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“Résonances du désir: Dynamique de la parole chez Bossuet” is 
the title of Part 3, in which Lachaume considers the musicality of 
Bossuet’s texts: rhythm, sonority, phrasing and rhyme. As appendices, 
Lachaume includes seven full-page tables (639–45) indicating the 
frequency of words like désir, désirer, passion, passionner, concupiscence, 
and so on in all of his writings; a thirty-page (651–81) index of im-
ages, from abeilles, abîme, and accouchement to volcan, voleur, voûte, 
voyage/voyageurs. The bibliography of primary and secondary sources 
is comprehensive.

Lachaume focuses on Bossuet’s work, not his life, though she 
devotes considerable attention to his famous polemic with Fénélon. 
Her writing is elegant and lucid. This highly readable text will interest 
Bossuet specialists and dix-septiémistes. For non-specialists, her concise 
and cogent introduction would probably suffice.

Christopher Carsten. Jean de La Fontaine: 25 Fables: Bilingual 
illustrated edition. Tangrams by Edith de Tarragon. Preface by Sir 
Michael Edwards. Afterword by Pierre Lieutaghi. Paris: Librairie 
Éditions Tituli, 2018. 224 pp. + 22 illus. 21 €. Review by Rev. 
Gregory I. Carlson, S.J., Creighton University.

Christopher Carsten joins a large and growing group of translators 
of La Fontaine’s fables: Robert Thomson (1806), Elizur Wright (1841), 
Walter Thornbury (1867), Dame Marianne Moore (1954), Francis 
Duke (1965), Norman Spector (1988), Norman Shapiro (2007), and 
Craig Hill (2008). They translate all of La Fontaine’s fables. Recent 
editions of a selection of fables, like Carsten’s, include James Michie 
(1979), C.J. Moore (2006), Christopher Betts (2014), and Rowland 
Hill (2015). Translators know an inviting poet when they see one!

The subtitle on this paperback book’s cover and title page is “A new 
translation.” That phrase can be misleading. Carsten co-authored a 
large-format illustrated edition of fables with Constantine Christofides 
in 2006. A number of the twenty-five translations occurring in this 
2018 book seem based on the translations—many with changes—in 
that Fables of La Fontaine Illustrated (University of Washington Press). 
Then, in 2015, Librairie Éditions Tituli published the same fable texts 
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as those in the present edition in a paperback generally identical with 
the present one, but with engravings by Sophie de Garam. It is curious 
that the present edition makes no mention of either earlier translation 
until a brief mention in the Afterword of the 2015 edition as a “first 
edition.” The present reviewer will offer a suggestion on this curiosity 
later in this review.

Michael Edwards’ preface characterizes the book well. He praises 
its “unexpected rhymes,” “snappy turns of phrase in familiar speech,” 
and occasional updates. He finds the translations “lively and full of 
pep” (7–8). I concur with these judgments. Examples of pleasantly 
surprising rhymes come, for example, in “Frog and Ox”: “Though 
confident at first, / Poor little froggy huffed so much she burst” (31). 
Similarly, in “The Mountain Giving Birth,” a fable about bombastic 
poets, La Fontaine has been speaking of epic poets announcing Titanic 
battles. He finishes: «C’est promettre beaucoup; mais qu’en sort-il 
souvent? / Du vent» (108). That short two-syllable line puts down 
the bombast beautifully! Carsten’s translation catches the effect well: 
“And I think, oh really?  What usually results there? / Just hot air” 
(109). La Fontaine would have enjoyed this English.

A good example of a contemporary turn of phrase comes in 
“Sponge Donkey, Salt Donkey.” This translation finishes strong with 
“Different strokes / For different folks” (55). Carsten cleverly sets up 
that strong finish by using “strokes” earlier in this fable to describe 
the river-crossing efforts that relieved the salt donkey of his burden. 
This reader, at least, had to stop and think what “strokes” would be 
like for a splashing donkey, but that very reflection helped to prepare 
for the strong aphoristic ending to the fable, perfectly aligned with 
La Fontaine’s shaping of the story. Well-used, contemporary, familiar 
phrases abound, from “Thieving Joes” (131) to “Scot-free” (191). 
La Fontaine sums up our critique of others and pardon of ourselves 
in “The Beggar’s Bag”: “On se voit d’un autre oeil qu’on ne voit son 
prochain” (38). Carsten makes the observation more specific with two 
present-day colloquial images: “For them we’re eagle-eyed, / But for 
ourselves, as blind as bats” (39).

One of the “updates” mentioned by Edwards comes in “Monkey 
and Leopard.” After the leopard has boasted about his pied skin, the 
monkey boasts of his pied mind:
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Not only can I dance, and jig, and stoop
 To every sort of trick
But can astound you with the hula-hoop;
And all this for a mere two cents! (167–69)

Readers wanting to check what in La Fontaine gave occasion to hula-
hoops will be happy for the bilingual character of this book, where 
the French is on the left-hand page with the English on the right. 
Those readers will be happy to find the French monkey boasting he 
can “Faire des tours de toute sorte, / Passer en des cerceaux; et le tout 
pour six blancs…” (166–68).

La Fontaine’s application at the end of “The Camel and the Float-
ing Sticks” shows the kind of lively pep Edwards notices when the poet 
applies the fable’s lesson—that things seeming great in the distance 
often turn out to be paltry—to a sample human being: “Afar, you’d 
say he’s someone with a flair, / Up close, it’s clear, there’s no one there” 
(95). Translations of this liberal sort into American English will have 
readers of La Fontaine missing some favorite niceties. They will miss 
the lovely three parallel verbs in “Dove and Ant” as the latter’s biting 
a hunter alerts the former to flee: “La Colombe l’entend, part, et tire 
de long” (60). This lovely threesome becomes “The dove takes wing, 
and off into the day!” (61).

The search for the perfect occasional rhyme may not always suc-
ceed. La Fontaine in that poem about bombastic poets had listeners 
to a groaning mountain believing

        Qu’elle accoucherait sans faute
D’une cité plus grosse que Paris.
        Elle accoucha d’une souris. (108)

The Paris-souris rhyme fits perfectly. Carsten translates that the lis-
teners

        Were sure that she was giving birth
To a city twice as big as Paris.
        What came out was a mouse as heiress. (109)

The poet labels the mouse as an heiress and so gets the strong rhyme 
with Paris. Is it worth reaching to a new image in “heiress” in order 
to establish this rhyme?

Carsten’s lively rendering provoked some questions in this reviewer. 
In “The Hound Who Left His Prey For A Shadow” (123), Carsten 
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has the dog “in hot pursuit” of, apparently, a running prey and seeing 
the image of that prey in the water. Most translators take the “prey” 
to be what the dog has already captured, just as it is in “Crow and 
Fox.” In that case, the prey is not running; it is, in fact, already in 
his mouth. In “Hare and Tortoise,” is not La Fontaine’s emphasis on 
starting rather than on knowing when to start? «Rien ne sert de courir; 
il faut partir à point» (114). Carsten translates “It’s not the speed that 
counts / But knowing when to start” (115). Perhaps this reviewer is 
just another tired teacher who wishes students concerned themselves 
less with knowing when to start writing a paper and just started it!

A test case for readers eager to enjoy Carsten’s fresh approach might 
come in “Frog and Ox,” when he adds a whole six-line stanza, brash 
and adept, to La Fontaine’s fable:

Folks today show symptoms of her flaw:
Like Pharoah, this one bids
The raising of glass pyramids;
For every senator, “L’État, c’est moi”,
 And all those tiny governors, though dopes,
  Nurse presidential hopes. (31)

When this reviewer blogged a comment on the 2015 edition, it in-
cluded criticism of the engravings as not up to the quality of the trans-
lations (http://www.creighton.edu/aesop/books/individualbooksbyda
te/2015to2019). May the hoped for improvement of the illustrations 
be a reason for the curious lack of mention of the earlier edition? The 
present colored tangrams are a clear upgrade. The art ranges from the 
simpler “Crow and Fox” to the more complex and suggestive “Farmer, 
Dog, and Fox.” As with La Fontaine’s texts, there is here in the tangram 
images always something more to enjoy. A personal favorite is “Frog 
and Ox,” in which the frog, framed in a colorful stained glass arrange-
ment, expands and explodes into tangram pieces (27). Unfortunately, 
three of the twenty-five fables here are not illustrated.

In an effusive ten-page afterword, reedited from the “first edition,” 
Pierre Lieutaghi recognizes that “To translate is to attempt the impos-
sible” (209) but praises Carsten’s deft “fidelity to the orchestral colouring 
of the whole” (214). Lieutaghi takes note of the strong tangram images 
in this later edition: “This bilingual edition of the Fables, in its language 
as well as its figures, is a return to native emotion” (218). Picky readers 

http://www.creighton.edu/aesop/books/individualbooksbydate/2015to2019
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will wonder at the varying orthography concerning capital letters in 
titles that can produce both “The Camel and the Floating Sticks” and 
“The Hound Who Left His Prey For A Shadow.”

This translation of a set of fables does not limit itself to those most 
usually translated. Readers will enjoy fables they may seldom other-
wise encounter. Readers for whom one language is not as strong as 
the other will also be happy that all the commentary sections are also 
bilingual. This book may be less for those experiencing La Fontaine 
for the first time but may particularly please those who already have 
serious experience of the great French fabulist. He is indeed ever fresh!

Florence d’Artois and Anne Teulade, eds. La Tragédie et ses marges: 
Penser le théâtre sérieux en Europe (XVIe-XVIIe siècles). Travaux du 
Grand Siècle 44. Geneva: Droz, 2017. 464 pp. + 1 illus. 59 CHF. 
Review by Michael Meere, Wesleyan University.

This impressive and wide-ranging collection of twenty-eight essays 
(written in French) explores the complex relations between tragedy 
and other forms of serious drama that the sixteenth- and seventeenth-
century playwrights inherited from Antiquity (tragedy) and previous 
generations (such as the mystery play), on the one hand, and new 
forms of drama that emerged toward the end of the sixteenth century 
(such as pastoral), on the other. As the editors suggest, these relations 
include proximity and imitation, but also rivalry and contestation 
(“rapports complexes […] de proximité et d’imitation, mais aussi de 
rivalité et de contestation” from d’Artois and Teulade, “Introduction” 
[7]; all translations in this review are mine). Despite the volume’s title, 
La Tragédie et ses marges (Tragedy and its margins), the editors are sure 
to underline straightaway that they are not promoting a hierarchy of 
“genres,” with tragedy at the center and other forms on the margins; 
rather, they provide the reader with the geographical metaphor of a 
map—with its “center,” “margins,” and “borders”—onto which we 
can envision a contextual framework for dramatic production as well 
as trace the relations among forms of early modern serious drama 
(7). In other words, rather than adopting a top-down approach, for 
instance, from theory to practice, or thinking of tragedy as the a priori 


