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INTRODUCT ION

W A SN N AR MEE  wal  wEn  aR SR e S

One of the greatest names in the whole his-
tory of Frenoch Literature is that of Molidre. Though his
genius is less versatile than that of Shakespeare, his
greatness lies in the fact that he was more than a typical
poet of a particular era of French literature, that he
was more than the representative genius of a great nation.
He was one of the three great masters of modern literature
whose fame belongs to all timea, and to all countries.
Shakespeare, Cervantes, and Molibre are the three coreators
whose works appeal to all educated persons, and whose sa-
tire and whose humour is eternal, because they illuminate
the passions and weaknesses of all humanity; and, whose
influence 18 greater than that of other writers due to
their vast and sympathetic knowledge of the thoughts and
characters of real men and real women., Molidre is surely,

of all the great French masters, the most easily understood



by all classes of people and has the most to offer to that
large majority for whom life 18 a realistlc struggle and not a
philosophic contemplation. No other dramatist in French liters-
ture, and perhsps, no other in the liternture of the world, hes
left such a vivid picture of the vices and fads of mankind, The
unhappy state of his domestic life did not prevent him from
smiling in his works, He made 211 his cheracters seem natural
end humaen; meanwhile, he produced a French laugh which foreigners
did not understand. Moli®re's laugh, compared with that of
the fable writer before him, shows that it is less brutal. It
is more refined than that of Rabelals, warmer than that of
¥Yontaigne, and 12 less biting than that of Pascal in his famous
"Provincigles”.

Details of the origin of the comic theatre in France
are still scarce, dbut 1t 1s quite clear thot the farce, which
was given as an interlude between the acts of the long mystery
plays, eventually became the most popular form of the comic
theatre and enjoyed a steady development from the fifteenth
century down to the very day of Moliere, The spirit of these
farces resembled the "fabliaux,” which were presented in smusing
short poems in lines of eight syllaebles, usually satiric in
tone, They portray naturalistic bourgeois chasracters and depict
scenes of everyday 1i1fe, reminding one of the Spanish "caps ¥y

espada” comedies, In 1548 the French parliament forbade further

performences of mystery plays in the city of Paris, but farce,



which was not affected by the order, lived on with ever increas-
ing popularity throughout the sixteenth century, and later
became one of the most important components of Moliere's new
theatre,

Moli®re wrote a number of one-act farces, but most
of them remain known today by title only, such as "Gros-Réné
écolier," "Ls Jalousie de Gros-Réné," sometimes cmalled "La
Jalousie du barbouilld,"” " Médecin volant,™ "Le Docteur
pédant," "Gorgibus dans le sac," and Le Fagotier." He may
have composed many other which are totally unknown today.
Molisre's early farces are not original works in the strictest
sense of the word, for they are very similar to the popular
Italian comedy of the day. Both, the characters and the
situation are conventional; and the plays were composed of
tricks, disguises, and enormous Jokes. Many of them were
coarse and vulgar, depending on slap-stick and clowning to ret
a laugh, It was this laugh that he reserved and converted
into the French laugh, while abolishing the coarseness and other
conventional qualjties of Italian comedy. While doing this,
Moli'ere revolutionized and emancipated French comedy, breathing
life into the drybones left to him by his predecessors, and
changing them from stock-charascters and types to reslistic
characters., The last sentence represents the thesis of this
study, and in the following pages the investi gator assumes the

responsibility of defending this thesis,
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THE APPRENTICESHIP OF MOLIERE

CHARTER I

"L'ETOURDI"

Grimarest says Molidre's early education
wag neglected due to the death of his mother, and to the
father's desire to have the young man follow his own pro-
fession. Thus, young Poquelin remained in his father's
workshop until he was fourteen years of age. In 1636 Jean
entered the Colldge de Clermont, later, louis-le-Grand, an
institution founded by the Jesulits in 1551. The Jesuits,
being pioneers in the field of modern education, were the
first teachers who consciously made it their aim to fit
their pupils for this world as well as for the next one.
They introduced new methods of teaching old subjects, such
a8 Greek and Iatin. Not only was their education good,
but also was their company desirable. Therefore, people

who opposed their educational procedures were quick to

seize the opportunity to send théir sons to the Jesuits'

schools. Thus, the sons of the nobles and those of lesser



people sat in the same classes, under the supervision of the
gsame teachers. That was an example of the democratic spirit
in education such as i1t is known in the Western hemisphere
today.

Little is known sbout young Poquelin's sojourn at
the College de Clermont due to the fact that neither La Grange
nor Grimgrest took the liberty to shed any light on this topic.
It is known that he left school in 1641, but continued his
work in the field of philosophy and law,

By the time young Poquelin was twenty years old he
was quite sure of the future he wanted to be his, On June 30,
1642, he left the service of the Court, and during the late
months of the same year he divided his time between the practice
of lew and visiting the theatres, It was then that he really
became acquainted with Italian players, many of whom had been
located in Paris since the reign of Henry III. It was then that
he met Madeleine Bejart, brautiful actress, who soon Bersuaded
him to take up the theatre as his profession. On June 30,
1643, the same year Corneille presented "le Menteur," Poquelin
with the help of the Bejarts, founded the "Illustre Theatre.,"
In December of the same year he discarded his Pather's name to
teke a new one which was to make him famous, From this time
he called himeelf de Moli®re., No one knows why he selected

such name. iie first signed his name as Molikre on a contrrct



drawn up between his group and Danlel Mallet, a dancer whom
he was hiring, After a year and a half of reverses, Molikre
and his troop quit Paris to stroll in the Provinces for the
next twelve years. La Grange mentions eleven plays that were
written and played by the group in the Provinces, some of which
may have been reworked and used in later presentations, The
themes of thoseplays were taken from populer Italian pieces
of the day, featuring surprises, mysti fications, trickeries
and disguises, The characters were taken from the Itaslian
"commedia dell 'arte," bhased on rtories of 0ld men outwitted,
loquacious doctors of leamrning, or resourceful valets. 1In
general the "commedia dell 'arte" was an extremely simple form
of entertainment, in which half-a-dozen trrditional characters
amused the audiences with witty jokes. ©Such plays obviously
depended more on the actor than on the author, and the actor was
free to develop or even to vary his part as he pleased., Such
freedom of action would necessarily reduce the artistic value
of the plays. One must not think, however, that in the case of
the "commedia dell 'arte" there was no written conposition,
There was one, and though a great part of 4t might have been
produced in skeleton or outline form, the actor could always
be sure as to what he was to say, when to say it, and how to say
it,

"L'Etourdi” represents Molibre's first efforts in the

field of serious drema., Moland 1 says: "Un événement beaucoup

1. MOLAND: Vie de Moliere,

page 73, Librairie Garnier Freres, Paris,
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plus remarquable pour nous s'étalt passé selon toute vrai-
semblance, au commencement de cette année 1653. Moli®ere avait
falt représenter sa premi®re grande comidie, "l'Etourd," qui
obtient un succes considérable.” This play had strong leanings
towards French farce,but it wns thoroughly Ttallan in charac-
ter, and Moliere did not fail to take his material wherever

he could find i1t, He had had rich experience withthe Italians,
and "L'Etourdi™ reflects that experience, He imitated at least
three Italian comedi es, not to mention episodes he took fronm
Noel du PFPaill, He took his final event of his play from the
works of Cervantes, Besides, he copied from "1l'Epidicus" and
"ls Mostellaria," and the "Parasite," and perhaps from "Ms=itre
etourdi.” Another socurce is "l'angelica," written by Fabritio
de Fornaris. The body and soul of "L'Etourdi™ was taken from
"Inavveritito," famous play of Nicolo Bardbieri, written in
1629, Moliere's "Etourdi™ came some ten years after the appear-
ance of Corneille's "le Menteur," 1 1In all, it seems that Mo-
li®re took his characters and situations from s dozen authors,
"L'Etourdi" is a five-Act play in verss, and it is very similar
to early French farces in the improbadbility and conventionality
of plot and in the riotously funny quelity of the action,
Moliere used his sources with great freedom, making changes,

and adding new details as he chose to do, Thus, it ig safe

1. "L'Etourdi" may be crlled the second imperishable comedy;
1%t would have been first, except for Corneille's "Le ¥Yenteur,"



to assert that there is hardly a line of this farece whieh could
bejustly called "original.™" 2 It must not be forgotten, how-
ever, that the suthor was thirty-three yeurs of arfe when he
wrote this play, and he had passed ten yesrs of thnt time n
varied compeny; men and women, poets, authors, princes, men

of court, and soldiers; but, he had remained s 1little remote
from them, He lived as yet in the theatre, Furthermore, his
dramatic power had not been sufficiently developed to permit
him to copy from life 1tself in the preparation of his early
themes, Therefore, his first two sauthentic plays were chosen
from the literanture and practice of his profescion rather than
from life. It is8 not surprising, then, that personal observstion
counted for little or nothing. At thnt time Koliere's idea

of reality was found in the heroes of Corneille, who wses still
considered as the greatest literary man in Frence, The fallure
of literary eriticas to recognize "L'Etourdi,” in apite of its
great poetry, while considering Moli®re's great plays, 1s as-
cribable to that serious lack of originality of plot., All of
the characters are traditional and trite in their behavior, angd
the play itself consists of a series of epismsodes in which

Mescarille tries ingeniously to win for his master possession

2. John Palmer: MOLIWRE, pp. 110-114,



of Celie, the beautiful dasughter of Trufaldin. 1 Mascarille

invents one ruse after another, but each in turn is defented

due to his master's untimely and innocent intervention, I+t

i1s almost generally believed in literary circles that Moli'ere

41d not improve upon his originals; in fact, "l'inavvertito"

is In some respects a better play than "1'Etourdi." It is

clearer, more logical, more evenly balanced, and more convincing,
The most outstanding blemish of the pley 1s its

denouement., This is not to be wondered at, since it was the

usual thing for the author to "sew on" unsatisfactory ending to

his plays, even in the case of high comedy. The "Tartuffe,"

one of the plays in which Moli®re resorts to the "deus ex

machina,”" 18 a case in point, Aémitting, themn, that the con-

clusion of "1 'Etourdi” i1s poor, 1t is no more so then that of

the "Twelfth Night." If Shakespeere wns able to srcape after

having committed such g literary blunder, it does seem that

Moliere may be excused for making the seme mistake, Both suthors

may be justified in cutting their plays off as they did, because

1, It 18 in "L'Btourdi" that Moliere presents Mascarille
for the first time, At all events, the Mascarille of
"1'Etourdil " is a valet, making no pretenses to "bel
esprit”, and is chiefly noted for his vain tricks. He
comes from the femiliar rascel invented by the Greeks,
copied from the Romans, and passed rlong to the Italians,
who in turn, passed him along to the French and Spenish.
He had already lived on the Zuropesn stage Tor nearly
2000 years, though in life, he never existed at all,
Palmer: MOLIWRFE, p.l13.



- 10 -

thelr stories hed come to an end, and there was no good reason
for prolonging the plays.

Finally, the appearance of "l'Etourdi” in 1655,
announced the advent of France's greatest actor-dramatist,
Though the play lacked originslity 4t i1is not a diecredit to
its author, because originality of the writers of that period
congisted in the trertment of themes rather than in the invention
of them, Moreover, Moli®re knew his audience, and he was
acquainted with its literary tastes, Therefore, he based his
early works on that knowledge rather than on any set of rules

of drams.

-0~0=0=0=0~0-
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CEAPTER 1II

"LE DEPIT AMOQUREUX"

"Le Dépit amoureux™ is the second and last

comedy written andi staged during his period of apprentice-
ship. It was presented for the first time before the Es-~

tates of Languedoc at Béziers, 1656. Though a little bet-
ter play than "L'Etourdi", "Le Dépit amoureux™ shows a con=-

tinuation of the "bookish" characteristice of the author's
writings of that period. It is evident that he has not

yet come into his own power of originality. In writing
this play, Molidre gives a more or less free adaptation of
another Italian model: Nicolo Secohi's "l'Interresse", a
romantic comedy of intrigue which had been popular in the
Italien theatre since 1ts original appearance in 1581,1
Contrary to his endeavours in wiiting "L'Etourdi", Molidtre
xade some definite improvement over his model when he wro-
te "Le Dépit amoureux". He tacked on an addition of his
own which is far superior to the part he bvorrowed. 2 In

addition to the Italian play, listed as Molidre's model,

1. Jobn Palmer: MOLIERE, pp.117-120.
2. Lintilhac: LA COMEDIE, Vol.III, p.163. Also, sec aet I;
Aot I, sc.4; and Act 1I1I, sc. 2 - 4.
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it 13 believed that the author made frequent use of materigls
gained from his extensive readings., Among the sources named

as more or less definite contributions to Molikre's second good
play, written in the Provinces, are works of the following
authors: DPlautus, Terence, Brasmus, Cyranc, Rotrou, Bracciolini,
and Horace, 1 One literary critic asserts tiiat "le Dépit
Amoureux" represents no improvement over "l'!'R®tourdi," and

that 1ts author 18 not always felicitous and sometimes frils

to evoid obscurity in his handling of the romantic involutions
of intrigue, 1 This eritic is quite correct in his observation
with regards to the obscurlty that exists in this play, but 1t
seems that he 18 & bit too critical when he says that "le Dépit
Amoureux” 18 no better than "1'Etourdi," and pushec his argument
further by saying that the former play represents s definite
retrogreseion in the author's style, The intricacy of the plot
of "Le Dépilt" would of necessity forca that play to be made of
more so0lid material than "1'Etourdi.” The double~love theme

of the play would be sufficient in 1ts ef’ect to forece the author
to adept some sort of plot in order to have some kind of -~tory.
Though very Ltelisn in tone, "le Dépit Amoureux" contnins germs
of the comedy of manners. This opinion is based upon the
presence of the many examples of affectrtion in the speech of

seversl of 1ts characters. In that respect, one i: reminded

l. Pslmer: MNOLIER®, p. 119,
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of Corneille's "Ci4" ms he reads "le Dépit Amoureux." Molikre's
play is filled with such words as "feux," "flame, " "sentiment,"

™ nfane, " "transport,™ "rigueur," "protestation,® and "Justement'...
These words are the results of Moliere's reading and copying fronm
what he had read, When he forrakes literature iteelf as s

guide for himself, he satirizes affeeted speech,

To the averare ctudent of Molikre who has read his
masterpleces, "le Dépit Amoureux" is a dull, tiresome play,
containing no moral end telling no particuler story. It wes
deisgned to create laughter and fun; its poetry is beautiful
and the wit of Mascarille is excellent, but those qualities
represent the high points of its merit. In fact, Molisre employs
the Mascarille in only one more of his productions: "Les
Précieuses ridicules;" afterwards he completely abandons that
character and replaces him with Sganarelle. The disguising
of heroine in men clothing to hide her sex until she “ad married
the men she loves 18 preposterous and represents s hit of horse-
play introduced onto the stage by the Italian minstrel-showmen.

Valville, an actor of the Comedie Frangaise, detached
from the play half dozen scenes which were beyond the reach
of fashion, and inserted a few connecting lines here and there,
with the result that two acts of imperishable comedy replaced
the original five acts of romsntic comedy. The ecenee in guestion

are the whole of Act I, Act II, sc, 4; snd Act IV, scenes 2,3,4,
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The Jjustification for this innovation can be found in the
subsequent record of the first two plays of Molikre, From
1814 to 1870 there were 51 performances of "l*Xtourdi;" while,
during the same period, the revised version of "Les D'pit Amou~
reux" was presented 372 times. I+t 18 the revised ed! tion of
this play that has retnined 1ts popularity for over thres

bhundred yesars.

CONCIUSIOR

Like Shakespesre, Moli®kre was born with dramatic
talent, both az a writer and an actor., Just as the Great
English dramgtist had to umndergo a perlod of apprenticeship,
so d1d the perfecter of French drama. Thus, both men had to
learn dramatic art by the trial and error method. Both of
these men began thelr careers by copying from thelr predeces-
sors, It would secem, however, that Shakespeare had a more
conplete set of models Prom which to copy than aid Yoli'ere.

In Englend, Gascoigne, John Lyly, George Peele, Christopher
Karlowe, Thomas Lodge, Robert Greene, Thomas ¥id, and Thomss
Nash, had gone before Shakespeare, leaving in their wake a rather
well organized English theatre. Up to 1592, Shakespeare devoted
his efforts to copying from first one, and then, the other of

these nen,

l., Schelling: JRNGLISH IRAMA, K., P, Dutton % Company,
Rew York, 1914; Chapter III.
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Moliere's case presents a Aiff-rent picture, VWhen
he came to the stage, he found 1t in a state of chaos. There
wag only one comedy extant, Corneille's "Le Menteur,™ and 1t
was not a masterpiece in the strictest sense of the word, 1In
fact, Moliere's earliest plays, written in the Provinces, served
gs worthy rivals for "le Menteur.™ FProm 1630 to 1658 g
tremendous number of plays were produced, but their forms were
bad, thelr constructions were poor, and they contrined almost
nothing of realism, The Comedy of Manners was almost unknown
until 1654 when Boisrobert presented his "lLa Belle Plaideuse",
and this play contained only germs of such = comedy. 1 Moliere's
predecessor who resembled him most in his writings was Gillet
de 1a Tessonnerie (1620-1660). It appears thet it wes he who
wrote the first comedy of cheracter in the Freneh langusce, ~nd
his character studies did not compare favorably with those of
Moliere, Tessonnerie's "Denialse" furnished Moliere with ideas
as he wrote the "Dépit amoureux," especially in the preparation

of Act I1I, Scene 6, 2

Gillet de la Tessonnerie's "Csampagnard,"
(1657) ranks second only to "les Précieuses ridicules," as a
comnedy of manners and character., The form and stvle of
"Campagnard" are faulty, dbut this weskness is due to the suthor's
idea of following the traditional farcical me thods of trying

to arouse laughter,

1. Lintilhae: LA COMEDIE, Vol, IIT, p. 124,
2. ij d. pp. 129"1300
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The credit for recrulting the Freneh theatre-goers
into the apprecietion of the comedy of manners belongs to
Scarron, because it “as he who began to convert trsditional
farce into literary form. It was he who originrted the so
called "laugh in five acts.," 1 Scarron's best tragi-comedy:
"L'Ecolier de Salamanque,” found its source in someof the works
of Francisco de Rojas. It is believed that such works as "le
Parssite," "L'Intrigue des filous," "l'Amour & la mode,” Mla
Belle Plaldeuse," and "Deniaise," a:d "Campagnard,” have served
to prepare the French publie for Molikre.

It is believed that Moli®tre began his writing with
& number of one-act farces, most of which remain unknown today.
Lgter, he did extensive reading, which served him well in his
first two reel comedies: "1l'Etourdi,"” and "le Dépit amoureux."
After the production of these two plays, he was given more to
writing from ohservation, the first example of which was "les
Précieuses ridicules,™ the play which inaugurated the second
period of his literary carerr, TFrom 1659 to 1664, date of
the first appearance of "le Tartuffe," he devoted his attention
to producing sociael comedies, V¥ith the production of "le

Tartuffe,” begins the period of high comedies, or comedies of

character, which serve to make the author immortnl. Moliere

1. Lafenestre: MOLIERE, Les Grands ¥orivains Francal s,
Librairie Hacrette, Paris, pp., 18-20,
Lintilhac: LA COMEDIE, Vol. III, p. 1M2,
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never forgot the merits of good farce, which he learned in
composing his earlier works, and even the most serious of his
luter pleys contuin farcical elements, which derive from his

early training.

~0=0-0=0~0=0-0~
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MOLIERE'S DEBUTS

CEAPIER I

"LES PRECIEUSES RIDICULES"

A. ~ Baockground: French Society before the Seventeenth Centurz.

Molidre returned to Paris in 1658, after a long period
of apprenticeship in the provinces as an actor, author, and
theatrical director. On Tuesday, Hovember 18, 1659, he opened
his glorious career with "Lesa Précieuses Ridicules.”" In that
plece, at length, he opened up an original vein of pure comedy.
"Les Précieuses Ridicules” was his first work completely free
from Italian influence., It is here that he bagan to see things
through his own eyes. This play is an important document for
the history of social and literary movement of the seventeenth
century known as "préciosité". In order that the "Précieuses
Ridicules" may be treated with regard to what it was destined
to satirige, the investigator thinks that 1t is quite fitting
to review the history of the “salona"™ in rance prior to the
seventesenth century.

Literary groups date as far back as the Middle Ages,
but those groups had very little influence upon later society.
As the Middle Ages gave way to the Renaissance, feudalism's
literary and soeial ideals fell into decay. Obat:cles to free
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social intercourse were glowly removed, and a new socliety came
slowly into being. Women were liberated from two sorts of
bondage: that of the chivaelric ideal which isolated them from
an active share in socisl responsibilities, and that of the
misogynistic philosophy found in the "Roman de la Rose," The
recent advent of gunpowder mede feudal wnarfare an impossibility
which resulted in the complete di sappearsnce of knighthood,
This state of affairs enabled women to enjoy a more comradely
participation in everyday effairs, Women's nev status was soon
rationalized and codified according to tte Platonic docetrines
imported from Iltaly, thus preparing the ground for e freer,
and more refined type of soclety.

The first women to attain importeance in the fileld of
French polite society wes Anne of Brittany, who csme to France
in 1496, She moved her father's librrry to Bois, and in a
short time her friends were numbered among the leading writers
and musicians of the day., I+ was Anne who began the modern
custom of protecting and supporting literory men. Among her
poets were such men as Jean Lemaire de Belges and Jean Marot,
father of Clément Marot, Anne concerned herself greatly with
the maotter of stamping out anti-feminist literature, and she
actunlly peid poets to devote poems and verees to the praise
of women; end thanks to her attitude, the place of women at
court was assured during the early years of the sixteenth

century.



Near the end of the fifteenth century the Italien
Renal ssance had passed i1ts climax, but the Peninsules gtill led
the rest of Europe in the field of cultural achievemaent.
The three French kings: Charles VIII, Louis XII, and Francis I,
led three costly Italian campaigns which proved later to be
blessings in disgulse., They definitely brought the spirit of
the Rensissance right through the backdoor of France. Italian
women, who had won their socliel freedom long ago, had formed new
relationships to men and had developed an elaborate socisl code
vhich became the envy of the French people, After the third
and last Itelian campelign came to a close, Italians in great
numbers came to France, bringing with them their native cul-
ture. The Platonistic doctrines upon which the Italian socisl
order vas based penetrated into Frsnce and gave Frenchmen a
new conception of society and French women a new plsce in so-
ciéty. In 1537 a translation of "Il Cortegiano" appeared in
Frasnce, furnishing the first detailed account of Itnlian
ngalons." Of course, the absorption by the French of these new
literary and social ideals wes not rapid; in fact, the amslga-
mation required the remainder of the sixteenth century.

in 1541 Marguerite of Navarre produced a trenslstion
of "Lysis" by Boneventure des Périers, This work fntroduced
the Platonic philosophy of love into France, whicﬂwas dectined
to become a part of French social philosophy. The new s)irit

was 80 far removed from medlevalism that it affected the thought



of French society for the greater part of a century. The Plg-
tonic philosophy aid little to check the immoraslity snd coarse-
ness of the age. Plain speech 'as permitted at all times, and the
presence of women did little t' modify this behavior, TFor the
most part, the drawing-room tolerated all vulgarity sroviding
that it was covered by a mask of gentility, It vas left for

the "salon" of Mlle de Rembouillet to finally put an end to

this crude and gi ddy age.

Among the earliest "salons™ in Teris was thst of Jean
de Morel, who came to the Capital city in 1541, ™ferre de Nol-
hsc, while speaking of Jean's house, calle 1t "le premier salon
littéraire de Paris, 1 Jean de Morel and Antoinette de Loynes
were married about 1544, Antoinette fitted resdily into her
husband's scheme of the development of an improved 1l!terary
society. Among the friends of Jean de Morel were such men as
Jean Dorat, a tutor of Ronsard, Joachim du Bellgy, and Ronsard
himself. Among the women who are thought to have participated
in the evening conversations in the Morel "sslon" were Marie
Morin, Gélonis Borsala, and several others whose identity is
not now clear. Morel's soclety lasted until his death, which
occurred in 1581,

A "selon" of a 8til) later date was that of the Des

Roches, which seems to have come into being about 1571, In

1. "Le Premier Salon littéraire de Paris," REVUE UNIVTRSFLIE,
v (1921) p. 341,
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1579 Catherine and her sister Madeleinr des Roches hand the good
fortune of entertaining e group of lawyers and Jjudges, sent to
Poitiers by the king in order torelieve the crowded conditions
of the local courts in Paris, During the sojourn of the legal
digni taries the "salon" of the Des Roches wngs the seat of the
di saussion of contemporary events, philosophy, and history.
Some of their sessions were really given to giddy subjecte,

but they made history and were vell attended., And efter the
lawyers had returned to Paris the "salon" of the Des Roches
continued to keep its doors open, entertaining scholars of the

neighborhood,

Cetherine des Roches was & woman of good training,
good taste, high intelligence, and she was admired by all of
her sultors, Though she enjoyed their affections, she refrained
from becoming serious with eny of them. She knew that none of
her male friends had anything in the manner of prestige, wealth
or literary attainments which would have made themassets to her,
In married 1life she saw only child-bearing and the burden of
rearing children, which wonld have deprived her of her leisure
for literary pursuits which she loved so dearly, Tt is possible
that her philosophy concerning love and marriage was handed
down from salon to salon till it resulted in the nonsense dis-
played by the followers of the "Carte de Tendre™ ridiculed by

Moliere in "Les Précieuses Ridicules.," In her published works

Cctherine des Roches left herself open to a charge of preciosity,
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She was fond of puns and anagrsms. She and her sister died in

1582,
The death of Catherine and Madeleine did not “ring an

end to the "sglons" in France, In 1605 Marguerjte de Valoils,
the divorced wife of Henry IV, returned to Paris after g long
exile, and she brought wi th her the manncrs and customs of the
neighties,” In a short time she surrounded herself with her
childhood ffiends, which represented a lesning towards the
sixteenth century decadence, These reactionary activities

did little to make the record of her "salon™ an Imposing one,
This ean be understood, however, when one is8 reminded that
Marguerite wes fifty-three yesrs old, and thus, did not under-
gstand the new gpirit that was slowly superseding the old social
order vith which she was familiar. The Renalssance with its
lack of social and 1literasry order wes giving way to the on-
coming clessic ege which was less than a helf century away.
Merguerite spent ten years in a vain effort to turn the hands

of the clock back to bring hackthe "good ol days." After 1615
she faded from the picture and her dving literary and social
world came to sn end. Her efforts represented the lest endeavors

to revive the 0ld Kenalssance literary ldeals.

«0=0~0=0~0=0-0=0=0~

B. - L'Hotel de Rambouillet -- Seventeenth Century Preciogity.

Onemay easily say that the seventeenth century of
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literary France began in 1589 with the reign of Henry IV, o
soldler by profession, and a man of easy morsls., For many
years France had been torn by eivil wars; public morale was
low, and coarseness had invaded the languasge of the nobles
and the members of the king's court. This condition was so
distasteful to Catherine de Vivonne, the marquise de Rambouillet,
that she decided to withdraw from court and set up a society
of her own, The result was the "chambre bleue,” in which she
entertained her guests for many yeecrs, From 1630 unttl 1648
gshe enjoyed one of the most 1llustrious drawing-rooms the world
had ever known., Her "salon" was not an outgrowth of the "salons"
thet had gone on before, but rather a protest against them,
Mme de Rambouillet openly objected to the triviglity into which
former "salons" had encouraged the leisure classes to fall,
She insisted upon polished manners and her literary ideals
were in keeping with the saccepted opinions of some of the best
li terary minds of her day. However, Mme. de Rambouillet was
not an apostle of a "new order™ in the litersry and socisl world.
Many of her fine ideels characterized every "salon" thet had
preceded her own,

From the Middle Ages eanch "salon" had endeavored to
create an opportunity for the discussion of literary and philo-
sophic problems in the most pleasant end informal way. There

was, however, a vast difference between the "chambre bleue™

and the "salons" of the sixteenth century, and this difference
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was based on social, political, and economic changes that had
teken place in France during the span of time coming between
the reigns of Frencis I and Henry 1V, 1 Prance ''nd ceased to
be feudal state and had bdecome a united nation. 2 I+t was no
longer necessary for women to fight for a place in society;
their places had been assured long ago. ILikewise, it was no
longer a question of providing a merting place for obscure
literary figures to me~t and read their verses, In fact, the
"galon"” of Mme de Rambouillet served as a rendez-vous for some
of the best known and most famous litersry men of the day. °
Thanks to these general condi tions, Mme de Rambouillet aid
more than any of her predecessors to cultivate good taste and
good manners, It is true that she lacked simplicity and her
letters included material that was farfetched---"style précieuse”
but she succeeded in avoiding "ridiculous extremi ties or pre-
ciosity. Under her influence a new art, the art of conversation,
was there developed and perfected, and & successful effort was
made to introduce a spirit of chivalrous and romantic¢ gallan-

try toward women, and to improve the French language by giving
it an ideal standard of delicacy, which is still characteristic

of that langusge. Un the other hand, the cleavage between

l. Andxé Leveque: HISTOIRE DE LA CIVILIZATION FRANCAISE,
Henry Holt & Co., New York, 1940, pp, 85-141,

2. T, ¥W. Richer: A SHORT HISTORY OF MODERN ¥UROP®, The
MacMillan abd Co., New York, 1935, Chapter II,

3. Nitze and Dargan: HISTORY OF FRFWCH LITRRATUR®, Third
edi tion, lienry Holt and Co., New York, 1938, pp. 221-226.
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"goclety" and the "people" was increamsed; literasture became
wainly the expression of s super-refined class, while natural
and commonplace things were shunned. Each member of the group
found it fitting to teke upon himself & new name in order to
rid himself of the vulgar one he received from his parents,
For many of these and other silly characteristics the "Hotel
de Rambouillet"” was not responsible, because the marquise wss
not extremely affected by precilosity as were some of the women
who followed her,

In 1645 the marquise was superseded by her daughter,
Julie d'Angennes, who inherited many of her mother's better
qualities, along with an exaggerated portion of the "esprit
précieux”"., Julie's profound hatred for what was commonplace
and vulgar caused her to become quite eccentric, After the
close of the "salon® of Mme de Rambouillet following Julie's
marriage, the marquise's place in society was %taken over by
Mme de Sable, & friend of Pascal, Mlle Paulet. But the most
noteworthy of all her successors was Mlle de Scudéry, who
assumed the name of Sappho., Her guests numbered among the
literary clesses, but were less distinguished in social rank
than were those of the merquise and were more affected in their
attitude., While Mlle de Scudery was a member of the society
which met at the "Hotel de Rambouillet,” she wacs the principal
literary exponent of the "esprit précieux," especially in the

time of the decadence of the "salon", She was the author of
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two huge romances: "Artamene ocu le Grand Cyrus,"” (1649-1653)
and "Clelie histoire romaine," (1666), Esch of these works
was produced in ten volumes; and, the mort interesting feature
gbout them is the faet thrt under fictitious names she has des-
cribed the deeds, the characters, and the personal appesarance
of some of her most famous contemporaries, In the "Grand
Cyrus," one sees the Great Condé, the "Hotel de Cleomire™ is
certainly the "Hotel de Rambouillet.™

Finselly, Mlle de Scudery gave literary "salons" g
new tone, and from her example a long line of imitators sprang
up as mushrooms and spread throughout the provinces, Even
the i1lliterate young women were imitsting the characters of
nClelie™” in their behsvior., It was impossible for such societies
to avoid becoming corrupt and earning for themselves the hate-

ful title of "Précieuses.® 1

1. Michsut: L¥S DWBUTS, pp. 38-42,
~0-0~0~0-0=0-

C. - Satire in "les Précieuses Ridicules"

Many sweeping andexaggerated stntements have been
made concerning preciosity in France. One might be lead to
believe that 1t represented a baneful scourage hlasting and
withering good taste., To be sure, the precious tendency was,

at first, a laudable effort towards refinement of langusge,
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and was, in meny respects, merely one manifestation of the
growth of polite mociety in general, The word "précieux" itself
suggests something of value, One school of thought holds that
in his "précieuses ridicules" Molibre intended his satire for
the "salons" in general, and the "Hotel de Rambouillet" in
particular. The preceding pages of this study will serve

to refute any supposed reflexion on the "salons," Likewirze,

1% is almost impossible that Moli'ere was referring to the
"Hotel de Rambouillet"~in higs first real comedy. In the first
place, the great days of the "salon" de Mme de Rambouillet had
passed long before 1659, date of the first presentetion of

nles précieuses ridieules", The daughter of the marquise de
Rambouillet had married and left the "Hotel de Rgmbouillet" in
1645, Then, ocame the Fronde, and in a very short time, both
Balzac and Voiture had died., Finally, the marquise was grow-
ing old and had complained of being tired for several years.
The facts indicate clearly that the "Hotel de Rambouillet”

was not the stronghold of preciosity in 1659, and therefore, 1t
was not the object of Molibre's buffoonery., 1In his preface

to his "Précieuses ridicules" Molidre asserted that i1t was the
précieuses of the Provinces that he was satirizing, and not the
"resal précieuses" of Paris., He admonished the so-called

"real précleuses" to understand that he was their friend, that
he believed in them and wanted them to believe in him., This
type of commitment was quite in harmony with Grimarest's



assertion that Molikre had performed "Les Précieuses" for
years in the Provinces. It has been rather hard to accept
anything that Grimarest had to say about Moliere. La Grange,
s personal friend of Moliere for yemrs, disagrees with Grimarest
on the matter of the first presentation of "Les Précieuses
ridicules.” The former has tried his very best to avoid any
mistekes in connection with the )lays of Moli®ere. In his
register he lists "L'Etourdl" as "la premid®re," "Le Dépit
Amoureux" as "la deuxieme," and in the preface of "Les Pré-
cieuses ridicules," "la troisieme." If La Grange's report is
correct, and the investigator believes he is, Moliere's claim
to omission of the préciecuses of FParis in his satire is open
to & great deal of suspicion. He had returned to Paris a year
before his famous play was performed. Besides, the comedy it~
self proves that the précieuses of Paris were included among
1ts vietims, It was from Paris that the evil was coming.

From 1652 Mlle de Scudery had been the leader of the "précieuses";
she had acquired a great popularity as a writer of hig:flown
sentimental love-romances, unusual in their incidents, their
pseudo~-psychological portraiture, couched in the new ultra-
refined jargon which was destined to be extremely witty. Mo-
li%re had decided, above &ll, to make fun of this wit, a wit
that could be learned without the least bit of intellectual

epplication. Moli®ere, a lover of what was netural and of the

things based on comuon sense, hated all insincerity, whether



it was found in the city or in the country, whether among

priests or among laymen. In his "Précieuses ridicules" he

presented a literary criticism, ailmed at superficial speech,
and his criticism reacted effectively against highflown language
wherever 1t was spoken, whether the place be Paris or the
Provinces, Therefore, the writer is of a strong opinion that
Moliere certainly included in his thinking "l'esprit précieux"
which existed in Paris as well as that which lived in the
Provinces when he wrote his "précieuses ridicules,”™ When he
salid in his preface that he objected to "false nrécieux”

and not to the "real précieux," his assertion was a mere naetter
of policy. Such a declarstion served ;s & tactful stroke on
his part, destined to provide insuresnce against his bitter
critics, whose resentment was ever mounting. However, Moli®ere
believed in nature., He believed that 1t was natursl for a

cat to run after a mouse, whether the scene took place in a
palace or in a barn; that it was natural for hound to run safter
g rabbit, whether the scene of action took place in the city

or in the country. Mollere hated preciosity as strongly as

a cat hates & mouse, or a dog hates & rabdit, Since it is
naturel for those animals to run down the objects of their hag-
tred, it was equally natursl for Molidtre to pursue the object
of his hatred, whether the scene took place in the Capital

city or in the Provinces., It seems that the characteristics

of Cathos and Magdelon's were taken from the "Grand Cyre™.
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Magdelon's ideas of marriage seem to have found their origin
in the came novel,

Finally, the writer believes 1t 18 erroneous to
assert that Moli®re had a grudge asgainst "salons" as such.
They had served a good purpose and were quite worthy of their
places in society and literature. They had succeeded in purg-
ing the French Language of the coarseness which it had inherited
from the armies and court of Henry IV. It 18 safe to say that
he satirized preciosity in the French capital as well as in the
Provinces. He was most certainly oprosed to the "salons" of
Mlle de Scudery and her high-flown speech gnd mannerisms., In
his "Précleuses ridicules” he satirized anything that resembled

literary hypocracy---"esprit précieux", Here he continued &

work begun by Pascal in his "Provinciseles."

«0=0=0=-0~0~0~

D. -~ "Les Précleuses ridicules”" as a farce.

Moli®sre made his "Précieuses" 1a farce, and that
was the way it was presented the first time 1t appeared. There

was an interim of fourteen days betweenthe first and second

1., On the occasion of its first performance, Molitre called
his play: "Les Préwieuses,”" but since its second appear-
ance, 1t has been called "Les Précieuses ridicules,"--

Lafenestre: MOLIER%®, p. 31,



-32-

presentations of this play, which has caused some speculation,
One school of thought holds that the great success of hisg
play led Moli'ere to change it from s farce to a comedy because
he did not wish to see the fun that had beencreated attain a

1 Someize,

tone that would have been too low and uncouth,
in his "Dictionnalre des Précieuses," says that the play was
suspended while a copy of it was being sent to the King, who
was in the Pyrenees, A third opinion holds that between the
two performances of his play Moliere revised it so that the

farce became s comedy, thus, 1t was rendered less offensive

to the "real précleuses.”

In form the "Précieuses ridicules" remained a farce,
In the first place, the actors gave thelr stage names to the
roles they created, and that style was very characteristic
of French farce, The manners and costumes of the actors were
typically farcical. Molisre, creator of the role of Mascarille,
wore a peculiar looking suit; his hat was far too smell for
his head, and on his hat he wore a feather that was long enough
to reach the floor every time he made one of his famous bows,
It 15 bellieved that Moli®re wore a mask while playing this
role. In aneffort to offset Moliere's satire against the

exquisites, his enemies nicknamed him "Mascarille, the clown."

l, Michaut: LES DEBUTS, p. 32.
2., Palmer, John. MOLIXRE, Brewer end Warren, Inc.,, Néw York,
1930, p. 150,
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The effect of enemy action against Moli®re can be readily
appreciated by the fact that the playwright abandoned forever
the Mascarille and replaced that Character with Sganarelle.
Another element of farce in this »lay is the use
Moli®re made of exaggerated representation of the ridiculous.
vhen the dsughter and niece of Gorgibus offered their object-
jons to having a suitor begin his conversations with them
with marriage as & theme, the stern o0ld man retorts: "Et par
ou veux-tu donec qu'ils debutent? par le concubinage?"” When
Magdelon, his daughter, suggests that he put aside his vulgar
speech and learn "bemutiful alrs,”" he answers with rashness:
"Je n'al que faire ni d'air ni de chanson.” Here Gorglibus made
innocent use of a double pun, which fitted nicely into the
verbal conflict, and carried with it the double dose of sarcasm
which Koli'ere intended for the whole scheme of "Preciosity,"
Everybody gave him a hearty laugh while no one lost sight
of his sincerity, which represented a worthy contrast to the
foolish 1deas of the two young women, In scene III, Gorgidus
gives another example of his comic behavior when he spouts
out with the following hyperbolic statement: "Dites-leur qu'
elles descendent, C(Ces pendardes-la, avec leur pommade, ont,
Je pense, envie de me ruiner., Je ne vois partout que blancs

d'oeufs, lait virginal, et mille sutres brimborions que Jje ne

coanais point."
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"Les Précieuses ridicules" does more than ensering
the general definition of farce., It 1s & direct descendant of
the French medieval farce, because 1t is a scene rather than
a complete play. The medieval farce sometimes assumed the
form of an embryo comedy of manners, and even contained germs
of satire; and, "Les Précleuses ridicules" followed that pattern
very closely. This play is also farcical in the ordinary
modern acceptation of the term, that 31s to say, it employs
exaggeration in order to arouse laughter, Nothing could be
more comical than the two valets who counterfeited thelr
mgsters who had just been ejected from the same house by the
same young women who now entertain and enjoy the company of
the valets. This situstion gives an underlying comic basis to
the immortsl scenes (IX and XI) which constitute half the play.

The presence of the Mascarille also introduces an
element of farce to this play. The mascarille as & character
had existed on the stage for a thousand years, but he had never
existed in real life, The word "mascarille” 1s Spanish in
origin, invented by the Greeks, borrowed by the Romans, and
passed down through literary history to Italians, from whon
Moliere adopted it, It is interesting to note that Wascarille
represents one of Moliere's most notable creations. He was
fond of flowery lenguage, and was especially gifted in the
tricks of rhetoric. In all Molikre's plays where the Mas-

carille appeared, he retained the trailts of the clever,
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intriguing, valet which was characteristic of the ssme figure
in Italian plays.
In 1660 Mlle de Jardins brought out her famous

"Réeit en prose et en vers de lan farce des Précieuses.” It
must be noted with great importance that she called this play
a farce. In her "Récit," Mlle., de Jardins gives the story of
how the young men were received into the home by Magdelon and
Cathos., That scene, of course, fails us in the standard edi-

tion of the play.
Finally, one must agree that "Les Précieuses ridicules"

answers the description of a pure farce withregards to its
length, its composition, its employment of exaggeration of the
ridiculous, and its burlesque. However, the play is made of
rather firm "stuff," which earns it the right to be classified
with the playwright's real comedies. It numbers among Moliere's

most popular plays, and the subject of it never grows old.
«Q=0~0=0=0=0=0~

E. - "Les Précieuses Ridicules” a8 a Comedy of Manners,

When Moli®re printed his play he called it "une come-
die." In the preface of his Registre of 1682, La Grange says:
En 1659 M, de Moli®re fit la comedie des PRVCIEUSES RIDICULES."

The same writer referred to "Les Précleuses Ridicules” as la

troisieme plece nouvelle de M. de Molidre,




",egs Précieuses ridicules" opened a new chapter in
the history of the comic theatre., It was in style, treatment
and substance, for all its sli htness of texture and brevity,
the most profoundly original comedy since Aristophanes. It
was not an imttation of any literature, and a previous pattern,
model, or school cannot be found, The element of surprise
did not play & majoxr role in its success, It did not depend
on theatrical situations and complicated plot. Though the
play contained many elements of farce, the interest of it lay,
not in what hapsened, but how the charscters conducted them-
selves, Gorgibus introduced a long line of stubborn, silly
city fathers, He was typicsl of all those who followed him,
In ecene IV he expressed his determination to be a "tough"
father a8 he says: "Je veux 2tre maitre absolu,"

He wunts to be master of his whole household, in-
cluding the young women's wishes, tastes, menners snd be-
havior. Molisre was opposed to that type of smutocracy, and
he makes Gorgibus suffer at the hands of his daughter and
his niece. This 18 realism in 1ts purity.

In "Les Précleuses ridicules" Molikre thrusts a
mirror in the face of society, and the seamy side of life was
exposed, Each word and each gesture were true, not only in
the case of affectation of thet day, but also in the case
of affectation of any day, or of any period. Technically speak-

ing, the play, in substance, was n comedy, and in form, it
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was a farce., However, the substance of the play prevails over
the form, It s undoubtedly s comedy of manners. Its appeal
lay in the falthful portrayal of the "précieuses” and their
undoings and punishments. In writing this play, Moli®kre freed
his comedy from the classic mask, and presented the first of
his comedies of satire sgnd observation., Among the victims of
his satire were the ignorant and conceited noblemen, the fopnish
young gentlemen, and his rival actors. The Mascarille himself
was a burlesque of the marquis, and though Moli®kre drops the
Mascarille after the "Précieuses ridicules,” he continued his
satire againgt the marquis in "L'Impromptu de Verseilles,"

"La Critique de L'Ecole des Femmes," snd "le Misanthrope,™

A typicel example of this satire is found in the following
statement: "Les gens de qualité savent tout sans avoir Jamais
rien gppris," Finally, this play is an importent document

for the history of social and 1literary movements, called
"Préeiosity.” It presents & painting of the customs and ideas

of that day, and ridicules the same thing.

F. - Contrast Between the Characters of Magdelon and Cmthos,
and between those of Mascarille and Jodele®, .

It 18 evident that the two young women in question

were silly, unpolished,and deserved to be punished, 0% the
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two young women, Magdelon was the more affected. She was the
deughter of the landlord, and thereby assumed the lead in the
matter of hitting the paternal authority of her father. She
always took the lead in expressing the 1deas of the affected
ladies of her time. On the other hand, Cathos was timid, ana
confined her role to one of imitating her more assuming cousin.

When Magdelon loses her head and shouts to her father:

"Et quelle estime, mon pekre, voulez-vous que nous
fassions du procédé irrégulier de cer gens-la?"

her meek cousin follows with her outdburst:

"Le moyen, mon oncle, qutune fille un peu raison-
naire se put accommoder de leur personne?”

Further along in the story Madgelon vehemently accused her
fether of gross coarseness and vulgerity of speech when he
expressed her approval to marriege among young people, She
hoped to learn at some future time that Gorgidbus was not her
real father, and that a more refined man would come along and
claim her as his daughter. In that opinion, she made it clear
that she preferred to be the illegitimate daughter of a
"précieux" than $o be the legl timate daughter of a block-
head, such as Gorgidbus repressnted. Cathos srt quietly,
listening to the whole conversation, and when the heat of it
hed finally subsided rufficiently to permit hLer to oreak, she

made her usual contridution by saying:



"En effet, mon oncle, ma cousine donne dans le wvrai
de la chose."

Magdelon asked her father to refrain from calling
them by their given names, and to call them by names that were

more noble, Cathos endorsed this suggestion too while crying

out:

"Il est vral, mon oncle gqu'une oreille un peu delicate
PAtit furieusement A entendre ces mots-lhk, et le nom
dé Polyxene que ma cousine a choisi......"

And, after Marcarille and Jodelet had pushed their
ridicule to all extremes, and when the former requested the
young fools to touch scars on his body whieh he had received

in battle, 1t was Magdelonbho led the retrrat by saying:

"Il n'est pas nécessalre: nous le croyons sans y
regarder,"

Cathos promptly followed her cousin's lead, and in
like manner refused to touch the scars. When La Grange and Du
Croisy reappeared, stripped and whipped their two lackeys in
the presence of the two young women, it was Magdelon vho proved
that affected women could readily speak the vernacular of the

common people when she shouts in dispair:
nJe creve de ddpit."

In short,both young women were "bluffs," but Magdelon

was to blame for most of the nonsense that took place in the



house, It was she who led the di scussions, protected affecta-
tion, and set the stage for the noturrl punishment that was
due all "précieuses." Likewlse 1t was she who received the

heavier dose of the final humiliation.
There 18 also a difference between Jodelet and WMas-~

carille. The former succeeded in inventing a few witty
expressions, but they were not too cleverly done., He did not
trust his imagination to a great extent, However, it must

be remembered that the man who ereated this role was seventy
years of age, a fact which might heve dulled his wits Just a
little. On the other hend, Mascarille was witty, clever, smooth
and comical. Though he was & gervant, he had lofty ldeans,

He wanted to become a marquis, or at least & person of impor-

tance. He took great pride indisplaying his originality, which

may be resdily seen in his assertion:

"Tout ce que je fais me vient naturellsment,
c'est sans étude,"
All four of the cheracters under discussion, played
thelr part magnificently well. ZXveryone said the right thing

at the right time to bring out what Moli'ere was trying to do,
namely, to satirize a literary fad. It is true that the

audience is8 likely to he unsympathetic with the young women
from the start, but the punislment they recelve at the end

of the play makes everybody completely satisfied.
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CEAPTER II

L I i i

"L'ECOLE DES MARIS"

One has often heard the report that "When it rains,
i1t pours.” Molidre was a witness th that statement long before
he was a famous writer. While he wag still in the thick of
his fight with his enemies over his successful presentation
of "Les Précieuses Ridicules"™, he found himself confronted
with the meanest difficulty. On Cetober 11, 1660, he was
rudely shocked to learn that M. de Ratabon was supervising the
demolition of the Petit Bourbon, Molidre's only theatre, to make
room for the renovation of the Louvre. The contractor had not
taken the troudle to inform Molidre of the Royal plans to
enlarge the former movie house. ILouis XIV, to whom Molidre is
greatly indebted for his success as a dramatist, came to the
rescue of the recently developed playwright. The King assigned
Molidre to the Salle du Palais Royal, a loocation which became
the permanent home for Molidre and his group until hie death
in 1673. The group entered its new home January 20, 1661, and
Molidre's newly written play:"Sganarell® ou le Cocu imaginaire,”
wag the center of attrasction during the inaugural ceremonies,
On February 4, 1661, Molidre presented his "Dom Garcie," his
firet and only unambiguous failure. He tried in vain to force

the public to appreciate his latest efforts, and when his seventh



performance brought him only seventy livrrs, he decided to
glve up the play as a lost cause., By that time, his admirers
were staylng asway from his performences in lerge numbers,
Something had to be done to bring the crowd back, Molikre
tried several light farces, but vithout success,

On June 24, 1661, he presented for the first time,
"L'Ecole des Maris," With this play he succeeded in regaining
his popularity which he held for the rest of his life,
nL'Ecole des Maris" igs usually listed as one of Molid®re's
minor comedies, and minor it may be; but, it is certainly not
of minor importance., This play merks a decided advance towards
his goal, that is to say, towsrds social comedy, hased on
observation and having a morsl purpose, In the first place,
it 18 o thesls lay, a fact thet mekes 1t s comedy of charac-
ter, and it has the distinction of being the first play of this
type that was ever written by Moli®re. Thus, at the age of
thirty-nine yesrs, he produced his first comedy.

The theme of "l'Ecole des Maris may be stately simply:

".e who violates the laws of nature shgll suffer the

consequences, "
The story centers around two old men, both of whom have defi-
nite, but distinct 1dcas adbout obtaining good wives, Neither
of them had enjoyed extensive experience in that field of
endeavor, therefore, each wss making full use of his own trial

and error method., Ariste was the forerunner of the modern libe-



ral husband, who wants his wife to go places, to see things,
and to do things. His brother, Sganarelle (a newly formed
character designed to replace the older character Mascarille,
abandoned by the author) was a jealous, mean, tyrannical type
of being, Both men had the pleasure of rearing their wives,
and 1t was up to them to employ methods best suited to such an
undertaking. Each man represented a different school of thought,
Ariste, through his kindness and reasonable indulgence, secures
the affection of his student, Leonor. He expresses his desire
to continue his policy of liberslity after his marriage, He
wante his wife to wear pretty clothes, tailored according to
the latest styles; he wants her to have an attractive home,
well furnished, and well kept. It would have been & source of
joy to him to see his wife a member of the most famous soecial
clubs, civic lesgues, and welfare societies, He belongs to that
group of men who believe in a liberal education for women,

He would haeve sent his wife to college and permitted her to
teke her place in the professional world. Moliere does not
say that Ariste is a nice looking man, but one may easily
judge that he likes nice things for himself because he wants
his wife to have nice things, He 15 an embodiment of pleasing
personality, and though he 18 a man of sixty years, he 1s
rewarded for his kindness and good nature by being permitted

to marry Leonor,
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On the other hand, his brother Sganarelle ig8 a sus-
picious, evil, bully, who calls his brother a fool and pre-
dicts that the latter will see his own misteke, and will thereby,
be & much wiser person, Sganarelle promised to devote all of
his time to directing the life of his wife. He thinks the
best way to have a faithful helpmate is8 to keep her in the
darkest ignorance. Her dress was to be made of black serge,
and it was to cover her as far as her shoe tops. Her days
were to be spent in the home where she would devote hersel?
to knitting, patohing, washing the linens, and watching the
children.

It 18 easy to see how Sgenerelle would turn the hands
of the clock back into the sixteenth century, while Ariste was
really announcing the twentieth century., That space of time
represented by the difference between the two dates Just men-
tioned will serve to point out the great di fference of tempe-
rament thet existed betveen the two brothers, In matters of
enlightenment Sganarelle was four centuries behind his brother
Ariste. He lagged almost as much in the matter of intelligence,
While Ariste was winning his wife through his indulgence, Sgana-
relle was driving his love into the arms of a rival, through
his own stupidity and stubbornness. He was possessed of &am in-
feriority complex, and was completely contemptuous of human
intercourse, Sganarelle presents the same type of bitterness

gnd misanthropy that characterizes Alceste. He is the first
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of Molisre's masterpiece of comic portral ture, ¥He brings about
his disgrace by the eagerness with which he desires to exult
over the disgrace of his brother. He possessed a mind which
rendered him incapable of learning from his own mistakes. He
had put his system of education for wives to test and 1t had
failed, but the fallure, instead of convineing him of his
mistake, merely confirms it. Sganarelle is what the investi-
gator cells a static character, that 18, he 18 the same thing
at the end of the play that he was at the beginniig of it.
Life's experiences have no erfect on him or his philosophy.
His extravagant absurdity towards the close of the play is a
logical consequence of the fixed ideas and emotions by which
he is inspired., Though foolish and distasteful, Sganarelle
18 deeply in love with lsabelle, the testimony of which falls

from his own lips when he 8says:

"J'gurgis pour elle au feu mis la main que voildx."

Sganarelle 18 the only flesh and blood character in
the play, says one critic, 1 fhe investigator is of the
opinion that Sganarelle 18 Moliere's first great character
study. He takes his place along side of Alceste, Dom Juan,
Tartuffe, Harpagan, Argen, and Toinette, Ariste, the gentle,

courteous, character is little more than a foil to hiﬂbrother.

1. Tlley: MOLIERT, Cambridge Press, King's College, p. 73.
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Isabelle, the tricky young lady, is the forerunner of Apgnes
of "L'Ecole des Femmes," Likewise, Valere i8 forerunner of
Horace in the same play. Leonor is the apostle of good sense,
or the reward received by Ariste for his liberal Jdeas.

There 1s very little philosophy in "L'Ecole des
Maris." Modern psychology had not teken its place among other
sciences, thus Moliere was unfamiliar with the intrigues of
the more complex 1life as 1t is known today. The play is
filled with common sense, and that was what Moliere wanted.
He was interested in solving a current problem among his con-

temporaries, The two opposing forces in the pley are freedom

of women versus subordination of women, The first concept won
the struggle. The play itself did not dring more liberty to
French women. It was not until two hundred years later that
women in any part of the world began to enjoy total liberty,

as i1t was suggested in "1'Bcole des Maris.,"

Critics have been very generous in their assignment
of possible sources for "L'Ecole des Maris." The central idea
of the play, contrasting two different systems of education,
based upon indulgence and severity, comes from the "Adelphi™®
of Terence, There is no doubt as to Moli®re's having read

Terence while the latter was a student at the College de Cler-

mont, where he excelled in classes of Latin, Besides, Moli®re

chose Terence a8 his most worthwhile sncient model. It should

be noted that Terence presented a story touching onthe educae-



tion of boys, & fact which mey be easily understood, because
the education of girls and young women di1d not give anyone too
much concern during toe life of the Latin author. Education

was something reserved for men, and only the best minds were

&iven e chance to obtein training in the more specialized

fields of endeavor,
In the third "Nouvelle" of the third journée of the

"Decameron,” Boccacio gave a story of a married woman who had
enjoyed the misfortune of having fallen in love with a noble-

men, Boccaclo's work inspired Dorimond to produce hig "La

Femme Industrieuce,”" the theme of vwhich may be stated as
follows:

"However much one may watch s woman who 3s in love,
he cennot hope to successfully thwart her plans,"

In his "Discreta ananorada," Lope de Vega had used

the ssme theme. In the Spanish thratre, such themes were

based on the old "honor code," which made the plays of Lope

and Calderon immortasl., In these plays, there is usnally a

noble husband who is forever jJealous of his honor after he

hes married some upright young lady. It i1s interesting to

point out that in these plays, the man in question is never

jeslous of his wife, He is always concerned with having her

meke his neighbors think that she is falthful to him; and if

she 15 ever sufficiently mbsent-minded to cause th~ nelghbors
to think otherwise, her carelessnese causes his honor to fall
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siek, In such cases, the wife's blood remains the only cure
for "sick honors". From the previous lines of this paragraph,
one can eusily see that these themes are tragic, and'the
pPlays were acted a8 tragedies. On reading Moli®re's "IL'Weole
des Maris," and his "L'Ecole des Femmes," it 18 easy to sense
in them the tragic elements that have successfullyinvaded thenm,
though Mollsre's plays were written and acted as pure comedies.
Sganarelle and Arnolphe are most pathetic characters. The
investigator thinks that Moli®re received his main inspiration
from the production of Dorimond, rather than from Lope de Vega.
Moliere takes his second act of "IL'Ecole des Maris" from Dori-
mond. -Likewise, he took one of his heroines: Isabelle, from
the same author,

Another source assigned to Molire is Boisrobert's
"La Folle Gageure." It is thought that Moliere took the
moral for his "Ecole des Maris" from that source,

In 1643, Antonio Hurtado Mendozs wrote "%l Marido

HasceMu)er," It was from that play that Moli®ere took most of

1

the substance for his play, namely: the first and thirds acts.

It was from &endoza that Moli®ere copied another of his great
heroines, Leonor., Mendoza's play tells the story of two
One of the brothers is gene=-

The

bro thers who married two sisters,

rous, and the other is brutal suspicious, and hateful,

10 nj Chaut: LTS DEBIITS. P 1150
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former brother wins the love and esteem of his wife while the
latter drove his wife mad by means of his cruelty,

Molibre modified all his models so as to make them
sult the tastes and stage of the French people, In other words,
he took Latin, Ifalian, and Spanish originals, blended them
into a workable theme, which he transformed into a picture
of contemporary French manners., For him, 1t 18 no longer a
question of writing French farces, even in verse, but raal
comedies, Instead of using two newly marri ed women to play
tricks on thelr equally new h.sbands, according to traditional
patterns, he used two unmarried women, whom he placed in a
situation that was rather common in French 1ife, Thanks to
his newly developed genius, the situstion and the personnages
of "L'Ecole des Maris," blend exceptionally well, It repre-
sents s vivid picture of the customs of Molisre's contemporary

Sganarelle, along with Gorgibus of "Les Précieuses
Through the

soci etyo
ridicules,” 18 a partisan of outmoded customs,

dislikes of those men one is able to see a perfect outline of

the sociel life of the time, with i1te balls, assemblies,

and entertainments. Not only do these men scrve as eyes through

which one can see a plcture of local customs, but they also

present character sketches of the people of their times, From

the first scene one is eble to note the d fference between

the two brothere: the wicdom and consideration of Ariste, anad

the egoism and vanity of Sganarelle, These differences are
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noted in the fay before the facts are presented. Rach charae-
ter of the piece plays his role so well that there is no room
to doubt that "Ecole des Maris" 3s s true comedy, Besides
painting characters and contemporary customs, this play causes
one to think deeply. It furnishes a strong contrast to the
virtues of a farce which serves only to give passing amusement

1l
and relaxation., Michaut = asserts that the ;lay has three

theses:

1, - How should a young women be reared?
2, - What liberties should be granted a married woman?
3. - What 18 the rule of conduct for men living in society?

The inveatigator is of the opinion that these three problems

vere asttached by the two opposing brothers, and soled by the
two women. Sganarelle would hold Isabile as & sémi-prisoner,

enclosed in a country house, closely supervised. 2 Ariste,

on the other hend, would permit Leonor extraordinary liberty.

Sganarelle will use, or one may more properly say, abuse his

authority as a tutor to marry Isabelle without taking the

trouble to seek her approval., Ariste thinks that severity

and constraint will do very little to cause women to be faith-

ful to their husbands, He adds, that, the only means by which

a men can hope to earn his wife's loyalty presents itself through

1. Michaut: LES DEBUTS, pp. 123-130,
2. Tilley: MOLI ERE, Cambridge University Press, 1936,

Chapter 1II,
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his ability to win her whole heart. He adds that women should

enjoy full liberty of will. In short, Sgenarelle would watch
women always. Ariste would give them complete freedom of expres-
gions in every matter, That is the way the two brothers answer

the first two theses listed above. As to the third one Ariste

hag this to say:

"TouJours au plus nombre on doit s'sccommoder
Et jamais 11 ne faut se faire regarder,

L'un et 1l'autre exces choque, et tout homme bien sage
Doit faire des habits ainsi que du langage,

N'y rien trop affecter, et sans empressement

Sulvre ce que l'usage y fait de changement.

Mon sentiment n'est pas qu'on prenne ls methode

De ceux 3u'on voit toujours rencherir sur la mode,
Et, qul dans ses exces dont 11s sont amoureux,
Seralent féchés qu'un autre eut ete plus loin qu'eux,

Mals je tiens gu'il est mal, sur quoi que l'on se fonde,
de fulr obstinement ce que fait tout le monde,

Et qu'il vsut mieux soufrir d'2tre au nombre des fous

Que du sage parti se voir seul contre tous,"
Moli'ere follows this same line of reasoning through Philinte
in "le MSsanthrope.” It 1s evident that, while making that
long speech, Ariste becomes the first example of Molidre's
"ral sonneurs," in whose mouths he puts words that express
his personal opinions. The "raisonneurs" appear in practi-
cally all the rest of Moli®re's plays.

The author of this study pointed out earlier in

this chapter that "L'Ecole des Maris" has very little phileso-
phical merit. Ferdinand Brunetiere 1 pelieves the philosophy

haut's

1. The quotation from F, Brunetiere is taken from Mic

LES %EBUTS. P. 126. The investigator has been unable to
procure a copy of Brunetiere's work.
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of the play i1s nature itself. He nsks: "Shall we attempt to
force nautre, or to constrain it, or to discipline 1t?" He
answers his own question this way: "If so, we run the rick
of reaching the same fate that was Sganarelle's in connection
with Isabelle,"

It 18 common knowledge that nature will take its
course. This is particularly true in the case of the lower
animals; but 1t does not hold toolstrongly in the case of human
beings, because they are equipped from birth with a complex
nerve system which makes them adaptable to any type of civili-
zation. Due to his complex mental and physical structure, the
human being is not dependent upon patterns of behavior set up
by nature, &s is the case with the lower animel, The behavior
of persons cen be directed and redirected almost at will at
any period of a life time, In other words, the behavior of
& person 1s the result of a learning process, while the
behavior of most of the lower animals is based upon patterns
which psychologists call "instinets," or "natural urges."
Since those things appear to be true, the writer holads
that it ie always possible to change a person's behavior or
conduct without violating rules of nature, It is natural
for a man to become angry wken things are not operating
gccording to his wishes, but education will teach that man

to not lose his temper. Besides, social codes enter into

the equation of human behavior. In some localities traditions

forbid marriage between old men and young women. In such
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a locality the merriage between Leonor and the gld man, Ariste,
would have been called unnatural, =a disproportionate mateh.
In other localities such a matech would be quite conventional,
In any case, or place, it is always well to temper rules
with common sense, and that is what Moliere believed. Common
sense forms the basis for sll his philosophy. He believed in
what one may call today s "middle ground." Lccording to this
theory, one must not be too liberal, nor too conservative,
It is desirable to correct faults in the youth of the nation,
end occasionally men's wives need to be checked. However, women
arc human beings and citizens of their countries, therefore,
they are entitled toevery right and privilege enjoyed by man,
Though "L'Ecole des Maris" is a true comedy, it
contains several elements of farce., This is true with respect
to all of Moliere's plays, In the first plece, the subject
itself is farcical, and the name of one of the main charsc-
ters 18 also farcical: Sganarelle., The deceived tutor in
the play and the denouement of the play rre both becoming
to the regular farce. Valere and Ergaste come on the =tage
and find Sganarelle talking to himself without noticing them,
a situation which is a conventional piece of farce, In spite
of these traits of exaggeration, crities have seen fit to
list "1'Ecole des Maris" among Moliere's most famous plays.
Vise said the subject was well conducted, and added that had

the play been written in five acts it would have been in
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rosterity to the "Menteur™ nnd "les Visionnaires."

A few critics attack the morality of "1'®cole des
Maris.” It must be confessed that Isabelle appears to be
slightly more tricky than the average young woman. She tells
lies with the skill of Ananias. TWaguet 2 condemns Moli®ere
for his having made the beautiful Leonor marry a liheral old
man who had already celebrated his sixtieth birthday. He
insists that the story is fslse in every respect, and adds
that it is only in bed-time stories that one may find a
beautiful young woman falling in love with a man who is
go far advanced in age. The same author wonders 1f Moliere
is thinking of his own domestic affeirs when this play
1g under his pen. Faguet insists that a man of sixty years
of age is not rational if he marries a young lady who is
only twenty years of age. However, that 1s the only faalt
the crific finds in the play., He adds that this is one of
Moliere's best construeted plays and declares that the

denouement of this play is the best in the Molieresque

theatre.

)
Another eritic, M., Lefranc 8ay8:

"Le seng caché de la piece doit concorder avec la
passion tres vive qu'il éprouvait & ce moment pour
Armande, et d'autre part avec hésitation qui accom-
pagnait ses projets de marriage. Molibre l'avait

1. "Nouvelles nouvelles, Collection molieresque, "p. 26
2. Faguet: EN LISANT MOLIERE, pp. 26-28.
3. REVIE: DES COURS, 1907, 1908, I, 107.



en effet h moitié dlevée et 11 y avalt entre elle

et lul, de ce chef, comme un obstacle inquiétant.
Armande était d'environ 20-ans plus Jeune que le
poete; elle mavait pour lui l'admiration, peut-2tre
de 1'estime, de l'amitié, mais nas d4'amour ..,;

on peut croire que "l'Ecole des Maris" eut précise-
ment pour but de grouver qu'une solution favorable
de cette difficulté était poesible; un tableau sédui-
sant de la vie d'un ménage analogue & celul que
1'auteur allait fonder s'y trouve trace et la possi-
bilité de l'amour l'un pour l'arutre de deux 2tres

di Pférents d'Age y est démontrée, malgré les obstacles
que font surgir la Jjalousie et la famille, Il ést
certain qu'Ariste, qul est plus gue quinquagénaire,
est le porte-parole de Moliere, D'autre part, on
pense que la famille de Molikre avalt encffet falt
obstacle B ses projets de marrisge, peut-2tre aussi
y eut-il momentanement, de 1'hostilité de la part

de Madeleine Béjart. "

The investigator has found nothing in the Play
itself or in the criticisms of other investigators which
leads him to believe that there is gny eridence of Molikre's
personal affairs existing in "1'Ecole des ¥aris." The pre-
gent writer doubts that such terms as "sentiments," "confi-
dences,™ and "sens eache,™ have significance that goes any
farther than the content of the play ftself. MNoliere did
not play the role of Arirte, dbut that of Sganarelle, This
fact does not prevent Ariste from being the mouthpiece of
the author, any more thsn his playing the role of Argan in
"Le Malade imagineire," prevents Bernlde from being his
mouthpiece in the latter plece; but i1t does seem that had
his own future had been wrapped in the play he would have
played the part of his own philosophyy. It is asserted that

Moli®re was medly in love with Armande from her infancy,
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but there are no r-al establiched facts to justify such Dbelief,
If Moliere did not realize happiness from his marriage at
once, no one is in a position to know the facts in the case,
If Moli'ere reared Armande, there is nobody around who has
first hand knowledge of it., If Armande married Moliere
without loving him, there is s8till nobody to give facts in
the case, For the saske of an srgument, one could assume

that Armande did not love Moliere very long after their
narriage; that wouwld not prove that she d4id not love hin when
gshe sccompanied him to the altszr, If Armande mistook admi-
ration, reconnasissance, estime, or friendship for love, she
was not the first women to mske such a mistake, and she
certainly was not the last one to make it, If there were
examples of jealousy and other Aifficulties hetween Molibre
and Armande, there is no record of it which dates to the
writing of "L'®cole des Marigs." 1In short, there is nothing
in "1'Ecole des Maris" that Justifies the belief that Moliere
was writing a sort of autobiography. The relation between
Ariste and Leonor does not correspond to tﬁe relations
recorded as having existed between Moliere and Armande at
that time. It seems ridiculous to assert that while writing
this play, Moliere was trying to persuade Armande to marry
him, end &t the seme time, to 1llustrate what ke would permit
her to do after their pruposed marrisge. Armande hal been

in company with Moliere all her life; she knew whst he thought
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and what he believed. At the age of twenty, she was certain-
ly old enough to be able to make her own decisions without
having to be influenced by something put on the stagre. iven

if she witnecsed the earlier presentrstion of "l'Ecole des

Maris," shekew that Leonor was only an imaginary cheracter,
Armande had s;ent most of her 1life in the company of agetors
and actresses., She knew most of the answers by 1661.

In conclusion, the writer believes that "1'Eecole
des Maris" does not reflect on the private life of Molitre.
The playwright had just suffered seversl finencisl reverses,
beginning with his "Don Garcle,”" and his noney w-«s definitely
low. He had to do something to earn his badly needed bread,
His followers had forsaken him and his troup. He had to
present a good play in order to bring them back, and he
elected a theme that had been popular on the stage for
centuries, liis popularity haed dropped to such noint that
he was forced to succeed in this play, or to give up play-
writing., e did succeed, and by this success he established
himself forever ass one of the world's best comedy-writers,

e produced his first thesis-play. If Michaut is correct
the play contains three theses, namely:

n]l,- How should a young viooman be reared?
2.- “hat liberties should be granted to a married woman?
3.- What is the rule of conduct for men living in sgoclety?

Moliere solves &ll three problems. Ye believes that young

women should be granted great liberty of choice and exercise
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while they are growing up. He suggests no restrictions in
thet connection, That 48 the answer to question number one,
As to question number two, he would permit the woman to
cortinue in her life of freedom after her marriage,

His answer to question number three, csserts that
men should follow the course of nature, take their cues
of life from the codes of contemporary society, He lLated
all extremities, whether they reprezent good or had quslities
in people. lie would have men to so conduct themselves that
it would be easy for sll other men to vork in peace and
harmony with them,

Finally, had Moli®re retired from the stage after
the production of "l'Ecole des Maris,” he would have still

deserved s high place among the great drematists of the

world,

-0-0-0-0-0~0-0~



"L'ECOLE DES FEMMES"

Near the end of the year of 1662, Moli%re presented
his eighth play,1 "L'Ecole des Femmes." This play reprasents
his seecond example of high comedy. On writing this play,
Molidre oompletely leaves the category of pure farce-writere,
where he had been classified heretofore.{and:rightly so) and
becomes a part of the great comic poets. "L'Ecole des Femmes"
18 Molidre's first comedy in five acts.®

The theme of this new play is practically the same
ag the one treated in "L'Eecole des Maris," that is to say:
"The failure of an old man to win the love and affections
of his ward, whom he had tried to bring up according to a
system of repression and seclusion.” In both plays the ques-
tion 1s whether a liberal and indulgent plan of education
or a narrow and repressive one is likely to make the best

type of wife. This play may be said to have two theses:

1. La CGrange oalls it the seventh play, becsuse he dis-
regarded "Dom Garcie."

2. In the seventeenth century only a piece in five .cts,
written in verse, was considered worthy of the name of
regular comedy.
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l. - How shoild a young woman be reared?
2. - Should an elderly man marry a young woman?

The working out of the plot of this Tley takes the
form of a psychological duel bet:e=n Arnolphe, the olad man,

ond Horace, the young man; and it is by mesns of the con-
versations earried on between these tvwo men thst Molibre
solves the problem, Arnolphe is a new character, created
by Moli®re specifically for this play. He 18 a continuation
of the recently formed character: Sganarelle, who plays

so megnificently in "L'Ecole des Maris." Arnolphe hag some
points in common with his predecessor, Sganarelle, He is
rude, srrogant, self-opinionated, and self-confident., How-
ever, his manners arﬂbetter thon those of Sganarelle; his
social stetus is superior, thanks to Molidre's increasingly
developed genius. He 18 not a nodble although in a spirit of
vanity, he calls himself, after the name of his house, M. de
La Souche, He represents one of the erliest well-to-do
bourgeois , which class is numerous in the theatre of Moliere

later on.

Like so many of Moli're's characters, Arnvlphe is
sbubborn and is obsessed by a fixed idea. !le 1s thoboughly
of the opinion that most wives are anfai thful., This opinion
furnishes the basﬁs for the psychological problem of the play.

He has his own solution to the problem which he expresses

in these terms:
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"Epouser une sotte est pour n'btre point sot......
Majs une femme hablle est un maliveis presage.”

Here Arnolphe heging the discussion of his thesis,
He thinks all hasbands of his acquaintance are silly because

they set themselves to the task of adjusting themselves
to all types of wives. Le gives an outline of the kind of

person he would relect for a wife; a person of little wit,
and one vwho cannot compose verses, ‘e continues:

AL

En un mot, qu'elle soit d'une ignorance extreme;
Et c'est assez pour elle, & vous en bien parler,
De savoir prier DMeu, m'aimer, coudre et filer."

It 18 easy to see that arnolphe 18 more jealous
than wns Sgenesrelle in "1'¥cole des Haris." He wants a
figure for a wife, rather thgsn s woman, The most backward
woman in history would hardly be sble to supply his desirez.
As 1f his previous words were not sufficiently shocking,

he adds more while seying:

"Tant, que j'aimerais mieux une laide bien sotte
Qu'une femme fort belle avec braucoup d'esprit.”
For those words one would like to take = club agnad

chace Arnolphe from the stage. All men like pretty women,

vhether the beauty appears in the foce or in their conduct,
All sensible men want women who are interesting to other
men, though 1t 18 unpleassnt to the husband to find that

a second man is being attracted to his wife, The husband



must have confidence in his wife 1f he is to have a happy
home. Arnophe 18 incepable of such confidence, and can
never have & happy home, a fact that is finally dbrought
out in the end of the play. His friend Chrysalde tries

in vain to dissuade Arnolphe from his path of social bdlind-

ness. The former questions the wisdom of holding o girl

in ignorance, He asks:

"D'avoir toute sa vie une bdte avec soi,
Pensez-vous le bien prendre, et que sur votre i1dée
a slireté d'un front puisse 2tre blen fondée?
ne femme d'esprit peut trahir son devoir;
Mais 11 faut pour le moins qu'elle ose le vouloir;

Et la stupide au sien peut manquer d4'ordinaire,
Sang en avoir l'envie et sans penser le faire, "

In those words one findsthe opposite view to that
of Arnolphe. Chrysalde gupplies the antagonistic force
necessary to the solution of the thesis of the play. He
expresseg the 1dea of a modern man; one who 1s Parsighted
and progressive. In s complex society, no man can mske
a successful bid for existance, or survival 1f his wife
is a misfit, She has to know far more than grinning, knit-
ting, patching, cooking, and loving her husband 1f she is
to be an asset of any kind to him in his profession.
Molisre knew this, and he crused Chrysalde to say this in
order to display his idea of commonsense, and to sup)ly
a firm background for the nonsense of Arnolphe. It is

from this peint that Molikre begins the real development of
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his plot. One character advocates the selection of an
intelligent woman for a wife, Which theory will finelly
win?

In order to develop his plot, Moli®re mekes
Arnolphe extremely obstinate. His friend caennot shake him
because he has absolute raifh in his system and in his
own skill., He laughs at his neighbors and ridicules them
for their ignorance, displayed in their dealings with women.

Chrysalde gives what may well be called the motto of the
play when he says in reply to his laughing friend:

" Qui rit d'autrui
Doit craindre qu'en revanche on rie aussi de lui."

In ecene 3, Act I, Agnes makes her first appear-
ance in the play. It i1s here that one finds her to be dull,
homely and simple., She promises to knit Arnolphe's bonnet
until he returns from a journey which he is about totake.

She has just returned from the convent where she has been
Xept in complete ignorance. In scene 4, of the same Act,
Horace enters the story, and tells Arnolphe of his new
love-affair. He talks with Arnolphe for several minutes
without receiving a comment from the old men, Here he shows
himself to be as silly as / rnolphe would like to have Agnes
be, He tells evefything about his business to the wrong
person: Arnolphe. It is from this point that these two cha-

racters go along developing Moli'ere's plot. It is interesting
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to poipt out that Arnolphe is made to suffer as early as
the fourth scene of the first Act, due to his foolish phi-
losophy. His ultimate defeat is apparent to everybody con-
cerned except to himself,

When the curtein drops at the end of the Pirst
Act, everyone has been introduced to most of the main cha-
racters,

The second Act begins with ctatements coming from
Arnolphe to the effect that he no longer considers Agnes

to be an innocent young woman, but one who has already shown

signs of having deviated slightly from his teaching. 1In
the first scene he makes this clear by the following state-

i
ment:
"Je la regarde en femme, aux termes qu'elle en est; "

Arnolphe's philosophy has already begun to fall., Through-
out the second Act, one can note the development of Agnes
as she progresses from & simpleton to a none-too innocent
young lady. Arnolphe has been away from the house for
nineteen days; he returns and finds his ward in very good
spirits. She informs him that she has not been lonesome

gince he has been away, and that statement forces Arnolphe

to reply:

"Le monde, chere Agnbks, est une étrange chose.”

Then, he informs her that he has heard news to the effect
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that she has been entertaining a young man Auring her
leisure moments, At the same time he expresses doubts as
to the truth of the statements, To his great surprise,
Agnes admonishes him to have no doubts about the mmtter,
because every word he has heard is true! Furthermore, she
is still "too innocent" to understand why Armolphe should

be opposed to her talking to s nice looking young man.
Then, she gives a detailed account of her meeting with the

young man, of what he sald to her, end of what her reactions
were., A8 she spoke Arnolphe grew increasingly uneasy., He
tries to persuade himself that she is still ignorant and
her mistskes are the results of her limited experiences with

people. He was curious to know what had teken place between

Agnes and her new friend when they were finally alone. She
loses no time in .explaining thet Horace had said some very
sweet things to her while they were in private, and above
ell, he had told her thst she wns his first love., On hearing
of that, he wanted to hear more of the story, especially

if there wae anything of caresses in it, Agnes remains

very obliging and gives the desired information to her master:

"0h tant! Il me prenalt et les mains et les bras,
Et de me les haiser 11 n'tatt Jomais las."

These words aroused Arnolphe's anger, and he finally says:

"Balser ainsl les mains et chatouiller le coeur,
Est un péché mortel des plus gros qu'il se fasse,"
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It is easy to understand how Moliere's enemies were able
to accuse him of having mede mockery of religion in thore
two lines. It was & grest sin for Agnes to allow & man
of her age to Xles her hand, but it was perfectly lawful
for her to become the wife of a man who was twice her age,
and who wes unfit for her in &ll other respects. He was

simply trying to make her fear a Divine punishment, and

thus be mindful of her Auty to her master, Agnes replies
by esking why one should consider it a 8ln to be respon-

sive to that which pleases. At this point she shows that
she hos developed greatly. Ber education had proceeded clong
lines which Arnolphe had not contoamplated. She had a tea-

cher whom Arnolphe had failed to recognize, nemely: neture

itselfo
"Le coeur a ses raisons que la raison ne conna’dt pas."

Under the instruction of her heart she develops the capa-
city for deception and intrigue which is no teworthy, Her
progress 1s rather slow, but that wes to bec expected, because
she had to grow in intelligence in proportion to her newly
acquired experiences, When the play reaches the end of the

second Act, Agnes has developed to the point where she knows

what Arnolphe means when he offers to marry her; at the same
time, she knows she does not want him for her life-long

partner,
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Crities have charged that the fIfth scene of the
second Act 1z indecent, vulgar, and wworthy of a firat
class dramatist., Moli®r- was obviously affeeted by such
criticism, because he insinuates in "La Critique” that if
anyone saw anything wrong in the lines in question, he had
a none too pure imagination. The investigator fecls that
it is nec-ssary to come to Molikre's defence with regsnrds
to the criticism aimed at the conduct of Torace and Agners,
Although Horace is painted as a young man who “isszs the
hends and arms of Agncs, and she shows a willingness to
have him go furtheér if he so Aesired, Moliere is careful
to change the procedure before it veached tne point of Iim-
morality. In fact, there is nowhere in the theatre of
Molikre a hint or a sign of ohscenity. Thernfore, tis
critice were mistsken when they cherged him with suggesting
that Agnes and Horace had bcen left to tiemselves too much,
or too long,

In Act III, one will find tha final preparation
for the complete breakiiown of Arnolphe's philoso hy. He
18 introduced in the very first scrne of that Aect as a
boisterous man, full of confidence, who beliecves his short-
sightedness and epoism will earn for him his desired gosnl,
nomely, that of bringing up the type of wife he would make

his chotce, 1 In scene 2, he uses sgeventy-two lines while

1. The portion of the play beginning with line 7 of scene 1,Act I
and continuing through line N,. 17, was suppressed when the pl
was given during Molibre's Jife. TOUS LT3 (I ™FS~D'OFJIVRE DW
LA LITTERATURE FRANCAISE, Tome I, p. 170.
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€lving Agnes her lessons in housewifely duties. 1 He

forced her to look direectly into his face as he spoke to her,
and a8 he began to speak, he put his index finger on her fore-
head. VYhile advising her that he was sbout to marry her,

he admonighed her to be very thankful for the blessing of
having a man of his status piek up a girl of her low posi-
tion. It was her duty to try to meke herself worthy of such
blessings. To further convince her of her low estate, he
continues: -

nVotre sexe n'est 1k que pour la dépendance: 1

Du c8té de la barbe est la toute-pulssance,

Bien qu'on soit deux moitiés de la société,

Ces deux moitiés pourtant n'ont point d'égalité:
L'une est moitié supreme et l'autre subalterne;
L'une en tout est soumise R l'autre qu$ gouverne
Et ce que le soldat, dans son devoir instruit,
Montre d'obeissance au chef qul le conduit,

Le valet B son maltre, un enfant & son pb¥ra,
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Et du profond respect oh la femme doit 2tre
Pour son mari, son chef, son seigneur et son maltre,

From these lines 3t is8 easy to understand that
Arnolphe would hold his wife in complete slavery, without
the 1libe-ty to even spesek to her husband except with his
expressed consent, She was not to look into his face un-
less he first gave her the signal to do so. His wife would

hot be of the coquettish type, which always deserved to be
punished by her husband, rather, she should be modest in

1. Arnolphe gives & correct picture of the role of the
husband in the 17th, century home.,
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her conduct at all times. Aghes was told to devour these
lessons with all her heart. On arising he forces her to

read the ten maxims, which he had prepared for her. 1

In the first maxim he admonishes her tdrefrain from adultery,
end from there he continues to teach her the duties of s good
jgnorant wife, In the ninth maxim he suggests that Heaven

widl punish her if she fails to mbide by the text o. the

by-laws. It is here that Molikre was attacked by his enemies
for having made & parody on the ten commsndments., The accu-
cation is entirely untrue however, it is believed that Moliere
added the last maxim to offset this criticism., The drama-
tist was simply interested in presenting a comic character,
and he intensified the comic effect by making this character
ridiculous. He did not mention the name of Heaven 1n the playv.
The 1dea of religion apparently d4id not come acroes his mind.
He had enjoyed a great siiccess in the presentation of the
companion play: "l'Ecole des Maris," and he wanted to
continue in that success by Lringing forth another play

based on the same theme, At the same time he war portrey-

ing humen characteristics which were more or less common

among the lower classes at that time.

In scene 3, Arnolphe expresses his belief to the

effect that he has trained Agnes to leal the 1life he has

1. It seems that Molikre took the i1dea of the maxims from
n1tagineria,™ written by Plautue.



destined for her. This opinion sets the stage for new devel-
opments in Agnes' natural training. Horsce re-enters the
picture, telling Arnolphe of his latest experiences with his
new lady friend. During the conversation, he mads a letter,
written by Agnes, in which she asserts that some one has

held her in gross ignorance, and she admits that she does
not know what steps to take in connection with (Lo interest

she has developed in Horace, Thus, another indication of
the downfall of Arnolphe's philosophy is apparent., In spite
of his holding the girl in darkness, she has learned to

love a young man of her own station in life, and she does
this without having been taught. Nature is really taking
its course where Agnes is concerned. It is at this point
that Arnolphe begins to appreciate that his system 18 giving

way, and he displays this appreciation es he says:
"Hon! Chienne!"

On being asked what was the matter with him, he

answers:
"™Mo0i? rien, C'est que Je tousse."

He knows he is beaten, but he refuses to give up. Horace
mekes himself increasingly ridiculous by persisting in
telling his rival everything that has happened between
himsel? and Agnes. He has succeeded inhdnning the affection
of Agnes from Arnolphe, but he dissipates this advantage by
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coming immediately to Arnolphe and confiding in him,

In scene 5 of Act III, Arnolphe appears for the
first time as a really pathetic figure. He is convinced
that the younger rival has supplanted him in the heart of
Agnes. He accuses the girl of having deceived him while
pretending to be innocent, when gll the while she wsas
really exceedingly wise. He fails to understand that Agnes
is an intelligent girl, with a very high I.q, She i8 n
flesh and blood character and not a piece of wax In the hands
of a man who moulds his type of wife as Arnolphe had declared
earlier in the play. It is clear at this stage of the play
that common sense has won the battle with Jealousy, ignorance,
egotism, and selfishness, Arnolphe i1s definitely in love
with Agnes and her lack of love for him serves to torture
him, ie cries:

"Mais 11 est bien facheux de perdre ce qu'on aime,

Et dé?edant je 1'aime, apres ce lfche tour,
Jusqu'd ne me pouvoir passer de cet amour,"
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"Ciel , faltes que mon front soit exempt de disgrace;
Ou dien, 8'11l est derit qu'il fallle que J'v passe,...”

Arnolphe now becomes a definite figure of tragedy. His heart

18 torn to bits because he has lost the only person in the

world whom he loves. In that respect, he 1s very ngtural;
any man would have reacted in a more or less similar manner
under similar circumstences. He arouses the sympathy of his

listerners in spite of his previous philosophy of "making good
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wives of Ignorant women." |He 18 particularly pathdic in
gcene 2, Act IV, where the notary walks into Arnolphe's room
and finds him talking to himself. (Such displays are conside-
red to be signs of insanity, however, such conduct is rather
common among very intelligen* folk who have been dimappointed
in love-affairs). From the words of the notary one learns
that Arnolphe is walking around shrugging his shoulders and
making ugly faces, It is here that Arnolphe ceases to be

a traglic character gnd assumes & position between that of

a tragic figure and a comic figure, At this point, sorrow

is mingled with laughter, This bit of fun dnes not give rise
to the type of laughter'that accompanied the presentation

of "1'Etourdi,” or "Les Précieuses ridicules,"” The humour

is different in this play. The audience is more refined

than the one thet witnessed the presentations of ¥oliere's
earlier plays. Thus, the laughter aroused at this point
gserves as a relief for those persons who have been held
speechless by the rapid change of events. 1In scene 6, Horace
returns and brings news of his most recent experiences, con-

sisting of his having been driven away from Agnes (against

her will) by some chaperon., The scene changes the nlay back
to a real comedy, and everybody laughs heartily. Inscene,

7 of the same Act, Aynolphe becomes more tragic than ever,
Those who laugh at him, do so with a 1jttle more reserve,

as he begins a new soliloquy with the following outdurst:
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"Coup sur coup Je verral, par leur int-llirence,
De mes soins vigilant confondre la prudence?

Et Je sersl lm dupe, en nn matursté,

D'une jeune innocente et d'un Jeune éventé?

En sage philosophe on n'a vu, vingt années,
Contempler des maris les tristes destindes,

Et m'instruire avec soin de tous les accidents

%Fi font dans le melheur tomber les plus prudents;
es disgraces d'autrul profitant dans mon AQnme,

J'al cherché les moyens, voulant prendre une femme,
De pouvoir garentir front de tous affronts,
Et tirer de pair d'avec les sutres fronts,
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Apres vingt ans et plus de médi tation

Your me conduire en tout avec pricaution,

De tant d'autres maris j'aursis quitté la trace
Pour me trouver apres dans la mdme disgrace?

In those verses Arnolphe acknowledrses thet his
system has crumbled. For twenty years he has wstched un-
successful mstches between ren and women, and has bu’ilt up
a personsl theory by which he had planned to succeed in
married life., Le had been successful in holding the young
girl in ignorance; but when he '3 ready to enjoy the bene-
fits of his system, he was completely disillusioned to the
point of learning that it was not easy foqhne to rear his
own type of vife and do so by means thrt were contrary to
the laws of nature., He has played his hend and lost the game,
He has lived in s society where men vere sunreme in their
fomilies. TFrthers mede all arrangements involving the nar-
ringe of their daughters, and without their d-ughters' consent

or advice, Young girls could be placed into convents 1nvo-
lunterily, and vithout eppesl. This system, however, hrd

long since been outmoded in higher circles. Men were no



longer tyraents in their homes; women were beginning to enjoy

more liberty in the home and sn increased populurity at

court. 1 This new system may well be termed as "Democracy

in the French Home," This democratic spirit continued

to live and by the eighteentl century it had extended beyond

the boundaries of the homes. Tt swelled the lines of

literature, especially in the viorks of Voltmeire, until 4%

prepered the French nation for the great Revolution of 1789, 2
In Act V, ecene 2, Horace shocks everybody by con-

fessins nis love for Agnes to Arnolphe., Ag & climeX to his

long speech to the tencher of Agnes, he says:

"Et comme c¢'est & vous, slr de votre prudence,
Que J'al f:1%t de mes Pfeux entikre confidence,
C'est & vous seul sussi, comne ami généreux,
~ue je pulsconfier ce ddplt amoureux.”
In scene 3 of Act V, one will find the anti-
climax to the play. Horace, Agnes, and Arnolphe come on the

stage together; Horace tells her that he is about to leave

1., Leveque: HISTOIRE DR LA CIVILIZAION FRANCAISE, Henry
Holt & Co., Nev York, 1940, Chspiers 1l4-16,
Bagley: FEMOUS WOM®N (F FRANCW®, Reynal & i tcheock, New
York, 1941, pp. 46-71; ibid. pp. 78-179,
L, Clark Keating: STUDIES ON THE LITERARY SALOXN,
Harvard Univergl ty Press, Cambridgse, Mass,, 1941,
pp. 138-147,

2. "L'Assenblée votm la "Diclarations ¢es droite Ae l'homme
et du citoyen," qui posait les grands principes sur
lesquels devalt 2tre fond® l'ordre nouveau: "libortd,
gl té, " LAveque: HILTOIRT DT "4 CIVILIZ. TICK
FLAIICAISE, p. 320,



her forever. To the great surprise of Arnolphe, Agnes

says to Horace:

"quand je ne vous vois point, Je ne suls point
Joyeuse, "

On hearing Horace say that he was unhappy when he is out
of her sight, Agnes responds:

"Helgs! 8'i1l étalt vral, vous resteriez ici."
And finally she says:
"Non, vous ne m'aimez pas autent que Je vous aime.,"

That line represents the enti-climax of the play. It is

clear that Agnes is definitely in love with Horace, and

that Arnolphe's system has completely collepsed., He ac=-
knowledges his defeat by pulling Agnes away from Horace,

A8 she goes away from Horace, she tells him that she

vwould love to be left in his care, and asks him when she
may be able to see him aganin., Interest in the plot rises
rapidly ae Arnolphe flieg into a fit of anger against
Agnes, and tells her that she 18 a cheat, wench, and hypo-
crite. Agnes replies to his wrath by saying that she saw
nothing wrong with her attitude towards Horace, because he

had expressed a desire to marry her, She continues:



"J'ai suivi vos legons, et vous m'avez pr%ché
Qu'il se faut marier pour Oter le péehé, "

At this point Arnolphe reminds her that it was for himself

that he reared her, and he wanted her for his own wife,

Then, as an unexpected clap of thunder, Agnes glves the

elimax of the play. She explodes as follows:

"0oul, Mails, a vous parler franchement entre nous,
Il est plus pour cela selon mon golit que vous,

Chez vous le mariage est facheux et pénidle,

Et vos discours en font une image terrible;
Mals, las! 1l le fait, lui,

81 rempll de plalsirs,
Que de se marier 11 donnp dps désgirs, "

Further in the scene she continues:

"Est-ce que jJ'en puls mals? Lul seul en est la cause;
Et Je n'y songeais pas lorsque se fit ls chose,

In a £1t of anger Arnolphe threatens to drive Horace out

of existance, Agnes retorts:

"Le moyen de chasser ce qui falt du plaisir?"

Arnolphe counters with the statement:

"Et ne saviez-vous pas que c'étalt me déplaire?"

She answers:

"Moi? point du tout, Quel mal cela vous peut-il fairel"

In this scene Agnes showe that she has fully matured

1. Act V, ecene4,
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Some of Molibre's critics have seld that Agnes was never
an innocent character, 1 however, 1t must be spid that
in the opening scenes of the play, Agnes was quite silly,
Leter she is able to write a letter to I'orace, in which she
gshows herself to be a very witty person, Now, at the
end of the play she answers Arnolphe in strong language,
while demonstrating that she has a great will of her own,
a strong faculty for deep thinking, and tremendous reason-
ing power, Even when Agnes was in her silliest stages,
she used language that was too far advanced for the
simpleton she was supposed to have been, “hen the time
came for her to meke the momentous decision, she proved
herself to be quite capable of telling Arnolphe that she
414 not love him at all, As 1f she wanted to add insult
to injury, she asked Arnolphe this question:

"Voulez~-vous que je mente?"”

At this point Arnolphe threatens to break all
relations with her, He has lost interest in her cause;

he is extremely angry! He shouts:

"Ah! Je 1'al mal connue; ou ma foi! la-dessus,

Immediately he changes his tone to one of hope-

less despair as he shakes his hesd and murmurs slowly:

"Une sotte en sait plus que le plus habile homme,"

l. Michaut: LWS DEBUTS, p. 190.
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The play could have ended with that sentence,
Arnolphe had finelly scknowledged his defeat and the col-
lapse of his philosophical system of preparing for himself
a tallor-made wife, Thefirst thesis of the play which was

gtated earlier:

"How should a young woman be reared?"”

had been solved, The inference of that solution may bde

stated in following wox_ds:

"Water will seek 1ts level; Dbirds of
a festher will flock together,"
In other words, nature will take care of 1tself under
any ordinary condition. No man or woman can direct the
love of another man or wonman, Tove will take 1ts own
course, and 1t 18 an mect contrary to nature if one tries
to interfere with it. Agnes had been held in complete
ignorance with regards to love and the selection of a
husband, dbut when the hour came for her to make the gelec-
tion, she conducted herself in the manner of s veteran.
Such behevior is today known as functional psychology.
Agnes becomes wice by virtue of her instinct, In her
closing words to Arnolphe she escsserts:
"Croit-on que je flatte, et qu'enfin, dans ma t2te,
Je ne Juge pas bien que je suis une b2te?

Moi-m®me, J'en ai honte; et, dans 1'8ge ou je suis,
Je ne veux plus passer pour sotte, si je puis,”
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Those words force Arnolphe to threaten to beat her, dut

ghe s8its calmly and replies:

"Hélas! vous le pouvez, sl cela peut vous plalre."

Arnolphe changes his attitude from one of anger to one of

humble submission, and he says meekly:

"Chose étrangere d'aimer, et que pour ces treltresses
Les hommes soient sujets & de telles fajiblesses!
Tout le monde comnatt leur imperfection, "

He forgives Agnes for her having disappointed him, and
reaffirms his love for her,

The ending of the play is rather weak: Moli®re
resorts to the "deus ex machins,"™ a denouement of the con-
ventional Italian type. A father from America appearg on
the scene and one learns that a marriage between Agnes and
Horace has already been arranged by him and Oronte. Arnolphe,
ignorant that it 18 Agnes who 18 Enrique's daughter, treacher-
ously bresks his promise to help Horace, and urges Oronte
to insiest on his parental authority, When the perentage
of Agnes 18 revealed and he quite the stage with a comic
exclamation of defeat, he has lost whatever sympathy he may
have atrracted by the real feeling which he exhibited in
the earlier scenes. Many critices have found fault with
this ending. Voltalre cnlled it "potiche.” Moli®ere had

finished his story, and there was nothing for him te do



except to bring it to an end, The climax had been reached;

his last thesis had been proved, namely:
"Should an elderly man marry a young woman?"

If Arnolphe's misfortune 13 to be trken as an example,
the answer to the question is a definits and emphatic, NO!
In 1ife there are many disproportions. Some of them are
based orn wealth, some on education, some on interest,
while others are based on social status, and age. It is
the latter dlsproportion that mskes the Aifference between
Arnolphe and Agnes. He 18 forty-two years of age, while
gshe is only eighteen, making a discrepancy of some twenty-
four years. It is hardly possible for happiness to exist
between two persons so unequally matched, In the first
place, the man would belong to an entirely different gene-
ration from that of his wife, Even in the seventeenth
century when the world was not changing with the speed
0f the present day siroplane, Arnolphe was too old to be
the husband of an eightcecen-year old girl. His outlook
on 1ife was too ancient and outmoded, He believed in the
old system of tyrant husbands, an 1dea that wns obsolete,
Some critics attempt to read into this play
some of Molidre's domestic problems. 1 Nothing is further

1. TM™Mlley: MOLI®RE, Cambridge, at the Jniversity Press,
1936, p. 79.
Turgeon and Gilligen: PRINCIPAL COMEDITS OF CLITKE,
MacMillan & Co., New York, 1939 "L'Ecole des Femmes,"



from the truth, Molidre was highly intelligent, and no
intelligent man is likely to write a play depicting his own
family affairs within ten months after his marriege, unless
the marriage turns out to be a dismal fajlure. T™at was not
the case with Molibre's marriage. © There are oritics who

say Moliere reared Armande for himsel?, 3

There is no prooft
of any of thece accusations available., If he did rear
Armande, there are no evidences that he held her in igno-
rance, It is certainly true that he 4314 not purchase her

as & slave. While Armande 414 some very silly things after
her marriasge, no one living today knows if she was ever as
ignorant as Agnes appeared to have been r~t the beginning

of M 'EBeole des Femmes."  Arnolphe does not portray the
personality of Moliere by any means. The hero of this play
is selfish, stubborn, backward, and unreasonsble, His idea
wns to merry & foel so that he himself would not be made

a fool., Moliere hsd no such 1dea; he married a pretty,
witty, young lady, who was an accomplished actress, Fiually,
the opinion held by some eritics, that Moli®re was painting
a story of his own 1life when he wrote "l'Ecole des Femmes,"
ig without foundation. In writing this play, Moli®ere was
interested in causing his audience to laugh; and while so

doing he painted passions end their natural effects, depicted

2. Palmer: MOLIERE, Bpewer and Warren, Inc., Ne» York, 1930,

pp. 250
3, Loiseleur: POIRTS ABSCURS DR L. VI7 DB NOLI®RT, pp. 1M-89,



1iving characters, with their perplexity and contradictions
in real life.

The general theme of this play, cuckoldry, was a
tradi tional source of laughter in both French and Italian
literature all through the Middle Ages, Thus, the play is
connected with a whole stresm of earlier farces and fabliaux,
Michaut 1 lists the following sources of "l1'Eeole des
Femmes: " Plutarch, Herodote, Bernardino Pino da Cagli,
Rojas, Mechiavel, Reginier, Corneille, Saint-Grégoire de
Nazianze, trenslated by Desmarets de Saint-Sorlin, Terence,
end Plautus.

De Visgé, in the third volume of his "Nouvelles
nouvelles, " accused Moli®kre of plagiarizing the confiding
of Horamce in his own rivel from an Italian book of tales,
entitled: "lLes Facetieuses Nuits de Straparole, Nuit IV,
Fable 1v," translated into Frerch in the sixteenth century.
Scarron's "Le Précaution inutile,” is the souree of the idea
of & man marrying his ward, whom he has sent to a convent,
in the belief that ignorance will insure innocence. 2
T™e idea of Agnes's growing increasingly intelligent as she
vwog learning to love Horace found i1ts source in "La dama

boba," of Lope de Vega. 3 The idea of Horace's confidences

to his rival 1s found in Straparola and Ser Giovan-

1. Michsut: LES D¥BUTS, p. 179
2, Tlley: MOLIERE, p. 81,
3. Michaut: LES DWBUTS, pp. 179-180



ni.® It ie believed that Molidre mede some borrows from

"El major imposible"™, of Lope de ¥ega. It is probable that

he was influenced, to a limited extent, by "L'Ecole dss Cocus",
a play written by Dorimond, who took his theme from a Spa-
nish source.

Although: "L'Ecole des Femmes" was Mclidre's great-
est play when it was produced, it has several traits of farce
in it. In Aet III, scenes 2, 3, and 4, there are many traits
of pure burlesque. Horace's telling Arnolphe' about his new
experiences with Agnes is extremely farcical, and Arnolphe's
reaction is egually farcical. The reading of the maxims is
another example; Arnolphe's pulling Agnes away from Horace
after her confession of love for the latiter 1s used for the
gole purpose of raising laughter. Finally, the deneuement
of the play is farcical. Moreover, the theme itself is far-
cieal, Thanke to his genius and skill, Molidre used farce
in the play often enough to relieve the tension, which almost
turned it into a tragedy, "2 la Racine", on several occasions.
Thus, the farcical elements of the play are more or less
incidental, and have no particular effect on the uality

of the play itself. Arnolphe is the leading character of

1. Molidre: OEUVRES, III, pp.ll5-116.
Nitze and Dargan: HISTORY OF rFReNCH LIT., Holt & Co.,
New York, 1938, pp.292=296.
Bagley: INTRO. TO FRENCH LIT. O: 17th. CENT.,
The Century Co., New York, 1937, pp. 269-279,
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the play, and he 18 016 of the most tragic characters in the
whole theatre of Moli®tre. In many of his long dramatic

speeches he approaches the pathos of Alceste in his deepest

state of misanthropy.

In conclusion, the investigator summarizes hisg
evaluation of this play as follows: If "Les Précieuses
ridicules™ was the beginning of the end of Moliere's expe-
rimentation, "1'Ecole des Maris" certainly perfected that
beginning, and "l'Rcole des Femmes"” marked the end of that
beginning. From the time of its production in 1662 until
Moliere's death, new chapters were written in glory of

French comedy.
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CEAPTER 17

"LA CRITINUE DE L'ECOLE DRS FPRMM®I"

The uncommon success of "L'Ecole des Femmes”

caused Moliere's enemies to engage him in one of the
greatest fights of his career. The earliest blast directed
ggeinst him, which has been preserved, came from Vise,
Phe attack was mild in comparison with those that were to
follow, becsuse it merely accused Moliere of "plagiarism"
while gcknowledging that the play had some good parts. 1
He added shortly thereafter that the success of the play
wac due to the excellent acting of Moliere's troop.

During the Baster vacation of 1663, Louis XIV

displayed his appreciation to Moliere ond the troop for

l. Under the name of Pallente, de Vise represented him-
self interrogating three experts on a "certain comedian®
of the troop of Monsieur whose plays were csusing such
tumult. His first person to be interviewed was Cloronte,
gn 11l1-willed man who was dlsgruntle? because of
1'Ecole des Femmes," but he did not wish to risk his
reputation in an argument over it, He adds, however,
that success might crown any play, even the bad ones,
Thus success was not a criteria for judging the quality
of dramas, He added that "l1'BEcole des Femmes was
nonsense. The second of the series was Ariste, who had
noth%ng to say. Th: third was Straton, who resented
Moli*re's 1dea of displaying the faults of his neighbors
on the #age, but he thought that Moliere had more wit

thangerence had. Translated from iiichrut: LS DEBUTS,
po [
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thelr theatrical work by granting them & handsome pension,
Such act of benevédlence on the part of the
"Sun" King in behalf of Molibre, did very little to
eradicate the envy and Jealousy of the dramatift's enemies,
whose wrath was incensed by the appearance of "La Critique
de 1'Ecole des Femnes. 1 This was the first written
material used in the famous literary fight. ~ Molisre
was stirred to action by some uncomplimentary statements
hurled at him by his enemies. 8 The play is almost without
an intrigue, and Moli'ere vnas hesitant to call 1t a play be-
cause it had no particular plot., %ven 1f it was without
intrigue or plot, it certainly was not wi thout a purpose,
becasuse it wes here that Moliere began to stand and exchange
blow for blow with his enemies. His most vieious enemy
was the Hotel de Bourgogne, an old group of actors. They
8id not welcome the advent of s rival in the fleld of drema,
and described the "Troup de Monsieur,” as "amateurs.,"
They had kept up a steady strcam of criticism ageinst
Moli‘ere since the "Précieuses ridicules” had taken the

public by storm four years before.

l. "La Critique de 1'Ecole des Femnes" war presented to the
publie, June 2, 1663, at the Palais-Royal.

2., Here Molibre took the lead in the battle whichvwas soon
followed by violent retorts from his enemies, Turgeon
and Gilligan: PRINCIPAL COMEDI#S OF WMOLI®RT, pp. 61-63,

3. His enemies laughed at his rfgilure as a tragic actor,
and his inebility to make a success of "Don Garele,"
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"La Critique de 1'Ecole des Femmes" takes the

form of a conversation between proponents and opponsnte of
the play itself, Moliere selected Climene to represent the

jdeas of his critics, and she remains constant throughout
the play. She presents a good contrest to the proponents
of the pley when they sustain the author's opinion. 1In

scene 3, Climene enters the play, rushes for a chalr for

the purpose of discussing the terrible "La Critique de 1°

Ecole des Femmes." In her actions and speech, she 18 as

much "précieusg” ag Cethos in "Les Précieuses ridicules,”
She objects to the terms: "les enfants par 1'Oreille," 1
"la tarte & la ereme," 2 "potage." 3 Elise snswers: "Les
Jolies fagon de parler que voilh! Que vous 2tes, Mademe,
une rude joueuse en critique, et que Jje pleins le pauvre
¥oliere de vous avoir pour ennemie! 4 At this point
Climene opens her critigism of "L'Ecole des Femmes," Aect II ,
scene 5, where Agnes seems to lend Arnolphe to believe that

she had had 1llicit relations with Horace. 5

1. "L'Ecole des Femmes," lines 184 and 1493,

2, "L'Ecole des Femmes,™ line 99,

3. M"L'Zcole drs Femmes," line 436,

4, This instance represents one of the rare references
Moli®kre made to himself in his plays. Another example
is found in "Le Malade Imaginaire,”™ Act III, scened,

5. This seene was more criticized than any other, as being
indecent, and obscene, Turgeon and Gilljgan: PRIX,

COMEDIES OF MOLIER®, p. 101,



Through the mouth of Uranie, Moliere expresses his opinion

of his pley:

Meeeeode tiens cette comédie une des plus
Plaisantes que l'autewr ait produl tes.n

Immedintely following that statement, Uranic comes forward
with another blast directed at the entire 3den of precilosity:
"L'honndteté d'une femme n'est pas dans les grimaces., Il
sied. mal de vouloir 2tre plus sage que celles qui sont ssges,
L'Affectation en cette mati®re nst pire qu'en toute autre;
et je ne vois rien de si ridicule que cette délicatesse
d'honrieur qui prend tout en mauvaise part, donne un sens
eriminel aux plus innocentes paroles, et s'offense de
1'ombre des chose.,™ In the fore-oing passage, Molikre
ettacks preciosity with the same furore that chrracterizes
his later attack on the false priests and doctors, Inei-
dentally, Uranie was being sarcastic to Climene, and simce
Climene rcpresents the ideas of a large group of Molikre's
adversaries, the irony of Uranie's remagks are more far-
reaching than they appear to be., Uranie put on the finish-

ing touch when he adds:

"eeosot quelqu'un mdme des laquais cria tout haut
qu'elles étalent plus chastes des oreilles que de
tout le reste du corps.™

That 18 another way to say:
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"He who i1s without 8in, cast the first stone,"

or to say:

"She is puzzled at gnats, but she swallows camels.,"

Moliere defends himself well agsinet the sccusa-

tion of having put examples of obscenity in his "L'Ecole

des Fcmnmes, Climene shouts:

"I1 a une obscénité qul n'est pas supportable,”
Elise replies:

"Ah mon Dieu-! obscénité, Je ne sais ce que ce mot

veut dire; mais Je le trouve le plus joli du monde, "

Later she adds:

"Ah, que vous &tes méchante, de me vouloir rendre sus-
pecte & Madame!"”

In scene 5, Dorante enters the play, snd proves
himself to be a complete "porte-parole" of Molibkre. He
begins by rehuking the marquis who finds "1'Ecole des Femmes"
to be bad "simply because it is bad." Dorante goes on to
explain that the seats in which spectators sit do not give
them the power to make a correct appraisement of a play.

By that, he meant to say that the spectators of the "par-
terre" were equally as capable of jud;ing the merit of a

theatrical piece as were those who took the expencive seats.



- 90 -

He admonished the marquis to refrain from laughing at
things he 4id not understand.
In scene 6, Moli'ere takes the liberty to satirize
his rival actors ar he causes Le Marquis to say:
"Parbleu! tous les autres comediens qui étalent lh;
pour la voir en ont dit tous les maux du monde,
Through Dorante, the author begins to lambast his
rivals; 1f they say the pley is bad, 1t just has to be so,
beceause they are good judges of the quallty of plays,
Uranie gives Moli®ere's philosophy of drama as she
refutes the charges of the marquis and Climene, She explsins
that the catire found in Moliere's plays was of a general
nature, and was not intended for any given person. She
says:
"Ces sortes de satires tombent directement sur
les moeurs, et ne frappent les personnes que par

réflexion, N'Allons pas nous appliquer nous-m2mes

les traits d'une censure générale; et profitons de

la legon, si nous pouvons, sans faire semblant qu'on
parle & nous., Toutes les peintures ridicules qu'dn
nous expose sur le théfitre doivent 2tre regardées sans
chegrin de tout le monde. Ce sont miroirs pudblics,

oh 11 ne faut jamsls témoigner qu'on se vole; et c'est
se taxer hautement d'un défaut, que se scandaliser
qu'on le repremne,"

Here, Molikre acknovledges that he is Interested

only in writing e comedy of manners, & comedy that depicts

l., The Hotel de Bourgegne,



the habits of a group in its entirety, He 1s congerned
with soclal satire, rather than individual sstire., His

Job was to expose the seamy side of life Jtself, and there-
by correct the undesirable traits of ithe members of society.
He is opposed to vice, hypocrisy, and sham, and not to the
person who is unfortunately the vietims of these evils,
Poday, such writers are called realists, They write stories
of what they actually see in the lives of the members of
gocliety, without distorting the picture with their personal
ideas about the persons depicted., The works of such

writers are called "walking mirrors.," Moli®ere denied

thaet he was a realist, but his denial has no affeet on the
truth of the case in point,

Urenie gives a ¢lear picture of Moli®kre's idea

of tragedy and comed;, as she says:

"Mais la comédie a ses charmes, et je tiens que
l%une n'est pas moins difficile & falre que
l'autre. "

Dorante takes up the conversstion and ssserts
that it 18 ensier to write a trnc-edy than to write a comedy.
Tthis 1s due to the nature of the themes of th~ two types of
plays. Torante deelares thet when a writer paints heroes,
he paints as he pleases, following only his imaginatian;
but when he paints men, he has to follow nnture, After

thie stteck on tragedy, Moliere's enemies and rivals at

the Hotel de Bourgogne constantly accused him of favoring
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vulgarity on the stage and of attacking Corneille, 1

Moliere takes the liberty to express his appre-
clation to the Court for the kindness 1t has just bestowed
upon him, He praises the wisdom of those centered around
the Court while saying they are good judg-s of plays. At
the same time he dares to ridicule certain "would be nobles”
who are loitering around the Court, who ., in hig opinion,
should be stationed elsewhere, probably doing some useful
work for the State.

As to the rules of art, as they existed among his
enemies, Moliere admits that he is not acqguainted with them.
He adds thaet his own rule is merely "to please the audience."
He says that the success of a good cook depends on his
ability to please those who eat the food, and the matter of
following "le Culsinier frangsis" was of no importance.

FPinally, Moliere declares through ILrsidas, that
"L'Ecole des Femmes" pleases, whether it followes the rules
of art or fails to do so. He adds, however, t- -t since

this play does plesse 1ts listerners, 1t does not violate

any rules of art.
Moliere adds that 1t 18 all right for an actor

to appear ridiculous in one scene and to represent an

"honn®te homme" 4n another., That statement Dears the secret

of hig great character creations., He followed that scheme

1. Racine had not yet begun his famous career.



in the creation of Aholphe, Alcecte, Don Juan, Tartuffe,
Harpagon, and in Argan, In so doing, he caused his
characters to resemble life most closely. No man is always
Jolly, and no man i8 always desuondent, One finds seversl
moods existing in one person, on Aifferent occasions,
The same person may laugh at one time and cry at another.
To follow such plan of character-drawing in the classical
tragedy of'the seventeenth century was almost g matter of
impossibility, but comedy wonderfully adjusted itself to
the play.

Moli®re cares very little for his Aenouements.
After the story has been told, the play is over, and he
brings it to a close in the most convenient manner,

Thus, in a one-act, seven-scene play, Moliere

shot his big gun at his accusers and when the smoke had

cleared away, he was the winner, The public continued to
flock to the theatres to witness his plays in spite of the

criticisms of his many, many enemles,
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"L'IMPROMPTU DE VERSAILLES"

The performance of "La Critique® brought to
Moli®ere an addition to his already long list of enemies.
According to a legend, the duc de la Feuillade misunder-
stood Moli®ere's general satire in the play, and felt
obliged to recognize himself in the character of the marquis.
As a result, he attacked Molisre and administered m good
sound beating to the "fun-maker," as he called the dramatist,
The detalls of the affeair are lacking.

The tircless and unscrupulous de Vise led the
11 terary attack on Moliwre. On August 4, he presented
his answer to the "Critique™ in the form of a violent
pamphlet in dialogue, entitled: "Zélinde, comédie, ou la
Véritable Critique de 1'Bcole des Femmes et la critique de
le eritique.” In this work, he omitted the regerved
praise he had given to Moli®kre in his "Nouvelle, nouvelle."
Instead, he repeated earlier criticism made by him, while ad-
ding vicious attacks on Moliere's reply to that critieism.
De Vise describes Molikre as a man who went around steal-
ing with both hands from Spanish literature and subjects.
He charged further thaot the dramatist vos making use of
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old dusty books, seeking and copying old, dry, obsolete
satires and jokes, which he used to ridicule people of
class., D& Vise refuted Moli®re's claim to writing plays
according to the laws of nature, and charced that he was
merely & second-rate copylst, whose pictures were vulgsar
and distastéful, Finally, he asrerts thrt "L'ZBcole des
Femmes™ 18 completely worthless from a literary stsndpoint,

As to the "Critique,” de Vise finds 1t to be a Joke!
badly named; and it conetitutes an apology rather than a
critioism.

The sccond document directed against Moliere
came from Boursault, who presented his "Le Portrait du
peindre, ou la Contre-critique de 1'Ecole des Femmes" at the
Hotel de Bourgogne, early in October. This piece was
written in verse, lacked originality, and presented a sort
of inversion of Moliere's "Critique."

Molisre's reply came in the form of a short play
entitlead: "L'Impromptu de Versailles," presented at
Court, on short notice, by royal command, This rlay
brought to an end the part that Moliere had teken in the
fight over "L'Ecole des Femmes.," The play, also called
"la plece de circonstance,” 18 an importrnt document for
the history of the stage and the theories of acting in
the sevcnteenth century. Present evidences do not point to

any glven source for this play, but it is not the first to show



actors on the stage "in proprif persona.," 1
Gougenot, in 1633, and Scudery, in 1634, had both written
plays called "La Comédie des comédiens,"

In this play Moliere directed his first important
bit of satire against Montfleury 2 the notoriously fat and
pompous actorof the Hotel de Bourgogne. Here he says:

"Il faut un roi qui soit gros et gras comne

quatre, un roi, morbleu! qui soit entripsillé
comme i1l faut, un_roi d'une vaste circonférencr,

et qui pusse remplir un trone de la belle manibre."

He continues with the recitation of s portion of
Corneille's "nicomede," vwhere he mocks the speech and
posture of Montfleury.

It 13 in the first soene of this play that one
lcarns Moliere's idea of stage-craft, He says that the
character on the stage should always select the role most
suited to his own personality, thus, he would seem more
natural, The actor should be filled with his part, that 1s,
he should know his part thoroughly, and should be able to
interpret 1t flawlessly. He stresses exact pronuncilation

and enunciation, as well as proper intonation. The actor

1. Turgeon and Gilligsn: introduction to "L'Impromptu de
Versailles, p. 197,

2, In retalintion the Hotel de Bourgogne presented the
comedy of Montfleury, fils, entitled: "ITmpromptu de
1'Hotel de Condi," printed January 19, 1664, 1In the
gsame month Monteury, pere, was £o angry =t Mollere
until ne presented to the King en accusation against
Moli‘®re, charging him with having married the daughter
of his former mistress.
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should not miss a Byllable or a single letter as he
speaks his lines, Likewise, the actor must be serious
and refrain from laughing at his own roles; he must use
a natural tone of voice, with as few gestures as possible,

When he turns to La Grange, he says:
"Pour vous, je n'ai rien a vous dire.™

That line would lead one to believe that Moli'ere
thought very hig ly of the acting ability of La Grange,
However, this is a pley, end it might not be sefe to read

too much meaning into that one line.

Thus, the investigator has given a review of the
dramatic theories of Molikre., His 1deas may be well

contrasted with those set forth by Shakespeare:

"Be not too tame neither, but let your own
discretion be your tutor: suit the action
to the word, the word to the asction; with
this special observance, that you o'erstep
not the modesty of nature; for anything so
overdone 18 from the purpose of playing,
whose end, both at the first and now, was
and is, to hold, as 'twere, the mirror up
to nature; to show virtue her own ferture
scorn her own image, and the vary age and

body at the time his form and pressure," 1

While Moliere taught his mctors how to act,
Shokespeare told his group to permit their good Judgment
to be their tutors. As to the realistic quality of drama,

poS——

l, Hamlet, III, 2,
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they were in total agreement, Both men were in accord with
the idea of the "walking mirror," which would show a true
and undistorted pilcture of every man in his own life, It

ig interesting to refer to Cornellle in this connectinn,
because 1t wes he who said: "La comedie n'est qu'un
portrait de nos actions et de nos discours, et la perfection
des portraits consiste en la ressemblance.” 1  He added

that the action should be simple and direet and the charac-

ters should be great. It is clear 7rom the foregoing
lines thet three of the greatest playwrights of sll time
have similar opinions gbout realiem in comedy.
In a very succinct manner Moli®re sets forth his

conception of the function of comedy:

"Comme l'affalre de la comédie est de représenter

en général tous les défauts Aes hommes, et ~rin-

cipalement des hommes de notre siecle, i1 est

impossible & Mollkre de falre aucun caractere quj

ne rencontre quelqu'un dsns le monde; n 2
In this same connection Molibre denies that he 18 a rcalist,
To prove his point he refers to the numerous types of fops
snd nodles at Court, whom he hes never ridiculed, He
asserts thet there cre twenty personnages who would lend
themselves well to bitter ridicule, and describes them as

men vho lavish praise and flattery inddserimigately. To

1, Roberts: IA POETINU™ DE RACIR®, p. 53.
2. "L'Impromptu de Versallles, smcene 4,
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him these persons are cheats who go from person to person
with their deceitful embraées,

In scene 4, Moli®tre sketches a character 1n the
"marquis ridicule," which he develops fully in Aronte of
"le Misanthrope.” 1In this sketech, however, he confines
himself to describing the characteristics of the over-
friendly group of men who frequented the Court, From his
description one gets a clear i1dea of the embracing, the

xissing of the hands, and the flattery carried on by these

affected men. Aronte presents an embodiment of everything

characteristic of the urchins and fops in ")} *Imprompta de

Versailles." The point the inveztigator wishes to make

is tha fact that this type of effeminate men is still
around in soclety, laughing and lavishing his friendship
on everybody he meets, and he is as disgusting to the men

of today as he was to Molid®re almost three hundred years

ago.
In a dinlogue between Mlle Moli;ere snd Mlle du

Parc one finds the nuthor taking one more punch at affecta-

tion and gll the =superlatives pertaining thereto. The
short speech gives & beautiful portralt of the conventional

feminine conversations, the sophtsticated airs that were

. "L! romptu de Versallles, scene 4, Hare Moliere gets
3 %himgrougd work %or his most vitter at%ack aﬂrec%ed

against the marquis, developed in "le Vi santhrope. "
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used and the silly ideas that prevailed.

In sccne 5, direct reference is made to Brossaut,
author of "Le Portrait du peindre, " In this scene he
is described as a man who 18 so 1little known that his name
1s mistaken, and sometimes he is actually mistaken for
several other persons around the city. 1In pronouncing
Brossaut's nsme Moliere pretends thet his memory fails him,
and he tskes a long time trying to get the word out of
his mouth. Boursault had been very resh in his criticism
of all Moli®ere's plays, charging that in "Les Précieuses
ridicules," Gorgibus was dressed in old fashion clothes,
and that Sganarelle and Arnolphe in "L'Ecole des Maris" and
"],'Ecole des Femmes" reflected new and contemporary elothes,
while replying to Boursasult, Moliere implies that there
are many companions who help him plot, but who are ashamed
to lend their signatures to their writings.

In the next speech, Mlle Béjart says:

"Papse pour tout celas; mmis il satirise mime
les femmes de bien, et ce méchant plaisant leur
donne le titre d'honnttes dieblesses,"

It 18 evident that Molisre is here referring to enemy-
criticism of "L'Ecole des Femmes," line 1296, where

Chrysalde says:

"Ces dragons de vertu, ces honn2tes diablesses,”
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Continuing his mockery the aunthor says through Melle
Moli'ere:

"I1 faut qu'il en ait tout le solll,"

In short, "le Portrait du Peindre" s a copy
of La Critique" turned inside out, and possessed no parti-
cular literary value.

After having denied that he was making mockery
of the Church in the so called rermons of Arnolphe to Agnes,
Moliere renounced forever the fight, waged over hs famous
","Bcole des Femmes," while saying:

"Sur la réponse? Me foi, si je le trouvereis

un grand fou, s8'il se mettait en peine de

répondre a leurs invectives, -- ma meilleure

réponse qu'il leur puisse faire, c'est une

comédie qui réussisse comme tous les asutres.

Voila le vral moyen de se venger d'eux comme il fait;
et de 1l'humeur dont Je les connals, je suis fort
assuré qu'une plece nouvelle qui leur enlevera le
monde, les fachera bien plus que toutes les

satires qu'on pourrait faire de Jaurs personnes,”

It 18 here that Molibre shows his real sports-
manship, He refuses to continue in a quarrel that was
getting him nowhere, while declaring that he would not
be challenged to participate further in it, regardless of
whet vas sald about his works. He suggests thot he has
too much to lose, and says definitely that his enemles
have nothing to lose in such duels. Moliere did not want

to embarrass his friends, and he wns eminently correct in
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his decision, One desire expressed by him, 1s that his

enenies refrain from further criticism of his domestic

affalrs; he felt that he deserved that much courtesy from

them,
He concludes his play with hearty thanks to the

King for his support to the trocp in its darkest days.

«0=0=0-0=~0~0=0=~0=0=
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THE TR IUMPH OF MOLIERE

CHEHAPTER I

®"LE TARTUFFE"

A, - Sources of "Le Tartuffe."

The origin of the word "Tartuffe" is uncertain,

Various suggestions have been made, deriving it from the old
French verd "trufer", which means "to deceive"; from the old
French word "truffe, tartuffe", meaning "a truffle", consi-
dered a decayed tuber, hence a rotten, despicable thing. Some
oeritics think it is Italian in origin, coming from “tartufo”,
meaning "truffle”, Others say it comes from the German "der
Teufel"”, meaning "the devil™, There may be some validity in
a few of the suggestions, but there are serious doubts as to
the reliability of the last one, becsuse, as far as the in-
vestigator knows, Molfere 4id not know the German language.
Whatever may be the origin of the word "Tartuffe",
to many Frendh oritice the mere sound of the

word connotes something underhanded
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and suggests a deceiver.

No play aneient or modern furnishes the intrigue
of "le Tartuffe,” nor does any of Molibkre's predecrssors
leave traces of the character of Tartuffe or of Orgon.
Therefore, "le Tartuffe" is one of Moli®re's most original
pleys. It seems to be a pure product of his rich experiences
and genius to which he added traits and dispositions, bor-

rowed from the works of seweral other suthors. It is clear

that he took the general idea of his play from the "Hypo-

crites” of Scarron, which appeared in 1661, 2

Another important source of the rlay is "Io
Ipoerito," ® of Arétin. Thisg regular Italian comedy fur-
nishes the outline for "le Tartuffe." The situstions in
the two plays are similar, In the Itallan play, the story
goes a8 follows: Ipocrito settles in the home of an old

man, &and begins to dominate and to exploit the family,

1. Turgeon and Gilligan: PRINCIPAL CCM®EDITS OF MOLI¥RE%,
The MacMillan Company, New York, 1935, p. 250,

2. The main character of "Les Hypocrites,” frere Martin
would go 1nto the strects with his arms crossed, while

looking in every direction for some attractive lady to
pase. He took pride in teaching re igious expressions
to the children he met in the streets, His adhirers
would run after him, begging for his prayers, and if
anyone asked him his name, he would reply that he was
an animsgl, a besst of burden, -- Micheut: L7=3 LUTTES,
pp. 87-88,

%, The main characters of "Lo Ipocrito" are: Liseo, and
0ld man, who was head of the family; his wife, Mals,
his five daughters snd their sweethearts, --- Moland:
MOLIERE ET LA COMEDI® ITALI NEE, p. 209, Also,
Michaut: LES DEBUTS, p. 89.
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His speech 1s always slow and serious; he 1s always found
in the company of priests and monks, dressed in a narrow
coat. As he walks, his head is held downward and his
hands are folded behind him. Most of his time is spent

in temples, churches and libraries. On receiving gifts
from his admirers he announces that he is doing so on
behalf of the poor and unfortunate people of the communi ty.
In short, frere Martin has several traits in common with
those of Tartuffe, namely: "la gourmandise'" and "la
sensualité.” Both men employed the same means in rajsing
thelr prestige and 3nfluence, that is to say, each one is
known snd characterized by his "simagrées pieuses, humenité
feinte," and false devotion. Moreover, & Similar weskness
is found in the proprietors in both plays: Orgon in the
nfgrtuffe," and Liseo in "Lo Ipoexito," that is, both men
become fanatically devoted to their exploiters.

On the other hand, Ipocrito is far less wicked
than Tartuffe. The former is inte-ested only in his
personal welfare,and in leading the 1ife of a parasite, while
Tartuffe offors to marry his benefactor's daughter, makes
advances to his wife, #rives his son from home, and in the
end, he is about to drive the entire family away. Ipoctto
brings peace and consolation into his friends' home, while
rartuffe brings in that which would finally amount to death
and destruction to the household of his friends,
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Finally, Aretin pities hisg charaeter, while
Molisre influences his audience to disgpise Tartuffe,
"o Ipoerito” remsine a pure comedy while the "Tartuffen
becomes a tragi-comedy. Aretin and his "Lo Ivpoerito"
are almost forgotten, while "le Tartuffe remaing one of
the most popular plays ever written in the French language,
and the name of its author is immortal.
The attitude, dress, wit, and way of life of
Tartuffe were taken from "la lincette," (seventh satire)
of Regnier, which is also the asource of the moral of
nle Tartuffe,” 1
In Boccacio's "Nouvelle VEII, third Journde,"
Molibre found the famous expression:
"J'al beau ®tre un abbé, je n'en suis ras moins
un homme, "
From that sentence he was inspired to put the following
sentence into the mouth of Tarfuffe:

"Ah! pour 2tre dévot, je n'en suis pas moins
homme, "

The philosophy of Mle Tartuffe" was taken from

1, Michaut: LES DFEPUTS, p. 236,

2. Ibid. p. 89,
3. "Le Tartuffe" 1line 966,

4, "Provirecisle" seventh and nineth letters,



- 107=-

Pascal, 1 Moli'®re took a few ideas from Spanish sources;
Dorine's intervention in the quarrel recalls s scene of "
"Chien du Jerdinjer," 2 Rotrou's "Clarice" gives inspi-
ration to Orgon's anger, aroused by Marianne's determinea-
tion to enter a convent to avoid being married to a man
who i8 not her choice. "Le Folyandre™ of Sorsl supplies
the name of Mme Pernelle, and her personality is taken
from Ragonde, the principal character of the play mentioned
above,

From real life it is believed that Molikre selects

as models: the Jesuit Rapin, the Jansenist Deslions,

Marquis Fenelon, the Count of Albon, and the Count of

Brancsas. 3

—QwQm=0=0 -

1. "Provinciale™ seventh and nineth letters,

2. Written by Lope de Vegn.
3. Michaut: ILES LUTT®S, p. 91.
Lintilhac: LA COMEDIE, Dix-septieme siecle, Paris,

26 Rue Racine, Vol. III, pp. 254-262,

Palmer, John: MOLIERE, Brewer and Warren, Inc.,
New York, 1930, pp. 342-356.

Libraire Larousse --- Paris VI., 13 & 21 rue
Montparnasse, et boulevard Raspail, 114,
"L,e Tartuffe,"

Ti1ley: MOLIERE, Cpmbridge at the University Press,

1936, pp. 98-109,
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B. -« The three editions of "Tartuffe, "

Very 1ittle 18 known of the first "Tartuffen,
except that it was played at Versailles, May 12, 1664, during
the festivaels of PLAISIRS NE L'ILE ENCHART®E., This play

contained only three acts, but one cannot be sure, in the
absence of Moliere's manuscripts, that those three acts
constituted a full play, or, that they were the =ame three

ects that have been handed down to the present generation,

as a part of the current five-act play. The fact that the
same three acts were performed for a second time, at Viller-

Cotterets, for the King's brother, on September 25, 1664,

would indicate that they did constitute a complete play.
In the first place, %t seems unlikely thet Moliere would
have dared to use an unfinished work on an occasion so
momentous as that of the festival of PLAISIRS DR L'ILE
ENCIAKTEE., In the second place, he was more than forty-
two yerrs of age, and had long since passed the trigl and
error stage of his experience as a dramatic producer. The
production of "Les Précieuses ridicules," "L'Ecole des
Mgris," and "L'Ecole des Femnes," had brought him great
fame, and a8 he quit the fight with his enemies over

"L'Ecole des Femmes," he declared in his "Impromptu™ that
he would confine his future efforts to the production of

more plays that pleased his admirers. That declaration
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alone would serve to disypell any belief in the rumor that
charges Molisre with heving presented an unfinished work.
It 18 known that the Queen of Sweden, Christine,
who wae in Rome during the first presentation of "le Tar-
tuffe," wrote & letter to the French minister of foreign
affeirs, M, de Lionne, asking him to send her a copy of
the play. The minister's reply, dated February 26, 1666

reads as follows:

"Monsieur, e¢e que vous me demandez de le part
de la Reine de Sukde, touchant la comdédie de
TARTUFFE que Molikre avait commencéde et n'a jamaisl
achevée, est absolutement impossiblec..ccoo”

wWhether the minister of foreign affairs was
serious about the incompleteness of the play is a matter
of speculation, but it is clear that his words were moti-
vated by his own personal prejudice which governed his
opinion of the play. Thus his letter cannot be con-
gidered as evidence to the effect that the first three
pcts of "le Tartuffe” di1d not constitute a complete
play. He did not want the play used in France proper or
outside of France, and would he expected to employ any
excuse that would serve well his purpose,

Michelet says the play was complete in three

2
acts, but the denouement remains unknown todsy, and

1., Michaut: LES LUTTES, p. 47.
2., Ibvid. p. 59.
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that opinion seems quite plausible, in the light of the
fact that Molisre did not present incomplete plays at
Court or in public,

The facts in the case are that Moliere presented
the "Tartuffe" at Versailles on Monday, 4ay 12, 1664, and
the king found it to be "fort divertissante,™ but 1t met
with such militant opposi tion from the religious leaders
and the queen mother, Louls XIV was forced to forbiad
Moliere to perform it in public., In order to raise this
interdiction against the performance of his play, the
author found it necessary to make wide revisions in its
text, and to suppress certain lines. These revisgions
forced Moli®re to recast his play, and when he performs
i1t in private at Le Raincy, on September 27, 1664, and
again on November 8, 1665, La Grange describes 1t as

nparfaite entiere et achevée en cing actes.” 1

The second "Tartuffe" was presented Friday,
August 5, 1667, at the Palais-Royal, This was a revised
edition of the 0ld number, and was presented under the
title of "l'Imposteur,” and the name of thehero was no
longer Tartuffe, but Panulphe, 2  His costume had been

cheanged, and he was a nan of the world, rether than a priest.

1., Michaut: LES LUTTES, pp. 67=72.
2, Turgeon and Gilligan: THE TRINCIPAL COMEDIES OF MOLIERE,

Dp . 231-236
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This edition met with the same fate that overtook the first
one, From August 8 %111 September 7, Moliere worked feverishly
in en effort to obtain jermission to re-open his theatre,

It was during this interim that an admirer of Molikre
published the "Lettre sur la comedie de l'Imposteur, 1

in which he ‘anslyzed the play and ably defended its author,
This pamphlet is the only curr:nt source of information
concerning the play as it was performed in 1667,

On February 5, 1669, Moliere was granted Royal
permission to perform his play in publie, and on February 9,
1669, "le Tartuffe," as it exists today was performed at
the Palais-Royel.

Finally, there were three editions of "le Tartuffe,"

each of which wrne different from the others, The first

edi tion was in three acts, the second, in five acts, angd

the third, in five acts, Fach ed!tion probably showed an
interesting development in the author's technique in writing
the play, while showing an equal development in the genius
of the author himself., The first "Tartuffe" wes written
for the sake of giving the spectators a good laugh, while
raising revenue for the actors; the second one was written

ags & vindicetion for the first edltl on; and the third

1. This letter is found in "Les Grands Ferivains de la
France, Vol. 4, pp, 529-566,
2. Turgeon and Gilligan, p. 235.
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"Tartuffe" was written in full revenge for the insults the

acuthor had suffered at the hands of his enemies.

~0w0=0=0=0=0=0=0~0=

C. - Moli®re's rcasons for writing "le Tartuffe."

No one knows why Molisre selected the theme of
"le Tartuffe," 1 In his preface, he declares that the
play is not directed against those who practise true reli-
gion, but against those who misunderstand the concepts of
religion, such as Orgon, and those who misuse it for Ulterior
reasons to deceive, as Tartuffe, In other words, Tartuffe
represents the knaves of society and Orgon represents the
fools, and as such, they have become universal characters
depicting human behavior of all ages.

Michaut records the opinions of some erities who
believe Moliere gave the impcetor the costume of the leaders
of Port-Royal, M, Revelliau makes the observation that
Moliere's contemporaries charged that the "Compagnie du
Saint-Sacrement" was the obJect of his cxiticism, 2 It
was not Tartuffe that made the great difference in the play;

1t was Orgon, the dupe of the hypecrite, who gave rise

1. Michaut: LES LUTTES, p. 93.
2., Ivid., p. 95.
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to the bitter criticism of the play. That fact would lead
one to believe that Molikbre's enemies did not object so much
to having him paint hypocrites as they did to having him
suggest that they were the victims of the hypocrites and
exploiters, As a result of that feeling they accused
Molikre of acting under the cover of fighting hypoeris in

false priests, while he actually attacked the chureh,
Today, it is not held thet Moliere was attacking the church

when he wrote "Partuffe.” Even the Frenchmen have dis-
carded that notion, and the act thst they decided to elect

him to membership in the Prench Academy is a clear testimony

in behalf of this opinion. Moliere believed that there were

those who were accusing him of impiety who were far less
serious about their religion than he was about his own,

When he, accompanied by Boilesu, paid a visit to Lamoignon,
in an effort to persuade him to 1ift the interdict placed
against the performance of "le Tartuffe," the churchman
politely refused thelr request, and vhen 1t was clear to him
thet they wanted to remain for an additional few noments

to discuss the matter, he said:

vous voyez qu'il est pres de midi; Je

"Messiers, arrtte plus longtemps,”

manquerais la messe 8i Je nm'

It i8 believed that Moli'ere has that conversation in mind

when he causes Tartuffe to say to Cleante:
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"ll est monsleur, trois heures et demie,"

Finally, it seems that Molibre 1s attacking “1is
personal enemles in his play rather tian the churech {tself.
The bitterness that f1lls the play from one end to the
other easily sustains this belief, Besides, the author
had lived under the influence of the Jesults when he was
in attendence at the College de Clermont, thusg, it is hardly
plausible to think that he would critieize them, "La Com-
pagnie du Saint-Sacrement™ was outlawed by anact of Parlia-
ment in 1660, after which time, their activities were
conducted with such secrecy that the detajls of them were
never apprehended.

It is well known that Moli'sre had difficulties with
the priests while he was travelling in the Provinces, but
Conti saved him, and protected him, Later, Conti withdrew

thusg, foreing him to leave Southern
S 2

his support from him,
France, from where he went to Rouen and Paris.
must have been a bitter blow to Moli®re to lose his place,

due to the intrigue of the "devots," but 1t seems that he

forgave them everything after his return to Paris,
In conelusion, there is 1ittle reason to believe
that anyone ever knew why Molisre elected to write "le

fartuffe." He had jJust won his fight agalnst his enemies

1. Leafenestre: MOLIERE, pp. 18-25.
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who ohbjected to his successes, carned by the prodiction of
his enrlier plays. He had littile reason to have a grudge
against the Church, the Brotherhood, or any of the other
institutions which are ligted as the victims of his invee-
tives. There is no doubt thaet he did turn full weight of
his wrath against those persons who succeeded in preventing
the production of "le Tartuffe,” Finally, whatever may have
been his original purpose for writing this play, 't became
the mos* successful and most popular examples of his theatre,
Between the year 1680 and 1932 it was presented 2256 %imes

et LA COMEDI E-FRANCAISE, the highest score recorded by any

of his plays.

1., Lafenestre: MOLIERE, pp. 18-25,

Q= 0=Q=0~0~0~0~

D, = The Development of the Character of Tartuffe,

When Molikre introduced Tartuffe to the French
stage, he gave the world a new type of charncter, one that
wes not an embodiment of humours, inthe style of Ben Jonson,
nor a clown, so common to Italian drema. Insteand of posses-

sing those features, Tartuffe is one of the world's greatest
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drematic characters; one that dre-thes, eats, drinks, and
behaves generally as & human being of any given locality,
epoch, or nationslity. In his development of thisg charac-
ter, Moli'sre gives the first real display of his genius.
Tartuffe possesses three qualities, and three
only: Teligious hypooricy, lasciviousness, and the love
of power, and there 1s not a word that he utters which is
not impregnated with one or all of these, Here i8 vice

in i1ts meanest and most repulsive forms, which has been

endowed with awful grendeur, In his first speech he gives

evidence of his felse piety ss he Bays:

"Si 1'on vient pour me volr, Je vals awxprisonniers
Des aumbnes que J'al partager les Aq_niers. 2

On delivering these lines, he 18 greeted with laughter, anad

the fun continues as he takes out his handkerchief and

begs Dorine to cover her bosom, Throughout the scene with

Elmire, (lines 9323-960, and 966-1000) the incongrulty of

this stout, handsome saint making love to his benefactor's
wife in language which is & strange compound of gallantry
and mysticisem provokes as much ridicule as disgust. Here,
Tartuffe is a purely burlesque representation of religion,

a fact which the following lines will attest:

1, Landmarks in French Literatures, lenry Holt and Co.,

New York, 1912, p. 83,

2. Reminiscent of LTS HYPOCRIT?S of Scarron: "Il ne bougeait
des prisons, 11 prechait devant les prisonniers," It is
interesting to point out that the members of the "Saint-

Sacrement" were great visitors of the prisons.
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"Ah! pour &tre dévot, Je n'en suis pas moins homme."

Through all of this Tartuffe remains a sinister and
comic figure. Even in the scene with Orgon, when Tartuffe's
hypocrisy begins to be more apparent, the note of comedy, even
of farce is reintroduced by Tartuffe and Orgon as they drop to

their knees simultaneously. And after Damis informs his fa-
ther of the trickery of Tartuffe, and is promptly driven from
the house by his father, Tartuffe sustains the comic element
as he confesses his guilt, clothed in terms that csuse Orgon
to believe in him more than ever before. The hypocrits begins:

"Oui, mon frére, Je =uils un méchant, un coupable,

Le plus grand scélérat quil Jamais ait été;

Chagque instant de ma vie est chargé de souillures;

Elle n'est qu'un amas de crimes et d'ordures;

Et Je vois gue le Ciel, pour ma punition

Me veut mortifier en cette occasion.”

(lines 1074-1079)

On hearing these words of the hypoerite, Orgon be-
comes one of the moat ridiculous characters in the whole thea-
tre of Molidre, as he runz down the street, orying and ehaking

his <fists at his son, whom he hag Just driven from the house.
Tartuffe is made guardian of the entire estate, and receives
permigsion to visit Elmire as often as he sees fit to do so.

The Tartuffe's reaction to all this i1s summarized in one line:

"La volonté du Cilel soit faite en toute chose.”
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In the second scene with Flmire, the comic effect is sus-
talned by the presence of Orgon under the tnble. In the
fourth scene of the Fifth Act., when ¥, JToyal arrives with
the order for Orgon and his family to quit their home, the
el tuation is saved from becoming too tragic partly by the
comic fi,ure of M. Loyal himself, and partly dy the inter-
vention of the irrepressible Dorine, the shrewd maid, whose
personality is further developed in the character of Toinette
in "le Malade imaginaire. It is not t511 the last verse
in the play that Tartuffe becomes really terridle, =and then
only for a brief period, for, as soon as he has called to
the officer to =z rrest Orgon, he hinmself is recognized as
g8 criminal of long standing, 1s arrested, an? his power for
evil is broken forever,

While Tartuffe is a character of comedy, and on
the whole, he inspires ridicule rrther than terror, he is
also o wicked scoundrel., Moli®rs uses two Acts of the play

in preparing his audlence for the ~dvent of the prineipal
charncter, Yhen he arrives, the sudience knows to expect
& fat, red-faced, hearty eater. It knows further thet

Orgon is greatly infatuated to hip,due to his famous expres-
sion of pity:

"T,e pauvre homme!"
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In his chapter "De la Mode," ILa Bruyere criticizes
Tartuffe as an overdrawn figure, but this opinion is not
held by some other critics, 1 who maintain thet Moliere
presents & carefully finished and fajithful portrait of a
religlous hypocrite. Tartuffs has two sides, an outer man,
and an inner man, Bruyere evidently, saw only the outer
man, The outerman is comic; the inner man is sinigter,
Tartuffe is sensual, covetous, and vindictive, and 1t is
his sensuality that brings him to his downfall,

Lemai tre 2 express~s the belief that Moliere
presents two Tartuffes; the first one is8 a beetle, a church
mouse. He eats in the manner of a h:.g; he is ugly and
repulsive. In the first two Aets, he resembles frere
Martin in "Les Hypocrites,” whose anctions were mechaniceal
and habitual rather than spiritusl, Thus, the first
Tartuffe 1s a libertine.

Orgon 1s a wealthy bourgeois who is quite stupiad
in his manners and beliefs, He has probably been faithful
to the King durlng the recent Fronde, for which he was
beautifully rewarded nt the end of the play. Though in-
gipid by nature, he is very Jealous of hls economic status,
and would be slow to accept a wretch on even ‘terms with

himself and to offer his daughter to him in marriage.

1. Tilley: Molierse, p. 112,
2, Les 1mpreesions,'pp. 37-48,
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Moli'ere knew human nature too well to fall to recognize
that fact, therefore, he created a second Tartuffe, The
first Tartuffe was not seen by the sudience; he s known
to it only by the description given by certain membhers
of Orgon's feamily. The second Tartuffe §is the one which
came walking on to the stage, handing Drrine the handker-

chief to be used in covering har bosom., ILemaltre thinks

that Moli®re 434 not take the pains to make the second
Tartuffe harmonize with the first one, The same authority

deseribea the first Tartuffe as harmless, while the second
one is extremely dangerous and pdventurous. In order to
m-Ke him wicked rather than innocent, Moli®re gave Tartuffe
& great deal of wit and finesgse, in fact, he 38 one of the
cleverest of Molibre's characters. He remsins a hypoerite

throughout the play, and there is no doubt about him on this

count et any time. In creating Tartuffe the author directs

his satire in such manner th + §t 18 not confined to any

glven person or particular sage. He represents hyporrisy
of all ages regardless to caste or clnss.

He assures Clesnte that he accents Orgon's house-
hold 4n order to prevent it from falling into the hands of
some wictked person who might explodt his opportunities,
Therefore, he does the family a particnlar service when he
allows himself to become custodian of its property. On

being told by Cleante that & better gervice could be rendered

to the family, and to the neighborhood, if the impostor
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changed his locus, the baffled Tartuffe djsmissed the sub-

Ject by saying:

"ll est Monsieur, trois heures et demie:
Certain devoir fgeux me demande lh-haut
Et vous m'excuserez de vous quitter si t8t, 1

Even after he has walked ‘nto the trap set for
him by Elmire, which results in the disillusionment of
Urgon, Tartuffe tries once more to use his chicanery, but
this time his deceit f=s1ls him. Immediately the impostor
tekes off his mask of hypocerisy and displays the wicked
monster he has always been, It 48 here that he becomes a

tragic figure, driving his benefactor out of doors as he

shouts:

“Ctest & vous d'en sortir, vous quil parlez en maltre
La melson m'appartient, jo le feral connaltre

Et vous montrerai bien qu'en vein on a recours,
Pour me chercher querelle, & ces laches détours,
qu'on n'est pas ol 1'on pense en me faisant injure,
Que J'al de quoi confondre et punir l'imposture
Venger le ciel qu'on blesse, et faire repentir

Ceux qul parlent ici de me faire sortir,

' (Lines 1556-84)

1. It seems that Molietre is making mockery of Lamolgnon,
by whom he and Bolleau were insulted when they sought
to have him 1ift his interdict from the "Tartuffe," as
he Bald to them: "Messieurs, vous voyez qu'il est
pree de midi; Jje manquerais la messe si je m'arrttals
plus longtemps, -- LES CLESSIQUES POUR TOUS, p. 61.



At this point in the ulay, Orgon becomes the
most pathetlc character in Moli®dre's th atr~, as he realizes
his great mistake; and repents for his having hed too much
confidence in an impostor, The pity of the audience must
rise to 1ts highest point as the old bourseods, shaking
from head to foot utters the following words:

"Ma foi, Je suis confus et n'ai pas lieu de rire."
Je vois ma faute aux choses qu'il me ait,
Bt la donation m'embarrasse 1'esprit,.™

Thoroughly punished for his ctupidity, Orzon

resolves himself to his fate. Moli®ere has solved his

thesis, which may be stated in the following sentence:

"Over-confidence is as_destructive as a complete
lack of confidence,"

Now, Molier: has finished his story and eveorybody
understands its implications. Priesthood has been treated
with the bitterest irony ever used by a satirist, and hrpo-
erisy has been subjected to its most daring exposure, The
victim of the h;pocrite has taken his share of punishment,
thus becoming an example to be held before others who believe

too strongly without first examining their reasons for such

credence.
The £1fth Act, with its intervention of the Xing,

1. Moli%re develops an opposite theme in his "Dom Juam,"
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1 a mere posteript of the struggle., Moli®re has been ssved
by the King in his fight with his enemies of the rroduction
of "le Tartuffe,” and as an expression of appreciation on the
part of the author, he takes the King for his "deus ex machinal
The innocent, but ridiculous Orgon i1c finally rewarded, +hile

the impostor is punished by Royasl power itself,

“0=0=0=0=D=0=0~

E. - The "Dénouement”.

The dénouement of the first "Tartuffe" remains
anknown today. John Palmer is of t..e belief that in the
first edition of the play there was no unmasking of the
hypoerite, and there vwas no sinister triumph for him, AT
the seme time, he doubts that the intervention of the King
appeared in this version. According to that muthority, those
elements represent l:. ter developments imposed upon Moliere when
his play, begun ns a diverting comedy, became a serious
morality. 1t would seem that the climax of the old version
came a8t the end of the third Act, which 18 practieally the
some a8 the third Act of the pre-ent version: Tartuffe
makes an attempt upon the virtue of Elmire; he is denounced

by her; Orgon hears about the af’alr, and "qilg to heltave

it. The play closes with the infatumted husband ins®sting
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that Tartuffe will be permitted to enjoy the company of
Elmire at will, Thus, the edition of 1664 closed in s shont
of laughter at the expense of the dupe, Oryon; and not, as
in the rina% version, in salutary of royal Justice, The
earlier conclusion is admittedly cynical; the impostor

triumphs while the erowd laughs at his sdmirer. If such
& play had a moral, it would have to be stated thus:

"Hypoerisy pays."
Finally, it seems that the enrlier version of "le

Tartufie," corresponded more with the spirit of Moli®re as

of the second period of his dramatic development, This

play was produced for the primary purpose of ranising revenue

and creating laughter, Be had pledged to write more plays

that would please the spectators, and he was following that

i{dea when he presented a greatly improved edition of the

conventional theme of "the hypoerite.” The fight that

ensued between the author and high churchmen, based on morsl
grounds, reached such a furious state, th-t Moliere was

forced to change his comic satire "in t.ree acts” to a

fmorality play in five acts.” The ad i tion of the fourth

send fifth Acts of the play certiainly must have entailed

a sweeping recasting of the acis already in existeuce,

however, it does not appealr from meag r <vidences available,

thot the general di spesi tion of material was seriously

d1sturbed. Moliere's achievement in recagtinge this play is
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nothing less than mirsculous, The truth of the old
proverb which says: "Trials andtribulations serve to make
men and not to bresk them," certainly obtains in this work.
The author's enemies sought to crush him by means of
destroying his play, but while so doing, they mede him un-
doubtedly the greatest comedy writer in the history of
French literature, and the presentation of the "Tartuffe"”
represents the beginning of the third period of his drama-

tic career, and tne first in a series of his great master-

pieces,

«Q0=0=0~0=-0~0~0~0=0~
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A, - Sources of "Dom Juan",

After Moliere's ciseppointing experiences with
the production of his "Tartufrfe,"™ he found himself without
& nev play to be presented to his newly won sudience, At
the request of his comrndra, he produced his own veréion b 4
the popular theme----tne legend of "Dom Juan", This
legend has 1ts origin in Spanish literature, beginning wit-

"Xl Burledor de Sevilla y Combibado de Pledra," a tragedy,
written by Tirso de Moline. This theme did not pass
directly from Spain to Fr-nce, &s one may be led to belleve;
1t found itc way into France by the way of Italy, and by
means of {talian players, T™wo authors: Ci1cognini and
Gilibverto, 1 imi tated this play rt nearly the seme tine,
under the title of "Il convitato i pledra,” 2

Unfortunately the play written by Gilberto is lost, but it

i nvg D7 : 34~141
1. Michaut: L7S LUTT®S DT MOLIFLE, pp, 12 .
0. Molsnd:s MOLITRE =0 TA COMEDIZ ITALI®NNE, p. 193.
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appears that it was a close imitation of the original
Spanish.

It is known that in the lost work, Dom Juan's valet
was Trivelin, however, in the edition that has been preserved,
Dominiyue hae replaced Trivelin as a valet of Dom Juan.
Between the appearance of the loegt edition of Gilberto and
that of the edition that was preserved, several French
versions of the play were produced, with those of Dorimon
and Villiers assuming the greatest importance. 1

Cicognini's play came at a date that remains
uncertain, but it is rather certain that Gilberto preszented
his play in 1652,1 The writers of the "comedia déal'arte™
copied from Cicognini in preparing "un scenario comigue™,
which was pAdyed by Italisn actors at the Petit-Bourbon,
and later at the Palais-Royal., It was during the Italian
performances that the play assumed the title of "Festin de
Pierre." The first French author to present it under that
name was Dorimon who presented it at ILyon, in 1659, the
full title of which was "Festin de Pierre ou le fils crimi-
nel", a tragi-comedy in five acts, written in verse. Michaut

thinks Dorimon used the edition written by Gilberto.2

l. Moland: MOLIERE ET @’ COMEDIE IT.LIENNE, pp. 190-193.

LES LUTTES DE MOLIERE, p. 141l.
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In 1661, Villers presented g translation or a new
aedaptation, under the same title: "Festin de Pierre, ou
le fils criminel,” written glong the =ame model,

Villiers spoke of hie play as "la tragi-comédie,
traduite de l'ltallen en Frangais." It appears certain
that Moliere consulted the works of Dorimon and Vil'iers
before he drafted the outline of his own "Dom Juen," and he
probably went to Cicognini for several details of the
story; 1t was his good fortune to see the play presented
by I1tallen actors as early ss the yesr 1658, 1In 1659,
Molibre witnessed the same play at the Hotel de Bourgogne,
ander th: title of "le Festin de Pierre," written by Villlers.

Later, in 1661 Dorimon's edition was presented, and Moliere
was one of the spectators who cheered it, 1 It 18 believed
thet Molitre received his totsl inspiration for writing his

"pom Jugn" from the abeve named plays, which is to say that
"El Burlador de Sevilla™ had little effect on the great
French legend of 1665, though the events of Moliere's play
are quite similar to those of the Spanish original. It is
of the greatest importance to point out the fact that Tirso's
play 18 written in three Acte, with the first Act contalning
eighteen scenes; the second Act has twenty scenes, and

the third Act is composed of twenty-seven scenes, 2 TLike-

1. "Dom Juan," CLASSIQUB-LAROUSSE, Preface.

2. COLECCION DE LOS MEJORES AUTOR®RS ANTIGUOS Y MODERNOS,
NACIONALES Y EXTRANJEROS, Tomo 105: "%l Burlador de
Sevilla y Convidando de Pledra.,"



wise, Tirso's play is interesting because 1+ falls inte the
category of "Royal plays,™ due to the fact that some of its
characters belong to the Spanish Royal family, On the
other hand, the circumstances and details of the ctory as
they appear in the editions of Cicognini and Villiers are
quite different from the circumstances and detsils of

"El Burlador." The French plays are very similar to the

Iteallan plays from which they were copied,. The additions

that Molibre dbrings to his ltalian originals or models,
bear no resemblance to "El Burlador," The personnages of

the Spanish play which were suppressed by the Italians were

not re-introduced by Moliere. The traits of haunghtiness

and worldliness are common to all the "Don Juans," the
Spenish, the French, and the Italian, but the wickedness,

jrreligion, and the aggressive and ironic uhbelief are

found only in Moliere's play, andhn\his I+alian models.
In meny respects the heroes in the plays of

Dorimon and Villiers are bolder in expressing their un-

belief than Moliere's Dom Juan, yet, no one charged Dorimon

end Villiers with being impious. Here 18 anexample taken

from Dorimon'se play:

mMon destin est écrit mtme des berceau,
£t 1'endrodt est marqué qui sera mon tombeau....
S1 le ciel attaguait, Jje lul ferals las guerre;
Tout au moins je mourrais dans cette volonté."

T "¥I BuUrlador" has twenty-two main chsracters, ten of
which pre members of the Royal or noble classes,--

BIBLIJTECA UNIVERSAL, Tomo, 105,
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The following lines are taken from Villiers® Play:

"Apprends, apprends, Esprit ignorant et témide,
Que le feu, le viol, le fer, le parricide,

Et tout ce dont tu m'as si bien entratenu,

Passe dans mon esprit comme non advenu,

S'il en res'e, ce n'est qu'une 1dée agréable
Quiconque vit ainsi ne peut 2tre blamable:

Il suit les sontiments de la Nature, BEnfin,

So1t que Je sois ou loin ou proche de ma fin,
Sache que ni le ciel ni l'enfer ne me touche," 1

Those words ere far more daring in nature than
those of Moli®re's hero, Moreover, the heroes in the plays
of Dorimon and Villiers direct their impious words to the
statue, while in Molikre's play, there is only the valet,
Sganarelle, who hears the boastful words: "I believe that
two and two are four, and that four and four are eight!"
However, Moli®re gives his nrrincira]l character a prestige
thnt is not found in the works of his predecessors, This
may have been & necessary drametic procedure on the part
of tie muthor to reclaim the lofty place for Dom Juan, which

he has just lost in his unsuccessful attempt to persuade

nle pauvre" to blaspheme,

The question which arises now i1s: "Why does the

Church teke exception to Yoliere's play, wh?le 1% merely

laushs at the plays of Dortmon and Villiers?" Several

answers may be given, In the first place, the earlier

L7 LTS
1l These two extracts ure teken from Michaut's LTS RPN D
DE MOLIERE, pp; 176-179.
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versions of "Dom Juan'" are pure farces, witho:t much solid
msierinl, or a moral. The theme comes from a play th-t is
14 sted as "high Spenish drema;" the sald theme had become
tredi tionel end very populer befcre Molikre became famous,
due to the fact that there were no traces of irony or sarcasm
&1 rected towards religious leaders. in the case of Molikre,

there were many persons who thought, not ~ithout good

reasons, khat the author had ulterior motives for presenting
his "Dom Juan," ie was having great aifficulty in presenting
"le Tartuffe," due %o the oprosition of those who suspected
his good intentions in staging that play. In the second
place, Moliere's "Dom Juan” has a moral, and the sudieuce
dld not fail to eppreclate its implications. Dom Jusn of
Molitre had become a lsgend ™n the flesh," tint is to say,
Moliere hed copied many of hie trrits from people vhom he
had actually net, 1t was a definite criticiem of the
nodbility that existed at the Court of Louls XIV. Thus,

it was the reaslistic elements in "Dor Juan" which gave rise
to such a storm of protest against 1t. Finally 1t was the
consensug oforinion that Moliere wre an open enemy to the
Church, and anything he said or wrote was receive? wi th

the greatest suspicion of impiety.

The idea of the scene of "le pauvre" was taken

from the works of Dorimon and Villiers, in whose plays,

l
41+t formed an integral pnrt of thc intrigue.

1. L#S LUTTZ8, p. 166,
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In the buffoonery of the supper, in the scene of
M. Dimanche and Sganarelle, and even in the secene of M, Di~
manche and Dom Juan, Molidre is deliberately secking to cre-
ate laughtor.l
It appears that Molidre went to Corneille's "Men-
teur"” for the noble and majestic qualities of Dom Juan's
father. In presenting this noble character here, it is note-
worthy to say that the author reserves for the foubth act
of his play a scene which his predecessors have placed at
the beginning of their plays. Moreover, Sganarelle, the
valet in Molidre's play has his own individuality, which is
not the case with either Briguelle or Philippin.z Sgana-

relle could not resist the temptation of money, which is

clearly seen as he shouts to the beggar:
"Va, va, Jure un peu, 1l n'y & pas de mal," 3

The dénouement is traditional and is common to
all editions of the legend.

The foregoing pages present a rather complete
pieture of the sources €from which Moiidre copied his muterial

for his play, or from which his predecessors copied.

l. LES LUTTES, p. 166.
2. Ibid., p. 172.
3. Dom Juan, Aect Sc.
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B, - The Exposition

Sganarelle initiates the play with his striking
description of his master, Dom Juan:
"Eh! mon pauvre Guman, mon smi, tu ne satls pas encore,
crois-moi, quel homme est Dom Jugh~---=cc-w-= que tu
vols Dom Juan, mon maftre, un chien, un diable, un
Turc, un hérétique, qui ne croit ni Ciel, ni Enfer,
ni loupgarou, qui passe cette vie en véritable bite
brute, un pourceau d'Epicurew----- Un mariesge ne lul
coute rien & contracter------- c'est un dpousewr h
toutes mains," 1
From those lines it 43 clerr to the resder that he is
about to read a story of an outlaw, a criminsgl, or an
unscrupulous man, But, before those lines are well digested,
Sganarelle mekes another statement which sounds the keynote

of the whole play:

"eig un grand seigneur méchent homme est une terridle
chogse,” --- "A fine gentleman, deliberately wicked
is n terrible thing.,”

When Dom J@lan appesrs on the rtage, he leaves
nothing to doubt with references to his general Adisposition.
He is wicked simply for the rleasure he derives from such
lending such 1ife; he believes neither in God nor the
Devil; he gnins pleasure from his seducive arts and the

deliberate corruption of the innocent, He i8 a man who

can look his wickedness in the face, viewing it with admi-

1, "Dom Juan," Act I, scene 1.
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ration, and when Sganarelle ventures to deprecste his

mockery of the sacred mystery of marriagre, he replies:

"Va, va, c'est une af’'aire entre le Ciel et moi
et nous 1= demelerons bien_ ensemble s 8ans que.
tu t'en mettes en peine."

Those lines would seem to deny the statement
that Dom Juan does not believe in God, Hoviever, a 1ittle
addi tional reading reveals tiat Dom Jﬁan's words are worth
very little more then those of Tartuffe, especially in
the third scene of the first Act, where Flvire appesars,
begcing her husband to come home with her, To her great
sorrow, she learns from Sganarelle the reason for her
difficulties in persuading her husband to conduct himself
in the manner of a married man. Sganarelle tells her
the story in these words:

"gadame, les conquerantg,Alexandre et les autres
mondes sontleauses de notre départ." 2

1., All this is new to the legend., Neither the Italian
nor the French models from which the pley war drawn,
nor even the Spanisgh original of Tirso contains any-
thing in the least degree comparable with this pre-
liminary exposiltion,

2. It 18 here that Moliere announces that '.c §8 going
to present a play of the '"heroic" type, similar to
the superhuman characters of Corneille,
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On hearing those words spoken by her husband's
valet, Flmire retorts with one of the most importent remsrks

made throughout tlie whole play:

"™als sache que ton crime ne demeurera pag impuni,
et que le meme Ciel dontytu te joues me saura
venger de ta perfidie.

With the forecoing scenes and incidents the main
characters have b:en introduced to the sudience, which
now has only to wait to see how the author develops his the-
8l s:

"A fine gentleman, deliberantely wicked, 48 a terridble
thi N "

The emphasis laid by Moliere on the intellectusl
arrogance of his hero, as distinguished from the common-
Place seduaslity of his predecessors, not only puts the
comedy in a different rank, but it eslso serves to comple-
tely cran._e 1ts tone end calibre. In the "Tartuffe"
Molisre uses two full acts to prepare his audfence for the

entrance of his hero; but, in "Dom Juen,™ he finds it

necegsrry to devote only two scenecg to such preparation.

1. It 38 here that Molibre mnkes his first preparation
for his denouement., "Dom Juan, Clmss)que-lLarousse,
Thie bit of artistic planning adds to the general
improvement that the author brings to hisseveral
medels of the popular theme of "Le Festin de Plierre."
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C. - Development of the character of Dom Juan.

In the plays of Dorimon and Villiers, the story

begins with a conversation in which the king deplores the

conduct of h’s noble, Don Juan, 1 and tries to find some
means by which the libertin can be reformed. Further in
the play, Don Jumn appsars on the stage, his valet, whose
name 1s Arlequin, is already standing there holding a
lantern on the edge of a Spanish sword, which he drops to
the floor, causing the spectators to laugh heartily.
Then, accompanied by his valet, Don Juan goes to the home
of the Commander, seeking the hand of his daughter, Dona
Anna., He leaves his valet on the outside at the door,
dressed in police clothes in order to prevent any other
person from entering. The enraged Commander chases Don
Juan from the house, pursues him for some distance down
the road where a fight ensues between the two men, as
result of which, the Commander loses his life, Don Juan
escapes, leaving Dona Anna seeking vengesnce from the King

for the death of her fether, 2

Likewise, in these earlier plays, Don Juan's

valet is offered n reward for the capture of the murderer

of the Commander, but he refuses to accept the reward,

1, Moland: MOLIERT BT LA COMFDIRE ITALI®NNE, p. 191,
o, The sitsutionrecalls a similar incident in "le Cid."
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Don Juan becomes suspiclous, demands Arlequin to exchange

clothes with his mastr-r for the bhest intercst of the

lrtter, Arlequin refuses to make the exchange of clothes
with Don Juan; later, he recelves a purge from an officer
with the understanding that he would furnish information
lending to the arrest of Don Juan, but he fails to produce
any useful information,
Thus, in the first Act of the earlier French

versions of "Dom Juan,™ a crisis has occurred, a murder
has been commi tted and a reward has been offered to the

murderer's valet, who is expected to assist in dbringing
his master under arrest, Though there has heen a great

derl of action in this Act, the play is held strietly to
the literary level of farce. Even the scene in which
the Commander is killed, the audl ence never epeases to

laugh.
In Moliere's play, the first Act serves only as

an exposition, in which an introduction of tie hero is
glven. During this exposition it is learned that Dom
Juan hag stolen Elvire from the convent, married her

and deserted her, and that is ebout all there is of import-

ance,

The contrast between the second Act and 'olikre's
play and the second Act of his models is also quite interes-
ting. In the second Act of "Il Convitato d1 Plertra,” es

well as in the cnse of t'e French adaptations of this play,
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Don Juen and his valet me~t Rosalba, a peasant young woman,

busily engaged with her £ishiig chores at the senshore,
Don Juan asks her to marry him, she agrees, “hen tne
appointed time,arrives, he disappolnts her, while direct-
ing her to consult his valet for the changs of plans,
When she visits the valet, he show< her a long licst of
the names of women who had been previously disasppointed
by the seducer. 1
In the second Act of Moli®ere's play, the shepherds
end shepherdesses are ch:nged to true French peasants of
",'Ile~de~-France." Of ‘these prasants, Charlotte appears
to be the most interesting. £ When Dom Juan begins his
flirtation with her she informs him at once that she

possesses great self-pride as she says:

"Je suls une pauvre paysanne; mals j'ai 1'honneur
en recommandetion, et J'almernjs mieux me voir
morte que de me voir deshonorée."

That expression coming from Chrrlotte may well represent

the attitude of Molitre where the French peasants are

concerned., It seems that he 18 very sympathetic with them,

1, It 48 from Villiers that Molikre copies the 1dea of
making Dom Juan a great seducer.
2., In the edition of Villiers, the characters are
shepherds,
3. Cherlotte uses the patois in her speech. WMoliere,
'gorrows this trait from Cyrano de Bergerac's "Pédent
oue, "
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and he does not permit Charlotte to become suffieiently
infatuated to go out and drown herself because Dom Juan
is not serious with her, as Rosalba had done in "Il Con~-
vitato d1 Pledra." .

Scene four of Act I1 drops to the lowest state
of farce as Dom Juan tries to talk to two women simultaneocus-
ly. The purpose of this episode is to give the audience

a good laugh, and thereby reljeve some of the seriousness

of tone that takes place in the jlece as the herb grows pro-
gressively worse with regards to morals, 1 The nonsense

18 brought to an adbrupt end Iin the next scene as twelve
men appear on the scene seeking Dom Juan, forcing him to
flee. Thus, the play which was farcicel in the fourth
Act, attains the height of high comedy in the fifth Act,
Don Juan escapes from twelve blood-thirsty men with all
the Bkill of a Cid. Besides, Moliere does not find it
necescary to bring the statue in during the second Act

of his play due to an exhaustion of events necesraxry to

keep 1t alive, as his predecessors had done before,

The second Act has been severely criticized,
and not entirely without good remson. It could be easily
left out without disturbing the progress of the play,

because it 1s unrelated to the other Acts except for +

1, This comic scene 18 found in the first Act of "Il Con-
vitato d1 Piedra,” and in the fourth Act of the works
of Dorimon and Villiers,
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hero himself. However, the second Act ie not out of
harmony with the other Acts, and does not serve to spoil
the spirit or the tone of the story. Likewise, the fact
that Dom Juan's role in this Act assumes the most fareical
proportions does not alter the high quality of the play,
because farce in Molibre is always an extreme logical
development of his comedy, and in "Dom Juan," farce stands
nearer to tragedy than to comedy.

Finally, the second Act could well be omitted
from the pley without doing any serious harm to it.
The hero furnishes the only link of unity between this

Act and the other four, On the other hand, it could be
seld that the second Act is as important to the play as

the £fifth Act, where Moli®re himself comes forward to take
his enemies to task for thdr opposition to the presentation
of "le Tartuffe." DBoth Acts reprssent the originality

of the author himself and a display of his genius used in
bringing new materiel to the tradi tional legend. Thusa, the
former ghost of Dom Jiian which existed in the works of
Moliere's predecessors becomez a real character in a high

comedy.
In Act IT Dom Juan displays his insolence

towards his fellows: in Act ITI, he displays his insolence
towards Heaven, especially in his very daring remarks to

Sganarell e:
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"Je crois deux et deux sont quatre,_ Sganarelle,
et quatre et quatre sont huit," 1
In this ssme connection Sranarelle jumps up and
down clapping his hands while shouting:
"Je veux frapper les mains, hausser les bras,

lever les yeux au clel, baisser la ttte,

remuer les pileds, aller'd droit, & gauche
en avant, en arrfbre, tourner.,.."

When Sganarelle falls to the ground as he

demonstrates his belief in God, his master retorts:

"Bon! voild ton raissonement qui a le nez cassé,"

It 18 this episode that drew the wrath of
Moliere's enemies. They deplored his idea of entrusting

the defense of the mysteries of religion to a buffoon, who
concludes his arguments by falling down in the manner of

a clown performing before a crowd at a fair, They insisted
that Moliere might have at least given Heaven a more
respectable champion, To that accusation, Molidee had

very little rebuttal, thus, he avoided comment that might
have added fuel to the fire hies enemies were holding over

his head, and after the Easter holiday period, he quietly

1. Moliere had probably read the Tenth "Discours du
Socrate chretien," published by Balza¢ in 1652, In
this work Prince Maurice d'Orange made the same state-
ment while he was lying on his death-bed. ILES CLASSIQUES
LAROUSSE, p., 52,
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withdrew "Dom Juan" from the stage.
In the scene of "le pauvre” Moliere shocked
his contemporaries to such degree that he found it neces-

sary to deliderately cut out certrin passages from his

play, some of which have never been restored. 1 The expres-
gion which proved to be the most offensive to his enemies

was Dom Juan's final remark to the heggar:

"Je te veux donner en Jouis d'or, et _je te le
donne pour l'asmour de l'humanite.,"”

Thelr chsrge of impiety can hardly be justified in the

light of the position taken by the beggar, who becomes
the resl champlion of religion. Further, those enemies
did not appreciate the fact that Moliere was satirising

the nobility, and whatever Dom Juan said or did reflected

upon that group, and had no particular bearing on the

opinions of the suthor with regrrds to religion., In the

absence of Moli®ere's notes, it 18 extremely difficult to

8ay with certainty that Dom Juan reflected the ideas of

l. Paimer: MOLIERRE, p. 369,
2. The suppressed version is sald to have contalined the
following statement: ™

"Voilid qui est dtrange, et tu er Dilen mal
reconnu de tes soins, Ah! Ah! je m'en vals te
donner un Louis d'or tout & l'heure pourvu gque
tu veuilles jurer,"

The reply of the beggar wast "Ah! Monsieur, voudriez-
vous que je commisse un tel péché?"
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the author any more than the beggar a4id, While remaining
true to his religion, the beggar gets what he asks for, and
is thereby rewarded for his strong stand, In this scene,
Dom Juan is definlitely the losger, while the begger 1s the
indisputable winner, snd with his victory, heaven is like~
wige a victor,

Another innovation brought to the play by
Moliere was the scene of Elvire's brothers. Though he
copied the 1dea from Villiers and Dorimon, he made drastic
changes in the treatment of the details. In Dorimon's
play, the hero stole the sword from Dom Philippe; in
Villiers' play the hero assassinated his unarmed adversary.
Moli®ere thought too highly of his hero to permit him to

resort to such cowardice, thus the tregic elements were
postponed. By adopting this method of procedure, the

author succeeded in preserving his hero's elegant pride,
which would serve him well in the fifth Act,

The situation, in which Dom Carlos finds himsel?f
hedged between & spirit of gratitude for Dom Jaun and a
decire for vengeance upon him, due to the latter's treat-
ment of Elmire, is borrowed material, receiving its ins-
piration from nt least three important works, all of which
were copied from Lope de Vega. These works are:

"lLes Illustres ennemies," by Thomas Corneille
"les Genereux ennemis" by Boisrobert
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"} 'Ecolier de Salamanque," by Scarron. 1

The next great episode is the appearance of

the Statue, who 18 making his debut in the story. The scene
is preposterous in nature, and ite only function in the

play is to furnish a new background for Don Jusn's wickedness,

while cnusing his defiance for Heaven snd earth to be re-
affirmed, He has already asserted that he helieved that

two end two were four, and that four and four were eight;

and beyond that point, he believed nothing, and no smount
of persuasion could force him to alter his conviction.

The firmness of his belief, and, one may say, the unbelief,
i1s attested by his complete disregard for the bowing and
nodding of the head on the part of the Statue.

Trso de Molina glves a better reason for the

fight between Don Juan and the Statue. 2  The Spanish
suthor gives a complete picture of the duel which takes

place between Don Juan and the Commsnder, who is fighting
to preserve his daughter's honor which had been exploited

by K1 Burlador.

DON JUAXR
"Quien esta aqui?

1. "Dom Juan," CLASSIQUE LAROUSSE, note at bottom of

page 61,
2. "H Burlsdor de Servil 'a," BIBLIOTECA UNIVFRSAL, Vol.1l05

Act II, scene 13,
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DORN GONZALO
La barbacans caids
de la torre de mi honor,

que echaste en tlerra, traidor,
donde era alcaidé la vida,

DON JUAN
Dejame pasar,
TON GONZALO
Pasar?
DON JUAN
Moriras,
DORN GORZALO
No importa nada,
DON JUAN
Mira que te he de matar. (Rinen.)
Don Gonzala
Muere, traidor,
DOR JUAN

Desta suerte,

Muero., (le hiere,)

CATALINON, aparte

Si escapo de aquesta,
no mas burlas, no mas fiesta.

DOR GONZALO, ceyendo.

Ah! que me ha dado la muerte!"
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It 18 not possible for Moli®re to present the 1dentinl
elements in his pley becsuse Tirso is giving his gpectators
& pure tragedy, while the Prench author i1s giving a comedy
to the Prench stage. Nevertheless, the spirit of tragedy
dominates in both »nlays., Thus, the critics who say that
Molidr®e 18 more tragic than Raeine have a rather strong
point to subs?antiate their views,

Molidre brings his Statue into the play in the
third Act in order to make it possible for him to present
the Statue on two following occasions, These different
appearances of the ghost-like figure would of necessity
require different Acts, because each appearance takes
place in a different locus, In Tirso's play, the Statue
does not return until the thirteenth scene of the finsal
Act. The Spanish author's problem was to punish his hero
fof his devéloped habit of defiling womanhood, thus Tirso's
task wae relatively easy. Don Juan had gone from place
to place, deceiving woman after woman, which was a definite
violation to the Spanish code of honour. In Molikre's
play, the problem is more complex. The wickedness of his
hero must be further displayed in order to Jjustify the
ultimate punishment which must come in order to retain the
traditional ending of the legend, Besides, Moliere's
"pom Juan® is & biting satire on the nobles, while Tirso's

ngl Burlador de Sevilla" 1s a play vritten for the amusement
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of the nobles, While Tirso was typically Spanisgh, and the
tone of his play represented ¢verything that the early
Seventeenth century Spaniard liked, Molikre was & Trenchman,
living a century aheasd of his time, His "Dom Juan" is an
embodiment of the evils that existed among the average
Christian of the France of that day.

Te episode of Dom Louis and his noble speech
directed to Dom Juaen recalls the venerable 0ld Don Diego of
Tirso, but Moliere went to Coreille's "Menteur™" to borrow
the noble character of Dom Juan's father, In Molibre's
play the situastion is more tragic, 1

In scenc six, Elvire returns for another brief
conversation with her wicked husband, Her return repre-

sented another example of the suthor's originality and a
master ctroke of his genius,

Her speech 18 cmlm and touching though her voice
is of a tone that echoes vengeance, None of Moli®ere's
predec~ssors employed a scene in their plays in which the
hero's wife returned to haunt him just before destruction
overtook him, It 18 at this point that Dom Jusn felgns

d
repentance.

In the final scene of Act IV, the Statue makes

hig second visit to Dom Juan, where the group is having

1. I0M JUAN, Classique Larousse, pp. 72-72.
2. MICHAUT: LES LUTTHS, 166,
3. The idea of repentence is taken Trom Dorimon and Villiers,

however, thelr heroes are sincers,
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supper, As he parted company v th Dom Juan and his company,

the Statue cays:

"Dom Juan, c'ert assez., Je vous invite a venir
demain souper avec moi. En aurez-vous le coura-e?"”

This situstion ‘n "Xl Burlador™" is 1dentical: The Commander

says to Don Juyan:

"Bajo esta palabra y mano,
menana a mas dlez te estoy
para cenar aguardsndo,
Ires?"

In Tirso's play one finds the following lines:
DOM JUAN
npguarda, iréte alumbrando,”

DON GONZALO

"No alumbres, que en gracia estoy." 2

In Moli®re's play one finds the Frernch version of the same

lines:

IOM JUAN, a Sganarelle

"Prends ce flambesu,"

Lo STATUE

On n's pas besoin de lumiere,

2. "El Burlador de Sevilla," Aet IIJ, scene 14, p. 144,
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quand on est condult par le Ciel," 1

The legend of "Dom Juan" ends +ith the Pourth
Act, The £ifth Act 18 made of Moli®re's original work,
ineluding everrthing he thought about his enemies, It is
here that Dom Juan becomes a greater h:poerite than Tartuffe,

and Justifies his conduct while saying:

"Il n'y a plus de honte maintﬁnant a cela:
l'hypocrisie est un vice 2 la mode, et tous les

vices & la mode passent pour vertus....la pro-
fession Ad'hypocrite a de merveilleux avantages.”

After having finished his discourse, Molibre re-

sorts to the traditionsl denouement and brings his play
to a close. Thus, the author has added his second in s

series of great plays.

1. Thougt the French words cre almost & direct trans-
lation from the Spanish, Moli'ere copied his verse
from Cicognini who had transl-ted them to Itallan
from Tirso's piay. Cicognini's lines as listed es
Pollowe: "Non, ho pilu bisogno 43 lume terreno.
Which means "Je n'al pas besoin de lumikre ter-
restre."- DOV JUAN, last line in Act IV, p. 78,

«0=~0-0=0=0~0~0-0=0~
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"LE MISANTHROPE".

A. - General view of the comedy.

On June 6, 1666, date of the first performance
of "le Misanthrope," Moli®re was a broken man. For
seven years he had been obliged to ;1ght against the
enenmies of his theatre, who began the struggle by chargT
ing him with literary faults, making mockery of contempo-
rary society, and who eventually attacked him for what they
termed ag "impiety". His favorite play, "le Tartuffe,"
was suppressed for almost five years, due to their oppo-
#1 tion. To all of this trouble, domestioc difficulties
were soon added, because Molidre and his beautiful wife
had ceased to be the model couple. Some critics think
that the break in merital relations between the couple
serves a8 a source of the play jtself, but there 1s no
proof available to sustain such belief, However, there
18 nothing in Italien farces, the ancient classics, or
the Spanish tragl -comedies that give evidences of having
peen & source of inepiration to Moli®re as he wrote

nle Misanthrope.” In "Don Garcie de Favarre," there
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18 a similar personnage, and Moli®re took this character
from an Italian comedy, written by Cicognini. 1
Moreover, Moli®re's health had begun to fail him by 1666,
He was plagued with what he thought to be unfaithfulness
on the part of the newly found French poet, Jean Racine,

whom he had assisted in becoming famous, He refers to

this bitter experience in the following line:
»9Je me verrals trahir, mettre en pieces, voler..."

All of these troubles certainly afflicted
Moli®re with misanthropy. So heavy was his sorrow, he
went back to Greek literature seeking a name for it,
In his new play he continues his flght against hypocrisy
which he had begun with the presentation of "le Tartuffe,”

however, in "le Misanthrope," he makes an aggressive fight
against the evil, with Alceste shouting against 4t in

almost every breath,

If "le Misanthrope" has an exposition, i1t must
be confined to the first scene of the first Act. The

1, Moland: IA VIE DE MOLIERZ, pp. 142-143.

2., The word "Misanthrope" comes from the Greek word
"misanthropos,” a compound word, ("™iseo," means
to hate, and "anthropos,” means man,) "{1isanthropos"”
means A hater of mankind, It A8 an anonyme to
"philanthrophy", which comes from the Greek word:
"philanthropin," (from philos, meening loving,
and "anthropos,” meaning men) "Philenthrophy,"
means a lover of manking,
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opening scene introduces the principal charascter and

his friend, and presents a problem of social ethies, and
indicates the plot which is to provide the structural
frame work of the play. The method of procrdure is very
similar to that of the "Ecole dns Femmes,™ which also opens
with a conversation betveen two friends who express dia-
metrically opposite views with regerd to a social problem.
In "le Misanthrope," the simplicity of plot permits its
1dentification to be recognized earlier than is the case
in the former play. In developing Alceste, Moli®kre poses
the question how far strict veraclty and sincerity should
be carried out in socianl intercourse. Alceste wants no
compromise, while Philinte endorses extreme temperance,
But Alceste is snother of the author's stubborn charscters,
similar to Orgon, Arnolphe, Argnn, end Dom Juan, thus,

opposition to his views serves only to enrage him and

make him more resolute in his convictions. He shouts:

"Non, elle est généranle, et je hals tous les hommes,

%ﬁs uns parce qu'ils sont méchents et malfaisants,
les sutres pour dtre aux méchants complaisants

®t n'avolr pas pour eux ces haines vigoureuses
Que doit domner le vice aux &mes vertueuses.,
(Lines 118-122)

Philinte is far more practical and tolerant snd remains
equelly as stubborn in his opinion as Alceste insists upon

being. His response is:
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"Mais quand on est du monde, il faut bien que l'on
rende quelques dehors civils que l'usage demande,"
(1ines 65-66)

Those lines correspond well with the ndage:
"When one 18 in Rome, he must do r8 the Romans do."

Philinte may have added, however, that though one is in
Rome, and is following Roman customs, he need not elways

bother himself to wear the Roman toga. Philinte con-

tinues his philosophi:

"J'observe comre vous, cent choses tous les jours,

Mais quoil qu'h chaque pas je puisse voir parattre

En courroax, comme vous, on ne me voit point 2tre;
Je prends tout doucement les hommes comme 1ls sont
J'accoutume mon Ame & soufrir ce qu'ils font,"”

Here, Philinte expresses the modern concept of soclety,
which permits every man to live his own ljife, and if

he violates the general patterns set up by society, then
soci ety jtself will punish him.

In the following lines Philinte gives Molitre's

complete philosophy as he tells Alceste:

"La parfrite raison fult toute extrémité

Et veut que l'on soit sage avec sobrieté.
2 (lines 151-152)

That expression might serve as n genersl thesis fer all
three of his high comedies: "le Tertuffe,” "Dom Juan,"
and "le Misanthrope.," In the first named play there is

g character who believes %00 agtrongly and too ~nsily.
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Orgon has such great faith in Tartuffe, thrt he 13 not

disillusioned until the Impostor is almost ready to send

the police to arrest the entire household, Moliere forces

him to pay the bitter price for his stubborn beliaf, a

belief not based on anything resembling common sense,

Thus, there is the proof of the thesis:
"Good sense avolds nll extremities."

In "Dom Juan," the hero does not believe anything. He
represents the other extremity, and he pays the penalty
Just as Orgon does for believing everything told him by
Tartuffe,

In "le Missanthrope," the hero is an extreme critic
of mankind. Unlike his two predecessors, Alcecte does
not have to wait until the end of the play to suffer for
his excesses., When the play opens he i1s introduced as
& suffering man; he suffers throughout the plry. Dom
Juan and Tartuffe enjoyed life through the first four Acts
of their respective plays: Alceste did not enjoy 1ife i n
any scene in the play. II1s unreasonable suspicions make
him morc ridiculous than Orgon. It is elmost impossidle
for a stranger to meet him and greet him beceuse he thinks
that all other men are hypocrites and are unworthy to shake
his hand or embrace him. His concelt causes the nudience
to murmur st him instemd of laughing at him as they lsugh

at Tartuffe and Dom Jgan, On meeting Oront-, Llceste
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advises him:
mAvant que nous lier, 11 “aut nous mieux connsitre,® +

Alceste exageerates hls love Jjust as he does his moral

purity, It is his misfortune to fall deeply in love with

a young widow, who possesses all the qualities vhich he
ebhors, She is unfaithful, untruthful, and unsteady,
Alceste undertakes the impossible task of reforming her,
only to the increesse of his own unhappiness. His un-
controlable love for Celimene represents a complete

contrast to the lofty ideals of perfection which he

endorses, She 18 indifferent to criticism from him or

ffom the public.

Celimene 18 a young womaen twenty years of age,
followed by & long line of suitors. She is fond of
Alceste but ghe is unwilling to surrender her worldliness.,

He confesses his own love for her while increasing

his ridiculousness:

"Jamais
Personne n'a, Madsme, nime comme je fals,"

1, This recalls the verse written by Joe Baille:
"Friendship is no plant of hasty growth:
Thoush planted in esteems deep fixed soil,
The grsinual culture of kind intercourse
Must bring 1t to perfection.
"le Misanthrope," MacMillan % Co.,
New York, p. 77.
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3ere he seems to think he is supertor in love a8 he thinks
he is superior in morals. His love for Celimene glves
the play a sort of unity which 1s constant throughout,
I¢+ 1s this strange trpe of love that ecaguses him to conduct
himself in such ridiculous manners, His jealousy 18 as
rash as his 1drals of sincerety. Thus, Moliere drags him
through the whole play, suffering one misfortune after
ancther,

His first rcal blow comes vhen he has his quarrel
with Orconte, He me~ts Celimene on the street, carries
her home; as he 18 about to ask her to reform, a visitor

knocks at the door and is amitted in spite of Alceste's

objections. That 18 his second misfortune, Alceste

walts for the visitor to leave s0 he can continue his

conversation, and loses his temper when the visitor is
slow to leave, At once he declares that he will not
leave the room until the other man hage left, At this
point he is disappointed by some one who sends for him,
and he hac to leave the house~~-~this is his third setback,
When he is free, he rushes back as hr has promised to do,
reppens the quarrel; Celimene leaves the room. This ts
fourth setback. Now he finde himself alone in the room
with Arsinoe, and the clever woman loses no time in
jpitianting a conversation with him sn her own interest,
while denouncing Celimene,. Instead of gnining Alceste's

love for hercelf, she succeeds only in increesing his
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Jealousy of Celimene, and for the fifth time he tries to
begin a conversation »ith ti.e woman he loves; he ig euc-
cessful in telling her how he would have her live, but
Dubois happens to come ‘nto the .oom and embrac-s Alceste,
thus for the fifth time he is interrupted in hisg effort

to reprove his friend. For the sixth time he tries to
talk with Celimene, end this time he fiiglly succeeds in
demanding her to inform him of his status with her, Her
response 1s far from satisfactory, thus, he decides to retire
to the desert, where he would not hrve to trouble himself
with such a corrupt world, Through all of this, Alceste
falls to srouse general sympathy. Crities ask why he is
hesi tant to forsske Celimene, and to go and develop an
interest in some one who possesses the gualities which
appeal to him, Those who a8k such questions are qﬁite
unressonable, It is naturel for s man to love & woman

who represents tiie qualities that are contrary to his
ideals, Dissimilarities attract, while gimilarities

repel, Then, 1t 18 not falr to blame Alceste 1f he
wanted Celimene for himself only. Stendhal says:
"L'eamour, ¢'e«t le plus fier des derpote: 11 faut
2tre tout ou rien,”

If that statement i¢ true, sn:? most people
111l sy that it is true, Alceste Is-qulte regular in
that phase of his behavior, However, 1t §8 the fact
that he ~llows hiec love for Cclimene to cnuse him o

lose self-control and to make & fool of himcelf thrt



- 158 -

renders him ridiculous, He displays too great a depen-
dence upon the woman whom he loves, He allows himself

to become discourteous, disrespectful, crude, and silly.
Moli®re makes one laugh not only at the character, his

acts, his words, his attitudes, his gestures, dut he
also makes one laugh at his renewed obstacles, and his
successive deceptions,

Finally, "le Misanthrope" is the story of a
man who is suffering from an excess of virtue, and may

be considered as a study in social deportment, There is

one argument against thinking of the play as a study in
social deportment, and this argument is the fact that

Alceste is not social, therefors, could not represent
a study of things that are social. It may be better

to characterize the play es a study of social values,
Moli'ere 18 here painting the comic side of man: dis-
rlaying his discords, his vices, ugliness, and his
pathetic side. Moreover, he paints society of all times,
therefore, he 18 a man of human nature, Moliere is less
a man of his time than were Despresux, Racine, Bossuet, snd
Pascal. While the seventeenth centnry was an embark-
ment between the sixteenth and eighteenth centuries,

which it separates, Moliere'Ys genius could not be confined
to such limits, His thought was vaster and more uni-
versal. Like Shakespeare, and Cervantes, Molikre is

e painter of humen nature without regesrds to cult, fixed
dogmas, or trasitions.

~0=-0=0-0-0-0~
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B, - The character of Alceste

In "le Cocu imaginaire,™ Moliere presents a new

character, which he calls Sganarelle, Thig character
replaces the older one, cnlled Mascarille, and was

probably taken from the Italian theatre. He appears

in several states of valets, of husband, of father of
Lucinde, drother of Ariste, a teacher, a fagot-maker,
and finslly, a doctor. Sganarelle belongs to Moliere
as Panurge belongs to Rabelais, or Sancho to Cervantes.

1l
He 18 portrayal of everything distasteful and burlesque.

Alceste is an elevated type of Sganarelle; he
i s more serious than the earlier characters of thet name,
he is more noble; and he represents rid cule that is
confined to courage and to virtue. According to one
critic, Scanarelle embraces three-fourths of the comic
scale of Moli‘re's theatre, 2 This would include the
whole bottom, the middle, which he shgres with Gorgibdus,
and Chrysale, and Alceste acupies the last quarter of
the scale, that is, the highest point, T™herefore,
Sganarelle and Alceste represent the whole of Moliere's
theatre.

Alceste represents a picture of a fight by a

grand soul against a cruel world, which finally conquers

1. Sainte-Bueve: PORTRAITS, pp. 21-24,
2. Inid.
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him, He 18 easily sngered, and has little i ence with
anyone. From start to finish Alceste is ludicrous, due
to his profoundly unsocial attitude and hie great egocentri-

city, ¥hen he 3s right in his conceptions, he spoils his

case by over-statements and by being completely insensibvle

to the rcasonable views end feelings of others. Sonme
critics think that Alceste 18 an embodiment of all that is

least desirable in a member of soclety. 1

He is unjust,
a4 spgreeable--a type of man ho would make humen society

jmpossible if he were not always discouraged and opposed.
He may be described as an individual fighting sgeainst the

the whole people,

Alceste 18 the most complex of all of Moliere's

charecters, Sometimes he is noble, at other times he is
ridiculous; sometimes he 4s intolerable, and at other
times he is8 pathetic, And many times he 1s a8 combina-
tion of all these aqualities simultaneously. One centence
will serve to attest this fact:

"Etre franc et sincere est mon plus grand t-lent,"
(line 1087)
It 18 a mistrke to thl k that Alececte g &
mouthpiece for Moliere, The great author-actor would
not portray himself in such & ridi-ulous fashion, A

believer in "common sense," Moli®re would never subscribe

1., Falmer: MOLIRE, pp. 390-395,
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to an extremist's point of view. It cannot be said that
the author sympathizes any more with Philinte than he does
with Alceste, because the former is as much an extremist
as the latter. 1 Both men are perfect antitheses to what
Moliére himself believes. If Alceste is friendly to nodbody,
Philinte is friendly to everybody, thus, the latter is no
more valuable to society than the former. True wisdom
would suggest that one flee the philosophy of both men:
Faguet says: "Le titre n'est pas trés don,

puis u'il ne s'ajuste exactement ni & Alceste,

ni & Philinte, le misanthrope étant 1'homme qui

méprise lesg hommes, qui lee déteste et qui les

fuit, et Alceste étant l'homme qui veut les ré-

former et qui par conséguent les aime encore, et

Philinte étant 1l'homme qui tout en les méprisant

les supporte avee bonne humeur et leur est servia-

ble... Le vrei titre serait "L'Insoclebdble”, et

gu'Alceste n'est pas autre chose que 1l'insociable

par impétuosité de vertu..."?

At the end of the play Alceste 1s finally per-

suaded that he eannot retorm the woman he loves, to say

nothing of the whole world. He retires and forsakes her.

l. Michaut: LES LUTTES, g.aOB.
2. EN LISART MOLIERE, p. 45.



- 162 ~

C. - "Le Misanthrope ss a 5at1rp of the Saventeenth
Century Society.

Michaut says that Alceste is one of the most
perfect inventions of Molikre's genius, and adds, that

traces of his personality could be found in every age.
While that is very true, Alceste represents a pure satire
of the seventeenth century when he finds himself involved
in a lawsuit. It waos the custom for pleaders to inter-
view the judges before whom thelr cases were to be tried,
and to try to persuade them beforshand of the merits of
their cases. Gifts were often glven to judges, originally
wi thout the idea of bribery, but such a system soon
degenerated into corruption. 1
Alceste says to Celimene:
"Est-ce per l'ongle long qu'il porte au petit dojgt

Qu'il 8 est acquis chez vous l'estime ol l'on le voit?"
(lines 479-480)

In these lines Moliere gives a picture of the
fashions of the fops of the day, the "petit marquis” whon
he ridicules so often. It 18 one of their affectations
to let their fing r nalls grow very long. They wore
long, curley wigs, cxagoerated all decorntions of their

costumes, and spoke in a falsetto votce. 2

1. Turgeon and Gilligan: PRINCIPAL COMRDITS OHF MOLI °RE,

P 434,
2, Turgeon and B111igen, p. 450,
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Moli'sre appears to satirize dueling along with
other abuses, Dueling was forbidden by law at this time,
end the punishment of offenders was entrusted to a 8pecial

court made up of the Mgrshals of PFPrance. The courts

usaally tried to prevent duele, rather than to punish them,
and had a company of guards at its dispossl to arrest those
who planned them, A reconciliation was then forced by

the court, 1

In his treatment of Celimene, it would &appesr

that Moli®re is elso satirizing young widows.

"Medame, comme on salt, d'%tre prude a vingt ans."
(line 984)

Celimene 18 a young woman, twenty years of age, who is

nét with her husband, snd no one knows who he is, or
vhere he is,

Finelly, Moli%re is attacking the 1dea of the
indiscriminate embracing that wes carried on by foppish
men of that day. Alceste describes the idea as something
rether informal as he rejects Oronte's aggressivemess in

the second scene of the first Act.

1., Turgeon snd Gilligan, p. 463,

-0=-0-0~0-0-0-0-
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D. - "Le Misanthrope as a French classic hi gh Comedy,

"Le Misanthrope™” 1s a high comedy of serious
character-study and very little action. 1  In many

ways Alceste is a strong character, unyielding in his

opinions under all conditions. In this respect he 1s
equal to Polyeucte, le Cid, or Andromague. In creating
Alceste, Moliere gives the world another of his great
flesh and blood ocharacters, who breathes, eats and moves
around in the society of all ages. His role represents
a great psychological study, a mental struggle equal to
anything in the tragedies of Raéﬁne.

Another classicel feature of "le Mizanthrope"
is 1ts form. It is8 a five-act play, written in verse,
There 48 unity of plece in this comedy, something almost
unknown in Moli®ere's works. "Toute la piece se déroule
dens le salon de C.limene, ou Alceste, en sa qualité de

2
prétendant, & ses libres entrées,” says Felix Guirand.

1t 48 one of Molisre's most perfeect plays in verse, belng
surpassed only by "les Femmes saventes,” and "Amphi tryon, "
The style of "le Misanthrope” does not contain the taste
and flavor that characterlzes n1'Ecole des Femmes, nor the
liberty of "le Tartuffe." Mollkre carries it through a
type of refinement, under which the lenguage of higher has

undergone.

1. Bagley: INTROWICTION TO FR®ENCH LIT., PD. 275-276,
2. Clgssique Larousse,
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Alceste 18 of noble blood and he 48 heroic in his mental
struggle with the world, He 18 an extraordinary Aramatiec
creation, equal to the creations of Corneille and Racine;

but he more closely resembles the Racine productions, due

to the fact that Alceste is moved by his inner faelingseee
his pacsions., To some degree, one is reminded of Polyeucte
as he reads the defisnt words Molikre's hero, However,
these characters have common traits -nly so far as their
iron determingtions are concerned, Moli®kre has replaced
the "grandeur" which characterizes Cornellle's figures hy
"lg vérité et 1l'imagination par le gout des peintures
morales. + It i1s his purpose to expose human v eakness,

to paint men's faults, and to do 80 according to nnture
jtself, that 13, on tiis basis of strict observation.

Here he is gquite in harmony with the ancients,

Finally, "le Missnthrope," is celled & play
with-out a subject,r It contains no intrigue, no strange
turn of events, and its action is confined to mental
behavior, That gquality makes it superior to "le Tartuffe,”
when the two plays are read, However, on the stage, "le
Tartuffe™ surpasses "le Misanthrope” due to the abundance

of mction that vccompanies the performance of the former

piece..

1. Faguet: LE DIX-SEPTIBME SIRCLT®, p. 266,

=00 =0=0=0=0~0-0=0=
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CHAPTER IV

"LE MED:XCIN MALGRE LUI"

A. - "Le Médecin malgré lui" as a typical example of

traditionsl Frenech farce.

Molidre has just presented three of his greatest
magsterpieces, "Le Tartuffe”, "Dom Juam™, and "Le Misanthrope”,
in which he ridicules hypoorisy in every form, while giving

particular interest to religious hypoerites, pedantry, and
ridiculous nobles, who frequented the Court. Now, he turns
his attention towards another evil, namely, the contemporary
doctors --~- hypocrites of science. He has opened his attack,
though in a mild manner, in "Dom Juan", (Aet III,Sc.3) as he
says:
"Tout leur art est pure grimace, c¢'est une des plus
grandes erreurs qui soit parmi les hommes."
Now he presents a new play,entitled: "Le Médecin malgré lui",
the theme of which is taken from "Le Fagoteux"™, one of Mo-
1idre's early farces, written as the troupe was travelling
through the Provinces, and has since disappeared. In "Le
Médecin malgré lui", the author returns to farce. Previously
he has written another farce, entitled: "L'Amour Médecin®,
a revised edition of one of his o0ld works, known as "Les

Médecina."
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It must be poihted out that thenes satirizing
doctors are almost as old as the thentre 1tself, and these
themes have been presented on Spanish, Italian, and French
stages since the Middle Ages, But Moliere carries the
satire much deeper than had been the case with his pre-
decessors, He decries the gross ignorance and nonsenee
displayed by his contemporaries of the medical profession,
and does so with such vividnsss that the objects of his
ridicule are easlly recognizable to the general public,
thus erousing professional indignation against him., This
farce was produced as early as 1661 if not before, dut
it was apparently considered of little importance by the
company 1tself as well a8s by the genersl publie, becsuse

1t received scant attention in La Grange's record end in

1

other contemporary aceounts, It may have been a

mere gcenario with dialogue supplies impromptu by ectors
in the manner of the Itelian "commedia dell™ srte, "

The presentation of "le Medecin malgré luil" serves to
revive public interest in Molit:e's theatre in the wake
of a rather cool reception of "le Misanthrope," given
by theatre-goers, This same role had been played by
1'Ecole des Maris," which followed the fallure df "Dom

carcie," and "l'Amour medeein," which followed "Dom Juan,"

1. Turgeon and Gilligen; page 511, ‘ e
ILintilhae; HISTOIR®E GFNFRALE D TIPATRR N FRLICT,
Yol., I1I, p. 267,
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to the stage after the latter play had been removed 1,..

the 118t of active plays due to the religious-party's

opposition to 1t. 1

The ense with which Moliere produced and per-
formed "le Medecin marlgré lui,” after having devoted
g0 much of his time to high comedies of character, is
an indication of the fact that he was as versatile in
one field of comedy as he was in the other.,  fThe
gource of the situation in the first Act is a medleval
febliau: "Du Vilain mire," the tale of the peasant turned
doctor, In this story a rieh and miserly peasant narried
& poor noblewomen, and in order to keep her faj thful to
him, he beats her every day s0 that 8he will weep constantly
and thereby remain forever unattractive to other men,
Wishing to get revenge onm her husband, she tells some
messengers, who are searching for a doctor to cure the
Eing's daughter who has a fish bone caught in her throat,
that her husband 18 really a great doctor, but that he
will not admit it unless he 18 obliged to do so by force.
The messengers follow her suggestion, and beat the peasant
until he confesses that he I8 a doctor and agrees to accom-
pany them to Court. The peasant doctor has great success
ijn his asdventure, although he has no knowledge of medicine,

Moliere follows the first pert of the story rrther carefully,

1. Lintilhac‘ Pe 272.
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but he varies greatly from the original as he writes his
second and third Acts. Thus, the first Act of "le
Medecin malgré lui," 18 the traditional theme, but the
last two acts represent Molire's version of the play. In
these two Acts, the lovers are in somewhat the same
situation as those in his early farce, "Le Medecin volasnt,"
"Le Medecin malgré lui" is a true pilece of
buffoonery. The ignorant peasssnt is persuaded that he ig
e doctor by dent of a thorough heating, after which he
decides to make the most of his profession., He imitates
the doctors with whom he has come into contasct, and he
makes particular use of the hglf-dozen words of Latin
he learned during his six years service as a helper to
doctor. Faguet says thot 1f this play is a farce, it
18 the best frrce Moliere ever wrdte. He observes that
the satire in this pley 18 not forced directly upon the
doctors, nag it i3 true in "le Malade imeginaire.” A
fagot maker with all his ignorance, earns a reputation
equal to that of experienced physicians. This is in-
direet mockery, which may arouse the anger of the dectors,

but they cannot make an earnest protest without seeming

r4 d1 culous., Faguet adds: "Le Médecin malgré lui" est une
des plus proverbiales des comédies de Moli*re, la plus
proverbiale peut-2tre, et on a vu pacser dans la conver-

sation courasnte ét dens la langue commune et y
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rester.,

Paguet 18 correct. At this period of his career,
Moli'ere did not present any plays that may be clessified
as "inferior."” Though "le Médecin malgré lui" js frreical,
it is 2 true comedy, with a story to be tolad. Likewise,
it hae a moral., Moli®re has been a sick man for a &ear,
and he hadnot been able to obtain lasting relief from
his allments at the hands of the leading physiclans,
His whole philosophy as it sppears in this play /&y be

summarized in the following lines:

rfout leur art est pure grimace, c'est une des
plus grandes erreurs qul soit parmi les hommes,"

1. PFaguet: FEN LISANT MOLIERE, pp. 48-49,

~D=0=Q=0=0=0w==

B, - "Le Medecin malgré lui" as a comedy of manners,

"Le Médecin malgré lui" 4s a descendant of the
tradit¢ional ferce, with 1ts buffoonery, ita boisterous
fun, and its exaggeration of the ridiculous things, At
the same time, 1t possesses traits thnt are charscterlistic
of comedies of manner. As in the cnse of "Dom Juan,"

t"le Misanthrope," and "le Tartuffe," its theme is based
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on family 1ife. Sganarelle, in "le Medecd fnnlgré lut, "

is a drunken man, e tvpical peassnt--lazmy, indifferent,

and unreasonable, Above =11, he is extremely ignorant,
His quarrel with his wife contrins an under-current of
tragedy, which 18 also present in "le Tartuffe," in

"pom Juan," and in "le Misanthrope," This is especially
true when Sganarelle beats hlis wife on the open stage,
The potentially tregic scene is turned immediately into
fun when Monsieur Robert rushes up to the couple and
takes it upon himself to defend the weeping wife, who
quickly, stops her flow of tears end beging to slap his
face for meddling into the affaire of a man and his wife,
However comical the episode turns to bhe, *oli®re is
sticking to his philosphy of naturs, It is nntursl

for a woman to resist any attempt on the part of a second
man to punish her husband, even i the punishment is to
be administered in revengr for some herm done to her
person by her husband,. The episode desling with Sgona-
rclle's going to the woods, be‘ng sou-ht by two etrangers
who are in search for a doctor, and his being whipped

until he confesses his medical skills, is pure "horse-

olay", nevertlrieless, 1t £its nicely into the scheme of
the story itself. In "1'Zcole des iaris," *n "le iiariage
force," and in "1'Amour Medecin," Sganarelleis a morose

gnd self-interested bourseols, 1 but sn "le Medecin

1, Tilley: MOLIER®, p.318,
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malgré lui," he 18 a "happy-go-lucky" drunkard, who is
soon turned "doctor,"

It is important to point out the fact that
Seventeenth century literature 1s of an aristoeratic tone,
telling stories of the great deeds of outstanding heroes,
Much of the drama is devoited to the glory of the reign
of Louis XIV and his personal vanity. 1In this century
of literature, very scanty sttention is #iven to the
peasants of that age. La Fonteine, in & few of his

Fables, gives & sympathetic account of the poor wood-

cutter, weighed down by femily cares, A few lines of
his works are devoted to the heavy taxes thnt were pald
by these poor folk, and the forced labour that formed a

part of their lot.

La Bruyere refers to them in these worads:

"L'on volt certains animaux farouches, des males

et des femmelles repandus par la compegne, noirs,

livides et tout brfilés du solejl.™

It 48 Moli®re who gives a more detailed piecture

of their condltions, and, at the 5 me time, Le displays
the amusing side of his contemporary peassnt 1ife,
Alaine and Georgette, the two servants to whom Arnolphe
hag entrusted the crre of Agnes, nre chlefly characterized

by their stup!dity snd their love for money. In "Dom

Juan" , there is an admirable portrnit of ™ errot and
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Charlotte. French r-alism is developed and ‘nereased by

their speaking in the putols of the neighborhood of Paris,
In "le Medecin malgré lui," Lucas, Thibaut, and Perrin

use §t repeatedly, Though extremely ignorant, these
peasante are spostles of "bon sens," and they are constantly
confounding the characters in the play who are displayed as
representing high personalities, and that is the real

gsource of Moliere's satire, mnd the success of 1it.
-0=0=0~0=0=0~

C., - Conclusion.

The importence of the "Medecin malgré lui" is
due to its position es a link in a chein of satires
directed at the medical profession of Moli®ere's day. The
play 1tself possesses no peculiar dramatic qualities or
innovations in the field of comedy. It 18 a successful
combination of farce and comedy of manners. The three
unities are violated repeatedly. The scene of the first
act 18 the exterior of the house of Sganarelle. In Act II,
the scene is centered in a room located in Geronte's house,
In pct III, & part of the scene takes place in the open
air, while the rest of 1t takes plac;:Geronte's house
agaln.

There is one feature mbout this play that is
noteworthy; and that is the fact thet 1t ranks second to



"le Tartuffe™ in the number of times it has been presented
since 1ts first appearnnce., On thrt basgls, 1t remains the
most popular of all Moliere's farces, and only one of his
high comedies has eclipsed 1t in the number of 1ts presen-
tations. Thus, i1t has well mtood the test of time, ana
if public opinion has anything to do with meking a plece
of literary work immortal, "le Medecin malgré lui" must be
granted & place that is peculiar to itself, Besides the
excessive number of performances it has enjoyed, "le
Medecin malgré lui" as been translated and adapted in
nearly every modern language. It has been made into an

opera twice,

“QuaQuOe0nQe(O=Q=0=0~
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"GEORGE DANDIN QU LE MARI CONFONDU"

A, -~ Sources.

"George Dandin"™ represents another farcical
theme which has ite origin in medieval literature. Thise
play may well be termed as another sort of "School for
Husbanda." George Dandin himself is a recapitulation of
George le Veau, who also had the bad fortune of being married
to "une fille de maison", and was so displeased with his
married 1life that he decided "s'aller Jeter dans l'ean la
téte la premidre.” 1l fThe name of George Dandin, which has
eome to mean "gimpleton de luxe" is taken from Rabelals, III, 41.

"George Dandin" 18 a reworking of one of Molidre's
earlier farcea: "La Jalousie du Barbouillé"™ which takes its
theme from a tale told by an Indian, found in "Livre de Sin-
dibad." 2

Another source upon which Molidre drew in prepa-
ring this theme is the "Decameron, VII, 4 and VII, 8,
from which he took the idea of eclosing the husband out
of the house. © It is believed that he took the idea of

1. Lintilhac: LA COMEDIE, Seventeenth Century, Vol. III,p.27Z2.

2. Ibvid. Sixteenth Century, Vol. II, pp.220-222.
3. Tilley, Molidre, p. 196.
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the family title ("de Sotenville") from the game source,
The final s»curce listed 18 that of Moliere's
personal experience. For several years he has seen
parasites, wearing empty titles, making thelr hoge at the
King's court., He deplored that state of affairs, and on
several previous occasions he has taken the liberty to
make mockery of the pseudo-nodles, In attacking them, he
introduces a bit of social satire to his farcical themes,
Thus, the country side is nmused by the portrayasl of the
impoverished noblcs with little left except honor and pride.
To bring out the biting satire of thestory, George Dandin
1s described as a weelthy middle class pearant, who takes
g wife from the contemporary noble class. s wife is8
poor, snd her family is endaavoring to use its nodble status

to counter-act this poverty.

«0=0mQ=0=0~0=

3. = "George Dandin" reviewed as a social satire,

In "George Dandin” Moliere continues the theme
he initiated in "Les Précieusee ridicules,” namely:
relotions between men and women elther as potential fomily
groups or as established familjes. In "les ™récieuses
ridiculee" 'here 1s the plcture of two young men, paying

g visit to two youjg women, who have recently moved to
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Paris from the Provinces. 1In this particular cAse, no
Tfriendship is esteblished becalse the young ladfes are too
burdened with affectation and sophistication to permit
thenselves to become fdentified with youns men of their
own social level, Here the satire 1s directed agninst
"preciosit;."  In "l'Ecole des Maris," and "L'Fcole des
Femnmes," the situation 18 different, but the origsinal
theme is maintained, The two young men are replaced

by tvo older men who dispute with each other concerning
the bect ponttern to be used in getting a desirable type
of wife, At the end of these plays, the result is the
gimilor to that of "les Précieuses ridicules,”" that is,
zhe two men charscters (in each day) are no more pleased
than were La CGrange end Du Croisy. In "le Tartuffe”
this socisl satire is further developed, In this play
there is a completely established family, with an old

man merried to & young woman, The head of this family,
Ur on, is greatly infatuated with an impostor. By this
time, Moli®er- has developed his theme to such point that it
is no longer necessary for the male characters to seek
means of gaining the love of the women; that 18 being
done for them by the girle' parents. It 18 here that
the suthor begins hie satire directed ageinst tyrannical
fotbers who would ¢ive their daughters in marriage, while

failing to take into considerption the daughers' personal
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desires with regerds to such a me tch, Orron wants hig
doughter to marry Tartuf”e, and he insists on such a
wedding until he Is Pinally convinced thant Tartaffe is more
interested ‘n Orgon's wife than he is in the daughter,

in "le Misanthrope,™ the theme is developed along a slightly
different line, Here one finds the story of s young man,
Alceste, who is madly in love with Celimene; =che loves
him, but she is not willing to abendon all of her other

sul tors for A}ceste. In this case, Alceste ¥o the ridi-
culous cliaracter, arousing laughter mixed wlth “isgust,

In "Dom Juan," it is the man who is satirized for

preying on women. Dom Juan represents the typicsl nobleman
and his characteristies. In "Medecin malgré lui," the
story turns on a mon and his wife again, In this play,
one learns of the indifference towards family-responsibi-
lities 28 1t eristed amones the peasants of HMolibre's time,
though his srtire is not directed primarily on this phase
of the play. Nevertheless, the string cf social =matire
is held intact. It is in "George Dandin,™ thet the
social sntire becomes predominant once more. Here, Dendin
has married a young womnn who is socinlly above his class,
The irony of the cnse msts in the fact that this rnme
young woman, though of noble pirth, is beneath his class
from aﬂeconomic standpoint, though she and her fomily

insist upon retaining privileges thrt are in keeping with
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the nodle classes, Yet, the wife is the most unfaj thfyl
of all of Moliere's women charrcters, She conducts her
intrigues with other men in the face of her husbanad,
and his great 1gnorance 1s displayed by his Insbility to
comprehend her activities. Her mother and father support
her in her unfaithfulness. Tine after time, they thwart
him &8 he tries to adjust his unhappy state of affairs,
From one end of the play to the other, this unhappy con-
dition obtains, and as the play closes, all the charactsrs
retain the identity they display in the first scenes of
the play. George Dandin is still & fool at the end, and
Angeligue is still unfal thful, and the f2mily is still De
Sotenville.

It is interesting to note the change of tone
in this theme as Moli®re carries it t“rough his severasl
playe, dsting in production, from 1659 to 1666, The
tone existing i+ "les Précieuses ridicules" is one of
ralety, and though the sstire 18 of a stingings sort,
it 18 characteristic of an cuthor who 3s smiling as
he writes., That sume tone 1s maintained throughout the
four succeeding plays. It is in the "Tartuffe" that
this tone undergoes = change, The nuthor who has been
mede bitter by his fights with his enemies and his domestic
a4 fficulties, pours his feelings into all of his product-

jons coming after 1665, He has been forced to believe

thet soclety 1tself is an unkind inctitution, and no satire
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&% his command is too biting to be used in condemning such
an institution, Moreover, hls constant guarrels with his
wife have served to cause him to be more sour 4n his
portrayal of famlly 1life.

T™isg scetsl theme continues to the end of
Moliere's career, and the importance of "George Dandin"
rests in the fact thet i1t represents another link in that
chain of social satire, especially where it reflects upon

the family.

~0=0=0=0~0=0=0~0~
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CHAPTER VI
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"L'AVARB"
A. - Bouroces.

"L'Avare" is Molidre's greatest comedy in prose, and
it represents another visit by the suthor to Roman drama for
ingpiration. ©Some crities call it a French version of Plautus!'
"Aulularia". That assertion is based on the fzct that the
"Aulularia® forms the background and frame-work of Volidre's
play. It is believsd that the success enjoyed by Larivey near

the close of the sixteenth century whoen he selected the same
Latin source for his "Esprits", wae the deciding factor in Mo~
lidre's selection.l While the "Aulularia™ hae been preserved
only in an incomplete state, no one can doubt that it is an
amusing play, of which the chief interest lies in the asharacter

of Puclio and the situations which arise out of the plot. I~
clio is not a true miser, but a poor, stingy man, whose stin-
ginese 1is hereditary in hie family. He has found a treasure
hidden in a8 pot, which he hides in a garden; and this
treasure gserved to transform him from a merely

stingy man into an avaricious

1. Tilley: MOLIERE, p. 200,
Lintilhae: HISTOIRE GENERALE DU THEATRE EN SRANCE,
VOIQ III, pp0275-2770
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man, who i8 never sure that his money is sufficiently
hidden, and is constantly rehiding it. He has a daughter,
a beautiful young woman, who is in love with Liconides,

but Euclio promises to give her in marriage to a rich man,

Megadorus, on condition that the latter would provide the

dowry. Strobilus, the slave of Liconides discovers the
hiding place of the treasure, carries the valuables away,
and they are to be returned to Buclio when he decides to
€ive his daughter to Liconides. In the end, the old
man .ives the treasure to his gon-in-law. From the brief
descxption Just given, it is evident that the emphasis in
"Aulularia” rests fairly hcavily upon the love-scene, thus,
leaving the play a regular light comedy. Moli®re trans-
forms Plautus' gay comedy into a serious study of avarice,
while introducing a sort of intrigue envolving Harpagon
and his son as rivals for the hand of a young woman. On
his selection of this choice of procedure, Molikre fails
to fuse Ruclio of the "Aulularia"™ with his own profound
conception of a miser, depicted in Harpagon. Moreover,
he 18 not at all interested in making such a fusjon, He
is primarily concerned with showing how the vice of greed
undermines the character of a man who harbors it, and how
thet man mekes life difficult for all of those who havé
to ascociate with him,

Riccoboni boldly asserted thot "l'Avare" did not

contain four scenes that were Moli®re's original work.
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Professor Robert E. Rockwood says thet not less than
five French comedles, four Italian, four Spanish, seversal

canv:s dramas, prose tnles and contemporary anecdotes

have heen gliven credit for contributions to "l'Avaere.
The following examples represent the most noleworthy
refarences of =ources:

The jdes of Hrrpagon's hiding his money in +the garden is
taken from "Aulularia.” TLikewise, the comic scene

(Act III, sc, 1) where Mgitpe Jacquas tells Harpagon

that everybody is laushing at him is taken from "aulu~-

laria, II, 4. Maitre Jacques' seriousrness which he
displayed while breaking thie bad news to Harpagon was
taken from Ariosto's "I Suppositi, II, 4. 2 1ne tragic
scene between Harpsgon and “is son, in which the former

is discovered to be the usurer from whom *the latter is

borrowing money (Act II, sc. 2) is inspired by a similsr
scene in Boisrobert's "La Belle plaideuse."™ Act. I, sc.8.
A similar scene is found in Larivey's "Les Esprits,™ but
the similerity 18 charged to the fsot that both Molikre

and Larivey copied from Bo srobert, thus, dispelling the
{dea thrt Molidre is in any menner indebted to Larivey,?

Moliere's only rral debt to "Les Rsprits" (Act III, sc. 2)

is found in "l'Avaref Act, I, scenes 3 and 4.

1, L'AVARE, Tohbledsy-~Doran, New York, p. xxvi.

2., Turgeon and Gilligan, p, 648,
3, Tilley: MOILIERE, p. 206,
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It was Ariosto's "I Supposito, 1,2 that Purnished the

source for the scene in which Frosine flatters Harpagon,

who immediately confesses that he 38 1.ty years of age.

The long scene in which Valere msks Harpagon for the hand

of hig daughter i1s teken from "Aulularie" IV, 10,

wOeOwl=0=0-

B, - Character Study of Harpagon

Hgrpagon is one of the most complex characters
in the theatre of Yoliere. He is a composite of Tartuf’e,
Don Juan, Alceste, Crgon, and Argan. At the same time
he is the most despicable of Molikre's characters, Like
Tartufte, he 1s a hypoerite, full of 1lirs, deceit, and
unscrupulousness, From his entrance in the play in the
third scene of the first Act, his wickedness gnd extreme
selfishness are 4n evidence. At this point he is simply
a miser, but a miser of the first order, suspecting every-
one »ithin his sight, of wenting to rob him. La Fleche
zives the agdlence of the play a bit of hum.ur as he shouts

to the o0ld man:

"Comment diantre voulez-vous qu'on fasse nour voler?
Etes-vous un homme volable, quand vous renfermez
toutes choses, et fanites sentinelle jour et nuit.”

On seeing anyone approaching, Harpagon heginsg complaining
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about his financinl aifficulties and other personal mis-
fortunes, His greediness makes him a souree of di scomfort
and micery for his family andbervants.

It 18 in the fourth scene of Act I that the play
reelly tekes tragic tone., Harpagon snnounces his love
for Mariane, to his son Cleante, who '8 »ls0 in love with
the beautiful young lady, In sddition to throwing sorrow
into the heart of his son, the micer inTorms his daughter
that she will be married to Anselme,another o0ld man. Why
does he w~nt to give his daughter to a man who is as old
as himself? Simply hecause Anselme hss promised to furnish
the dowry necessary to the completion of such 2 marriage,
thus saving the stingy Harpagon from having to bear th-%
expense, Elise immedietely threatens to commit suicide.

This is the first instance of renl tragedy in this play,
and 1t is quite possible for a young vomasn living under

similar clrcumstances, to hecome inssne e~ven if she did
not commit suicide, Thus, Harpagon casts an atmosphere
o? gloom and uneseiness over his family,

His avarice ia converted into usury. Ve will
cheat anyone wi thin his reach out of all that is possible,
His plen to lend his own son money st an extortious mate
of interest earng for him the rank of the most nefarious
character in tho theatre of Moliere, Harpagon is more
flagl tious than Tartuffe; the latter did try %o hide his

wickedness until he had accomplished his motives, Though
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a hypocrite, Harpagon never attempts to hide his wickeness
from anyone. Cleante arouses the sympathy of everyone when
he finds out thrt 1% 38 hig father who 13 sbout to swindle

him out of a great deal of money, and says to him:

"C'est vous qui cherchez & vous enrichir
par des usures si criminelles?"....
¥O0sez-vous blen apres cela vous presenter
aux yeux du monde?"

Is Harpagon ashamed of his conduct? Indeed not!

He drives his son from his sight without giving him one

p enny. In this same connection, La Fleche, another
charccter in the play describes Harpagon as "the least
humsn of all cen,"” who will not open his hands to recelve
benefits because he ig afrald of losing something that he
alreaiy possesses. Further, La Fleche ridicules him in

these words:

"Il me dit Jamais: 'Je vous donne, mais

Je vous préte le bonjour,'"
It 4s evident that such a man could not be very useful
to society. He nsks Maltre Jacques to glve him detalls
of public opinion where he is concerned, and on being
told that he wrs the laughing-stock of the entire neigh-
borhood, harpagon seizes & stick and beats his informer,
while advising him: “Apprenez & parler." All of this
meens one thing; there is no power on earth that is able

to reform this complex character. His heinous attitude
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serves %o cause Maltre Jacques to declare to Valere that
sincerity and honesty do not pay dividends, In despalr
he adds:

"Peste 803t la sincerité! C'est mauvals
métier. Desormais j'y renonce, et je ne
veux plus dire vrai." (Act II, sc. 2)
Similar to Alceste, Harpagon is a manhater,
His hatred does not arise from the ssme source as that
of the misanthrore because Harpagon is not misanthropie,
He does not hate men because of their insincerity, as

i1t 1s the case with Alceste. Instead, he takes advan-

tage of them through that particular weskness, Instead

of trying to reform the world, he plunges it into deeper

wickedness by driving his children to seek foul means to
defeat his base designs upon thenm. His servants are
1nfluenc;d to steal, to tell lies, and to be deceitful.
His neighbors do not laugh at him befause he represents

virtue, but because his sins are so flagrant that they

meke him ridiculous to persons who have no falth in

human perfection. In keeping with the rest of Moli®kre's

great charscters, Harpagon 18 extremely insensible to

public opinion. He continues in his gvaricious ways,

plotting ageinst everybody, chesting everybody, and

creating embarrasing situations for his household. He

openly quarrels with his son about a voung woman whom the

son loves. This episode might have easily become the
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most tragic scene in comedy, but Molikre relieves the

tenseness by introducing a bit of farce, where ¥'altre

Jncques pretends to affect reconciliation betwesn the son
and the father. 1 In a 11ttle vhile the quarrel is
resumed with increased fury; Harpagon 4i sinherits his

son and orders him to leave the place,

As the play progresses to the £17th Aet, Tar-
ragon has become the most wicked man In the theatre of
Moli®re. The unbelief of Dom Jusn is no mateh for the
unbelief thet 1s now the property of the miser. His
money has been stolen, he does not know who stole it;
he 1s susplcious of everybody, and even the agents nf
the rolice, seeking to restore his treasure, do not enjoy
his confidence, The Miser discloses this leek of
confidence as he shouts to ti'e policemen: "Je demanderai
Justice de 1o juctice.” Could such a man ever think of
justice! Only when his one interest is at stake. He
vwants everyovody in the city and in the suburbs plaeced
under arrect until his money is returned. He confesses

his great love for money:

"Bel amour,bel amour, ma foi! l'amour de mes
louls 4'or."

Later, he declares:

1, DOM JUAN, II, 4.
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"C'est etre bien endiabdlé apres mon argent."

After these bold statements, i1t 18 ensy to understand
his behavior, "For the love of money is the rooi of all
evil, " 1
In Act V, scene 4, Moliere begins his bitterest
attack on tyrannical fathers, who desire to marry their
daughters sgeinst their wishes to men whom they do
not love, for the simple purpose of promoting the selfish
ambi tions of the sald fathers. Tl4se, who has already
promised to kill herself, falls to her knees before Har-
pagon, begging him to reconsider his deecision to marry her
to an o0ld man, but her pleas fall upon closed ears., In
desperation she pleads:

"Ne pousser les choses dans les dernietres violences
du pouvoir paternel."

What 1s his reply?

"Non, non, je ne veux rien entendre; et il faut
que la justice fasse son devoir."

In the next scene, the climax of the play is reached as

Anselme comes on the stage, He is the "porte-parole”

for Moliwre, and his first contribution to the story is

given in these words:

1. I T™mothy 6:10,
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"Ce n'est pacs mon dessein ée me faire épouser par
force.,,.Seigneur Harpagon, vous jugez bien que le
choix d'une jeune personne tombersn sur le fils
plutdt que sur le pere."

When his identity 1s finally estsblished, e endorses
the marrisge of his dsughter to & man of her choice, thus

presenting the rntithesis of the philosophy of Harpagon.
In spite of all this, the miser is more wicked at the
close of the play than he 1is at its beginning. Public
opinion hes failed completely in its mission to reform

him; and the sufferings of his children serve only to meke

him more bitter in his denunciation of them, Shame and
self-pride form no part of his personality. These
qualities combine to make Harpagon one of the most ahstract
characters in the theatre. There is no record of a man
who ever lived and possessed so many base tendencies,

A eorying daughter will break the heart of the meanest

man on the face of the earth, but such circumstance has

no effect on the miser, Faguet describes him as "un

sgc ou un portefeuille ou 1'on a accumule tous les tralts,
toutes lec pieces d'un vice connu; ce n'est pas un nortrait,
c'est un doggjer.".l Th:.t 45 a splendid summary of the
complexities thant go to make up the character Harpagon.

Ko man can possess all the wicked churacteristics possible

to human nature any more than any other man can posSsess

1. EN LTSANT MOLI®RW, pr. 213-215,
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all the good qualities possible to human, No person is

cne hundred percent perfect; likewise, no person is one mndred
percent imperfect, It is upon that thesis that the

writer describes Harpagon as the least realistic of all

Molikre's ereations.

«-0=0=0=0=0~0~

C. - The Denouement

It is in Act II, scene 5, that Moli®tre hegins
his prepasration for the denouement,. In this scene
Harpagon says:

"C'est que je suis obligé, Frosine, de donner

a souper ~u Seigneur Anselme; et Jje sersi hien
aise qu'elle soit du regsle."

The denouement is weak =nd of the conventional Letin gng

ltalian type to which Moliere had not resorted since
", 'Ecole des Femmes," It i1s probable that this denoue-

ment vss suggested to Molidre by a similar event in

Larivey's "Les Esprits.” 1

The solution of the problem presented in the

play trkes the form of an impossible combination of romantic
v telk

coinci dences and recognitions, For comedy, the sporo-
priste denouement is marriage, +hici, is often the berin-

ning of 1ife, and the end of an episode. This circumstance

1. Tlley's MOLIER®, p. 205,
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would demand that the two lovers be the prineipal charsc-
ters in the play., Though love furnishes Molieve with a

plot for ids "Avare," 1t is of secondary interesgt; thus,
the denouement which is based on the love-~story is hardly

a fitting climax to the play.

~0=0=0=0~0=0~0=-0~0~
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CEAPITER VII

vutansanm—

"LE BOURGECIS GENTILHOMME"

A. - General view of the comedy.

"Le Bourgeois Gentilhomme" is not listed among
its author's most popular plays. Up to 1870 it had been
played in Paris only five hundred and twenty-six times, one-
half as much a8 "Le Misanthrope", and "Les Femmes savantes”,
and one-fourth as many times as "Le Tartuffe".l However,
this play is completely devoid of the bitterness that 1is
so prevalent in "L'Avare" , "Le Tartuffe”, or "Le Misan-
thrope™. The absence of the uider-current of tragedy which
pervades the above-mentioned plays is a clear evidence of a
better mentality existing in Molidre at the time of the pen-~
ning of the play. The removal of téé interdiet from the
public performance of "Le Tartuffe"” had resulted in greatly
increased revenues, which gave rise to gaiety on the part
of the author.

It has been rather difficult to establish a satis~
f.ctory English translation for the %itle of <this
comedy. Some call 1t "The Gentleman Cit"; others call~

it "The Shopkeeper Turned Gentleman". Both of these

1. Trollop: LIFE OF MOLIERE, pp. 282-283,
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titles are unsatiafactory, particularly the last one
becsuse there 1s no indication in the play itself that
Monsi eur Jourdain wns ever a shopkeeper, "The Woald-be
Nobleman" seems to be more appropriate. The folly of
imi tating one's social superiors is a falling common to
all ages,races, and countries, regardless of stations of
life. Th: seventeenth century was particularly condu-
cive to th:t human weskness, due to the peculiar organi-
zation of society of that epoch. The middle, of
citizen-clase wes then, on account of the dominancz of
the aristocracy, relativcly less important in the scale
of socliety than 1t is novw. In order to obtain complete
soverelgnty over the weslthy members of his kingdom,
Louis XIV sold titles of nobility of all descriptions,
vhile bringing those who bore the newly possessed titles
to his own court, Everyone who lived at court enjoyed
special privileges, which were denied to those who did
not live there. Por that reason, everyone who wanted
to increase his social stetus bought some sort of title
of nobility, and moved his effects to Versailles, Such
state of af airs could not escape bringing to Court persons

of questionable vorth and of very ordinary achievements,
Moli®re's decade of service as the "Royal Playwright,"”

gave him wonderful opportunities to make close observations
of the parasitic groups. And, from his obrertations he

lcarned that the newly-mede privileged class had a1l sorts
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of temperamentsn, humoure, s#nd eccentricities, Among the
members of this class were those afrlicted with hypoerisy,
preclosity, avarice, pseudo-learnins, snd wvanity,

In "le Bourgeois Gentilhomme," 4t is vanity
that Moli®er~ holds up to ridicule, and the unity of
interest 1n this play is upheld by the extreme vanity
of Monsieur Jourdain, and each of the other charanters
contributes the sustaining of thrt vanity, Yollkre had
trerted the theme of vanity 3in nobles in "1'Frole des
Femmes, " where he touched the subjeet 1lightly, with
Arnolphe cssuming the territorial name of M., de Souche
in virtue of & small piece of land attached to his name,
"Tom Juan" 3s a deeper and more developed study of the good-
for-nothing parssitic type of noble, In "George Dandin”
the theme 318 pushed further when a poor noble marries
hig daughter to a rich middle clsss man for economic
reasons, while trying tc meintain superiority which he
thought belonged to the noble clasces, In "le Bourgeois
Gentilhomme" the theme is developed into a comedy of
manners conteining soeinl satire, with faree forming the
background of the play. 1 The comedy 1tself appears to
be almost entirely original, though there seems ‘o be
certuin similarities between thesc.ne of the philosphy

lesson, (Act 1I, scene 4) and Aristophanes' "Cleuds,”

1., Lintilhae: LA COMEDIE} Vol. III, bpp. 278-279,
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The scene in whiah Mme. Jourdain offors definite objection
to seeing her daughter married to a noble (Aet, IIT, scene
12), resembles the rifth chapter of the second part of
"Don Quijote."™ Monsieur Jourdain's desire to hecome a
Turkish noble may have been inspired by a similer situntion
in Sorel's novel; ILA VRAI FISTOIRE COMINU® D% PRAINICON,
Book II.

"Le Bourgeois Gentilhomme" was written at the
command of Louis XIV for his entertainment at court,

The story behind that command says thet the Xing had
been displeased with the conduct of the embassy of the
Turks, who apparently had not been as strongly impressed
with the greatness of the French Xing ss that monareh
had hoped.

The thesis of "le Bourseois Gentilhomme may be
stated this way: "A man afflicted with venity ic as
ridiculous as one afflicted with hypoerisy, avarice,
preciosity, or misanthropy.™

In the fourth and fifth acts the guthor solves
his problem with a purely farcical tone, dut this farce

does not spoil the unity of the play which ridicules
Jourdain's vanity to the highest degrece., The Turkish

ceremony is most interesting, and it is doubtful i1f
anywhere in literature, outside of the similar ridiculous
f{nterlude in "Le Malade imaginaire," when Ar;on is created

s dector, there is any burlesgue so ludicrous. One eritic
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refers to the play in these terms: "Le Bourgeois Gentil-
homme" 18 n comedy with n farcical appendix; Monsieur
Jourdain is transformed from a comic figure to & hero of
Burlesque.

In this play Moli'ers continues his fight for
more demoecracy in the family, Here he 18 loud in his
protests againgt parents who are selfish and unnatural in
their relstionships with their ehildren. He continues
his plea for young women to be granted the privilege to
gselect their own husbands on the basis of love rather than
on the basis of some selfish motive of a brutally wicked
father. In this play he uses s mother to play the role
of common sense and humarn spirit; and her strength is
displayed in her stubborn objections to having her daughter
married to a man selected solely on the basis of his

social rank,

Finally, Moliere ig here portraying another
of his fools, He thinks the newly-mades nodles are as
ridiculous ae the newly made scholars, who learned to
write beautiful verses without having to study gramnmar,
M. Jourdsin is a newly-made rich men, who tries to act
tha part of the wealthy class vi thout being adble to so
do. He is the counterpart to Cathos and Magdelon of

nLes Frecieuses ridicules,”" who had just come to Paris.

1., John Palmer: MOLITWRE, p. 315,
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and had begun trying to ape the fashions of thrt eity
before they had become acquainted with them, Jurt as they
had refused to ascociate with men they thought to belong

to ordinary people, so does Jourdain refuse to allow hig
daughter to morry & man who belongs to an ordinary frmily,
In this respect "le Bourgeois Gentilhomme" is =& recapi tu-

lation of "les Précieuses ridicules.” Soed ety had laughed
at the =1lly young ladies, snd i1t is still langhing at

Jourdain, Though the bitterness of "le Bourgeols
Gentilhomme™ is less striking than it is in several of
the other plays of Melikre, the satiric vein i1s no less

b1 ting. The hero 48 an lgnorant fool, who does noit change

even after he haos been carried through five lively afts.
Ile 18 as far from common sense a8 Arnolphe, Orgon, Dom
Juan, Harpagon, and Argon, Holiere closes the pley with
the very fitting words: "Si l'on en peut voir un plus

fou, je 1'irai dire & Rome," which means: "If he is not
a fool, I shall eat my het."

B T L s L L e

2, - Conclusion

Though M, Jourdain is a fool and amuses everyone
who reads the pley, or sees 1t acted, he represents the
most progrescive charscter in Molitre's theatre. He wants

to lecd a better und more wholesome life, "Vous mec verrez
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équipé comme 11 feut, depuis les pleds Jusqu'h tite.” Jie
is no longer satisfied with the clothes he has worn; and
his desires are set upon a brand new dress, His mistake
rests in his exaggeration of dress, the loud and striking
colors, No one can laugh at his wantin,: to become better
educated, to learn music, to lesrn philosophy, and to
employ better behavior at the teble, It was his venity
thrt made him ridic.lous as he nsplred to these new
hetghts, His intellirence 4s of an inferior calibre,

his memory is bad, his interpretation is poor, and his
ebility to understond is almost 14 thout existence. Before
he vill consent to his daughter's marriasce, he must

know thet her husband is a "gentilhomme," e 18 ridiculous
when 1t is evident thnt the title is all that matters,

and he 1s willing for her to marry a Turk, sbont whom he
knows nothing, provided that the Turk is s nobleman.
Cléonte in the person of a bourgeois henrs him gay: "ma
fille n'est pas pour vous," Cléonte ag the son of the
Turk hesrs him say: "J'y consens,” In this respect

M. Jourdain is the counterpart to Argan, who vill never

permit his daughter to marry unless she is willin~ to marry

a doctor,

“0=0=0~0=0=0=0-0~-
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CHARZER YIII

"LES FEMMES SAVANTES"

A. - Sourceﬂ .

After having presented "Les Fourberies de Seapin”
and "La Comtesse d'Escabagnes", Molidre returns once more,
and for the last time, to high comedy, with the production
of "Les Femmes Savantes." This play was staged for the first
tinme at the Palais-Royal, March 11, 1672, slightly less than
a year before the author's death. "Les Femmes Savantés" is
a worthy example of the dramatie skill that Molidre had at-
tained through his many years of expericnce as an author,
and the success of this play is a strong testimony to its
author's popularity and to the intelligence of his sudience.
Strictly speaking, the play has little outward action and its
comedy is of a relined type. Moreover, the subject iz not a
great one like that of "Le Tartuffe", or "Dom Juan", or "Le
Misanthrope”", and the plot is extremely simple. The cha=-
racters are drawn with great delicacy, +the action 1is
developed on 1logical and natural lines. "Les Femmes

Savantes” is recognized as the most perfect of Molidre's
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productions in verse, 1 Moland describes 1t this way:
"Il éerivit, dans la plus belle langue qui ait jamais Até
entendu au théAtre, 2

Another point of interest in connection with
®"les Femmes Savantes" is the absence of a long list of re-
ferences given as its sources, This fact may be ascribed
to his rich experi ence and the power of his observeti:n,
Much of the setire of the play is directed against the
"bourreois" salone, The most interesting and important
11 terary sources thet have been discovered for it is "Les
Visionneires”™ of Desmarets de Spint-Sorlin, It is believed
thet Moli®re modelled his Belise after Hesperie, a charac-
ter in "Les Visionneires," who firmly believes that
every man she meds 18 in love with her. Celderon'e
"No hey barlas con elamor" may be another source for
tiolitre's new mesterpiefe. For a few matters of minor
detell, the muthor is indebted to "Le Roman bourgeois”

of Furetiere, to "L'Academie des femmes" of Chappuzean,

to "La Comedie des academistes" of Seint-Evremond, and

>

possibly to the anecdotes of Tellement des Realx,
It 48 believed in sonme informed quarters thet Trissotin

i8 a earvature of Tricotin, one of Moli®ere's enemies.

int-Beuve: PORTRAITS, P. 55'¢n
1 ngiga: Lh VIE DR J.-B.°. MOLI®:I, pp. 291-297,
g. Lintilhae: TA COM="TE. Vol. I1I, pv. 281-285,
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In some respects, however, the charscter in the play and

the man whom Molidre ie charged with satirizing offer
several dissimilerities.

Q= Q=0= Q== QO

2. - "Les Femmes Savantes" and "Les Précieuses Ridicules™,

It is interesting to note that Wolikre aprroaches
the end of his brilliant career with a play that is
designed to do,nemely, to ridicule affectation. Like~
wice, 1t i1s noteworthy to point out the fact that the
tvo pleys in question: "Les Précleuses ridicules” and "les
Femmeg Spvantes," are the only plays written by the author
in which he uses a plural title. The society of 1672
had moved qu:te a distance from that of 1659, date of the
first presentation of "les Precieuses ridicules."™ On his
return to Paris after having passed twelve years in the
Provinces, Moli®re found three forms of what may be
described as "bed taste.” This "bad taste" existed in

the form of dull epios, or pedantry; burlesques or vulga-

and preciosity or affectation, against all of whiceh

rity; !

Boilenu had waged a bitter fight,
The epic began in 1651 with Pere Le Moyen's

ngaint-Louis.” The orgin of the trivial and tiresome

1. T1lley: FROM YOUTAIGNE 7 IOLIERE, p. 189,
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kind of poetry which was called burlesque is not known,
but 1t seems that 1t i1s indebted to both Spain and Italy.
Saint-Amant is sometimes celled the foundér of French
burlesque, though there are marked differences betwsen
his poetry snd thrt of the true burlesque writers, It
was not until 1644 that burlesque became recognized ss
good literary form, thanks to the appearance of Scarron's
nTyphon." It raged until 1653, when 1t resched its
height,

Unfortunatelyr, no one knows of the origin of
"preciogity” and the time of its flrst appearunce 1n
France remains a mystery. It was 1n 1656 that the
adbhé de Puré presented his "La Préciguse," a faet that
points towards an egrlier date of the origin of the
11 terary and sociasl evil, Some authorities believe
that the spirit of the word hed exicted since the
beginnirg of the seventeenth century, and these ssme
suthorities think that this spirit was fostered in the
hotel de Rambouillet,

In contrasting the "précicuse" and the "femme
savante" there are some facts worthy of consideration,
The requisite of a "précieuse" is esprit; and to qualify
for the title, a woman must have esprit, or appear to
have it. Further, she mast attsin some distinction as =
writer or as a critic., Her readings must consist chiefly

of romances; and she must be adble to invent new and peculiar
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modes of speech, The one distasteful fenture in this

type of woman to Moli®tre was her habit of, placing more
value on imagination than on truth and reason in matters

of pleasure, The "précieuse"” is an exclusive woman, giving
her opinions on any matters, only in the presence of
persons of high esteem, and she should never speak of a
person's faults without gdding some praise. Her language
i1s necessarily different from that of common folk so that
she will be understood only by the intelligent group.

Megdel:n and Cathos in "Les Précieuses ridicules”
did not possess all of the ahove named qualities, but they
aspired to attaining them. They did not know how to use
beautiful phrases, to keep company with high society,
and or express lofty opinions in the presence of folk
who really mattered. Thus, Molikre may be justified
wh:n he says it 1s not the true tpréci ense” that he mocks,
but the false one. It ig s known fact, however, that he
does not endorse any type of "préciosité" real or false.

To the peculiar interest in soceiety, verse, and
the rcfinehent of love-meking of the "précieuse," the
nfemme savante" mdded pretentions to learning, with special
interest being devoted torphilosophy. The "femme savante"
{5 alweys a student of the natural sejences, and she is

constantly thinking of her new status in socd ety with
reg-rds té men, In fact, she makes every effort to prove

her superiority over men, Philaminte, in her treatment of

ner husband, represents a splendid example of a "femme sa-

vente."
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Finally, a "femme savante"” 418 a woman who uses
exaggerated and ridiculous expression of language and

manners, 1

She has s special fondness for using "on"
instead of "Je" and by expressing mild emotions by such
phrases as "on sue" "on pame," or 'on se meurt”, In
plLes Femmes Sgvantes," Belise 1c the leader in this type
of affectetion, while she is closely followed by Armande
and Philaminte. These women's idesl of refinement and
elegance led them beyond all limits of common sense,

They wished to be so intelligent that they became unintel-

ligible as they confused strangeness with distinction,
In "Les Précieuses ridicules" there are two

affected young women, Magdelon and Cathos, The former is

the leader while the latter serves as a sort of witness

and sup;orter of her cousin's views, In "Les Femmes
Savantes”" there are three affected women, each representing
g different phase of character, Belise represents

nesperie in Desmaret de Saint-Sorlin's "Les Visionnaires

(1637). Philamints is a stronger charascter though she is
not less silly end disgusting in her behavior, She dis-

misses her maid because the young peasant woman does not

have a good command of French grammar, Begldes Philaminte
rules her house, including her husband, with a rather

strong hand., She wants to have her laughter marry a
poet, which would assure her of having an intelllgent man

in her family. In this respect, she i8 as ridiculous as

i

e

1. Turgeon and Gilligan: THE PR INCIPAL COMEDIES
OF MOLIERE, p. 880.
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some of the most stupid charmcters in Moliwre, for exemple,
Orgon, who wanted his daughter to narry Tartuffe, in order
%o edd &2 saint to the householag; Harpagon, the wealthy
miser, wanted to give his daughter in marriage to a man

of 60 years, in order to bring riches into the miser's
house; and, there is Argan of "Le Malade imaginaire," who

1s fanatical in his wishes to give his daughter to g

doctor for the expressed purpose of providing himself with
medical care free from expense tqhimself. All three of thosé
men mentioned above are fools, If Philgminte reosembles
them in her jdeas and behavior, she too must be classified
as a type of fool. I she can be recorded as a fool
strictly on the basis of her affectation, then, all affected
persons, male or feranle, must be similarly classified,

That is the point that Molitre wishes to convey and establish,
in this famous play. Philaeminte, Armande, and Belise do
not represent the ignorant women of the Provinces who have
Juet moved to Paris, and without any prepmration, are trying
to ape polite society. They are not the prey of two
1ackeyshs wes the case with Magdelon and Cathosa. These
three 1lpdi es have lived in Paris a long time; they know

the cuctoms, the fads, and the styles of the grerrt capi tal.
Though they are not representatives of rhat one would call
Flearned women," they are intelligent; they have a slight,
though warped idea of poetry, philosopny, and life 1tself,

A knowledge of philosophy is very drsirable, but when one
sugrests the idea of placing philospphy before a young 1ndy,
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asking her to use the 1in ti.e position of husband a8 Armande
does, that some one cannot escape the charge of insanity.

"Loin d'®tre aux lois d'un homme en egclave asservie,
mariez-vous, ma soeur, h la piiilosophie," (lines 42-44)

The "femmes savantes™ believed in the ides of learning for
its own sske, pedantry, That brings to the story to what
may be termed as the thesis of "Les Femmes Savantes: "

"Je consens qu'une femme rit des clartés de tout;

Wais je ne lul veux point la passion choquant

De se rendre savante afin d'8tre savante," (218-220)
Those lines do not support the theory which says that
Molierc i8 here condemning the education of women, He
18 expressing his opposition to pseudo-learning, just as
he has done in the case of false religion, worthless nodles,
and avarice, As far es the investigator knows, there
is no masculin form of "Les Précieuases ridicules," or of
nbog Femmes Savantes," That is to say that the author
mekes no reference to aeffected men in elther of the titles
directed asninst preciosity. In "Les Précieuses ridicules,”
there 18 ro cheracter which represents an affected man,
with regeris to "Les Femmes Savantes," the 81 tuation is
quite different, Though the title of the pley is given

in the feminine plural, there are many evidences to sapport

the belief thot Molidre is including men in his thinking as

he preperes this pley. Prissotin is & thorough-bred

"



" 1

précieux," He 18 the object of the conversations of
the three affected women of this play, and Philaminte demands
that he become the husband of her daughter Henriette, In

treating this cheracter, Moli¥®re includes him among the
many other fops and would-be-nobles of his time,

"Son Monsieur Trissotin me chagrine, m'agsomme™, 2

After carrying Trissotin through several scenes, depieting
his folly, Moli®ere eloses his play by painting the second-
class quack writer of poetry with the same bdlack paint
brush he had used in painting the Tartuffe, On seeing
the family of Chrysale undergoing financial difficulties
ending in bYankruptey, Trissotin immediately loses interest
in bdecoming the husband of Henriette, the young woman whom
he was to marry in splte of herself, due to the profound
love he has had for her up to this time, ie mekes no
apologles for his sudden change of mind, Just sz Tartuffe

makes no apologies when he is fi ally trapped &s he tries
$0 make love to his friend's wife, His attitude represents

a punishment for Philaminte who has sung his pralses

throughout the play, who has releassed her servant becouse

1. Trissotin does not eppear until the third Aet. He
18 a sort of second-rate author of Moliere's day who
frequented the "précieux" salons, end enjoyed guite
a reputation as & "bel esprit.," It is believed that
Trissotin formerly represented the Abbe Cotin., Tilley:
. 253,
E‘iﬁf’i‘ﬁac? LA COMEDIE, Vol. III., p. 282,

2, Line 221,
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she did not understand Trissotin's poetry, and who has
scorned her husbsnd because he is not able to apprecliate
affected nonsense as it 's practised by 1t fanatic
devotees,
Moliere displays more of hig contempt for the
"précieux™ in these words spoken by Martine:
"Les savants ne ront bons gque pour precher en chaise

Et pour mon uari, moi, mille fois je 1l'al dit,
Je ne voudrait jamels prendre un homme d'esprit.”

It 18 clear from those f~v lines th:t the author uses

the masculin singular form of "préciosity."

From the forepoing pages one may safely conclude
that Moli®ere i8 combating preciosity in all forms, whether
1t is found in men or women, despite his failure to employ
the masculine form of the word "précieuse," as he wrote
his two famous plays satirizing the literary and socisal
evil that had crept into many of the better homes of the

seventeenth century Paris. The two men, Trissctin and

Vsdius, who arc characters in the lay, sustsin this thesisg,

Both of them nre ssid to represent some of Moliere's con-

teuporari es, vhile Trissotin is invested with some of

Cotin's ettributes, he is not a true portrait of the wbbe,

In the first plr.ce, Cotin was cixty-elght yrnrs of ace at

the time of the precentation of "Les Femnes Sgvantes,™

while Trissotin is only nbout thirty. Some critics think


http://plr.ee
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this great difference between the ages of the abbe and the
character in Molikre's play serves to refute the assertion
that the author 1s mocking one of his enemies, 3 1%

mey be said that by this time, the author was too wise

to paint a eharacter who yortrayeqbne of his contemporaries
without using a little distortion. Though Trissotin is e
young man, he possesses many tralts of Cotin, and it seems

t0 be fitting to accept the theory that Moliere is satirizing
the elderly gentleman,

l; Tilley: MOLIERE, p. 253,

=Q=0=0 -0=0=0~

3. - Conclusion,

With "Les Femmes Savantes™ Molikre returned o
the field of his first endeavor, initiated with "Les
Précienses ridicules™ thirteen years before. In the latter
play, the author aimed lightly at e fashion. %The one-act
comedy was gay, mischievous and destructive; and it indicted
e contemporary affectmtion, "Les Femmes Savantes," though
1t was also aimed at a contemporary form of pedantry,
seriously raised a social problem of permanent interest,

Moland maye that "les Femmes Savantes" is the siory of a

fomily displaying the sanest and loftiest intelligence in

Moli®ere's thestre, 1

1. LA VIE DE MOLIERY, p. 292;
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The same authority praises Philaminte for her gre~t diginity
and able leadership, while he describes Henriette and Chry-
gale as admiradble characters, This play may well be called
the most complex work in Moliere's theatre, It coneists

of a comedy, & farce, and a thesls, Philaminte represents
the comedy, in her domineering ways, and in her desire to
select a husband for her daughter, The farce is repre-
sented by Trossitin with his ridiculous verses, The

thesis 18 represented by Chrysale as he denounces the
"femmes savantes” and their instructors, 1

The interest of the play depends chiefly on the portrayal
or caricature of superficial lesrning, pedantry, affecta-
tion in the characters of Philaminte, Armande; and Belise, 2
The treits found in these three women, the "femmes savantes,"
represent the summation of the social problem rasised by the
play itself. Female education is the main subject of

wL,es Femmeg Savantes," It may be added thrt, female educatéon

was weighed in the balance, but it was not found wanting,
because Moliere's attack is directed against women who
seffect a sham learning. He indicts women who neglect
thelr children, their household, and thelr business affairs
outside of the home. It does not follow that Moli®kre is
attacking education in women as he carries his three
af-ected women through the play, because Philaminte,

Armande, and Belise are not really learned women,

1., Faguet: EN LISANT MOLIERE, p. 82,
2, FRENCH REVIEW, Vol. XIII, No. 1, Oct. 1939, B. 42.
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Thus "bes Femmes Savantes" is not a treoatise on female
educntion, but a satire on women who neglect thrir duties

at home, This 1s the solution of the social problem

raised by the play.
In conclusion, "Les Précicuses ridicules™ is a

one-Act farce, while "Les Femmes Savantes™ is a five-Aet

high comedy of charascter, the most artistically vwritten

play thnt came from the pen of its author,

-0=0~0~0=0=0=0=0~0~
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CEAPTER IX

"LE MALADE IMAGINAIRE"

A. - Mplidre and the dectors of his time.

"Le Malade Imaginaire” belonge to a group of plays,
including "Le Médecin volant", "L'Amour Médecin", "Le Médecin
malgré lui®, and "Mongieur de Pourceaugnac”, in which the
objJect of satire is the medical profession. "As has been
happily remarked, Molidre gave them battle in five regular
engagements, besides countless skirmishes, and, closing his
career in "Le Malade Imaginaire™, he fell fighting én the
breaeh.” 1  While he had held up to ridicule the hypoerite,
the miser, the "précieux", and the "bourgeois", and had
travestied the marquises, he had never shown conti-
nued or such marked animosity +toward a&any one claas
of men. That attitude on the part of the drama-
tiet may be ascribed ¢to the fact that his health
began to fatl him 4in 16656; the physicians were

1. A.M. Brown: MOLIERE AND HIS MEDICAL ASSOCIATIONS,
The Cotton Press, London, 1897, p. 25.



unable to give him relief, and from that datehe began his
march towards his premmsture desth, by way of a disense
that might have been eradicated completely had 1t been
met with the proper medical science. Apparently, Molibre
knew he was going to die, and he blamed his contenporary
doctors for their inability to help him, thus from 1665

until 1673, the medical Faculties came in for an increasing
share of his invectives, 1

Brunetiere says that Moli®re attacked physicians
because they believed themselves to be stronger and more
skillful thsn nature 1tself, He ndde, that Molibkre's
whole philosophy is based\on that fact, and as & proof
for his assertion, he cites Béralde's speeches in Act III,
scene & of "le Malade imsginaire," 2 It must be said in
contradiction to Brunetiere, that Moliere's philosophy
is founded on good sense, or commonsense., o Nature is
equipsed to rid 1tself of physical disturbances ~f a minor
nature, but when these disturbances assume mgjor propor-
tions developping into pneumonis, such as was the case with
Moliere, nature must have spcedy and efficlent help from
medicel science. Thaot is comm n sense, Moreover, vhen

Beralde mekes the following statement;

l. Pslmer: MOLIFRE, pp. 483-486,
. ETUDE CRITIQUES, IV, "La Philosophie de Moli'ere,
%. Peguet: ROUSSEAU CONTRE MOLIERE, p. 300,



- 216 -~

"La nature, 4'elle-mime, quand nous la lalssons
faire, gg t%re doucement du désordre oh elle
o,

est ton

he does not condemn the use of medicine, He is simply
saying thet it was better to avoid the type of medicine
in use at that time and allow nature to take its course,
than to use the medicine and expedites one's drr*h, In a
dey of modern medicsl science that would not 53 the case;
that opinion i8 supported by a further statement coming
from the same character:

"Ce ne sont point les médecins qu'il Joue,
mais le ridicule de la médecine.”

When one considers the cond! tion of medicine

in France in Moliere's dey, with 1ts pedantry, conservatism,

1ts lack of science, he does not marvel at Moli®bre's atti-
tude; in fact, he may find himself stunned by the attitude
of those who condemned him, "hen he returned to Paris late

in 1658, he found the leading physlcians having great dispu-
teg over minor asilments, which nny have been remedied with
proper medical care, yet the victims of them were dying

constently. In 1664, the dramatist lost his son due to

the ignornuce of the doctors, and when, in 1665, he became

permanently 111, he revolted asgninst them. The two great

medical Faculties of that day, one at Pgrir, and one at

Montpellier, offered instruction that was lorgely theoretical,

and the majority of tte students attained the degree of
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bachelor, and discoursed learnedly of the nsture and cure
of disezase, before having rfeen a case, 1 e great

attraction lay in dimlectic skill, acndemic tiltings, snd suc=-

cess ful oratory, for which a brilliant future was the re-
ward., They seemed to forget that medicine was for the
patient and not for the physician, They vere primarily
concerned with a knowledge of what the ancients thought
about heglth and disease,

There was an occasionel dissection for the
students of anatomy; but corpses were difficult to obtain,
and the Faculty wes obliged to svalt an execution, for the
bodies of criminsls were the only ones dissected, These
di ssections were carried on in s most peguliar way. As

it wes considered a sort of manual work to dissect, s
doctor would not deign to touch the corpse himself, but

simply directed the operation, which was performed in
Zeneral by some barber-surgeon, and contented himsel?
with pointing out the different parts of the body with
his wand,

The examinations were also rather farcical in
nature; and they took plnce every two years, A candidate
for o beschelor's degree in medicine had to qualify by birth
as well ee by passing the examinntion, After meeting

0

1. bMaurice Raynaud: L®S MEDRCINS AU T#MPS DE MOLIERE,

?o 221" 2220
2, . M., Brown, ibid. p. 184,
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other stipulations with the regards to the test, the
candidate took sn oath to be feithful to the gecrets, the

honor, the practices, the customs, and the statutes of
the Paculty. He promised to pay homage and respect

$0 the dean and to all the teachers of the Feculty, He
pledged himself to ald the Facully agninst whoever shall
undertake snything contrary to itsgstatutes or derogatory
to $ts honor. He was to prepare a thesis upon a gquastion

1l
of medicine gnd hygl ene.

It 18 this thesis that Moli'ere ridicules through
hig most stupid character, Thonas Plafolrns, in Aet II,
‘scene 6, The sald character takes from his pocket a large
roll «f paper tied with a piece of rihbon, which he presents

to Angelique, explaining:

"J'ai contre les circulateurs soutenu une théese,
qu'avec le permission (saluant Argan] de Monsieur,
J'ose présenter & mademoiselle, comme un hommage nue
Je lui dois des prémices de mon esprit,"

In this seme connection the 1diot Thomas continues:

"Je vous invite & venir voir 1l'un de ces jours,
pour vous divertir, la dissecticn d'une femme,
sur quol Je dois rajsonner,"

The two previous gquotations represent the

bitterest attacks ever made by Moli®re on any of his victims,

1., Msurice Raynaud; L7S MIDECIN3 AU T"RPS DE MOT,T TRE,
pp . 40‘41 .



It is of the greatest interest to note that the newly made
doctor, Thomas Mafoirus, refers to Aisssction as something
amusing, worthy enterteinment for eurious persons, It is

also interesting to point out the fact that in none of his

learned speeches doea young Diafolrus express &N 4n+.ntion
or desire to make a contribution to the health of his
clients, nor does he ghow evidences of aptitulle along that
line. Molidbre does not offer Thomas Diafoirus as an
exception to the general rule of his contemporary doctors,
but as a typical example of every maﬂbelonging to the
medicel profession, Likewlse, the presence of Thomus
Diafoirus in the play makes "le Malade imaginaire" one of
the most realistic drames in the theatre of Molibre, It

is here thet he describes the msin features of the course
designed to prepare doctors under the auspices of the

two grent ¥Faculties of his day. While giving this vivid
picture of the training of doetors, he sheds light on their
helplessness and inability to prescribe for thelr clients,
The Faculty itself was a very dignified body, Jealous

of 1ts reputation and prerogatives. This sugust body

reninds one of the old system of scholasticism of the

latter Middle Ages. 1t was a syst-m that was definitely

opposed to all improvements 'n intelll gent procedures,

end 1t wes highly suspicious of any rcientific discoveries,
The highest dégree a medical student enuld earn

wese thot of a doctorate, which sdmitted him to full rights

and privileges in the Medical Frculty, and required no new
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tests. The conferring of this degree consisted of two
parts, a preliminery act, called "Vespédrie," and the formsl

reception in which the candidste pronounced the three

"juro's" immortalized by Moli®re in his p.uous "Cédrémonie, "
Thus, the spirit and teachings of the Parisian
Faculty in Mollere's day ic a paramount interest in connection

with production of "le Malade imaginaire.™ The Faculty's
atti tude was characterized by & orofound reverence for
antiqui ty, a taste for speculation and theory rather than
for wractice, a disdain for the accessery sciences, and a
hatred of innovation and new discoverieas, Their sole
auth r ties were Hippocrates and Galen.

The principal medicines of the day were the
laxatives cassia, senna, and rhubarb, all of which enjoyed
the blessing and sanction of the Faculty.

Such was the condl tion of medicine during the

lifetime of Moli®kre. In the last interlude of "le Malade
imaginaire™ the parody upon the formalities of the medieal
schools show so0 intimate a knowledge of detall that it pre-
supposses the collasboration of some member of the nrofession,
Phot lends credence to the report thrt the frequent oppo-
gition of the profession to progressive idess is well and
realisticslly set forth by Moli®re in thelieseription of
Thomas Diafoirus in his jmmortal "le Malade imaginnire."
Finally, "le malade imaginaire™ is not a parody

of 1ife, dbut & true picture of life itself,



2. - Sources.

It 1s possible that Moliere gathered a certain
number of traits from self-observation in order to creste
the character of Argan. He was accused by malicious enemies
of being himself a hypoch_ondriac, He was charged #%#ith
having conceived the notion of writing a self-portrait, which
he later destroyed. Be that ss 1t may, but the great
difference between Moliere and Argen is precisnely that
Moliere was really sick, He may have worried a grent
degl sbout his health, and he may thus have found some
detnils for the ch: racter of Argen in himself, but, except
for minor points, the charascter cannot have been modeled

upon the author,

Other sources which have been found for details
in this comedy are comparatively unimportaent. It is
possible that the Diafolrus famlly was inspired by a pley
entitled: "Le Grand Benet de fils russi 80t que son phkre
(1664), The suthenticity of this staterent cennot be
established becsuse the play is not preserved, Another
source 18 Thomas Corneille's "Don Bétrand de Cigarral, which
wag teken from Francisco de Rnjlas.

This play has hrd considerable influence on a
number of other plays, nemely, Regnard's: "Arlequin hommue
fortune, (1690); Defreany's: ""La Malade sans malade, (1699),
and Begumarchels'! "Le Barbiler das Seville (1775), There

bave been nany translations iu all modnrn languzges of this
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play, a record that rivels that of "Don guijote,”

won (Yoo )i (Yme Yom Qe

3, - Step-mothers in Molikre: Béline and Elmire,

Elmire of "le Tartuffe" is charming in her plseid
recti tude, Though she 18 accused of not being in love
wi th her husband Orgon, she displays no evidences of
hypoerigy in her dealing with him, It must nevaer dbe
forgotten thst it wae she who finally proved to Orgon that
Tartuffe was a hypocrite. Her step-dsughter enjoyed her
£riendship and her support when 4% came to a question of
Uprgon's selecting an undesired husband for his dsughter,

on the other hand, Béline is = feminine Tartuffe,
From her first nppearsnce in the pley, she displays
hypoerisy and deceit. She hates to hear of her husband'®a
death, yet she longs %o see the day when he 18 & corpse,
Her interest 1s never keener ¢han when she listens to
Argan sccount to her for his wenlth., Beline becomes one
of the most disgusting characiers 4n Moli®re when she is
finally uncovered in a farcical scene, which divulged her
unfaithfulness to her husband.

These two charscters represent the éxtent of

Molikre's step-mothers. The report that he was antagonistic

to step~-mothers 18 not confirmed by his treatment of these

charscters, It would appeer that he is in sympathy with

Flmire while he hates Beline, and his sudiences are of the

seme opinion.
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4, - Conelusion.

The fact that Molitre died almost on the stage
while playing the role of Argan har always attached &
particular significance to this play. For a long time
1t has been ecustomary to use this play as a sort of
commemorative ceremony at the Comédie Frangalse. "Le

Malade imaginaire” 18 one of Moliere's most popular plays.

Its theme is based on Argan's fear of death, 1 Not only
does this pley ridicule the doctors themselves, but it
also sttacks those who have fpith in the doectors, The
first and second Acts of the ;lay are pure comedy, dbut
the third Act is filled with burlesque. In spite of
this change of tone, in the last third of the play, M.
Donnay 18 not justified in calling it a "farce noire,"
nLe Mplade Imaginaeire™ is a combination of farce, comedy

2 The simultaneous

of manners and comedy of cheracter,
conversation between Argan and M. Niafoirus is fareical;

Thomns Disfoirus' blunder of misteking Angelique for
Beline 18 likewise farcical; and Argan's pretended death

is pure horse-play. Nevertheless, all of these eplisodes

contribute heavily to the action and the plot of the play,.

1. TFsguet: ROUSSFAT CONTRE MOLITRZ, p. 307.
2, Id4ntilhac: LA COMIMIE, Vol, III, p. 285,
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As has been pointed out enrlier in this ctudy,
the first two acts of the play represent comedy of manners,
The whole family it here introduced, and thes famjly 14fe
of the sevonteenth century is fairly well portrayad, with
the tyrrnnical father demanding the right to select the
husband for his helpless dnughters, In the meantime, there
is the conniving =tep-mother, bulging with hatred for her
husvand's daughters, as well as lust for his weslth,

The method of crecting doctors was as true to life as it
possibly could be. The ignorance of the physicians was
far from exagegerated in this play.

Finglly, Molikre presents some of his rost
charming characters in this play. Angelique, with her
sincere love for her father in spite of his t;penny, has

not been surpassed for beauty in all literature, There
is Louison, the 1little girl of elght years, the only such

character indoli®ere, who is a masterstroke of dramatie

art. She 1s extremely intelligent for such a young chilqg,
yet she does not spoil her part by over-playing it, or by
displeying in her behavior that she is really more than
eight rears old, In conclusion, Argen, with allof his
silliness, 15 more natural 11 his love for his Adaughters
then any other of l'oli%re's frthers. e is greatly con-
cerned vhen he thinks Loulson is geriously injured, and he
forgives hngelique Tfor having ant:conized him when he

sought to glve her a husband of his own choice, He is
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one of Molikre's immortel characters, and will slways be

the 1d0l of the French thesatre.

~0=0=0~0=0=0=0=0=
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In this study the investigator set out to show
how Moli®tre revolutionized and emancipated French comedy.
then Mclibre came onto the scene of activﬂty'he found the
French theatre in a state of chaos. There werec seversl
parallel currents in the comic productions of that do,;
namely, the native farces, comedies written by French
authors modeled on Italian comedies, snd the "commedisn
dell'arte," played in Paris by Italian Stock Companies,
Closely related to some of these types were the farce
comedies like those of Malret and Cyrano dé Bergerae, and
the comedies of intrigue like Corneille's play "le Menteur,"
Just before Molitre's time there appenred a few comedices
of manners based on observations of contemporary soclety.

At first, Molikre confined his work to copying

these traditional farces, both from the French -and the
It-11an., As a result of this copying he gave to the world

nLa Jalousie du barbouilld," light farce (date unknown),
nLe M8decin volant,” another light farece, (dete unknown),
n1'Rtourdi," comedy of intrigue, 1655, and "le Dépit amou-
reux,” light comedy in verse, 16586, These four plays
belong to his period of apprenticeship,

with "Les Précieuses ridicules" he presents

hig firet original work, Though & farce in form, this
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play 18 a comedy of manners in spitit. It is here that he
blends hig imitations with knowledge gained Pfrom his obser-
vations of French 1life in the Provinces; and the successful
blending of these two gualities sarns for him the title of
"eréateur dramatique™. Thus, in gix short years (1653-1659)
he sueceeds in elevating ‘he French dramatic productions from
comedy of intrigue to comedy of manners. With the appearance
of "L'Ecole des Maris", (1662), he introduces his first real
comedy of character.

In 1664, he gives the world its first high comedy,
written in the Prench language: "Le Tartuffe.” This is the
beginning of his third drametic period, the period of his
greatest musterpieces. During this period he produced, in
addition to "Tartuffe", "La Misanthrope", someties called
his greatest play; "L'avare", his greatest work in prose, and
finally, "Les Femnes Savantes", his most artistic work in
verse,

Just as Corneills and Racine elevated French tragedy,

g0 414 Molidre elevate French comedy to a glory that is with-
out rival in the whole theatre of France. No writer before
him had ever displayed such strong psychological dsvelopment
of character. Never before had a writer shown such ability
to portray the most obscure human traits in a few characters
and illustrate how those traits and peculiarities affect so-
ciety in general. Each of his characters is an individual to
himself with no counter - parts, and every word

uttered Dby him and  every
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gesture made by him 18 peculinr to hin, Thus, Molidre
did not give a picture of natire, he gave a painting of
nature 1itself, His genlus permitted him to mix ana
diversify ell forms of comedy. For that rrason he might
be correctly called the father of Frerreh comedy just ns
Corneille 1s called the father of French tregedy and
Le Fontaine 18 called the f-ther of the French fable.
Before Moliere's time, comedy, such as 1t was,
was presented for the purpose of arousing laughter. The
plays had 1ittle plot, elmost no story. The characters
were commonplace; the themes were vulzgnr, People of
quelity d1d not frequent the theatres bnoéusg of th~ low
type of pleces thet were presented, Moli%re changed that
condition. He gave comedy dramatic form, plot, and
merning. Stock charactens were abolished and replaced
by characters of flesh and blood, exemplifying the
reaslistic behavior of the members of humen society in all
wolks of 1life, Not only did people of n~uality attend

his performances, but it 1s believed thet some of them gave

Molikre information concerning their own peculisrities

g0 th-t he vould portray them in his »dlays, thereby,

givin,: the perscns in question publicity thrt they would

not get otherwise.
Mollere mancipated French comedy from the shackles

of the three unities. lie justified his position by saying

thet he knew only one drumatic rule, and th-t wrs "to please
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his audience." He adhered to that rule throughout his
career.

Moli'ers gave comedy a new function, a function
which he described in the first placet addressed to
Louis XIV at the time of the controversy over the pro-
duction of "Tartuffe.," In that treatise he states
definitely the gulding principle of his work:

"Le deveir de la comédle étant de corriger les
hommes en les divertissant, j'al ceru que, dans
l'emploi ou je me trouve, je n'avals rien de
mieux & faire que d'attaquer par des peintures
ridicules les vices de mon siéele." "Rien ne
reprenfi mi eux la plupart des hommes que la
peinture de leurs défauts. C'est une grande
etteinte aux vices gque de les exposer a la

risée de tout le monde. On veut bien %tre
méchant, mais ne veut point 2tre ridicule,"

The above quotation is sufficient to show that
Moliere aimed to combat anti-social fads and inherent
vices by holding them up to ridicule. He accomplished
that task with great success. His valets: Mascarille,
Scapin, Dorine, Martine; his bourgeois: Sgenarelle, Dandin,
dgrpagon, M. Jourdain, Organ, Alceste, Philinte, Argen,
Tartuffe; his feminine charascters: Agnes, Philaninte,
Benriette and Toinette, will live forever.

In the opinion of the investigator, this
di ssertation proves that Moli®kre revolutionized and eman-

cipated French comedy, relieved it of the dominecring

effects of Italizn farce, and gave it a lofty position
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in the literature of the world, Not only 414 he perpetuate
comedy in France proper, but he was copied in Exgland
where his borrowers and heneficiaries include almost every

name of importance from Davenant and Dryden to Shadwell

and Wycherley.
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