the truth;  the Christian philosophy, which i s  based on 

the fundamentax conception of the t r i n i t y ,  Chris t iani ty  

supplies the doctrine; Christ supplies the  l iving example; 
8 

the church supplies the ins t i tu t ion .  

6,  Appendix A, p, 50, l i nes  24-30 and p, 51, l i n e s  1-28, 
7, Ibid., p, 62, l i nes  39-44, 
8, -* p,  51, l i n e s  40-54 and p, 52, l i nes  1-34. 



"Rien de tout cela  n la  e t e  fourne par l l~umanitb--  
mais tout  cela  a 6t6 revel6 e t  donne a l e ~ u m a n i t 6  par 
Dieu-dam l e  ~ h r i s t . " g  

Delsartet s philosophy is  c lear ly  the Chris t ian  philosophy. 

" ~ o u t e s  principles philosophiques qui ne de coule 
pas-come de sa  source meme dcun prlncipe Chretien, 
n*  e s t  qucun coupable extravagance 2 1 0  

According t o  the theory everything i n  nature  is 

triune. Man, however, the highest form of nature, i s  

composed of two t r iune natures representing a duali ty.  

Man i s ,  a t  one and the same time, a physical being and an' 
11 

incorporated s p i r i t .  In  h i s  s p i r i t u a l  beillg man was 

created i n  the image of God, In h i s  physical being he was 
1 2  

created t o  resemble God. Man thus belongs to  two worlds, 

the physical world of earth,  and the s p i r i t u a l  world of 

heaven. The s p i r i t u a l  being i s  ca l led  the immanent being; 
13 

the physical being i s  cal led the organic being. I n  

h i s  immanent being man r e f l e c t s  a l l  the c e l e s t i a l  v i r tues;  

i n  h i s  physical being man r e f l e c t s  a l l  the t r a i t s  of the 
14 

animal world. The immanent being tends to e levate  man 

t o  the leve l  o f  the  =gels; the physical being tends to 
15 

degrade him to the leve l  of the animals, These two beings 

are  i n  close correspondence i n  t h a t  the organic being i s  

a re f lec t ion  of the  immanent being. 

-lines 
l i nes  
l ines  
l ines  
l ines  
l ines  
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32- 34. 
52- 56. 
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"A chaque fonction s p i r i t u e l l e  repond me fonction 
du corps, A chaque rande fonction du corps correspond 
un acte  sp i r i tue l ,  11 16 

O r  again: 

"Les ac tes  organic sont l e s  manifestations des ac tes  
Imanen t e  s . 17 

Each of the two natures of man, the s p i r i t u a l  being and 

the organic being, i d  composed of a t r l n i t y ;  that is ,  the 

s p i r i t u a l  nature i s  composed of three elements, and the 

organic being, which i s  a re f lec t ion  o f  the s p i r i t u a l  

being, i s  a lso composed of three elements, each correspond- 

ing t o  one of the s p i r i t u a l  or  imaanent elements, 

These basic t r i n i t i e s  of the immanent being and of 

the organic being are given i n  the following paragraph: 

"Lt~omrne f a i t  a llirnage de Dieu porte manifestement, 
en son e t r e  substant ie l  comrne en son corp, ltauguste 
empreinte de sa t r i p l e  causali te.  

L'Zomme sent, e n s ,  e t  aime. 
I1 sent en vertu d une Vie " pense ff " dtun Esprit  

tt  ahe 11 11 IT ~me,nl8  

Thus the t r i n i t y  of the immanent or sp i r i tua l  being 

i s  l i f e ,  mind, and soul, and the corresponding t r i n i t y  

of the physical or  organic being i s  feeling, thought, and 

love: feelfng produces the perceptual s t a t e  of memory; 

thought produces the in t e l l ec tua l  s t a t e  of understanding; 
19 

love produces the moral s t a t e  of w i l l ,  Thus memory 

corresponds to  life; understanding corresponds to mind; 

16. Appendix B., p, 4, l i n e s  38-40. 
17, Appendix A, p, 42, l i nes  24-25. 
18. Appendix B, p,  3, l i nes  4-8. 
19. See chart below, 
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w i l l  corresponds t o  soul, 

The three essent ia l s  of the immanent t r i n i t y ,  l i f e ,  

mind, and soul, a r e  not accurately defined angwhere i n  

the notes, but they a r e  vaguely explabed  i n  tlls following 

flowery and somewhat indef in i te  sentences: 

"La Vie--Force lunineuse e t  brulante. Crest l e  
foyer dfou J a i l l i  l a  lumiere e t  dfou  sfallume l e s  f l a w s  
de l f w o u r .  Crest l a  source des Raisons serninales, 

LIEsprit--Est l a  lwniere de l a  Vie. Cfest  l a  
splendeur de l a  Vie e t  lressence de l f a m o u r ,  Cfes t  une 
lumiere vivante e t  souvereigne. Crest l a  source des 
raisons speculat i f ,  

Lf  Arne--Est 1rEt incel le  qui embrasse le  coeur . 
Crest l a  vivant ardeur de la lumiere i n t e l l i g i b l e ,  Cfes t  
l a  Beattitude que l f o n  outbe dans l a  pleinitude de l a  
Vie e t  de l a  lurniere. n28  

Now each of the essent ia ls  of the immanent t r i n i t y  

of l i f e ,  mind, and soul, i s  a lso triune, thus giving nine 

manifestations cal led immanent a c t s  o r  irnmancences, which 

a re  defined and l i s t e d  a s  follows: 
11 Les immanences veut d i r e  ce qui e s t  en soi. 
Les irnrnanences constitue ce qulon peut appelerw- 

l'organism intime de lfBome. 
Les immanences dan l ' e t r e  Humain mnt  consti tud 

par l e s  t r o i s  Essences consti tutives de 1tEtre--cfest  
a  d i re  l a  Vie, I f E s p r i t ,  e t  1 1  Ame, 

Les Immanences sont--dans l a  Vie 
lmo, Sensation, qui e s t  l a  Vie 
2do. Ins t inc t  n 1 'Esprit  Qui produit 
3ti0, Sympathie " 1fA.e  l a  Memoire 

Dans l f E s p r i t  
lmo. Le Jugement gui e s t  l a  Vie de l 1 E s p r i t  
2d0, LI Induction 11 " 1rEspri t  " I; 

n 11 
du i t  ILfEn- 

3ti0,  La Conscience " " lrAme tendement 
Dans lf Arne 

lmo, Le Sentiment qui e s t  l a  Vie de l t b e  
2d0, Lf In tu i t ion  n " l 'Espr i t  Qui produit 
3ti0. La ContemplationH ' 1 1  Arne 11 II l a  ~olont6"21 

Thus l i f e ,  the f i r s t  of the immanent essences, produces 

20. Appendix A, p. 41, l i nes  19-41, 
21. Ibid., p. 42, l i nes  5-23, 



sensation, in s t inc t ,  and sympathy, which combine i n  the 

organic being to  produce memory; m i n d ,  the second of 

the immanent essences, produces judgment, induction, and 

conscience, which combine i n  the organic being t o  produce 

understanding; soul, the t h i r d  of the immanent essences, 

produces sentiment, in tui t ion,  and contemplation, which 

combine i n  the organic being to  produce w i l l .  

In  order t o  c l a r i f y  the relat ionship of the immanent 

being and the organic being, and the correspondence of 

these two through the operation of the nine imminent acts ,  

the following chart  i s  given. 

Immanences 

Sensation 
/ ~ n s t i n c  t\\ 
'~ympath~-memor~ 

/Iif - \ 
/ 

Immanent Being 

Being \ soul- Sentimen t - w i l l  
\ \~ntu i t ion/ /  

Contempla t ion  

The princfple of the t r i n i t y  i s  further explained by 

the "Principe du Circumincessionn, which Curry t rans la tes  
22 

as the principle of intertwining. This principle a t  tempts 

to  explain the relat lonships of the three essences of any 

t r i n i t y .  A t r i n i t y  i s  not composed of any three casual 

objects, but must consist of three things de f in i t e ly  re- 

la ted  i n  such a way that  each of the three a f f e c t s  the 

o the r two, 

2 2 ,  Curry, S.S., Op. C i t  ., p, 344. 



"La Circumincession e s t  lternprunt que chaqun de 
ces t r o i s  termes f e ra  a ses congeneres. De t e l l e  facon 
que tous sont dans chaqun des t r o i s ,  Comment tous peut- 
i l s  e t r e  en chaqun des t r o i s ?  Pa r  un emprunte reciproque."23 

Thus circumincession me ans the reciprocal  impressions 

of the three elements of a t r i n i t y ,  One of the elements 

i s  always primitive and basic  t o  the other two, In  the 

Divine Trinity, fo r  example, the Father i s  basic;  the 

Father begot the Son, alld the two together, by common 
26 

inspiration,  produced the Holy Ghost. Thus the Holy 

Ghost, being the r e su l t  of and containing the Father and 

the Son, i s  the highest of the three i n  the t r i n i t y ,  but 

each one of the three contains the stamp of the other two.25 

This principle applies t o  man i n  the following way: 

there i s  a d e f i n i t e  relat ionship among the three e s sen t i a l  

essences of being, l i f e ,  mind, and soul, and each i s  

affected by the other two, Life shows the influence of 

mind and soul; mind shows the influence of l i f e  and soul; 

soul shows the influence of l i f e  and mind, Life, &ich 

a r i s e s  from the fa ther ,  i s  the primitive and basic one of 

the three.  Life engenders mind which a r i s e s  f rom the Son, 

and l i f e  and mind together, by the i r  common inspirat ion,  

produce soul which a r i s e s  f r o m  the Holy Ghost, Thus soul 

i s  the highest of the 
26 

three the product the 

o the r two , 
The principle a f fec t s  the nine immanent ac ts ,  or 

23. Appendix B . ,  p. 6, l i nes  12-17. 
24, Ibid., p, 8, l i n e s  12-16, 
25, Ibid., p. 9, l i nes  10-14, 
26, Seechar  t below. 
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immanences, i n  the following way. Each of the essent ia l s  

of the immanent being, l i f e ,  m i d ,  and soul, is  t r i p l e  a s  

s ta ted  above. That is, l i f e  i s  divided into  three 

immanences or  immanent acts;  mind i s  divided in to  three 

immanent ac t s ;  soul i s  likewise divided. According t o  

the principle of circumincession or interrela t ionship,  

each essent ia l  ( l i f e ,  mind, and soul)  exer ts  influence 

upon the immanent ac ts  associated with the  other two essen- 

t i a l s  a s  well  a s  upon i t s  o m  immanent acts.  So i n  the 

t r i n i t y  associated with each there w i l l  be one immanence 

that i s  most affected by l i f e ,  one that i s  most affected 

by mind, and one tha t  i s  most affected by soul. Thus i n  

the immanences of l i f e ,  sensation i s  cal led the l i f e  of 

the  l i f e ;  i n s t inc t  i s  ca l led  the mind of the l i f e ;  sym- 

pathy i s  ca l led  the soul of the l i f e .  I n  the imanences 

of mind, judgment i s  called the l i f e  of the mind; induction 

i s  called the mind of the  mind; conscience i s  called the 

soul & t h e  mind. In the immanences of soul, sentiment 

i s  ca l led  the l i f e  of the soul; i n tu i t ion  i s  cal led the 

mind of the soul; contemplation i s  cal led the soul of 

We soul. The lmmarmence most influenced by the e s sen t i a l  

t o  which it belongs i s t h e  immanence par excellence for  

tha t  group, thus sensation i s  the l i f e  of the l i f e ;  induc- 

t i o n  i s  the mind of the m i n d ;  contemplation i s  the soul  of 

the  SOU^, 

It has been said above t h a t  m a n ,  i n  h i s  immanent 

being, r e f l e c t s  a l l  the c e l e s t i a l  v i r tues ,  and i n  h i s  

organic being, a l l  the a tbr ibutes  of the animal world. 



This i s  fur ther  explained i n  the following paragraph: 

"11 s t u n i t  avec l e s  betes par l tanimal i t6  de 
1 1  organism. L' Home malpropre rappele l e  cochon--un 
autre  un chat. I1 y a I thome chien--1thomrne lion. 
Enfin toutes l e s  a t t r ibut ions  infer ieur  donne a I thome 
sont p p t e s  des mondes infer ieurs .  It 

S i  donc l t ~ o m e  resume toutes l e s  anirnaux e t  l e s  
legumes, dtun autre  cote par cela meme qur i l  e a t  image 
de Dieu il doi t  trouv6 au Ciel  ses  os tu la te  Hommes, ou 
l e s  a f f i n i t e s  ce les te  de son etre."g7 

The c e l e s t i a l  a f f i n i t y  or vir tue to which man should asp i re  

i s  ca l led  the postulate man. Each of t h e  three essences of 

the immanent being has i t s  own hwnan postulate. The postu- 

l a t e  of l i f e  i s  purity; the postulate o f  mind i s  knowledge, 
28 

and the postulate o f  soul i s  perfection,  I f  man i s  to 

aspire t o  these postulates he must do so by v i r tue  of h i s  

organic ac t s  of memory, understanding, and w i l l .  Thus 

memory, corresponding to  and produced by l i f e ,  asp i res  t o  

purity; understanding, corresponding t o  and produced by 

mind, asp i res  to  knowledge; and w i l l ,  corresponding t o  and 
29 

produced by soul, aspires  t o  perfection. 

The immanences and human postulates a r e  d i r ec t ly  

controlled and governed by ambassadors of God- the angels. 

In  order to  control  the nine immanences there must be 

nine categories of angels alld these must be arranged i n  

three hierarchies o r  t r i n i t i e s  i n  order t o  govern the 
30 

three  human postulates. These hierarchies a r i se  from the 

Divine Trini ty  of Father, Son, and Holy Ghost. The hierarchy 

ar i s ing  from the Father i s  the hierarchy of strength o r  

y ,  &p,A, p. 44, l i nes  1-14. 
28. Xbfd., p. 44, l i nes  48-55, 
29. m., p. 42, l i nes  39-42, 
30. m., p. 44, l i nes  21-45. 
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power. It$ three rays of being, or angels, are powers, 

dominions, and vir tues .  These a f fec t  the immanences i n  

the following way: the powers purify and enlighten the 

senses; the virtues purify the ins t inc ts ;  the dominions 

draw and warm the sympathies. Thus the human postulate of 

the f i r s t  hierarchy i s  purity. I t s  function i s  to  purify 

the memory or the l i f e  of the human being. 

The hierarchy ar is ing from the Son i s  the hierarchy 

of knowledge. It consists  of three divine rays : angels, 

archangels, and pr inc ipa l i t ies  . The angels ins t ruc t  man; 

they are  the in te rpre ters  of divine law; they enlighten 

judgment. 'l'he archangels enlighten the conscience, which 

judges the inductions a s  the inductions judge the judgments. 

Thus the h u m  postulate of the second hierarchy is  en- 

lightenment o r  howledge, an3 i t s  function i s  t o  enlighten 

the understanding or  the mind of the human being. 

The th i rd  hierarchy a r i s ing  from the Holy Ghost i s  

the hierarchy of holiness. It i s  the hierarchy par ex- 

cellence. The angelic rays i n  t h i s  hierarchy a re  thrones, 

cherubim, and seraphim. The thrones f i x  and inspire  the 

sentiments, the cherubim supply intui t ion,  and the seraphim 

arouse conternplat ion. The human postulate of t h i s  hierarchy 

i s  perfection. I t s  function i s  to  perfect  the human w i l l  

o r  the soul. 

Thus each hierarchy of angels has i t s  special func t im 

and its special hman postulate. The hunan postulate of 

the f i r s t  i s  purity, and i t s  function i s  to purify; the 



postulate of the second i s  knowledge, and i t s  function i s  

to enlighten; the postulate of the t h i r d  i s  perfection, 
31 

and i t s  function i s  tp  perfect.  These human postulates 

correspond to  the organic a c t s  of memory, under starding, 

and w i l l .  

The immanent essences of l i f e ,  mind, and soul, a r e  

expressed, th~ough  the organic a c t s  of feeling,  thought, 

and love, by three physical, mechanisms, Life,  with i t s  

inmanent a c t s  o f  sensation, in s t inc t ,  and sympl thy, is  

expressed by the vocal mechni sm; mind, with i t s  accompany- 

ing immanences, judgment, induction, and conscience, i s  

expressed by the buccal mechanism; soul, with i t s  immanences 

of sentiment, in tui t ion,  and contemplation, i s  expressed 
32 

by the dynamic mechanism, 

Each of these three mechanisms i s  a l so  t r i p l e  i n  i t s  

composition. The vocal mechanism i s  composed of the lungs, 

the back of the mouth, and the larynx. The buccal mechanism 

i s  composed of the velum, the l ip s ,  and the tongue. The 

dynamic mechanism i s  composed of the head, the body, and 

the face. The limbs serve as accessories i n  expressing the 

three pa r t s  of the body, Each of these mechanisms produces 

i t s  o m  peculiar form of expression, The vocal mechanism 

produces inf lect ion;  the buccal mechanism produces the 

word; the dynamic mechanism produces gesture. These three 

products proauce, a s  the r e su l t  of successive ac t iv i ty ,  

three languages. These a re  the language of music, resu l t ing  

31, yhis classif ' ication of angels i s  pa ra l l e l  t o  t ha t  o f  
medieval theology. Cf . Dante Convito . 

32. Appendix B., p. 3, l inesEd19 -4, l i n e s  1-11, 



from the inf lect ion;  the language o f  logic, resu l t ing  from 

the word; the language of mimicry, resul t ing from the 
33 

gesture. 

In  order to  give a visual representation of the 

theory the system i s  summarized i n  the following chart .  

The chart  i s  arranged t o  show the re la t ionship of man t o  

God through m a n ' s  immanent ( s p i r i t u a l )  being and his organic 

being. For clarley each hierarchy of the t r i n i t y  i s  shown 

in a different color. The hierarchy of the Father which 

gives r i s e  t o  l i f e  i s  shown i n  red; the hierarchy of the 

Son which gives r i s e  to  mind i s  own i n  green; the hierarchy 

of the Holy Ghost which gives r t s e  t o  soul i s  shown i n  

blue. The "Circwnincession", the reciprocal influence of 

l i f e ,  mind, and soul, i s  shown by dotted l i n e s  i n  the 

appropriate color, The influence of the angels on the 

ivmanences i s  shown with a broken l ine  thus X--x--x-- . 

33. 1 1  bod., p. 4, l i nes  25-28. 
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I n  the pract ical  working out of th i s  system, man 

should be looked a t  from three points of view. These are  

the essent ia l ,  the organic, and the aesthet ic ,  These seem 

not to  correspond i n  any way t o  the system as  already given 

i n  the chart,  but seem t o  be viewpoints or methods of 

approach to the study of man, From the essent ia l  point of 

view man i s  divided in to  the three cons t i tu t ive  powers 

of being, l i f e ,  mind, and soul, and, from t h i s  point of 

view, man1 s iml~lanences are studied. From the organic 

point of view, man i s  divided into  three centers: the 

generative, abdomen and sex; the cephalic, head and brain;  

the thoracic, chest and hear t .  From t h i s  point of view 

mants anatomy and a c t s  a r e  studied, From the aesthet ic  

point of view man i s  divided into  three major types: the 

const i tut ional  o r  natural  type; the a r t i f i c i a l  or habitual  

type; the passional o r  emotional type. From t h i s  point of 
34 

view the sentiments and t h e i r  significances a r e  studied. 

There a re  two aspects of the aesthetic;  the aesthet ic  

proper, and the semeiotic. The semeiotic and the aesthet ic  

proper a re  two opposite ways of approaching the problem of 

expression. The aesthet ic  proper f ee l s  the emotion and 

expresses i t  through cer ta in  organic movemen"c. It i s  

the expression of the immanences through the organic, 

"Les 1,Ivts. Immanent s e tan t  donne 1 1  Esthetique 35 
specif i e  l e s  Expressions Organiques qui l e s  expriment." 

The semeiotic, on the other hand, determines the 

34, Appendix A, p, 52, l ines  35- 52 and p, 5 3 ,  l i nes  1-10. 
35, Ibid., p* 55, l i nes  51-53, 



emotion f'rom the organic ac t ,  

" ~ e s  Expressions Organique s e tant  donne- l a  
semeiotique reconnaitre l e s  Mvts. Irnmanents qut i l s  
expr h e n  t . "36 

The aesthet ic  proper, then, i s  the outward expres- 

sion of the inner s ta te ;  the semeiotic i s  the recognition 

of the inner s t a t e  by i t s  outward manifestations. The 

aes the t ic  proper i s  inventive; the semeiotic is t ransla- 
37 

t ive.  

ftQuand un home exprime 1' ide'e attach6 a un Mvt .-- 
I1 f a i t  de l a  semeiotique.--Quand il t radui t  son id6e par  
ua Nvt .--3.1 f a i t  de 1(~s the t ique ."38  

Thus the idea t h a t  assuming cer ta in  positions w i l l  portray 

cer ta in  emotions a r i ses  from the semeiotic ra ther  than 

from the aesthetic.  Semeiotics i s  the foundation of 

aesthet ics ,  but the aesthet ic  i s  superior and more d i f f i -  
39 

cult.  

In  the Delsarte system both the semeiotic and the 

aes the t ic  proper seem t o  be used. The semeiotic i s  usefu l  

i n  analyzing express'ive movement and as  a method of study, 

but the study should be so well assimilated tha t  the rnove- 

ments become a spontaneous expressl on of the inner s t a t e  

of mind, and thus purely aesthetic.  This i s  fur ther  

emphasized i n  a br ie f  paragraph dealing with the pupi l ' s  

procedure f o r  study: 

"Le t r a v a i l  p a ~ t i c u l i e r  de lrEleve dans l a  composi- 
t i on  de ses e f f e t s  doi t  porter au l e r  l i e u  sur l f i n s p i r a -  
t ion,  au 2eme l i e u  sur l a  memoire e t a u  3eme l i e u  sur 1' - - Entendment. 

Pour qu'une lecon donne des r e s u l t a t s  feconds chez 
I f6 leve  il faut qule l le  s o i t  par l u i  reproduite, developge, 

36. Ibid.,  p. 53, l i nes  1-3. 
57. m d . ,  p. 53, l ines  33-44. 

p. 53, l i nes  33-35. 39. Ibid  p. 53, l ines  42-44. 
* 



e t  r6sum6e, c ' e s t  a d i r e  qu'apres l a  reproduction d'une 
lecon, il en f a u t  donner l 'analyse e t  l a  synthese."40 

In summary of the philosophical backgrounds the 

following conclusions may be drawn, 

1. The basis of the Delsarte system i s  a philosophical 

conception o f  the t r i n i t y  res t ing  on a foundation of 

t rad i t iona l  theology. HacKaye summarizes the theological 

aspects of the system a s  follows: 

"La science qui permet a l'homrne de specif ier  au 
sein d'un organisme compose' d'agents plus ou moins inertew- 
l a  science d is - je  qui nous f a i t  apercevoir au fond d'un 
organism, l e  feu alterne,  ou simultane de l a  Vie-de 1' 
Espri t  e t  de 1'Ame--est proprement ce qui caracter ise  
c e l l e  de Mons Delsarte. Laquelle e s t  fond6 sur l a  methode 
Pivine e l l e  meme, 

Plus brievement--cette science consiste a vo i r  
b r i l l e r  au sein  d'un o r  anisme plus an moins tenebreux 
l e s  causali tgs Divines, #41 

2. Man, i n  h i s  dual  nature, i s  composed of two t r i n i t i e s ,  

the immanent t r i n i t y  of l i f e ,  mind, and soul, and the 

organic t r i n i t y  of aemory, understanding, and w i l l .  Th.0 

organic t r i n i t y  i s  the re f lec t ion  of the immanent t r i n i t y .  

These t r i n i t i e s  a r i s e  f r o m  the Divine t r i n i t y .  Life 

a r i ses  from the Father, mind a r i s e s  from the Son, and soul 

a r i ses  from the Holy Ghost. 

3 ,  The immanent t r i n i t y  is divided in to  nine immanent acts.  

These are:  sensation, ins t inc t ,  and sympathy ar i s ing  from 

the l i f e ;  judgment, induction, and const35ence ar is ing from 

the mind; sentiment, in tu i t ion ,  contemplation, a r i s ing  f rom 

the soul. These immanent ac ts  are d i r ec t ly  controlled by 

God thratgh the angels. 

4. These a c t s  are expressed tkirough the three organic 

d., p. 31, l ines  23-32. 40. I b i  
41. Ibid., p. 63, l ines  30-38, 
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mechanisms, the vocal mechanism, the buccal mechanism, 

and the dynamic mechanism. Each of these mechanisms 

produces a special language. L i f e  i s  expressed tb~ough  

the vocal mechanism, which produces the inf lect ion,  o r  

the language of music; mind i s  expressed through the 

buccal mechanism, which produces the word, or the language 

of logic; soul i s  expressed through the dynamic mechanism, 

which produces gesture, or  the language of mimicry. 

5. The expression of the immanences through the three 

mechanisms may be studied through the semeiotic and 

expressed through the aesthet ic  proper, 



CHAPTER FOUR 

TKE DYNANIC MECHANISM 

The philosophical principles developed i n  the previous 

chapter are given the i r  prac t ica l  application i n  the material  

dealing with the dynamic met?-anism, or the body and i t s  

movements, There a r e  more notes dealing with  t h i s  subject 

than with any other subject discussed, as there a r e  twenty 

s ix  pages i n  the  large note book, to t a l l ing  approximately 

seven thousand eight hundred words, devoted t o  t h i s  phase 

of expression. The dynamic o r  physical mechani sm, through 

the movements of i t s  par ts ,  the torso, the head, and the 

l inbs ,  produces the language of mimicry, which i s  the ex- 

pression of the soul. According t o  the principle of c i r -  

cumincession, soul f s  produced by the common inspirat ion of 

l i f e  and mind, and i s ,  therefore, the highest of the three 

essent ia l s  of the immanent being, Thus gesture, which ex- 

presses the soul, i s  the highest form of expression and 

i s  more s ignif icant  than inf lect ion,  the product of l i f e ,  

and words, the product of mind, Gesture thus becomes the 

hub of the Delsarte system, and it  i s  i n  t h i s  f i e l d  t h a t  

the sys tern make s i t s  major contribution, 

It i s  the aim of t h i s  chapter t o  analyze these notes 

dealing with  gesture i n  order t o  discover the ru les  of 

the Delsarte system i n  regard to movement. The f i r s t  part  

of the chapter deals with movement and gesture i n  general 

and attempts to es tabl ish the general pr inciples  involved. 

In  the remainder of the chapter these pr inciples  a r e  

applied t o  the movements of the various p a r t s  of the body, 



the f e e t ,  head, hands, e t c ,  

While the dynamic mechanism expresses the soul 

primarily, i t  w i l l ,  because of the reciprocal influence of 

l i f e ,  mind, and soul, a lso express l i f e  and mind. In  

order t o  express these the body i s  divided in to  three major 

zones of gesture which correspond t o  the immanent t r i n i t y  

of l i f e ,  mind, and saul. The zone which corresponds to  

l i f e ,  called the v i t a l  zone, i s  the torso; t k r a t  which 

corresponds t o  mind, ca l led  the i n t e l l e c t u a l  or mental 

zone, i s  the head; tha t  which corresponds to  soul, called 
1 

the moral zone, i s  the face ,  These zones have t h e i r  own 

form of expression and i n  addition serve a s  s tar t ixg and 

stopping points for  movements of the hand and am. Thus 

if the hand makes a movement to  or from the head, the 

gesture i s  mental; if from the face,  the gesture i s  moral; 

i f  f r o m  the torso, the gesture i s  v i t a l .  

"Quand l e  geste par t  du torse c l e s t  v i t a l  ou sensual 
par excellence--quad il par t  de la t e t e  c 'es t  l l i n t e l l i -  
gence qui e s t  agit6--quand il part  de la f igure  c l e s t  lfatne 
qui sen ten2  

Accordiz~g t o  the principle of cir'cumincession each 

of these three zones w i l l  express i t s  o m  par t icular  

immanence and w i l l  a lso express i n  some degree the other 

two, Therefore, to s a t i s f y  the demand of th i s  principle 

each of the three zones, t ha t  i s ,  torso, head, and face, 

i s  sub-divided in to  three minor zones, one of which i s  

'1, The Yrench word which MacKaye uses i s  nanirnique". 
According t o  Genevieve Stebbins, a pupil of MacKaye, 

11 , he t ranslated t h i s  word a s  moral". See Genevieve 
Stebbins, Dslsarte Sys tern of Expression, p, 387, 

2. Appendix A, p. 40, l i nes  28-31. 



v i t a l ,  one of which i s  mental, and one of which i s  moral, 
3 

making i n  a l l  nine zones, Unfortunately these sub-zones 

a re  not described f u l l y  i n  the notes but merely named, 

Gestwles w i l l ,  of course, be modified by the sub-zone from 

which they s t a r t ;  that  i s ,  i f  a gesture s t a r t s  f ' r om the 

mental zone of the face, the gesture w i l l  be primarily 

m o ~ a l  because the face i s  the moral zone, but i t  w i l l  be 

affected by the mental sub-zone from which i t  s t a r t s ,  

In addit ion t o  the t r i n i t y  of the zones of gesture 

Delsarte indicates that  there  i s  a l so  a trini'cy of movement. 

The three forms of movement a re  not f'ully defined and no 

examples are given, but the  notes seem to indicate the 

following: (1) movement about a center, ca l led  normal. 

These seem to  be c i rcu lar  o r  sp i r a l  movements and a re  

v i t a l ,  corresponding to  l i f e .  Jus t  why they are  v i t a l  

and how they correspond t o  l i f e  i s  not stated.  ( 2 )  Move- 

ment away from a center, called eccentric,  These are  

evidently mw ements away from the body and a r e  mental, 

corresponding t o  mind. (3)  Novement toward a center,  cal led 

concentric. These a re  evidently movements toward the body 
4 

am3 a r e  moral, corresponding t o  so u 1. None of these 

forms are  fur ther  explained i n  the notes. These forms of 

movement give r i s e  t o  three basic a t t i t udes  or s ta tes :  

the normal a t t i t ude ,  the eccentric a t t i tude ,  and the con- 

cent r ic  a t t i t ude .  For example, these: statesmay be i l l u s t r a t e d  

by the positions of the f e e t ,  I n  the normal s t a t e  the f e e t  

i d  p. 40, l i nes  22-33. 3. 1.b * ?  
4. Appendix B., p. 7, l i n e s  1-7. 



a re  pa ra l l e l  and close together and the weight is  equally 

d i s t r ibmed  on both legs; i n  the  concentric s ta te ,  one 

leg  i s  drawn back and the  weight of the body i s  shif ted 

onto th is  rear  leg while the f ron t  leg i s  comparatively 

f ree ;  i n  the eccentric s t a t e  one leg i s  advanced and the 

weight of the body i s  shifted onto 
5 

the r ea r  l eg  comparatively f r e e ,  

forms of movement, about a center,  

away from a center, 

the forward leg leaving 

Thus we have the three 

toward a center, and 

It is  evidently permisstble to  use these three forms 

of movement simultaneously, with one par t  of the  body 

moving normally, another pa r t  moving eccentrically,  and 

a th i rd  pa r t  moving concentrically. The following quotation 

affords an i l lu s t r a t ion :  
18 Suposons donc i c i  l e  torse stable e s t  impassible 

a lo r s  que l a  t e t e  s'avance come pour dire--Venez a moi-- 
l e  bras contrairernent a l a  t e t e  se rapproche a l a  poi t r ine ,  

O r  i c i  on peut d i r e  que l e  corps e s t  normal, l a  
t e t e  excentrique--et l a  bras  concentrique en M a .  

Donc l e s  t r o i s  genres de Mvts se produisent i c i  
parallelement, "6 

These three forms may be combined i n  movements o r  

s t a t e s  t h a t  are primarily one form, but are  affected by one 

of the others. A movement or  a t t i t u d e  may be primarily 

normal, but may be, a t  the same time, pa r t ly  concentric, 

For example, i f  one of the f e e t  i s  drawn back only s l ight ly ,  

so that  the posit ion var ies  only a l i t t l e  from the normal, 

and only par t  of the weight i s  borne backward, the a t t i t u d e  

5.  Appendix A, p. 8, l i nes  5-30, 
6. -a Ibid 9 p,  40, l i nes  9-17, 



has qua l i t i e s  of both the normal and the concentric but 

with the  normal predominating. Hence i t  i s  ca l led  normo- 

concentric. I f ,  on the other hand, the foot  i s  drawn f a r  

back and a l l  the weight thrown on i t ,  the posit ion i s  the 

concentric par excellence, and i s  co ncentro-concentric . 
This process of combination permits p o s d b i l i t i e s  of 

nine degrees o r  classes of movement which a r e  the b a s i s  

of a l l  the movements of the body. These c lasses  are:  nomno- 

normal, normo- eccentric, normo- conc entr lc ;  eccentro-normal, 

eccentro-eccentric, eccentro-concentric; concentro-normal, 
7 

concentro-eccentric, concentro-concentric . In  order t o  

show more c lear ly  the combination of t h e  three into  the 

nine, the following chart  i s  included. No such chart  i s  

given i n  MacKayet s notes, but i t  affords a logical  and use- 

f u l  way of c la r i fy ing  these types of movement. 

. . . . Normal : Eccentric : Concentric : . 0 . 
:Normal : Normo- : Normo- : Normo- . 

.? : normal : ecaentric : concentric : . . . . 
:Eccentric :Eccentro- :Eccentro- :Eccentro- . . : normal : eccentric : concentric : 

0 . . 6 

:Concentric :Concentno- :Concentro-, :Concentro- : 
: normal : eccentric : concentric : 

A l l  movements of any p a r t  of the body may be c lass i -  

f i ed  under one of the  headings i n  t h i s  chart.  

Movements of the  body should be considered from three 

?. I* b * chart,  p. 55. 



points of view: a t t i tude ,  inf lect ion,  and position or 

plane in  which the movements are made. The a t t i t udes  are 

the i n t r i n s i c  and permanent forms which the body assumes 

under the sway of emotion o r  feeling.  They are  the more 

o r  l e s s  s tab le  conditions of the body, o r  a  p a r t ,  from 

which movement may s t a r t  or in to  which it may proceed, 

The a t t i t udes  of the f e e t ,  a s  described above, w i l l  serve 

as  i l l u s t r a t i o n ,  The inf lect ions  a re  the ex t r ins ic  form 

of the movement; the modifications which give f u l l e r  ex- 

pression to  the a t t i t udes ,  

"Tandis que l e s  Inflexions en s a t  l e s  modifications qui, 
par l eurs  Mvts, - e t  par leur  rythmes multiples, consti tue 
l a  vie des at t i tudes."8 

They d i f f e r  from, the a t t i t u d e s  i n  that the a t t i t u d e s  a re  

more o r  l e s s  stable while the inflections a r e  the ac tua l  

movements and are  thus f lee t ing  and t ransi tory.  The posi- 

t i ons  a re  the  planes or areas i n  which. the movement takes 

place. There a r e  three such posit ions or planes where 

movement may occur, A movement may take place i n  a  l a t e r a l  

plane, i n  an antero-posterior plane, o r  i n  a  v e r t i c a l  plane. 

These planes may be plot ted i n  the form of c i r c l e s  with 

special  m a r k i r ~ s  t o  indicate the form o f  the movement a s  i n  

the chart i n  Appendix A, page 55, The nine combinations of 

movement l i s t e d  above may occur i n  each plane, a s  w i l l  be 

seen i n  the chart. 

It was s ta ted  above t h a t  the torso was predominantly 

v i t a l ,  the head predominantly mental, and the face predomi- 

8, bid p. 21, l ines  4-7, 1 . 9  



nantly moral, These three parts  of the body give  rise t o  

three elementary movements i n  gesture: those which are 

v i t a l  which feeling o r  l i f e  controls, those which are  

moral which the w i l l  o r  soul controls, and those which are 

mental which the mind controls. The f i r s t  of these i s  a 

gesture under the  control of passion o r  emotion, that  i s ,  

of l i f e ,  which the whole body sffected previous 

th.e gesture. 

"Mnsi s i  par l e  f a i t  dfune Qmotion produite en 
nous a l a  vue dfun  objet quelconque, l a  main se porte in- 
voluntairement vers l u i  tou t  l'ensemble du corps doi t  
anterieurernent a ce Mvt s t e t r e  modifi6. "9 - 

Vital gestures which are  under the control  of l i f e  
10 

are  i n i t i a t e d  by the shoulder, The second elementary 

movement i s  a gesture under the control  of the w i l l .  Such 

gestures do not a f f e c t  the whole body previous t o  beginning 

the gesture, but only he ad, 

"S i  ou contrai re  nous elevons volontairemcnt l a  main 
vers l f o b j e t  e l l e  s fe levera  sans a f fec ter  i n  r i e n  10 corps 
qui do i t  e t r e  Qtranger a ce Mvt. p a r t i e l ,  

"Tous Nvts, - regis  par l a v o l o n t 6  commence par une 
indiquation de l a  Tete--- t1 11 

Thus moral gestures under the control  of the w i l l  are begun 

by the head, 

The th i rd  elementary gesture is  a gesture under the 

control of the mind. Such gestures do not a f fec t  the whole 

body and a r e  begun by the hand. ''Ceux ou LfEsprit  appercoit 
12 

ou s a i s i t  un phenomene qui cornmence par l a  main." Thus 

9 ,  Ibid, ,  p, 25, l i n e s  48-52, 
10. m., p. 26, l i n e s  11-12. 
11. m., p, 25, l i n e s  52-53 and p. 26, l i n e s  1-2 and 5-6, 
12 ,  - m., p. 26, l i n e s  13-14, 



mental gestures a r e  begun by the hand. Therefore, i f  a 

gesture begins with  the shoulder, the head, or the hand, 

i t  w i l l  indicate  whether it i s  controlled by emotion, or  

l i f e ;  by thought, OY mind; or by w i l l ,  o r  soul. 

A further philosophic principle deals w i t h  the r a t e  
13 

of motion. The r a t e  of movement of a gesturingmember w i l l  

depend on the mass of the member. The grea ter  the mass 

t h ~  slower the movement; the l e s s  the mass the more rapid 

the movement. Thus the movements of the torso w i l l  be 

comparatively slow; the movements of the head w i l l  be more 

rapid; and the movements of  the eye the most rapid of the 

three,  When the whole arm i s  moved i t s  r a t e  i s  f a i r l y  

slow; a r a t e  somewhere between the r a t e  of the torso and 

of the head. The forearm, however, may move more rapidly, 

and the hand more rapidly s t i l l .  The r a t e  of mm-ement may 

be calculated on the law of the pendulum, and thus the r a t e  

for  each portion of the body determined. 
tt Lorsqlun hornrne donne des coup de marteau de tout l a  

longeur de son bras-wchaque coup e s t  equivant a un second-9 
s i  l e  marteau e s t  d i r ig6  par 1' avant bras il frappe dewr 
coup par seconde--slil e s t  d i r ige  par l a  main il frappe 
de quatre a s i x  coups par second."l4 

This r a t e  of movement i s  a basic one t o  gesture, and, i f  

not observed, destroys the e f f e c t  of the gesture. 

" l a  non observation de ce t te  l o i ,  base fondamental de l a  
dynamique, engendre l e s  gaucheries inouies qufof f ren t  a 
nos regards l e s  cmedien de tous genre. En e f f e t  s i  l e s  
pe t i t e s  par tion s de notre appareil  myologique affectuent 
leur Mvts avec lenteur e l l e s  detruissent a ins i  l a  v i t a l i t 6  
de 1 1  e z m b l e .  S i  ce t t e  lenteur e s t  egale a c e l l e  des 

13. Ibid., p. 22, l i n e s  18-55 and p. 2 3 ,  l ines  1-46. 
14. Tbia., p. 23, l i n e s  36-45. 



grardes portions s l l e  produira 1' empha se, l a  bour souff leur 
Etc. E t  s i  ce qui mall;eureusernent se  voit souvent, l e s  
grandes portions effectuent leurs  Mvts avec plus de 
rapidi t6  que l e s  pe t i t e s  e l l e s  presekiteront infail l iblement 
un ensemble grotesque qui imprimera un corps l e  plus beau 
un caractere l e  plus mequin, e t  discordant."l5 

In  summary: the body i s  divided i n t o  zones t o  express 

the immanent being of l i f e ,  mind, and soul. The v i t  a 1  

zones express the l i f e ;  the mental zones express the m i d ;  

and the moral zones express,  the soul, There a re  a l s o  three 

forms of movement corresponding t o  the three elements of 

the immanent being. The normal expresses the l i f e ;  the  

eccentric expresses the m i n d ;  the  concentric expresses the 

soul, These three may be combined t o  give nine basic  forms 

of move~iient. A gesture should be analyzed and studied from 

three viewpoints; a t t i t ude ,  inf lect ion,  and position, and 

should also be considered from the  viewpoint of the con- 

t r o l l i n g  element; t ha t  i s ,  whether it i s  controlled by 

passion, the l i f e ;  by i n t e l l e c t ,  the mind; or by w i l l ,  the 

soul, Also the r a t e  of movement of the gesturing member 

should be adapted t o  the mass of the member. 

In  the l igh t  of t h i s  p r e l i x b ~ r y  study the notes 

dealing with  the dynamic mechanism may be evaluated a s  to  

the i r  completeness, Logically there should be a discussion 

of the a t t i t u d e s  and inf lect ions  of each par t  of the body, 

These a t t i t u d e s  and in f l ec t ions  should be discussed i n  re- 

la t ion  t o  the three forms of movement, normal, eccentric, 

and concentric, and the nine variat ions of these. The 

15. Ib* i p ,  2 2 ,  l i n e s  46-55 and p. 23, l i nes  1-6. 



posit ions (planes) i n  which these movements take place 

should be discussed. O f  these, the a t t i t udes  of the f e e t ,  

hand, head, and eye are given. The arm i s  discussed but 

i t s  a t t i t u d e s  a r e  nck given. There a r e  no a t t i t u d e s  l i s t e d  

for  the torso or  the par ts  of the face  except the eye. 

There are no inflections l i s t e d  except those of the head. 

There a r e  addit ional  forms of the eye l i s t e d ,  but they 

are not called inflections.  The positions a r e  not discussed 

separately but a re  indicated i n  the descriptions o f  the 

a t t i t udes  and in f lec t ions  . The notes are thus reasonably 

complete. The a t t i t udes  and inflections of the various par t s  

of the body may now be considered. 

ATTITUDES OF Tm FEET 

The three  basic a t t i tudes  of the f e e t  have already been 

given. I n  brief sun.mary they are:  normal a t t i tude--feet  

para l le l ,  with the weLght equally divlded on both legs; 

concentric attitude--one foot drawn back with the weight 

of the body res t ing on i t;  eccentric attitude--one foot  ad- 
* vanced with the weight of the body res t ing  on it. MacKaye 

l i s t s  and describes nine a t t i t udes  of the f ee t  and s t a t e s  

that  t b y  a r i s e  from the combination of the three basic 
16 

forms. Therefore these nine a t t i tudes  evidently f i t  i n t o  

the c lass i f ica t ion  of nomno-normal, normo-eccentric, nomno- 

concentric, etc. ,  althou* they are  not so c l a s s i f i ed  f n  

the notes. From a study of the three basic forms of normal, 

eccentric, and concentric, and a comparison of them with 



the descriptions of the a t t i tudes ,  it i s  possible to  

c l a s s i fy  these a t t i t u d e s  a s  outlined above. It should be 

c lear ly  understood that  t h i s  c lass i f ica t ion  i s  not Mac 

Kayels, but  i s  based an the descriptions of the nine a t t i -  
c 

tudes a s  he gives them. For c l a r i t y  these a t t i t udes  have 

been arranged i n  a  chart .  The f i r s t  three a t t i t u d e s  are 

the var ia t ions  of the normal a t t i t ude ,  the next three are 

the variatiolls of the eccentric a t t i t ude ,  and the l a s t  

three are  t h e  var ia t ions  of the concentric a t t i tude .  Each 

square i n  the c h w t  gives, respectively, the name o f  the 

a t t i tude ,  the emotion o r  condition that  the a t t i t u d e  repre- 

sents, and the posit ion of the f e e t  i n  the a t t i t u l e .  More 

complete descriptions of each a t t i t ude  a r e  given following 

the chart.  



. 0 . ; . . . Normal : Eccentric : Concentric : . : Normo- : Normo- : Normo- . 
: normal. : eccentric. : concentric, : 
:Weakness, res- : t ransi tory;  :strength i n  : 
:pect attention.:preparing t o  :repose; quiet:  
: fee t  parallel . :step aside,  :force, one : 
:equal weight :feet  para l le l ,  :foot drawn : . :one foot bear- :back. weight : . :ing weight, the:on rear  foot.:  . :other f r e e .  :front foo t  : . :free and knee: . :bent. . . 1 . 2 3 
:Eccentro- :Bccentro- :Xccentro- 
: normal, : eccentric. : concentric. : 
: confidence ; :violence; :defiance. 
:vertigo; :vehemence, :one foot  
:absolute re- :one foot f a r  :drawn back, : 
:pose. f e e t  :advanced, :weight on 
:para l le l  and :weight on f ront  :rear foot.  
:wide apar t ,  :foot.  :front foot . 
:equal weight. : rear foot free. :free and . . . . :extended . . 0 . 4 5 6 . . :Concentro- : boncentro- : Conc entro- . 

0 : normal. : eccentric. : concentric. : . :hesitat ion.  : pomp o r  cere- :weakness suc- : 
:one foot : rnony . : ceeding vio- : 

a :drawn back, :one foot cross-:lence. one . . 
: Concentric : the other :ed behind. :foot drawn : 

: advanced. :weight on rear  : far  back. 
:equal weight :<foot. :weight en- . 

:front foot f r ee : t i r e ly  on . . :rear foot.  . . :front foot 
1 . : free . 
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Variations of The Normal Attitude 

1. This i s  the normo-normal type, the normal par excellence, 

It consis ts  o f  an equal d is t r ibut ion  of the weight on the 

two legs with the f e e t  para l le l ,  and close together, It i s  

the a t t i t ude  of the so ld ier  but without the s t i f f n e s s  of tb 

posit ion of a t tent ion.  It i s  a l so  the a t t i t ude  of men when 

they bow respectfully,  and i t  i s  also charac ter i s t ic  of the 

weakness of childhood and of declinirg old age, 
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2. The second i s  the normo-eccentric a t t i t u d e .  The f e e t  

a r e  p a r a l l e l  but  the weight of t h e  body i s  borne on one 

leg, while th other i s  f r e e .  Because of th i s  s h i f t  of 

weight the  body i s  bent s l i g h t l y  to one s ide .  This i s  a 

t rans i to ry ,  suspensive a t t i t u d e  used i n  preparing to  s tep 

aside. It i s  normal i n  that  the f e e t  a re  p a r a l l e l  and 

gives no r e a l  express im,  and eccentr ic  i n  t h a t  i t  i s  a 

preparation f o r  an outward movement. 

3.  The t h i r d  a t t i t u d e  i s  normo-concentric . It represents  

s t rength  i n  repose or qu ie t  fo rce  . The weight of the body 

f a l l s  upon the  r e a r  leg  which i s  drawn back only s l i gh t ly ,  

and thus  the f ront  leg i s  l e f t  comparatively f r e e  and i s  

bent a t  the knee. This a t t i t u d e  i s  primari ly normal i n  

tha t  the re  is  l i t t l e  s h i f t  from the normal posi t ion,  but 

what s h i f t  there i s ,  i s  i n  a  concentric d i rec t ion .  

Variations of The Eccentric Att i tude 

4. This a t t i t u d e  i s t h e  eccentro-normal type. The legs  are 

p a r a l l e l  bu t  wider apart  than i n  t h e  f i r s t  a t t i t u d e .  The 

weight i s  equal on both legs.  This character izes  absolute 

repose, ver t igo,  cr extreme confidence; a l s o  that  of the 

man who has received a f a t a l  blow. The use of t h i s  a t t i t u d e  

fo r  these  extremes i s  based on the idea t ha t  weakness 

s t r i v e s  t o  assume the a t t i t u d e  of s trength,  jus t  a s  strengtb 

assumes the  a t t i t u d e  of weakness. This a t t i t ude  i s  eccen- 

t r i c  i n  t h a t  the l egs  are spread and have thus moved away 

from the  center ,  and it i s  norm.al i n  resembling the normal 

posi t ion and because the weight is  equally divided on both 

legs. 
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5, The f i f t h  a t t i t u d e  i s  eccentro-eccentric,  This i s  the 

eccentr ic  par excellence. It cons i s t s  of advancing one 

l eg  f a r  forward and throwing the weight of the body for-  

ward onto i t ,  The r ea r  leg,  which i s  comparatively f r e e ,  

i s  s tretched backward a s  far a s  the  fwward leg  i s  advanced. 

This i s  t h e  a t t i t u d e  of violence or vehemence. 

6. The next a t t i t u d e  i s  eccentro-concentric. It i s  much 

l i k e  the t h i rd ,  but i t  d i f f e r s  i n  that  the f r e e  l e g  i s  

extended a s  much a s  poss ible  without bending. The r e a r  leg, 

which. bears the weight, should a l s o  be s t r a i g h t ,  not bent ,  

This a t t i t u d e  expresses defiance. The description of t h i s  

a t t i t u d e  i s  l e s s  c lear  than t h a t  of the o thers ,  ' therefore 

the c l a s s i f i c a t i o n  i s  less sure. The a t t i t u d e  i s  c l e a r l y  

concentric because the weight i s  borne on the rear  f o o t ,  

It i s  possibly eccentr ic  because i t  i s  expressing a s t rong 

emotion, t ha t  of defiance, a n d  one t h a t  i s  ex te rna l  i n  

nature. Also  t he  f r o n t  l e g  i s advanced without bending 

and thus has some s t rength ,  A process of el imination would 

a l s o  indicate  t h i s  t o  be the  eccentro-concentric a t t i t u d e .  

Variations of The Concentric Att i tude 

7. Thfs a t t i t u d e  i s  concentro-normal i n  type, One l eg  i s  

advanced and the other drawn back, but  the weight i s  equal- 

l y  divided between them. It i s  midway between the f i f t h  

and n in th  a t t i t u d e s  and i s  the  a l t e rna t ive  between the offen- 

sive and defensive a t t i t u d e s .  I n  t h i s  a t t i t u d e  one may 

e i the r  advance or r e t r e a t .  It may be termed the  a t t i t u d e  

of hes i t a t i on ,  

8. The e igh th  a t t i t u d e  i s  concentro-eccentric. It i s  some- 
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what l i k e  the posi t ion f o r  the cur tsey i n  which the l e g s  

a r e  crossed s l i gh t ly ,  with the rea r  leg, which i s  crossed 

behind, bearing the weight. This i s  the a t t i t u d e  of pomp 

or ceremony, and i s assumed only i n  t h e  presence of princes 

or  kings, o r  of persons to  whom g rea t  respec t  is due. It 

i s  concentric i n  t h t  the  weight isborne on the r e a r  foot ,  

and eccen t r ic  i n  t h a t  t h e  f r o n t  l eg  i s  extended. 

9. The l a s t  a t t i t u d e  is  coiicentro-concentric. This a t t i t u d e  

consis ts  of bearing the weight of the  body strongly back- 

ward onto t he  rear  leg  which i s  bent a t  the knee. The 

f r o n t  l o g  i s  comparatively f ree .  This a t t i t u d e  is s imi la r  

to  the second, but d i f f e r s  from i t  i n  that the weight i s  

borne more s t rongly  bacmard and the  knee of the  r e a r  l eg  

i s  bent.  TM s a t t i t u d e  character izes  t h e  weakness succeeding 

violence. It i s  also the  a t t i t u d e  assumed i n  preparat ion 

f o r  kneeling. This i s  the concentric a t t i t u d e  par excel- 

lence. 

ATTITUDES OF THX HAND 

The hand d i f f e r s  f r o m  the f e e t  i n  t ha t  i t  has two 

functions. It has i t s  o m  i n t r i n s i c  fum t ions ,  and i t  has 

the ex t r i n s i c  function of expressing the vi ta l ,menta l ,  and 

moral zones of t h e  body. In  the l a t t e r  the hand moves t o  

or from a given zone and thus expresses the qua l i ty  o f  that 

zone. I n  the former case the hand expresses meanings in- 

herent  to  i t  and not meanings associa ted with any zone .I7 

The a t t i t u d e s  discussed here a r e  the in t r i i i s i c  ones inherent 

17. Ibid., p. 25, l i n e s  29-35. 



i n  the  hand, 

The hand a lso  has the  t b e e  fomils of movement and the 

three bas i c  a t t i t udes ,  normal, eccentr ic ,  a d  concentric.  

When the  hard opens without e f f o r t  it i s  nomnal,~vklen i t  

opens fo rc ib ly  i t  i s  eccentr ic ;  when i t  closes i t  i s  con- 
18 

centr ic  . A combination of these th ree  gives t he  nine 
19 

a t t i t u d e s  similar t o  those l i s t e d  for the f e e t ,  Again 

the ncbs do not c l a s s i fy  the a t t i t u d e s  and the descr ip t ions  

a re  l e s s  ind ica t ive  of the  c l a s s i f i c a t i o n  than the descrip- 

t ions  of the  a t t i t u d e s  of the f e e t ,  but by a c a r e f u l  ana lys i s  

of the  mater ia l  and by a  process of elimination, a possible 

cl.assl f i c a t i o n  may be achieved. TM s c l a s s i f i c a t i o n  i s  

given, but with the understa?ading tha t  i t  i s  estimated 

from t h e  descr ip t ions  and n o t  d e f i n i t e l y  g ivm i n  the 

matorial.  These a t t i t u d e s  may a lso  be given i n  a  cha r t  wi th  

descr ip t fons  of the  a t t i t u d e s  follovaing. The cha r t  i s  

arranged i r ~  the same way as  t h a t  f o r  the f e e t ,  

18. Ibid. ,  p. 11, l i n e s  30-34. 
19. Ibid. ,  p. 11, l i n e s  30-50 and p. 12, l i n e s  1-27, 



: Normal : Eccentric : Concentric : 
: Norrno- : Nomilo- : Nomo- . 
: normal. : eccentr ic .  : concentric.  : 
:Acceptance. :Negation. :Caress. 
:Hand opened :Hand s l igh t -  :Palm accomo- : 
:without ef- : l y  bent; :dates i t s e l f :  
: f o r t ;  fingers:moves out- : t o  object ;  : 
:together;pal~n:ward with :slowly out- : 
:upward. : ro tary  move- : l ine  s i t s  : 

:ment; palms :form 
: oblique. . . . 1 2 . 3 

:Xccentro- :Eccmtro- :Eccentro- 
: normal. : eccentr ic .  : concentric : 
:Refusal; :Imprecation. :Menace. . 
:repulsion. :Pa lm turned :Fist moves : 
:Hand ob1ique;:toward objeekin ex te rna l  : 
: f ingers  : f ingers  : ro ta ry  move- : 
: spread. : spread. :ment; back : . . . :of f i s t  . . . : doivnward. . 4 5 6 
:Concentro- : Conc: entro- :Concentro- : 
: normal. : eccentr ic .  : concentric.: 
:Desire. :'FJi11 or : Concentra- : 
: Hand opened :decision. : t ion ;  dis- : 
:without e f -  :F i s t  held : simulation. : 

:Concentric : fo r t ;  fingers:forward wi th: f is  t closed; : 
: spread; palm :back upward. :arm hangs : . :upward . :natural ly.  : 

7 8 9 8 0 



ATTITUDES OF THE HEAD 

The head a l so  presents three s t a t e s  o r  movements; 

the normal, the eccentric, and the concentric. Facbg the 

object contemplated, with the glance d i r ec t  and the head 

neither high nor low, i s  the normal s ta te ;  the head ra ised 

and looking a t  the object from above, i s  the eccentric 

s t a t e ;  the head inclined forward and toward the object 
20 

& i t h  the glance raised, i s  the concentric s ta te .  The se 

a t t i t udes  may vary, however, as MacKaye explains i n  the 

following note: 
I t  T i?ota--I1 e s t  bien entendu que l e s  diverses Ats. 

de l a  t e t e  ne se constatent qufen vue de l a  d i rec t ion  que 
prend l e  regard. Rinsi il n ' e s t  pas absolunent vra i  de 
d i r e  qw l a  t e t e  s o i t  a l ' e t a t  excentrique parcequtelle 
e s t  elevge, parceqw il se  pourrait  que toute elevge 
qu'el le s o i t ,  l a  di rect ion dn regard f u t  plus elev6e 
qu'el le;  e t  dans ce cas l a  t e t e  pourrait quoique elevge 
presenter l 'aspect  de l ' e t a t  concentrique. Alors il 
se ra i t  vrai  de d i re  que l a  t e t e  present6 l l e t a t  concen- 
tr ique dans une direct ion haute. '21 

The combination of normal, eccentric, and concentric 
22 

again w i l l  produce nine basic a t t i t u d e s  a s  l i s t e d  below, 

Again, no c lass i f ica t ion  i s  given i n  the notes, but again 

it i s  possible, from the descriptions,  t o  a r r ive  a t  a 

c lass i f icat ion.  The descriptions a re ,  however, l e s s  de- 

t a i l e d  than the descriptions of the a t t i t u d e s  of the f e e t  

and the hand, and therefore it i s  much harder t o  a r r ive  

a t  a clas&fication. These a t t i t udes  of the head a r e  arranged 

i n  chart form similar to  the other two. 

20. Ibid., p. 12 ,  l i nes  40-46. 
ZL IW, p. 12,  l i nes  28-38. 
22.=d., p, 13, l ines  1-45. 



: Normal : Eccentric : Concentric : . : Normo- :Norma- : Normo- . . : normal. : eccentric. : conicentric .: . :Head neither :Head raised; :Head bent : 
: Normal :high nor low; :eyes oblique; obliquely. : 

:eyes d i r e c t .  :Sensuality, : Tenderness. : . :No expression: . 
: given. . . 1 2 3 
:Eccentro- :Eccent ro- :%ccentro- 
: normal. : eccentric. : con centric.  : 
:Head raised. :Head ra i sed  :Bead bent : . :eyes d i rec t .  :high; eyes :obliquely; : 

:Eccentric :Exaltation; : look down- :eye s look : . :passion. :ward. Pride.:downward. . . : Abandon; . . :extreme con-: 
:fidence. . . . 4 . 5 . 6 9 . : Concentro- :Concentro- :Concentro- : 

: normal, : eccentric. : corcentric : . : Head bent :Head raised;  :Head bent : 
:fcr ward; eyes:eyes ob1ique:forward and : 

:Concentric :look upward, :and upward. :oblique; eyes: 
: Scrutiny; re- :Suspicion. :oblique and : 
: f lect ion.  . :upvia rd . . . . :Veneration, : 
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Variations of  The Normal Attitude 

1. The f i r s t  a t t i t u d e  i s  the normo-normal, The head i s  

neither high nor low a d  the eyes a re  d i rec t .  No par t i -  

cular exgr ession i s  given f o r  t h i s  a t t i tude .  

2. The second i s  the normo-eccentric a t t i t u d e ,  In  t h i s  

a t t i t ude  the head i s  raised and the glance i s  oblique. 

It expresses sensuality. The a t t i t u d e  i s  normal i n  that  

the glance is neither high nor low, but oblique. It i s  

eocantric i n  that  t h e  head i s  raised,  

3.  The next i s  the normo-concentric type, The head i s  

bent obliquely toward the speaker. The body should not 

be turned toward the object, so that the head turns  
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l a t e r a l l y  toward the  object  because of the body posi t ion,  

This expresses tenderness, It i s  normal i n  the l a t e r a l  

qua l i t y  of the  movement, and concentric in t h a t  there i s  

some bending downward toward the  object ,  

Variations of The Eccentric Att i tude 

4, This i s  the eccentro-normal a t t i t u d e .  The head i s  

r a i s ed  but  the glance i s  d i r ec t .  This expresses exal ta-  

t i o n  or  passion. MacKaye says: "Cette A t ,  e a t  excentrique 

e t  d i r e c t e  come nous l 'avons de ja  d i t , "  Jus t  where the 

a t t i t u d e  i s  described i s  not given. This a t t l t u d e  i s  

evidently eccentro-normal , 
5, The f i f t h  a t t i t u d e  i s  eccentro-eccentric,  The head i s  

r a i s ed  high and t h e  glance i s  downward. This g ives  the  

eccentr%c par excellence. This expresses pride. 

6 ,  This a t t i t u d e  i s  eccsntro-concentric,  The head f s 

bent obliquely toward the  speaker, but  the eyes look down- 

ward, This e ~ p r e s s e s  abandon or supreme confidence, The 

be-nding of  the  head is concentric, while the downward look 

of t h e  eyes i s  eccentr ic .  

Variations of The Concentric Att i tude 

7, This a t t i t u d e  i s  concentro-normal i n  type, The head i s  

bent  forward a s  in concentratibn, and the eyes turn  upward 

t o  the object  under consfderation, This denotes sc ru t iny  

or  r e f l ec t i on ,  This i s  c l e a r l y  concentr ic  i n  the bending 

of the  head, but i t  i s  l e s s  c l e a r l y  normal. It i s  probably 

l e s s  concentric than the  ninth  a t t i t u d e ,  the concentro- 

concentric,  and i s  thus concentro-normal, 

8 .  The eighth a t t i t u d e  i s  concentro-eccentric. The head 



i s  raised,  but the eyes look obliquely upward. This ex- 

presses suspicion. The r a i s i n g  of the head i s  eccentric, 

but the ra i s ing  of the eyes i s  concentric, 

9. The l a s t  a t t i t ude  i s  concentro-concentric. The head i s  

bent forward and the  eyes a re  both oblique and upward, 

This a t t i t ude ,  the concentric par excellence, expresses 

veneration. 

INFLECTICE S OF TIE HEAD 

Inf lect ions  have already been defined a s  the form o f  

the movement, o r  the modifications which give f u l l e r  ex- 

pression t o  the a t t f tudes  by the i r  movement and rhythms. 

They d i f f e r  from the a t t i t u d e s  in that  the a t t i t u d e s  a r e  

more o r  l e s s  s table  while the inf lect ions  a r e  the actual  

movement and are  thus f lee t ing  and t rans i tory ,  There are 

nine inf lect ions  of the head. They a re  so cl-early and 

simply described i n  the notes that  a s iTnple t ransla t ion 
23 

w i l l  probably suf'fice here, 

1. The f i r s t  in f lec t ion  denotes resignation. The head i s  

carr ied forward and low. 

3.  The second denotes hope, appellation, o r  des i re .  The 

head i s  car r ied  forward and raised.  

3.  The th i rd  denotes r epu ld  on. The head i s  thrown vigor- 

ously back and the chin i s  drawn nearer the neck. 

4. The fourth  denotes confirmation, The head, *om i t s  

normal position, i s  l w e r e d  and ra i sed  several times, 

5. The f i f t h  denotes exaltat ion.  It i s  accomplished by 

23. I b i  d., p. 14, l ines  1-25. 



ra i s ing  the head from low to  high. 

6, The s ix th  denotes impatience, The head i s  moved from 

shm lder t o  shoulder, 

7,  The seventh denotes re jec t ion ,  The head i s  thrown 

upward, 

8 .  The eighth denotes simple negation and i s  a horizontal 

ro ta ry  movement of the head absolutely toward the object .  

9. The ninth denotes a re t icent  negation i n  which the 

resolution i s  opposed t o  the object,  

ATTITUDES OF TEE EYE 

There are  three agents or  parts  of the eye: the 

opt ic  agent, that i s ,  the pupi l  and the direct ion of the 

glance; the eyelids; the eyebrow. Each of these par ts  o r  

agents has the three movements o r  a t t i t udes :  the normal, 

the eccentric, and the concentric, The a t t i t udes  of the 

opt ic  agent are  described as follozvs: 
I t  Ll agent opticy e exprirne 3 regards--un convergens que 

nous appelons normal---an para l le le  ou divergens que nous 
appelons vague, ind6terrni_~~by--puis un 3eme. r e  ard qui  B part ic ipe des 2 autres  parcequlil  e s t  determin e dans un 
espece indkterrnin6,--c'est a d i r e  parcefque l e  point 
de convergence n les t  pas d6termin6. 11 24 

The f i r s t  of these a t t i t udes  i s  cal led normal, but 

the notes seem t o  give no de f in i t e  names to the second and 

third ,  

The eyelids have three a t t i tudes :  the normal a t t i t u d e  

i s  normal winking; the concentric a t t i t u d e  i s  an energetic 

contraction tha t  brings the l i d s  f irmly together; the 

24. Ibid., p. 14, l ines  30-36, 
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eccentr ic  a t t i t u d e  i s  an energet ic  widening of the l i d s ,  
25 

which consequently opens the eyes wide. 

The a t t i t u d e s  of the eyebrow are :  normal, the  

erebrow i s  nei ther  ra ised nor lowered; concentric,  the 

eyebrow i s  drawn down energet ica l ly ;  eccentr ic ,  the  eye- 
26 

brow i s  energe t ica l ly  r a i s ed  toward the  forehead. 

If the op t i c  agent i s  omitted from considerat ion and 

the a t t i t u d e s  of the  eye studied only i n  reference to  the 

d i r e c t  look, the combination of the three  a t t i t u d e s  o f  

the eyel ids  and the three a t t i t u d e s  of the  eyebrow w i l l  

give nine a t t i t u d e s  t h a t  may be ca l l ed  the bas ic  a t t i t u d e s  
27 

of the  eye. I n  the descr ip t ions  of  these a t t i t u d e s ,  

MacKaye always l i s t s  the eyel ids  f i r s t  when both l i d s  a d  

brows a re  nientioned. If t h i s  scheme of naming the a t t i t u d e  

of the eyel id f i r s t  i s  followed, the  a t t i t u d e s  may be c las -  

s i f i e d  a s  normo-normal, normo-eccentric, normo-concentric, 

etc .  These a r e  arranged i n  a  char t  with descr ip t ions  

following. The f i rs t  three  a t t i t u d e s  are var ian t s  of the  

normal a t t i t ude ,  the next th ree  a re  var ian t s  of the eccen- 

t r i c  a t t i t u d e ,  and the l a s t  three a r e  v a r i m t s  of the con- 

cen t r ic  a t t i t ude .  

25, Ibid. ,  p. 14, l i n e s  37-46. 
26. m., p. 14, l i n e s  47-52 and p. 1.5, l i n e  1-2. 
2 7 . I b l d . ,  p. 15, l i n e s  10-18 a d  35-46. 
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:Eyelids 
: Normal 

: normal. : eccentr ic .  : eccen t r i c .  : 
: A l l  agents  in:Eyebrow :Eyebrow 
:normal s t a t e .  : ra ised;  eye- : lowered; 
:No expression: l i d s  normal. :eyel ids  nor- : 
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1 2 3 . :Ecce~ t ro -  :Eccentro- :Xccentro- . . : normal. : eccentr ic .  : concentric. :  
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: normal, : eccen t r i c ,  : concentric. :  :Eyelids par t -  :Eyelids parti:Eyelids . 
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:Eyelids 
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:Eyebrows :eyebrow :closed; eye- : 
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:Fatique; :Scorn; : ered. 
: s leepiness ;  :d isgus t .  :Contention; : 
: heaviness . :mental 

:s t ruggle.  . 
7 8 9 

V a r i a t i o ~ s  of The Normal Att i tude 

1, The f i r s t  a t t i t u d e  i s  normo-normal. The eyebrows and 

the eye l ids  a r e  in  the normal o r  na tu r a l  s t a t e ,  This i s  

the normal a t t i t u d e  par excel-lence and presents  no p a r t i -  

c u l a r  emotion, 

2. This i s  t h e  normo-eccentric type. The eye l ids  a r e  

normal while  t h e  eyebrow i s  r a i s ed  i n  the eccen t r i c  s t a t e .  

This denotes indi f ference .  

3. The t h i r d  i s  norrno-concentric. The eye l ids  a r e  normal, 

while  the eyebrow i s  drawn down i n  the concentr ic  pos i t ion .  
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This denotes bad h ~ o r ,  morosity, weariness, and dis-  

pleasure. 

Variat ions of The Eccentr ic  Attitude 

4. The four th  i s  eccentro-normal. The eyes a r e  opened wide 

in  t h e  eccentr ic  posi t ion,  while the eyebrows a re  normal. 

This deno t e s  s tupor . 
5. The next a t t i t u d e  i s  eccentro-eccentr ic ,  The eyes a r e  

opened wide and t h e  eyebrows a r e  ra ised.  This i s  the 

eccentr ic  par excellence, a d  denotes astonishment or 

admiration. 

6. The s i x t h  a t t i t u d e  i s  eccentro-concentric. The eyes 

a r e  opened wide i n  the eccentr ic  posi t ion,  while the eye- 

brows a r e  drawn down i n  the  concentric a t t i t u d e .  This de- 

notes firmness, 

Variations of The Concentric Att i tude 

7, This a t t i t u d e  i s  concentro-norrml. The  eyes a r e  p a r t l y  

closed, while  the eyebrows a r e  i n  the normal a t t i t u d e .  

T h i s  denotes fa t igue,  s leepiness,  and heaviness, 

8. The eighth a t t i t ude  i s  cancentro-eccentric. The eyes 

a r e  par t ly  closed, while the eyebrows a r e  ra i sed  i n  the 

eccentr ic  a t t i t u d e ,  This denotes scorn o r  d isgust .  

9. The l a s t  a t t i t u d e  i s  concentro-cGmcentric. The eyes 

a r e  par t ly  closed and the eyebrows a r e  drawn down. This 

denotes contention or  mental s t ruggle ,  

There a r e  e ight  add i t iona l  forms of the  eye.28 The 

28. id' I b  9 p, 15, l i n e s  47-53 and p. 16,  l i n e s  1-10. 



notes do n o t  ind ica te  whether these  a r e  in f lec t ions  of the  

eye o r  not. They consis t  l a rge ly  of va r i a t i ons  i n  the 

pos i t ion  of the eyebrow, These e igh t  forms a r e  l i s t e d  as 

f 0 1 1 0 ~ ~  s : 

1, The eyelashes loviered oil a diverging glance, expresses 

rapture .  

2 .  The eyelashes in the  eccentr ic  s t a t e  with the same 

glance a s  in the  f i r s t  form, denotes t h e  ca ta lep t ic  condi- 

t ion,  sleep-walking, o r  a condition l i ke  death,  

3, The eyelashes concentric with t h e  top of the eyebrow 

ra i s ed  and the end lowered, expresses g r ie f .  

4,  The eyelashes normal w i th  the eyebrow the same a s  above, 

expresses uneasiness and f ea r .  

5, The eyelashes eccentr ic  with t he  eyebrow the same a s  

the t h i r d  form, denat; e s  f r i gh . t  o r  t e r r o r .  

6, The eyelashes concentric with t h e  lower p a r t  of the eye- 

brow ra i s ed  and t h e  top lowered, denotes an unsa t i s f ied  

a t t en t ion .  

7. The eyelashes normal, with the eyebrow the same a s  

number s ix ,  denotes rew- l s ion  or d i sgus t ,  

8, The eyelashes eccentr ic  with the same eyebrow a s  above, 

denotes fury or anger. 

Some addi t iona l  b r ie f  notes  s t a t e  t h a t  i n  care less-  

ness the eye and eyebrow are  normal; i n  i fd i f fe rence  t he  

eyebrow i s  ra ised,  and i n  firmness the eyebrow i s  drawn 

down. 29 

29, Ibid. ,  p. 16, l i n e s  11-21. 



TKE ARM 

The mater ia l  on the arm i s  ra ther  confused. There 

a r e  no a t t i t u d e s  o r  in f lec t ions  given. The lack of  t h i s  

bas ic  materialmakes it v e r y d i f f i c u l t  to  follow the 

descr ip t ions  o f  movements and gestures.  A s  a  r e s u l t  t h i s  

discussion of  the arm w i l l  have to  be general  ra ther  than 

speci f ic .  

The three  forms of movenent, the normal, eccentr ic ,  

and concentric,  seem t o  occur i n  two ways, The extending 

of the arm seems to be eccentr ic ,  while the f l ex ing  of the 

arm seems to be concentric. The normal posi t ion i s  not 
30 

described. In  addition, tho ro t a t i on  of  tho arm shows 

the th ree  forms of movement. Rotation should be %rider- 

stood to  mean a simple turning of the extended arm from the 

palm down posi t ion t o  the palm up posi t ion,  and vice  versa,  

The normal posi t ion i s  t ha t  i n  which the arm i s  extended 

with the hand he ld  

shaking hands. A n  

normal posi t ion i s  

An inward ro t a t i on  

concentric,  c a l l ed  

edgewise with the  thumb side up, a s  i n  

outward ro t a t i on  or  turning from t h i s  

eccentr ic .  This i s  ca l led  supinat ion. 

o r  turning from t h e  normal pos i t i o n  i s 
31 

pronat ion, Evidently the  hand i s  i n  

an edgewise posi t ion i n  the normal s t a t e ,  the  palm i s  up 

i n  the e c c e ~ t r i c  s t a t e ,  and the palm i s  down i n  the con- 

centr ic  s t a t e .  

The arm has three centers  of a r t i cu la3 ion  i n  a 

gesture, the shoulder, the elbow, a-nd the wrist.32 Articu- 

30. db I b i  9 p ,  26, l i n e s  35-36, 
31. Ihid. .  D. 29. l i n e s  43-46. 

l i n e s  27-28. 



l a t i o n  evidently r e fe r s  to the jo in t s  where the arm may 

be bent  o r  moved. The degree of bending or movement 

would then express the degree of i n t e n s i t y  of expression, 

The expression s t a r t s  i n  the shoulder where i t  i s  i n  the 

emotional s t a t e ,  passes t o  the albow, "ou e l l e  se presente 
33 

a l t e t a t  a f f e c t i f " ,  then t o  the w r i s t  m d  thumb, "ou 
34 

e l l e  se presente a l f e t a t  a f f e c t i f  e t  r e so lu t i f " .  The se 

s t a t e s ,  t h e  emotional, th.e af fect ive ,  and the  resolute ,  

are  no t  defined. 

There a r e  also three cen te rs  of a c t i v i t y ,  o r  ther- 

mometers of expression, i n  a gesture. The shoulder i s  

the thermometer of  the emotion; the wr i s t  the thermometer 

of v i t a l  energy; the thumb the thermometer o f  the f o r c e  
35 

of w i l l ,  The se centers  of a c t i v i t y ,  or thermometers, 

seem t o  d i f f e r  f r o n  the a r t i c u l a t i o n s  i n  t h a t  they a r e  cen- 

t e r s  of expression, not of bending. The thumb i s  not  a 

pa r t  of the arm proper, but of the  hand, This d i s t i n c t i o n  

i s  a t  bes t  an academic one, Both the shoulder and the wr i s t  

seem t o  express the v i t a l ,  or  l i f e .  There i s  no ind ica t ion  

of expression of the mental s t a t e ,  or mind, unless  the e l -  

bovi, which i s  not mentioned a s  a thermometer, expresses 

the mental s t a t e .  There i s  a l t e rna t ive ly  equali ty of 

equilibrium o r  successive predominance, among the se th ree  
36 

centers ,  Unfortumtely the cen te rs  a r e  not  f u r t h e r  ex- 

plained in  the notes,  

33, Ibid, ,  p .  26, l i n e s  30-31. 
34. m.. ts. 26. l i n e s  32-33, . . 
35. m., p. 18; l i n e s  1-5. 
36. m,, p, 18, l i n e s  6-8. - 



The ges ture  of a t t r a c t i o n ,  the  gesture of  phyd. c a l  

abduction o r  moral respulsion, and the ges ture  of re-  
37 

ject ion,  are  described i n  the  notes,  but the descrip-  

t ions  a r e  i n  such e labora te  d e t a i l  and are  so confused by 

reference to ideas not contained i n  the notes,  t h a t  it 

i s  impossible to follow them, Undoubtedly these  notes 

were taken i n  connection with demonstration so tha t  much 

may have been omitted from the  notes  t h a t  was clear  t o  

MacKaye when he wrote down these descript ions.  A s  an 

example of the dl ff i cu l ty  i n  following the se descr ip t ions ,  

a t r ans l a t i on  of tkle second d e f i n i t i o n  of the  ges ture  
38 

of a t t r a c t i o n  o r  i n t e rpe l l a t i on ,  i s  given: 

The ges ture  of i n t e rpe l l a t i on  i s  composed of nine 

movements, which a r e :  

1. The r a i s i n g  o f  t b  shoulder depends upon the 

passionate i n t ens i t y  of the ges ture ,  the shoulder being 

the  emotional thermometer of the torso.  

2. Rotation o f  the  hmerous on the scapula. The 

degree of i n t ens i t y  of t h i s  movemnt depends upon the 

ob l iqu i ty  of the object ;  that  is ,  t ha t  the epicondyle, 

which we c a l l  the  eye of t?m arm, should be faced toward 

the in ter locutor .  

3. Fixat ion of the humcrous on the  scapula. I t s  

i n t ens i t y  depends upon the physical  e f f ec t  to  be  produced. 

4. Movement of abduc t i on  of the arm (forward and 

37h Ibid.,  pp. 18, 19, 20. 
38. m., p. 17, l i n e s  15-53. 



outward), The degree o f  developmnt of t h i s  movement is 

subordirated t o  the development of ike f i r s t ,  and of the 

second, when the f i r s t  does not take place,  

5, Extension of' the  forearm over the arm. This 

moverxent i s  used for  the same reason a s  the preceding. 

6, A returning rotat ion and complementary movement 

of extension, which placed the olecrane i n  i t s  f i r s t  

position r e l a t i v e  to the arm. The in tens i ty  of t h i s  

movement is subordinated t o  the intens it y of the second, 

t h a t  the reaction may equal the action. 

7. Movment of e x t e n a n  of the hand over the fore- 

arm, followed by the successive extension of the phalanges 

on the h a d ;  the  extension o f  the hand slnould be i n  

proportion t o  the  extend on of the forearm on the am.  

(The degree of the extens ion of the hand i s  vehemence. ) 

8. Movement of drawing away the thumb determines 

the w i l l 1  s degree of energy. 

9 ,  Movement of supination. This should be done 

with a r ap id i ty  i n  keeping wi th  the int ensi ty of the 

preceding movement. 

This i s  probably the simple s t  o f  any of the descrip- 

t ions  of gestures. It is almost inpossible t o  follow 

the d e t a i l s  of the movement. In  every caee, however, 

the ~ovement begins i n  the shoulder, and progresses along 

the arm t o  the elbow, the wris t ,  and f i n a l l y  the hand and 

f ingers ,  

There a r e  a f e w  general  r u l e s  concerning other f a c t s  

of gesture t b t  may be given here. 



The law of opposition requires t h a t  f o r  every ex- 

tension of the arm there must be an opposite m o m e n t  of 
39 

the body o r  the head i n  order t o  preserve equilibrium, 

The arm nearest the interlocutor,  or  the object  under 

consideration, should always be used i n  ges tu rhg  toward 

the object o r  the interlocutor,  except i n  gestures o f  

withdrawal. The arm should never cover t h e  body f r o m  
40 

the eyes of the spectators. 

Holding the elbows near the  body denotes poverty, 

The man who s t icks  out h i s  elbows i s  a n d 1  suff ic ient  
4 1  

person, complete i n  himself. 
42 

The gesture should always be made before tk speech. 

There must be homogeneity i n  a l l  p a r t s  of the body 

during a gesture; tha t  i s ,  two pa r t s  af the  body must not 

express two d i f f e ren t  emotions a t  the  same time, but a l l  
43 

par ts  must contribute t o  a s ingle  irnprsssion. 

A most s ignif icant  law i s  suggested i n  the  follow- 

ing quotation: 

"11 f a u t  ne f a i r e  de geste  que tous justes--ceux 
qu'on se sent contraint  de faire--La recherche du ~ e s t e  
e s t  pour ~n acteur l e  p i r e  de t o u s r e  s vices. "4r - - - --- 
The underlining indicates that  MacKaye cons idered t h i s  

a most important rule.  If so, it would indicate  tha t  the 

Delsarte system advocated a degree af r e s t r a i n t  i n  gesture, 

and wculd therefore be a step i n  the d i rec t ion  of grea ter  

realism. - l i nes  
l ines  
l ine s 
l i n e  1 
l ine  s 
l i n e s  



It i s  d i f f i c u l t  to give a s m a r y  or t o  draw con- 

clusions concerning t h @  arm. In  general, however, the 

normal, eccentric,  and concentric movements, seem to  occur 

i n  two ways; i n  the f l ec t ions  and extensions of the arm, 

and i n  the rotations of the arm. Gestures s t a r t  with 

the shoulder, the emotional thermometer, pass through the 

elbow to t h e  wrist ,  the thermometer of v i t a l  energy, then 

on to the hand, where the thumb i s  the thermometer of 

the w i l l .  The degree of Intensi ty  of the movement a t  

these three centers o r  thermometers, Fndfcat es whe tker 

the gesture i s  primarily emotional or whether i t  i s  

under the control of the w i l l .  

COrJCLUSI ON 

Evidently these notes on the dynamic mecl-ianisrn 

are  not complete. For example, MacKaye has headed one 
45 

page of the notes " ~ t t i t u d e s  du Torse," but the page 

i s  otherwise blank, Another blank page i s  t h a t  headed 
46 

"Dea neuf manifestations de la ~o lon te '  du Poing. It 

Either these notes were never taken, or they were never 

copied in to  the large note book. They a re  not found i n  

the small pencilled note books. Possibly these notes 

were taken i n  small note books since los t .  

In addit ion there a r e  other materials  not given 

that logical ly  could be expected t o  appear. The se are  

the inf lect ions  of the f e e t ,  the inf lec t ians  of the 

45, Ibid., p .  11, l i n e  21. 
46. m,. D. 31, l ines  20-21, 
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hand, and the a t t i t udes  and inflectLoi1s of the arm. 

Also, there i s  no material on the face other than t h a t  

dealing with the  eye. These notes may never have been 

$%ken, or  again, they mag be i n  los t  no te books. 

Fron the notes available,  hmiever, i t  i s  obvioh 

that the dynamic mechanism i s  composed of a se r i e s  

of t r i n i t i e s  a d  t h e i r  combinations i n t o  nine, Fron 

the combination of the  three basic s ta tes ,  the normal, 

4 the eccentric,  and the concentric, a r i s e  t b .  nine basic 

a t t i t udes  of any gesturing part .  The nine inf lec t ions  

a r i s e  f r o m  the t3ree forms of moveanent, the normal, the 

eccentric, and the concentric, (The inf l ec t iow are  

given in full only  f o r  the head.) These a t t i t udes  and 

inf lec t ions  may occu r  i n  any of the  th ree  positions, 

v e ~ t i c a l ,  l a t e r a l ,  and antero-pos te r  ior .  Each of these 

a t t i t udes  and inf lect ions  expresses i t s  own part icular  

emotion o r  sentiment. 



CHAPTER FIVE 

THE SPEECH MECHA??ISM 

The vocal and buccal mechanisms may be considered 

t o g e t b r ,  f o r  while t h e  vocal mechanism expresses the  l i f e ,  
1 

and the buccal mechanism expresses the mind, and each 

might be expected t o  deserve separate treatment a s  the 

dynamic mechanism expressing the soul did, they a re  

t r ea t ed  together  i n  MaclCayet s notes.  T b r e  a r e  only 

approximately f i f t e e n  pages of MacKaye t s long hand i n  

the large  note book, t o t a l l i n g  approximately fopty f i v e  

hundred words, devoted t o  t'm vocal phases o f  expressfan. 

This i s  possibly an ind ica t ion  of the l e s s  s ign i f i can t  r o l e  

which the vocal element plays i n  the Delsarte  system of 

expression. 

The vocal and buccal mechanisms , l i k e  the  dynamic 

mechanism, are  each composed of a t r i n i t y ,  The t r i n i t y  

composing the vocal apparatus cons i s t s  of the  lungs, the 

larynx, and the mouth, and the  t r i n i t y  composing the 

buccal apparatus cons i s t s  of the  velum, t he  tongue, and 
2 

the l i p s .  

The vocal. e lanent  of exgression i s  based on sound. 

Sound emanates from a t r i p l e  agent; i t  i s  the p r d u c t  of 

a t r i p l e  a c t i v i t y .  Three agents  are necessary t o  produce 

sound. These agents, corresponding t o  the law of the 

t r i n i t y ,  mus t be  c o-existent,  co-ne cessary, and co-eff i c i  ent .  

These agents  NacKaye l i s t s  as: (1) the propell ing agent, 



the  i n c i t e r ,  the v i t a l  p r inc ip le  of sound; ( 2 )  the re -  

s i s  t ing or  reverberating agent, the iut e l l e c t u a l  prin- 

c i p l e  of sound; (3 )  the vibratory,  t& moral principle 
3 

of sound. Thus the  propelling agent i s  the l i f e  of the  

sound; the r e s i s t i ng  or reverberat ing agent i s  the mind of 

sound; the vibratory agent i s  the s oul of sound. 
, 

In man, these agents are :  inc i t ing  agent, v i t a l ,  

or  corresponding t o  l i f e ,  the lungs; r e s i s t i n g  or reverber- 

a t ing agent, i n t e l l e c t u a l ,  o r  corresponding t o  mind, the 

mouth; the vibratory agent, moral, or corresponding to  

soul, the larynx. 

The notes draw an analogy between the a c t i o n  of 

the vocal apparatus i n  man and the ac t ion  of musical Fnstru- 
5 

ments. The v io l in ,  fo r  example, shows these same three  

agents, t h a t  is,  the  i nc i t i ng  agent,  the r e s i s t i n g  or re -  

verberating agent, and t h e  vibratory agent. The bow i s  the  

i n c i t i n g  or v i t a l  agent, the sounding box or  body of the  

v io l in  i s  the reverberat ing or i n t e l l e c t u a l  agent,  and the  

s t r i ngs  a r e  the vibra t ing o r  moral agent .  A l l  of these 

three a re  e s s e n t i a l  t o  the proper functioning of the  v i o l i n .  

Wind instruments a l s o  show the same phenomenon of the  

t r i n i t y .  The mouthpiece i s  the vibra tory  agent;  the  b e l l ,  

or body of the horn, i s  the resonating agent; and the 

player i s  the i nc i t i ng  agent. 

Each of the th ree  human agents has a t r i p l e  mode of 

act ion;  t h a t  i s ,  each has th ree  products peculiar  t o  it. 

3. Appendix A,  p. 64, l i n e s  20-47. 
4. Ibid., p. 64, l i n e s  48-52, 
5, m., p. 65, l i n e s  3-32 .  



Thus the vocal apparatus a s  a whole produces nine d is -  

t i n c t  a c t i v i t i e s  or products. These nine products form 

the bas is  of voice science. They may be l i s t e d  a s  follows: 

the lungs, the inci t ing agent, produces in t ens i t i e s ,  shades, 

durations; the mouth, the r e s i s t an t  o r  reverberative agent, 

produces vowels, consonants, emissions; tne larynx, the 

vibratory agent, produces regis ters ,  pathetic e f fec t s ,  
6 

mechanfsms. 

Several of  these terms are not clear i n  themselves 

and none of them i s  explained i n  the notes except i n t e n s i t i e s  

and durations. While in t ens i t i e s ,  durations, vowels, con- 

sonants, and reg is te rs ,  a re  terms ra ther  eas i ly  understood, 

shades, emissions, pa the t i c  effects ,  and mechanisms, on 

the other hand, are vague and d i f f i c u l t  terms. 

These re la t ionships  may now be summarized i n  the 

following chart : 

intens i ty 
Lungs /shades / ( ~ i f e ) ~ d u r a t i o n  

Vocal Mouth consonants 
Apparatus \ (Mind ) emis s i  ons 

r eg i s t e r s  
/ o a  the t ic  e f fec t s  

( Soul ) y k e c h a n i  sms 

Intensi ty  seems t o  show normal, eccentric, and con- 

centr ic  manifestations, When the vocal in t ens i ty  corre- 

sponds to the' degree of in t ens i ty  of the passion o r  emo- 

6. lbid.,  p. 66, l i nes  1-17. PacKaye gives for  th i s  word 
m a n i s m s  ou pronations." There seems to  be no other 
t ransla t ion for  these terms but mechanisms altho-h 
t h i s  word seems t o  have no meaning. 



t ion,  i t  i s  eccentric. When the vocal in tens i ty  i s  con- 

t ro l led ,  so t h a t  i t  i s  i n  inverse re la t ionship t o  the 

in tens i ty  of the emotion, i t  i s  concentric. The normal 

i s  not described. These two a t t i tudes ,  the eccentric and 
11 the concentric, a re  explained i n  connection with the man 

of the streett '  and the gentleman. The man on the s t r e e t  

i s  purely eccentric because he allows his vocal in t ens i ty  

to express f u l l y  h i s  emotion. The gentleman, on the other 

hand, whose mind constantly tends t o  r u l e  his  passion, i s  
7 

predominantly concentric, because he res t ra ins  h i s  passion. 

The passion i s  none the l e s s  intense, but it i s  par t ly  con- 

cealed. These two f orms, eccentric and concentric, 8 give 

r i s e  to two s ta tes ,  the clonic and the tonic. The clonic  

corresponds to the eccentric,  and i n  i t  the vocal  inten- 

s i t y  i s  logical ly  d i r ec t  o r  equal t o  the emotional inten- 

s i ty .  The tonic  corresponds t o  the concentric, and the 

vocal in tens i ty  i s  logical ly  inverse to the in t ens i ty  of 

the emotion. 

Duration seams t o  express the degree of sa t i s fac t ion .  

When the s a n d  i s  brief  i t  denotes some thing poor and miser- 

able. When there i s  wel l -be i~g  and sat isfact ion,  the sound 
5 

i s  prolonged and runs through a longer pi tch range. This 

may be i l l u s t r a t e d  with the exclamation " ~ a ! "  

" ~ n  Hal s a t i s f a i t  s e  f a i t  lentnent e t  du grave a 
l'aigu--mai s un Hal douheau e t e uivoque, ou ma1 s a t i s f a i  t 
se f a i t  bref e t  dans le medium. It 8 

b PI. I id., p. 33, l i n e s  24-51 and p. 34, l ines  1-22. 
8 .  LOC. C i t e  
9. Ibid.,  p. 35, l i nes  2-5. 



A few other statements a r e  given i n  regard to voice: 

" ~ e s  son hauts e t  graves sont le propre de l lexa l ta -  
t ion e t  ces sons prolonger manifeste un e t a t  heureux, 

La voix grave e s t  l lexpression de l a  force--de l a  
puissance--et de l r a ~ t h o r i t 6 . " ~ ~  

ftComrnent l a  voix caracter ise  des choses acceptables 
toute f o i s  quton caracter ise  une chose bonne, acceptable, 
ou aimable--la voix doit chanter e t  se prolonger avec 
complaisant e . f t  11 

Speech, how@ver, i s  l e s s  t r u l y  s ignif icant  than the 

absence of speech--of si lence,  

"Le silence e s t  le pere de la  parole, il doit l a  
j u s t i f i e r ,  Toute parole qui ne procede pas du silence, 
e t  qui ne trouve pas en l u i  sa jus t i f ica t ion  e s t  une 
parole batarde qui nra n i  valeur n i  t i t r e  a son considera- 
t i on  puisqur e l l e  nva pas dfor ig ine  avouee. "12 

As the mind develops i t  needs speech l e s s  and l e s s ,  

When i t  has reached the s u m i t  of i t s  contemplation it 

fee ls  the insufficiency of a l l  speech, and, "il entre a l o r s  
13 

dans un si lence plein  de lwniere." When a lover affection- 

a te ly  presses the hand o f  the woman he loves, he t e l l s  her 

more by th i s  pressure of the hand than by a l l  possible 

speech, The t rue lover does not speak, he i s  i n  s i l e n t  
14 

contemplati on. 

"Crest par l e  Silence que l r E s p r i t  s t e l eve  a l a  per- 
fection,  car l e  Silence e s t  la  Parole de ~ i e u . " l 5  

16 
The Delsarte system re-evaluates language en t i r e ly ,  

Ibid. 9 m., 
Ibid., 
Ibi-d.. 
Ibid * 9 Ibid.. 

- l i nes  
l i n e s  
l i n e s  
l ines  
l ine  s  
l i nes  
t o  63 
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This re-evaluation i s  based on a theory o f  values which 

depends on the length of t i m e  required f o r  the production 

of the i n i t i a l  consonant, or  the i n i t i a l  consonant of the  

r o o t ,  of a word. The second i s  the time uni t  i n  determin- 

ing the value o r  degree. If  a consonant i s  prolonged one 

second it  has one degree of value; i f  it i s  prolonged for  

f ive  seconds, i t  has f i v e  degrees of value. The prolonga- 

tion of a consonant i s  d i f f i c u l t  t o  understand, but MacKaye 

uses the word "consonne" i n  several places, as ,  fo r  ex- 

ample, "Les degres de valeurs des langues resu l te  du 
17 

slexecuter," and again, 

valeur portent exclusivement 

mots--clest a d i r e  sur leur 

i l l u s t r a t i o n  MacKaye gives the 

temps qutune consonne met a 

"a joutons que ces degres de 

sur l a  consonne i n i t i a l  des 
18 

radicale- . " In  fur ther  

ce t t e  proposition--1Cette femme 
e s t  charmanie', nous conterons avec nos doights quatre 
temps pour cette--un seul  temps pour l ' f  du mot femme, e t  
s ix  temps pour l e  ch, du mot charmante. Disons done 
ainsi--tC.. .ette f o e m e  e s t  ch....amanter."l9 

While NacKaye has said "consonant, " it  seems more 

logical  t o  consider that the s t r e s s  should ac tua l ly  be 

placed on the f i r s t  syl lable  or r o o t  syl lable  of the word, 

as he says, "C1est a d i r e  s u r  leur radicale" above, insofar  

as  many consonants, plosives, for example, cannot be pro-  

longed. 

The r a t e  of value a s  given above, that i s ,  one second 

for  each degree, i s  not absolute, The unit of t i m c  

17. Ibid., p. 56, l i nes  20-21, 
18. m., p. 56, l ines  30-32. 
19. m., p.  56, l i nes  34-40, 



w i l l  vary with the mood, according t o  whether i t  i s  l ight 
20 

and gay, or serious and sole'mn. The degrees are  much 

slower i n  tragedy than i n  comedy. In any case the u n i t  of 

time i s  given by the f i r s t  degree, and a l l  the others 

should conform t o  i t ,  The r a t e  can be determined by tapping 

with the finger and thus counting the number of time u n i t s  

used i n  each word. 

There a re  nine c lasses  of ideas  i n  any language, which 
21  

form the basis  of language, These nine classes of ideas 

are  hierarchic; tha t  i s ,  they have degrees of value ranging 

from one t o  nine. They a r e  i n  mathema t i c a l  r e l a  tionship, 

and each bears a number corresponding to  i t s  own in tens i ty ,  

o r  i t s  significance i n  expressing ideas  These nine c lasses  

of ideas, together with t he i r  degrees of value, a r e  in- 

s t inc t ive ,  and are  universal i n  a l l  languages; t h a t  i s ,  i n  

a l l  languages man ins t inc t ive ly  gives a ce r t a in  value t o  

the substantive, o r  nom, a cer ta in  value t o  the  adjective,  

e tc ,  I f  these values are not observed i n  an utterance,  the  
22 

utterance i s  f a l se .  The nine classes of ideas may now be 
23 

l i s t e d  i n  the order of their  degree of value. 

1. The noun, o r  substantive, This idea a r i s e s  f r o m  the 

necessity o f  giving names t o  objects.  The noun has one 

degree of value. 

2. The adjective. This idea a r i ses  from the necessity for  

describing the qual i f icat ions  or the a t t r i b u t e s  o f  the ob- 

jec t ,  The adjective has two degrees of  value, 

20. Ibid.. D. 56. l ines  43-48. . - 
21. Tbid., pp. 5b,56. 
22. Ibid., p ,  56, l ines  18-14. 
2 3 .  TFZf., pp ,  57-58. - 



3. The verb. This a r i s e s  from the necess i ty  of determining 

the agreement and disagreement, sui tableness of the object  . 
The verb h a s  three degrees of value. 

4. The l imi t ing adject ive.  This idea a r i s e s  f r o m  the 

necess i ty  o f  determining the s p e c i f i c  q u a l i t i e s  o f  the ob- 

j e c t ,  This i s  d i f f e r e n t  from the second form i n  t ha t  i t  

does not simply qualify the meaning, but d e f i n i t e l y  l i m i t s  

i t .  The l i m i t -  ad ject ive  h8.s four degrees of value. 

5, The p a r t i c i p l e .  This a r i s e s  from the necess i ty  of de te r -  

mining the a c t i v i t y  of the object .  T$ie p a r t i c i p l e  has f i v e  

degrees of value. 

6. The adverb. This idea a r i s e s  from the necess i ty  of detar-  

mining the  i n t e n s i t y  or degree of the a c t i v i t y  of the object .  

The adverb has s i x  degrees of value. 

7, The preposition. This idea  a r i s e s  from the  necess i ty  of 

cllaracterising the mode of ac t ion,  2nd the  re la t ionsh ips  

of object  t o  object ,  The prepositio:i has  seven degrees of 

value. 

8. The conjunction. This i d e a  a r i s e s  from the necess i ty  of 

determining t h e  r e l a t i o n s h i p  of ac t  t o  ac t ,  of proposi t ion 

to  proposition, and the  point of view from which these  re- 

l a t ionsh ips  should be  considered. The conjunction ha s  e ight  

degrees of value,  

9 ,  The in t e r j ec t i on ,  This idea a r i s e s  from the neces s i t y  

of expressing the l i f e ,  the mind, and the soul ,  spontaneous- 

ly ,  independent of a l l  r e f l ec t i on .  The i n t e r j e c t i o n  may 

express i n  a sound a l l  the preceding ideas, It i s  a sumnary 

of a l l  the other  ideas. Hence i t  has nine degrees of value. 



The usual  terms of g r m a r  do not s a t i s f a c t o r i l y  ex- 

pcess these re la t ionsh ips  ard degrees and are ,  therefore,  

inaccvra te.  

t'Nous verrons plus t a r d  a quel degre sont impropre 
tou-te ces designations gramrnaticales anquel nous en 
subst i turons  d ' au t r e s  p lus  s ign i f i ca t i ves ,  e t  plus 
convenan t e . "24 

Unfortunately these other terms are not  given i n  the notes.  

The reason f o r  assigning t h e  degroes of value i n  this 

order  seems to  be based on the theory tha t  the  more an idea  

i s  par t i cu la r ized  o r  l imited,  the more it mem-s, The th i rd  

group seems t o  mean un iversa l  ideas. This c l a s s  cf ideas  

gives l i t t l e  effect;  f o r  such ideas a r e  too broad and general 

i n  t h e i r  meaning to  have much s ignif icance,  They a r e  too 

hard t o  grasp. MacKaye i l l u s t r a t e s  t h i s  wi th  the word 
25 

"f lowert1. This word is too general ,  i t s  sphere is  too 

vas t ,  to a f f e c t  the ircagination. When the wrd ftflower't 

i s  par t icular ized,  as,  f o r  example, wi th  the word "woodt', 

i t s  s ignif icance i s  g r e a t e r  because "wood flowern i s  m o m  

e a s i l y  grasped and understood than the general  word I1f lower", 

MacKaye fu r the r  i l l u s t r a t e s  th.e p r inc ip le  wl th the word 

" ~ o d " .  This word i s  a l s o  universal and thus  has l i t t l e  

meaning, When it i s  par t icular ized by the use o f  the word 

" t r in i ty t1 ,  w i t h .  i t s  re la t ionsh ip  of Father,  Son, and Holy 

Ghost, the word has f u l l  s ignif icance,  Thus things a r e  

under stood i n  proportion t o  the degree of l imi ta t ion ,  and 

the r e s t r i c t i v e  words, from the very f a c t  t h a t  they character- 

24. Ib id , ,  p. 57, l i n e s  38-41, 
25.  TEE,, - pp, 58-62. 



i s e  things more, a r e  expressed with g rea te r  value, 

MacKaye c a n t i m e s  with a lengthy i l l u s t r a t i o n  of 

the p r inc ip le  by s t a r t i ng  with the proposition lfflower i s  

agreeable", and, by adding par t fcu la r iz ing  words, i l l u s t r a t e s  

a ) l  of the degrees of value, I n  this proposition, "flower", 

a s  the substantive,  has one degree of value; " i s "  , because 

i t  ind ica tes  an a t t r i b u t e  t h a t  expresses the subject ,  has 

greater  value than the substantive,  and i s  thus given two 

degrees of value; and the a t t r i b u t e ,  "agreeable ", because 

i t  i s  d e f i n i t i v e  and expresses the subject ,  has a value of 

three degrees. If the  word "wood" i s  added to  the  proposi- 

t ion,  so t h a t  t h ~  proposition reads, "wood flower i s  agree- 

able", the subject  has been given a specia l  meanjng, and, 

a s  a l imi t ing word, "wood" has more value than e i t h e r  t h e  

noun o r  the verb, but not so  much a s  the a t t r i b u t e  "agree- 

able", which expresses the  sub jecl;. Hence the word ''wood" 

i s  assigned three degrees of value and the a tk r ibu t e  

r a i s ed  t o  four  degrees. If an individual iz ing word i s  

added, such as  " th is" ,  making the  propcsi t ion read " t h i s  

wood flower is agreeablen,  the word " t k l i s " ,  because it is 

more l imi t ing than "wood", receives four  degrees of value, 

t h w  ra i s ing  the a t t r i b u t e  "agreeable" t o  f i v e  degrees. If 

a word of d i f f e r e n t i a l  qua l i t y  i s  added, such a s  ' l l i t t l e " ,  

making the proposition read " t h i s  l i t t l e  wood flower i s  

agreeable", the subject i s  s t i l l  more l imited.  Heme 

" l i t t l e " ,  a s  a s t i l l  more par t i cu la r iz ing  word, i s  given 

f i v e  degrees of value, and the a t t r i b u t e  r a i s e d  to  s i x ,  

Thus the substantive, or subject ,  has been l imi ted by a 
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number of p r t i c u l a r i z i n g  words, given values i n  propor- 

t ion to  t h e i r  degree of part icul .ar izat ion.  I n  the same 

way the a t  t r i b u t e  "agreeable" may be  par t i cu la r ized ,  If 

the word "very" i s  added, so t h a t  the proposi t ion reads  

" t h i s  l i t t l e  wood flower i s  very agreeable", the word 

"very", because i t  l i m i t s  the a t t r i b u t e ,  which has six 

degrees of value, i s  given seven degrees of value. The 

proposition now reads " t h i s  ( 4 )  l i t t l e  ( 5 )  wood (3 )  flower 

(1) i s  ( 2 )  very ( 7 )  agreeable (6 )" .  If the conjunction 

"but" i s  added, the bas ic  idea  of the whole proposition 

i s  changed. The "but" implies a doubt o r  regre t  which 

dominates the wliole proposition, Thus the ccn junction 

i s  assigned a value of eight degrees. If the i n t e r j e c t i o n  

"ah" i s  added, it expresses the doubt or r e g r e t  implied 

i n  the conjunction. Thus the i n t e r j e c t i o n  sums up the 

whole proposition, and i s  thus assigned a mlue of nine 

degrees. The proposition now reads: " t h i s  ( 4 )  l i t t l e  

( 5 )  wood ( 3 )  flower ( I )  i s  ( 2 )  very ( 7 )  agreeable ( 6 )  

but (8)--ah ( 9 ) i t 1  

Thus words l imi t ing  ideas have more a r t i c u l a t i v e  

value than words used in t h e i r  general meaning. The more 

a word i s  par t i cu la r ized  the g rea t e r  i t s  power; but tke 

words chosen t o  character ise  these p a r t i c u l a r i t i e s  a r e  

pronounced with greater  i n t e n s i t y  a s  they individual ize  

the subject to  which they belong. 



C0NCLUS10N 

These notes on voice are  fragmentary as were those 

deal ing wt th  the dynamic mechanism. Much has evident ly  

been omitted. O f  the nine products of the vocal mechanism 

t h a t  are l i s t e d ,  only two a re  discussed,  I n  what mater ia l  

there  is, however, the c lear  thread of the philosophy of 

the t r i n i t y  can be traced.  The vocal apparatus i s  divided 

i n t o  three t r i n i t i e s ,  with each t r i n i t y  showing a t r i p l e  

mode of ac t ion,  thus producing nine vocal manifestat ions. 

I n  addit ion,  language has been en t i r e ly  re-evalm ted and 

organized i n t o  nine manifestations. Thus the  philosophical 

cor,ception o f  the  t r i n i t y  dominates the DelsLarte system i n  

regard to  v o i c e  i n  the same way t h a t  i t  dominates i t  i n  

regard t o  the physical aechanism. 



CIIAPTER SIX 

WOTES ON A C T I N G  

Tho closing sect ion,  deal ing wi th  material  on act ing,  

cons i s t s  of only four  pages o f  MacKaye's s c r i p t  i n  the  

large  note  book, t o t a l l i n g  approximately twelve hundred 

words. The sect ion includes some general notes on ac t ing  

and some spec i f i c  laws o r  ru l e s .  In  t he  general notes 

the di f ferences  between good ac tors  ard poor a c t o r s  a r e  

considered. One of the primary di f ferences  l i e s  i n  the 

a t t i t u d e  toward the  audience. The poor actor  fo rces  him- 

self  on the  audience, t r i e s  too hard, does h i s  bes t  t o  

awaken i n t e r e s t  and to  make a show of himself, and pro- 

mlses too much, "cur i l s  disemt a l e u  audi to i re :  regarde 
1 

moi Ja va i s  t'emouvoir t r e s a i l l e  a ma vue." The good 

actor ,  o h  the other hand, allorrs h i s  ges tures  t o  revea l  

only a t e n t h  par t  of his sec re t  emotion which he seem to  

f e e l  and wishes t o  conceal from the audience. He seems to  

say, "Je ne veux pas tlemouvoir, Je ne vewr pas b r i s e r  ton 
!I 
2 

ame par l ' e f f r ayab le  vue du spectacle  qui  b r i se  l a  mienne. 

The ges ture  should never attempt t o  express f u l l y  the  emo- 

t ion  f e l t  by the actor ,  b u t  should be res t ra ined.  MacKaye 

says: 

"Le ges te  exter ieure  n ' e tan t  que l lechos  a f f a i b l i  
du ges te  in te rne  qui l e  f a i t  n a i t r e  e t  l e  r e g i t  do i t  l u i  
e t r e  i n f e r i eu re  en development e t  d o i t  e t r e  en quelque 
so r t e  diaphane, c t c s t  a d i r e  q u t i l  d o i t  l a i s s e r  apperce- 
voir  a t r ave r s  ses formes l'ame dont il emane, en un mot, 
il en e s t  l a  reverberationOfl3 

1. Appendix A, p,  24, l i n e s  11-12. 
2. Ib id . ,  p. 24, l i n e s 7 - 9 .  
3. I=., p. 24, l i n e s  16-22. 



addit ion, quotat ion given on 

repeated here: 

"11 f a u t  ne f a i r e  de  geste que tous justes--ceux 
quton se s en t  contra int  defhire--La recherce - du ges t e  - e s t  
pour un - acteur - l e  p i r e  de tous l e ~ v i c e s . " 4  --- 
These quotations seem t o  imply the modem pr inc ip les  of 

suggestion and r e s t r a i n t  i n  ac t ing .  John D o b a n  says i n  

h i s  Ar t  of Play Production: 

"Virtual ly a l l  a r t i s t s  c1Bim that t h e i r  purpose i s  to  
suggest, ra ther  than t o  portray,  or  t o  suggest more than 
they portray-- t t .  

This seems to be what MacKaye i s  saying i n  the f i r s t  quota- 

t i on  above; t h a t  the ges ture  i s  " in fe r ieure  en develop- 

ment" t o  the  inner emotion, but t ha t  i t  i s  i n  some way 

diaphanous so that i t  suggests the f u l l  i n t e n s i t y  of the 

emotion. Dolman continues : 

"Repression a t  i t s  bes t  r e a l l y  i s  convention-- the 
convention of selection--in. shor t ,  a r t ,  It, i s  the  unessent ia l  
t h a t  i s  repressed; tke e s sen t i a l  somehow g e t s  through." .....*...................................... "......... 
"An actor  seizes upon a s ign i f ican t  gesture,  represses  a l l  
meaningless movement, and a wave of emotion sweeps over the  
audience . "6 

Thus ac t ing  a s  taught by Delsarter seems to be moving toward 

the modern ideals  of repression and suggestion. It i s  pro- 

bably t h i s  a t t i t u d e  tha t  Pxthur Hobson Quinn r e f e r s  to  when 

he says: 

"James Steele  MacKaye (1842-94) was a pioneer i n  a 
sense, i n  bringing the qu i e t  res t ra ined  qua l i t y  of Del- 
s a r t e ' s  method of ac t ing  to  the American stage--."7 

The notes continue with a  br ief  discussion of the re-  

4. Ibid.,  p, 21, l f ne s  33-36. 
5, m a n ,  John, The A r t  of Plag Production, p. 289. 
6. I b id  pp. 296-297. * 9 7 .  Quinn, Arthur Hobson, A History of t he  American Drama 

From the Divil  War t o  tke  Present Day, p. 126. 



l a t i o n s  of ac tor  and audience, The successful  ac tor  does 

not  force himself on the audience; on the contrary, he forces 

the audience t o  corn t o  h i m ,  
II  Quand on s e  trouve devant une publique--on s l i n s t a l l e  

cornfor tablement dam u n  f a u t e u i l  e t  l e  publique s avance 
pour 3.e voir.  Parlea bas e t  l a  publique tend 1 ' 0 r e i l l e . " ~  

11 On the other  hand, MacKaye says, Courtizez l a  pub- 
9 

l ique,  e t  e l l e  vous tourne l e  dos." Treat the public a s  

an i n fe r io r ,  NacElaye continues, and it w i l l  always seek to 

be i n  your presence, and i f  you wish a grea t  success, p lan  
10 

so t h a t  hal f  your audience stands without. This a t t i t u d e  

i s  typ ica l  of the period of the g r e a t  ac tors ,  

A sho r t  sec t ion  of the  notes dea l s  with.  a c t i on  during 
1 1  
A I  

soliloquy. MacKaye say s : 

"On ne do i t  pas dm-s l e  monologue cornme dans l e  
dialogue decouvrir l e s  dents,  on d o i t  prononcer l e s  choses 
come s i  on ne l e s  a r t i c u l a i t  pas, e t  f a i r e  le moins de 
Mvts - possible de l a  par t  de l a  ~ouche ." l2  

T h i s  seems a lso  to  suggest a movement toward realism; 

an at tempt to  make the  soliloquy more near ly  represent  

thought, The same idea  continues i n  the discussion of 

ges ture  i n  the  soliloquy. Such gestures should not be 

descr ip t ive ,  except i n  cases where the ac tor  may t a l k  to  

himself i n  the second person, but s b u l d  be purely contem- 

p la t ive .  I n  dialogue, on the  other  hand, gesture may be 

e i t he r  descr ip t ive  or contemplative. In  general, more gesture 

i s  used i n  dialogue than i n  soliloquy. 

9, Ibid., p, 69, l i n e s  22-23. 
10. m., p. 70, l i n e s  6-8. 
11, IviacKaye f s word is  "monologue, " but obviously he i s  not  

discussing the a r t  of  the monologist, bu t  monologue 
i n  drama, o r  soliloquy. 

12. Appendix A, p. 36, l i n e s  26-30. 



"11 faut  a lo r s  savo i r  d is t inguer  ent re  l e  ges te  du 
dialogue e t  l e  ge s t e  du monologue--Le Regle suivant peut 
nous aider--Le Dialogue appele l e  ge ste--1,e monologue tend 
a l ' exclure ." l3  

The notes continue with a br ief  discussion of s tage 
14 

ru l e s ,  The center of the s tage  i s  midway between the two 

sides,  and a quarter of the  dis tance from the f o o t l i g h t s  t o  

the back cur ta in .  When one character i s  a t  center,  another 

character  may speak from one s ide ,  from the  r ea r ,  o r  from 

the f r o n t .  When speaking from the f ron t  i t  i s  permisstble 

t o  tu rn  the back t o  the  audience. This a l s o  seems to be 

a movement i n  the d i r ec t i on  of  g rea te r  realism. When 

speaking f r o m  the r e a r ,  the  f ace  should be turned toward 

t3e center  a s  much as  possible s o  t ha t  t he  voice w i l l  not 

be l o s t  i n  the wings. When speaking from the s ide ,  the body 

should be turned away s l i gh t ly  from the character a t  center ,  

but with the  face turned toward the audience. The e f f ec t  

seems to  be somewhat l i k e  speaking over the shoulder. This 

permits the  ac tor  to  seem t o  speak t o  the character a t  

center ,  and a t  the same time, t o  speak d i r e c t l y  toward the 

audience. This also  seems to be a move i n  the d i r ec t i on  of 

realism. The notes on ac t ing  conclude wi th  a l i s t  of occa- 

sions i n  which the s u p r i o r  may 

which the i n f e r i o r  may face the  

not face the  i n f e r i o r  except i n  

1, !?hen he wishes to  g ive  

face  the i n f e r io r ,  and i n  

superior .  The superior  does 
15 

the follclwlng cases: 

a commard, o r  t o  impress 

him with the sense of  his digni ty .  



2,  When he w i  shes to  examine him. 

3. In comedy, the superior should t r e a t  the i n f e r i o r  

carele 'ssly o r  with indifference.  

The in fe r io r  always f aces  the superior ,  except i n  

the following cases: 

1. When he i s  busy i n  the service  of the superior ,  

2. When he wishes inso len t ly  t o  i n s u l t  the superior.  

3. Then he wishes to  conceal som thing from h i m .  

I n  general,  the inf  e r lo r ,  e spec i a l l y  i n  comedy, should 

be i n  f r o n t  of the superior a s  much a s  possible, and he 

should be dominated by him. He should no t  t u - n  his back o r  

s ide exccpt i n  the above lslentioned cases. 

It i 3  d i f f i c u l t  t o  draw conclusions fron these brief  

notes.  In general,  however, i t  seems t h a t  the Delsarte  

system, a s  applied t o  acti-rg, advocated r e s t r a i ~ ~ t  i n  gesture 

and the expression of emotion; a re l i ance  upon suggestion 

r a t h e r  than l i t e r a l  portrayal .  This i s  a d e f i n i t e l y  modern 

tendency. I n  addit ion,  t'ne discussion o f  the use of voice 

and ges ture  i n  soliloquy, and the few suggestions on s tage  

movement, seem t o  ind ica te  a tendency toward a grea te r  



CHAPTEB SEVEY 

SUMMARY hXD CONCLIJSIONS 

I. Sumnary 

The Delsarte  sgstern of expression may be summarized 

a s  follows: 

The bas is  of the  Delszrte system i s  the t r i n i t y .  

Everything on ea r th  i s  t r iune  just  a s  everything i n  heaven 

i s  t r iune,  f o r  both heaven and e a r t h  a r i s e  frorn the divine 

t r i n i t y  of Father, Son, and Holy Ghost, Man, however, i s  

dual,  with each of h i s  natures composed of a t r i n i t y .  H i s  

s p i r i t u a l  nature i s  composed of  the three essences of l i f e ,  

a r i s ing  from the Father of the Divine t r i n i t y ,  mind, a r i s ing  

frorn the Son, and soul ,  a r i s ing  from the Holy Ghost. 

These essences of l i f e ,  mind, and soul produce i n  

man1 s physical being three organic ac t s :  fee l ing ,  thought, 

and love,  These organic a c t s  a r e  expressed by three physi- 

ca l  mechanisms. The vocal mechanism, ~o i? s i s t i i%  of the 

lungs, the back pa r t  of the mouth, and the larynx, produces 

in f lec t ions  which a r e  the expression of fee l ing or l i f e .  

The buccal mechanism, cons i s t ing  of the  velum, the tongue, 

and the l i p s ,  produces words, which a r e  t h e  expression of 

thought or mind. The dynamic mechanism, consis t ing of tho 

torso, the head, and the  face,  with the  limbs serving a s  

accessories,  prodaces gestures,  which a r e  the expression 

of love or the soul .  

Each of these th ree  mechanisms, while expressing 

primari ly i t s  own p a r t i c u l a r  essence, may, a t  'che same time, 

through the principle of c ircumincession, express the other 



tv~o. Thus gesture, which expresses primari ly the soul, 

a lso  may express l i f e  and mind, but  t o  a smaller degree. 

The body i s  therefore divided in to  zones t o  express the  

th ree  essences of l i f e ,  mind, and soul. The torso i s  the 

v i t a l  o r  l i f e  zone, the head i s  the mental o r  mind zone, 

and t3e face  i s  the rnoral or soul  zone. Because l i f e ,  mind, 

and soul mutually influence each o ther ,  each of these major 

zones i s  subdivided in to  three  minor zones, making i n  all 

nine zones of ges ture .  I n  addition t o  the zones, the 

movements o f  the body exprsss the th ree  essences of being. 

There a r e  t h r ee  basic forms of movement: movement 

about 2 center ,  c a l l ed  normal, which i s  v i t a l  and expresses 

l i f e ;  movement away from a center ,  c a l l ed  eccentr ic ,  which 

i s  mental and expresses mind; movement toward a center ,  

ca l l ed  concentric,  which i s  moral and expresses soul .  These 

three forms of movenent mutually influence each other  and 

thus give r i s e  t o  nine f orzs, normo-normal, normo-eccentric, 

nomno-concentric, eccentrbo-normal, eccentm-eccentr ic ,  

eccentro-concentric, concentro-nomal, concentro-eccentric, 

and concelztro-concentric. The se f o m s  of  movement give 

r i s e  t o  nine a t t i t u d e s  or  s t a t e s ,  and a l s o  to nine inf lec-  

t ions  or movements. A l l  gestures,  movements, o r  a t t i t u d e s  

may be c l a s s i f i e d  under these forins and each gesture, 

movement, or a t t i t u d e  has a specia l  s ignif icance.  

The vocal apparatus i s  a lso  t r iune ,  and each element 

of the t r i n i t y  expresses one of  the essences of being, 

l i f e ,  mind, o r  soul .  Speech a r i s e s  *om three  agents: 

the i nc i t i ng  agent,  the  lungs, which i s  the  v i t a l  or  



110 

l i f e  p r inc ip le  of sound; the resonating agent,  the mouth, 

which i s  the  i n t s l l e c t u a l  or mind principle of sound; 

the vibra tory  agent,  the larynx, which i s  the  moral or  soul 

pr inciple  of sound. A l l  vocal ef fects ,  a r i s ing  f r o m  these 

fundamental agents, express l i f e ,  mind, or soul, and may 

be so c l a s s i f i ed .  In  addit ion,  the Delsarte  system re -  

evaluates language according t o  the pr inciple  of the,  t r i n i t y  

and assigns degrees of value t o  the  various pa r t s  of speech 

varying from one t o  nine. 

This e n t i r e  sys tern may be approached from two view- 

points,  the  semeiotic and t h e  ae s the t i c ,  Serneiotics con- 

s i s t s  of deducing the  expression from the sign. That i s ,  

given a c e r t a i n  movement, semeiotics c l a s s i f i e s  the  movement 

and determines what t ha t  movement expresses. The sane i s  

t rue  wi th  vocal e f f ec t s .  Thus semeiotics i s  an ana ly t ic  

process. Aesthetics, on the other  hand, produces the sign 

a s  a r e s u l t  of emotion or  fee l ing .  That i s ,  given a cer- 

t a i n  emotion, man will. inevi tably  produce c e r t a i n  ges tures  

i n  expressing i t ,  If he f a i l s  t o  produce these  gestures,  

the emotion i s  not r e a l  o r  sincere; the individual  i s  only 

dissembling. A e s t 3 ~  t i c s  i s  superior t o  semeiotics f o r  i t  

i s  spontaneous expression and creat ion,  while semeiotics 

i s  ana ly t ic  and t rans la t ive .  The work of the student i s  

t o  analyze through the semeiotic, then, through pract ice ,  

to  synthesize so  that h i s  movement becomes spontaneous and 

thus aes the t ic .  



11. Conclusions 

As indicated i n  the introduction few conclusions 

can be drawn from t h i s  mater ia l  because of i t s  in t ro -  

ductory nature. Final conclusions must by necess i ty  wait  

u n t i l  the other avai lable  manuscripts have been analyzed 

and evaluated, 

The conclusions drawn from the  mater ia l  presented 

a re  divided in to  two sect ions:  ( A )  those deal ing with 

the background and the matorial;  (B) those dealing w i t h  

t'ne value and signif icance or  u s a b i l i t y  of the system, 

A. Soncluslons dealing with the material  and the background. 

1, From the mater ia l  given concerning t h e  r e l a t i o n s  

of Delsarte  and LiacKaye i t  i s  posdble t o  conclude that 

MacKaye had a thorough grasp of the  system f o r  Delsarte 

allowed him t o  do a par t  of the teaching during the l a t t e r  

months of h i s  study, and named him h i s  d i s c i p l e  and successor,  

2, The notes a r e  very nearly ac tua l  statements of 

Delsarte ,  f o r ,  whfle MacKaye was highly p r o  judiced i n  Del- 

s m  t e '  s favor,  t h i s  pe rmna l l t y  f ac to r  could have entered 

l i t t l e  i n to  the recording of these  notes,  I t  i s  possible,  

of  course, t h a t  PdacKaye took more careful  notes i n  some 

phases 02 the system than i n  o thers  according t o  h i s  own 

i n t e r e s t s ,  

3 ,  It seems log ica l  t o  accept these notes a s  authent ic  

and a s  original. notes taken by Steele hiacKaye during Del- 

sa r te l  s l e c tu re s  from October, 1863, to  July, 1870. 

Handwriting, signatures,  dates,  and addresses wbuld a l l  

so indicate .  
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4. The notes contain the major portion of the  Del- 

s a r t e  theory. I"lh.ile some par t s  of t h e  mater ia l  seem t o  

be missing and other p a r t s  a re  given buch sketchy t r ea t -  

ment that i t  i s  d i f f i c u l t  to  follow, s t i l 1 , t h e  notes 

a r e  su f f i c i en t ly  complete to  g ive  a comprehensive pic ture  

of the system as a whole. 

B. Conclusions deal ing wi th  the value, s ignif icance,  and 
u s a b i l i t y  of the system. 

1. The basis  of  the  Delsarto system of e x y e s s i o n  

i s  a philosophical- theological  conceptiom of a t r iune 

universe. The sys tern d iv ides  man in to  a dua l i t y  of 

t p i n i t i c s  each of which has i t s  own pa r t i cu l a r  products 

expressing d e f i n i t e  s t a t e s  o r  emotions. 

2,  I t  seems evident t h a t  Delsarte  considered h i s  

system a science, There i s ,  however, no indicat ion of any 

invest igat ion of a s c i e n t i f i c  character  i n  the notes. The 

whole system seems purely speculat ive r a t h e r  t'nan s c i e n t i f i c .  

3. Delsarte approaches the  f i e l d  o f  expression from 

two viewpoints: the  semeiotic and the aes the t ic .  He pro- 

bably d i d  not consider h i s  system primari1.y a mechanicrl 

one, f o r  he says d e f i n i t e l y  t h a t  the aes the t ic  i s  the 

goal t o  be achieved through the semeiotic. 

4 ,  Certain aspects  of the system causes i t  t o  becone 

very a r b i t r a r y  and a r t i f i c i a l ,  No such t r i n i t a r y  d iv i s ion  

as i s  indicated i n  the notes ac tua l ly  ex i s t s .  The necessi- 

t y  of f o ~ c i n g  everything in to  the mould of t h r ee  and nine 

makes f o r  an a r t i f i c i a l  d ivis ion t h a t  has no ac tua l  bas i s .  

The aim seems t o  be to f i nd  nine kinds of movement of the 



head or  hand rather  than to  f i n d  the expressive move- 

ment s of the  head and hand, 

5, The nut e s  give no ind ica t ion  a s  t o  the method 

employed i n  teaching the system t o  the student .  Vhat kind 

of exercises the student was ~ i v e n  or just what was h i s  

procedure i s  e n t i r e l y  omitted. T h i s  may be e i t h e r  a 

f a u l t  of the system o r  a n  omission i n  the nut e s  of BIacKaye. 

6 ,  The notes indicate  t ha t  movement and ges ture  a r e  

the v i t a l  p a r t  of the Delsarte theory a s  a major portion 

of the material  deals  w i t h  these phases of expression. 

V. Apparently, from these notes, voice plays a 

minor r o l e  i n  the Delsarte  system. 

8, Contrary t o  a widely held notion tha t  the 

system i s  too l i t e r a l  and excessive, the notes would 

ind ica te  t h a t  the p r inc ip les  of r e s t r a i n t  and suggos t ion 

a r e  an i n t e g r a l  pa r t  of Delsar te ts  philosophy. 

9 ,  The pr inc ip le  of c i rc~mincess ion  would lead t o  

the conclusion t h a t  the con t r o l l i n g  influences o f  move- 

ment a re  so interwoven t h a t  any bodily expression i s  not 

only under the control  of a major influence, but  a l s o  i s  

operated v.pon by a l l  the influences a t  work on the  body. 

Thus each movement i s  made through a t o t a l i t y  o f  control ,  

Inversely, every pa r t  of the body probably exe r t s  in- 

fluence on every other p a r t  of the body tl?rou.gh i t s  

major control .  Perhaps t h i s  theory has had some infl-crence 

upon the premise of modern speech, t h a t  speech i s  a 

t o t a l i t y  of bodily act ion.  
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BIBLIOGRAPHY 

No attempt whatever has been made i n  t h i s  b ib l io -  

graphy t o  amass a l l  the  mater ia l  on Delsarte  i n  America. 

The very nature  of the research has confined it l a rge ly  

t o  the notes of NacKaye. Second~ry sources consulted 

have been used only to c l a r i f y  and give meaning t o  the  

background of t h i s  material .  The sources l i s t e d  a r e ,  

therefore,  highly se lect ive .  

Primary Sources 

I. The se r i e s  of twelve small note books. 

1. Small note book wi th  pages seven inches by  e igh t  

and three quar te r s  inches i n  s ize .  Contains twenty 

wr i t t en  pages, approximately two thousand words. 

It contains the  mater ia l  on voice science, aestihetics 

and semeiotics, a t t i t u d e s ,  i n f l ec t i ons  and posi t ions ,  

laws and ru l e s  of the stage. 

2. Small note book s L ~ i l a r  t o  no. 1. Contains ten 

pages of very confused French and English notes, 

approxinately one thousand words. Some of  the 

materizl  i s  p r ac t i ca l l y  i l l e g i b l e .  It deals  

ch ie f ly  wi th  the t r i n i t y .  

3. Snall  note book similar  t o  no. 1. Contains t h i r t y -  

s i x  pages of French notes,  approximately three 

thousand s i x  hundred words. Contains " ~ f ~ c c o r d  de 

Neuvieme de l a  ~ e r i t e , "  " ~ r l n c i p e  du Circuminces- 

sion, " t'Mouvement s de l a  ~e te ,  It and "1~Tesur e , nombre , 
poids ." 

4. Small note book similar  t o  no. 1. Contains t h i r t y -  
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sh pages of notes, approximately three thousand s ix  

hundred words. Contains mater ia l  on voice science, 

circurnincession, and the postula te  man. 

5, Small note book d m i l a r  t o  no. 1. Contains nineteen 

pages of notes, approximately nine teen hundred words. 

Contains de f in i t i ons  of l i f e ,  mind, and soul, and 

of the  imanences,  discus sion of the influence o f  

the angels,  the zones of ges ture ,  the seven sacre- 

ments of the church, and the postulate man. 

6. Small note book s imi l a r  t o  no. 1. Contains only 

nine pages, approximately nine hundred words, of 

notes deal ing wi th  perception and r u l e s  of the stage.  

7. Small note book s imi l a r  t o  no, 1, Contains f o r t y  

pages of notes,  apvroximately four t'lousand words, 

Contains the a t t i t u d e s  of the f e e t ,  and mixed F r e ~ c h  

and English notes on the t r i n i t y ,  on science, ard 

perception. 

8. Small note book s imilar  t o  no. 1. Contains " L f A r t  

de Monsieur ~ e l s a r t e , "  which i s  given a s  p a r t  one 

of Appendix B of t h i s  t he s i s ,  and cons i s t s  of t e n  

wr i t t en  pages, approximately one thousand words, 

9. Smaller note book with pages six and one ha l f  inches 

by e igh t  and one hal f  inches. Contains approxi r i t e ly  

forty-one pages, about four  thousand one hundred 

words, of mixed French and English notes,  These a re  

very confused, but  dea l  w i th  inf lec t ions ,  perception, 

t r i n i t y ,  astronomy, and other sca t te red  sub jec t s  

10. A note book similar to  no. 9. Contains only fourteen 
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pages of notes, t o t a l l i n g  approximately fan r t e e n  

hundred words. It contains fragmentary notes On 

homogeneity of the body, movement of the eye, and 

movement of the head, 

11. A small note book w i t h  pages four  inches by s ix  and 

one ha l f  inches. It contains eighty-eight pages of 

notes,  t o t a l l i n g  approximately e igh t  thousand words. 

These a r e  chief ly  laws and r u l e s  of movement of the 

d i f f e r e n t  p a r t s  of the body, together wi th  a number 

of quotations f r o m  French wr i t e r s ,  

12. A small note book with pages four  inches by s3x 

inches containing only eighteen pages of French 

notes,  t o t a l l i n g  abdut one thousand words. These 

notes a r e  extremely fragmentary, consis t ing ch ie f ly  

of sketches o f  the eye, uncompleted charts ,  word 

l i s t s ,  e t c .  

11. The large note book. 

The book has pages nine inches by t h i r t e e n  and one- 

half inches. It contains eighty-one pages i n  MacKaye's 

s c r ip t ,  t o t a l l i n g  approximately twenty-four thousand 

th ree  hundred words. The notes i n  t h i s  book a re  a 

d i r e c t  re-coyying of the major port ion of the twelve 

small note books described above. The e n t i r e  book i s  

reproduced a s  Appendix li of t h i s  thes is .  

111. The rnmuscripb 

1. The autobiographical fragment. This cons i s t s  of six 

pages of rnanuscriyb , cont sining a p g r o x i ~ a t e l y  one 

thousand words, and ou t l ines  MacItaye ' s l i f e  u n t i l  



2, The l i f e  of Delsarte. This cons i s t s  of twelve pages 

of s c r i p t  and t o t a l s  approximately f i f t e e n  hundred 

words. It gives a b r i e f  l i f e  of Delsarte ,  

I V .  Bul le t in  of ~ a c ~ a y e ' s  School of Expression of 1877. 

This b u l l e t i n  has p g e s  four and one half  inches 

by seven inches, and contains twenty-ei ght pr in ted 

pages given some general mate r ia l  on Delsarte and 

l i s t i n g  the  courses offered i n  MacKaye 1 s school, 
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APPENDIX A 

m-is appendix contains a l l  the material  included 
1 

i n  Steele MacRaye 8 notebook (number 12), The f ly lea f  

of t h i s  note book contains t h l s  inscription: 

"Jams Steele MKaye 
237 Faubourg S t .  Honore 
Par is  @arch 17i&7"7" 2 

This i s  a large note book nine inches by th i r teen  and one- 

half inches, numbering eighty-one pages of MacKaye ! s long 

hand, t o t a l l i n g  a p p r ~ x ~ a t e l y  twenty four  thou sand three 

hundred words. In  addition there  a r e  four  pages o f  draw- 

ings, This i s  a d i r e c t  recopying of the material  contained 
3 

i n  MacKaye s smaller note books (numbers 1 to 12) .  In  a l l  

probabil i ty the material contained i n  these small note 

books a r e  notes taken d i r e c t l y  by MacKaye while l is tening 

t o  Delsarte's lec tures ,  These small note books, 6n care- 

f u l  checking, were found to be ident ical  with the material 

i n  note book number twelve. MacKayel s purpose i n  copying 

these notes was evidently t o  preserve them in more permanent 

form, as he recopied the pencil  notes of tb smaller books 

i n  ink in to  the la rger  book. 

No attempt has been made to correct  i n  any way the 

manuscript, A l l  of i t s  grammatical e r rors  and misspellings 

a re  reproduced a s  they occur i n  the note book. 

1. See bibliography. 
2, MacKaye l ived a t  t h i s  address during the s r ing of 1870. 

See MacKaye, Percy, Op. C i t . ,  I, pp. 136-189, 
3. See bibliography. 
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For c l a r i t y  a marginal note has been made so tha t  

the material  given here w i l l  correspond to  the actual  page 

numbers in the manuscript. Also, i n  order to  ma& re fer -  

ence t o  this material  i n  other par ts  of the thes is  more 

readily,  the l ines  have been numbered by f ives .  To give 

a v isua l  representation of the material, photographs of 

the drawings and char ts  i n  the manuscript have been in- 

cluded. 

MATERIAL CONTAINED I N  NOTE BOOK NUMBER Tl?rELVE 
4 

Page-:;- Table des Matieres 

Arne 
Definition supreme 
Les Vices l e s  Vertus e t  l e s  perfections 

dans 1'Ame 
Auge s 

Influences de s--- sur 1' Home 
Appela t ions  

Appellations 
Ar t i s t  

Trois etude de 11 
Politique de 

Articulations 
Wogressions des Articulations du Bras 
Sens de ltexteqsion des courbes des 

Articulations 
La richesse des Articulations 

Attitudes 
De Bases 
Du Torse 
Des Mains 
De l a  Tete 

5 De l tOe i l  
Page% Boache 

Repulsion de l a  Bouche 
Bouche dans l e  Monologue 

II " l a  surpri se 

4. This page i s  not numbered i n  the manuscript. 
5. This page i s  no t numbered i n  the manuscript. 



Bras 
Progressions des Articulations du Bras 
Flexions--Extensions--et Rotations du Bras 
De ltextension des membres par rapport a 

leur oppositions 
Le Comfortable 
Coeur (poesie) 

Carresse (beaute) 
Choregraphie 

Corps 
De la reaction du corps 

Coude s 
Expression characteristique des coudes 

Doight 8 
Expression characteristique des doights 

Dents (phisiologie) 
Entsndrnent 

Aspiration de 
Esthetique 

Definition 
Epaule 

Resi stence par 1lEpaule 
Evangile 

6 Remarque curieux 
Page a Esprit 

De f ini t ion Supr erne 
Les vices les vertus et les peffections 

dans 1tEsprit 
Etude s 

Trois-de 1'Artist 
Expressions 

Suspicion--repos d a m  la n renard de la 
L* 1nsouciance1-11 Indiff erenee--lt Impuissance 

de llOeil 19 
Expressions Vocales 

11 
74 

n Characterhstique des Coudes 89 " doigts . 89 
ft de llOeil et de la bouche dans 

la surprise 89 
Expressions de ltOeil dans la crainte 

n 
89 

1'Ironie 
n 

89 

n 
FottrberAe 89 
Ferlslete 

n 
18 " Indif Ference 18 

Gestes 
DfAttractions (dfInterpellation) 21 
Foyers d*activitd du Geste 23 
Dtabduction physique ou Repulsion Morale- 

(nous nommerons ces Mvts - spiroidaux) 25 
Geste de Rejet 29 

6. The following nine pages are numbered by letters. 



Page b 

Page c 

Des 3 modes du Geste 
Geste de ltordre et de sa reiteration 
Trois %vt& elementaire dans le geste 
Loi imp66ant sur le geste 
Relation des gestes a la Parole 
Les Zones du geste 
Typique s 

Homes--Postulate 
Influence des Anges sur 

Interrogations 
Vocales 
De la Tete 
Degres dc 
Des approbative 

Inflexion 
Jambes 

Attitudes de Bases 
Lois 

De la Scene 
Language 

Degres de Valeur de les attributes de la 
Loi des valeurs des attrfbut de la 
La Raison divine des degres de valeurs 

Mains 
Attitudes dea 
Fonctions de la Nain 
Des faces de la " 
Des 9 ldanifestations de la volonte' du poing 67 
Phisiologie des Mains- (Pouce) 159 

La Marche 
Des conversions ou changements de direc- 

tions-- 
Preparations de Marche 87 

Memoire 
Puissance seminal de la 97 
Aspiration de la 97 

Me sure 
Mesure Nombre PoZds 71 

Monologue 
Bouche dans la Monologue 81 
Difference des gestes du dialogue avec 

ceux du Nonologue 81 
Des gestes descriptifs dans le Monologue 82 

Mouvements 
Passionelles et voulus 45 
Trois Mvts elementaire dans le geste 45 
Mvts. dirsctes et oppos&s 51 

Spiroidaux 
7 A 

25 
51 



Sens des Mvts obliques et les Mvts de 
face dela Tete - 

De la lenteur et la vitesse du mouvement 
Nouvements de tete de lfHomme faible et 

de ltHomme Puissant 
Vitesse des Grand Mvts. - Page d ?doyens 
De faire valoir Ze discours 

Nombre 
Mesure nombre poids 

Nez (phlsiologie) 
Oeil 

Sea Attitudes 
Dans 1' Insouciance--11 Indif ference-et 

1~Irnpui ssance 
Titilation de lloeil 
Suptilite de IlOeil, et ses Mvts - proportionels 
~10eil dans la Surprise 

n " C~ainte 
Raison de la Fermete ou 1tIndifference dam 18 
Signe des Mvt du globe de 1' 169 

Phisiologie (des Mains) 159 
Du nez 161 
Des dents 161 
De s yeux 167 

Poids 
Mesure--nombre--poids 71 

Proportions 165 
Posit ion 129 

Positions 57 
Pr incipe s 

Philosophiquea 91 
Phenomene s 

35 Organic 129 
Page 8 Pronation 

Pronation 61 
Philosophy--principe s 91 

Regard 
De la Suspicion 49bis 
Illumination du Regard 53 
Regard Interieur 77 
Des Trois Rega~ds parralleles ou divergeant 77 
Fixite du Regard-Regards des Grands 

Caracteres 53 
Regard avea abandonment du Corps 53 

Remarques et Distinctions 
Ce qui distingue le veritable Talent de 

ltignorance 37 
De la Demonstration et du Pleonasrne 37 
Distinction entre Hvts Passionels et Mvta. - - Voulu s 45 
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Page f 

Situat ions--Pod tions--Attitudes 57 
Faits qui doivent regir nos actes 65 
Du travail particulier de 1'Eleve 69 
De la Mesure, du nombre et du poids 71 
Les extremes se touchent 85 
De la Puissance 91 
Definitions supreme de la Vie 1tEsprI.t 

lthe et le Coeur 95 
Definitions des Immanences et lea Actes 

Organiquet 97 
Retrospection 

Notes confus sur la-- 77 
Rotations 

Rotations supinations etc, 61 
Le Son 153 
Silence 

Du Silence 140 et 79 
Sacrements 

Les Sept 
Les Sept-et leur echo dans le monde 

Situations 
Situations positions attdes. 

Sci ence 
Points de vu de la 
Faits concernant-dans le monde 

Souf les 
Nazal 

Scene (lois) 
Regles 

Semeiotique 
Definition 

Supination 
Supination pronation rotations 

Signes 
Des divers parties du corps 
De s inflexions 
Du globe de llOeil 

Tete 
Attitudes de la 
Inflexions " " 
Interroaations de la 
Sens dei Mvts obliques et les Mvts de face 

de l a T t e  - 59 
Mvts de Tete de llHomme Hediocre et de - lrHomme Puissant 35 
Pour porter la tete en avant 65 

Trinite (definition) 151 
vie 

Definition supreme de la Vie 95 
Les Vices les ~ertus et les Perfections dans 

la Vie 93 
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vo ix 
Interrogations vocale , 39 
Du Son tranchant et Carre 73 
Des sons vocales 73 
De It intensite vocale chez lrHomme de la 

Rue et chez lfHomme bien n6 73 
Du dechirement et de la Compression du son 74 
DQ dechirement vocal 74 
Expression vocales 74 
Coaunent la voix caracterise les choses 

acceptable 75 
Science Vocale 151 

~olonte) 
Des 9 manifestations de la volontd du poing 67 

97 Aspirations de la 
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Vices 

Definitions des Vices 
Ver tus 
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1' Etre 
Scene 
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Page 1 Attitudes de Bases 

Les Attf tudes sont l e s  f ormes intrinsiques 
e t  permanente qulaffect l e  corps sous llempire 
du sentiment, e l l e  sont l a  base essent ie l le  
de l a  dynamique. 

Nous avons t r o i s  genres d la t t i tude  qui  
sont--1 mo l e s  a t tds  nomnales 2 do lea at tds .  
concentrique 3 t io  l e s  attds.  excentrique. 

Les attds.  normales sont cel le  ou l e  corps 
r epa r t i t  egalement son poids sur lea deux jambes, 
e t  ou il occupe une position droite. Les deux 
jambes dans ces attds. ont une egale puissance \ 

puisqutelles supportent toutes deux egalement 
l e  poids du corps, 

Les a t tds  concentrique--sont ce l l es  ou l e  
corps e s t  entierement portd en ar r iere  SUP 
l'une ou l t au t re  jarnbe en l e  rentrant plus ou 
moins. on sent dans ce cas que l a  jambe de 
derriere e s t  doublement fo r te  ou resis tante  
puisqula e l l e  seul e l l e  supporte entierement 
l e  poids du corps; l a  jambe de devant dans ce 
cas completement l ibre,  portera come l a  jambe 
de derriere l e  nom de son etat--ct e s t  a d i re  
nous l'appellerons jambe l ibre,  contrairgment 
a cel le  de derriere que nous nommerons jambe 
forte.  

Les a t t d s  excentrique sont cel les  ou l e  
corps se porte entierement en avant sur ltune 
ou l f a u t r e  jambe; ces a t tds ,  sont l e  contraires 
exacte des concentriques, i c i  l a  jambe fo r t e  
e s t  en avant e t  l a  jambe l i b r e  en arr iere .  

Resumons a ins i  ce t r i p l e  caractere des 
a t tds ,  de bases:- 

Genre normals-dew jmbes fo r te  parraleles 
Genre concentrique--jambe posterieure fo r t e  

e t  jambe anterieure l ib re  
Genre Excentrlque- jmbe anterieure fo r t e  

e t  jambe posterieure l i b r e  
Ces t r o i s  genres dtattds.  regissent neuf 

formes dont nous allons donner l e  type e t  l e  sens 
Imo--La premiere es t  normale, e l l e  consiste 

dans une egale repart i t ion du poids du corps 
sur lea deux jambes.--Cette atd,  eat  ce l l e  du 
doldat au p o r t  dtarmey-moins l e  raideur qu1 
affecte une regularite voulue par une discipl ine 
inflexible,  Ctest aussi ce l l e  que prend llhomme 
dans l e  salut  exprimant l e  respect,--elle 
caracterise a y s i  l a  faiblesse de l'enfance ou 
de l a  caducite 

3, The manuscript pages from here on are numbered. 
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2do La dewcieme caraterise l e  repos dans 
l a  far ce, ou y passe en l a i  ssant t omber l e  
poids du corps, SUP l ' m e  ou l ' au t re  hanche 
e t  6mportant l a  jambe qui se trouve l ibre,  en 
avant: cette operation doit se f a i r e  sans 
tention n i  raideur: Cette at tde caracterise 
encore certain6 s passions concentriques qui se 
cache sous l e  dehors du calme, 

De l a  jambe libre--et de la jambe forte- 
portant eii t o t a l i t e  ou en p a r t i  sup l e  sol. 

Dan8 quel cas l e  pied de l a  jambe-libre 
doit  il porter en t o t a l i t e  sur l e  sol2 

@land i l - p a  prdvision dtun changemat 
de si tuat ion de l a  part  du torse qui amene 
une substitution, ou (ca r? )  l a  jambe fa ib le  
devient for te ,  

Dans quel cas l e  pied de l a  jambe-libre 
doit  il porter en part ie  sur l e  sol? 

Quand l a  jambe l ib re  do i t  servir de contre- 
poids , 
3tio.  La troisieme caracterise l a  vehemence 
dont e l l e  e s t  l e  type e l l e  e s t  l l a t t de ,  excen- 
trique par excellence: e l l e  consiste a porter 
tout 1s poids du corps en avant e t  a tsndre 
l a  jambe de derriere dans des proportions 
egale s au degrd d t avancement du tor se . 
$to  ,--La quartrieme caracterise l a  faiblesse 
qui succede a l a  vehemence, e l l e  e s t  l e  type 
de l a  concentration, e l l e  e s t  aussi dans son 
caractere come dans son aspect l'antipode de 
l a  troisieme puisqu'elle en e s t  1' expression 
reactive. Cette attde.--consiste a porter tout 
l e  poids du corps en a r r i e re  contraireyent a 
l l a t t de  precedent,ou l e  corps e s t  porte en avant, 
e t  a f l ech i r  l a  jambe qui recoi t  l e  poids du 
corps contrairement a l t au t re  qui do i t  e t re  
tendu: crest  come si nous voulions rendre 
verticale une des branches dun corn as  ouvert, 
nous sentirions alors  l a  necessit 8 d'allonger 
l a  brand% oblique ou de racourair l a  verticale. 
Cette attde.  e s t  a peu pres l a  pose du t i r eur  
dans l'escrime, e l l e  differ6 cependant par l a  
direction du pied de derriere qui dans l e s  
armes e s t  en dehorhs, mais qui se porte en 
dedans dans ce t te  attdp. On peut du res te  
ver i f ier  l a  regularite de ce t t e  attde.  par 1' 
agenouillement qui en e s t  l a  paroxisme: s i  e l l e  
e s t  bien f a i t e  e l l e  y conduit facilement s i  au 
contraire e l l e  resemble a ce l le  que prend l e  
maitre df  armes, 1' agenouillement par l e  f a i t  
de l a  direction t rmsversale  du pied de derriere 
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Page 4 

ne peut se f a i r e  quta l a  condition dtune 
teanslation la tera le  du corps, crest  a d i re  
dtun derangement complete t r e s  disagreeable a 
l toe i l ,  e t  a l a  f o i s  dtune t r e s  penible execu- 
tion. 
5to.--La cinquieme es t  une attde. qui s e r t  de 
preparation aux marches obliques, e l l e  e s t  aussi 
incolere, transit ive,  suspensive, e l l e  termine 
dam l e s  marches tous l e s  commets dtangle. Nous 
definissons ce t te  attde. par une troisieme 
transversale, crest  a d i re  que l a  jambe l ib re  
au l ieu  d le t re  en arr iere ,  comme dans l a  troiseme 
e s t  i c i  paralelle a l a  forte--1e corps au l i eu  
d le t re  en avant do i t  e t r e  penche legerement a 
co tQ. 
6to.--La Gieme es t  m e  a t tde  de pornpe, de cere- 
monie, e l l 6  ne s taf fec t  quten presence des 
princes e t  des rois ,  ou des personnes aux 
quelles on doi t  un grand respect. Nous d e f i r s -  
sons ce t t e  a t t ide  par une troisieme croisee 
procedant de l e  cinquieme, c 'es t  a d i re  que l a  
jmbe l i b r e  de l a  5eme devient (en se portant 
lateralement e t  legerement en avant e t  forte- 
ment en dedans) l a  janbe fo r te  e t  opere par 
cela un croisement avec l a  jambe de derriere. 
7 La Verne. caraterise l e  repos absolue, c t e s t  
l ' a t tde  l a  plus fo r te  e t  par  consequant ce l le  
que prend l t ivresse  pour r e s i s t e r  au manque 
dtaplomb crest  encore ce l le  qui prend lthomme 
frappd dlun coup mortel, en un mot 

e l l e  e s t  l t a t t de  du vertige ou 
de 1' extreme confiance. He sogons donc pas etonnQ 
du rapprochment de ces temes, sl. differens e t  
si opposes dans une merne at tde,  car 11 nous 
suff i ra  de compren r e  ce principe-que l l a t t d e  
fo r te  e s t  recherch 1 e par &a falblesse come 
l l a t tde  fa ib le  e s t  affecte gar l a  force. Bemarquons 
pour expliquer ce t te  dual i te  que q e t t e ~ t t d e .  
e s t  tout sirrlplement une premiere ecarte e t  
pour ce t t e  raison e l l e  doit avoir de grandes 
a f f in i t e  morale avec cet te  premiere attde. 
Cette a t tde  consiste dans l a  repart i t ion du 
poids du corps sur ,les dpux jambes parralelle- 
ment e t  fortement ecartees. 
8 -- La 8erne. attde. caracterise l ta l te rnat ive  
entre ltoffensive e t  l a  defensive e l l e  e s t  l e  
milieu exact entre l a  3eme e t  l a  4me, aussi  
exprime t -e l le  1' al ternat ive au moral cornme an 
physique entre ces deux attdes.--Llhomme placee 
entre l a  defensive e t  l foffensive prend toujours 
ce t te  at tde alternative pour souder l e s  ressour- 
ces de son caurage en presence dlun ennimi plus 
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f o r t  que lu i ,  il peut alternativement dans 
ce t t e  attde,  avancer ou reculer. Cette at tde 
e s t  une 7eme dont l e  sens au l i eu  d f e t r e  
l a te ra le  es t  parralel le  au corps e t  antero 
posterieur, Dans cette attde. l e  corps f a i t  
face a l a  jambe de devant e t  l e s  deux jambes 
etant fortement comme dans l e  70~10, recoivent 
un egale repart i t ion du poids du corps. 
9. La gem0 caracterise l e  defi. Cette a t tde  
es t  une 2eme tendu, e l l e  d i f fere  seulment en 
ce sens que l a  jambe l i b r e  e s t  tendu au l i eu  
d te t re  flechi,  comme dans l a  deuxieme. I1 faut  
pour bien executer cet te  attde.  que toute 1' 
extention possible so i t  donne a l a  jambe l ib re  
sans que l a  jambe for te  flechisse, comme dans 
l a  4eme qui ea t  l a  seul attde.  dont l a  jambe 
fo r te  s o i t  flechee. I1 faut  pour empecher 
ce t te  flexion que l e  corps se porte avec force 
sur l a  h a n b  de l a  jambe f o r  te--af i n  que l a  
cote de l a  jambe l ib re  puisse slallonger, 

Attitudes du Torse 

De lticartement de l a  main dam le  regard 
direct .  
LfAbduction e t  l f~car tement  de l a  main ont leur 
raison dt e t r e  dans l a  percept ion ,des temes  
en rapport avec l f o b j e t  determinee, l a  main 
avancde masquerait a lors  des relat ions necessaires 
a l a  fomne synthetique du regard. 

Attitudes des Mains 
La mains come lea bases presentent t r o i s  genres 
d1attdes.--Elles s f  ouvre sans e f fo r t  e t  present- 
ent l t e t a t  normal,--elles se foment e t  present- 
ent l f e t a t  concentrique--puis e l l e s  sfouvrent 
avec force e t  p~esentent  1' e t a t  excentrique. 
1. La l e re ,  characterise lfacceptation, Dans 
ce l le  c m a  main s e  presente ouverte sans effort ,  
l e s  doigts etant rapproches e t  l a  face palmaire 
regardant en haut. 
2, La 2de. caracterise l a  caresse, Dans ce t te  
attde. l a  face almaire de l a  main f a i t  a 1' 
objet contempl Q" e t  en s u i t  doucement l e s  formes, 
3. La 3eme caracterise l a  negation, Cette 
attde sfopere de l a  f ~ c o n  suivante,--Le bras 
e t  l a  main sont plaoees comme dans l a  caresse, 
mais au l i eu  de suivre l a  forme de l fob j e t ,  
l a  main s f e n  degage par un movemt. r o t a b i r e  
externe e t  place a lns i  sa face m a i r e  dam 
une direction laterale.  
4. La 4eme. caracterise l a  yoI')centration, l a  
dissimulatfon, Cette a t .  sfexecute par l e  



poing fern; l e  bras pendant naturellement 
c t e s t  a g i re  sans quti1,fasse aucun movt. - de terrnine par l a  volonte 
5, La Seme. caracterise l a  volont6. Cette attde.  
consiste a porter l e  poing en avant sa face 
dorsale regardant en haut. 
6. La Geme. caracteriae l a  menace. Cette a t )  
stopere par un mvt, ro ta to i re  externe imprime 
au poigg, un s o r F  que contrairewnt a la 
volonte il present sa face dorsale en bas, 
7. La reme, caracterise le desire. La main dans 
ce t t e  a t .  se port6 en avant comme dam l a  l e re ,  - mais 5vec get te  difference q u f i c i  l e s  doigts 
sont ecartes* Cet ecartement signifitan% $e ne 
possede pas exprime l e  desir, car il y a par 
l e  f a i  t de ltavancement de l a  main aspiration 
e t  non possession, 
8. La 8eme, caracterise lt imprecation. Cette 
a t ,  consiste a porter l a  face palmaire de l a  
main Vera Xtobjet, cornme dansla caresse, m a i s  
avec ce t te  difference que l e s  doigts s m t  e c a r t i  
e t  offrent a ins i  un aspect repulsif .  
9. La 9eme caracterise l e  refus, l a  repulsion. 
Cette at.  consiste a porter l a  main obliquement 

xs come dans l a  negation en observant l tecar te-  
ment des doigts qui caracterise ce t t e  3eme, 
8SP8Ce. 

Page 12 Nota--I1 ea t  bien entendu que l e s  diverses ats.  
de l a  t e t e  ne se constatent quten vue de l a  

3 0 direction que prend l e  regard. Ainsi il n t e s t  
pas absolument v ra i  de di re  que l a  t e t e  yoit a 
l ' e t a t  excentricpe parcequfelle eat  elevee, 
parceque il se pourrait que toute elevde qytel le  
soit ,  l a  direction da regard f u t  plus elevee qut 
e l l e  ,et dans ce cas l a  t e t e  pourrait quoique 
elevee presenter l taspect de l t e t a t  concentrique, 
alors il serai t  vra i  de d i re  que l a  t e t e  presente 
1' e t a t  concentrique dans une direction haute. 

Page 13 Attitudes qe ,la te te .  
4 o La ~ 8 t e  considere dans ses t r o i s  poses directes 

presentes t ro i s  etats .  En face de l 'obje t  qu' 
e l l e  cqn temple e l l e  presente lt e t a t  normal. 
lnclinee en avant e t  dans la direetion de 1 1  
obJe4, e l l e  presente l r e t a t  concentrique, 
Elevee e t  considerant Z'objet de haut e l l e  
presente 1' e t a t  excentrique. 

S i  mafatenant nous con siderons chacune de 
ces a t tdes ,  au point de vue dtun double penche- 
ment l a te ra l  dont e l l es  sont susceptibles nous 
a u r a s  les neuf suivante s . 



1, La lere ,  e s t  normale, La tdte  e s t  i c i  ni 
haute n m a s s e  l e  regard etant  d i rec t ,  
2, ,La 2de, caracterise la tendresse, Cette a t ,  
consiste a penchdr l a  t e t e  obliquement vers 
l~ in te r locu teur ,  Le corps dans ce t te  at tde,  
ne doi t  pas e t ~ e  dtrecte  a l tobjet ,  en sorte que 
l a  t e t e  en se penchant vers l u i  se penche later-  
alement par rapport au corps, 
3, La troisieme caracterise l e  sensualisme, 
Cette a t ,  s'exprirne par un penchement tout a 
f a i t  invers a l a  2de., c les t  a d i re  a llopposde 
de l ' interlocuteur . I1 e s t  bien entendu dans 
cet te  a t ,  comme dans la precedante que l e  regard 
e s t  oblique. 
4,  La 4eme. caracterise l*exarnen,, l a  reflexion, 
La t e t e  dans ce t t e  a t ,  e s t  penche en avant, 
come nous l'avons d i t  dam la concentration, e t  
l l o e i l  par l ' e f f e t  de l 'abaissemnt de l a  t e t e  
se porte en haut pour envlsager It obje t, 
5, La Seme, caracterise la veneration, Cette 
a t ,  presente l e  penchemnt de la 2de.; mais i c i  
comme l a  te te  do i t  e t re  abaisde, l t o e i l  se 
dir ige a l a  fo i s  obliquement e t  de bas en haute 
6. La 6eme. caracterise l a  suspicion. Cette at, 
presente le  penchernent de la Seme, avec l e s  
modif icatlons co ncentrique s signaler pour l a  
precedente, 
7, La ?erne. caracterise l lexal tat ion,  la passion. 
Cette a t  e s t  excentrique e t  d i rec te  comme nous 
l'avans deja d l t ,  
8. La 8erne, caracterise llabandon 1' extreme 
confiance. Cette a t ,  gresente l e  penchement de 
l a  2de. mais avec l a  t e t e  en arr iere  e t  l l o e i l  
au l l eu  de se dir ige directement ver h'objet 
come dans l a  Beme. e t  de bas en haut comme 
dam l a  5eme, considere l c i  de haut en bas. 
9, La 9eme, caracterise llorgeuil.  Cette a t .  
affecte l e  penchement de la  3eme, e t  de l a  Geme, 
avec l e s  differences de regard signaler par la  

Y o  prczcedhtb . 
Ainsi en recapi tulmt on voi t  que l e s  

leres  4emes e t  7emes a t s ,  sont dlrect  a [f'objet, 
q m a  2eme 5eme e t  8eme foment l e s  penchements 
obliques vers llobjet--et enfin que l e s  3emes 

Y s 6emes e t  9emea a t s  resul te  drun penchement ob- 
lique e t  invers a l 'objet .  

Page 15 Inflexions de la Tete 
Les inflexions sont des modifications qui par 
l e w s  mouvements e t  par leur rythmes multiples 

50 constituent l a  vie des attdes,  Leur formes sont 
fugitives comme l e s  sensations qui l e s  font 
nai t re ,  car e l l e s  sont aux ats. ce que l ' ad jec t i f  
e s t  au substantif, ltaccident au fond, l a  vie 



a l tams,  l e  mouvement a l a  forme, l a  forme a 
1) essence. 

I1 y a neuf s inflexions de l a  t e te  
1 .La lere.  caracterise l a  resignation. La t e t e  
e s t  p o r r e n  avant e t  en bas. 
2 .La 2eme. caracterise llesperance, l 'appelation 
ou desire--La te te  es t  porter en avant e t  en 
haut 
3 .La 3eye. caracterise l a  repulsion. La t e t e  
e s t  poptee vigoureusement en a r r i e re  l e  menton 
etant rapproche du coup. 
4 .La 4eme. caracterise la confirmati on. La 
t e t e  etant a l f e t a t  normde se porte de haute 
en bas a plusieurs rep&ises. 
5 .La Serne. caracterise l 'exaltattons. El le  
st execute par un Nvt. de t e t e  de bas en h u t .  
6 .La 6eme carac texse  Itimpatfence. La t e t e  
se porte de llune a l t au t re  epaule, 
7 .Lg 'lemt3, caracterise l e  re je t .  La t e t e  e s t  
j e t t e  de bas en haut. 
8 .La 8erne. caracterise l a  negations simple, 
El le  stexecute par un mvt. de rotat ion ho~ izon ta l  
de l a  t e t e  absolument v z s  l lobje t .  
9 .La gerne, e s t  un negation avea reticence dont 

2s l a  resolution e s t  invers a l lobje t .  
Page 17 De l lOei l  e t  de ses Attitudes. 

I1 y a 3 agents dans l tapparei l  de la vision. 
lmo .--La ent optique--2do--palpabral--3tio-- 
Sourcill f . 

L* agent optique-exprime 3 regards--un 
convergens que nous appelons normal-un p p a l l e l e  
ou divergens que nous appelons vague, indeter- 
min8,--puis un 3eme. regard qui  g r t i c i p e  des 
2 autres pa,reequfil e s t  determinee dam un 
espece indetermind--ct e s t  a d i re  parce f que l e  
point de convergence n tes t  pas ddtermin6. 

aus s i  3 regards 

l e r  Etat normal--abaissemsnt e t  elevation 
norraalTes paupieres ( c  1 es  t l e  cligno tement 
normal) 

2--Etat Concentrique--I1 se  f a i t  par une 
c~ntract ion~energique qui a pour e f f e t  de 
rapprocher energiquement lea paupieres, 

3--Etat excentrique.--I1 s e  f a i  t par un 
ecartement 6nergique des paupieres, e t  par 
consequent, qui met l > o e i l  a decouvert. 

Llagent sourcille--exprime de meme 3 re- 
gards. 
1mo.--Etat normal. Le sourcil  ne doit e t r e  n i  
e l d e  n i  abaisse 
2do.--Etat concentrique. Le sourcil sfabaisse 
sur l t o e i l  par un Mvt - energique. 



Stio ,--Etat excentrique . Le sour c i l  s e  leve vers 
l e  f ront  

Nous verrons que l e s  formes passionelles 
de l f o e i l  scnt lea resul ta t  de l a  connaissance 
des f ormes des d e y  agents palpabral e t  sourcil ld 
sur un regard donne. 

Nous allons examiner i c i  l e  resul ta t  de ces 
modifications colnms modification du regard direct .  

Attitudes de ItOeil,  
lere--Tous - l e s  agents de l 'appareil  de La vision 
se presentant a l f e t a t  normal, caracterise lf e t a t  
normal. 
2eme--Lfagent sourcil le a l f e t a t  excentrique nous 
donne 1 f Indif fer  en ce . 
3eme.--9 concentration du soucil nous donne l e  
Morosite ou mauvaise humeur, Ifennui, l e  deplaisir .  
4eme .--Lt agent palpabral excentrique nous donne 
l a  stupeur. 

Page 18 Titalation d lfOei.1 
20 I1 produit toujaurs en face des choses qul il 

surprenue . 
Les choses invisible  agissent sur l f O e i l  

comme l e s  choses visible,  La Titalat ion manifest6 
toujours m e  apparition matqrieb-ou mental. 

La Raison de l a  Ferrnete ou 1fIndifference 
dans l f O e i l  

Indifference--une porte s f  ouvre pour f a i r e  
entrer 3u s o r t i r  come on veut--ici l e  sourcil  
e s t  leve e t  ouvert 

~ermet&-une parte se f erne pour empecher 
dlentrer ou sortir-qui indiquer une resolution 
ou determination .-- 

De meme avec l a  Bouche ou la main i l s  s t  ouvre 
norrnalement dans 1 1  indifference ,ils ae ferme 

P S  concentriquement dam la Fermete, 
Page 19 5ene .--LtAgent palpabral--concentrique, exprime 

fatique somnolence--presenteur. 
6eme.--Lfexcentration palpabral e t  des sburcils 
nous donne IfEtomement--1'abiration. 
7eme .--Les 2 agent s palpabral e t s o u r c i d s  
paraleles e t concentrique donnent l a  contention- 
t ravai l  d f  esprf t. 
8eme .--Lf Excentration palpabralm-et l a  ,concentra- 
tion saurcil le nous donnent-la Fermete, 
9eme.--La concentration palpabral jointe a l a  
lf excentration sou r c i l l e e s  --nous donnent le 
mepris, l e  dedain. 

Des forms additionelles de l tOe i l  
1, --Les paupieres abaisseies sur un regard 
divergant caracterise I f  Ivresse, 
2, --Les paupieres a l f e t a t  exct. sur l e  meme 
regard caracterise lf e t a t  cataEptique--18 
somnabulism--ou e t a t  voisin de l a  mort.; 
3. --Paupieres conct avec l e  somet du sourcil  - 



eleve' e t  l a  base baisse' exprime l a  douleur, 
4-faupieres normal avec l e  meme sourcil-- 
inquietude- craint-pew , 
5-Paupieres Exct avec l e  meme sourcil--1leffroi. 
6--Paupieres , c o z t  avec sourcil-base elevde-- 
somet baisse exFlrne l la t tent ion  ma1 sa t i s f a l t e  
7-qaupieres normal sous meme souxcil--revultlion 
--degout. 
8--Paupieres Exct - sous meme sourcil--colere-- 
furem. 

De l tOei l  dans l~Insoucience, l 'Indifference, 
e t  l a  Impuissance, Dans 1' In& ucience 1 8  Oeil 
e t  l e  murc i l  mnt a l f e t a t  normal, Dans l l I n -  
difference l e  sourcil steleve comme manifqstation 
de l a  non possession, mais qui e s t  demeure a 
l l e t a t  normal, prouvent en ne se contendant pa8 
qu'il-n-ty-a-pas desir  de possedere. E t  s i  au 
l i eu  de s touvrir  il affedta i t  l a  forme cqncen- 
trique il prouverait au contraire volonte de ne 
pas posseder; e t  dans ce sens exprimerait l e  
mepris. S i  l t o o i l  affecte l a  forme excentrique 
sous un s o ~ c i l  excentrique, il exprime It aspira- 
t ion e t  caracterise llimpuissance, 

Page 21  Geste dtAttractlon (Interpellation) 
PS ~e geste de l t in terpel la t ion  ea t  composd 

de 5 temps, 
le re  temps-est compose' de t r o i s  Mvt qui sont 
Lmo soulevement de 1' epaule--2do .--rota tion 
interne du membre 
3 t io  fjl;lEat3.cn de l a  t e te  de ltumerus contre l a  
cavite gldmoide de 1' omoplat. 
Beme temps,--Le bras se souleve jusquta 45 degres 
l 'epicondil faisant  face a l t interlocuteur,  
3eme temps,--La vant bras se deplace par un Mvt 
dl extention a l a  f i n  duqael stopere un IYIa de- 
rotatlon res t i tu t ive  qili remet lroleerane dans 
sa le re  position relativernent au bras. 
4emexemps--~omprend Ifextention de l a  main e t  
l e  rapprochement des doigts l'un vers l tautre- 
ma$s l e  pouce stecartant a mesure que l a  main 
st etend, 
5eme temps.-west un Mvt be rotat ion de Itavant- 
braa e t  de l a  main; c a v t  doi t  e t r e  rapide e t  
energique e t se nommera supination parcequ3 i l s  
e s t  en dehors, 

Les 3Nvts dont se compose Is ler .  temps 
trouvent a5nSi leur raison d 'e t re  e r l e u r  degrd 
dl intensite,  
1--Le l e r ,  qui e s t  l e  soulevement de llepaule, 
sera dtautant plus grands que l a  force passion- 
e l l e  qui motive l e  Mvt. t o t a l  du bras aura dl 
intensi te  par l a  r a i z n  qu l i l  ne faut pas 
perdre de vue que llepaule ea t  l e  thermornetre 
passionel du torse,  



2--Le Beme, qui est un rnouvement de rotation 
de umerus sur le scapulumsma d'autant plus 
prononce que  lobj jet sera plus ou moins 
obliquement relativernent a nous, car ntoublions 
pas que ltepicondil que nous nommons ltoeil du 
b~as, dojt dans ce cas faire face a ltobjet 
determine , 
3-La 3eme. temps qui est un Ms. de fixation de 
ltumnmuspr le scaplum, doit etre dans une 
intensi te subordonnee a 1' eff et physique a 
prod-e. 

Donc 3 raisons regissent la production de 
ces Edvts,--La lere. est un raison de sentiment- 
2eme-XZ relati= 301110 resistance physfqtre, 

Autre Definition 
Le geste de 1' interpellation est compose' 

de 9Mvts. qui sont 1ere.--Le souleqement de 
ltepau- qui a pour =son de degre dtintensitd 
passionelle du geste, ltepaule etant le thermometre 
passionel du torse, 
2eme.--Rotation $e ltumemzs sur le scapulum. Ce 
Mvt est determipee d a m  son degrd dtintensitd 
p q  ltobliquite de l'objet; cfest a dire que 

Page 23 ltepicondil que nous appelons ltoeil du bras, 
2 5  doit faire Pace a ltinterlocutey. 

3eme.--1Mvt. de fixation d ltumerus sur le, 
s G u l u m ;  i. eat detsrmin 8 e dans son degre 
d'intensite par lteffet physique a produire. 
4eme .--Pvt. dt abdytion du bras (en avant et 
e g e h w  s) Le degre de developement de celui c,i 
e st subordonne au developement e st subbordonne 
au developement du ler et 2em Mvt - quand le ler 
n t a  pas lieu. 
Seme ,--EVlvt, extention dl avant bras sur le bras. 
~ e f v t ,  a les meme raisons dtetre que celui qui 
precede. 
6eme .--Mvt , de rotation restitutive et complemen- 
t E e  de ltextention qui a pour effed; de remettre 
ltolecrane d a m  sa position 1% relativement 
au b r a y  Ce Xvt. est subord,onne dans son in- 
tensite au degrd dl intensite du 2de, Mvt , afin 
que la reaction soit egale a Itaction. 
7emer--Hvt, de ltextension de la main sur ltavant 
b s  suivi de lt extent ion successive des phalanges 
sur la main, ltextension de la main doit etre 
en raison de ltextention de ltavant bras SUP le 
b g )  (le degre de ltextention de la main est la 
vehemence), 
8eme.--BBvt, dtabduction du p uce constatant fe 
- /  degre dtenergie de la volont 8 . 
9eme.--Mvt. de supination, I1 doit se faire 
a* la rapiditd qui est en rapport avec le 
degrd dtinten?it; du Mvt qui precede. 

En resume nous a v z s  3 foyers dtactivltd 
dans un geste.-- 



Imo--Lt emotion dont l t  epaule e s t  l e  thermometre. 
2do-Llenergie v i t a l  done l e  p o i p e t  e s t  l e  
themornetre 
3tio--La force de l a  volontQ dont l e  pouce e s t  
l e  thermometre 

11-y7a alterna,tivement entre ces 3 foyers 
dtact ivi te ,  egal i te  dtequilibre ou predominence 
S U C C ~ S S ~ V ~ .  

ISage 25 Geste d f Abduction Physique ou Repulsion 
t o  Norale (Nous nomerons ces Mvts , spiroidatxx) 

l e r ,  D a m  l e  geste de l a  ~ e p u l s E ,  qui se f a i t  
horizontalanent nous avons neuf - Mvta qui sont 
1mo.--Le bras etant dans une lQgere abduction 
faisant  un angle d ro i t  avec l a  face anterieure 
de l a  poitrine, Le coude se trouve placQ a l a  
hauteur de ltepaule ou un peu plus bas--note-- 
Ltavant bras e s t  en demi flexion avec l e  bras, 
e t  f a f t  avec l e  bras un angle egale a celui  que 
f a i t  1s bras avec l a  poitrine. Le dos de l lavant 
bras e t  de l a  main regardent en haut, l e  bord 
radia l  f a i t  face @u defaut de ltepaule du cote 
opposQ Iei l e  cas present etant  l e  plus gdnhal ,  
l e s  doigts doivent e t re  e'cart6s. 
Zdo .--Le 2eme. qui es t  un Mvt. de bascule oommence 
par un Nvt de rotation du bras cornbind avec un 
Mvt, dtaEissement de coude, de facon que l a  
rnxn soi t  rammed du defaut de ltepaule oppos6e 
vers l e  defaut de ltepaule active en direction 
transver sale. 1 

I1 faut pour que ce temps puisse stgx6cuter 
qut i l -y-ai t  non seulement rotation du bras en 
dedans, abaissernent du coude, mais un MvJ, de 
bascule de ce meme coude qui se reporte en dedans 
en meme temps que l a  main se porte en dehors. 

Ltaxe de ce Mvt. de bascule correspondra 
au milieu du ltavs bras, 
3tio--Dam l e  3eme Mvt, l e  coude se souleve dan 
l t  abduc tion a l a  haugur de 1, epaule par un Mvt. - 
de bascule qui commence suivant un axe, qui 
pa r ' td t  de ltepaule i r a i t  tomber vers l e  talon 
de l a  main, ou region carpieme, 

Dans ce Mvt. l a  main stabaisse jusquta 
1' hori  z o n t a l i t r  
Note-Si l e  coude e s t  a l a  hauteur de lrepaule, 
l a  main sera flechie e t  ltavant bras inclinQ 
de maniere a ce que l a  main e t  1textremitQ 
digi ta le  de ltavant bras soient du dessous du 
niveau du coude e t  de ltepaule. Quand au con- 
t r a i r e  l e  coude es t  plus bas que ltepanle l e  
poignet se releve a l a  hauteur de llepaule. Dans 
l e s  deux cas il se deasine une courbe-dans l e  
premier e l l e  e s t  a convexit6 superieure, dans 
l e  seconde a conaavite superieure. 
$to,--A partip de cet e t a t  l1extremitQ digi ta le  



de ltaxe se dkplace brusquement e t  passe de l a  
1 region carpieme a l a  region du coude, a 2 

pouces en virons de l ta r t icula t ions  jusquta ce 
que la,rnain se so i t  

s Page 27 abaisse jusqut a l a  ver t ica l i t&,  l a  face palmaire 
regardent en dehor s . 
5to.--1ci commenck l e  ro le  de l a  main, El le  se 
f lechie dans l e  sens palmaire, autant qui l&i 
e s t  permis, e t  va directement regarder, par son 
extremite digi tale ,  l 'obje t  de sa repulsion, 
6.--La main dans cet te  presentation se rapproche 
de plus en plus de l tob je t ,  Dans cet  e t a t  l a  
face palmaire regard en haut en dedans e t  en 
arr iere .  Le bras dans sa t o t a l i t e  d o i t  dtecr ie  
une courbe une fome de S, de t e l l e  facon qut , 
une des deux courbes qui forme ce t te  sinuosite, 
dorrespond l a  premiere au coude,, e t  l a  deuxieme 
au poignet ce l le  c i  en concavite externe, e t  
1 1  autre dam l e  sens invers, 
8,-9Ce Mvt, se f a i t  par un rapprochement du bras 
sur l t a v z t  bras qui st execute par l a  flexion 
du coude, 
7.--Ce Bbvt. se f a i t  par une rotat$on de l a  
t o t a l i t e T u  membre de dedans en dehors. L fa t t i -  
tude e t  l a  s i tuat ion sont conservkes mais il-y-a 
par l a  rotation changement de position e t  l a  
courbe du coude es t  devenue superieure dtinferieure 
qute l le  e t a i t ,  La face palmaire qui tout a 1' 
heure regardait en haut, regard maintenant en 
bas. 
9 .--Ce Mvt, consf s t e  par 1' extention energlque 
du coudeTt du bras en t o t a l i t e  e t  par l a  re- 
dressement de l a  main qui doit, dans ce Mvt 
deployer sa face palmaire contre l 'obje t  l a  
repulsion, 

L'extension de l a  face dorsale de l a  main 
sur ltavant bras e s t  en rapport dtenergie avec 
l a  riguer de l~ex tens ion  du ccude. 

Dans ce geste dlabduction l a  main ne dol t  
4 a se porter en avant n i  en haut c tes t  a d i re  

quelle doit  suivre fidelement l a  ligne trans- 
ver sale,  

Page 29 Geste de Rejet 
Le geste de r e j e t  cornprend pour point de 

4 5  depart l e s  6 premiers temps de l t in terpel la t ion  (~iulernent i c i  l a  rotat ion ea t  moins pr;ononcde) 
A par t i r  de ce moment l e  bras e s t  amenee en 
dedans jusquta l a  poitrine, l a  face palmaire 
regarde en dadans, l e  bord rad ia l  en haut 
(demi supination) l a  main e s t  a l 'eta,t ddlxten- 
tion: Mais a mesure qutel+e e s t  portee en dedans, 
e l l e  s t incl ine sur l e  cote dorsale de l tavant  
bras, de t e l l e  facoq que c t e s t  l e  talon de l a  
main qui se porte reelment en dedans, 



Lorsque l e  corps a f a i t  obstacle au bras, 
ltavant bras qeule par t i r  l ib re  continue l e  
Mvt, I1 se flechie dfavanta,ge sur l e  bras, e t  
s-leve avec l a  main qui decrit un d m i  cercle 
a l a  concavitd externe ( l a  main doit  s f a r r e t e r  
a l a  hauteur du d ro i t )  puis e l l e  decr i t  un 
demi cercle en se flechissant sur ltavant bras: 
Alors e l l e  present8 sa face palmaire en a r r i e r e  
e t  un peu en hautj l e  bord radial  regard en 
haut, l e  pouce es t  a peu pres verticale, e t  
lcindicateur horizontal (il se f a i t  i c i  un moment 
de suspension) 1 1  avant bras slabaisse alors  
jusqufa ce q u t i l  passe un angle d ro i t  avec l e  
bras, pufs l a  mains semble se porter dans l e  
eens de 1 1  interpellation ( l a  main e s t  i c i  abalue 
e t  se  la isse  a l l e r  a lfirnpulsion de l tavant  , 
bras)--Dms ce Mvt, t ransi t ionel  ltextremite 
d ig i ta le  de l a  mxn regard en avant e t  legerement 
en dedans, come e l l e  s e r a i t  dam l e  Mvt terminal 
de It interpellation; ma3.s a peine a r r i s e  a ce t te  
att i tude, l e  coude se +gage de l a  poitrlne 
jusqufa l tporizontal i te  e t  change de direction, 
llextremite digi tale  de l a  main a e te  portbe 
en dedans, e t  en a r r i e r e  ( d p s  ce I d s  le coude 
seul a e te  l a  partie deplacee) arrive a ce 
terme, l a  main tourne en pronation sa face pal- 
maire regardant en arr iere;  a lo rs  tout l e  Mvt, 
se f a i t  par un deploiment successif des a r t c u -  
la t ion du bras, de coude surtout, dcj l tavant 

5 0 bras, du carpe, e t  dg l a  main qui decri t  un 
axe dont , la ,convexite es t  interne, e t  legere- 
ment interieure. 

Le Mvt . t e r m i y l  de ce geste est  suspensif . 
Ltavant bras arrivee a l a  hauteqr q u f i l  peut 

35 atteindre, sans tention exaggeree, l a  main 
etant  f lechie en e t a t  normal sur sa face pal- 
maire regarde directement en bas, puis e l l e  se 
redress subi tement par une contraction brusque 
des extenseurs, 

1~ 0 La f u i  du Mvt, doit  e t r e  en con t inu id  
directe  avec l t a G t  bras. Ce Mvt, terminal 
e s t  purement suspensif, de t e l l e r a c o n  que l a  
main apres a voir accompli ce Mvt. retombe par 
son propre poids sur l lavant  b r z ,  e l l e  se 

Y S  remettre da l a  position qutel le  vient de 
quitter.  Dans Fe geste ce sont des Mvts, de 
flexions combinees avec des Mvts, - de rotatLon, 

Page 31 Des t r o i t  Modes du Geste-- 
De LtAttitu.de, de ItInflexion, e t  de Limita- 

5-0 tion, 
De l a  Difference qui existe entre l e s  Attitudes 

e t  l e s  Inflexions 



Les Attdes, sont l a  forme intrinsique e t  
permanente qu'affecte l e  corps sous lternpire du 
sentimnt;  e l l e  sont l a  base essent ie l le  de l a  
dynamique:--tandis que l e s  Inflexions en sont 
l e s  rnodific$tions qui, par leurs  Mvts, e t  par 
leur rythmes multiples, constitue =vie des 
attitudes.--Leurs formes sont fugitives come 
l e s  sensations qui l e s  f a t  nai t re ,  car e l l e s  
sont am Attdes, ce que l tadjec t i f  e s t  au 
substantifs, ltaccident au fond, l a  vie a ltame, 
l e  rnouvement a l a  forme e t  l a  forme a l'essence, 

I1 e s t  dans l a  dynamique nn troisieme mode 
qui e s t  l a  forme descriptive ou imitative, nous 
nommons ce t t e  forme carac t i r ie l le ,  conventionelle, 
proportionelle, e l l e  e s t  Itexpression in te l lec t ive  
d? l a  dynamique. Les d e u  formes anterieurement 
decri t  s sont invariable e t universelles comme 
leur type, car la  vie e t  lfame ne varient pas, 
mais celle c i  es,t sourn& e, en partie, a toutes 
l e s  variabi l i t ies ,  a tous l e s  caprices de 
I t espr i t ,  des moeurs e t  des habitudes, voir 
meme l a  mode; c tes t  surtout a ce 3eme terme 
qufes t  applicale l'example d? progression sociale 
dont naus avons souvent parle e t  que nous re- 
trouverons en temps opportun. 

Discordance e t  Dissonance du Geste 
Tant qu ' i l  n'yta- a s  dans le Geste opposition f: complete, il-y-a iscordance e t  sf ce que nous 
appelons Dissonance ne puisai t  dans une 
neccessite rat ionel le  sa raison d te t re  nous 
1 1  appellerions Discordance, e t  l a  Discordance 
n 'es t  acceptable dans aucun case 

Loi important sur l e  Geste 
I1 faut ne f a i r e  de Gestes que tous justes- 

3s ceux quton se  sent contraint de f airem-la re- 
cherche du geste - e s t  pour un - acteur g Pirefi 
t o u s l e s T i c e s .  

Page 33 7 n r = t  de sa rbi terat ion 
Ltordre se donne en indi  uant par l e  main l e  
l i eu  ou on veut que se d 1 rige son interlocuteur, 
ayant soin toute fois de l t in te rpe l le r  dfavance, 
en sorte que de l t  interlocuteur au l i eu  design0 
l e  doigt a i t  pu t racer  l e  ligne qui doit e t r e  - 
par courue, 

S i  l 'ordre e s t  reitere il se  Sa l t  dtune 
autre facon: a ins i  l a  t e te  se dirdge vers le 
but comme pour y chercher qu'a pu,y rqncontre 
1' interlocuteur e t  y motiver sa desobeisanc e; 
de plus l a  maSn se leve sur l e  t e te  come pour 
frapper l e  but, Mvt. qutelle ne f a i t  ,cep?ndant 
que quand l e  t e t e c t e s t  de nouveau derige vers 
l e  byte Ainsi dans ce cas, c 'est  a d i re  d q s  
l a  reitdration, il es t  important de constater 
que l a  t e te  f a i t  en sens invers ce que l a  main 



a f a i t  dans l 'ordre, crest  a d i re  qutau l i eu  
de se dir iger  au but par l t inter locuteur  e l l 8  
se dir ige vers 1' interlocuteur par l e  but. 

Vofci l a  decomposition de l a  Reiteration 
1m0,--On retourne l a  t e t e  vers le but en portant 
l e  bras sur l a  te te ,  
2do.--On retourne l a  t e t e  vers l tob je t  sans 
changer sa direction qui incline vers l e  but. 
3tio.--On change la direction de l a  te te  en 
llelevant e t  en abaissant l e  coude, 
$to.--Puis on f a i t  un Bvt. confirmatif de l a  
t e t e  de bras en haut enTntendant l e  bras vers 
l e  but en sorte que l a  t e t e  est  dir igee vers 
l 'ob jet  en meme temps que l e  bras e s t  dir igd 
vers l e  but: Ainsi on occupe l e  milieu entre 
l 'obje t  e t  l e  but, e t  de cette, facon on/ accompli 
l e  $erne. %vt. dont es t  compose l a  ~ d i t e r a t i o n ,  

Page 35 De l a  ~ e z e u r  e t  l a  Vitesse de Mouvements 
La lenteur du Mvt. dcun rnerabre d o i t  e t re  

10 proportionelLe a l a  F s s e  qur i l  presente: 
Ainsi on realizera l a  l o i  des ~ i b r a t i o n s  du 
pendule qui dans un temps donne, e a t  plus ou 
moins multiple selon qu l i l  presente plus ou 
moins d'etendue, 

Ainsi lee yeux doivent/ exprimer leur  Mvt. 
avec une extreme volubilite; l a  te te  en r a i z n  
de sa masse doit se mouvoir avec beaucoup moine 
de vehemence.--Xais s i  nous l a  comparons a son 
tour au torse; e l l e  aura par rapport a ce dernier 
une vitesse decuple; e t  s t  nous considerons l e  
bras nous disons qrae ses Mvts rea l i se  un milieu 
de vi tesse entre l a  t e t e  e n a  terse.--Cependant 
chacun des articulations du bras peut dans ces 
Mvts - presenter une vitesse superieure a ce l le  
w e  presente l a  t e te ,  mais ces ar t iculat ions 
reunies, l a  bras dam sa t o t a l i t d  steffectera 
touaours lentement a moins qutune de ces commo- 
tions que produit l a  surprise ou l ' e f f r o i  ne 
vienne sou dainement ebrauler l e  corps en 
imprimant a sa to ta l i td  une espece de Bdvt, 
galvanique ,--Dans ce cas tout se ment ensemble 
avec une vitesse prodigieuse, e t  qui echappe a 
tout progression appreciable, mais qui ne d& , 
t r u i t  cependant pas l a  l o i  que nous avons posee. 

En resume l a  presenteur e t  ltetendue des 
membres que nous avqns a f a i r e  mouvoir donne 
raison de leur degre de vitesse; l a  aon observa- 
tion de cet te  l o i ,  base fondamntal de l a  dynamique, 
engendre les  gaucheries inouies qut o f  f ren t  a nos 
regards l e s  cornedien de tout genre. En e f f e t  
s i  lea pe t i tes  portions de notre appareil myo- 
logique eff ectuent leur Mvts ,avec lenteur e l l e s  
detruissent a ins l  l a  v i t a m e  de Itensemble, 
S i  ce t t e  lenteur e s t  egale a cel le  des grandes 
portions e l l e  produira lfemphase, l a  boursouff- 



leur, e tc ,  E t  s i  ce qui rnalheureusement se 
voit souvent, l e  s grand8 portions affectuent 
leurs Bdvts avec plus de rapiditd que lee 
p e t i t e s T l e s  presenteront infailliblement un en 
semble grotesque qui imprimera au corps l e  plus 
beau un caractere l e  plus mkquin, e t  discordant. 

Mouvements de t e t e  de ltliomme fable e t de 
lrHomrne Puissant. 

Lt IIomme mediocre a f fa ib l i  surtout par llage ou 
It infirmatie n?effecte ses Mvts - de t e t e  qutavec 
une certaine lenteur . 

Lt Eomme Puissant par l t e s p r i t  s i  ravage 
qut il s o i t  par 1' infirmatie revele toujaurs ,par 
llenergie de ses Pvts de t e t e  sa sup6riorite 
--et i c i  3.1 dol t  e 5  bien entendu que nous 
ntentendons parler que des Mvts - rotatoire  de la 
te te ,  

Page 36 Vitesse des Grands Mvts. 
Ne jamais f a i r e  un g r a n d T t  rapide, 

z~ ~ o i - - ~ a  m o t i l i t d  e s t  Fopor t ionel  au 
rnasse mu;8 
Une sourit  f a i t e  environs 2000 pas dans l e  temps 
que 1fElephant met a f a i r e  un pas, Ctest a d i re  
que l e s  Nvts dynamique sont invariablement cal- 
cul6 sur r l o i  du pendule,--La pendule dlun metre 
f a i t  un Mvt par seconde-reduite a 2 centimetres 
il e n y x e z t e  900 Mvts, dans une seconde--Lea 
Mvts du corps do l t  mt invariablement. se 
c x o r m i r  a cet te  mesure ainsi- 

Supt i l i te  de l1Oei.l e t  
Son Mat proportionel a des autre par t ie  du 

corps 1 1  Oeil e s t  1e plus supt i le  e t  l e  plus 
rapide de toutes l e s  agents du corps-Puorquoi? 
Parcequtil en es t  l e  plus pe t i t ,  Le torse e t  
l e  plus lent  parcequlil e s t  l e  plus develloppd. 

Lorsqutun homme dorme des coup de marteau 
de tout l a  loqeur  de son bras--chaque cmp es t  
equivant a un second-si l a  rnarteau e s t  d i r i g6  
par l 'avant bras il frappe deux coup p r  seconde 
- - s t i l  e s t  dirige par l a  main il frappe de 
quatre a s ix coups par second 

Renversernent de cet te  l o i  serai  t contraire 
a l a  nature e t  ne const i turai t  que des choses 
vulgaire--gauches-- e t  disagreable , 

45 Page 37 Ce Qui Distingue l e  Veritable Talent de 
1 1  Ignorance. 

Les mauvais acteurs se bat tent  l e s  flaws 
a f in  dlarriver a stemouvoir, e t  a se donner un 
spectacle a eux memes; l e s  bons au contraire ne 
la issent  d i re  a leur geste que l a  loerne part ie  

8. The manuscript i s  blurred here. This seems to best 
itepresent the original,  
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des emotions intime qu l i l s  eemblent 6proouver 
e t  qu l i l s  veulent cacher a leur auditoire a f in  
de menager en quelque sorte sa sens ib i l i t e  que 
pa r  un exces d la r t  i l s  semble ne pas vouloir 
pousser jusquta llexatation. Ceux c i  produisent 
un grand e f f e t  sur l laudi toire  auquel i l s  
disentl- Je ne veux pas ttemouvoir, je ne 
veux pas br iser  ton ame par l laffrayable vue 
du spectacle qui brise l a  mienne. Les l e r s  
au contraire n'aboutissent a r ien pour a x r  
t r o p  promis car i l s  disent a leur auditoire; 
regarde moi je vais tlemouvoir t r e sa i l l e  a ma 
vue . 

Resumons ce c i  par un principe que nous 
prendrons pour regle de conduite, 

Le geste exterieure n te tant  que l techos 
affaible du geste interne qui l e  f a i t  na i t re  
e t  l e  r eg i t  doi t  l u i  e t re  inferieure en develope- 
ment e t  doi t  e t re  en quelque sorte diaphane, 
c tes t  a d i re  qu t i l  d o i t  la isser  appercevoir a 
travers sea formes lfame dont $1 emane, en un 
mvt, il en e s t  l a  reverberation, 

De l a  Demonstration e t  du Ple'onasme 

Dans l a  -formule doi t  st 
expFber avec m e  extreme lenteur, e t  do i t  e t re  
suivre dtun silence correspondant a celui  quf 
exige l a  dictde; sinon l a  fommrle doi t  e t r e  
re je t& ou mieux encor stexprimer par voie de 
ple onasme, 

Le Plelonasme n'est  tolerable dans aacun 
si tuat ion dramatique, il e s t  cependant dtun 
grand dans l a  demonstrati,on e t  doi t  dans 
ce cas e t r e  autant recherche q u t i l  doit  partout 
a i l l eur  e t r e  evit6. 

Interrogations,-- 
Interrogations--vocales .-- 

Lt interrogation par rapport se f a i t  de t ro t s  
f acons .-- 
Imo-On interroge un f a i t  qui peut ne pas etre;  
dans ce p. ernier cas l a  voix sl&lbv8 toujours. 
2do--On interroge un f a i t  dont on es t  cer tain 
de l'existence: a lors  i c i  l a  voix stabaisse, 
Stio--Entre ces dew interrogations il y a une 
qui se f a i t  avec indkcision: alors  dans ce l l e  c i  
l a  voix res te  dans l e  medium. 
Example,--qui donc e s t  en ce lieux? Dam ce 
premier ,cas j'ignore s t i l  y a quelqutun 11, l a  
voix st eleve. Dans l e  deuxieme cas: qui dono 
a l u  dans ma pensQe? je ne daute plus qu ' i l  
y a i t  quelqutun e t  a lors  l a  voix stabaisse 

Interrogation de l a  Tete- 
La Tete a t ro i s  especes dlinterrogations, 

l a  le re  - e s t  directe-la 2eme es t  vague ou in- 



directe--et l a  3eme. e s t  reflechie. 
La l e re  e s t  d i rec te  parcequ'elle staddresse 

a un interlocutem present, 
La Beme, e s t  vague ou indirecte parcequt 

e l l e  staddress a une puissance supreme, e l l e  
prend Dieu a t h o i n .  

La beme es t  reflechie parcequ'ele se f a i t  
en face de soi, 

Degrds dt interrogation 
Le l e r  , degrd dt interrogation consiste dans 

l a  d i r ec tEn  alterne du regard de haut en bas, 
Le Beme. degrd consiste dans un - alterne 

de l ' o e i l  dms l e  sens transversale: cel le  c i  
a pour raison llirnpuissance de savoir. 

Interrogation des approbative 
Lt  int,errogation des approbative se f a i t  l e s  

bras coisee. Cette interrogation porte tou- 
jours l e  caractere de la menace, 

Page 41 Appellations.-- 
2 6 11-y-a 3 sortes dtappellations, l tune qui 

e s t  l tappellation de l lautorit$,  l raut re  qui se 
f a i t  en portant ltindex en haut qui e s t  ltappel- 
la t ion humble enf i n  m e  3eme. qui se f a i t  qui 
se f a i t  en dirigeant l'index en dedans vers 

2s sol. Cette 3eme appellation participe des 
deux autres,  dbtermine une chose quton veux 
cons iderer . 

Page 43 Fonctions de la Main, 
La main a deux fonctions propres que nous 

30 nommsrons intrinsiques, e t  cel le  que l u i  confie 
l a  Tete dans un cas complex, nous nommerons 
cet te  fonction externe; e t  dans sa fonctions 
externe l a  main do i t  au point de ddpart de son 
geste propre indiquer lforgane d'ou elle puise 
sa fonction extrinsique, 

Des Faces de l a  Main 
La main presente 2 faces e t  son cot6 

ex t e r m  
1 mo, Face palmaire ou face Demonstrative 

Y o 2 do, Face dorsale ou face mystique, 
3 t io ,  Bord externe ou face affirmative, 

Page 45 Nouvements Pass ionelle s e t Mvt s , Voulues .-- 
I1 y a ce t te  difference =re l e s  Mvts, - 

passionellea e t  lea Hvts, voulues--que l e s  
4s uns sont etroitment l T k a  un ensemble qont 

i l s  ddcoulent e t  par lequel i l s  sont regis- 
tandis que l e s  autres sont independant de tout 
autres mouvement s .-- 

Ainsi s i  par l e  f a i t  dtune Qmotion produite 
50 en nous a l a  w e  dtun objet quelconque, l a  main 

se porte involontairernent vers l u i  tout l'en- 
sernble du corps da i t  anterieurement a ce Mvt. 
s t e t r e  modifid. S i  au contraire nous elevens 
volontairement l a  main vers l tobje t  e l l e  s t  



elevera s a y  affecter en r ien l e  corps qui 
do i t  e t r e  etranger a ce mouvement par t ie l ,  

Mous distinguerons done deux especes de 
Mvts.--a - savoir--16s par t i e l s  e t  lea essent iels ,  

Tous Mvts. - r&is  par l a  volonte commence 
par un indiquation de l a  t e te  e t  l e s  Mvts, - 
involuntaires par l e s  epaules, 

11-pa  3 Mvts. Elementaire dans l e  Geste. 
Imo , Ceux ou T v o l o n t e  domine (cornencant par 
l a  t e t e )  
2do. Ceux ou l a  pasB on domine (cornmencant par 
l e s  epaules) 
3ti0, Ceux ou l t e sp r i t  appercoit au s a i s i t  un 
phenomene qui commence g a r  l a  main. 

Page 47 Souf1es.-- 
Souf le-----nazal-- 

Page 49 

Toutes Is foxs q u f i l  y a cessation dleffort ,  
il se f a i t  entendre un souf l e  nazal dtaspiration 
qul depend de l a  so r t i e  de l l a i r  qui jusqufa l a  
avoit e te  maintenue dana l a  poitrine pour l e  
m utenir  dans l a  production de 1' e f for t ,  

Du Bras.-- 
Progression des articulations du bras.-- 

Voici quelle e s t  l'expression v i ta le  du bras, 
e t  dans quelle progression il doit  se nuance 
(vary)  en passant dfune art iculat ion a une autre. 

11-y-a 3 grand centres prticulaires--11 
Epaule--Le coude-et l e  Poignet, Lt  expression 
passionelle passe de lrEpaule ou e l l e  e s t  a 
l t e t a t  ernotionelle au coude, ou e l l e  s e  presente 
a l t e t a t  affectif-puis au poignet e t  au pouce 
ou e l l e  se presente a l l e t a t  a f fec t i f  e t  re- 
so l u t i f  . 
Flexions---Extensions--get Rotations--du Bras. 

Les Flexions e t  16s extensions c ~ n c e n t r i * ~ ~  e t  
excentriques nous donnent l e s  Attdes.--met l e s  
Rotations indiqueront au contraire l e s  Flexions 
(10s Flexions se font a l ' e t a t  normal. ) 

De ItExtension des membres par papport a 
leurs Opwositions I1 faut t ou jou~s  dans 1lExten- 
sion inirinsique du bras qufiz-y-ait l i e u  a 
un Mvt. dropposition du corps pour l u i  f a i r e  
6quiTTbr e . 

Quand un Mvt@ e s t  dLvi6 en dedans ou en 
dehors-la ~ e t e T o i t  toujours e t re  en oppositions 
avec l a  Bras; s i  on ne l e  f e r a i t  pas l e  corps 
sera i t  deran@;e/r dans son Attde. de Base, 1, 
equilibre rornpue avec une hi?ence succe asive 
dtune chute, qui pour e t re  prevenue, necessite 
l a  transformation de l ' a t tde ,  
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Page 49Bis 

Des Relations du Bras par rapport a 
1'Interlocuteur e t  au Public 
On ne doit se servi r  en presence,d'un 

Interlocuteur, ou dTzln objet determinee par l a  
direction du corps, que du bras voisin de cet  
Interlocuteur ou de ce t  Objet, quand l e  geste 
converge vers lu i .  On ne peut se servi r  du Bras 
invers que dans l e s  I=. dtabduction-c'est a 
d i re  l e s  Mvts. - qui ne se dir ige pas vers 1' 
Int$rlocuteur mais qui expriment une dilatation. 
ou epanouisseyent. 

En resumee cela veut d i re  q u t i l  ne faut  
jarnaib aux yeux du spectateur que l e  bras masque 
l e  corps. 
Dans l a  normaite mouvement du bras d i rec t  a 
l lob jet- 
Dans l a  Suspicion " w ' oppos6 " 
l 'ob jet- 
Bras direct-- signalernent des phenomene s normaux n OPPOS$-- n n choses a leur 
Bras oppose s'emploie------ ------- 

Suspicion 

Repos dans l a  Suspicion 
Le repos dans l a  suspicion ou Mvt. - Trans- 

ver sale s execute ainsi- 
La Tete e s t  a $ t imer s  de l T o b j e t  

consid6rd--haute e t  penchee pour ne r ien  l a i s se r  
appereevoir a deux qu'on veut tromper, e t  a f in  
dlavoir l e  temps de composer son visage pour ne 
point la isser  appercevoir ses Intentions. 

Regard de l a  Suspicion. 
wand on veut tromper l e s  gens on l e s  regarde 

naturellement en dessous, c f es t  1' expression 
inquisitoriale,  mais il fau t  bien se garder d '  
e t re  surpris  par ceux qulon veut tromper. 

Dans l e  cas ou on a essuyer l e  regard de 
son interlocuteur on porte rapidernent L/a te te  en 
haut p o w  l u i  df s simuler 1' expression equivoque 
des desseins qulon ne veut pas l u i  l a i s se r  pene- 
t re r ;  ccest donc dans cet te  at tde que se  prepare 
e t  se compose l e  vixage quTon veut rnontrer a son 
interlocuteur . 

Ces divers M e  ne se font pas 9eulement 
pow' tromper, mais eour f a i r e  accepter aussi ce 
qu1,oq e s t  ybarrasse  de proposer. (Cette note 
a e te  donne apropos de l a  scene de l'arret--Ce 
Mvt. se f a i t  apres avoir dit--dlou vient qut 
e n e  baisse l e s  yqux--il l u l  dissirnule sa 
physiognomie, l a  compose e t  l u i  d i t  :--mais Alice 
qut a- tu  donc? ) 



Page 51 Mouvements directes e t  Nvts - Opposdes 

Quand deux membres suivant l e  meye direc- 
t ion i l s  ne peuvent pas e t r e  simultanes sans f a i r e  
injure a l a  l o i  dtoppos1tion:--donc-- 

Mouvements direc$--successi$s. 
Mouvements opposee sf mltanes . 

Mouvements Spiroidaux 

Ce qui e s t  extrinsiquement normal doit e t r e  
intrinsiquement normal. Donc l e s  Hvts. sp i ro idau  

1 6  
ne peuvent se f a i r e  que -sur l e s  ~ t t G .  norma1es.-- 

Page 53 Illumination du Regard 

On illumine son regard en decouvrant l e  
blanc superieure de 1 1  Oeil, f a i t  auquel on arrive 
certainement e t  facilement en portant l a  t e t e  
en a r r i e re  e t  en ouvrm t l e s  yqux. 

Repulsion de l a  Bouche 

Tout ce quton exprime come mauvais se f a i t  
de l a  part  de l a  bouche par une grimace qui con- 
s i s t e  a avancer 16s levres e t  en abaisser l e s  
commissures. S i  l a  chose qui ddplait e s t  en 
dedans, c les t  a d i re  en soi, l a  grimace e s t  
concentrique e t  doi t  se f a i r e  en pincant lea 
~ Q v r e s .  

De l a  Reaction du Corps 

Tout aspect apeab le  ou disagrd9ble f? i t  
reagir l e  corps en ar r iere .  L$ degre de r e a c t v n  
doi t  e t re  proportionel au degre d l i n t i r e t  cause 
par l 'apparit ion de l t o b j e t  qui s t  offre  a notre 
V U 8  0 

Resistance par llEpaule 
Toutes l e  fo is  qulon veut res i s te r  au desir  

de l a  possession d'une chose 1lEpaule l a  plus 
voisine de ce t te  chose st eleve de facon a nous 
l a  masquer. 

~ i x i t 6  du Regard 
La plus grand? manifestation de l a  Puissance 

joue dans l a  Fixi te  
Regard des grand Caracteres 

Tous l e s  Grand Caracteres se revele  pa^ l a  
f i x i t e  du Regard. Un home dont l e  Regard va a 
droi t  a gauche manque de reflesion-ode persever- 
ance--et de vo1onte.--On peut dire  dlun pare i l  
home 21 nta r ien  dam la  te te  parceque sa t e t e  
e s t  t r o p  legere--La Tete dtun penseur a touaours 
l 1a i r -  dtetre  t r e s  pesante. O q  peut yupposer 
qufune te te  pesante es t  chargee d'Idees. 

Regard avec abandonment du Corps 
wand l e  corps e s t  abandonnd et souple- 



si l e  regard ne perd pas son energie, il 
produit uri e f f e t  bien puissant en raison meme 
e t  par contraste avec l f e t a t  du corps, 

Page 55 Noyens de f a i r e  Valoir l e  Discours 

5 11-y-a t ro i s  rnoyens de f a i r e  valoir  l e s  
mots 
lmo .--Lf Articula tion. 
2do .--La ~onna l i td .  
S t io  .--LfInsolement. 

lo 
Page 57 De l a  Situation,-ode la Position,-- 

e t  de 1lAttitude. 

La Situation ne stentend que du l i eu  
qufoccupe un objet, La position constitue 
l e  rapport de 1tEtre au milieu duquel il se 
t ro uve . 

LfAttitude e s t  un changement necessaire 
dans l a  direct ion de se s  plans re la  tivement m 
milieu dans lequel il s e  tmuve. 

Page 59 Sens de ltExtension des courbes ou des 
d 0 

Articulations 

Tout ce m i  rayonne depuis 45 degre's jusquf a 
90 e s t  dans l l e t a t  excentrique. 

Tout ce qui rayonne de 45 a 0 es t  concen- 
trique, 

Tout ce qui rayonne au e t  au de l a  es t  
a l f e t a t  Hyperbolique de concentration e t  d f  
excentra ti on. 

Sens des ~ v t s .  Obliques e t  de Bnvts de - f a c e e  l a  Tete. 

La Volonte ne srexprime que dfune facon- 
Oblique crest  a di re  que l a  Tete doit  se porter 
vers l f o b j e t  sur qui e l l e  veut agir. 

Les Hvts. de faces sont exclusivement re- 
servkes a F s t u p e u r ,  e t  aux forme s incolores; 
en un mot Ifagent agissant se manifeat6 par des 
Mvts, obliques, e t  l e s  agents patient par des 
M-, - de faces. 

La Richesse des articulations du corps 

La Richesse dynamique resulte du nombre des 
Y o  articulations mises en jeu. 

Moins un acteur lnst en jeu dfarticulatLons--1e 
plus 11 s e rapproche de l a  Marionnette. 

Page 61 De l a  Supination e t  de la Pronation 

La Supination e s t  une rotat ion excentrique. 
La Pronation est  une rotation cacent r ique ,  
La Position qui presente Le radius en haut 

e s t normale. 
Quand l e  Poigne t ea t  fermQ s i  le Bras se 
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devellop& de cot6 il affecte  l a  Pronation--si 
au contraire il se  developpe en dedans il 
affecte  l a  Supination, 

Rotations ,-- 
De la d i rec t ion  des Rotations, 

Les mouvts de rapprochement se font ep 
supinat ion e=r tout quand i l s  s ont &eves, 
l e s  Xvts c o n t ~ a i r e  se font en pronation, 

=resume l e s  Mvts de bas en haut a i n s i  
que I s s  Mvts d'abdim-n sont pronateurs. 

Des 3 E s  correspondant aux 3 Mvts - du 
Tableau 

De la vue Inspective,-ode l a  vue Intuitive-- 
e t  de l a  vue des sens, 

I s Tout ce  que la vue considere d o i t  e t r e  
percu par llensemble ce qui donne a l a  Tete 
un penchement invers que nous nommerons vue 
Inspective, 

La vue de  l l A m e  au contraire toute 
a a In tu i t ive  f a i t  avec confiance porter  l a  t e t e  

vers l t o b j e t  qui I t a t t i r e ,  
La Vue des sens vue a p r io r i ,  e s t  d i r ec te  

a l tob je t .  
Ces t r o i s  vues correspond aux t r o i s  Mvts - 

AS compris darts l e  tableau qui sont-- 
Imo-directe pow l a  vie--2do--oblique 

pour l t h e  3tio;- c i rcu la i r  e pour 1 t E s p r i t .  
(Note donne apropos des 3 pas qui pre- 

cedent l a  scene du Rameau) 
3 0  Page 65 F a i t s  qui doivent Reg* nos actes,  

Trois f a i t s  doivent c o n s t m e n t  Regir no8 
actes,---Fait sensitif--Fai t de sentiment-et 
Fai t  I n t e l l e c t i f ,  

Le F a i t  sens i t i f  caracter ise  ltHumeur, 
l e  bien e t r e  ou le ma1 e t r e  physique,--Le Fa i t  
de sentiment e t  dam l'amour qut on eprouve 
pour l a  personne ou l e  chose dent on e s t  occup6. 
--Et l e  Fai t  I n t e l l e c t i f  e s t  d a m  l e  but qulon 
se propose dtatteindre,  d a m  son intention ou 
dans sa poli t ique,  

Fait en ?elations a l t e n t r e e s  
Toute h t r e e  do i t  s e  produire avec l a  t e t e  

d i r lge  vers l a  t o i l e  du fond 
Fa i t s  qui doivent preoccuper 

1' at tent ion de  l lac teur  dans l te tude  de 
toute ro le  

11-y-a 3 questions qui doivent toujours 
preoccuper l tac teur  ,dam l ' e tuds  e t  l a  perfection 
dlun ro le  qui sont 
lmo. La Ques. dlopposition e t  de succession des 
Mvts. - 
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Page 69 

2do. La Que s . de Fusion dans l a  
St i00 tt " de Prescience des 
Figure . 

11-y-a 3 Lois qui gouverne 
de ces auestions m i  sont 

succession 
Mvts dans la - 
la  solution 

lmo . - - l f lqui l ibre -0 s t  la base de l a  ~ & e r t d  
2do .--L1 Opposition e s t l a  base de 1' Equilibre 
3 t io  ,--Les Mvts - paral lels  sont admis e seulement 
en succession. 

Faits sur le Homogeniete du Corps 
Quand les  Bras sont en pendiculation 16 

visage ne doit  pas, se c,ontracter .--Lei--I1 f a u t  
qur i l - p e s t  Homogeniete dans toutes l e s  part ies  
du corps.--Regle--Avec l e s  Bra? pendue il e s t  
i n t e rd i t  au visage de se crispee 

Pour porter l a  Tete en avant 
il f a t  bien segarder de l e  lever, 

Rela tion de Geste a la  Parole 
I1 faut toujours f a i r e  le geste avant l a  parole. 

Des neuf manifesttltfons de l a  ~ o l o n t d  
du Poing . 

Du Travail ParUculier de 1Qleve. 

Le Travail Part icul ier  de llEleve dans l a  com- 
position de ses e f f e t s  doit porter en l e r  l i eu  
sup l ' inspiration, au 2eme l i eu  sur l a  memoire 
e t  au 3eme l ieu  sur 1'Entendmnt. 

Pour qu'un? lecon donne des r e su l t a t s  
feconds chez l 'eleve il faut qu;elle s o i t  par 
l u i  reproduite, develop&, e t  resumk, c t e s t  a 
dire  quterpres l a  repro&ction dtune lecon, il 
en faut  donner l'analyse e t  $a synthese. 

Chapitre a develloppe apropos de ce 
sujet  lmo. Repriduire urm modele stable--2do 
l e  reproduire a son absence. Btio--Reproduire 
un modele fugitif-gene ral izer  trans poser, 
composer Etc. 
De sarticuler 
Articuler I ~ ~ ~ Z  ~ e n e r a l i z  e r  transformer 
Rearticuler f Compos er  Ebauche esquis si  t en i r  . 

Comment une Oeuvre dtArt doi t  e t r e  examin&, 
e t  par quel moyen e l l e  doit nous--1nteresser- 
noua convaincre e t  nous Emouvoir,-- 

Une Oeuvre dfArt doi t  en ler .  l i e u  se mon- 
t r e r  dans toutes sea part ies  caormes aux Lois-- 
Dynamique--Esthetique-get 

En 2de. l i eu  1 1  A r t  cons i s t e  par une savante 
ornamentation a rendre harmonieux e t  consonant 
a 1 1  Oeil ce que l e s  raisons Dyaamiqxe aura i t  pu 
rendre Dis sonant s , 

En 3eme. l i e u  l l a r t i s  t e  doit consid6rer 
tous l e s  objets qu ' i l  ornament0 come autant 



d ~ o c c ~ s i o n s  d ' i n i f i e r  leur acque/reur a l a  f o i s  
q u i  feconde son genie; 11 doi t  a propre se 
souvenir q u t i l  e s t  appeler a Ernouvoir, a 
Interresser, e t  a convaincre.. 

5 Nous sommes donc en droi t  a presente d'une 
oeuvre d t a r t  t e l l e  qutelle so l  t--de l u i  demander 
par quel rnoyen e l l e  veut nous Emuvoir, parquel 
cot6 e l l e  veut nous Interresser, e t  par quel 
figure e l l e  veyt nous Convaincre. ,, Page 71 De l a  Mesure--du Nombreo-et du Poids. 

Le chiffre 1 caract&ise it unit&-la Nesure-- 
n ' 2 qui e s t  l a  mesure dans l e  1 doi t  

se subordonner dans sa grandeur-get l u i  e t re  
&ale; c 'es t  un autre 1 qui f a i t  na i t re  l ' idee  
de nombre. 

Ltidee de nombre ne peut na i t re  que de la 
pesence determes de meme nature: Ainsi l ' idde 
de nombre ne p a i t r a i t  pas de l a  wesence dtune 
charet t e  e t  dtun crapand--nuus aurions a ins i  
deux unites t r e s  d is t inc ts  e t  qui nlaurait entre 
e l l e s  aucune ,espece de rapport. Donc il faut  
qu' i l - pa i t - ega l i t 6  pour qaf il-y-nit nombre . 
Cela es t  s i  vrai qu'on ne peut pas dire  d'un 
Home e t  dlun enfant qu ' i l s  sont deux homes ou 
d e n  enfants parceque l 'une n'est l fogale  de 
l tautre .  C'est donc au point de vue d'une 
Bgalit l  a t t r ibut ive que nous pourrons dire  i l s  
sont deux, mais nous pourrions d i re  ceux sont 
d e  etres, m,rceque l ' e t r e  e s t  l e  cote par 
lequel i l s  s f  equivalent .--Nous comprenons 
maintenant comment 2 est egal a 1;--que ces 
d e w  chiffres  ont une egale importance--9t que 
l e  chiffre 1 renferrne exclusivement, 1' idee de 
mesure, l e  chiffre  2 renferme l ' idee d? nombre 
pi  nlest  pas dans l e  un--Viola l e  cote caraoter- 
i e l  par lequel ces deux termes different. 

Maint enant comment constituer entre c 8s 
deux,termes egaux mais d is t inc ts  une parfaite 
unite?--Une seul operation peut ,hous en donner 
id&q e t  ce t te  operation se revele toute 
entier dans le mot Poids; En ef fe t  ces deux 
termes ne peuvent e t r e  reunies que par l e  mot 
poids. Nous sentons en e f f e t  que l e  1 e t  2 
doment un poids coxrmnm dont l a  some e s t  
representer par le  chiffre 3;--18 chiffre  3 e s t  gone e g ~ l e  en importance a 1 e t  2; il supporte 
egal i te  dans l e s  teryes d m t  il est la repre- 
sentation e t  son cote caracter iel  offre  un im- 
portance egale a ceux de ja signaler. 

A i n s i  au chiffre  1 appartient l ' idde de 
me sure 



Ainsi au chiffre 2 appartient l ' id6e de 
nornbre 

It tt 3 11 1' 11 
/ Poids de reunion, de comunante, d'unitd enfin 

qutaucun autre chi f f re  ne saurait  reveler. Nous 
pouvons dLre que l f u n  e t  deux sont egaux entre 
eux dans l lun i te  du chiffre  3-ou au t r epn t  l a  
Mesure e t  le  nombre trauvent leur unite dans l e  
Poidts . 

1 0  Page '73 Des Son Voca1es.-- / 
Du Ton Tranchant--wet du,Ton carre. 
Le Ton Trsnchant e t  carre constitue l1expres- 

sion formelle de l 'bff i rmtion, ,  e t  de 3a Demon- 
stration; ce s t i l e  e s t  l'oppose du Ton emphatique, 
il cansis t e  a scander energiquement chaque mot 
a f in  q u f i l  penetrent irrisi t iblement dans l a  
conscience de l 'auditoire.  Ce s t i l e  ne 3'emploi 
qu'en presence dtun auditoire pe dispose a l a  2 croyance d'un f a i t  qui l u i  e s t  d c r i t .  

(Cette note a etd donnee apropos de---Rome 
Auguste--llEtat, tout e s t  en votre main---Cinna) . 

/ 

De lf intensi te  Vocale chex 1 f Eomme--de-- la-- 
Rue, e t chez 1'~omme-obien--nk. 

Chez 1' Eome-de-tlue le  s in tens i t i6  s marohent 
pa r r a l l e l e~en t  parcequfil  e s t  purement excentrique: 
lf intensite, vocale sera chez l u i  en r a i  son de 
1' intensi t e  pss ionyl le .  

Lt Home-bien-ne au contraire dont I 'Esprit  
tend incessament a dornlner l a  pasdon e s t  par 
cela meme en predominence concentrique, car chez 
l u i  plus l a  passion e s t  grande, plus l a  l u t t e  
que l u i  l ivre  l f E s p r i t  amene de malaise e t  d1 
afa i  ssement, ce qui f a i t  que nous pouvons d i re  
du penseur e t  de ltHome-bien-ne que l a  passion 
e s t  toujours ma1 c h  z lu i ;  s i  cela n 'est  
pas vrai  au fond, c t e s t  au moins e t  toujours vrai  
dans l a  forme, car il sera i t  rnalseant a un 
Home du mode de montrer l a  nudite de sa 
passion; il l a  comprime e t  l a  dissimule e t  
c 'es t  a ce t i t r e  qu ' i l  e s t  so cia l ,  Cepandent 
pour e t r e  comprime, l a  passion n r e s t  pas chez 
l u i  pour cela moins intense, nous pouvons dire  
au contraire qulel le  e s t  proportionelle a la 
compresgon qulon l u i  f a i t  sublr. Cette forme 
passionelle e s t  plus touchant, plus sppathique, 
plus emouvante que l a  forme excentrique en ce 
sens qufe l l e  e s t  mgsterieuse e t  que 11Homme 
aime ayant t y t  l e  mystere. Voulez vous en 
e f fe t  evei l le  chez l u i  l ' i n t e r e t  e t  l lenvie  
apropos de f a i t s  qui nous concerne? Couvrez l e  
alors dtun voile, e t  ce voile sera pour vous 
l a  garanti certaine d'un i n t e r e t  que l a  nudite 



nlappelererai t pas. 
S i  vous vuulez que je pleure ns pleurer 

pas pour moi (chachez rnoi vos lames)----one 
r iez  pas pour moi s l i l  vous plait.--- Je n'aime 
gas qu'on me mette l e s  points sur l e s  is .  
Vous vous exposez a m e  f &re r i r e  s i vous pleurez. 

Page 74 ?one la passion excentrique c 'est  la 
nudite qul on dedaigne, e t  l a  passion concentriqm 
c 'es t  l e  voile de pudeur qui appele e t  qui exalt6 

1 0  l a  sympathie, 
Ces dewr; sortes de Mvts - se caracterise par - deux e t a t s  

1 moo Etat Clonique l ' e t a t  Clonique correspond - 
a llExcentrique 

2do. " Tonique 1' e t a t  Tonique correspond 
a 1 1  e t a t  Concentrique 

O r  nous dirons que dans l l e t a t  cloniQue 
l t i n t ens i t 6  vocales e s t  en raison di rec t  ou 
egale au devellopement des M Z .  

Nous diron s aussi  apropos de l ' e t a t  Tonique 
que l l in tens i td  vocale e s t  en raison inverse de 
1' intensi te  passionelle. 

Du Dechlremenk e t  de la  omp press ion du Son. 
Le Dechiremnt, e t l a  compression du son 

const+tue le  s deux poles extremes qe l a  sensi- 
t i v i t e  vocale, ou impresslonabilite, e t  par ce 
que ces phenomenes sont extreme i l s  Stalterme 
souvent e t jus t i f  ient  par leurs rapprochement 
frequent cet adage: "Les extrems se  touchent." 

Come lfHomme e s t  l a  synthese de l a  creation 
il st en s u i t  qut il nty a pas un c r i  animal dont 
il ne resume l e s  t r a i t s ,  pas une grimace, pas 
m e  rnonstruositd vocale qui ne trouve en l u i  sa 
correspondmce sensitive, e t  par la meme sa 
just i f  i c  a tgon , 

Ce f a i t  bien compris explique,a tout E s p r i t  
judiciew l a  haute e t  profonde portee du sen8 
spbolique, e t  l 'on s'expliquera l a  source vraie 
dlune erreur capitale qui g i t  dws la metem- 
psychose. 

Du Dechirement Vocal. 
~ thubbrance  du,contenu amene le  ddchirement 

du contenant. Ce phenomene explique l e  ddchire- 
ment vocal. Le dechirement vocal  ne doit donc 
s t a l l i e r  qu'a m e  excessive extension du son 
dont 1' intensite,  ainsi  que nous 1 avons demontre, 
va en raison inverse de l a  raison drarnatique. 

Expression Vocales 
Le son e s t  toujours bref, quad  il caracter- 

i s e  une choses pauvre e t  miserable. 
Quad au contraire 3.1-y-ri bien-etre e t  

satisfaction l e  son se complet a stetendre e t  



a se propager-De plus il parcourt t ou te  ltetendu 
de l a  mix. Un Ha! sa t i s fa i t  se f a i t  lentement 
e t  du grave a l'aigu---Hais un Ha! douteau e t  
equivoque, on ma1 s a t i s f a i t  se f a i t  bref e t  

5 dam l e  medium, Les son hauts e t  graves sont 
Page 75 l e  propre de l rexal ta t ion  e t  ces sons prolonger 

manifest0 un e t a t  heureux 
La voix grave e s t  ltexpression de l a  Force 

de la--Puissance--est de l tauthor i td  
Comment la voix caracterise des choses 

acceptables Toute f o i s  qu'on caracterise une 
chose bonne acceptable, ou aimable--la voix 
doi t  chanter e t  s e  prolonger avec complaisance 

Page 77 Notes codus  sur l a  Retrospection l a  
1 5  Distraction e t  l e  Regard In t e r i ew  

Quand p r  !-ion on f a i t  l e  geste 
dtune action p r  duite dans un temps plus ou 
mobs Qloigne, c 'est  quton ltapprouve pleine;. 
ment, Si au contraire l t a c t i on  e s t  reprouvee, 
il faut  bien se harder de limiter pa r  un @ieste 
qui s e r a i t  l e  dimenti l e  plus formel donne au 
ssntimenf quon veut produire. (Cette note a 
Ate donne apropos de----on t o i  meme, des t iens  
devenu bourr au, au sein de ton tuteur enfoncer 
l e  couteau!) 8 

La sensation s rafaiblie en raison de 1' 
610ignemeolt du fd t qul l e  engendre, mais il 
nten e s t  pas de meme du sentiment: Example.-- 
Je puis conserver le  sentiment Be ltHorreur 
du crime que j ra i  commis ou qlli s l e s t  passB 
sous mes yeux i l - p a  loans plus ou rnoins, m a i a  
je n'en a i  plus l e  sensation, c tes t  a dire  que 
l es  sensations que ce souvenir me causait se 
sont a f fa ib l i es  chez moi de jour en jour: 
(Cette note a 6 t h  donne au meme propos que l e  
prdcedente. ) 

Des 3 regards paralelle ou divergent 
Le regard interieur est  t o u j p r s  d i r ec t  

a l a  te te ,  il ne peut e t re  modifier que par l e  
plus ou moins de hauteur; directement en avant 
il se canfond avec l a  stupeur, en bas caracter- 
i s e  l a  Distraction ou l a  preoccupation, en haut 
il se  confond avec lgExtase 

Voila done l e s  3 phases du r e ~ a r d  parralele 
115- ou divergant que nous avons appele animique, e t  

qui ne p u t  dans toua l e s  cas stappliquer qutau 
Regard Interieur. 

9. This sentence i s  .urred i n  the manuscript. 



Du Silence 

Le Silence e s t  l e  pere de la parole, il 
doi t  l a  jus t i f ie r .  Toute Parole qui ne procede 
pas du silence, e t  qui ne trouve pas en l u i  sa  
justification est  une Parole batarde qui n f a  
n i  valeur n i  t i t r e  a son consideration puisqul 
e l l e  n'a pas dlorigine avouee. La valeur des 
choses procede de leur origine; l lor igine e t  
1 1  estampille en vertu de laquelle nous recomais- 
sons l a  valeur i n t r i n s i ~ e s  des choses. Cher- 
chons donc dans l e  Silence l e s  raisons eff icientes  
de l a  Parolt, e t  rappelons nous que plus un 
espr i t  e s t  eclair6, plus l a  Parole qui en pro- 
cede e s t  concise. Cachons donc que ce t t e  con- 
cision se resume de plus en plus, a mesuTe que 
l lEsp r i t  steleve d'avsntage, e t  qularrive a l a  
perception de l a  lumiere e l l e  meme, 1lEsprit  ne 
trouvant plus dlexpression eqldvalantes aux 
splendeurs qul il appercoit, se t a i s e  e t  admire. 

a Clest par l e  Silence que l lEspr i t  s1eleve 
a l a  perfection, car l e  Silence e t  l a  Parole 
de Dieu. 

Le Silence e s t  1' elocp ence du coeur. 
Page 81 Du Monoloque. 

2 5 De l faspect  de l a  Bouche dam l e  monologue. 

On ne doit pas aans l e  monoloque come dans l e  
dialogue decouvrir - l e s  Dents, on doi t  prononcer 
l e s  choses come si on ne l e s  a r t l cu l a i t  pas, 
e t  f a i re  l e  moins de Mvts - possible de la p a r t  
de l a  Bouche. 

De l a  difference des gestes du Dialogue 
avec eeux du Monologue. 

En quoi d a f e r e n t  l e s  gestes du IYIonologue 
des gestes du dialogue? 11s different  en ce 
sens que dans l e  dialo ue tout f a i t  aperqu + doit  e t re  indique man estement a l ' interlocuteur , 
---tandis que dans l e  monologue l e  f a i t  ne do i t  
pas e t r e  indiqud a ce lu i  qui l 'appercoit, car 
il sera i t  indiqud posterieurement a sa we ,  ce 
qui constiturai t l l a f  freux contre-- sen8 produit 
a tout moments dam l e s  t d a t r e s .  Donc l e s  
geste produites devant un interlocuteur sont 
indicatif  so- tandis qu' i l s  scnt dans l e  monologue 
pur ement oontemqlatif s . 

La sobriete de gestes ne peut dam aucun 
cas, asnener de vice, tandis que l lexces amene 
des defauts immenses. Ainsi nous ne proscrirons 
jamais dans is Dialogue lea Mvts - du monologue, 
i l s  portent au contraire l a  caractere de l a  
grandur, e t  de l a  d i s t imt ion ,  mais l e s  gestes 
du dialogue sont a jarnais proscrits du monologue 



a moins que l e  pronom de l a  Beme. personne 1' 
autorise, chest a d i r e  q u a d  l'homme se  p u l e  
a l a  2eme personne, 

J ' a i  d i t  que l a  suppression du geste dans 
I ce ta t  Indicatif  donnait a l a  s i tua t ion  plus 
de d is t inc t ion  que l a  production des gestes- 
e t  pourquoi? Clest que l'homme qui s a i t  
exprimer sa  pensee trouvera pans l a  descrfption 
du f a i t  q u f i l  do i t  deterrnlne l'occas; on de 
montrer l a  lwniere de son espri t-- tandis que 
l l indignation de l a  main prouvera sa fa ib lesse  
e t  son impuissance, Cependant dam, l e  domaine 
de l a  passion l a  descriptions parlees e s t  
tellernent au dessous des inspirat ions  de llame, 
e l l e  e s t  si lente,  s i  t rainante (puisqulel le  
n t e s t  que l e  produit de termes successif,  puisqul 
en un mot e l l e  ne peut presenter a 1' e s p r i t  
qu1 une ,analyse ou l a  decompositi on d'un f ai t 
indique, c ' e s t  a d i r e  l e  cadavre.) 

Page 82 Des Gestes Descriptif s dans l e  Monologue 
I1 f a u t  surtout qufun homrne seul ne se  fasse  
jamais de gestes descriptifs---cette nature de 
gestes ne se produisant jamais dans l a  nature 
que pour aider I t  auditeur ,a mieux comprendre ce 

15 qui s e  passe dans l a  pensee, 
Page 83 que llame a lors  r e j e t t e  ce language enfin, e t  

presents i c i  par l a  simple indication de l a  main, 
e t  en ver tu  des multiples modif'ications de 1 1  
appareil  dynamique, une synthese qui comprend 
dans l a  duree neccessaire a l 'axpression dtun 
t r i p l e  mot l a  substance dtun volume, Vofla 
comxent rocede 1' a m  dans l a  assion. 
-7 h o r  s s a v W d G t  e- nguer entre  l e  
geste de dialogue e r  l e  geste du monoligue- 

35 Le Regle suivant peut naus aiderg-Le Dialogue 
appele l e  geste--Le Monologue tend a l lexclure  

Page 85 Les Extremes se touchent 
Le corps de 11Idiot--cornme ce lu i  de l1 

Extatique. 
Vs LlEtat de lfHomme mystique 

Crest i c i  sur tout  que se  d h o n t r e  l a  vgr i te  
de ce t t e  adage:--"Les extremes se touchent, --- 
Le corps dfun Idiot ,  come c e l u i  dtun Extatique, 
pesen ten t  ,les memes apparences a l ' o e i l  in- 
experimente, ces deux corps sont  come deux 
cadences ant ic ip6s ,  tous deux ne sont mus que par 
une vie purement vegetative, car chez l f u n  l e  
manque dl inte l l igence l a i s s e  dam l e  si lence 
l e s  mille ressor t s  q u i  font rnouvoir son esp r i t .  
Llautre qui  v i t  extrinsiquement n te s t  pl,us en 
l u i ,  l'ame e t  l a  vie ce sont superiorises a 
ce point qu f iP  e s t  come degatd de son corps, 



On concoit cs meme e t a t  de mutisme dans ce 
r iche organisme quton appele l e  corps: Ainsl 
gardez vous de vous l a i s se r  prendre a 1 1  a i r -  
dfldiotisme--de c e t  home qui  pr ie  ne vous 
etonnez pas de l f a i r  abru t i  de son visage, 
d i t e s  seulement pour e t r e  vrai--cat hornme n les t  
pas en l u i ,  l e  corps que je vois n f e s t  qutun 
cadavre dont 1fEsprji.t e t  ltame se aont par 
ant ic imtion separees. 

La saintcite sur l a  t e r r e  e s t  m e  p o r t  
anticipd, e t  convaincu de c e t t e  ver i te  nous 
reconnaitrons que l a  mort e t  l e  commencement de 
l a  vie. 

Dtapres lf echelle gradu6 des geste 
carac ter ie l s  il e s t  demontre' qula mesure que 
1tHowne steleve son corps s f a f f a i s s e ,  il 
semble a ins i  par ant ic ipat ion vouloir se de- 
gage' dtune prison qui gene son essor; ll 
ar r ive  a mesure qu1 il s t  eleve a l a i s se r  suc- 
cessivement tous lea  membres muets, l a  v i t a l i t ;  
de son atne se concentre dans s a  seul physionomie 
jusquta ce q u t i l  a r r ive  a peser l e s  choses au 
poid, du sanctuaire; a lors  sa physionomie e l l e  
meme cesse de fonctionne'e come un instrument 

25 devenu t rop grossier,  e t  quand l'hornme s l e s t  
a ins i  sp is i tua l i se ,  il entre physiquemen t dans 
un e t a t  de stupeur qui prouve l a  seperation 
anticipe' de 1' organisme devenu antipathique 
a lfhornme mystique 

30 Page 87 La Marche 
Des Conversions ou changements de Directions. 

Preparation de Marches, 

S i  vous avez une d i y c t i o n  l a t e r a l e  a prendre 
e t  que l e  corps s o i t  p9se de t e l l e  sor te  que l a  
Jambe-libre s o i t  oppose a c e t t e  direction,  vous 
porterez c e t t e  Jambe-libre en avant e t  pivoterez 
en dedans avant dty porter l e  corps, en sor te  
que par c e t t e  t rans la t ion  vous vous trouverez en 
face de l l o b j e t  dans l a  Seme attde.  

Le meme direct ion pourrait e t r e  preparer 
differernent et amener m e  autre  translation.  
Ainsi q u y d  l e  poids du corps se trouve dam ce 
cas portee sur l a  Jambe inverse a l a  direct ion 
l a t e ra l e  dont il s f  a g i t  l a  Jambe-libre e tan t  
avancge (nous parton de l a  2eme attde.) masque 
ce t t e  diryct ion e t  engendre pour l tac teur  des 
d i f f i c u l t e s  inouies, sources de nombreuses 
gaucheries-voice donc dans ce cas ce q u t i l  
fau t  f a i r e .  Vous porterez c e t t e  Jambe-libre 
en ar r ie re ,  e t  vous pivoterez en dehors de t e l l e  
s o r b  que recevant l e  corps e l l 8  presents une 
Seme, Attde. de face,  



11-pa une autre f acon d 'operer cet te  trans- 
lation, e l l e  consiste a porter le  corps sur l a  
Jambe-libre avancde e t  a operer de l a  l e re  - 
Attde 

s tlune e s t  une translation simple e t  l t au t r e  
une translation de Pompe, e t  de Ceremonie. 

Page 89 Expression caracter is t ic  s 
Des Coudes 

Lea Coudes ,??approcher du corps constitue une signe 
de pauvrete-Par contre lthoxnrne qui ecarte l e s  
caudes e s t  un e t r e  suffisantes, e t  qui s e  com- 
plete en l u i  meme, 

Des Doigts 
On leve 1'Index pour appeler l la t tent ion .  

De lrOeil--et  de la Bouche dans l a  
Surprise 

Se f a i t  d'abord par l '0eil---apms l a  Bouche 
stentr'ouvre, 

Toute Surprise quel qutelle s o i t  f a i t  ouvrir 
l a  Born he---La Bouche s' en tmuve pour a P%s 10s cho ses--cornme pour l e s  inspire-La uu 
prove Pn, ouvrant qu'elle ne possede pqs,;-et 
ses degres dfouverture manif este le  degres de 
l a  soif qu te l l e  a des choses--Par contre la 
Bouche qui se ferme prouve en se fermant qufe l l e  
possede 

L f  Oeil dam l a  Crainte 
e s t  tour $our s oblique. 

Expres sl. on de 1' Ironie 
L' Ironie s e  caracterise tou jours par l'exaggera- 
tion de l a  goie, ou de l a  glorification. 

Expression de Fourberie 
Quand un home exprime l a  Fourberie il doi t  

toujours dms ce cas porte l a  te te  a cote, ou 
3s rend son regard oblique--En un mot il faut tou- 

jours q u ' i l - p e s t  quelque choses de t ravers  ou 
oblique chez un f ourbe. 

O r  s i  d a m  ce cas ltactew? placait son 
corps en face du publique il s'en suiverait  que 
sa t e t e  echapperait au regard du publique--or 90 
3.1 f aut t an t  que possible que l e  jeu de l a  
physionomie so i t  entierement perqu par l e  pub- 
lique. Pour cela crest  le  corps q u t i l  faut 
placer--0bliquement. 

+r Page 91  Remarks e t  Disbfactions 
De l a  Puissance 

Dieu dispose toutes choses avec suavite', e s t  
l e s  a t t en i t  avec force---De cette ve r i t e  coule ce 
principe. 

SO 0--LtAisance dans l a  ~orce--c 'est  la, ce qui 
canstitue l a  Puissance 

Sur l e s  Principes Philosophiques 
Toutes Principes Philosophiques qui ne 

de caule pas--comee de sa sadcrce meme d'un 
5 5  Principd Chretien, n tes t  qu'un capable extrava- 

I ganc e . 



Des Oppositions dans l a  Dynamique 
I1 f a i t  toujows dans la %amique un 

point f ixe autour duquel se conjuge deux forces 
opposites--ode facon a ce que chaque Mvt. offre  
parralellement a 1' oei 1 les  t ro i s  modes--- 
excentrique--comentriqus--et nomnal 

Le point f ixe centrique e st pivo tale--forme 
l~element  nomnal. 

Supposons donc i c i  l e  torse stable e s t  
impassible alors  que l a  t e t e  slavance come 
pour dire--venez a moi-1s bras contrairement a 
l a  t e t e  s e  rapproche a l a  poitrine 

O r  i c i  on peut dire  que le  corps e s t  normal, 
l a  te te  excentrique-et l e  bras COIE entrique 
en Mvt. 

Dom l e s  t ro i s  genres de Mvts se produisent 
i c i  parallelnaent. 

Les Zones du Geste 
I1 faut toujours ~egarder  dlou l e  Gest part ,  
Les Zones doit e t re  considerer au point du vue 
des causes 
I1 y a 9 Zones,---six zones cephalique--et t r o i s  
du torse,  

Ces Zones sont vital--1ntellectif  e t  
animique 
Trois de la Tete--trois de l a  Figure e t  t r o i s  
du Tor se , 

Quand l e  gest pa r t  du torse c'est v i t a l  ou 
sensual par excellenca--quand il part $3 l a  
t e t e  crest l l intel l igence qui e s t  agite--quand 
il part  de la figure crest  l ' am  qui sent ,  
Chaqutun ce ces t r o i s  parties du corps a t r o i s  
Zones une v i t a l  un autre in te l lec t i f  e t  un autre 
anirni que 

35 Page 93 Les Vices e t  l e s  Vertus et---- 
lea Perfections 

Les Vices sont--dans la vie 
Imo .--Lt Intemperance 
Zdo,--La Paresse 

D a n s  
Imo, Lt Avarice 
2do. L1'Envie 

Dans 
lrno, La Luxw?e 
Zdo, L'Orgeuil 

vie e centrique ou pivotal e s t  
La Colere 

Les Vertus sont---Dans la  vie 
Imo , Temperance 
2do. La Force ou energie 

Dms l lEspr i t  
lmo, La Prudence 
2d0, La Jus t ice  



Dans ltAme 
lmo, La Foi 
2do. Lt  Esperance 

Vertu centrique ou pivotal e s t  
L' Amour 

Les Perfections sont---dam l a  vie 
lmo. La Douceur 
2d0, Le Zele 

Dans 1'Esprit 
lmo, La Resignation 
2do. La Patience 

Dans 1' Ame 
lmo. La Chastitd 
Zdo, ~ ' ~ u m i l i t d  

I 5  PerEection ceqtriqm ou pivotal e s t  
La Charite 

Page 95 Definitions Sup.ems de la Vie 1'- e t  1' 
Espr i t ,  e t  le Coeur 

L a  Vie 
Force lumineuse e t  brulant e , 
Ctest le foyer dtOu j a i l l i  l a  lumiere e t  

d'ou s'allume les flammes de l'amaur, 
C'est la some des Raisons seminales 

Memoire, de la Vie 
Que l a  Memoire ss purifie-afin que l tEsp r i t  

s t y  repose. 
Lt Esprit 

E s t  l a  lurniere de la Vie 
Ctest l a  splendeur de la vie e t  l 'essence 

de l 'fhour, 
C'est une lumiere vivante e t  sauvereigne. 
C'est l a  source des raisons speculatifs. 

Repos de 1'Esprit 
Que votre e sp r i t  se repose dans votre Mem- 

oire,  e s t  votre coeur entrera dans la Paix. 
L ' h e  

Est 1'Etincelle qui embrasse l e  Coeur. 
Crest la vivant ardeur de l a  lumiere in- 

t e l l ig ib le ,  
Cfest la Beattitude que l t o n  goutte dans 

l a  plenitude de la Vie e t de la lwniere. 
Dieu est la vie de l t A m . 8  de t e l l e  sorte 

que S t .  Augusth a placQ IfArne entre Dieu e t  
l e s  Creatures. 

Si 1tAmour steleve a Dieu il constitue 
1tAme. 

Si 1'Amou.r s t  attache a l a  creature il 
constitue l e  coeur, 

Paix du Coeur 
Que votre coew entre dans la Doctrine, 

e s t  v o t r e  Esprit se reposera dans votre memoire-- 
e t  votre coeur entrera dans la Paix, 

Le Coeur 
LtAmour e s t  la vie  du coeur 



S i  1 1  Amour stattache a l a  Creature il consti- 
tue l e  coeur, 

Page 97 Definitions des Immanences e t  l e s  Actes 
Organiques 

Les Imanences veut dire  ce qui e s t  en soi 
Les Immanences constitue ce quton peut 

appeler--3 ' Organise intin% de 1' Home 
Les ,Immanences dan l t e t r e  Bumain sont 

constitue par l e s  t r o i s  Essences cmst i tu t ives  
de l tEt re- -c tes t  a d i r e  l a  vie, l 'Esprit ,  e t  
1' Ame 

Les Imanences sont----Dan l a  vie 
Imo, Sensation, qui e s t  l a  vie de la vie. )Qui pro- 
Zdo, Inst inct  It 1'Esprit de l a  vie)duit  l a  
3 t i o .  S p p  thie  " llAme II n If )Memoire 

Dans l lEspr i t  
lmo. Le Jugement q x i  e s t  la vie de 1 t ~ s : r i t ) ~ u i  pro- 
2d0, 1 ' Induc ti on 1tEsprit de )dui t  Lt  
3 t i o .  La Conscience" " l t @  " " )Entende- 

ment 
Dans lfAm 

lmo. Le sentbmeht qui es t  la  v ie  de 1'Ame)Qui pro- 
2do. L 1 In tu i t  ion " " 1 ' E s p r i t  de " )duit  13 
$tie, La Contemplation qui e s t  llAme de ")Volonte 

Les Actes Organiquea 
Sont l e s  manirestations des actes Immanences* 

Puissance Seminal de la  Memoire 
C '  est  l a  menzoire qui engendre 1' intelligence 

--et c t e s t  purete qui ItZllumine 
Au point de me religiewr-le Fi ls  es t  l a  

splendaur de Pere-;de rnerne l a  lumiere e t  l a  
splendeur du pure te-- e t  1' intelligence l a  splen- 
dew de lamemoire 

L' Aspiration des t r o i s  grands facultes de 
Lt Etre 

Les t ro i s  grandes facultds de l lE t r e  par les- 
quelles toutes 
Les autres son comprit sont l a  memoire, ltEntende- 
m a t  e t  la  Volonte 4 
La Memoire aspfre a l a  Purete " " Lumiere LtEntendemeat 
La Volont e tt Perfection 

Page 99 Des Postulate omrnes 
Les Imanences devaient amen 2 une t r i p l e  tableau* 

Lt  Home appartieat aux deux mo@dea. 
I1 e s t  un Esprit  incorpor6,---11 e s t  a l a  

fo i s  Corps e t  Esprit,  
Chaqu'un de ses tendences l e  f a i t  pencd  

vers Le corps ou l ' espr i t  
Par l f E s p r i t  il ~ ' E l e ~ e  
Par l e  corps il sfabaisse.  
I1 a donc m e  tendence a sfelever ,  e t  une 

tendence a stebaisser, 



En stab5issant il se rencontre aveo l e s  
e t r e s  degrade-et montre l e s  caracterist ique s 
des divers animaux, 

Les anirnaux e t a i en t  nome par  Adme 
I1 a trouvd dans l e s  divers  a f f i n i t d s  de son 

e t r e  l e s  noms des animaux. 
I1 semble quf il a trouve dans ses tendences 

different9 le s noms,propre a ces  creatures. 
Adam e t a i  t Cree dans 1' Image de Dieu, e t  

aussi  il avaient sa resemblance, 
11 e t a i t  Im e par se s  ~ a c u l t e 5  * I1 e t a i t  em able par; s e s  a c t e s  organiques 

e t  souvereigns ,--Predestine a commander koutes 
l e s  forces de l a  nature--Roi des animaux e t  l e s  
Elements. 

LIEtre Immanent e t a i t  llIrnage de Dieu. 
LtEtre physique resemblait Dieu. 
Les Etres qui devaient l u i  e t r e  subordonrd 

-3.1 l e s  nomma. 
I1 a nomrne quelque chose pe  l u i  meme--meis 

seulment quelque chose abaisse en dessous de 
l u i  en l u i  meme, 

LtHomme e s t  l a  synthese de llanirnalite 
ensemble--et prototype de tous l e s  e t r e s  de l a  
creation. I1 possede en l u i  toujours l e s  vertus 
correspondant a l e s  animaux, 

Page 101 Etre Terreste R o i  de l a  Crqation 
Etre Celeste devaient porte en l u i  tous l e s  

caracteres de l a  Jerusalem Celeste--cornme il 
porte tous l e s  5aracteres du Monde Terreste. 

Lf  Animalite du globe e s t  retourne contre 
1 9  Bomme parcequii l  n1 e t a i t  plus supremement 
superieur a lu i .  

Tous ces e t re s  Anirnaux peut devenir sea 
lumiere s. 

La question e s t  c e l l e  ce7------0- 
Lt  Home etant  en a f f i n i t e  avec deux mondes 

---5-1 do i t  trouve deux buts. 
Au Cfel e t  s e s  Puissances nous y trouvons 

ses  types que nous appelons 
Po s t u b  t e Home 

Ce que ltBornme cherche-oil postule e t  l e s  
buts q u t i l  postule sont ses  Postulate Homes, 

I1 e s t  postulant quand il postule, l e  place 
q u t i l  postule e s t  son Postulate Home 

I1 devaient avow pour chaqu'un des puissances 
const i tut ive de l t E t r e  un postulate homme special  

La Jerusalem Celeste e s t  en nous.--Nous 
portons en nous ltestampe de toutes le  Puissances - 
Celeste 

De meme que llHomme a trouvd des , a f f  b i t e s  
d i rec tes  avec -1es animaux, il trouve aussi  des 
a f f i n i t e s  dam l e  mondes celes te ,  



I1 s f u n i t  avec l e s  be tes  par ltanimalite/ 
de ItOrganism. LIHomme malpropre rappele le 
cochon--w autre m ~ h E L t r  I1 y a lfhomme chien 
--lfhomme l ion ,  Enfin toutes  l e s  a t t r ibu t ions  
inferieur domes a llhomme sont pretes des 
rnondes inferieurs.  

I1 y a tous l e s  mondes Inferieur resume 
dam 1fHomme. Disons que lf Eomme s e  retrquve 
en d e t a i l  e t  en fragments dans l tanimali te 

S i  donc 1'Homme resume toutes  l e s  animwr 
e t  l e s  legumes,--drun autre cote  par cela meme 
g u t i l  e s t  Image de Dieu 11 d o i t  t r o u d  au Ciel 
ses Postulates Homes, ou l e s  a f f i n i t e s  Celestes 
de son Etre. ,, Page 103 Mns i  11Bomme a neuf Postulates H o ~ s  
celeste,  q u i  sont l e s  Anges qui agfssent sur l e s  
neuf Immanences. 

Toutes ces Puissances Celeste sont en 
a f f i n i t 6  d i rec tes  avec lforganism intime de 
1 Homme. 

Au c i e l  il y a t r o i s  Hierarchies-- 
lmo ,--Hisrarchie Puissallte ou Far t e  en af f i n i t e  
d i rec te  avec l e  Pere 

El le  por t e  l a  caractere de 1) fecondite' 
2do. Hierarchie savant en a f f i n i t e  d i rec te  avec 
1e F i l s  
3t io .  sacre qui e s t  en a f f i n i t d  avec le - 
S t .  Espr i t ,  

E l le  e s t  1g Hierarchie par excellence affer-  
ent  au St.  Esprit  du Pere e t  & Fi ls .  

Les Rayons de 1 f E t r e  de Dieu s a t  vivants, 
-oils sont des Etres appelaient Anges, 

a t r o i s  rbyons du Pere au Ciel-oils  sont 11 Y 
lmo .--Les 
2d0 *-- It 

3t5.0, " 
Puis sances- 
Dominat ion s 
Ver tus 

Trois i r radiat ions  du F i l s  
Anges 
Archanges 
Pr incipaut e s 

Trois rayons du St .  E s p i t  
Trone s 
Cherubims 
Seraphim 

Chaque ~ i e r a r c h i e  a sa fonc t ion  special. 
De meme q u ' i l s  possede leurs  Postulate 

Home s . 
Le Postulate Homrne de l a  l e r e  Hierarchie 

est--La Puretd-sa Fonction e s t  de  Pur i f ie r ,  
Le Postulate Homme de l a  deuxieme Hier- 

archie-ces to- La Lumiere- sa f onc t ion  ea t  
dl Illumine r 

Le Postulate Homme de la troisieme Hier- 
archie cest--La Perfection--sa fonction e s t  de 
Perf e c t i  onner , 



En resum&-nous disons q u t i l  y a t r o i s  
Hierarchies au Ciel. 

Page 105 La lere .  - qui e s t  formi par I f incarna t ion  
ou plus  proprement l labsorption des rayons dn 

5 Pere--portera l e  ch i f f re  1 stappele Hierarchie 
Forte--son Postulate Home es t  la Purete--sa 
fonction e s t  de  Purifie--la Memoire ou l a  Vie 
de l f e t r e  Humain 

La 2eme. quf e s t  forme par l 'absorption 
des rayons du Fils--portera l e  ch i f f r e  2-0s' 
appele Hierarchie Savante--son Postulate Home 
e a t  l e  Lumiere--est sa Fonction es t - -dlI l l iminer  
ItEntendement ou l lEspr i t  de l s e t r e  Humin. 

La 3eme. qui e s t  form6 par 1' absorptions 
des rayons du St. Esprit--portera l e  ch i f f r e  
3-0s f appele Hierarchie ~acrde- -  son Postulate 
Honrae c ' e s t  l a  Perfection--sa fonction e s t  de 
Perfectionner l a  Volonte ou 1'Ame de 1 'Etre 
Humain. 

Ainsi l a  Hierarchie no. 1 du Pere Pur i f ie  
l a  Memoire, 
Celle du no 2 du Fils-Illumine ltEntendement 

11 " " 3 I' St .  Esprit--1eerfectionne l a  
~ o l o n t h .  

I1 f a i l l a i t  que chaque Hierarchie posseda 
en elle--leg a t t r ibu t ions  de ses congpneres. 

O r  chaqu'un de ses  Hierarchies Purifie-- 
Illumine e t  m e c t i o n n e  dans sa  maniere speciale, 
e t  s e  rencontre a l n s i  admirablemerit avec l e s  
Immanences de l l E t r e  Humin,--done , les  fonctions 
sont avec e l l e s  en pa r fa i t  a f f i n i t e  de rapport,  

Les Anges consti tue donc une malplifique 
circumincession qui d o i t  e t r e  etudier dans l'homme 
l u i  meme 

?e meme qut il faudra dans 1' Home lui-~eme 
trouve toutes l e s  carac te res  de 1' Animalite. 

Page 107 Influence des Anges sur 1'Etre 
Humain 

I1 y a t r o i s  Hieraqchies dt Anges chaqu'un 
desqu' 8116s sont canpose de t r o i s  familles. 

Hierarchie No, 1 se compose de 
lmo, Les Puissances 
2do. " Dominations 
3tio.  " Vertus 

Hierarchie 2 
lmo. " Anges 
2do Archanges 
3 t i o .  " ~ r i n c i ~ a u t d s  

~ i e r a r c h l e -  3 
b o  . " 'hones 
2do. " Cherubim 
3ti0 11 Seraphims 

Ces 9 familles d'Anges agissent sur l e s  
9 Immanences de 1 'Etre  Humain dam l a  Manlere 



sulvante 
Le s  Les Puissances 

fu r i f i en t  e t  e c l a i r  l e s  Sens-- 
Les Sensations ec la i r  l a  Vie de 1tHomme 

Les Vertus 
Purif i en t  l e  s  Ins t inc t  

Un Home vertueux domine ses  Inst incts ,  
mais il faut emprunter de ces  Anges l a  force 
de l e  f a i r e  

Les Vertus celes tes  f o r t i f i e  I thome par  
l a  voix de ses Ins t inc t s  

Ctest par l e  pur i f icat ion de ses  propre 
Ins t inc ts  que 1'Homme steleve a l a  Vertu. 

Les Dominations 
Attirent  e t  echaufent l e s  sym-pathies 

Les sympathie Domine l a  vie de 1'Homme 
Les Anges 

Les ambassadeurs de Dieu sur l a  te r re ,  appele 
a ins t ru i r e  1fHomme 

11s sont l e s  interprete  de la l o i  divine 
11s parlent aux jugernents--11s naus interpre- 

tent  p r  l a  voi des jugements--nos jugements so& 
nos interpreta t ions .  

Page 109 Les Archanges 
a r Guide invariablement 1' 1.10mme vers l e  Bien. 

11s jugent l a s  Anges 
11s ec la i ren t  l e s  Inductions qui juge l e s  

Jugement s  . 
Les Inductions consti tuent l a  marche des 

Jugernant s ver s leurs con sequences 
L'Induction e s t  l e  jugernents des Jugements. 

Lea Principautes 
Eclairent  l a  Conscience 

La conscience juge l e s  Inductions, corame 
l e s  Inductions jugent l e  s Jugement s . 

La conscience e s t  un t r ibunal .  
Les Principautes consti tuent un tribune 

ou se  &gent l e s  Anges e  t l e  s Archanges. 
Les Principautes sont l e s  possesseurs des 

hauts principe 
Les Trones 

Fixent e t  embrassent l e  s Sentiments 
Les Sentiments f ixent l e  coeur vers l e s  

choses aime'e e t  llembrassent. 
Lea Cherubirns 

Ont l a  c l a i r e  In tu i t ion  de l a  Science 
Divine. 

11s ec la i r e  l e s  Intuit ions.  
Les In tu i t ions  sont l e s  lumieres de 1) 

inspiration.  
LI In tu i t  ion e s t  l a  luxtiere spontande en 

ver tu  de laquelle l'homme s a i s i t ,  e t  voit l e s  
choses s p i r i t u e l  avec un l impiditd qui l e s  



Page 111 

elevent presque a l a  t ang ib i l i t6  
Les choses de 1'Esprit  sont rendu v is ib le  

par l e s  Intui t ions  come s ' i l s  avaient une forme 
Les choses mystique parlent  a l ' l n t u i t i o n  

Les Seraphirns 
Consument e t  transfigurent 1'Ame 

11s exci te  l a  contemplation qui consume 
pour a inai  d i re ,  e t transfigure 11Ame. 
Ce qui e s t  de Memoire es;4 chez l e s  Arqes--Purete 

" l1 ' d'ktendement n n --Lwniere 
It I t  " Volonte 11 tl 11 --Per- 

fec t ion  
Les Sept Sacrements de l lEgl ise  

LlOeuvr,e de l 'Egl ise  d o i t  e t r e  anatomique- 
ment examine pour e t r e  comprise, 

I1 ne s u f f i s a i t  pas que Dieu e s t  Qonne 1' 
intell igence au Cerveau--1tAmour au Coeur--la 
fecondite au sexe---I1 f a l l a i t  encore qut il 
exprimat l a  voie paf lesquel les  ,ces foyers 
devaient s '  i l l@nine .-- se purifie---eb ae sanctl- 
f i e .  

Ces voies par  lesquel les  I'Eormns s t e l eve  
magnifiquement jusqu'au Dieu-- sont l e  s Sacrements 

Les iaacrements sont au nombre de sept,  af in  
que l e s  sept agents anatomique puisent trouver 
l eu r  plus sub1Qes modes d'evolution. 

Dieu a Cree pour l a  Tete--1lOrdre--ou l e  
commandments 

Dieu a cr& r' l e  Sexe-- Le mariage- 
pour moralize l e s  voies genertr ices 

Dieu a cr& pour l e  Sexe--LfAucharistic-- 
une nourriture sp i r i tue l .  Le coeur e s t  1e foyer 
centrique, et c ' e s t  pour s a t i s f a i r e  l a  f a i n  de 
ce foyer q u f i l  donne sa  chaire par 1tEucarist ie 

Dieu a attacher au premier pas de l'homme 
dam la v i e  un sacrement i n i t i a t e u r  qul e s t  l e  
Bapteme 

I1 a v m l u  accompagner llHomme jusqula 
son dernier pas-auquel il a af fec te  l'Extreme 
Onction qui es t  un  sacrement de lumiere, e t  comme 
l e  Baptem d'un autre vie--le Bapteme de 1' 
~ t e r n i t d  

I1 a plac& dans sa main gauche une balwce 
comme symbole de Justice--ctest  l a  confession 

I1 a arme son bras droi t  du glaive--pour 
f a i r e  executer e t  respecter l a  Just ice  c l e s t  la-- 
conf irmation--ou l e  Chretien e s t  arm6 Cevalier . 

Le premier sacrement que Jesus Christ a 
fond6 c' e s t  l e  myiag?--paroequa il f a i l l a i t  avant 
tout  e t  surtout edif ie  l a  Famille 

Cle ta i t  au noces de cana q u t i l  a commencer 
l foevre  e t e rne l  de sa v i e  



Cte ta i t  l a  quand il n t y  avai t  plus de vin 
q u t i l  a  changer l ' eau  de l tancien l o i  au  in 
genereux de l a  l o i  nouvelle, 

Page 113 C'eta i t  l a  que sa mere vient a lui--et  d i s a i t  
5 en rea l izant  que son heure de t r ava i l  e t  de 

souframe e t a i t  pet--"11s ntont plus de vinrf 
ce qui voudrait d i re--"I ls  ntont plus d f Amourff 

Cteta i t  a lors  que l e  Christ s t e v e i l l e  a sa 
vie, a son oeuvre, e t  rea l izant  sa p a t e r n i d  
d i s a i t  ses  mots s i  dur a sa rne~e--~Femm6 qutest  
q u f i l  y a entre vous e t  moi 

Ctetai t  a lors  q u t i l s  char& lteau f ro id  
e t  indifferent  de l f anc ien  l o i  au vin chauffant 
e t  aimant de l a  l o t  nouvelle, 

C f e t a i t  en cre'ant l e  sacrement de mariage 
q u t i l  a  f a i t  c e t t e  miracle. 

I1 exprimait par  cet ac te  q,ue la regenera- 
t ion  de lthumanite do i t  commence par l fappl ica-  
t iqn de l a  l o i  nouvelle a l a  mariage--pour sancti- 
f i e  l e s  voies genatrices-pour lea rendre pure-- 
pour l e a  eloigne' tout sentiment b e s t i a l ,  e t  l e s  
v iv i f ie  par l e  St.  Esprit--pour l e s  exci ter  avec 
l e  vin genereux de 1tAmour vrai-et par ce 
moyen f a i t e  de l a  maria e l l i n s  trument de l a  f5 creation des enfant de ieu--nd du S t .  Esprit .  

La signifiance supreme e t  divine de c e t t e  
miracle qui  accompagne l a  f ondatl on du premier 
sacrernent de 1tEglise a e t e  perdu ou a passe' 
inapercu par des s iec les ,  

A notre f i d e l i t d  a ce sacrement, e t  a 
l t idde  exprimait par l a  miracle qu i  a accompagn& 
son establissement par l e  Christ- t i e n s  l e  s a l u t  
materiel e t  practique de lthumanitd sur la t e r re .  

F ide l i t e  a l a  l o i  nouvelle dans l e  mariage 
sera l a  r e c m s t i t u t i o n  de l a  saintetd de l a  
Famille s u r  l a  t e r r e ,  e t  d o n n p  a Dieu e t  a son 
Amour I n f i n i  l e s  moyens de ,Cree une humanit8 
divine--et a nous l a  surete  d t e t r e  l t i n s  trument 
de l a  creation des enfants physiquement, s p i r i t -  

Y 0 ue l l emnt  e t  animiquement de Dieu 
Page 115 Les Sept Sacrements e t  leur  Echo 

dam l a  NIonde 
S i  l e  neuf e s t  1' expression essent ie l  des 

choses l e  sept  caracter ise  l a  succession de l eurs  
actes. 

Dam une se r i e  dfActes il f a u t  conter Sept 
s t a t  ions. 

Si chaqutun des sept doi t  e t r e  etudier en 
so i  dans son principe e t  dans ses  consequences-- 
il faut alors y chercher Itaccord de neuvieme. 

M a i  s s i c e phenomene e s t  etudie r ,dam sa 
marche, il f aut e t a b l i r  l e s  sept degres que ce 
phenomene par c our t pour arr iver  a son terme 

Voila comment 9 exprim llessence, e t  7 



exprime l e s  successions des chose8 
9 e s t  l texpression es sen t i e l l e  
7 " n s e r i e l l e ,  
I1 y a toujours t r o i s  phenomenes e s sen t i e l l e s  

e t  quatre accessoire--qut on appele cardinales. 
Example s-- - 

Les 7 Vertus--contieme 3 vertu 
theologals essentiel les--et  4 vertu qufon appele 
cardina le  s. 

La Foi--La charitd-wet l t l sparance cons t i t u e  
Ifessence meme des Vertus 

Les vertus cardinales e t  accessoires son+- 
Prudence, Just ice ,  Ternprance, e t  Force. 

Les 7 couleurs cantiennent 3 couleurs 
essent ie l les ,  principientes qui  scmt--1e Rouge 
l e  Jaune e t  l e  Bleu 

Les quatres autres couleur qu'on appele 
cardinales sont accessoire binaires parcequf 8116s 
decoule des t r o i s  principient es, i l s  sont Orange-- 
pourpre vert  e t  v iolet ,  

Les 7 notes de l a  gamme musicales se con- 
juge autour des t r o i s  e s s e n t a l e s  qui sont ut--mi-- 
e t  sol-- 

Les 4 autre  notes de l a  game sont accessoire 
decoule des 3 essent ie l les  e t  s fappele Re--Fa--La-- 
e t  Si. 

Page 117 L f  Home examin4 dam l a  const i tut ion de 
ses rnembres--possede 3 foyers essentiaux e t  4 
membres q u i  pourrait e t r e  en quelque sor te  re- 
t r a n c d  de son e t r e  sans en a t te indre  ou compro- 
mettre 1'essence.--Mais qufon touche a l a  Tete 
ou au Coeur ou a l'abdomen--1e sexe e t  1' e t r e  
disparai tera  . 

O r  l e  grande oeuvre du Christ,  a dtd consti- 
tud en ver tu  des septs agents anatomique de 
lfhomm,e--et a cred sept sources de v iv i f ica t ions  
appele l e s  sept sacrements q u i  correspondent 
admirablement a m  sept  agents anatomique de 1, 
Home 





11s ne s e  croraient pas Philosophes s i  l eu r s  
l i v r e s  pouvaient e t r e  accessible a des in- 
tel l igences vulgaires---leurs Doetrines ( ? ) 
fusae-t-ell8 c l a i r e  e t  accessible aux Enfants 
--aux Femmes--come aux homes-oil  r e s t e r a i t  une 
question t r e s  important a $emander--et q u l i l s  
semblent n t  avoir j m a i s  prevu--On pourrait  leur 
demand$--~ontrez moi l t u t i l i t  e practique de 
votre Doctrine, Montrez l a  rnoi dans l a  vie-- 
Donnez moi IfExample, e t  d i t e s  moi comment j e  
do i t  l tappliquer a mes actes?  

D i t  e s  moi surtout quel bien-mes instincts--  
mon coeur--et mon inte l l igence peuvent en tour, 
--Ici  l e s  Philosophes demeurent muets, 

Ll Application ,de leurs  doctrFne en prouver- 
a i t  toute l ' i nan i t e ,  

Ivlaia en supposant ce t t e  application possible 
il r e s t e r a i t  une troisierne question dtune grande 
importance a demander--0u e s t  wotre Ins t i tu t ion?  

S O  
--a quel ecole mon fils--ma femme e t  moi pouvons 

Page 121 nous a l a  f o i s  apprendre votre Doctrine e t  vos 
examples? 

Jamais Philosophe n 'a esseye7 rneme de 
consti tuer uhe Ins t i tu t ion  destine a l a  f o i s  
aux Enfants-aux Fernmes--et aux Hornrnes, Les 
Philosophes ont bien pu former quelque clubs 
maks Jamais i l s  ont songer a une serieuse In- 
s t i tu t ion ,  

OF voici 18s procedes de l a  ~ e r i t h  
La ~ e r i t e  e s t  claire--$lie do i t  e t r e  univer- 

salment ense ign&-~l l e  e s t  simple--concise--et 
prof onde, 

Claire pour e t r e  accessible a IfEnfant.  
Suave e t  touchante pour captiver l a  Femme 
Tellement profonde que l t E s p r i t  l e  plus 

educ6 nf en saura i t  toucher l e s  l imi te ,~ .  
Ce t r i p l e  caractere de l a  Verite nous a e t e  

enseign6--non seulment doc trinalement--non seule- 
ment par des mots--mais par des examples e t par 
des e f fe t s ,  

Le Christ  en e f f e t  s t e s t  o f f e r t  en example 
a l a  fo i s  a 1lEnfant a l a  Femme e t  a lrHomme,-- 
Rien de plus humble-rim de plus obeissant--r ia  
de plus simple e t  de plus naif a l a  f o i s  que l a  
f igure  du Christ qui f u t  obeissant j u s y ~ u ' a  l a  
mort .--Voila son example a ItEnfant-Pour ce 
qui concerne ,sa vie au point de vu de ltexsmple 
q u f i l  a donne a l a  Femme--qui donc a e t e  plus 
tendre--plus aimant--plus chaste?--Pour ce qui 
e s t  de Itexample q u t i l  devait  a IlHomme--quel 
hero se montrd plus for t?--Quel pbilosophe se 
montrd plus sublime--et plus profond?--Quel 
homrne se montre mobs soucieux des biens de ce 
monde, e t  plus absolument degagde des pre- 



occupations t e r r e s t e  .--Certes voi la  un example 
accompli auquel nu1 example ne manque ,--puisque 
a la f o i s  1fHomme--la Feme e t  1'Enfant prof i ten t  
de ses  actes  comme de sa Doctrine. 

Reste 1' Ins titution---Nous savons que dans 
1fEgl i se  l e s  memes instructions s'adresse a l a  
fo is  aux Enfants-aux Femmes c o r n  aux Homes,-- 
Chaqufun puise--on tire--dam sea enseignements 
sa par t  de lurniere e t  de ~er i td--puisqufainsf .  

1 6  
que nous ltavons vu lea  tex tes  de c e t t e  enseigne- 
ment sont a l a  f 01s simple, claire--touchante-- 
e t  profond 

Les Enfants se nourrisent de l a  Parole de 
1' Eglise parcequ f El le e s t  simple e t  c h i r e  .c- 

I s Les Femmes s ly  attache parcequtElle 
Page 123  e s t  touchante e t  chaste---Les Espri ts  cu l t ivd  y 

trouve des lumieres trans lumineuses. 
Tels s a t  l e s  caracteres de l a  ~ e r i t e ' ,  

laquelle devai t a 1' Home 
2 0 lmo.--Une Doctrine a l a  f o i s  accessible a 1' 

Enfant a 1fHornme e t  a l a  Feme 
2do ,--Ell8 devait a llhumanit e l e s  Examples 
vivants a l f appu i  de sa Doctrhe--et sea Examples 
devait exclure n i  I tEdant - -n i  l a  Feme--ni 1' 

2 5  Home--auxquels i l s  devaient s :adapt 6 
3tio--La ~ e r i t  d devait  p rpetue dam 1' ~umanite' 
avec sa  Doctrine l a  vie de ses  examples, par une 
I a s t i t u t i o n  destine a l a  fois-a 11Enfant-0% 
l a  Fernme-et a 1'Home:--ctest a d i r e  dest ine 
a parler  eloquamment aux Instincts-et  a #lf 
intel l igence cornme au coeur de  1' Xurnanite. 

Rien de tout cela  nta  e t e  fmmn; par 1' 
~umanitd--mais tous cela a 6 t 6  revele e t  donne 
a 1 '~umanitd par Dieu--dam le Christ. 

35 125 Les Pointes de Vu de l a  Science 
I1 y a t r o i s  g r a d e s  pointes de vu de  l a  

Science qui nous donne t r o i s  Appelaticols 
lrno Appelati on Essentiel  ) 
2 do 11 

rr Organique ) Ordre 3 t i o  EsthetQue) 

Imo tl Organicy e ) 
2do tt Essentiel  ) Ordre 
3t io f f  Esthetique ) 

Point de vu organique se devise en t r o i s  
foyers 

bdomen e t  le  sexe lrno. F o y r  Generative o; 1 a 
2do Cephal ique l a  Tete e t  cerveau 
3 t i o  " Thoracique l a  Pos t r im e t  coeur 

Point de rm Essent ie l  s e  devise en t r o i s  
puissances const i tut ives  
lmo .--La vie--2do ~ f E s ~ r i t - - 3 t i o  1 1  Ame 

Point de vu Esthst iqw se devise en t r o i s  
grande tries 
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lmo--Tape Constitutionelle ou natural  des choses 
2do Habituelle ou a r t i f i c i e l  (1 n 

3 t i o  " Passionelle emotionelle n 11 

Au point de vu Essent ie l le  des choses--on 
etude leur s Essence a-- ou leur Irumanenc e s  

Au point de vu Organique des chose--on 
etude leurs  anatomies e t  leurs  actes 

Au point de vu Esthetique des chcs es--on 
etude l eu r s  sentiments ou leur  signif icati,ons . 

Les Immanences sm t des f acultd forme par 
l a  copenetrati on de s t ro is  essence const i tut ive 
de l f e t r e  la vie l f E s p r i t  e t  l f b e  

Les Organisms sont des f oms des Immanences, 
e t  leur 
mouvements ss n t  en correspondence avec l e  s actes  
des Immanences 

LtEsthetique 
se d iv ise  en 2 par t ie  

lmo. La semeiotique 
2do .-Lt Esthetique propre 

La Semeiotique 
e s t  l a  Base de ltEsthetique,. El le  d i t  qm t e l l e  
organisme exprime t e l l e  idee ou passion--et en 
resume e l l e  c a s t a t e  que t e l l e  signe convient a 
t e l l e  sentiment. 

L:Estheticpe propre procede a 1tirmers.-- 
Elle deduit l e  signe de l a  passion e t  d i t  a t e l  
sentiment t e l  signe 

LfEsthetique e s t  superieur a l a  Semeiotique 
parcequs 1 1  Esthe tique doi t  composer l e  d g n e  
apres l a  passion--la Semeiotique doit apres l a  
signe reconnaitre l a  passion, 

Quand un home exprime 1' idde attach6 a un 
Mvt .--3.1 f a i t  de l a  Semeiotique .--@and il t radui t  
son idee par un Hvt,-oil f a i t  de l tEsthet ique 

Expliquer l a  lecture--voila--la Semeiotique 
Traduire l a  n 1tEsthetique 
Lire une langue e t  la compr endre--ctest 

l a  Semeiotique 
Pa-pler une l a n ~ e  ----- ----- ---- n 

1fEsthetique 
LfEsthetique e s t  plus d i f f i c i l e  que l a  

seneiotique, pour l a  raison q u t i l  e s t  plus 
f ac i l e  de traduire que d f  inventer. 

Les Mvts Organiques resul tont  des Mvts 
Immanent s 

Les Immanences consti tuent l a  par t ie  majeur 
de 1'Esthetique 

Les Expression Organiques sont l a  part;e 
mueur de 1tEsthetique pu i squf i l s  sont domine par 
l e s  Immanences. 

Les Mvts Immanent s etant  donne 1 fEs the t iqw 
specifie l e s  Expressions Organiques cpi l e s  
expriment . 



Lea Expressions Organique s e tan t  donne-- l a  
semeiotique recomai t re  l e s  Mvts Immanents qut 
i l s  expr b e n t  . 

Page 129 Phenomenes Organiques 
Les Phenornenes Organiques de l f E t r e  se 

divisent en t r o i s  par t ies  
lmo. Phenomenes vocaux , 

Le s Mvt s de s P9enomene s Organ ique s 
doivent e t r e  considere de t r o i s  points de vue 

lmo. Point de true de l f a t t i t u d e  
2do. tt n tt 

t tc 
" 1 f Inf l e  c ti on 

3t io .  " " l a  position ou sphere 
ou ces  Mvts se trouve 

Lt Attitude--est l e  Mvt; intr insique 
L f  Inflexion--" " extrinsique 
La Position--" tt tt t r ans la t i f  

'Lr Inflexion 
e s t  l a  fo rm du Bbvt,--Tout Mvt r ea l i ze  dans 1' 
a i r  w e  forme--Or c e t t e  forms etant  donne--soit 
par example un cerc le  produit par un Mvt circu- 
la i re--dew qw s t  ions doivent se produire devant 
ce t t e  f orme a b s t r a i t  ou inflexion 

lrno, m e 1  e s t  1fAt t i tude  de l f a g e n t  qui 
produit c e t t e  f ormet 

2d0, D m  quel region c e t t e  forme e s t  e l l e  
produite . 

Nous avons a i n s i  t r o i s  Phenomene s a conjuger 
entre  eux 

1mo.--La Forme du Mvt. ou l f l n f l e x i o n  
2do.--LfAttitude de l 'agent qui  l ' a  produit 
3,tio.-La sphere ou l a  position ou s l e s t  

produite ce t t e  Inflexion 
Donc un geste ne saurai t  e t r e  exprimer 

qutun vertu de ces 3 termes--Inflexion--Attitude 
--Position. 

La Position 
Un numbre nf  e s t  pas seulement done/ de modi- 

' # D  f icaturey interne e t  externes--Mais pour bien 
apprecie ce phenomene, son a t t i t ude  et son 
inflexion, il 

Page 131 Paut savoir dans quel sphere d f  a c t i v i t k  se pro- 
d u i t  ce t  action. 

~5 I1 s t a g i t  donc de caracter is6 l e  milieu 
dans lequel se  presente ce phe~mene- 

Ainsi a t t i t u d e  e tan t  donne, de l a  main e t  
son evolution etant  caracter ise- i l  r e s t e  a 
connaitre l e  s t r o i s  degres suivants 

5 b  Imo. Le de r e  de hauteur 
2do. " dt in ter ior i t ;  
3 t ia .  " 11 " l a t e r a l i t d  





Le s u j e t  dfune proposition pour tous l e s  
peuple s du rnonde ne conte que pour une valeur, 
tandis que l f a t t r i b u t  en possede six,--et  on 
peut affirmer que quiconque renverse on ntobserve 
pas ces valeur--meyte. 

Donc l a  v e r i t e  ou l a  fauste/ de ce lu i  qui 
parle s e  ddduit mathematiquement de l a  valeur 
q u l i l  donne ( a  son insu) a l f a r t i c u l a t i o n  de sea 
ide'es , 

Ainsi t e l  home formule une proposition- 
son su je t  ce quatre valeurs--son a t t r ibut - -nfen  
a qufune--done il meute;--car l f i n s t i n c t  l u i  
i n sp i ra ra i t  sous lf action dtun sentiment vrai  
une - valeur au su je t  e t  six a l t a t t r i b u t  

Ceci d i t  exposons l a  Loi 
Loi des Valeurs des Att r ibuts  

de s Langue s 
Disons dfabord ce que nous entendons par 

degre de valeur 
Les degres de valeurs des Langues 

r e su l t e  dh;l temps qufune consonne met a slexecuter,  
Que si une consonne se prolonge devant 

cinq secondes nous dirons q u f e l l e  a cinq degres 
de valeur 

Le degre se  conte donc ou s e  mesure par 
l e  nombre de temps que l f o n  conte sur ses  doights. 

On peut successivement frapper l e  s extremitds 
d ig i ta le  s de l a  main d ro i t  sur l a  gauche-wet 
conter a i n s i  des temps que nous appelerons degres 

3 b de valeur--A joutons que ces degres de valeur 
portent exalusivement SUP l a  consonne i n i t i a l  des 
mots--crest a d i r e  sur leur radicale-constituant 
l a  seu l  pa r t i e  invariable des mots. 

Page 135 Example.--Etant donnd c e t t e  proposition-- 
3 5 "Cette f e m e  e s t  charmante" 

Nous conterons avec nos doight s quatre 
tempspur cette-un seul  temps pour l f f  du mot 
fernme, e t  s i x  temps pour l e  ch, du mot charmante. 

Discms done ainsi--"C.. . . e t te  f .emme e s t  
ch. . . . . . arman te  . 

La rap i t e  ou l a  lenteur des Temps 
de Valetas---- 

Que l f o n  doit conter n l e s t  pas absolu-En , 
ce sens qu1e;Lne e s t  proportio?elle a l a  gravite,  
a l a  legerte,  ou a l a  soleni te  de l a  s i tuat ion,  
e t  il doit  e t r e  bien entendu que l e s  degres 
sont beaucoup plus Lents a sfexecuter dam l a  
tragedie que dans l a  canedie 

~d s guoi q u ' i l  en s o i t  I tun i t8  du temps 
etant  donne par la premier degre--tous l e s  
autres doivent s f y  conf'ormr , 

Tous les homes du globe affect0 donc 
sans le savoir le s memes degres de valeurs au 



meme especes, de mots, quelque so i t  dl a i l l e u r s  
l a  d ivers i tes  de leurs  idioms, 

I1 y a comme 
Base de  toutes l e s  Langues 

neuf especes dtiddes, e t  ces neufs especes dl 
iddes constituent l a  fome organique des l v e s .  

Avant de caracter iser  l e s  degres a f fec t8  
a chaque espece constatons ctes especes e l l e s  
memes e t  disons leur  u t i l i t e  pratique 

Imo,--11 f a l l a i t  - nomme des choses--de l a  
l e s  noms 

2-d-0.- " 'I caracter iser  l a  ser ie  
d t a t t r i b u t s  - sur lesquels se fondent des choses 

3ti0,--I1 f a l l a i t  determimr l a  consub- 
s t a n t i a l i t g  de ces  choses, ou l eu r  disconven- 
ance--et l e  temps dans lequel e l l 8  se convien- 
nent ou ne se conviennent point; e t  ces de ces 
conditions imitive qutest  s o r t i t  l e  verbe-- 
"etrefl .  - 4to I1 f a l l a i t  pouvoir mesurd e t  res t ra indre  
e t  determiner e t  s e c i f i e r  en un qbt. l e s  choses, e-- autroment que par eur  quali t6 general--de l a  
l t ad ' ec t i f  res t r ic t i f - lequel  so i t  possessif,  +-- ou anonstratif ,  e s t  un adject i f  d i s t inc t0  des 
precedents, parceque il ne qual i f ie  pas comme 
eux, mais r e s t r a i n t  l a  signification--Example 
--"Non chapeaun-ole mot Mon ne qual i f ie  pas 
chapeau mais il l e  par t i x a r i s e  , 

Page 137 - 5to.-I1 f a i l l a i t  determiner par des  mots 
36 

speciaux que l e a  grammarians appelent 
"part ;yi;l;s " 

a l a i  t disons nous determiner 11 a c t i v i t k  
des C ~ O S ~ S .  
6to. I1 f a l l a i t  des mots pour mesurer l t i n t e n s i t d s  
d e c e s  activitds.--ces mots que I ton  pourrait 
pppeler compast s in t  e l lectuels-  sont appeler 
"*adverb s * 

Nous verrons plus ta rd  a quel degre sont 
impropre toute ces  designations grammaticale s 
auquel nous en substiturons dtautres plus 
s ignif icat ives ,  e t  plus canv5nante 
'/to,--I1 f a i l l a i  t caracter ise  l e s  modes dtaction,  
-&sition, e t  de procession qui exis t6  antre  
l e s  chases,--Les mots qui exprirnent ces iddes 
s'appelent (encore improprement) 
8to.--I1 f q l l a i  t que ce t t e  
se ra t tache a un autre ensernbre I1 f a l l a i t  
determiner l e  point  de vue saus lequel c e t t e  
ensemble se concoit de l a  l e  l'conjunctionll 
%~.--Finalement il f a l l a i t  que l e s  mouvements 
F l a  vie de 1 t A m e  ou de l l E s p r i t  se pusse 
spontanement manif es te r ,  en dehors meme de tout e 
ref lect ion,  e t ces manifestations expressives se 
produisent par des p i r t i cu les  appeld " ~ n t e r j e c -  



t ion s" - Resumon s ces  termes 
Imo.--Le substantif,  ou designation de 1 8  objet 
2do.--LfAdjectif ou qual i f icat ion de ce t  ob j e t  
3 t io  .--Le verbe ou convenance de c e t  ob je t  
4t0,--LIAdjec.t;if r e s t r i c t i f  ou la specif icat ions  
des qual i tes  de l f o b j e t  
5to.--Le par t ic ipe ou l ' a c t i v i t d  de l t o b j e t  
6yo .--LIAdverbe ou mesure de l t a c t i o n  qutaffecte 
l tob  je t  
7to .--Le Preposition ou detemination des rapports 
qui ex i s t e  d tob je t  a objet .  
8to.--La Conjurc t ion ou rapport d f a c t e  a acte, 
de proposition a proposition e t  p o i n t  de wue sous 
lequel doivent e t r e  envisager ces rapports 
9no.--Ll Inter ject ions  ou l e s  expressions i l l i p t i q u e  
en ver tu  desquelles lfhornme manifest0 par un 

simple b r u i t - - p r  une s p p l e  
part icule toutes l e s  idees qui 
precede. 

Le degre de vajeur de ces neufs especes 
dtiddes, e s t  indique par l lordre  de leur progres- 
sion au dessus--ctest a d i r e  le subatantif a 
1 degre de valeur L'adjectif 2 degres Etc jusqut 

xs a 1 t In ter jec t ion  lequel come sa place indique 
a 9 degres. 

Page 139 La Raison Divine des degres de  valeur 
progressive des neuf par t ies  des Langues 

@el  peyt etr.e la rqison Divine des progres- 
36 sions des idees deja note? 

Les voic i  a u t y t  que notre fa iblesse  nous 
pe m e t  dl en raisonnee 

11-y-a --lmo. des iddes generales--2do-- 
lea  idees dlensernbles 3 t i o  des idees co l lec t ives ,  
- - O r  c e l l e  l a  nous touchent oe: , parcequtelles 
semblent depasser notre port  e 

Plus une iddes e a t  r e s t r a in t ,  individualize, 
par tfcularize', plus e l l e  nous touche .-- 

O r  que je prononce le  m t  " ~ l e u r " ,  Ce mot 
e s t  t r o p  general: La sphere qut il embrasse 
e s t  t rop  vaste pour par le r  a mon imaghation. 
En e f f e t  il ,mIest impossible de me f igurer  1 1  
universal i te  des f lews;--de la--ltespece dl  
indifference ou me l a i s s e  ce rmt. 

It Mais que je dise f l e w  des boisn--voila 
l e  genre redui te  a l tespece,  e t  il acquiert 
par ce t t e  r e s t r i c t ion  meme une grande valeur : 
en c e  sens que des lops rnon esp r i t  forme un 
chofx--11 resemble me a une l e s  " f l e w s  des 
boistl--ainsi l a  Viole tte-le muget-11 eglantine 
Etc. Voila donc mon imagination sa t i s fa i te , - -  
tandis que dans l e  premier cas j e  ne pourrait 
r i e n  me f igurer ;  car s i  je pensais a l a  rose, 
je n t e t a i t  plus dans l a  domaine de l tunivsrsal i te '  



de 1 1  idke ' ~ l e u r * ,  
Ainsi quand je d i s  " ~ l e u r "  je n f  a i  pas l a  

&oight de p e n q r  a l a  ro se, plus qulau jasmins 
ou toute autre Flew" 

Donc s i  je suis i d i f f e r e n t  au Pot " ~ l e u r " ,  
il n'en e s t  pas de mgme quand ce mot e s t  redui t  
aux "fleurs des bois ,--Si maintenant parmi l e s  
"Fleurs des bois" j'en specifie une e t  que je 

It d ise l a  v io le t te t l  voil2 mon imagination s a t i s -  
faite.--Le mot "violete me parle--1e mot " ~ l e u r s "  
ne me d i t  rfen 

Ains+ il en e s t  de  mane du mot Dieu. 
Lt Immensi t e  de ce mot en reduit l a  valeur 

presque a neant,--$ulest ce Dieu?--rien pour mon 
imagination Lletrange abus qu'on a f a i t  de ce 
mot l e  prouve,--Toutes l e s  utope s,--toutes lea  
imbecilit 6s humaine s-- toutes 

Page 140 Les choses qu i  s igni f ie  l e  plus, ont l e  
mobs de sens--J.S.M, 

Ceux sont l e s  Mots q u i  ont  , l e  m o b s  de 
valeur r e e l  q u f i l  f a u t  pronounce avec le plus 
d tec la t ,  

"Pet i te  femmett--"femmB" e s t  une id6e immense 
"petite,' n l e s t  qufune t r e s  grande r e s t r i c t i o n  
apporte a "femmett ?t c lea t  SUP l a  mot p e t i t e  
q u l i l  fau t  accentue l a  voix,--Ainsi nous disons 

e t i t e  femme" avec ces ch i f f res  "Peti te 5 femmes f: 1 parceque le mot "Peti tet t  e s t  5 fois  plus f o r t  
que l e  mot "fernme" 

  ern ark curieux e t  
important s u r  1 1  Evangile 

LfEvangile e s t  l e  seul l i v r e  ou il nly a 
pas points d1exclamations. 

Plus 3' Esprit sf eleve--plus il s e  simplifie. 
Arrive au some& de ces contemplations, il 

sent 1 1  insuffisance de toute parole, il entre 
a lors  dans un s i lence plein de lumiere, 

Quand un amant s o r t  aff  ectuesement la  main 
de c e l l e  q u ' i l  a i m - a i l  a plus d i t  dans ce 
serremm t de main que p a r  toutes  l e  s discours 
possible 

Le ver i table  amourem ne pmle  pas-il  se 
tait e t  il contemple 

La Poesie du ,Coeur 
tue  --- l a  Poesie a r t icu le .  

"Le Silence 
e s t  l a  Parole de Dieut'---et nous ajouterons que 
l e  silence e s t  l e  parole de 1'Amour. 

Page 141 l e s  passions honteuses--se sont retranchd der- 
SO r i e r e  ce mot elastique e t  ide de sens, 

s o h  Nais que l e  mot Dieu restreint--1e voila / 
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par sa r e s t r i c t i o n  meme, def i n i ,  --Ainsi Dieu 
--trinitd--Pere ~ i Z s  e t  S t .  ~ s p r i t  appele 
immediaternent lfamour ou l a  haine. J f e t a i s  
indifferent  pour Dieu parcewe mon imagination 
e t a i t  impuisqant a de concevoir :--Mais c e t t e  
id8e specifie par le  mot Trinite,  il ne m f  e s t  
plus possible de demeurer indirf  erent .--Ains i , 
nms  voyons l e  sentiment na i t r e  de l a  f a c i l i t e  
avec lequel l e s  choses se conuoivent, 

El les  acquerent done a nos gem une valeur 
dfautant plus g r a d e  q u f e l l e s  ssbt plus r e s t r e i n t ,  
6% l e s  mots qui caracterise ces  res t r ic t ions ,  
par cela meme quf i l s  caracter isent  df avant age 
l e s  choses-mils ( l e s  mots r e s t r i e t i f  s )  s 'expri- 
ment avec une plus grande valeur 

Ainsi " ~ i e u  ~ r k i t k "  l e  mot " ~ i e u "  se 
prononce sans valeur--parceque-- - 

Disant Tout--il ne d ise  r i m  .-- 
le m o V T X n ~  s e p r o n a  F o n t  r a i r e  avec - - 

une grande valeur pa$oequ'il e s t  l a  lumiere qui  
nous eclaire--parcequf il permet a notre E s p r i t  
de concevoir Dieu ,et de s f 7  f ixe r ;  en ce  seqs 
que ce mot Tr in i te  l imite  une chose i l l imi te - -  
e t  que - 

"1fI l l i rni te  ne saurai t  entrsr  en naus 
qufen affectant  une l imite" 

En resum&-les mots q u i  restreignent lea  
id6es ont plus de valeur a r t i cu la t ive  que l e s  
mots p r i t  dam leur sens general ,  

Des lors--Plus une idde e s t  par t i c u l a r i s 6 -  
plus e l l e  a de puissanye . 

O r  l e s  mots appele a caracterise/r ces # par t i cu la r i t& sont pxonouncQ avec une in tens i t e  
d fau tan t  plus g r a d e  q u l i l s  individualizent dl 
advantage l e  s u j e t  auquel i l s  s e  rapportent, 

Cela dit-voyons comment s e  jus t i f i e  l e s  
valeurs precedamment indiqd--~tab$bssons pour 
ce la  une propos tron e t disons 

"Fleur e s t  agreable" , 
"Flew es t  ~ g r e a b l e "  

1 2  3 
Nous voyons bien i c i  que l e  verbe "estt '  

indique un a t s r ibu t  lequel sera l a  lumiere du 
sub je t ,  e t  que par ce la  meme-le verbe a plus de 
valeur que l e  s u j e t  dont il de te , . i ne  l ' a t t r i b u t -  
nous l u i  domerons a lors  2 degres de valeur 

Mais comment 1 9  a t t r ibu t  s f  e leve- t - i l  au 
ch i f f r e  6? c t e s t  ce q u t i l  s ' ag i t  de dernontrer 

Donnons l u i  provisoirernent 3 degres a cause 
de sa sup&ioritd du verbe e t  l e  su je t .  

Ajoutons,maintenant pour res tseindre  l e  
subjet a l f i d e e  dfespece 



"Fleur des bois e a t  agreable 
1 3 2 4 

O r  des "bois" donne au mot 'fleur" un 
phisionornie s p c i a l e  qui l e  rend plus expressif 
sue le  verbe-oil f a u t  donc accorder 3 degres a 
ce r e s t r i c t i f  

O r  1 1  a t r ibu t  "agreable tt l u i  e tan t  superieure 
nuus l u i  levons a 4 degr& 

Mais s i  de l 'espece je parvien a individual- 
i z d  l e  m t  " f lewf ' ,  il eat  c l a i r e  que 1% parti-, 
X e  a l ' a i d e  de laquelle jaurais individualize 
l e  mot "Pleurtt des vois l e  =Jet aura plus de 
valeur qy.e des bois e t  s i  je d ise  "Cette F lew 

4 1 
des bois e s t  agreable" 

3 2 5 
Cette p r t i c u l e  restri9tiP--cette--aura 4 

degre--de la -- l a  necessite dle lever  a 5 degres 
l ' a t t r i b u t  agreable . 

Cependant il peut y avo* e'quivoqus e t  je 
sent que l a  pr t icule--cet te--nl  e s t  pas suff i- 
s a t e  pour caracter i s e r  l e  Fleur dont je m' 
occupe--3.1 f aut l a  specif id  de facon a ne pas 
l a i s s e r  un doute sur 1 1  individu--ou sur l a  
f leur  que je veux montrer-- j(  a jouterai donc 
une qual i te  dif ferent ie l le--qui  ne permetera 
de ce tromper--et je d i r a i  pour le  preciser 
absolument c e t t e  f l e u r  

"Cette p e t i t e  Fleur des bois e s t  agreablen-- 
4 5 1 3 2 6 

3 0  Or l e  mot "pet i te"  st eleve neccessairement 
a 5 degres e t  txppele sur l f a t t r i b u t  essentiel le--  
"agreable 6 degres . 

De meme que nous avons par des expressions 
accessoires r e s t r e in t  l ' idek du sujet--pour l e  

3s par t icu lar i ser - - i l  f a u t  maintenant proceder de 
meme vis-a-vis de l l a t ~ r i b u t ,  e t  

Page 145 d i re  de quel facon "Cette f l e w  es t  agreablet1-- 
J'a jouterai E e t  mot t r e s  e t  d i r e  

"Cette P e t i t e  F lew des Bois e s t  t r e s  
4 5 1 3 2 7 

agreable " 
6 

O r  i c i  lladverbe e s t  superieure a l f a t t r i -  
but e t  appele logiquexnent 7 degres 

Haintenant toutes ces  idees pouvaient e t r e  
soudainernent modifid sous l ' ac t ion  d'un seul 
mot--la Con junction-en e f f e t  apres avoir d i t  
que l a  "fleurtt  design$ 'lest t r e s  agreable" 
nous prononcions un - mis- -  tou s 1' echafaudage 
s fec rou le ra i t ,  e t  l e  sent imnt  ch regre t  vient  
planer. sur toutes ces  expressions at tr ibud a 
l a  "fleur" 



Le m o t  agreable senible nf e t r e  intervenu 
i c i  que pour au enter l e  regret  que f a i t  
m i t r e  ce "maisanil faut  donc une aut re  
proposi P o n  pour specif ier  l a  nature du regret  
implique dans l a  con jun c t i  on- - "ma9 "- - 

D i  sons donc pour caracter iser  la proposi- 
t ion determind par l a  c m  junction--*maistt 

rt Cette p e t i t e  f l e w  des bois e s t  t r e s  
4 5 1 3 2 7 

agreable mais e l l e  e a t  fan&." 
6 8 
I1 demeure evident ,que l a  con junction e s t  

l e  plus haut temne placee en t re  ces deux proposi- 
t ians,  e t  bit en consequence porter l e  chif f r e  8 

I l , s e  pqurrait qu ta  l a  vue de "cet te  f l eu r t l  
--sans enonce de proposition--ou f i s  succed6r 
a un premitjr sour i r e  une expression tris te-- 
caracter ise  par un in te r jec t ion  Ah\--ainsi 

"Cette p e t i t e  f l e w  des b o b  e s t  t r e s  
4 5 1 3 2 7 

agreable mais--ah! 
6 8 9 
dans ce c a s  I t in t e r j ec t ion  "ah!" plus 

f o r t e  a son tour que l a  conjun t ion e l l e  meme, 
puisqulelle contient en e l l e ,  tout0  l a  fmce 
dime, proposition el l ipt ique atelevera a 9 
degres-constituant par s a  valeur meme 1' 
equation par fa i te  de l a  proposition $our 
laquel e l l e  e s  t equiva,lamment employe. 

Ainsi les  9 degres de l ' i n t e r  jection 
representent absolument l a  some des de r e s  
de valeur du proposition--"ell0 e s t  fan e n  

1 2 
8 
6 

su je t  1 
ser be 2 
a t t r i b u t  6 

Total 
Page 147 Fa i t s  concernant l a  Science dam le  monde 

La Science ou Lt  I n s t i t u t  aujourdlhui e s t  
un neant superbe 

Les Musclciens--1es Philologugs--- 
enfin presque tau t e  hornme savant ne s a i t  r i e n  
des vraies  bases fondamentales de leurs  
special i t id  s 

Un Philologue ne peut pas expliquer 
1 t alphabet 

Un Musicien ~t 11 tt n 
l e s  intervales  de l a  gamme dans l a  music 

L1 Art is te  doi t  savoir l a  raison des choses 
--I1 doi t  posseder l l A r t .  

L f A r t  e s t  cornPo& de  t r o i s  aoix 



Imo. La Musique 
2do. 11 Logique 
3tio.Le Plastique 

L t a r t i s t e  doit posseder e t  gouverner ces 
t r i p l e s  voix des manifestations huma3Aes. 

Ou e s t  lfhomw qui stappele a r t i s t e  qui 
possede a i n s i  l f a r t ? - - I 1  n'y -en a pas, 

Demandez du rnusicien ce que c e s t  que l e  
son? I1 ne peut pas repondre 

Demandez dlun Philologue ce que c t e s t  que 
1' alphabet?--Pourquoi il exis t e  e t  s e  trauve 
a peu pres l e  meme parmi toutes l e s  races du 
globe. I1 ne vous d i r a  pas. 

LlArtis t e  e s t  guidd comple tement par ses 
ins t incts--I1  rse s a i t  pas l a  ra i son  des intervales  
dam la game--ni l e  pourquoi des couleurs ou 
des tons-- 

Bref--1'artiste ne s a i t  pas l e s  pourquois, 
l e s  plus importants, l e s  plus simple, e t  l e s  
plus f ondamental me9e de s a  spec ia l i t&  dans 
1' a r t .  I1 e s t  guide,par son i n s t i n c t  quand il 
veut e x p r i d r  une idee ou un sentiment quelcon- 
que . 

S i  un musicien ne s a i t  pas ce que c t e s t  
qufun quartre-il  ne peut pas savoir l e s  inter-  
vale s--Demandez l u i ,  

Page 149 Toutes l e s  spec ia l i t e s  de l a  science, e t  
de I t  art manque dan s leur s bases f ondamentale so- 
c res t  a d i r e  leur vrais  points de departs. 

La Science 
qui permet a lfhomrne de spec i f ie r  au se in  d'un 
organisme colnpos~ dtagents plus ou moins iner te-  
La science dis-  je qui nous f a i t  apercevoir au 
fond dfun  organism l e  jeu a l te rne ,  ou simultan4 
de l a  Vie--de l lEspr i t  e t  de llAme-west propre- 
ment ce qui carac5erise c e l l e  de Mons. Delsarte. 
Laquelle ea t  f onde sur l a  Me thode Divine e l l e  
meme. 

Plus brievement-Cette Science consis te  
a voir b r i l l e r  au sein  dfun  ?rganisme plus ou 
moins tenebreux l e s  causal i tes  Divines. 

Page 151 Science Vocale 
"La Science" 

Nous avons d e f i n i  " la  Sciencen come La 
possession dlun criterim-dTexarnen, contre 
lequel aucun f a i t  se pro tes te  

Nou s allons examher l a  Science Vocale 
parceque dans m e  maniere c l a i r e  on peut expose 
1 1  application universelle de ,notre criterium 
dlexamen--qui e st--La T r q i t e  

Une Tr in i te  
e s t  une unite compose de t r o i s  essences ou 
puissances qui sont entre eux 
lmo .--co ex is tan t  



2do--co-neccessair e ou coessential 
3tio-coeff i c i en t  

La Trini te  cornme il e s t  def in i  en dessus-- 
appl iqwr a l a  Science Vocale come un criterium 
dtexamen--nous montrera dans toutes l e s  ~rganisrns 
vocale s l e  s causal i te  s clairement exprime, 

Science Vocale 
Qutest ce que c t e s t ?  

Ce n t e s t  pas l e  cbnt--mais c l e s t  l a  base 
fondamentale--la par t ie  essentielle--ou l a  - Vie 
du chant, 

Le Chant------------Le Chant 
propre comprends t r o i s  elements 

1mo.--Element vocau 
2do. fl ~ r t i c u l d  
3tio.  Mimique, 
C t 5 s t  la Parole eleve a des proportions 

idea l i z  e . 
Mais nous nous occupons a present de l'Element 

--vocal du chant, 
La Vocale 

a pour base le  son--il  ne d o i t  e t r e  question a l o r s  
i c i  que du son 

Le s o n T e  s t pas f aci l e  a def i n i r ,  mais 
z s examinins l a  source du son, 

Page 153 Le Son 
Qutest  ce que c t e s t ?  

Le son e s t  un ac te  emanent dfun , t r ip le  agent 
c res t  l e  produit d'un t r i p l e  a c t i v i t e .  

T r o i s  agents sont neccessalre a l a  f orrna- 
t ion du son--Trois agents qui  sont entre eux--1mo. 
Coexistent--coneccessaire--et coefficient .  

Ces t r o i s  agents repondent a m  t r o i s  agents 
constituant de tautes  choses. 

Voici l e s  oaractere de ces agents 
lmo, Agent propulseur--Excitateur--ou provocateur 

qui e s t  l e  principle v i t a l  
du son 

2do. " Resistant ou Repercutant qui e s t  le 
principle I n t e l l e c t i f  du 
son 

3 t io  " Vibratile--qui e s t  le principe Animique 
du son 

Disons que 
lmo, Agent Propulseur--la v i e  du son 
2do " Realstant ou Repercutant--llEspri t 

du son 
3 t i o  " Vibratile--1'Ame du son 

b Ces agents se trouve dans 1tHomrne a i n s i  
l m  Agent Provocateur-- l e s  Poumons --en bas 1 
2do " Repercutant l a  Bouche-- I' haut 2 
3 t io  " Vibratile l e  larynx-entre l e s  

deux au milieu 3 



Ces t r o i s  agents forment ensemble 1 1  
appareil  vocale de llHomme. 

Pour bien comprendre l l a c t i o n  de ces  t r o i s  
agents, il n f e s t  pas i n u t i l e  de f a i r e  lntervenir  
i c i  des  analogues ins t rmenta le  s 
Par Example-nun violan e s t un apparei l  sonore* 
compos 6 de t r o i s  agents, g r i  forrne une t r i n i t e  
pa r fa i t s  en produisant l e  sm--  
Ces agents scmt 
lmo, L'arche to-agent Provocateur ou v i t a l  
2do. Boite sanore n " i n t e l l e c t i f  Repercutant ,, 
3 t i o  La corde " Vibrati le animique 

Que f a i r e  du boite sonore ou l e  corps du 
.Tfiolan, e t  l a  corde sans l larche t? &kre f a t r e  
de l l a rche t  e t  l a  corde sans l a  boi te  sonore? 
Que f a i r e  de l f a r c h e t  e t  le boi te  sonore sans 
l a  corde? 

Page 155 Absolument rim puisqm ces t rois  agents sont 
coneccessaires en t re  eux pour constitue un son 

On peut remarquer 1 1  analogie evidente 
entre l f a r c h e t  e t  les  poumons--la b o i t e  sonore 
e t  l a  bouche--la c orde e t le  larynx. 

Prenons une ins trumerf; a vent--3.1 se cm- 
pose dune Embouchure, e t  dfun pavillion-- 

La l o i  t r i n i t a i r e  semble i c i  en defaut, 
parcequfon, a p r c o i t  dans un instrwnent a vent 
que deux agents 
lmo. Agent v ib ra t i l e  ou 1' embwchure--2do agent 
repercutant ou l e  pavillion. 

Ou e s t  l e  troisieme agent?--LfAgent provo- 
cateur s i  neccessaire e s t  i c i  extrinsique--clest 
1 1  emboucheur , 

Trois agent a lors  q u i  sont coexistent e t  
coefficient  sont aussi  coneccessair e pour produp e 
un son, 

Maintenant chaqun de ces t r o i s  agents e s t  
pourvu dfun  t r i p l e  mode d'action. 

I1 e s t  c l a i r e  que chaqun de ces t r o i s  modes 
dtact lon d o i t  amener un mode s p e c h l ,  

S i  ces t r o i s  agents s m t  pourvu dlun 
t r ip l e  motil i t&- 1 1  organisme vocale comprendra 
neuf ac t i v i t e s  speciales. 

Ces a c t i v i t e s  amenent necessairement neuf 
especes de produits  d i s t i n c t s  

Ce 3 pr oduit s une f oia signale e t  bien 
cons tate--constituront par rapport a l a  science 
vocale--1es neuf elements sur lesque 1s e l l e  re- 
pose * 

La vocale e s t  donc fond6 sur nsuf elements 
q u t i l  s 1 a g i t  de connaitre, dletudier,  e t  dl 
appliquer. 

Da bords signalons--que ces  elements enten- 
dent que produit s des agents precedamment sig- 
nale r 













parle a un in ter locutem plat( de co t4  d i r ige  
sa poitrine a 1' inverse come No 3 du plan, 
pour t ~ o u v d  l a  f igure  en face du centre de 
l a  scene. Car s i  on tournait l e  poi t r ine  vers 
1'Interlocuteur l a  t e t e  ne pouvait pas e t r e  
tourne au centre en l u i  parlent--sans absurdit&. 

Regles de Scene 
Le superieur e s t  avec l u i  meme--C1est a 

d i r e  il se  contiens--il  ne cherche pas 1' 
Infer ieur  e t  par cansequent 

Le suparieur ne regarde pas 1 ' Infer ieur  
en face  exceptds dans l e s  cas  suivants 

lmo, Quand il veut l u i  imposer un ordre ou 
l e  sens de sa digni t4  

2do. kuand il veut l l  examiner 
Le Superieur dans l a  comedie do i t  avo* un 

air de nonchalence ou d'indifferernce ve r s  1' 
Infer ieur  

LIInferieur e s t  toujours en f a c e  du superieur 
exceptds dans l e s  c s s  suivantp 

l m o .  Uuand il est occupe avec l e  service 
du s q e r i e u r  

2do. &and il veut insu l t6  son superieur 
avec insolence 

3 t i o  Wand il veut l u i  cachd q e l q u e  chose. 
Lf Inferieur en general, surtout en cmedie 

doit  e t r e  autant que possible en face du superieur 
e t  d o m i n k  par lui--C1est a d i r e  il ne d o i t  pas 
l u i  tourner de dos ou l e  cotes exceptQs dans 
l e s  cas indicpd en dessus. 

Puis sance e t  Chary? s u r  la Scene 
Observez l e s  Generosites des  Nvts, pour 

a r r iver  a l a  h i s s a n c e  e t  l a  Charme 



APPENDIX B 

This appendix contains two sections o f  notes from 

two of the ser ies  of small pencilled note books. A l l  

the material i n  the s m a l l  note books was copied i n t o  the  

large note book with the exception of these two sections. 

The f i r s t  of these sections, " L f A r t  de Hons, Delsartet' 

forms the complete contents of book 8 of the small ser ies ,  

and consists of ten pages of BliacKayel s sc r ip t ,  t o t a l l ing  

approximately one thousand words. The pages are  seven 

inches by eight  and three quarters inches in s ize ,  This 

section i s  MacKayels summary of Delsarte 's  theory and 

may possibly have been a lecture delivered by him before 

a beginning c lass  i n  Delsarte 's  school. The seconl 

section of t h i s  appendix i s  the "Principe du Circuminces- 

sionn which forms a portion of  the  contents of book 3 of 

the small s e r i e s ,  It i s t e n  and one half pages i n  length 

i n  MacKaye 1 s handwriting, and al so contains approximately 

one thousand words, These pages a r e  a l s o  seven inches by 

eight and three quarters fnche s i n  size. 

These notes are  reproduced a s  nearly as  possible 

a s  they were i n  the or ig ina l ,  



Page 1 

Page 2 
3 0  

Lf  A r t  de M. Delsarte 
Jusqutici 1'Art a ete  toute a f a i t  l e  

produit de l ' i n s t i nc t  ou de 1 9  in tu i t ion  de - 
1 8 Home 

On a jamais fornu16 des principes positive 
pour l a  production ou l e  devellopement de If A r t .  

O r  nous sommes arriv6 a un age dans lequel 
l e s  grands ins t inc ts  ar t i s t ique  de lthomme tombe 
dans l tabjection 

Comment alors pouvons nous elever e t  reetab- 
l l r  sans er rem l e s  ins t inc ts  de 1 1  Home? 

Comment pouvons nous devellope ses  intui t ion 
astist ique. 

C'est seu$ent par une science qui peut 
sa t i s fa i re  absolument toutes l e s  demandes de 
l 'age inductive dans lequel nous vivons. 

I1 faut que cet te  science soit  dam sa 
nature univer sel 
q u f i l  peut s'appliquer a toute chose -- On 
trouver ce t te  science nous trouvons par tout 
l e s  science mais cet to science positive univer- 
s e l  qui es t  l a  science par excellence nous ne 
truuvons u n e p a r t  . 

Mons. Delsarte a defini  ce t te  science come 
La possession dfun crfterium dlexarnen 

contre lequel aucun f a i t  se proteste. 
I1 declare qu1il a t r m d  ce t t e  criterium 

contre lequel aucun fait se pratest%. 
I1 ddmontre dans une ..la$niere c la i re  e s t  

indaignable que cetto criteriurn es t  l e  principe 
mystique de l a  Trinit6 

O r  l t id6e de l a  ~ r i n i t 6  jusqulici a e t e  
tellement obscure qul e l l e  demande un explication 
--cette explication nous l e  trouvona dans l a  
definit ion que 
Mons Delsarte a e tab l i  de l a  Trinite 

La Trinite e s t  un unite  fonde sur 3 chose 
gui sont entm e l l e s  

lmo--coexistent 
2do--coneccessairs 
3tio-coeff icient. 
$a Science de Mons Delsarte consiste a 

dir ige l a  lumiere de ce t te  criterium dtyxamen 
sur toute chose e t  en vertu de cet te  idee de l a  
Trinit6 de decihuvrir leur organism intime, e t  
de constater l e  raison dle t re  de leurs  produits 
externes . 

SUP cette examen e s t  sur l a  science ainsi  
e tabl i  5.1 base tout son a r t  

Pour rendre plus c la i re  l e  principe que 
je viens de constat&nous allons examiner ce 
tableau Fai t  par Bar Delsarte pour l lexplication 
de l a  nature 
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e s t  l e  rapport de l lE t re  e t  llorganism de 
1 1 Home 

Voici l e  formule de ce tableau 
LIHomme f a i t  a l'image de Dieu porte 

rnanifestement, en son e t r e  substantiel  come en 
son corp, ltauguste empreinte de sa t r i p l e  
causali te. 

LfHomme sent, ense, e t  aime. 
11 sent en vePmlune 
'I pense tt 

1)  
dlun Esprit  

It aime n " Arne 
Trois appareils organicpes sont en l u i  

affectes a ce t r i p l e  mode dsetre--pour manifester 
l e s  ac t iv i tes  speciales de la Vie 1lEspri . t  e t  
ItArne de I tEtre  

Cea t r o i s  appareil sont, 
lmo. Appareil vocal affect6 a l a  Vie 
2d0 11 buccal " " 1lEsprit 
3 t i o  t1 Dynamiw e" ' lcAme 
1. A p  vocal en vertu &cr t r o i s  agents qui sont 
1m0,--Les Pownons 2do l l a r r i e r e  bouche e t  3 t io  
l e  larynx- produit 1 1  lnf lexion 
Ap. buccal en vertu encore de t ro i s  agents qui 
sont 
Imo La voile du Palais 
2do les leplses 
3tio l a  langue 

Produit l a  Parole 
Ap, Pynamique en vertu de t ro i s  agents qui sont 
--la t e te  l e  torse e t  les membrea--produit l e  
geste 

O r  ces t r o i s  appareils constatent en vertu 
de ces produits ernanes de leura agents respectifa, 
t r o i s  Etats  qui sont 

lrno 1lEtat Sensible 
2do " In te l l ec t i f  
3t io " Nora1 
Sous l fac t ion  de ces Etats  1fEIomme nous 

apparait, e t  determine t ro i s  langues qui sont 
lrno l a  Musique 
2do '' Logique 
3tio * ~imicpe  

e t  ces languages sont specialements 
affecte's aux t r o i s  facul t6 qui gouverne son etre ,  
e t  qui sont 

Imo---La Memoire 
2do---Ll entendement 
3t iouLa Volonte 
Nous pouvons resum6 ces definit ions par l e  

theorum suivant 
LIHomme consider6 au point de m e  de l l a r t ,  

presente a ltobservation 3 ordre de fonctions 
essentielles 

lmo--la vie 2do l cEsp r i t  3 t io  1' Ame, 



dependant chacune dlun appareil organique 
propre e t  determine 

Imo l a  vie organism propre e s t  l lapparei l  
vocal--clest par l a  voix que llhomme revele 
ses sensi t ivi td 

2do a 1 1  espr i t  Itorganism propre e s t  1 1  
appareil buccal-c e s t  par 1 1  ar t iculat ion qui 
revele son intelligence 

3 t io  a ltame organism propre e s t  l lapparei l  
dynamique-ctest par l e s  Mvts de tout son corps 
qui l  revele son amour 

Ces appareils engendrent 3 ordre de produits 
correspondent qui s a t  
Imo Lt  Ap. Vocale--1tInflexion 2do Lt Ap. buccal 
--la farole 3 t io  Llkp. Dynamique l e  Geste 

Ces t r o i s  produits revele llexistence de 
3 phenomenes 
lmo 3 Etats--1tInflexion revele 1 1  e t a t  sensible 
de la Vie, 
La Parole revele l l e t a t  in te l l ec t i f  de 1 1  e spr i t  
Le geste l t e t a t  moral de ltame 

3 actes 
lmo Acte de memoire-2do Acte dlmtendement 3t io 
acte de volonte 

3 languages 
lsno l a  Musique produit de l l inf lexion 
2do l a  Logique " de l a  Parole 
St50 l a  Mimique " du Geste 
Ces 3 Grands ordre 
lmo-de Fonc tions 2do dl Appareils 3t io de 
languages 

Page 9 constituent l a  division naturelle des phenomenes 
de l a  personalit6 humaine e t  de sa t r i p l e  causa- 
l i t 6  

Cette mahAere dl envisager lt Home nous 
montre l e  ro le  de ses dew natures dans toutes 
leurs  manifestation 

A chaque fonction spi r i tue l le  repond w e  
fonc tion du corps. A chaque grande f onction du 
corps correspond un acte sp i r i tue l  

Ainsi nous pouvons en meme temps etudier 
separament ce qui e s t  de l t e s p r i t  ce qui e s t  
du corps 

On y voit du concours de ces deux puissances 
dans l a  meme personne resul ter  l a  fusion intime 
de l t a r t  e t  de l a  science. 

La stience e s t  l a  connaissance des causalites 
des moyens e s t  des e f f e t s  de l lE t re  de ltHomme 

Page 11 L I A r t  est  ce t t e  meme connaiasance plus l a  
=&-b possession e t  l a  l ib re  direction de llorganism 

d8 lc Eomme 
La science trouve dan l lEt re  l e s  causes 

taus lea produits de l~organisms 
L i A r t  trouve dans llorganism l e s  Moyens 



dt affecte  1tEtre. 
La science de Mons Delsarte a pour but de 

revel6 llorganism de llEtre ~ u h t  de M. Delsarte a pour but de revel6 
avec justesse e t  ver i t6  c e t t e  Etre par  1' 
organ1 sm. 

Dans sa science nous trouvons 10s raison 
d'etre mathematiques de tous l e s  e f f e t  de son 
art. 
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Frinc ipe 
Le mot 

theologie. 
11-pa 

choses. 

du Circumincession 
circwnzincession est tire de la 

trois termes ou essences en toute 

La circmincessf on redlte de la physionomie 
--que chacun des ces trois termes prende dans sea 
congenere s. 

Les congeneres veut dire-ceaux qui eat 
generQ ensemble, 

Un frere est un congenere- 
La circumincession est l'emprunt que chaqun 

de ces trois termes fera a ses congeneres. De 
telle facon que toua sont d a m  chaqun des trois. 

Comment tous peut ils etre en chaqun des 
trois? 

Par un emprunte reciproque, 

Difference entre l a  production et 1' engendre- 
ment . 

Le produit ou l a  production et le resulta 
de la  multiplication de plusieur choses. 

Tableau de la Circumincession 
de s Immanences 
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11-y-a t r o i s  mouvements neccessaire a 
chaque Immanence de l lEtre  come a chaque 
organe du corps. 

11s sont 
Imo, Mouvement propre ou normal 
2d0 n 

tl 
Efferent ou excentrique 

btio,  afferent ou concentrique 
Le mecanism des I m s ,  e s t  semblable a ce l l e  des 
organs, 

11-y-a t r o i s  Immanences essent iel  chaqu'un 
de squelle s a t r o i  s mouvement s 

Imo. Un Mvt, propre ou normal 
2do. " ~ f f e r e n t :  excentrique 
Stio. " " Afferent concentrique 

Lf Engendrement e s t  1' enfanment ou 1' expression 
dfun image exacte, 

Une chose en endre sa semblable, n " *un resul ta t  ou un e f f e t  - 
Un home enaen r e  son k'ils 

(I " produit un tableau 
Un hoye  engendre son f i l s  

n e t  n produitune 
maison,--La maison peut e t re  l e  resu l ta t  ou 
l f c f f e t  de leur double action. 

Les T r o i s  premiers 
termes de 1fEtre .  

3 Sont l a  Vie--LfEsprit-- 
e t  If---Le 1 est 1' 
engendreur--10 2 eat  
11en~endrQ--et l e  3 e t  

, l e  produit ou l e  commune- 
spiration du 1 e t  du 2,  

Entre ces t ro i s  termes 
i l -n f -  y-a pas primative- 

L ment Circumincession-- 
11- y- a engendrement e t  
production. 

11s sont t r o i s  temnes incommunicable parce- 
que evidament l e  Pere n f e s t  pas l e  F i l s ,  

Page 4 Par  example dans le tableau du Circumin- 
cession des Imanences,--nous avons--3 Immanences 
essentiel ,  chaqufune desquels montre t r o i s  
M V ~ S  *---------Ahst 

La Vie a 
lmo, Cornme Nvt, propres a e l l e  ou normal- 
sensation 
2do. Come " efferent d ' e l l e  a ItEsprtt- 
jugement 
Stio,  Col~~ile " afferent a e l l e  de 1fEsprit- 
inst inct  
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O r  fl-y-a une place ou l e s  arcs de ces  
deux cercles ou Mvts se touchent qui e a t  la 
cause de tous l e  canfusion parmi l e s  philosophes 
en regard du jugement e t  if instinct--11s disent  
que l e s  animaux ont du jugement parceque i l s  
l e  confondent avec ses ins t incts--e t  ne voyent 
pas que l e s  ins t inc t s  sont proprement l tEspr i t  
dans l e s  Vie e t convient parfai  b e n t  a des 
nature vitaux i l s  devient e m  memes l e s  victimes 
de confusion, e t  propage des discussions dlune 
be t i se  profonde, 

Le Pere e t  l e  F i l s  ne sont pas l e  St. 
Esprit .  Cependant chaqun des t r o i s  presuppose, 
l e s  d e w  autres--parceque--1e F i l s  e s t  engendre 
par l e  Pere-wet l e  S t ~ E s p r i t  e t  l e  commune- 
spiration du Pere e t  du F i l s ,  

11s sont incommunicable--parcequtils sont 
charac ter i s t ic  ou l e s  expressions pur de leurs  
propres caracteres, 

Le 2 e s t  ltimage du 1--mais Ze 3 n t e s t  
llimage n i  du 1 ou du 2. Ctest l e  commune- 
spira t ion ou l e  produit de leur mouvements 
reciproque. 

Examinons ce principe dans l e  tableau de l a  
circumincession des Immanences, No. 10-la Vie 
pur engendre no, 2 11Espri.t PUP-no.3--lrame pup-- 
ou ltamour e s t  l e  produit, de l a  commune-spiration 
de l a  Vie e t  l l E s p r i t ,  

En effet--1lAmour ou contemplation Arne pur 
e s t  l e  produit 
hoe--de nos sensations ou notre Vie pur 
2 "*--et de nos inductions ou notre Espri t  pur 

De meme avec l e s  autres Immanences--Tous 
l e s  Immanences de ltAme sont l e  produit de l a  
commune- sp i ra t  ion, 

L f  Esprit  
lmo. Comrne Mvt. Propre a l u i  0% normal--Induction 
2d0. 11 " efferent den excentpique-- 
I n t u i t i  on 
$tio.Comme afferent  a l u i  de 1~Ame~~Conscience 

I c l  il-y-a l e  meme confusion dans l a  
philosophie s u r  ces deux Immanences qui  sont 
presque toujours confondu l 'un pour l l a u t r e  

11s se  touchent parceque l l a r c  du cercle 
de ItAme--et I t a r c  du cercle de l t E s p r i t  se  
croisent--miis l e s  gestes ins t inc t ive  des 
peuples font  une d i s t inc t ion  c l a i r e  que l e s  
philosophe, quf ne vo i t  generalement plus lo in  
que l e  bout de l eu r s  mz--nlont pas f a i t ,  

Par example--Come l a  conscience e s t  une 
acte  s p i r i t u e l  qui se  passe dam Ithe--Leg 
peuples en parlant de leurs  conscience touchent 
leur poi t r ine  qui e s t  l e  foyer de l t h ,  
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Mais c o r n  11Intuition e s t  une acte 
rat ionel le  de 11Ame--ou plutot cornme c l e s t  
une flamrne de 1 1 h e  qui j a i l l i  dans l lEspr i t  
de l a  Vie e t  l fEspri t --ainsi  
lmo. Le senti~llent e s t  l e  propre produit de l a  
c o m e - s p i r a t i o n  de l a  sympathie e t  l e  conscience, 

a ins i  
2do. LIIntultion e t  l e  propre produit de l a  com- 
mune-spiration de l l In s t i nc t  e t  l e  Jugement. 

Le St .  Esprit e s t  l e  produit de la  commune- 
spiration du Pere e t  du Fi ls--cfest  1IAmour--qui 
e s t  ltAme de l a  puissanee e t  l a  sagesse divine. 
En ef fe t  I t h o u r  es t  le  couronnement e t  l e  plus 
magnifique expression de l a  Vie e t  I tEsprit .  

Comme l a  Vie e s t  la force seminal tous 
qutil-y-a dans 1tEsprit  a exister prirnitivement 
dam l a  Vie-et 1'Esprit dans l a  Vie n tes t  qul 
une ref lect ion ou un reverberation d t e l l e  meme de 
ItEsprit .  
une lumiere que llAme apporte a IIEsprit--Les 
peuples touchent en exprimant son action l e  
haut de l a  t e te ,  

LIAme a 
Imo, Comme Mvt, propre a e l l e  ou normal--contern- 
pla tion 
2d0, Come " efferent dl e l l e"  excentrique-- 
sympathie 
3tio. Come afferent " de l a  Vie ou 
concentrique-- sentiment 

Encore nous trouvons dans l e  monde partout 
confusion sur ces Immanences 

On confond constamment l a  sympathie avec 
l e  sentiment--On se sent a t t i r B  par ses sympathies 
vers un objet, e t  on croi t  que c l e s t  Ifamours. 
Crest une confusion t res  dangereux-- surtout que 
dans presque tous lea natures l es  forces vita= 
e t  sympathetic e t  sensuel sont plus devaop6 que 
l e s  puissance de ItAme--ou l e s  sentirnens 

Entres l es  a rcs  dea cercles de la V i e  e t  
1fAme--il-y-a un point de contacte-ode la ce 
confondement dangereux de la aympathie avec l e  
sentiment. 

Quand on trouve dans l e  sphere 3 un 2--ctest  
que primitivement ce 2 es t  produit par l e  2-0 
ou evidamment emprunte de 2.--Ainsi avec l e  1 
dans 16 3--ernprunte du 1, 

Lt1ntuition e s t  l a  c la i re  perception de l a  
verite--ctest  un acte de ltAme dans l1Esprit-- 

En e f fe t  quand le  coeur nfillumine pas 1 1  
intelligence--1IEsprit ne va pas loin 

Lt Esprit e s t  s t e r i l e  s i  non f econdQ par 
l l h e ,  

Les activites-les contrlactivites--et  
l e s  paralelles ac t iv i t es  des Immanences e s t  



expliquer par le tableau, 
Quel est cette methode? 

Celle du Christ--dtune excessive simplicit& 
Page 10 qui est si souvent la cause des mariage mal- 

heureuse-et des disappointment demoralisant. 
Ainsi en resum6 nous voyons que la Vie 

pur--1'Esprit pur--et ltAme pur--forme trois 
termes incommunicable 

Les autres sont double et par cela meme 
ils pretent a la confusion. 

Ainsi nous voyons a tous moments que le 
monde confonde ltEsprit de la Vie ou le 2 du 1-0 
et la Vie de ltEsprit ou le 1 du 2--aussi 1'Ame 
de la Vie ou le 3 du 1--avec la Vie de 1fAme-- 
ou le 1 du 3-ainsi que 1lAme de ltEsprit ou le 
3 du 2 avec lfEsprit de 1'Ame ou le 2 du 3. 

Nous voyons dans le tableau du circwinces- 
slon que les trois cercles dans leurs cmblsement 
doivent avoir cinq Immanences chaque-qui feront 

a a quinze mais il nry a que neuf--Cependant 
Page 11 qui consistait a rapport6 a des illustrations 

les plus simple les idQes les plus profonds. 
(Avec Ifassistance de) Ces tableaux et 

le secours de la plastique sont les fomes en 
vertu desquels la metaphysique a pris un corps 
at a se montrg tangible. 

Tel est Itoeuvre de Mons, Delsarte. 
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