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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 
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center against with other forms have been thought of as marginal, they 
conceive of this “map” relationally and consider the ways in which 
tragedy interacts with neighboring forms (“formes voisines,” 7).

At bottom, three issues are at stake in the volume. First, the col-
lection questions how we think about dramatic forms that are not 
associated with explicit norms of writing (“formes auxquelles ne sont 
pas associées des normes d’écriture explicites,” 11). Second, it aims 
to provide a representative inventory (“recensement représentatif”) of 
the variety of dramatic forms from the period in order to revisit the 
uses and functions (“usages”) of serious theater. Third, it examines 
the ways in which poets modified the ancient form of tragedy to 
their world in order to think about the role of serious theater in early 
modern Europe. Moreover, because the situation is not homogenous 
throughout francophone, hispanophone, italophone, anglophone, 
and germanophone Europe, the collection includes region- and/or 
language-specific essays as well as comparative ones in order to nuance 
the ways in which tragedy and other serious forms of drama interacted.

Given the large number of essays, however, I will not attempt to 
review each individual one; instead, I will outline the volume’s struc-
ture and the different categories in which we find the contributors’ 
essays. Hence, the next couple of paragraphs will include quite a few 
lists, but they should be helpful to see which contributor is writing 
about which topic(s).

The book is divided into four main sections (parties) that deal 
with: 1) tensions between theoretical and non-theoretical writings, 2) 
questions of translation and imitation, 3) the effects of hybridization, 
and 4) relations between early modern drama and culture. Within 
these sections, we find ten sub-sections—which the editors, or the 
press, have called chapitres—that each contain two to five essays. 
These chapitres include the following themes, with the names of the 
authors in parentheses: 1) the negotiation of treatises with modern 
forms (Florence d’Artois, Enrica Zanin); 2) the ideas of tragedy found 
in non-scholarly discourse (François Lecercle, Lise Michel); 3) schol-
arly experiments (Marie Saint Martin, Line Cottegnies); 4) the tragic 
spectacle between gentleness (douceur) and violence (Danielle Boillet, 
Zoé Schweitzer); 5) the use of epic topoi (Jean Canavaggio, Fausta 
Antonucci, Tiphaine Karsenti); 6) the renovation of tragedy by the 
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absorption of mixed genres (Fabien Cavaillé, Alban Déléris, Bénédicte 
Louvat-Molozay, Françoise Decroisette); 7) the integration of comical 
effects (Juan Carlos Garrot Zambrana, Stéphane Miglierina, Marcella 
Trambaioli); 8) the porosity between drama and non-dramatic dis-
course (Enrica Zanin, Guillaume Navaud, Christine Sukic); 9) the 
modification (accommodation) of serious theater to post-Tridentine 
culture (Bruna Filippi, Cécile Berger, Isabel Ibáñez, Yves Germain, 
Barbara Selmeci Castioni); and 10) serious drama and current events 
(Anne Wagniart, Anne Teulade).

Three essays focus on the sixteenth century (Saint Martin, Cot-
tegnies, Astonucci), twelve on the sixteenth and seventeenth centuries 
(d’Artois, Zanin, Schweitzer, Canavaggio, Karsenti, Déléris, Garrot 
Zambrana, Trambaioli, Zanin, Navaud, Wagniart, Teulade), eleven on 
the seventeenth century (Lecercle, Michel, Boillet, Cavaillé, Miglier-
ina, Sukic, Filippi, Berger, Ibáñez, Germain, Selmeci Castioni), and 
two on the seventeenth and eighteenth centuries (Louvat-Molozay, De-
croisette). Seven essays deal exclusively with French theater (Lecercle, 
Michel, Schweitzer, Karsenti, Cavaillé, Louvat-Molozay, Selmeci Cas-
tioni), six with Spanish (Canavaggio, Antonucci, Garrot Zambrana, 
Trambaioli, Ibáñez, Germain), five with Italian (Boillet, Decroisette, 
Miglierina, Filippi, Berger), three with English (Cottegnies, Navaud, 
Sukic), and one with German (Wagniart). As I mentioned above, 
some essays are comparative: four essays are on French, Spanish, and 
Italian theater (Saint Martin, Teulade, two essays by Zanin), one is 
on French and English theater (Déléris), and one is on Italian and 
Spanish theater (d’Artois). Thus, although the scope of the collection 
is very large, it is a cohesive whole that refreshingly decenters tragedy 
in order to approach serious drama from a variety of vantage points.

In the remainder of this review, I will give two general critiques 
of the volume. First, the term “Europe” in the volume’s subtitle is 
slightly misleading. While the contributors do address plays written 
in French, Spanish, Italian, English, and (to a lesser extent) German, it 
would have been more exact with regard to the subtitle had the volume 
included serious drama by other sixteenth- and seventeenth-century 
European writers, such as Dutch, Swedish, or Polish playwrights. 
This is not to say that the volume needed to include all European 
languages and traditions; this would have been a nearly impossible 
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task. However, subtitling the collection this way implicitly marginal-
izes other languages and traditions by erasing them from the “center” 
of the collection’s focus. This result is rather ironic, since the editors 
(as I have already pointed out) problematize the notion of “center” 
and “margin” in the volume by disrupting the notion that tragedy 
occupies the center while other genres reside on its margins. This 
problem could have been easily avoided by simply removing “en 
Europe” from the subtitle.

Second, and this might in some ways be a corollary of the first, all 
of the contributors work in French universities except for five: three 
are based in Italy and two in (primarily French-language) Swiss uni-
versities. (In fact, the collection is the product, at least in part, of an 
international conference held March 19–21, 2015 at Paris-Sorbonne 
University [today called Sorbonne University] as well as a series of 
discrete seminars in 2014 –2015.) As a result, a rather “Franco-French” 
perspective dominates; while there is nothing wrong with that, of 
course, the collection might have benefited from more international 
representation among its contributors. One consequence of this lack 
of diversity can be found in the Bibliography. It is rather extensive, 
divided neatly by primary and secondary sources, as well as by region 
(France, Spain, and so forth), but it does not contain some impor-
tant works. (I will only point out three works written in English on 
French drama.) For example, although one article by John D. Lyons 
and one by Andrea Frisch do appear in the Bibliography, their books 
on tragedy—Lyons’s Kingdom of Disorder: Theory of Tragedy in Classi-
cal France (West Lafayette (IN): Purdue University Press, 1999), for 
instance, and Frisch’s Forgetting Differences: Tragedy, Historiography, 
and the French Wars of Religion (Edinburgh: Edinburgh University 
Press, 2017)—, as well as Donald Stone’s seminal study that surveys 
precisely the questions the preoccupy this volume, French Humanist 
Tragedy: A Reassessment (Manchester: Manchester University Press, 
1974), are unfortunately absent. 

Nonetheless, this is a very rich collection that succeeds in rethink-
ing the place(s), functions, and uses of tragedy within the landscape 
of early modern serious drama. Readers will find the Introduction 
valuable with regard to the current state of the field and the individual 
essays useful for their specific research interests on French, Spanish, 
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Italian, English, and/or German drama. There is also a quite exten-
sive (yet, as I have argued, in some ways limited) Bibliography and 
a helpful Index to aid readers in navigating the collection’s contents.

Jean de Guardia. Logique du genre dramatique. Travaux du Grand 
Siècle, 46. Genève: Librairie Droz, 2018. 495 pp. €79.00. Review by 
Suzanne Toczyski, Sonoma State University.

How do authors create coherence in dramatic fiction, and when 
and why do spectators and readers seek such coherence? These are the 
underlying questions of Jean de Guardia’s Logique du genre dramatique, 
an impressive exploration of what De Guardia deems the most clas-
sically “coherent” period, authors, and genres of French literature, 
namely, the comedies and tragedies of Pierre Corneille, Jean Racine, 
and Molière dating from 1637 to 1687 (26). This fifty-year period, 
De Guardia maintains, offers a body of texts grounded in a classical 
aesthetic of maximal structural coherence and serves as a basis upon 
which De Guardia builds his Logique. De Guardia’s goal is not so much 
to offer analyses of particular dramatic works as it is to explore a pre-
cise set of theatrical phenomena: the coherence of the individual texts 
under consideration, the theoretical models of coherence elaborated 
by writers of the time period, and the logical relationship between text 
and representation on the stage. While his approach may be off-putting 
to readers uncomfortable with the formalistic language and diagrams 
of syllogistic logic, De Guardia’s prose is relatively straightforward 
and accessible with helpful charts and diagrams; his work offers a 
fascinating and novel dissection of the notion of dramatic coherence 
and its usefulness as a lens with which to consider some of the most 
well-known plays of seventeenth-century France.

De Guardia enters into the conversation around dramatic coher-
ence with easy familiarity, drawing upon the works of Aristotle as well 
as those of seventeenth-century dramatic theorists François Hédelin, 
abbé d’Aubignac, and Georges de Scudéry. De Guardia also engages 
in fruitful dialogue with more contemporary theorists, from Anne 
Ubersfeld, Gérard Genette (with particular reference to Genette’s work 
on vraisemblance), and Paul Ricoeur, to Georges Forestier and Gilles 


