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O F T H E T H E A T R E O F M O L I E R E 

I N T R O D U C T I O N 

One of the greatest names in the whole his­

tory of French Literature is that of Mollere. Though his 

genius is less versatile than that of Shakespeare, his 

greatness lies in the fact that he wae 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 times, and to all countries. 

Shakespeare, Cervantes, and Mollere are the three creators 

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 is greater than that of other writers due to 

their vast and sympathetic knowledge of the thoughts and 

characters of real men and real women, Mollere is surely, 

of all the great French masters, the most easily understood 



- 2 

by a l l c lasses of people and has the most to offer to t h a t 

l a rge majority for whom l i f e I s a r e a l i s t i c s t ruggle and not a 

philosophic contemplation. No other dramatist in French l i t e r a ­

tu re , and perhaps, no other in the l i t e r a t u r e of the world, has 

l e f t eueh a vivid p ic ture of the vices and fads of mankind. The 

unhappy s t a t e of h i s domestic l i f e did not prevent him from 

smiling in h i s works. He made a l l h i s characters seem na tu ra l 

and human; meanwhile, he produced a French laugh which foreigners 

did not understand. Mollere1 s laugh, compared with tha t of 

the fable wr i ter before him, shows tha t i t i s l e s s b ru t a l . I t 

i s more refined than tha t of Rabelais, warmer than tha t of 

Montaigne, and i s l e s s b i t i ng than that of Pascal in his famous 

"Provlnclales". 

Details of the or ig in of the comic thea t re in France 

are s t i l l scarce, but i t i s quite c l ea r thnt the f a r c e , which 

was given as an in te r lude between the ac t s of the long mystery 

plays, eventually became the most popular form of the comic 

theatre and enjoyed a steady development from the f i f teenth 

century down to the very day of Mollere. The s p i r i t of these 

farces resembled the "fabl iaux," v/hich were presented in amusing 

short poems in l i ne s of eight sy l l ab les , usually s a t i r i c in 

tone. They portray n a t u r a l i s t i c bourgeois characters and depict 

scenes of everyday l i f e , reminding one of the Spanish "capa y 

espada" comedies. In 1548 the French parliament forbade fur ther 

performances of mystery plays in the c i t y of P a r i s , but farce , 
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which wae not affected by the order, l ived on wi th ever i nc reas ­

ing populari ty throughout the sixteenth century, and l a t e r 

became one of the most important components of Moll e r e ' s new 

thea t r e . 

Mollere wrote a number of one-act fa rces , but most 

of them remain known today by t i t l e only, such as "Gros-R^n^ 

e c o l i e r , " "La Jalousie de Gros-Rehe," sometimes ca l led "La 

Ja lousie du ba rbou l l l e , " " Ma'decin vo lan t , " "Le Doeteur 

pedant," "Gorgibus dans l e s a c , " and Le Fagot ie r . " He may 

have composed many other which are t o t a l l y unknown today. 

Moll'ere's early farces are not or ig ina l works in the s t r i c t e s t 

sense of the word, for they are very s imi lar to the popular 

I t a l i a n comedy of the day. Both, the characters and the 

s i tua t ion are conventional; and the plays were composed of 

t r i c k s , d isguises , and enormous jokes . Many of them were 

coarse and vulgar, depending on s l ap - s t i ck and clowning to get 

a laugh. I t was t h i s laugh tha t he reserved and converted 

into the French laugh, while abolishing the coa r sened and other 

conventional qua l i t i e s of I t a l i a n comedy. While doing t h i s , 

Moli>re revolutionized and emancipated French comedy, breathing 

l i f e into the drybones l e f t to him by h i s predecessors, and 

changing them from stock-characters and types to r e n l i s t i c 

charac ters . The l a s t sentence represents the theses of t h i s 

study, and in the following pages the inves t iga to r assumes the 

r e spons ib i l i t y of defending th i s t h e s i s . 



P A R T O N E 

THE APPRENTICESHIP OF MOLIERE 

C H A P T E R I 

"L'ETPURDI" 

Grlmarest says Mollere's early education 

wae 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 College de Clermont, later, Louls-le-Grand, an 

Institution founded by the Jesuits 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 

as Greek and Latin. Not only was their education good, 

but also was their company desirable. Therefore, people 

who opposed their educational procedures were quiok to 

seize the opportunity to send their sons to the Jesuits' 

schools. Thus, the sons of the nobles and those of leaser 
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people sa t in the same c l a s ses , under the supervision of the 

same teachers . That was an example of the democratic s p i r i t 

in education such as i t i s known in the Western hemisphere 

today. 

L i t t l e i s known about young Poquel in ' s sojourn a t 

the College de Clermont due to the fact tha t ne i the r La Grange 

nor Grimarest took the l i b e r t y to shed any l i g h t on t h i s top ic . 

I t i s known that he l e f t school in 1641, but continued h i s 

work in the f i e ld of philosophy and law. 

By the time young Poquelin was twenty years old he 

was quite sure of the future he wanted to be h i s . On June 30, 

1642, he l e f t the service of the Court, and during the l a t e 

months of the same year he divided h i s time between t h e p rac t i ce 

of law and v i s i t i n g the t hea t r e s . I t was then that he r ea l l y 

became acquainted with I t a l i a n p layers , many of whom had been 

located in Par i s since the reign of Henry I I I . I t was then that 

he met Madeleine Bejar t , beautiful a c t r e s s , who soon persuaded 

him to take up the thea t re as h i s profession. On June 30, 

1643, the same year Corneille presented "le Menteur," Poquelin 

with the help of the Bejar ts , founded the " I l l u s t r e Theatre ." 

In December of the same year he discarded h i s f a t h e r ' s name to 

take a new one which was to make him famous. From t h i s time 

he ca l led himself Ae Moliere. No one knows why he se lected 

such name. He f i r s t signed h i s name a« Moliere on a contract 
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drawn up between h i s group and Daniel Mallet, a dancer whom 

he was h i r i ng . After a year and a half of reverses , Moliere 

and h i s troop quit Par is to s t r o l l in the Provinces for the 

next twelve years . La Grange mentions eleven plays that were 

wri t ten and played by the group in the "Provinces, some of which 

may have been reworked and used in l a t e r p resen ta t ions . The 

themes of those plays were taken from popular I t a l i a n pieces 

of the day, featur ing surpr i ses , m y s t i f i c a t i o n s , t r i c k e r i e s 

and disguises . The characters v/ere taken from the I t a l i a n 

"commedia del l ' a r t e , " based on r t o r i e s of old men outwit ted, 

loquacious doctors of learning, or resourceful v a l e t s . In 

general the "commedia del l ' a r t e " was an extremely simple form 

of entertainment, in which half-a-dozen t r a d i t i o n a l characters 

amused the audiences with wit ty jokes. Such plays obviously 

depended more on the actor than on the author, and the actor was 

free to develop or even to vary h i s part as he pleased. Such 

freedom of action would necessar i ly reduce the a r t i s t i c value 

of the plays. One must not think, however, tha t in the case of 

the "commedia del l ' a r t e " there was no wri t ten composition. 

There was one, and though a great par t of i t might have been 

produced in skeleton or ou t l ine form, the actor could always 

be sure as to what he was to say, when to say i t , and how to say 

i t . 

"L'Etourdi" represents Moll e r e ' s f i r s t ef for ts in the 

f i e l d of serious drama. Moland 1 says: "Un e'venament beaucoup 

1 . MOLAND: Vie de Molifer- T**„ 4 A „ 
— ° u e Mo.ilere, L i b r a i r i e Garni er Freres , ^ a r i s , page 73. 

http://Mo.il
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plus remarquable pour nous s ' ^ t a i t passe" selon toute v ra i -

semblance, au commencement de c e t t e annee 1653. Moliere avai t 

f a i t representor sa premiere grande com-idie, "1 'E tourd i , " qui 

obt ient un succes considerable ." This play had strong leanings 

towards French farce ,but i t vms thoroughly I t a l i a n in charac­

t e r , and Moliere did not f a i l to take h i s material wherever 

he could find i t . He had had rich experience Kith-the I t a l i a n s , 

and "L'Etourdl" r e f l ec t s tha t experience. He imitated at l e a s t 

three I t a l i a n comedies, not to mention episodes he took from 

Noel du F a i l . He took h i s f inal event of h i s play from the 

works of Cervantes. Besides, he copied from " l 'Ep id lcus" and 

"la Moste l la r la , " and the " P a r a s i t e , " and perhaps from "M^itre 

e tourd i . " Another source i s " l ' a n g e l i c a , " wri t ten by Fabr i t io 

de Fornaris . The body and soul of "L'Etourdl" was taken from 

" I n a w e r i t i t o , " famous play of Nicolo Barb ie r i , wr i t ten in 

1629. Moliere 's "Etourdi" came some ten years a f t e r the appear­

ance of Corneille1 s " le Menteur." * In a l l , i t seems that Mo­

l l e r e took h i s characters and s i tua t ions from a dozen authors . 

"L'Etourdl" i s a five-Act play in verse , and i t i s very s imi lar 

to early French farces in the improbabili ty and conventionali ty 

of p lo t and in the r io tous ly funny qual i ty of the ac t ion . 

Mollere used h i s sources with great freedom, making changes, 

and adding new de ta i l s as he chose to do. Thus, i t i s safe 

1 . "L'Etourdl" may be cplled the second Imperishable comedy; 
i t would have been f i r s t , except for Corne i l l e ' s "Le Menteur." 
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to a s se r t tha t there i s hardly a l i n e of t h i s fnrce *'h1 ch could 
2 

be jus t ly cal led " o r i g i n a l . " I t must not be forgot ten, how­

ever, tha t the author was t h i r t y - t h r e e years of age when he 

wrote t h i s play, and he had passed ten years of thnt time •'n 

varied company; men and women, poets , authors , pr inces , men 

of court , and so ld ie r s ; but , he had remained a l i t t l e remote 

from them. He l ived as yet in the t hea t r e . Furthermore, h is 

dramatic power had not been su f f i c i en t ly developed to permit 

him to copy from l i f e i t s e l f in tie preparat ion of h is early 

themes. Therefore, h i s f i r s t two authent ic plays ivere chosen 

from the l i t e r a t u r e and prac t ice of h i s profession ra ther than 

from l i f e . I t i s not surpr is ing , then, that personal observation 

counted for l i t t l e or nothing. At that time Moli%ere's idea 

of r e a l i t y was found in the heroes of Cornei l le , who was s t i l l 

considered as the grea tes t l i t e r a r y man in France. The f a i l u re 

of l i t e r a r y c r i t i c s to recognize "L 'Etourdl ," in s p i t e o^ i t s 

great poetry, while considering Mollere1 s great p lays , i s as -

cribable to that serious lack of o r i g i n a l i t y of p l o t . All of 

the characters are t r a d i t i o n a l and t r i t e in t he i r behavior, and 

the play i t s e l f consists of a s e r i e s of episodes in which 

Mascari l le t r i e s ingeniously to win for h i s master possession 

2. John Palmer: MOLIURE, pp. 110-114. 
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of Cel ie , the beautiful daughter of Trufaldin. Mascari l le 

invents one ruse a f t e r another, but each in turn i s defeated 

due to h is master 's untimely and innocent in te rven t ion . I t 

i s almost general ly believed in l i t e r a r y c i r c l e s tha t Moliere 

did not improve upon h i s o r i g i n a l s ; in f ac t , " l ' i n a w e r t i t o " 

i s in some respects a b e t t e r play than "1* Etourdi ." I t i s 

c leare r , more l o g i c a l , more evenly balanced, and more convincing. 

The most outstanding blemish of the play i s i t s 

denouement. This i s not to be wondered a t , s^nee i t was the 

usual thing for the author to "sew on" unsat isfactory ending to 

h i s p lays , even in the case of high comedy. The "Tartuffe ," 

one of the plays in which Moliere r e so r t s to the "deus ex 

machina," i s a case in point . Admi t t i n g , then, tha t the con­

clusion of "1 'Etourdi" i s poor, i t i s no more so than that of 

the "Twelfth Night." I f Shakespeare wns able to epcape a f t e r 

having committed such a l i t e r a r y blunder, i t does seem that 

Moliere may be excused for making the same mistake. Both authors 

may be j u s t i f i e d in cu t t ing t h e i r plays off as they did, because 

1. I t i s in "L'Etourdl" that Moliere presents Mascari l le 
for the f i r s t time. At a l l events, the Mascari l le of 
"1»Etourdi M B a va l e t , making no pretenses to "bel 
e sp r i t " , and i s chiefly noted for his vain t r i c k s . He 
comes from the familiar rascal invented by the Greeks, 
copied from the Romans, and passed rlong to the I t a l i a n s , 
who in turn, passed him along to the French and Spanish. 
He had already l ived on the European stage for nearly 
2000 years , though in l i f e , he never existed at a l l . 
Palmer: MOLITTRK, p. 113. 
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t h e i r s t o r i e s had come to an end, and there was no good reason 

for prolonging the plays . 

F ina l ly , the appearance of "l'Etourdi. " in 1655, 

announced the advent of France 's g rea tes t ac tor -dramat i s t . 

Though the play lacked o r i g i n a l i t y I t i s not a d i sc red i t to 

i t s author, because o r i g i n a l i t y of the wr i t e r s of that period 

consisted in the treatment of themes ra the r than in the invention 

of them. Moreover, Moll fere knew h i s audience, and he was 

acquainted with i t s l i t e r a r y t a s t e s . Therefore, he based his 

early works on that knowledge ra ther than on any se t of ru les 

of drama. 

-o-o-o-o-o-o-



P A R T O N E 

C H A P T E R I I 

"LE PEP IT AMOUREUX" 

"Le Depit amoureux" is the seoond and last 

comedy written and staged during his period of apprentice­

ship. It was presented for the first time before the Es­

tates of Languedoc at Beziers, 1656. Though a little bet­

ter play than "L'Etourdl", "Le Depit amoureux" shows a con­

tinuation of the "bookish" characteristics 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, Moliere gives a more or less free adaptation of 

another Italian model: Nlcolo Secohl's "l'Interresse", a 

romantic comedy of Intrigue which had been popular in the 

Italian theatre since its original appearance in 1581.* 

Contrary to his endeavours In writing "L'Etourdl", Moliere 

aade some definite improvement over his model when he wro­

te "Le Dfpit amoureux". He tacked on an addition of his 

own which is far superior to the part he borrowed. 2 in 

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

1. John Palmer: MOLIERE, pp.117-120. 
2. Lintllhao: LA COMEDIE, Vol.Ill, p.163. Also, sec Act I; 
Aot II, sc.4; and Aot III, so. 2 - 4 . 
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i t i s believed tha t the author made frequent use of mater ials 

gained from h i s extensive readings. Among the sources namei 

as more or l e s s def in i te contr ibut ions to Mol iere ' s second good 

play, writ ten in the Provinces, a re works of the following 

authors: Plautus , Terence, Erasmus, Cyrano, Rotrou, "Braeciolini , 
1 

and Horace. One l i t e r a r y c r i t i c a s se r t s tha t "le Depit 

Amoureux" represents no improvement over " I ' E t o u r d i , " and 

that i t s author i s not always f e l i c i t o u s and sometimes fn i l s 

to avoid obscurity in h i s handling of the romantic involut ions 

of i n t r i g u e . This c r i t i c i s au i te correc t in h is observation 

with regards to the obscuri ty that ex i s t s in t h i s play, but i t 

seems that he i s a b i t too c r i t i c a l when he says tha t " le Depit 

Amoureux" i s no be t t e r than " I 'E tou rd i , " and pushes h is argument 

further by saying tha t the former play represents a def in i te 

re t rogress ion in the au thor ' s s t y l e . The in t r i cacy of the plot 

of "Le Depit" would' of necessi ty force tha t play to be raade> of 

more sol id material than " 1 ' Etourdi. " The double-love theme 

of the play would be suff ic ient in i t s efl 'ect to force the author 

to adapt some sort of plot in order to have some kind of *tory. 

Though v^ry I t a l i a n in tone, " le Depit Amoureux" contnins germs 

of the comedy of manners. This opinion i s based upon the 

presence of the many examples of af fec ta t ion in the speech of 

several of i t s characters . In tha t respec t , one it: reminded 

1 . Palmer: T'OLIER?, p. 119. 
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of C o m e l l l e ' s "Cid" as he roads " le Depit Amoureux." Moll e r e ' s 

play i s f i l l e d with such words as "feux," "flame," "sentiment," 

"infame," " t r anspor t , " " r igueur ," "p ro t e s t a t i on , " and "Justement"., 

These words are the r e s u l t s of MoliWe's reading and copying fron 

what he had read. When he forsakes l i t e r a t u r e i t s e l f as a. 

guide for himself, he s a t i r i z e s affected speech. 

To the average rtudent of Moliere who has read h i s 

masterpieces, "le Depit Amoureux" i s a du l l , tiresome play, 

containing no moral and t e l l i n g no p a r t i c u l a r s to ry . I t wae 

deisgned to create laughter and fun; I t s poetry i s beaut i ful 

and the vdt of Mascari l le i s excel lent , but those qua l i t i e s 

represent the high points of i t s meri t . In fac t , Moliere employs 

the Mascaril le In only one more of h i s productions: "Les 

Pre'cieuses r i d i c u l e s ; " afterwards he completely abandons that 

character and replaces him with Sganarelle. The disguising 

of heroine in men clothing to hide her sex u n t i l she had married 

the man she loves i s preposterous and represents a bi t of horse­

play introduced onto the s tage by the I t a l i a n minstrel-showmen. 

Valvi l le , an actor of the Comedi e Francaise, detached 

from the play half dozen scenes which were beyond thf= reach 

of fashion, and inser ted a few connecting l i n e s here and there , 

with the r e s u l t that two ac t s of imperishable comedy replaced 

the o r ig ina l f ive ac t s of romantic comedy. The ecenee in question 

a re the whole of Act I , Act I I , sc . 4; and Act IV, scenes 2 ,3 ,4 . 
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The j u s t i f i c a t i o n fo r t h i s innova t ion can be found i n the 

subsequent r e co rd of the f i r s t two p lays of Mol i e re . From 

1814 to 1870 t h e r e were 51 performances of " I ' E t o u r d i ; " wh^le, 

dur ing t h e same p e r i o d , the r ev i s ed ve r s ion of "Le D-'pit Amou­

reux" was p r e sen t ed 372 t imes . I t i s t h e r e v i s e d e d i t i o n of 

t h i s p lay t h a t has r e t a i n e d i t s p o p u l a r i t y fo r over t h r e e 

hundred y e a r s . 

CONCLUSION 

Like Shakespeare, Mol iere was born wi th dramatic 

t a l e n t , both as a w r i t e r and an a c t o r . J u s t a s the Great 

English d ramat i s t had to undergo a pe r iod of a p p r e n t i c e s h i p , 

so d id the p e r f e c t e r of French drama. Thus, both men had to 

l e a r n dramatic a r t by the t r i a l and e r r o r method. Both of 

t he se men began t h e i r c a r e e r s by copying from t h e i r p r edeces ­

s o r s . I t would seem, however, t h a t Shakespeare had a more 

complete s e t of models from which to copy than did Mol i e r e . 

In England, Gascoigne, John Lyly , George P e e l e , Chr i s tophe r 

Marlowe, Thomas Lodge, Robert Greene, Thomas Kid, and Thomas 

Nash, had gone before Shakespeare, l e a v i n g i n t h e i r wake a r a t h e r 

wel l o rgan ized English t h e a t r e . Up to 1592, Shakespeare devoted 

h i s e f f o r t s to copying from f i r s t one, and then, the o t h e r of 
1 

t h e s e men. 

1 . S c h e l l i n g : ENGLISH DRAMA, B. P. Button A Company, 
New York, 1914; Chapter I I I . 
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Moll e r e ' s case presents a different p i c tu re . When 

he came to the s tage, he found i t In a s t a t e of chaos. Th^re 

wae only one comedy extant , Corne i l l e ' s "Le Menteur,rt «nd i t 

was not a masterpiece in the s t r i c t e s t sense of the "<ord. In 

fac t , Moliere 's e a r l i e s t plays, wri t ten in the Provinces, served 

as worthy r i v a l s for " le Menteur." From 1630 to 1658 a 

tremendous number of plays were produced, but t h e i r forms were 

bad, t h e i r constructions were poor, and they contained almost 

nothing of realism. The Comedy of Manners ' a s almost unknown 

un t i l 1654 when Boisrobert presented h is "La Belle Plaideuse", 
1 

and th i s play contained only germs of such a comedy. Moliere 's 

predecessor who resembled him most in h i s wri t ings was Gl l le t 

de l a Tessonnerie (1620-1660). I t appears that I t was he who 

wrote the f i r s t comedy of character in the French language, -nd 

h i s character s tudies did not compare favorably with those of 

Moli*ere. Tessonnerie's "Denialse" furnished Moll*ere v.dth ideas 

as he wrote the "Depit amoureux," especia l ly in the preparation 

of Act I I , Scene 6. Gi l le t de l a Tessonnerie 's "Campagnard," 

(1657) ranks second only to " les Precleuses r i d i c u l e s , " as a 

commedy of manners and character . The form and s ty l e of 

"Campagnard" are faul ty , but t h i s weakness i s due to the au thor ' s 

idea of following the t r ad i t iona l fa rc ica l methods of t rying 

to arouse laughter . 

1 . L i n t i l h a c : LA COMEDIE, Vol. I I J , p . l g 4 . 
2. Ib id . pp. 129-130. 
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The c red i t for r ec ru i t ing the French theat re-goers 

in to the appreciat ion of the comedy of manners belongs to 

Scarron, because i t ^as he who began to convert t r a d i t i o n a l 

farce into l i t e r a r y form. I t was he who or ig inated the so 

cal led "laugh in f ive a c t s . " Scarron's best tragi-comedy: 

"L'Ecoller de Salamanque," found i t s source in some of the works 

of Francisco de Rojas. I t i s believed that such works as "le 

P a r a s i t e , " "L'Intr igue des f i l ous , " "l'Amour a. l a mode," "la 

Belle P la ideuse ," and "Deniaise," a.<:d "Campagnard," have served 

to prepare the French public for Moliere. 

I t i s believed that Moliere began his wri t ing with 

a number of one-act farces , most of which remain unknown today. 

Later , he did extensive reading, v/hich served him well in h is 

f i r s t two real comedies: " I 'E tou rd i , " and " le Depit amoureux." 

After the production of these two plays , he was given more to 

writ ing from observation, the f i r s t example of which was "les 

Pre'cieuses r i d i c u l e s , " the play which inaugurated the second 

period of h i s l i t e r a r y career . From 1659 to 1664, date of 

the f i r s t appearanoe of " le Tartuffe ," he devoted h i s a t tent ion 

to producing social comedies. Kith the production of "le 

Tar tuffe ," begins the period of high comedies, or comedies of 

character , which serve to make the author imnor t r l . Moli*ere 

1. LafenestreJ MOLIERE, Les Grands "Rorivains Franqais , 
L i b r a i r i e Hachette, Pa r i s , pp. 18-20. 
L in t i lhac : LA COMEDIE, Vol. I l l , p . 10?„ 
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never forgot the merits of good farce, which he learned in 

composing h i s e a r l i e r works, and even the most serious of h is 

l.-iter plays contain f a rc i ca l elements, which derive from his 

early t r a in ing . 

-o-o-o-o-o-o-o-
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MOLIERE'S DEBUTS 

C H A P T E R J 

«LES PRECIEUSES RIDICULES" 

A. - Background: Frsneh Society before the Seventeenth Century. 

Moliere returned to Paris In 1658, after a long period 

of apprenticeship In the provinces as an actor, author, and 

theatrloal director. On Tuesday, November 18, 1659, he opened 

his glorious career with "Les Precleuses Ridicules." In that 

piece, at length, he opened up an original vein of pure comedy. 

"Lea Precleuses 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 "preciosity". In order that the "Precleuses 

Ridicules" may be treated with regard to what it was destined 

to satirize, the investigator thinks that it is ĉ uite fitting 

to review the history of the "salons" in France prior to the 

seventeenth 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 social ideals fell into decay. Obstacles to free 
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social in tercourse were slowly removed, and a new society came 

slowly into being. Women were l i be ra t ed from two sor t s of 

bondage: that of the ch iva l r ic ideal which i so la t ed them from 

an act ive share in social r e s p o n s i b i l i t i e s , and tha t of the 

misogynistle philosophy found in the "Roman de la Rose." The 

recent advent of gunpowder made feudal warfare an imposs ib i l i ty 

which resul ted in the complete disappearance of knighthood. 

This s t a t e of a f f a i r s enabled vvomen to enjoy a more comradely 

par t i c ipa t ion in everyday a f f a i r s . Women's ne^- s t a tus was soon 

ra t ional ized and codified according to tv e Platonic doctr ines 

imported from I t a l y , thus preparing the ground for a f ree r , 

and more refined type of socie ty . 

The f i r s t woman to a t t a in importance in the f i e ld of 

French p o l i t e society was Anne of Br i t tany , who come to France 

in 1496. She moved her f a t h e r ' s l i b r r r y to Bois, and in a 

short time her fr iends were numbered among the leading wr i te rs 

and musicians of the day. I t was Anne who began the modern 

custom of protect ing and supporting l i t e r a r y men. Among her 

poets were such men as Jean Lemalre de Beiges and Jean Marot, 

fa ther of Cle'ment Marot. Anne concerned herse l f g rea t ly with 

the matter of stamping out ant i - feminis t l i t e r a t u r e , and she 

ac tua l ly paid poets to devote poems and veraes to the p ra i se 

of women; and thanks to her a t t i t u d e , the place Of women a t 

court was assured during the ear ly years of the s ixteenth 

century. 
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Near the end of the f i f t een th century the I t a l i a n 

Renaissance had passed i t s climax, but the Peninsula s t i l l l ed 

the r e s t of Europe in the f i e ld of cu l tu ra l achievement. 

The three Frenoh kings: Charles VIII , Louis XII, and Francis I , 

l e d three cost ly I t a l i a n campaigns which proved l a t e r to be 

bless ings in d isguise . They def in i t e ly brought the s p i r i t of 

the Renaissance r ight through the backdoor of France. I t a l i a n 

women, who had won t h e i r social freedom long ago, had formed new 

re la t ionships to men and had developed an elaborate socia l code 

which became the envy of the Frenoh people. After the t h i rd 

and l a s t I t a l i a n campaign came to a c lose , I t a l i a n s in great 

numbers came to France, bringing with them the i r nat ive cul ­

tu re . The P l a ton i s t i e doctr ines upon which the I t a l i a n socia l 

order was based penetrated into France and gave Frenchmen a 

new conception of society and French women a new place in so­

c i e ty . In 1537 a t r ans la t ion of "II Cortegiano" appeared in 

France, furnishing the f i r s t deta i led account of I t a l i a n 

"sa lons ." Of course, the absorption by the French of these new 

l i t e r a r y and social idea l s was not rapid; in fac t , the amalga­

mation required the remainder of the s ixteenth century. 

In 1541 Marguerite of Navarre produced a t r ans l a t i on 

of "Lysis" by Bonaventure des P e r l e r s . This work introduced 

the Platonic philosophy of love in to France, whicl^was deptined 

to become a pa r t of French social philosophy. The nev s . d r i t 

was so fa r removed from medievalism tha t i t affected the thought 
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of French society for the grea ter par t of a century. The Pla­

tonic philosophy did l i t t l e to check the ImraorBli ty and coarse­

ness of the age. ^ la in speech »<as permitted a t a l l t imes, and the 

presence of women did l i t t l e t ' modify t h i s behavior. For the 

most par t , the drawing-room to l e ra t ed a l l vulgar i ty :>roviding 

tha t i t was covered by a mask of g e n t i l i t y . I t vas l e f t for 

the "salon" of Mile de Rambouillet to f i na l l y put an end to 

th i s crude and giddy age. 

Among the e a r l i e s t "salons" in T^rig w a s tha t of Jean 

de Morel, who came to the Capital c i ty in 1541. ^i erre de Nol-

hac, while speaking of Jean ' s house, c a l l s i t " l e premier salon 

l i t t e r a i r e de Pa r i s . Jean de Morel and Antoinette de Loynes 

were married about 1544. Antoinette f i t t e d readi ly into her 

husband's scheme of the development of an improved l i t e r a r y 

society. Among the fr iends of Jean de Morel were such men as 

Jean Dorat, a tu tor of Ronsard, Joachim du Bellay, and Ronsard 

himself. Among the women who are thought to have pa r t i c ipa ted 

in the evening conversations in the Morel "salon" were Marie 

Morin, G^lonls Borsala, and several others whose Iden t i ty i s 

not now c lear . Morel 's society l a s t e d un t i l h i s death, which 

occurred in 1581. 

A "salon" of a s t i l l l a t e r date was that of the Des 

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

1 . "Le Premier Salon l i t t e r a i r e de P a r i s , " REVUE UNI VSRS FILE, 
V (1921) p . 341. 
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1579 Catherine and her s i s t e r Madeleine des Roches had the good 

fortune of en ter ta in ing a group of lawyers and judges, sent to 

P o i t i e r s by the king in order to rel ieve the crowded condit ions 

of the local courts in P a r i s . During the sojourn of the lega l 

d ign i ta r i es the "salon" of the Des Roches was the sea t of the 

dlsausslon of contemporary events, philosophy, and h i s to ry . 

Some of t h e i r sessions were r e a l l y given to giddy subjects , 

but they made h is tory and were ve i l attended. And a f t e r the 

lawyers had returned to Pa r i s the "salon" of the Des Roches 

continued to keep i t s dooxs open, en ter ta in ing scholars of the 

neighborhood. 

Catherine des Roehes was a woman of good t r a in ing , 

good t a s t e , high i n t e l l i gence , and she was admired by a l l of 

her s u i t o r s . Though she enjoyed t h e i r a f fec t ions , she ref ra ined 

from becoming serious with any of them. She knew tha t none of 

her male fr iends had anything in the manner of p res t ige , wealth 

or l i t e r a r y attainments which would have made themsssets to her . 

In married l i f e she saw only chi ld-bear ing and the burden of 

rear ing chi ldren, which would have deprived her of her l e i s u r e 

for l i t e r a r y pursu i t s which she loved so dear ly . I t i s poss ib le 

tha t her philosophy concerning love and marriage was handed 

down from salon to salon t i l l i t resul ted in the nonsense d i s ­

played by the followers of the "Carte de Tendre" r id iculed by 

Moliere in "Les Precleuses Rid icu les . " In her published works 

Cctherine des Roches l e f t herse l f open to a charge of p r ec io s i t y . 
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She was fond of puns and anagrams. She and her sister died in 

1582. 

The death of Catherine and Madeleine did not brin/? an 

end to the "salons" in France. In 1605 Marguerite de Valois, 

the divorced wife of Henry IV, returned to Par is a f t e r a long 

ex i l e , and she brought with her the manners and customs of the 

" e i g h t i e s . " In a short time she surrounded herse l f with her 

childhood f r iends , which represented a leaning towards the 

sixteenth century decadence. These react ionary a c t i v i t i e s 

did l i t t l e to make the record of her "salon" an imposing one. 

This can be understood, however, when one i s reminded that 

Marguerite xyas f i f t y - t h r e e years old, and thus , did not under­

stand the new s p i r i t that was slowly superseding the old social 

order with which she was fami l ia r . The Renaissance with i t s 

lack of social and l i t e r a r y order was giving way to the on­

coming c lass ic age which was l e s s than a half century away. 

Marguerite spent ten years in a vain effor t to turn the hands 

of the clock back to bring backthe "good old days." After 1615 

she faded from the p ic ture and her dying l i t e r a r y and socia l 

world came to an end. Her effor ts represented the l a s t endeavors 

to revive the old Renaissance l i t e r a r y i d e a l s . 

-o-o-o-o-o-o-o-o-o-

B« - L'Hotel de Ramboulllet — Seventeenth Century P rec io s i t y . 

Onemay eas i ly say that the seventeenth century of 
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l i t e r a r y France began In 1589 with the re ign of Henry IV, a 

so ld ier by profession, and a man of easy morals. For many 

years France had been torn by c i v i l wars; public morale was 

low, and coarseness had Invaded the language of the nobles 

and the members of the k ing ' s court . This condition was so 

d i s tas te fu l to Catherine de Vlvonne, the marquise de Ramboulllet, 

tha t she decided to withdraw from court and se t up a society 

of her own. The r e s u l t was the "chambre b l eue , " in which she 

entertained her guests for many y e r r s . From 1630 u n t i l 1648 

she enjoyed one of the most i l l u s t r i o u s drawing-rooms the world 

had ever known. Her "salon** was not an outgrowth of the "salons" 

tha t had gone on before, but ra ther a p ro tes t against them. 

Hme de Ramboulllet openly objected to the t r i v i a l i t y into which 

former "salons" had encouraged the l e i s u r e c lasses to f a l l . 

She i n s i s t ed upon polished manners and her l i t e r a r y i dea l s 

were in keeping with the accepted opinions of some of the best 

l i t e r a r y minds of her day. However, Mme. de Ramboulllet was 

not an apostle of a "new order" in the l i t e r a r y and social world. 

Many of her f ine idea l s characterized every "salon" tha t had 

preceded her own. 

Prom the Middle Ages each "salon" had endeavored to 

create an opportunity for the discussion of l i t e r a r y and phi lo­

sophic problems in the most pleasant and informal way. There 

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

and the "salons" of the s ixteenth century, and th i s difference 
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was based on soc ia l , p o l i t i c a l , and economic changes that had 

taken place in France during the span of time coming between 

the reigns of Francis I and Henry IV. * France ' ad ceased to 
2 

be feudal s t a t e and had become a uni ted na t ion . I t was no 

longer necessary for women to f ight for a place in society; 

t h e i r places had been assured long ago. Likewise, i t was no 

longer a question of providing a me^t*ng place for obscure 

l i t e r a r y f igures to me^t and read t h e i r ve rses . In fac t , the 

"salon" of Mme de Ramboulllet served as a rendez-vous for some 

of the best known and most famous l i t e r a r y men of the day. 

Thanks to these general condit ions, Mme de Ramboulllet did 

more than any of her predecessors to c u l t i v a t e good t a s t e and 

good manners. I t i s t rue that she lacked s impl ic i ty and her 

l e t t e r s included material that was farfetched "s ty le precieuse" 

but she succeeded in avoiding "r idiculous extremit ies or pre­

c i o s i t y . Under her influence a new a r t , the a r t of conversation, 

was there developed and perfected, and a successful effort was 

made to Introduce a s p i r i t of chivalrous and romantic gal lan­

t r y toward women, and to improve the French language by giving 

i t an ideal standard of delicacy, which la s t i l l cha r ac t e r i s t i c 

of tha t language, ^n the other hand, the cleavagp between 

1 . Andre Leveque: HISTOIRE DE LA CIVILIZATION FRANCAISE, 
Henry Holt A Co. , New York, 1940, pp. 85-141 . 

2 . T. W. Richer: A SHORT HISTORY OF MODERN EUROPE, The 
MacMillan abd Co. , New York, 1935, Chapter I I . 

3 . N l t ze and Dargan: HISTORY OF FRENCH LITKRATUR^, Third 
e d i t i o n , henry Hol t and Co., New York, 1938, pp. 221-226. 
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"society" and the "people" was increased; l i t e r a t u r e became 

mainly the expression of a super-refined c l a s s , while natura l 

and commonplace things were shunned. Each member of the group 

found i t f i t t i n g to take upon himself a new name in order to 

r i d himself of the vulgar one he received from h i s paren ts . 

For many of these and other s i l l y c h a r a c t e r i s t i c s the "Hotel 

de Rambouillet" was not responsible , because the marquise was 

not extremely affected by p rec ios i ty as were some of the women 

who followed her . 

In 1645 the marquise was superseded by her daughter, 

J u l i e d'Angennes, who inher i t ed many of her mother 's b e t t e r 

q u a l i t i e s , along with an exaggerated port ion of the "esp r i t 

precleux". J u l i e ' s profound hatred for what was commonplace 

and vulgar caused her to become qui te eccen t r i c . After the 

close of the "salon" of Mme de Rambouillet following J u l i e ' s 

marriage, the marquise's place in society was taken over by 

Mme de Sable, a fr iend of Pascal , Mile Paulet . But the most 

noteworthy of a l l her successors was Mile de Scude'ry, who 

assumed the name of Sappho, Her guests numbered among the 

l i t e r a r y c lasses , but were l e s s dist inguished in social rank 

than were those of the marquise and were more affected in the i r 

a t t i t u d e . While Mile de Scudery was a member of the society 

which met a t the "Hotel de Rambouillet," she was the pr incipal 

l i t e r a r y exponent of the "espr i t p rec ieux ," especia l ly in the 

time of the decadence of the "salon". She was the author of 
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two huge romances: "Artamene ou l e Grand Cyrus," (1649-1653) 

and "Clel ie h i s t o l r e romalne," (1656). Each of these works 

was produced In ten volumes; and, the moat i n t e r e s t i n g fea ture 

about them i s the fact t h r t under f i c t i t i o u s names she has des­

cribed the deeds, the charac ters , and the personal appearance 

of some of her most famous contemporaries. In the "Grand 

Cyrus," one sees the Great Conde", the "Hotel de Cleomire" i s 

cer ta in ly the "Hotel de Ramboulllet." 

F inal ly , Mile de Scudery gave l i t e r a r y "salons" a 

new tone, and from her example a long l i n e of imi ta to r s sprang 

up as mushrooms and spread throughout the provinces. Even 

the i l l i t e r a t e young women were imi ta t ing the characters of 

"Clel ie" in t h e i r behavior. I t was impossible for such soc ie t ies 

to avoid becoming corrupt and earning for themselves the ha te ­

ful t i t l e of "Pre*cieuses." 1 

1. Michaut: LES DEBUTS, pp. 38-42. 

-o-o-o-o-o-o-

C. - Sa t i r e In "les Precleuses Ridicules" 

Many sweeping andexaggerated statements have been 

made concerning prec ios i ty in France. One might be lead to 

bel ieve that i t represented a baneful scourage b l a s t ing and 

withering good t a s t e . To be sure, the precious tendency was, 

a t f i r s t , a laudable effor t towards refinement of language, 
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and was. In many respec t s , merely one manifestation of the 

growth of p o l i t e society in general . The word "pre"cieux" I t s e l f 

suggests something of value. One school of thought holds tha t 

$n h i s "precleuses r i d i c u l e s " Moliere intended h i s s a t i r e for 

the "salons" in general , and the "Hotel de Ramboulllet" In 

p a r t i c u l a r . The preceding pages of t h i s study wi l l serve 

to refute any supposed reflexion on the "sa lons ," Likewise, 

I t i s almost impossible that Moll*ere was re fe r r ing to the 

"Hotel de Rambouillet" In h i s f i r s t rea l comedy. In the f i r s t 

place, the great days of the "salon" de Mme de Ramboulllet had 

passed long before 1659, date of the f i r s t presentat ion of 

"Les precleuses r i d i c u l e s " . The daughter of the marquise de 

Ramboulllet had married and l e f t the "Hotel de Ramboulllet" In 

1645. Then, came the Fronde, and in a very short time, both 

Balzac and Vol ture had died. F ina l ly , the marquise was grow­

ing old and had complained of being t i r ed for several years . 

The fac ts ind ica te c l ea r ly tha t the "Hotel de Rambouillet" 

was not the stronghold of p rec ios i ty in 1659, and therefore , i t 

was not the object of Moliere 's buffoonery. In h i s preface 

to h i s ^Precleuses r i d i c u l e s " Moliere asser ted that i t was the 

precleuses of the Provinces tha t he was s a t i r i z i n g , and not the 

"real precleuses" of P a r i s . He admonished the so-cal led 

"real precleuses" to understand tha t he was t h e i r fr iend, tha t 

he believed in them and wanted them to bel ieve in him. This 

type of commitment was quite in harmony with Grimarest 's 
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asse r t ion tha t Mollfere had performed "Les Precleuses" for 

years in the Provinces, I t has been r a the r hard to accept 

anything tha t Grimarest had to say about Mollere. La Grange, 

a personal fr iend of Moliere for years , disagrees with Grimarest 

on the matter of the f i r s t presentat ion of "Les Precleuses 

r i d i c u l e s . " The former has t r i e d h i s very best to avoid any 

mistakes in connection with the i>lays of Moliere. In h is 

r eg i s t e r he l i s t s "L'Etourdl" as "la premiere," "Le Depit 

Amoureux" as "la deuxifeme," and in the preface of "Les Pre­

cleuses r i d i c u l e s , " "la t r o i s i e n e . " I f La Grange's report i s 

cor rec t , and the inves t iga to r bel ieves he I s , Moliere ' s claim 

to omission of the precleuses of Par is in h i s s a t i r e I s open 

to a great deal of suspicion. He had returned to Par i s a year 

before h i s famous play was performed. Besides, the comedy i t ­

se l f proves tha t the precieuses of Par i s were included among 

i t s vict ims. I t was from Par i s tha t the evi l was coming. 

From 1652 Mile de Scudery had been the leader of the "precleuses"; 

she had acquired a great popular i ty as a wr i t e r of hig' flown 

sentimental love-romances, unusual in t h e i r inc iden t s , t h e i r 

pseudo-psychological p o r t r a i t u r e , couched in the new u l t r a -

refined jargon which was destined to be extremely wi t ty . Mo­

l l e r e had decided, above a l l , to make fun of th i s wit , a wit 

tha t could be learned without the l e a s t b i t of i n t e l l e c t u a l 

appl ica t ion . Moliere, a lover of what was na tura l and of the 

things based on common sense, hated a l l i n s i n c e r i t y , whether 
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i t was found In the c i t y or in the country, whether among 

p r i e s t s or among laymen. In h i s "Precleuses r i d i c u l e s " he 

presented a l i t e r a r y c r i t i c i sm, aimed at super f ic ia l speech, 

and h i s c r i t ic i sm reacted effect ively against highflown language 

wherever i t was spoken, whether the place be Par i s or the 

Provinces. Therefore, the wr i te r i s of a strong opinion that 

Mollere ce r ta in ly included in h i s thinking " 1 ' e s p r i t precieux" 

which existed in Par i s as well as that wh:ch l ived in the 

Provinces when he wrote h i s "precleuses r i d i c u l e s . " When he 

said in h is preface tha t he objected to " fa lse precieux" 

and not to the "real precieux," h i s asser t ion was a mere matter 

of pol icy. Such a declarat ion served as a t ac t fu l s troke on 

h i s pa r t , destined to provide insurance against h i s b i t t e r 

c r i t i c s , whose resentment was ever mounting. However, Moliere 

believed in na ture . He believed that i t was natural for a 

cat to run a f te r a mouse, whether the scene took place in a 

palace or in a barn; that i t was natural for hound to run a f t e r 

a rabbi t , whether the scene of act ion took place in the c i t y 

or in the country. Mollere hated prec ios i ty as strongly as 

a oat hates a mouse, or a dog hates a r abb i t . Since i t I s 

na tura l for those animals to run down the objects of t h e i r ha­

t red , i t was equally na tura l for Moliere to pursue the object 

of h i s hatred, whether the scene took place in the Capital 

c i t y or in the Provinces. I t seems tha t the c h a r a c t e r i s t i c s 

of Cathos and Magdelon's were taken from the "Grand Cyre'*. 
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Magdelon's ideas of marriage seem to have found t h e i r or igin 

in the same novel. 

F ina l ly , the wr i te r bel ieves i t i s erroneous to 

asse r t tha t Moliere had a grudge against "salons" as such. 

They had served a good purpose and were qui te worthy of t h e i r 

places in society and l i t e r a t u r e . They had succeeded in purg­

ing the French Language of the coarseness which I t had inher i t ed 

from the armies and court of Henry IV. I t i s safe to say that 

he s a t i r i z ed prec ios i ty in the French cap i ta l as well as in the 

Provinces. He was most ce r t a in ly opposed to the "salons" of 

Mile de Scudery and her high-flown speech and mannerisms. In 

h i s "PrecieuseB r i d i c u l e s " he s a t i r i z e d anything that resembled 

l i t e r a r y hypocracy—"espr i t precieux". Here he continued a 

work begun by Pascal in h i s "Provinc ia les . " 

-o-o-o-o-o-o-

D. - "Les Precleuses r i d i c u l e s " as a farce. 

Moliere made h i s "Precleuses" a fa rce , and tha t 

was the way I t wae presented the f i r s t time i t appeared. There 

was an interim of fourteen days between the f i r s t and second 

1 . On the occasion of i t s f i r s t performance, Moliere cal led 
h i s play: "Les P res ieuses , " but since i t s second appear­
ance, i t has been ca l l ed "Les Precleuses r i d i cu l e s . "— 
Lafenestre: MOLIERE, p . 31 , 
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presenta t ions of t h i s play, which has caused some speculat ion. 

One school of thought holds tha t the great success of h i s 

play l ed Moliere to change i t from a ferce to a comedy because 

he did not wish to see the fun that had been created a t t a i n a 

tone tha t would have been too low and uncouth. Somaize, 

i n h i s "Dietionnaire des P rec leuses , " says tha t the play was 

suspended while a copy of i t was being sent to the King, who 

was in the Pyrenees, A th i rd opinion holds tha t between the 

two performances of hi s play Moliere revised i t so tha t the 

farce became a comedy, thus, i t was rendered l e s s offensive 
2 

to the "real p rec ieases , " 

In form the "Precleuses r i d i c u l e s " remained a farce . 

In the f i r s t place, the ac tors gave t h e i r stage names to the 

ro les they created, and tha t s t y l e was very c h a r a c t e r i s t i c 

of French force. The manners and costumes of the ac tors were 

typ ica l ly f a r c i c a l . Moliere, creator of the ro l e of Mascar i l le , 

wore a pecul ia r looking s u i t ; h i s hat was far too small for 

h i s head, and on h is hat he wore a feather that was long enough 

to reach the f loor every time he made one of h i s famous bows. 

I t i s believed that Mollere wore a mask while playing t h i s 

r o l e . In aneffort to of fse t Moliere 's s a t i r e against the 

exquis i tes , h i s enemies nicknamed him "Mascaril le, the clown." 

1 . Michaut: LES DEBUTS, p . 32. 
2 . Palmer, John. M0LIHRI5, Brewer and Warren, I n c . , New York, 

1930, p . 150. 
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The effect of enemy action against Moliere can be readi ly 

appreciated by the fact tha t the playwright abandoned forever 

the Mascari l le and replaced that Character with Sganarelle. 

Another element of farce in t h i s r l ay i s the use 

Mollere made of exaggerated representa t ion of the r id icu lous . 

When the daughter and niece of Gorgibus offered t h e i r object­

ions to having a su i to r begin his conversations with them 

with marriage as a theme, the s tern old man r e t o r t s : "Et par 

ou veux-tu done q u ' i l s debutent? par l e concubinage?" When 

Magdelon, h i s daughter, suggests that he put aside h i s vulgar 

speech and learn "beautiful a i r s , " he answers with rashness: 

"Je n ' a l que fa i re ni d ' a i r ni de chanson." Here Gorgibus made 

innocent use of a double pun, which f i t t e d n ice ly into the 

verbal conf l ic t , and car r ied with i t the double dose of sarcasm 

which Moliere intended for the whole scheme of "Prec ios i ty . " 

Everybody gave him a hearty laugh while no one l o s t s ight 

of h is s ince r i ty , which represented a worthy contras t to the 

foolish ideas of the two young women. In scene I I I , Gorgibus 

gives another example of h i s comic behavior when he spouts 

out with the following hyperbolic statement: "Dites- leur qu' 

e l l e s descendent. Ces pendardes-la, avec l eur pommade, ont , 

Je pense, envle de me ru iner . Je ne vols partout que blancs 

d 'oeufs, l a l t v i rg ina l , et ml l le au t res brimborlons que Je ne 

connals po in t . " 
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"Les Precleuses r i d i c u l e s " does more than ans-ering 

the general def ini t ion of farce . I t i s a d i r ec t descendant of 

the French medieval farce, because i t i s a scene r a the r than 

a complete play. The medieval farce sometimes assumed the 

form of an embryo comedy of manners, and even contained germs 

of s a t i r e ; and, "Les Precleuses r i d i c u l e s " followed tha t pa t t e rn 

very c losely . This play i s also fa rc ica l in the ordinary 

modern acceptation of the terra, tha t 1 s to say, i t employs 

exaggeration in order to arouse laughter . Nothing could be 

more comical than the two va le t s who counterfei ted t h e i r 

masters who had j u s t been ejected from the same house by the 

same young women who now enter ta in and enjoy the company of 

the v a l e t s . This s i t ua t ion gives an underlying comic basis to 

the immortal scenes (IX and XI) which cons t i tu t e half the play, 

The presence of the Mascari l le also introduces an 

element of farce to t h i s play. The mascar i l le as a character 

had existed on the stage for a thousand years , but he had never 

existed in rea l l i f e . The word "mascari l le" i s Spanish in 

o r ig in , invented by the Greeks, borrowed by the Romans, and 

passed down through l i t e r a r y h i s tory to I t a l i a n s , from whom 

Moliere adopted i t . I t i s i n t e r e s t i n g to notn tha t Mascari l le 

represents one of Moliere 's most notable c rea t ions . He was 

fond of flowery language, and was especia l ly gifted in the 

t r i c k s of r h e t o r i c . In a l l Mol iere ' s plays where the Mas­

c a r i l l e appeared, he re ta ined the t r a i t s of the c lever , 
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in t r igu ing , va le t which was cha rac t e r i s t i c of the same figure 

In I t a l i a n p lays . 

In 1660 Mile de Jard ins brought out her famous 

"Reeit en prose et en vers de l a faroe des Prec leuses . " I t 

must be noted with great importance tha t she ca l led t h i s play 

a farce . In her "Recl t ," Mile, de Jardins gives the story of 

how the young men were received Into the home by Magdelon and 

Cathos. That scene, of course, f a l l s us in the standard edi­

tion of the play. 

Final ly , one must agree tha t "Les Precleuses r i d i c u l e s " 

answers the descript ion of a pure farce with regards to i t s 

length, i t s composition, i t s employment of exaggeration of the 

r id icu lous , and i t s burlesque. However, the play I s made of 

ra ther firm "stuff ," which earns i t the r igh t to be c l a s s i f i ed 

with the playwright ' s rea l comedies. I t niimbers among Moll*ere's 

most popular p lays , and the subject of i t never grows old . 

~o—o-o-o-o-o-o-

E. - "Les Precleuses Ridicules" as a Comedy of Manners. 

When MoliVre pr in ted h i s piny he ca l led i t "une come-

d i e . " In the preface of h i s Registre of 1682, La Grange says: 

En 1659 M. de Moliere f i t l a comedie des PR^CIEUSES RIDICULES." 

The same wr i t e r referred to "Les Precleuses Ridicules" as l a 

troisieme piece nouvelle de M. de Mollere. 
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"Les Precleuses r i d i c u l e s " opened a new chapter In 

the h i s to ry of the comic thea t re . I t vas in s t y l e , treatment 

and substance, for a l l i t s s l i^h tness of tex ture and brevi ty , 

the most profoundly or ig ina l comedy since Aristophanes. I t 

was not an imita t ion of any l i t e r a t u r e , and a previous pa t t e rn , 

model, or school cannot be found. The element of surpr ise 

did not play a major ro le in i t s success. I t did not depend 

on t hea t r i c a l s i tua t ions and complicated p l o t . Though the 

play contained many elements of f a r ce , the i n t e r e s t of i t l ay , 

not in what happened, but how the characters oonducted them­

selves . Gorgibus introduced a long l i n e of stubborn, s i l l y 

c i t y f a the r s . He was typical of a l l those who followed him. 

In scene IV he expressed h i s determination to be a "tough" 

fa ther as he says: "Je veux e t re maitre absolu." 

He wants to be master of h i s whole household, i n ­

cluding the young women's wishes, t a s t e s , manners and be­

havior. Mollere was opposed to tha t type of autocracy, and 

he makes Gorgibus suffer a t the hands of h i s daughter and 

h i s n iece . This i s realism in i t s pu r i ty . 

In "Les Precleuses r i d i c u l e s " Moliere t h rus t s a 

mirror in the face of socie ty , and the seamy side of l i f e was 

exposed. Each word and each gesture were t r ue , not only in 

the case of a f fec ta t ion of thut day, but also in the case 

of af fecta t ion of any day, or of any period. Technically speak­

ing, the play, in substance, was a comedy, and in form, i t 
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was a farce . However, the substance of the play prevailB over 

the form. I t ^s undoubtedly a comedy of manners. I t s appeal 

lay in the fa i th fu l portrayal of the "precleuses" and t h e i r 

undoings and punisnments. In -writing th i s play, Moli*ere freed 

h i s comedy from the c l a s s i c mask, and presented the f i r s t of 

h i s comedies of s a t i r e and observation. Among the victims of 

h i s s a t i r e were the ignorant and conceited noblemen, the foppish 

young gentlemen, and h i s r i va l ac tors . The Mascari l le himself 

was a burlesque of the marquis, and though Moliere drops the 

Mascari l le a f t e r the "Precleuses r i d i c u l e s , " he continued h i s 

s a t i r e against the marquis in "L'Impromptu de V e r s a i l l e s , " 

"La Cri t ique de L'Ecole des Femmes, " and " le Misanthrope." 

A typical example of t h i s s a t i r e i s found in the following 

statement: "Les gens de qual i te savent tout sans avoir jamais 

r i en app r i s . " F ina l ly , t h i s play i s an important document 

for the h is tory of social and l i t e r a r y movements, ca l led 

"Prec ios i ty ," I t presents a paint ing of the customs and ideas 

of that day, and ridlculeB the same thing. 

-o-o-o-o-o-o-o-

F. - Contrast Between the Characters of Magdelon and Cathos, 
and between those of Mascaril le and JooTeXet,. 

I t i s evident tha t the two young women in question 

were s i l l y , unpolished, and deserved to be punished. Of the 
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two young women, Magdelon was the more affected. She was the 

daughter of the landlord, and thereby assumed the lead in the 

matter of h i t t i n g the paternal au thor i ty of her fa ther . She 

always took the lead in expressing the ideas of the affected 

l ad ies of her time. On the other hand, Cathos was timid, and 

confined her ro le to one of imi ta t ing her more assuming cousin. 

When Magdelon loses her head and shouts to her fa ther : 

"Et quelle estime, mon pere, voulez-vous que nous 
fassions du procede i r r e g u l i e r de ces gens- la?" 

her meek cousin follows with her outburst : 

"Le moyen, mon oncle, qu'une f i l l e un peu ra lson-
na i re se put accommoder de leur personne?" 

Further along in the story Macigelon vehemently accused her 

fa ther of gross coarseness and vulgar i ty of speech when he 

expressed her approval to marriage among young people. She 

hoped to learn a t some future time tha t Gorgibus was not her 

real fa ther , and tha t a more refined man would come along and 

claim her as h i s daughter. In tha t opinion, she made i t c l ea r 

tha t she preferred to be the i l l e g i t i m a t e daughter of a 

"precieux" than to be the l eg i t ima te daughter of a block­

head, such as Gorgibus represented. Cathos sa t qu ie t ly , 

l i s t e n i n g to the whole conversation, and when the heat of i t 

had f ina l ly subsided puff: c ien t ly to permit her to <?peak, she 

made her usual contr ibut ion by saying: 



39 

"En effe t , mon oncle, ma cousine Aonne dans l e vrai 
de l a chose." 

Magdelon asked her fa ther to re f ra in from ca l l i ng 

them by the i r given names, and to ca l l them by names tha t were 

more noble. Cathos endorsed thl s suggestion too while crying 

out: 

"II est v r a i , mon oncle qu'une o r e i l l e un peu de l ica te 
P a t i t furieusement a entendre ces mots-Ik, et l e nom 
de Polyxene que ma cousine a choi si " 

And, a f t e r Marcari l le and Jodelet had pushed t h e i r 

r i d i cu l e to a l l extremes, and when the former requested the 

young fools to touch scars on h is body which he had received 

in b a t t l e , i t was Magdelonjwho led the r e t r e a t by s aying: 

"II n ' e s t pas necessai re : nous l e croyons sans y 
regarder ." 

Cathos promptly followed her cous in ' s lead, and in 

l i k e manner refused to touch the sca r s . When La Grange and Du 

Croisy reappeared, s tr ipped and whipped t h e i r two laokeys in 

the presence of the two young women, i t was Magdelon who proved 

that affected women could readi ly speak the vernacular of the 

common people when she shouts in d ispa i r : 

"Je creve de dep i t . " 

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

was to blame for most of the nonsense that took place in the 
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houee. I t was she who led the discussions, protected affecta­

t ion , and se t the stage for the natura l punishment that was 

due a l l "precleuses ." Likewise I t was she who received the 

heavier dose of the f ina l humil ia t ion. 

There i s also a difference between Jodelet and Mas­

c a r i l l e . The former succeeded in inventing a few wi t ty 

expressions, but they we^e not too c lever ly done. He did not 

t r u s t h i s imagination to a great extent . However, i t must 

be remembered that the man who created t h i s r o l e was seventy 

years of age, a fact which might have dulled h i s wits Just a 

l i t t l e . On the other hand, Mascaril le was wi t ty , clever , smooth 

and comical. Though he was a servant , he had l o f ty ideas . 

He wanted to become a marquis, or a t l e a s t a person of impor­

tance. He took great pride indi splaying h is o r i g i n a l i t y , which 

may be readi ly seen in h is asser t ion : 

"Tout ce que Je f a i s me vient naturel lement, 
c ' e s t sans e tude . " 

All four of the characters under discussion, played 

t h e i r par t magnificently wel l . Everyone said the r igh t thing 

a t the r ight time to bring out what Moliere was trying to do, 

namely, to s a t i r i z e a l i t e r a r y fad. I t i s t rue that the 

audience I s l i k e l y to be unsympathetic with the young women 

from the s t a r t , but the punishment they receive a t the end 

of the play makes everybody completely s a t i s f i e d . 

-o-o-o-o-o-o-o-o-
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C H A P T E R U 

"L'ECOLE DES MARIS" 

One has often heard the report that "When it rains, 

it pour8." Mollere was a witness to that statement long before 

he was a famous writer. While he was still in the thick of 

his fight with his enemies over his successful presentation 

of "Les Preoleuees Ridicules", he found himself confronted 

with the meanest difficulty. On October 11, 1660, he was 

rudely shocked to learn that M. de Ratabon was supervising the 

demolition of the Petit Bourbon, Moliere's only theatre, to make 

room for the renovation of the Louvre. The contractor had not 

taken the trouble to inform Moliere of the Royal plans to 

enlarge the former movie house. Louis XIV, to whom Mollere is 

greatly indebted for his success as a dramatist, came to the 

rescue of the recently developed playwright. The King assigned 

Moliere to the Salle du Palais Royal, a looation which became 

the permanent home for Molifcre and his group until hie death 

In 1673. The group entered Its new home January 20, 1661, and 

Moliere's newly written play:"Sganarelli ou le Cocu imaglnaire," 

wae the center of attraction during the inaugural ceremonies. 

On February 4, 1661, Moliere presented his "Dom Garcle," his 

first and only unambiguous failure. He tried in vain to force 

the public to appreciate his latest efforts, and when his seventh 
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performance brought him only seventy l i v r ^ s , he decided to 

give up the play as a l o s t cause. By that time, h i s admirers 

were staying away from h i s performances in la rge numbers. 

Something had to be done to bring the crowd back, Moliere 

t r i e d several l i g h t fa rces , but vl thout success. 

On June 24, 1661, he presented for the f i r s t time, 

"L'Ecole des Maris ." With t h i s play he succeeded in regaining 

h i s populari ty which he held for the r e s t of h i s l i f e . 

"L'Ecole des Maris" i s usual ly l i s teO as one of Moliere 's 

minor comedies, and minor i t may be; but , i t i s ce r ta in ly not 

of minor importance. This play marks a decided advance towards 

h i s goal, that i s to say, towards social comedy, baaed on 

observation and having a moral purpose. In the f i r s t p lace , 

i t I s a thes i s ' l ay , a fact tha t makes i t a comedy of charac­

t e r , and i t has the d i s t i nc t ion of being the f i r s t play of t h i s 

type that was ever writ ten by Mollere. Thus, a t the age of 

th i r ty -n ine years , he produced h i s f i r s t comedy. 

The theme of " l 'Ecole des Maris may be s t a t e l y simply: 

"he who v io l a t e s the lawe of nature sha l l suffer the 

consequences." 

The s tory centers around two old men, both of whom have def i ­

n i t e , but d i s t i n c t Ideas about obtaining good wives. Neither 

of them had enjoyed extensive experience in tha t f i e ld of 

endeavor, therefore , each WAR making fu l l use of h i s own t r i a l 

and error method. Aris te was the forerunner of the modern l l b e -
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ra l husband, who wants hi a wife to go p l a c e s , to see th ings , 

and to do th ings . His brother, Sganarel le (a newly formed 

character designed to replace the older character Mascari l le , 

abandoned by the author) was a Jealous , mean, tyrannical type 

of being. Both men had the pleasure of rearing t h e i r wives , 

and i t was up to them to employ methods best su i ted to such an 

undertaking. Each man represented a d i f ferent school of thought, 

Ar i s te , through h i s kindness and reasonable indulgence, secures 

the a f f ec t ion of h i s student, Leonor. He expresses h i s des ire 

to continue h i s po l i cy of l i b e r a l i t y a f t er h i s marriage. He 

wante h i s wife to wear pret ty o l o t h e s , t a i l o r e d according to 

the l a t e s t s t y l e s ; he wants her to have an a t t r a c t i v e home, 

wel l furnished, and wel l kept . I t would have been a source of 

joy to him to see h i s wife a member of the most famous s o c i a l 

c lubs , c i v i c l eagues , and welfare s o c i e t i e s . He belongs to that 

group of men who be l i eve i n a l i b e r a l education for women, 

he would have sent h i s wife to c o l l e g e and permitted her to 

take her place In the profess ional world. Moli'ere does not 

say that Aris te i s a n ice looking man, but one may e a s i l y 

judge that he l i k e s n i c e things for himself because he want» 

h i s wife to have n ice th ings . He i s an embodiment of p leas ing 

personal i ty , and though he i s a man of s i x t y years , he i s 

rewarded for h i s kindness and good nature by being permitted 

to marry Leonor. 
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On the other hand, h is brother Sganarelle i s a sus­

pic ious , ev i l , bul ly , who c a l l s h i s brother a fool and pre­

d ic ts that the l a t t e r will see h i s own mistake, and wi l l thereby, 

be a much wiser person, Sganarelle promised to devote a l l of 

h i s time to d i rec t ing the l i f e of h i s wife. He thinks the 

bes t way to have a fa i th fu l helpmate i s to keep her in the 

darkest ignorance. Her dress was to be made of black serge, 

and i t was to cover her as fa r as her shoe tops . Her days 

were to be spent in the home where she would devote herse l f 

to k n i t t i n g , patohing, washing the l i nens , and watching the 

children. 

I t i s easy to see how Sganerelle would turn the hands 

of the clock back into the s ixteenth century, while Ar is te was 

r ea l ly announcing the twentieth century. That space of time 

represented by the difference between the two dates j u s t men­

tioned wil l serve to point out the great difference of tempe­

rament that existed between the two bro thers . In matters of 

enlightenment Sganarelle was four centur ies behind h i s brother 

Ar i s t e . He lagged almost as much in the matter of i n t e l l i g e n c e . 

While Aris te was winning h i s wife through h is indulgence, Sgana­

r e l l e was driving h i s love in to the arms of a r i v a l , through 

h i s own s tupid i ty and stubbornness. He was possessed of am i n ­

f e r i o r i t y complex, and was completely contemptuous of human 

in te rcourse . Sganarelle presents the same type of b i t t e r n e s s 

and misanthropy tha t charac ter izes Alceste . He 1 s the f i r s t 
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of Moliere ' s masterpiece of comic p o r t r a i t u r e . He brings about 

h i s disgrace by the eagerness with which he des i res to exult 

over the disgrace of h i s brother . He possessed a mind which 

rendered him incapable of learning from h i s own mistakes. He 

had put h i s system of education for wives to t e s t and i t had 

fa i led , but the f a i l u r e , ins tead of convincing him of h i s 

mistake, merely confirms I t . Sganarelle i s what the i n v e s t i ­

gator c a l l s a s t a t i c character , tha t i s , he i s the same thing 

at the end of the play tha t he was a t the beginning of i t . 

L i f e ' s experiences have no effect on him or h is philosophy. 

His extravagant absurdity towards the c lose of the play i s a 

log ica l consequence of the fixed ideas and emotions by which 

he i s insp i red . Though foolish and d i s t a s t e f u l , Sganarelle 

I s deeply in love with I s a b e l l e , the testimony of which f a l l s 

from h i s own l i p s when he says: 

"J*aurals pour e l l e au feu mis l a main que v o i l a . " 

Sganarelle i s the only f lesh and blood character in 

the play, says one c r i t i c . 1 The inves t iga to r i s of the 

opinion that SganarKlle i s Moliere 's f i r s t gr<=at character 

study, He takes h i s place along side of Alceste, Dom Juan, 

Tartuffe, Rarpagftn, Argan, and Toinet te . Ar i s t e , the gent le , 

courteous, character i s l i t t l e more than a fo i l to h iabrother . 

1 . Ti l ley: MOLIERE, Cambridge Press , King's College, p . 73. 
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I s a b e l l e , the t r icky young lady, i s the forerunner of Agnes 

of "L'Ecole des Femmes," Likewise, Valere i s forerunner of 

Horace in the same play. Leonor i s the apost le of good sense, 

or the reward received by Ar is te for h i s l i b e r a l ideas . 

There i s very l i t t l e philosophy in "L'Ecole des 

Maris." Modern psychology had not taken i t s place among other 

sciences, thus Moliere was unfamiliar with the i n t r i gues of 

the more complex l i f e as i t I s known today. The play i s 

f i l l e d with common sense, and tha t was what Moll*ere wanted. 

He was in te res ted in solving a current problem among h i s con­

temporaries. The two opposing forces in the play are freedom 

of women versus subordination of women. The f i r s t concept won 

the s t ruggle . The play i t s e l f did not bring more l i b e r t y to 

French women. I t was not un t i l two hundred years l a t e r that 

women in any par t of the world began to enjoy t o t a l l i b e r t y , 

as i t was suggested in " l 'Ecole des Maris ." 

Cr i t i c s have been very generous in t h e i r assignment 

of possible sources for "L'Ecole des Marls ." The cent ra l Idea 

of the play, contras t ing two di f ferent systems of eduoatlon, 

based upon indulgence and sever i ty , comes from the "Adelphi" 

of Terence. There i s no doubt as to Moliere 's having read 

Terence while the l a t t e r was a student a t the College de Cler­

mont, where he excelled in c lasses of Lat in . Besides, Moliere 

chose Terence as h is most worthwhile ancient model. I t should 

be noted tha t Terence presented a story touching onthe educa-
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t ion of boys, a fact v/hich may be eas i ly understood, because 

the education of g i r l s and young women did not give anyone too 

much concern during tne l i f e of the Latin author. Education 

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

given a chance to obtain t r a in ing in the more special ized 

f i e lds of endeavor. 

In the th i rd "Nouvelle" of the th i rd journee of the 

"Decameron," Boccacio gave a s tory of a married woman who had 

enjoyed the misfortune of having fa l l en in love with a noble­

man. Boccacio's work inspi red Dorimond to produce h i s "La 

Femrae Indus t r ieuee ," the theme of which may be s ta ted as 

follows: 

"However much one may watch a woman who I s in love, 
he cannot hope to successfully thwart her p l a n s . " 

In h i s "Discreta ananorada," Lope de Vega had used 

the same theme. In the Spanish t h e a t r e , such themes were 

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

and Calderon immortal. In these p lays , there i s usually a 

noble husband who i s forever Jealous of h is honor a f t e r he 

hae married some upright young lady. I t I s I n t e r e s t i ng to 

point out that in these p lays , the man in question i s never 

jealous of hie wife, ^e i s always concerned with having her 

make h is neighbors think that she i s fa i thfu l to him; and if 

she i s ever su f f i c ien t ly absent-minded to nause th<- neighbors 
to think otherwise, her carelessness causes his honor to f a l l 
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slek. In such cases, the wife 's blood remains the only cure 

for "sick honors". From the previous l i n e s of t h i s paragraph, 

one can easi ly see tha t these themes are t r a g i c , and the 

plays were acted as t ragedies . On reading Moliere 's "L'Ecole 

des Maris ," and h i s "L'Ecole des Femmes," i t i s easy to sense 

in them the t rag ic elements that have suceessfuSyinvaded them, 

though Moliere 's plays were wr i t ten and acted as pure comedies. 

Sganarelle and Arnolphe are most pa the t ic charac te rs . The 

inves t iga tor thinks tha t Moliere received hie main insp i ra t ion 

from the production of Dorlmond, r a the r than from Lope de Vega. 

Moliere takes h is second ac t of "L'Ecole des Maris" from Dorl­

mond. Likewise, he took one of h i s heroines: I s a b e l l e , from 

the same author. 

Another source assigned to Moliere i s Bois rober t ' s 

"La Folle Gageure." I t i s thought tha t Moliere took the 

moral for h i s "Ecole des Marls" from that source. 

In 1643, Antonio Hurtado Meadoza wrote "El Marl do 

HaceMuJer." I t was from tha t play that Moliere took most of 

the substance for h i s play, namely: the f i r s t and th i rds a c t s . 

I t was from Mendoza tha t Moliere copied another of h is great 

heroines, Leonor. Mendoza' s play t e l l s the story of two 

brothers ^ho married two s i s t e r s . One of the brothers i s gene­

rous, and the other i s b ru ta l suspicious, and ha te fu l . The 

1 . Michaut: 1*5 DEBUTS, p . 115. 
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former brother wins the love and esteem of his wife while the 

l a t t e r drove h i s wife mad by means of h i s c rue l ty , 

Moliere modified a l l h i s models so as to make them 

su i t the t a s t e s and stage of the French people. In other words, 

he took I*atin, I t a l i a n , and Spanish o r i g i n a l s , blended them 

into a workable theme, which he transformed into a p ic tu re 

of contemporary French manners. For hira, 1t i s no longer a 

question of wri t ing French fa rces , even in ve r s e , but r ea l 

comedies. Instead of using two newly married women to play 

t r i ck s on the i r equally new husbands, according to t r a d i t i o n a l 

pa t t e rns , he used two unmarried women, whom he placed In a 

s i tua t ion that was ra ther common in French l i f e . Thanks to 

h i s newly developed genius, the s i tua t ion and the personnages 

of "L'Ecole des Marls ," blend exceptionally wel l . I t repre­

sents a vivid p ic ture of the customs of Moliere 's contemporary 

society. Sganarelle, along with Gorgibus of "Les Precleuses 

r i d i c u l e s , " i s a par t i san of outmoded customs. Through the 

dis l ikes of those men one i s able to see a perfect ou t l ine of 

the social l i f e of the time, with i t s b a l l s , assemblies, 

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

which one can see a p ic tu re of loca l customs, but they also 

present character sketches of the people of t h e i r t imes. From 

the f i r s t scene one i s able to note the difference between 

the two brothers : the wisdom and consideration of A r i s t e , and 

the egoism and vanity of Sganarelle. These differences are 
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noted in the play before the facts are presented. Each charac­

t e r of the piece plays h i s ro le so well tha t there i s no room 

to doubt tha t "Eoole des Marls" i s a t rue comedy. Besides 

paint ing characters and contemporary customs, t h i s play causes 

one to think deeply. I t furnishes a strong contras t to the 

v i r tues of a farce which serves only to give passing amusement 

and re laxat ion. Mlchaut a s s e r t s tha t the play has three 

theses: 

1. - How should a young women be reared? 
2. - What l i b e r t i e s should be granted a married woman? 
3. - What I s the ru le of conduct for men l i v i n g in society? 

The inves t iga tor i s of the opinion that thpse three problems 

were attached by the two opposing bro thers , and solved by the 

two women. Sganarelle would hold Isab&e as a semi-prisoner, 

enclosed In a country house, c losely supervised. Ar i s t e , 

on the other hand, would permit Leonor extraordinary l i b e r t y . 

Sganarelle wi l l use, or one may more properly say, abuse hi s 

authori ty as a t u to r to marry I sabe l l e without taking the 

trouble to seek her approval. Aris te thinks tha t sever i ty 

and const ra int wi l l do very l i t t l e to cause women to be f a i t h ­

ful to t h e i r husbands. He adds, tha t , the only means by which 

a man can hope to earn h i s wife ' s loyal ty presents I t s e l f through 

1 . Mlchaut: LES DEBUTS, pp. 123-130. 
2. Til ley: MOLIERE, Cambridge University Press , 1936, 

Chapter I I . 
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h i s a b i l i t y to win her whole hear t . He adds tha t women should 

enjoy fu l l l i b e r t y of w i l l . In short , Sganarelle vould watch 

women always. Ar is te would give them complete freedom of expres­

sions in every matter. That i s the way the two brothers answer 

the f i r s t two theses l i s t e d above. As to the th i rd one Ar is te 

has th i s to say: 

"Toujours au plus nombre on dolt s'accommoder 
Et Jamais i l ne faut se f a i r e regarder. 
L'un et 1*autre exces choque, et tout homme bien sage 
Dolt f a i r e des habi t s ainsi que du langage, 
N'y rien trop a f fec te r , et sans empresseraent 
Sulvre ce que 1'usage y f a i t de changement. 
Mon sentiment n ' e s t pas qu'on prenne l a methode 
De ceux qu'on vol t toujours reneher i r sur l a mode, 
Et, qui dans ses exces dont l i s sont amoureux, 
Serai ent faches qu'un autre eut ete plus lo in qu'eux. 
Mais j e t i ens q u ' l l est mal, sur quoi que l ' o n se fonde, 
de fu l r obstinement ce que f a i t tout l e monde, 
Et q u ' l l vaut mieux soufr i r d ' e t r e au nombre des fous 
Que du sage pa r t i se voir seul contre t o u s . " 

Moliere follows t h i s same l i n e of reasoning through Ph i l i n t e 

in "le Misanthrope." I t i s evident tha t , while making that 

long speech, Ar i s t e becomes the f i r s t example of Moliere 's 

"raisonneurs," in whose mouths he puts words that express 

h i s personal opinions. The "raisonneurs" appear in p r a c t i ­

ca l ly a l l the r e s t of Moliere ' s plays . 

The author of t h i s study pointed out e a r l i e r in 

th i s chapter that " l 'Ecole des Maris" has very l i t t l e philoso­

phical meri t . Ferdinand Brunet iere * bel ieves the philosophy 

1. The quotation from F. Bruneti ere i s taken from Mlchaut' 
LES DEBUTS, p . 126. The inves t iga to r has been unable t 
procure a copy of Bruneti e r e ' s work. 
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of the play i s nature i t s e l f . He asks: "Shall we attempt to 

force nautre , or to constrain i t , or to d i sc ip l ine i t ? " He 

answers h i s own question t h i s way: "If so, we run the r i sk 

of reaching the same fa te that was Sganare l le ' s In connection 

with I s a b e l l e . " 

I t i s common knowledge that nature wi l l take i t s 

course. This i s pa r t i cu l a r l y t rue in the case of the lower 

animals; but i t does not hold toofstrongly in the case of human 

beings, because they are equipped from b i r t h with a complex 

nerve system which makes them adaptable to any type of c i v i l i ­

zat ion. Due to h i s complex mental and physical s t ruc tu re , the 

human being i s not dependent upon pa t te rns of behavior set up 

by nature, as i s the ease with the lower animal. The behavior 

of persons can be directed and redi rec ted almost a t wi l l a t 

any period of a l i f e time. In other words, the behavior of 

a person I s the r e s u l t of a learning process, while the 

behavior of most of the lower animals i s based upon pa t te rns 

which psychologists ca l l " i n s t i n c t s , " or "natural urges ." 

Since those things appear to be t rue , the wr i t e r holds 

tha t i t i s always possible to change a person 's behavior or 

conduct without v io la t ing ru les of na ture . I t i s natural 

for a man to become angry when things are not operating 

according to h i s wishes, but education wi l l teach that man 

to not lose h i s temper. Besides, social codes enter into 

the equation of human behavior. In some l o c a l i t i e s t r a d i t i o n s 

forbid marriage between old men and young women. In such 
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a l o c a l i t y the marriage between Leonor and the aid man, Ar i s t e , 

would have been cal led unnatural , a di sproport ionate match. 

In other l o c a l i t i e s such a match would be qui te conventional. 

In any case, or place, i t i s always well to temper ru les 

with common sense, and tha t i s what Moliere believed. Common 

sense forms the bas is for a l l h i s philosophy. He believed in 

what one may ca l l today a "middle ground." According to t h i s 

theory, one must not be too l i b e r a l , nor too conservative. 

I t i s desirable to correct f au l t s in the youth of the nat ion, 

and occasionally men's wives need to be checked. However, women 

arc human beings and c i t i zens of t h e i r countr ies , therefore , 

they are en t i t l ed to every r igh t and pr iv i lege enjoyed by man. 

Though "L'Ecole des Maris" i s a t rue comedy, i t 

contains several elements of farce . This i s t rue with respect 

to a l l of Moliere ' s p lays . In the f i r s t place, the subject 

i t s e l f i s f a r c i c a l , and the name of one of the main charac­

te r s i s also f a rc ica l : Sganarelle. The deceived tu to r in 

the play and the denouement of the play pre both becoming 

to the regular farce . Valere and Ergaste come on the s tage 

and find Sganarelle ta lk ing to himself without not ic ing them, 

a s i tua t ion which i s a conventional piece of fa rce . In sp i t e 

of these t r a i t s of exaggeration, c r i t i c s have seen f i t to 

l i s t " l 'Ecole des Ma.ris" among Moll*ere's most famous plays . 

Vise said the subject was well conducted, and added that had 

the play been writ ten In f ive ac t s I t would have been in 
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pos t e r i t y to the "Menteur" and " les Visionnaires ." 

A few c r i t i c s at tack the morali ty of " l 'Ecole des 

Mar is ." I t must be confessed tha t I s abe l l e appears to be 

s l i gh t l y more t r i cky than the average young woman. She t e l l s 

l i e s with the s k i l l of Ananias. "Faguet 2 condemns MoliWe 

for h i s having made the beautiful Leonor marry a l i b e r a l old 

man who had already celebrated h i s s i x t i e t h bir thday. He 

i n s i s t s that the s tory i s f a l s e in every respect , and adds 

that I t i s only in bed-time s t o r i e s that one may find a 

beautiful young woman f a l l i n g in love with a man who I s 

so far advanced in age. The same author wonders i f Moliere 

i s thinking of h i s own domestic a f f a i r s when t h i s play 

I s under h i s pen. Faguet i n s i s t s tha t a man of s ix ty years 

of age i s not r a t iona l i f he marries a young lady who i s 

only twenty years of age. However, tha t i s the only f a u l t 

the c r i t i c finds in the play. He adds that t h i s i s one of 

Moli'ere's best constructed plays and declares that the 

denouement of t h i s play i s the best in the Molleresque 

thea t re . 
3 

Another c r i t i c , M. Lefranc says: 

"Le sens cache de l a piece doit concorder avec l a 
passion t r ee vive q u ' l l eprouvait a ce moment pour 
Armande, et d1 aut re par t avec hes i t a t ion qui accom-
pagnait ses pro j e t s de marriage. Moliere l ' a v a l t 

IT "Nouvelles nouvelles, Collection molleresque, "p. 26 
2. Faguet: EN LI SAN T MOLIERE, pp. 26-28. 
3 . REVIEW DES COURS, 1907, 1908, I , 107. 



- 55 

en effet a moitie eievee et 11 y aval t entre e l l e 
et l u l , de ce chef, comme un obstacle inquie tan t , 
Armando e t a i t d'environ 20-ans plus jeune que l e 
poete; e l l e avai t pour lu l 1 'admiration, peu t -e t re 
de l ' e s t i m e , de 1'ami t i e , mais pas d'amour . . . ; 
on peut c ro l r e que " l 'Ecole des Maris" eut prec ise-
ment pour but de prouver qu'une solut ion favorable 
de c e t t e difflculte e t a i t possible; un tableau sedui-
sant de l a vie d'un menage analogue a celui que 
l ' a u t e u r a l l a i t fonder s 'y trouve t race et l a poss i -
b i l l t e de 1'amour l ' u n pour 1*autre de deux %tres 
differents d'age y est demontree, raalgrl l e s obstacles 
que font surgi r l a j a lous ie et l a f ami l i e . I I est 
cer ta in qu 'Ar is te , qui est plus que qulnquagenaire, 
est l e por te-parole de Molibre. D*autre pa r t , on 
pense que l a famllle de Mollere ava l t en effet f a i t 
obstacle a ses pro je t s de marriage, peut-fctre aussi 
y e u t - i l momentanement, de l ' h o s t i l i t e de la par t 
de Madeleine Be J a r t . " 

The inves t iga tor has found nothing in the play 

I t s e l f or in the c r i t i c i sms of other inves t iga to r s which 

leads him to bel ieve tha t there i s any evidence of Moliere 's 

personal a f fa i r s exis t ing in " l 'Ecole des Marls ." The pre­

sent wri ter doubts tha t such terms as "sent iments ," "confi­

dences," and "sens cache," have signif icance tha t goes any 

further than the content of the play i t s e l f . Mollere did 

not play the r o l e of Aria te , but tha t of Sganarelle. This 

fact does not prevent Ar is te from being the mouthpiece of 

the author, any more than h i s playing the role of Argan in 

"Le Malade imaglnaire ," prevents Beralde from being h i s 

mouthpiece in the l a t t e r p iece; but i t does seem that had 

h i s own future had been wrapped in the play he would have 

played the par t of h i s own philosopher. I t I s asserted tha t 

Mollere was madly in love with Armando from her infancy. 
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but there are no r^al es tabl ished fa«-ts to j u s t i f y such bel ief . 

I f Mollbre did not r ea l i ze happiness from his marriage at 

once, no one i s in a pos i t ion to know the fac ts in the case. 

I f Molibre reared Arraande, there i s nobody around who has 

f i r s t hand knowledge of I t . I f Armande married Moliere 

without loving him, there I s s t i l l nobody to give facts in 

the case. For the sake of an argument, one could assume 

that Armande did not love Molibre rery long a f te r t h e i r 

marriage; tha t would not prove tha t she did not love him when 

she accompanied him to the a l t e r . I f Armande mistook admi­

ra t ion , reconnaissance, estime, or friendship for love, she 

was not the f i r s t woman to make such a mistake, and she 

ce r ta in ly was not the l a s t one to make i t . I f there were 

examples of jealousy and other d i f f i c u l t i e s between Moli*ere 

and Armanie, there i s no record of i t which dates to the 

writ ing of "L'Ecole des Marls ," In short , there i s nothing 

in " l 'Ecole des Maris" tha t j u s t i f i e s the be l ie f that Moli'ere 

was writ ing a sor t of autobiography. The r e l a t ion between 

Ariste and Leonor does not correspond to the r e l a t i ons 

recorded as having existed between Moli*ere and Armande a t 

that time. I t seems r id iculous to a s se r t that while wri t ing 

th i s play, Mollere was t ry ing to persuade Armande to marry 

him, and a t the same time, to i l l u s t r a t e what he would permit 

her to do a f t e r t h e i r proposed marriage. Armande had been 

in company with Moliere a l l her l i f e ; she knew whpt he thought 
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and what he believed. At the age of twenty, she was ce r t a in ­

l y old enough to be able to make her own decisions wi thout 

having to be influenced by something put on the stat 'e . L'ven 

i f she witnessed the e a r l i e r presentat ion of " l 'Ecole des 

Maris ," shekaew that Leonor was only an imaginary chpracter . 

Armande had spent most of her l i f e in the company of actors 

and ac t resses . She knew most of the answers by 1661, 

In conclusion, the wr i te r bel ieves that " l 'Ecole 

des Marl8" does not r e f l e c t on the pr iva te l i f e of Moliere. 

The playwright had j u s t suffered several f inancia l reverses , 

beginning with h i s "Don Garcle ," and h is money w.s de f in i t e ly 

low. He had to do something to earn h i s badly needed bread. 

His followers had forsaken him and h is 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 

centur ies . Kis populari ty had dropped to such point that 

he was forced to succeed in th i s play, or to give up play-

writ ing, ^e did succeed, and by t h i s success he established 

himself forever as one of the world 's best comedy-writers. 

he produced h is f i r s t thes i s -p lay . I f Mlchaut i s correct 
the play contains three theses , namely: 

" 1 , - How should a young v.-oman be reared? 
2 . - v.'hat l i b e r t i e s should be granted to a married woman? 
3 , - What i s the ru le of conduct for men l iv ing in society? 

Moliere solves a l l three problems. He bel ieves that young 

women should be granted great l i b e r t y of choice and exercise 
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while they are growing up. He euggestn no r e s t r i c t i o n s in 

that connection. That i s the answer to question number one. 

As to question number two, he would permit the woman to 

continue in her l i f e of freedom a f t e r her marriage. 

His answer to question number th ree , a s se r t s tha t 

men should follow the course of nature , take t h e i r cues 

of l i f e from the codes of contemporary socie ty . He hated 

a l l extremit ies , whether they represent good or bad q u a l i t i e s 

in people. ix« would have men to so conduct themselves that 

i t would be easy for a l l o ther men to rork in peace and 

harmony with them. 

F ina l ly , hart Moliere re t i red from the stage a f te r 

the production of " l 'Ecole des Maris," he would have s t i l l 

deserved a high place among the great dramatists of the 

world, 

-o-o-o-o-o-o-o-



P A R T I I S . 

C H A P T E R I I I 

"L'ECOLE DES FEMMES" 

Near the end of the year of 1662, Moliere presented 

his eighth play,1 "L'Ecole des Femmes," This play represents 

his second example of high comedy. On writing this play, 

Mollere completely leaves the category of pure farce-writers, 

where he had been classified heretofore.(and: rightly so) and 

becomes a part of the great comic poets. "L'Ecole dee Femmes" 

Is Moliere's first comedy in five acts.2 

The theme of this new play is praotically the same 

as the one treated in "L'Ecole 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 is 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 Grange oalls it the seventh play, because he dis­
regarded "Dom Garcle." 

2. m the seventeenth century only a piece in five uets, 
written in verse, was considered worthy of the name of 
regular comedy. 
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1; - How should a young woman be reared? 
2. - Should an elderly man marry a young woman? 

The working out of the plot of t h i s pipy takes the 

form of a psychological duel betve«n Arnolphe, the old man, 

and Horace, the young man; and I t i s by means of the con­

versat ions carr ied on between these tv.o men tha t Moliere 

solves the problem. Arnolphe I s a new character , created 

by Molibre spec i f i ca l ly for t h i s play. He i s a continuation 

of the recently formed character : Sganarelle, who plays 

so magnificently in "L'Ecole des Marls ." Arnolphe has some 

points in common with h is predecessor, Sganarel le . He i s 

rude, arrogant, self-opinionated, and self -confident . How­

ever, h i s manners a r^be t te r than those of Sganarel le; h i s 

social s tatue i s superior, thanks to Moliere 's increasingly 

developed genius. He i s not a noble although in a s p i r i t of 

vani ty , he c a l l s himself, a f t e r the name of h i s house, M. de 

La Souche, He represents one of the ear l ies t well-to-do 

bourgeois , which c lass i s numerous in the thea t re of Moliere 

l a t e r on. 

Like so many of Moliere 's charac te rs , Arnolphe i s 

stubborn and i s obsessed by a fixed idea. Me i s thoroughly 

of the opinion that most wives are unfa i thful . This opinion 

furnishes the bas i s for the psychological problem of the play. 

He has h i s own solut ion to the problem which he expresses 

in these terms: 
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"Epouser une so t t e est pour n ' e t r e point sot 
Mais une femme habi le est un ma&vais presage ." 

Here Arnolphe begins the discussion of h i s t h e s i s . 

He thinks a l l hisbands of h is acquaintance a re s i l l y because 

they set themselves to the task of adjusting themselves 

to a l l types of wives. He gives an ou t l ine of the kind of 

person he would se lec t for a wife; a person of l i t t l e wi t , 

and one who cannot compose verier:. He continues: 

»> 

En un mot, qu ' e l l e so i t d'une ignorance extreme; 
Et e ' e s t assez pour e l l e , a vous en Men pai ' ler , 
De eavoir p r i e r Dl eu, m'aimer, coudre et f i l e r . " 

I t i s easy to see tha t arnolphe i s more jealous 

than was Sganarelle in " l 'Ecole des Maris ." He wants a 

f igure for a wife, ra ther than a woman. The most backward 

woman in h i s to ry would hardly be able to supply h is des i res . 

As i f his previous words were not suf f ic ien t ly shocking, 

he adds more while saying: 

"Tant, que j ' a i m e r a i s mieux une l a ide bien so t t e 
Qu'une femme fo r t be l l e avec bcaucoup d ' e s p r i t . " 

For those words one would l i k e to take a club and 

chaee Arnolphe from the s ta#e. All men l i k e p re t ty women, 

whether the beauty appears in the face or in t h e i r conduct. 

All sensible men rant women who are i n t e r e s t i ng to other 

men, though i t i s unpleasant to the husband to find tha t 

a second man i s being a t t r ac t ed to h i s wife. The husband 
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must have confidence in h i s wife I f he i s to have a happy 

home. Arnolphe i s incapable of such confidence, and can 

never have a happy home, a fac t tha t i s f i n a l l y brought 

out i n the end of the play. His fr iend Chrysalde t r i e s 

in vain to dissuade Arnolphe from h i s path of socia l b l ind­

ness . The former questions the wisdom of holding a g i r l 

in ignorance. He asks: 

"D'avoir toute sa v ie une bfcte avec so l , 
Pensez-vous l e Men prendre, et que sur votre Idee 
La surete d'un front puisse e t r e bl en foridee? 
Une femme d' espr i t peut t r a h i r son devoir; 
Male 11 faut pour l e moins qu ' e l l e ose l e vouloir; 
Et l a stupide au si en peut manquer d* ord ina i re , 
Sans en avoir l ' e n v i e et sans penser l e f a i r e . " 

In those words one f indsthe opposite view to that 

of Arnolphe. Chrysalde supplies the antagonis t ic force 

necessary to the solut ion of the thes i s of the play. He 

expresses the idea of a modern man; one who i s farsighted 

and progressive. In a complex society, no man can make 

a successful bid for existence, or survival i f h i s wife 

i s a misf i t . She has to know far more than grinning, kn i t ­

t ing , patching, cooking, and loving her husband i f she i s 

to be an asse t of any kind to him in his profession. 

Mollere knew t h i s , and he caused Chrysalde to say th i s in 

order to display h i s idea of comraonsense, and to supnly 

a firm background for the nonsense of Arnolphe. I t I s 

from t h i s point tha t Moliere begins the real development of 
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h i s p l o t . One character advocates the se lec t ion of an 

i n t e l l i g e n t woman for a wife. Which theory wi l l f i na l l y 

win? 

In order to develop h i s p lo t , MoliVre makes 

Arnolphe extremely obs t ina te . His friend cannot shake him 

because he has absolute f a i t h in h i s system and in h i s 

own s k i l l . He laughs a t h i s neighbors and r i d i c u l e s them 

for t he i r ignorance, displayed in t h e i r dealings with women. 

Chrysalde gives what may well be called the motto of the 

play when he says in reply to h i s laughing friend: 

n Qui r l t d 'aut ru l 
Doit cralndre qu'en revanche on r i e aussi de l u l . " 

In scene 3, Act I , Agnes makes her f i r s t appear­

ance in the play. I t i s here tha t one finds her to be du l l , 

homely and simple. She promises to kni t Arnolphe's bonnet 

un t i l he returns from a journey which he i s about to take. 

She has j u s t returned from the convent where she has been 

kept in complete ignorance. In scene 4, of the same Act, 

Horace enters the s tory, and t e l l s Arnolphe of h i s new 

love-a f fa i r . He t a lks with Arnolphe for several minutes 

without receiving a comment from the old man. Here he shows 

himself to be as s i l l y as I rnolphe would l i k e to have Agnes 

D e , He t e l l s everything about h i s business to the wrong 

person: Arnolphe. I t i s from t h i s point tha t these two cha­

r ac t e r s go along developing Moliere 's p lo t . I t i s i n t e r e s t i n g 
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to poi&t out that Arnolphe i s made to suffer as early as 

the fourth scene of the f i r s t Act, due to his foolish phi­

losophy. His ult imate defeat i s apparent to everybody con­

cerned except to himself. 

When the cur ta in drops a t the end of the f i r s t 

Act, everyone has been introduced to most of the main cha­

r ac t e r s . 

The second Act begins with statements coming from 

Arnolphe to the effect that he no longer consi ders Agnes 

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

signs of having deviated s l i g h t l y from his teaching. In 

the f i r s t scene he makes t h i s c lear by the following s t a t e -

ment: 

"Je l a regarde en femme, aux termes q u ' e l l e en e s t ; " 

Arnolphe's philosophy has already begun to f a l l . Through­

out the second Act, one can note the development of Agnes 

as she progresses from a simpleton to a none-too innocent 

young lady. Arnolphe has been away from the house for 

nineteen days; he re turns and finds h is ward in very good 

s p i r i t s . She informs him tha t she has not been lonesome 

since he has been away, and that statement forces Arnolphe 

to reply: 

"Le monde, chere Agnes, est une etrange chose." 

Then, he informs her that he has heard news to the effect 
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tha t she has been enter ta in ing a young man furlng her 

l e i s u r e moments. At the same time he expresses doubts as 

to the t ru th of the statements. To h is great surpr i se , 

Agnes admonishes him to have no doubts about the matter , 

because every word he has heard i s t rue ! Furthermore, she 

I s s t i l l "too innocent" to understand why Arnolphe should 

be opposed to her ta lk ing to a nice looking young man. 

Then, she gives a detai led account of her meeting <vith the 

young man, of what he said to her, and of what her react ions 

were. As she spoke Arnolphe grew lncrpasingly uneasy. He 

t r i e s to persuade himself tha t she i s s t i l l ignorant and 

her mistakes a re the r e s u l t s of her l imited experiences with 

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

Agnes and her new friend when they were f i na l ly alone. She 

loses no time in ,explaining tha t Horace had said some v°ry 

sweet things to her while they were in p r iva te , and above 

a l l , he had to ld her tha t she was h i s f i r s t love. On hearing 

of tha t , he wanted to hear more of the s tory , especia l ly 

i f there was anything of caresses In i t , Agnes remains 

very obliging and gives the desired information to her master: 

"Oh tan t ! I I me prenai t et l e s mains et l e s bras , 
Et de me l e s bai ser 11 n ' o t a i t Jamais l a s . " 

These words aroused Arnolphe's anger, and ha f ina l ly says: 

"Baiser a ins i l e s mains et cha tou i l l e r l e coeur, 
Est un peche mortel des plus gros q u ' l l se fa.sse," 
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I t i s easy to understand how Moli*ere's enemies were able 

to accuse h'm of having made mockery of r e l ig ion in thore 

two l i n e s . I t was a great s in for Agnes to allow a man 

of her age to k ies her hand, but I t was perfec t ly lawful 

for her to become the wife of a man who was twice her age, 

and who was unf i t for her in a l l other r e spec t s . He was 

simply t rying to make her fear a Divine punishment, and 

thus be mindful of her duty to her master. Agnes r ep l i e s 

by asking why one should consider i t a eln to be respon­

sive to that which pleases . At th i s point she shows that 

she has developed grea t ly . Her education had proceeded clong 

l i n e s which Arnolphe had not contemplated. She hart a tea­

cher whom Arnolphe had fa i led to recognize, namely: nature 

i t s e l f . 

"Le coeur a ses rrdsons que la rni son ne connai t p a s . " 

Under the ins t ruc t ion of her heart she develops the capa­

c i ty for deception and in t r igue which i s noteworthy. Her 

progress i s r a the r slow, but that was to bo expected, because 

she had to grow in in t e l l i gence in proportion to her newly 

acquired experiences. V/hen 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; a t the same 

time, she knows she does not want him for her li^"e-long 

par tner . 
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C r i t i c s have charged t h a t t he f i f t h scene of the 

second Act it; i n d e c e n t , vu lga r , and unworthy of a f! r n t 

c l a s s d r a m a t i s t . Mol ier was obvious ly a f fec ted by such 

c r i t i c i s m , because he i n s i n u a t e s in "La C r i t i q u e " t h a t i f 

anyone sav/ any th ing wrong in the l i n e s i n ques t i on , he had 

a none too pure imag ina t ion . The i n v e s t i g a t o r f e e l s t h a t 

i t i s necessary to come to M o l i e r e ' s defence with regards 

to the c r i t i c i s m aimed a t the conduct of iTorace and Ague?. 

Although Horace i s pa in t ed as a young man who h i s s e s the 

hands and arms of Agnes, and she shows a w i l l i n g n e s s to 

have him go f u r t h e r i f he so d e s i r e d , Molibre i s c a r e fu l 

to change the procedure before i t reached t h e p o i n t of im­

m o r a l i t y . In f a c t , t h e r e i s nowhere i n the t h e a t r e of 

Moliere a h i n t o r a s ign of o b s c e n i t y . Therefore , h i s 

c r i t i c s were mistaken when they charged him with s u g j e s t i n g 

t h a t Agnes and Horace had been l e f t to tnemselves too much, 

o r too long . 

I n Act I I I , one r i l l f i nd tha f i n a l p r e p a r a t i o n 

for the complete breakdown of Arno lphe ' s phi losophy. He 

i s in t roduced in the very f i r s t s e m e of t h a t Act as a 

b o i s t e r o u s man, f u l l of conf idence , who b e l i e v e s h i s s h o r t ­

s igh t ednes s and egoism w i l l earn fo r him h i s des i red goa l , 

namely, t h a t of b r i n g i n g up the type of "»ife he would make 

h i s c h o i c e . * I n scene 2, he uses seventy-two l i n e s whi le 

1 . The p o r t i o n of the play beginning wi th l i n e 7 of scene l , A c t I 
and con t inu ing through l i n e N0 . 17 , was supprepsed when the pi 
was given dur ing M o l i e r e ' s l i f e . TOUS L ^ Or^FS-D'OTOVRE DT? 
LA LITTERATURE FRAIJCAISE, Tome I , p . 170. 
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giving Agnes her lessons in housewifely du t ies . He 

forced her to look d i rec t ly in to h is face as he spoke to her, 

and as he began to speak, he put h i s index f inger on her fore­

head. Vihile advising her that he was about to marry her , 

he admonished her to be very thankful for the b less ing of 

having a man of h i s s t a tus pick up a g i r l of her low posi­

t ion . I t was her duty to t r y to make hersel f worthy of such 

bless ings . To fur ther convince her of her low e s t a t e , he 

continues:-

"Votre sexe n ' e s t l a que pour l a dependance: 
Du cdte de l a barbe es t l a toute-pulssance. 
Bi en qu'on so l t deux moities de l a socle te", 
Ces deux moities pourtant n 'ont point d ' e g a l l t e : 
L'une est moitie supreme et 1 'autre subal terne; 
L'une en tout es t soumlse a l ' a u t r e qui gouverae 
Et ce que l e soldat , dans son devoir i n s t r u l t , 
Montre d'obeissance au ohef qui l e conduit, 
Le va le t a son mal t re , un enfant a. son pere, 

Et du pro fond respect oh l a femme doit i t r e 
Pour son mari, son chef, son seigneur et son mai t re . 

From theee l i n e s i t i s easy to understand that 

Arnolphe would hold h i s wife in complete slavery, without 

the l i b e r t y to even speak to her husband except with h i s 

expressed consent. She was not to look into h i s face un­

l e s s he f i r s t gave her the signal to do so. His wife would 

hot be of the coquett ish type, which always deserved to be 

punished by her husband, r a the r , she should bp modest In 

1. Arnolphe gives a correc t p ic ture of the ro le of the 
husband in the 17th. century home. 



- 69 -

her conduct a t a l l times. Agnes was told to devour these 

lessons with a l l her hea r t . On a r i s ing he forces her to 

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

In the f i r s t maxim he admonishes her tojrefrain from adul tery, 

and from there he continues to teach her the dut ies of a good 

ignorant wife. In the ninth maxim he suggests tha t Heaven 

wlal punish her i f she f a i l s to abide by the t ex t o. the 

by-laws. I t i s here tha t Moliere was at tacked by h is enemies 

for having made a parody on the ten commandments. The accu­

sation i s en t i r e ly untrue however, i t i s believed tha t Mollere 

added the l a s t maxim to offse t t h i s c r i t i c i sm . The drama­

t i s t was simply In te res ted in presenting a comic character , 

and he in tens i f i ed the comic effect by making t h i s character 

r id iculous . He did not mention the name of Heaven 1n the play. 

The idea of r e l ig ion apparently did not come across h i s mind. 

He had enjoyed a great success in the presentat ion of the 

companion play: " l 'Ecole des Marls ," and he wanted to 

continue in tha t success by bringing forth another play 

based on the same theme. At the same time he wap portray­

ing human c h a r a c t e r i s t i c s which were more or l e s s common 

among the lower c lasses a t tha t time. 

In scene 3 , Arnolphe expresses h i s bel ief to the 

effect that he has t rained Agnes to lead the l i f e he has 

1 . I t seems tha t Moliere took the idea of the maxims from 
" l ' A s i n a r l a , " wri t ten by Plautue, 
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destined for her. This opinion se ts the stage for new devel­

opments in Agnes' natural t r a in ing . Horace re -en te r s the 

p i c tu re , t e l l i n g Arnolphe of h is l a t e s t experiences with h i s 

new lady fr iend. During the conversation, he reads a l e t t e r , 

wri t ten by Agnes, in which she a s se r t s that some one has 

held her in gross ignorance, and she admits that she does 

not know what steps to take in connection with ^ e i n t e r e s t 

she has developed in Horace. Thus, another indicat ion of 

the downfall of Arnolphe1 s philosophy i s apparent. In sp i te 

of h is holding the g i r l in darkness, she has learned to 

love a young man of her own s ta t ion in l i f e , and she does 

th i s without having been taught. Nature i s r ea l ly taking 

i t s course where Agnes i s concerned. I t i s at t h i s point 

tha t Arnolphe begins to appreciate that h i s system i s giving 

way, and he displays th i s appreciat ion as he says: 

"Hon! Chienne!" 

On being asked what was the matter with him, he 

answers: 

"Moi? r i en , C'est que j e tousse. " 

He knows he i s beaten, but he refuses to give up. Horace 

makes himself increasingly r idiculous by pe r s i s t i ng in 

t e l l i n g h i s r i va l everything that has happened between 

himself and Agnes. He has succeeded infwinning the affection 

of Agnes from Arnolphe, but he d i ss ipa tes t h i s advantage by 
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coming immediately to Arnolphe and confiding in him. 

In scene 5 of Act I I I , Arnolphe appears for the 

f i r s t time as a r e a l l y pa the t ic f igure . He i s convinced 

tha t the younger r i va l has supplanted him in the heart, of 

Agnes. He accuses the g i r l of having deceived him while 

pretending to be innocent, when a l l the while she was 

rea l ly exceedingly wise. He f a i l s to understand tha t Agnes 

i s an i n t e l l i g e n t g i r l , with a very high I .Q, She i s a 

flesh and blood character and not a pi ece of wax in the hands 

of a man who moulds h i s type of wife as Arnolphe had declared 

ea r l i e r In the play. I t i s c lear at t h i s stage of the play 

that common sense has won the b a t t l e with jealousy, Ignorance, 

egotism, and se l f i shness . Arnolphe i s de f in i t e ly in love 

with Agnes and her lack of love for him serves to t o r tu r e 

him, Ke c r i e s : 

"Mais 11 est Men f acheux de perdre ce qu'on aime, 
Et depedant je l ' a ime, apr^s ce lache tour , 
Jusqu'a ne me pouvoir passer de ce t amour." 

"Ciel , f a i t e s que mon front so i t exempt de diRgrace; 
Ou Men, s ' l l est e c r i t q u ' l l f a i l l e que J 'y p a s s e , . . . " 

Arnolphe now becomes a de f in i t e figure of tragedy. His hear t 

i s torn to b i t s because he has l o s t the only person in the 

world whom he loves . In tha t respect , he i s very na tu ra l ; 

any man would have reacted in a more or l e s s s imi lar manner 

under s imi lar circumstances. He arouses the sympathy of h is 

l i s t e r n e r s in s p i t e of h i s previous philosophy of "making good 
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wives of ignorant women." He i s pa r t i cu l a r l y pathetic in 

ecene 2, Aot 17, where the notary walks into Arnolphe1 s room 

and finds him ta lk ing to himself. (Such displays are cons! de 

red to be signs of insan i ty , however, such conduct i s r a the r 

oommon among very i n t e l l i g e n t folk who have been disappointed 

in l ove -a f f a i r s ) . From the words of the notary one learns 

tha t Arnolphe i s walking around shrugging h i s shoulders and 

making ugly faces . I t i s here tha t Arnolphe ceases to be 

a t rag ic character and assumes a posi t ion between tha t of 

a t ragic f igure and a comic f igure . At th^ s point , sorrow 

i s mingled with laughter . This b i t of fun does not give r i s e 

to the type of laughter tha t accompanied the presentat ion 

of " I 'E tou rd i , " or "Les Precleuses r i d i c u l e s , " The humour 

i s different in t h i s play. The audience i s more refined 

than the one that witnessed the presentat ions of Fol iVre ' s 

ea r l i e r plays . Thus, the laughter aroused a t t h i s point 

serves as a r e l i e f for those persons who have been held 

speechless by the rapid change of events. In scene 6, Horace 

returns and brings news of h i s most recent experiences, con­

s i s t i n g of his having been driven away from Agnes (against 

her wil l ) by some chaperon. The scene changes the play back 

to a real comedy, and everybody laughs h e a r t i l y . In ecene, 

7 of the same Act, Arnolphe becomes more t r ag ic than ever. 

Those who laugh at him, do so with a l i t t l e more reserve, 

as he begins a new soliloquy with the following outburst : 
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"Coup sur coup Je v e r r a i , par l eu r i n t e l l i gence , 
De mes soins v ig i l an t confondre l a prudence? 
Et j e serai l a dupe, en ma mnturltd, 
D'une jeune innocente et d'un jeune evente? 
En sage philosophe on ra'a vu, vingt annees, 
Contempler des maris l e s t r i s tes des t inees , 
Et m ' ins t ru i r e avec soin de tons l e s accidents 
Qui font dans l e melheur tomber l e s plus prudents; 
Des disgraces d 'aut rui p rof i tan t dans mon fcme, 
J ' a l cherche l e s moyens, voulant prendre une femrae, 
De pouvoir ga ran t i r front de tous a f f ron t s , 
Et t i r e r de pa i r d'avec l e s autreR f ron t s . 

Apres vingt ans et plus de raedi ta t ion 
Pour me conduire en tout avec precaution, 
De tan t d 'au t res maris J ' a u r a i s qu i t te l a t race 
Pour me trouver apr^s dans l a ra%me disgrace? 

In those verses Arnolphe acknowledges th«t h i s 

system has crumbled. For twenty years he has watched un­

successful matches between nen and women, and has bu^lt up 

a personal theory by which he had planned to sucreed in 

married l i f e . He had been successful in holding the young 

g i r l in ignorance; but when he "fs ready to enjoy the bene­

f i t s of h i s system, he was completely d i s i l lus ioned to the 

point of learning tha t i t was not easy forpne to rear h i s 

own type of wife and do so by means thp,t were contrary to 

the laws of nature . He has played h i s hand and l o s t the game. 

He has l ived in a society where men v.'ere supreme in t h e i r 

familleB. Fathers mado a l l arrangements involving the mar­

r iage of t h e i r daughters, and without th<rir daughters ' consent 

or advice. Young g i r l s could be placed into convents invo­

l u n t a r i l y , and without appeal . This system, however, hrd 

long since been outmoded in higher c i r c l e s . Men wore no 
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l onge r t y r a n t s i n t h e i r homes; women were beginning to enjoy 

more l i b e r t y i n the home and an Inc reased p o p u l a r i t y a t 

c o u r t . This new system may well be termed as "Democracy 

i n the French Home." This democratic s p i r i t cont inued 

to l i v e and by the e igh teen th cen tury i t had extended beyond 

the boundar ies of the homes. I t swelled the l i n e s of 

l i t e r a t u r e , e s p e c i a l l y i n the works of V o l t a i r e , u n t i l i t 

prepared the French n a t i o n f o r t h e g r e a t Revolut ion of 1789. 

I n Act V, scene 2, Horace shocks everybody by con­

fessing' h i s love for Agnes to Arnolphe. As a cl imax to h i s 

long speech to the t eachor of Agnes, he says : 

"Et comme e ' e s t a vous, su r de v o t r e prudence, 
Que j ' a l f f i t de mes feurc e n t i e r e conf idence , 
C ' e s t a vous seu l a u s s i , comr«>e ami g^nereux, 
lue j e pu lFconf ie r ce dopftt amoureux.'1 

In scene 3 of Act V, one w i l l f i n d t h e a n t i ­

climax to the p l a y . Horace, Agnes, and Arnolphe come on the 

s tage t oge the r ; Horace t e l l s he r t h a t he i s about to l eave 

1 . Leveque: HISTOIRE DE LA C1VILIZA'LION TRANCAISE, Henry 
H o l t * Co. , Nev York, 1940, Chapters 14-16 . 
Bagley: FJMOTIS WOMEN f«F FRANC ,̂ Reynal & "1 tehcoek, New 
York, 1941, pp. 46 -71 ; i b i d . pp. 72-179. 
L, Clark Keat ing: STUDIES ON THE LITERARY SALON, 
Harvard U n i v e r s i t y P r e s s , Cnnbrldge, Mass . , 1941, 
pp. 138-147. 

2. "L'Assemblee vota l a "Dec la ra t i ons r^s d r o i t ? fie l'homme 
et du c i t o y e n , " qui p o s a i t l e s grands p r i n c i p e s sur 
l e s q u e l s devai t e t r e fond^ l ' o r d r e nouveau: " l i b e r t y , 
e g a l i t e , " Leveque: HIL.TOIRS DT' '«A flVILIZ^TICX 
FJ./JICAISE, p . 320. 
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her forever. To the great surpr ise of Arnolphe, Agnes 

says to Horace: 

"Quand j e ne vous vols point , j e ne suis point 
joyeuse." 

On hearing Horace say that he was unhappy when he i s out 

of her s ight , Agnes responds: 

"Helas! s ' i l e t a i t v r a i , vous r e s t e r l e z i c i . " 

And f ina l ly she says: 

"Non, vous ne m'aimez pas autant que Je vous airae," 

That l i n e represents the anti-cl imax of the play. I t i s 

c lear that Agnes i s de f in i t e ly in love with Horace, and 

that Arnolphe's system has completely collapsed. He ac­

knowledges h i s defeat by pu l l ing Agnes away from Horace. 

As she goes away from Horace, she t e l l s him that she 

would love to be l e f t in h i s care , and asks him when she 

may be able to see him again. I n t e r e s t in the p lo t r i s e s 

rapidly as Arnolphe f l i e s into a f i t of anger against 

Agnes, and t e l l s her tha t she i s a cheat , wench, and hypo­

c r i t e . Agnes r ep l i e s to h is wrath by saying that she saw 

nothing wrong with her a t t i t u d e towards Horace, because he 

had expressed a desire to marry her . She continues: 
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" J ' a i suivl vos logons, et vous m'avez preche 
Qu' l l se faut marler pour o te r l e peche." * 

At t h i s point Arnolphe reminds her that i t was for himself 

that he reared her, and he wanted her for h i s own wife. 

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

climax of the play. She explodes as follows; 

"Oui, Mais, a vous pa r le r franchement entre nous, 
I I est plus pour cela selon mon godt que vous. 
Chez vous l e marl age est facheux et penlble , 
Et vos di scours en font une image t e r r i b l e ; 
Mais, l a s ! i l l e f a i t , l u l , s i rerapli de p i a i s i r s , 
Que de se marier 11 donne des d e s i r s . " 

Further In the scene she continues: 

"Est-ce que J 'en puis mais? Lui seul en est l a cause; 
Et j e n ' y songeais pas lorsque se f i t l a chose." 

In a fl t of anger Arnolphe threatens to drive Horace out 

of exlptance. Agnes r e t o r t s : 

"Le moyen de ehasser ce qui f a i t du p l a i s i r ? " 

Arnolphe counters with the statement: 

"Et ne saviez-vous pas que c ' e t a i t me depla i re?" 

She answers: 

"Mol? point du tou t . Quel mal cela vous p e u t - i l f a i r e ! " 

In t h i s scene Agnes show? that she has fu l ly matured. 

1. Act V, ecene4. 
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Some of Moliere 's c r i t i c s have said tha t Agnes was never 

an Innocent character* however, i t must be said that 

in the opening scenes of the play, Agnes was qui te s i l l y . 

Later she i s able to wri te a l e t t e r to Horace, in which she 

shows herse l f to be a very wit ty person. How, a t the 

end of the play she answers Arnolphe in strong language, 

while demonstrating that she has a great wi l l of her own, 

a strong faculty for deep thinking, and tremendous reason­

ing power. Even when Agnee was in her s i l l i e s t s tages, 

she used language that was too far advanced for the 

simpleton she was supposed to have been. ?/hen the time 

came for her to make the momentous decision, she proved 

hersel f to be quite capable of t e l l i n g Arnolphe that she 

did not love him a t a l l . As If she wanted to add i n s u l t 

to injury, she asked Arnolphe t h i s question: 

"Voulez-vous que j e mente?" 

At t h i s point Arnolphe threatens to break a l l 

re la t ions with her. He has l o s t i n t e r e s t in her cause; 

he i s extremely angry! He shouts: 

"Ah! j e l ' a i mal connue; ou ma fo i ! la -dessus . 

Immediately he changes h i s tone to one of hope­

l e s s despair as he shakes h i s head and murmurs slowly: 

"Une so t t e en s a l t plus que l e plus habi le homne." 

1. Mlchaut: LES DEBUTS, p. 190. 
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The play could have ended with tha t sentence. 

Arnolphe had f ina l ly acknowledged h i s defeat and the col­

lapse of h i s philosophical system of preparing for himself 

a tailor-made wife. The f i r s t thes i s of the play whioh was 

s ta ted ea r l i e r : 

"How should a young woman be reared?" 

had been solved. The inference of that solut ion may be 

s ta ted in following wor^jls: 

"Water wi l l seek i t s l eve l ; b i rds of 
a feather wi l l flock together ." 

In other words, nature wil l take care of 1 tae l f under 

any ordinary condition. Ho man or woman can di rect the 

love of another man or woman. Lo^e wil l take i t s own 

course, and I t i s an act contrary to nature i f one t r i e s 

to i n t e r f e r e with i t . Agnes had been held in complete 

ignorance with regards to love and the se lect ion of a 

husband, but when the hour cane for her to make the se lec­

t ion, she conducted herself in the manner of a veteran. 

Such behavior i s today known as functional psychology. 

Agnes becomes wise by v i r tue of her i n s t i n c t . In her 

closing words to Arnolphe she a s s e r t s : 

"Croit-on que Je f l a t t e , et qu 'enfin, dans ma t e t e , 
Je ne Juge pas bien que je sui s une bete? 
Moi-meme, J ' en ai honte; e t , dans l ' a g e ou j e puis, 
Je ne veux plus passer pour s o t t e , si j e p u i s . " 
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Those words force Arnolphe to threaten to beat her , but 

she s i t s calmly and r ep l i e s : 

"Heias! vous l e pouvez, si ce la peut vous p l a i r e . " 

Arnolphe changes h i s a t t i t u d e from one of anger to one of 

humble submission, and he says meekly: 

"Chose etrang^re d'aimer, e t que pour ces t r a i t r e s s e s 
Les homraes soient suje ts a de t e l l e s f a lb lesses ! 
Tout l e monde comnalt l eur imperfection. " 

He forgives Agnes for her having disappointed him, and 

reaffirms h i s love for her . 

The ending of the play i s r a the r weak: Moli*ere 

resor t s to the "deus ex maehina," a denouement of the con­

ventional I t a l i a n type. A father from America appears on 

the scene and one learns tha t a marriage between Agnes and 

Horace has already been arranged by him and Oronte, Arnolphe, 

ignorant that I t i s Agnes who i s Enrique's daughter, t reacher­

ously breaks h i s promise to help Horace, and urges Oronte 

to i n s i s t on h i s parental au thor i ty . When the parentage 

of Agnes i s revealed and he qui ts the stage with a comic 

exclamation of defeat, he has l o s t whatever sympathy he may 

have a t r r ac ted by the real fee l ing which he exhibited in 

the e a r l i e r scenes. Many c r i t i c s have found fau l t with 

t h i s ending. Voltaire ca l led i t "potiche. " Moli*ere had 

f inished h i s s tory, and there was nothing for him to do 
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except to bring i t to an end. The climax had been reached; 

h i s l a s t thes i s had been proved, namely: 

"Should an elderly man marry a young woman?" 

I f Arnolphe's misfortune i s to be taken as an example, 

the answer to the question i s a def in i te and emphatic, NO! 

In l i f e there are many disproport ions. Some of them are 

based on wealth, some on education, some on i n t e r e s t , 

while others are based on socia l s t a tu s , and age. I t i s 

the l a t t e r disproportion tha t makes the difference between 

Arnolphe and Agnes. He i s forty-two years of age, while 

she i s only eighteen, making a discrepancy of some twenty-

four years . I t i s hardly possible for happiness to ex is t 

between two persons so unequally matched. In the f i r s t 

place, the man would belong to an en t i r e ly di f ferent gene­

ra t ion from that of his wife. Even in the seventeenth 

century when the world was not changing with the speed 

Of the present day airoplane, Arnolphe ?ms too old to be 

the husband of an eighteen-year old g i r l . His outlook 

on l i f e was too ancient and outmoded. He believed in the 

old system of tyrant husbands, an idea that was obsolete . 

Soraf* c r i t i c s attempt to read into t h i s play 

some of Moliere 's domestic problems. * Nothing i s fur ther 

1 . Ti l ley: MOLIERE, Cambridge, at the Jn ivers i ty Press , 
1936, p . 79. 
Turgeon and Gill igan; PRINCIPAL COMEDIES OF KCLI-RE, 
MacMlllan & Co., Hew York, 1939 "L'Ecole des Femmes." 
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from the t r u t h . Moliere was highly i n t e l l i g e n t , and no 

i n t e l l i g e n t man i s l i k e l y to wr i te a play depicting h i s own 

family a f f a i r s within ten months a f t e r h i s marriage, unless 

the marriage turns out to be a dismal f a i l u r e . That was not 

the case with Moliere 's marriage. Z There are c r i t i c s who 

say Molibre reared Armande for himself. 3 There i s no proof 

of any of thepe accusations ava i lab le . If he did rear 

Armande, there are no evidences tha t he held her in igno­

rance. I t i s ce r ta in ly t rue tha t he did not purchase her 

as a slave. While Armande did some very s i l l y things a f t e r 

her marriage, no one l i v ing today knows i f she was ever as 

ignorant as Agnes appeared to have been p,t the beginning 

of l ' E c o l e des Femmes." Arnolphe does not portray the 

personal i ty of Moli*ere by any means. The hero of t h i s play 

I s se l f i sh , stubborn, backward, and unreasonable. His Idea 

was to merry a fool so that he himself would not be made 

a fool . Mollere had no such idea; he married a p re t t y , 

wit ty, young lady, who was an accomplished a c t r e s s . F ina l ly , 

the opinion held by some c r l t i c B , that Mollere was pa in t ing 

a story of h i s own l i f e when he wrote " l 'Ecole des Femmes," 

i e without foundation. In wr i t ing th i s play, Mollere was 

in t e re s t ed in causing h i s audience to laugh; and while so 

doing he painted passions and the i r natural effects , depicted 

a.. Palmer: MOLIERE, Brewer and Warren, I n c . , Hew York, 1930, 
pp. 250 

3 . Lolseleur: POINTS ftBSCURS DE LA T n DE TTOLIERE, pp. 10-89. 
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l i v ing characters , with t h e i r perplexi ty and contradic t ions 

in r ea l l i f e . 

The general theme of t h i s play, cuckoldry, was a 

t r a d i t i o n a l source of laughter in both French and I t a l i a n 

l i t e r a t u r e a l l through the Middle Ages. Thus, the play i s 

connected with a whole stream of e a r l i e r farces and fabliaux. 

Mlchaut l i s t s the following sources of " l 'Ecole des 

Femmes:" Plutarch, Herodote, Bernardino Pino da Cagli, 

Rojas, Machiavel, Reginler, Cornei l le , Saint-Gregoire de 

Nazlanze, t r ans la ted by Desmarets de Sa in t -Sor l in , Terence, 

and P lautus . 

De Vise, in the th i rd volume of h i s "Nouvelles 

nouvel les ," accused Moliere of p lag ia r iz ing the confiding 

of Horace in h i s own r iva l from an I t a l i a n book of t a l e s , 

en t i t l ed : "l»es Facetieuses Nuits de Straparole , Nuit I ? , 

Fable i v , " t r ans la ted into French in the sixteenth century. 

Scarron's "La Precaution i n u t i l e , " i s thn source of the idea 

of a man marrying his ward, whom he has sent to a convent, 

in the be l ief tha t ignorance wil l insure innocence. 2 

The idea of Agnes' s growing increasingly i n t e l l i g e n t as she 

was learning to love Horace found i t s source in "La dama 

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

to h i s r i va l i s found in Stroparola and Ser Giovan-

1 . Mlchaut: LES DEBUTS, p . 179 
2. T i l l e y : MOLIERE, p , 8 1 . 
3 . Michaut: LES DEBUTS, pp . 179-180 
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ni.3 It ie believed that Mollere made some borrows from 

"El major iroposible", of Lope de Eega. It is probable that 

he was influenced, to a limited extent, by "L'Ecole des Cocus", 

a play written by Dorimond, who took his theme from a Spa­

nish source. 

Although "L'Ecole des Femmes" was Moliere's great­

est play when it was produced, It has several traits of farce 

in it. Da Act 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 ie equally farcical. The reading of the maxims is 

another example; Arnolphe's pulling Agnes away from Horace 

after her confession of love for the latter is used for the 

sole purpose of raising laughter. Finally, the denouement 

of the play is farcical. Moreover, the theme itself is far­

cical. Thanks to hie genius and skill, Mollere used farce 

in the play often enough to relieve the tension, which almost 

turned it into a tragedy, ''a la Racine", on several occasions. 

Thus, the farcical elements of the play are more or less 

Incidental, and have no particular effect on the quality 

of the play itself. Arnolphe is the leading character of 

1. Mollere: OEUVRES, III, pp.115-116. 
Nitze and Dargan: HISTORY OF FRfcUCH LIT., Holt & Co., 

New York, 1938, pp.292-H96. 
Bagley: INTRO. TO FRENCH LIT. OV 17th. CENT., 

The Century Co., New York, 1937, pp. 269-279, 
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the play, and he i s one of the most t r ag ic characters in the 

whole thea t re of Moliere. In many of h i s long dramatic 

speeches he approaches the pathos of Alceste in h i s deepest 

s t a t e of misanthropy. 

In conclusion, the Inves t iga tor summarizes h i s 

evaluation of t h i s play ap follows: I f "Les Precleuses 

r i d i cu l e s " was the beginning of the end of Moliere 's expe­

rimentation, " l 'Ecole des Maris" ce r t a in ly perfected that 

beginning, and " l 'Ecole des Femmes" marked the end of that 

beginning. From the time of i t s production in 1662 un t i l 

Moliere 's death, new chapters were wri t ten in glory of 

French comedy, 

-e-o-o-o-o-o-o-o-o-o-



P A R T T V 0 

C H A P T E R I V 

"LA CRITIQUE DE L'ECOLE DES FEMMES" 

The uncommon success of "L 'Ecole des Femmes" 

caused M o l i e r e ' s enemies to engage him i n one of the 

g r e a t e s t f i g h t s of h i s c a r e e r . The e a r l i e s t b l a s t d i r e c t e d 

a g a i n s t him, which has been prese rved , came from Vise, 

The a t t a c k was mild i n comparison ^ i t h those t h a t were to 

fol low, because i t merely accused Molibre of "p lag ia r i sm" 

while acknowledging t h a t the p l ay had some good p a r t s . 

He added s h o r t l y t h e r e a f t e r t h a t t he success of the p lay 

was due to t h e e x c e l l e n t a c t i n g of M o l i e r e ' s t r oop . 

During the Eas te r vaca t ion of 1663, Louis XIV 

displayed h i s a p p r e c i a t i o n to Moliere and the t roop for 

1 . Under t h e name of P a l l a n t e , de Vise r ep re sen t ed him­
s e l f i n t e r r o g a t i n g t h r e e e x p e r t s on a " c e r t a i n comedian" 
of the t roop of Monsieur whose p lays were caus ing such 
tumul t . His f i r s t person to be in te rv iewed was Cloronte , 
an i l l - w i l l e d man who was d i sg run t l ed because of 
l ' E c o l e des Femmes," but he did not wi ph to r i s k h i s 
r e p u t a t i o n i n an argument over i t . He adds , however, 
t h a t success might crown any p lay , even the bad ones . 
Thus success was not a c r i t e r i a fo r Judging the q u a l i t y 
of dramas. He added t h a t " l ' E c o l e des Femmes was 
nonsense . The second of the s e r i e s was A r i s t e , who had 
no th ing to say. Ths t h i r d was S t r a t o n , who r e s e n t e d 
M o l i e r e ' s i d e a of d i s p l a y i n g the f a u l t s of h i s ne ighbors 
on the Stage, but he thought t h a t Moliere had more wi t 
than Terence had. Trans la ted from Klchr.ut: L "S DEBUTS, 
p . 22. 
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t h e i r t h e a t r i c a l work by granting them a handsome pension. 

Such act of benevolence on the par t of the 

"Sun" King in behalf of Moliere, did rery l i t t l e to 

eradicate the envy and Jealousy of the d ramat i s t ' s enemies, 

whose wrath was incensed by the appearance of "La Cri t ique 

de l 'Ecole des Femmes. This was the f i r s t wri t ten 

material used in the famous l i t e r a r y f igh t . 2 MoliVre 

was s t i r r e d to act ion by some uncomplimentary statements 

hurled at him by h i s enemies. 3 The play i s almost without 

an i n t r i gue , and Moli*ere vas hes i tan t to ca l l i t a play be­

cause i t had no p a r t i c u l a r p l o t . Even I f i t was without 

in t r igue or p lo t , I t ce r t a in ly was not without a purpose, 

because i t was here tha t Moliere began to stand and exchange 

blow for blow with hie enemies. His most vicious enemy 

was the Hotel de Bourgogne, an old group of ac to r s . They 

did not welcome the advent of a r i v a l in the f i e ld of drama, 

and described the "Troup de Monsieur," as "amateurs." 

They had kept up a steady stream of c r i t i c i sm against 

MoliVre since the "Precleuses r i d i c u l e s " had taken the 

public by storm four years before. 

1. "La Cri t ique de l 'Ecole des Femmes" waf presented to the 
publ ic , June 2, 1663, a t the Palais-Royal. 

2. Here Moliere took the lead in the b a t t l e which WAS soon 
followed by violent r e t o r t s from his enemies, Turgeon 
and Gill igan: PRINCIPAL COM EDI «S OF MOLIERE, pp. 61-63. 

3 . His enemies laughed a t h is fa i lure an a t rag ic actor , 
and h i s i n a b i l i t y to make a success of "Don Garcle." 



- 87 

"La C r i t i q u e de l ' E c o l e des Femmes" takes the 

form of a conve r sa t i on between proponents and opponents of 

the p lay i t s e l f , Molibre s e l e c t e d Climene to r e p r e s e n t t h e 

i dea s of h i s c r i t i c s , and she remains c o n s t a n t throughout 

the p lay . She p r e s e n t s a good c o n t r a s t to the proponents 

of the p lay when they s u s t a i n the a u t h o r ' s op in ion . In 

scene 3 , Climene e n t e r s t h e p l a y , rushes fo r a c h a i r f o r 

the purpose of d i s cus s ing the t e r r i b l e "La C r i t i q u e de 1 ' 

Ecole des Femmes." In her a c t i o n s and speech, she i s as 

much "prec ieuse" R 8 Cathos In "Les P rec l euse s r i d i c u l e s . " 

She ob jec t s to the terms: " l e s enfants pa r l ' O r e i l l e , " * 

" la t a r t e a l a creme," " p o t a g e . " 3 E l i s e answers: "Les 

J o l i e s facon de p a r l e r que v o i l a ! Que vous e t e s , Madame, 

une rude joueuse en c r i t i q u e , e t que j e p l a i n s l e pauvre 

Moliere de vous a v o i r pour ennemie! At t h i s po in t 

Climene opens h e r c r i t i q i s m of "L'Ecole des Femmes," Act I I , 

scene 5 , where Agnes seems to l e ad Arnolphe to b e l i e v e t h a t 

she had had i l l i c i t r e l a t i o n s with Horace. 

1 . "L'Ecole des Femmes," l i n e s 184 and 1493. 
2. "L 'Ecole des Femmes," l i n e 99. 
3 . "L 'Ecole dos Femmes," l i n e 436. 
.4. This I n s t a n c e r e p r e s e n t s one of t h e r a r e r e fe rences 

MoliVre made to h imsel f In h i s p l a y s . Another example 
I s found In "Le Malade I r a a g l n a i r e , " Act I I I , scene3. 

5 , This seene was more c r i t i c i z e d than any o t h e r , as be ing 
Indecen t , and obscene. Turgeon and G i l l i g a n : "PRI?T. 
COMEDIES OF MOLIERE, p . 1 0 1 . 
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Through the mouth of Uranle, Moliere expresses h is opinion 

of h is play: 

" j e t l ens ce t t e oomedle une des plus 
p la l san tes que l ' au tewr a i t p rodu i t e s . " 

Immediately following tha t statement, Uranle comes forward 

with another b l a s t directed at the enti TP idea of prec ios i ty : 

"L'honnetete d'une femme n ' e s t pas dans l e s grimaces. I I 

sled, mal de vouloir e t r e plus sage que ce l l e s qui sont sages. 

L'Affectation en c e t t e raatiere est p i re qu'en toute autre ; 

et je ne vols r ien de si r i d i cu l e que c e t t e de i ica tesse 

d'honneur qui prend tout en mauvaise pa r t , donne un sens 

crimlnel aux plus innocentes paroles , et s 'offense de 

1'ombre des chose." In the foregoing passage, Moliere 

at tacks p rec ios i ty with the same furore tha t character izes 

h is l a t e r a t tack on the fa l se p r i e s t s and doctors . I nc i ­

dentally, Uranle was being sa rcas t ic to Climene, and since 

Climene represents the ideas of a largo group of Moliere 's 

adversaries , the irony of Uranle 's remarks are more far -

reaching than they appear to be. Ursnie put on the f in i sh ­

ing touch when he adds: 

" et quelqu'un rafcme des laqttais c r i a tout haut 
qu ' e l l e s e t a i en t plus chastes des o r e i l l e s que de 
tout l e rente du corps . " 

That ^ R another way to pay: 
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"He who i s without s in , cast the f i r s t s tone ," 

or to say: 

"She i s puzzled at gnats , but she swallows camels." 

Moliere defends himself well against the accusa­

tion of having put examples of obscenity in h i s "L'Ecole 

des Femmes. Climene shouts: 

"II a une obscenite qui n ' e s t pas supportable ," 

Elise repli es: 

"Ah mon Dleu ! obsceni te , Je ne sa l s ce que ce mot 

veut dire; mal s j e l e trouve l e plus j o l i du monde, " 

Later she adds: 

"Ah, que vous etes mechante, de me vouloir rendre sus­
pects a Madame!" 

In scene 5, Dorante enters the play, and proves 

himself to be a complete "porte-parole" of Moliere. He 

begins by rebuking the marquis who finds " l 'Ecole des Femmes" 

to be bad "simply because i t i s bad." Dorante goes on to 

explain that the seats in which specta tors s i t do not give 

them the power to make a correc t appraisement of a play. 

By tha t , he meant to say tha t the spectators of the "par­

t e r r e " were equally as capable of judging the merit of a 

t h e a t r i c a l piece as were those who took the expensive s e a t s . 
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He admonished the marquis to re f ra in from laughing at 

things he did not underptand. 

In scene 6, Moliere takes the l i b e r t y to s a t i r i z e 

his r i va l actors ar he causes I*n Marquis to say: 

"Parbleu! tous l e s aut res corned! ens qui e t a i en t la^ 
pour l a voir en ont d l t tous l e s raaux du monde. 

Through Dorante, the author begins to lambast h i s 

r i va l s ; I f they say the play i s bad, i t j u s t has to be so, 

because they are good judges of the qual i ty of plays . 

Uranle gives Moliere 's philosophy of drama as she 

refutes the charges of the marquis and Climene. She explains 

that the s a t i r e found in Moliere 's plays waa of a general 

nature, and was not intended for any given person. She 

say 8: 

"Ces sor tes de s a t i r e s tombent directement sur 
l e s moeurs, et ne frappent l e s personnes que par 
reflexion, N'Allons pas nous appliquer nous-memes 
l e s t r a i t s d'une censure generale; et prof 1 tons de 
l a leqon, si nous pouvons, sans f a i r e semblant qu'on 
parle a nous, Toutes l e s peintures r id i cu le s qu'lbn 
nous expose sur l e thea t re doivent e t r e regardees sans 
chagrin de tout l e monde. Ce sont rairoirs publ ics , 
ott 11 ne faut jamais temolgner qu'on se vole; et c ' e s t 
se taxer hautement d'un defaut, que se scandal iser 
qu'on l e reprenne. " 

Here, Moliere acknowledges that he i s in te res ted 

only in wri t ing a comedy of manners, a comedy that depicts 

1. The Hotel de Bourgogne. 
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the hab i t s of a group in i t s e n t i r e t y . He i s concerned 

with social s a t i r e , r a ther than individual s a t i r e . His 

Job was to expose the seamy side of l i f e i t s e l f , and there­

by correct the undesirable t r a i t s of the members of society. 

He i s opposed to Yice, hypocrisy, and sham, and not to the 

person who i s unfortunately the victims of these ev i l s . 

Today, such wr i te r s are cal led r e a l i s t s . They write s t o r i e s 

of what they ac tua l ly see in the l i v e s of the members of 

society, without d i s t o r t i ng the p ic ture with t h e i r personal 

ideas about the persons depicted. The works of such 

wri ters are ca l led "walking mi r ro r s . " Moli*ere denied 

that he was a r e a l i s t , but h is denial has no affect on the 

t ru th of the case in point , 

Uranle gives a c lear p ic ture of Moliere 's idea 

of tragedy and corned;-, as she says: 

"Mais l a comedie a ses eharroes, et Je t i ens que 
l ' une n ' e s t pas moins d i f f i c i l e a f a i r e que 
1 ' au t re . " 

Dorante takes up the conversation and a s se r t s 

that i t i s eas ie r to v/rite a tmredy than to wri te a comedy, 

t h i s I s due to the nature of the themes of tho two types of 

plays. Dorante declares tha t when a " r i t e r paints heroes, 

he paints as he pleases , following only his Imagination; 

but when he paints men, he has to follow nature . After 

t h i s a t tack on tragedy, Moliere 's enemies and r i v a l s at 

the Hotel de Bourgogne constantly accused him of favoring 
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vu lgar i ty on the s tage and of a t tacking Cornei l le . 

Moliere takes the l i b e r t y to express h is appre­

c ia t ion to the Court for the kindness i t has jupt bestowed 

upon him. He pra ises the wi pdora of those centered around 

the Court while saying they are good judges of plays. At 

the same time he dares to r i d i c u l e cer ta in "would be nobles" 

who are l o i t e r i n g around the Court, who ., in his opinion, 

should be s ta t ioned elsewhere, probably doing some useful 

work for the S ta te , 

As to the ru les of a r t , as they existed among his 

enemies, Moliere admits that he i s not acquainted with them. 

He adds that h is own rule i s merely "to please th« audience." 
He says tha t the success of a good cook depends on his 

a b i l i t y to please those who eat the food, and the matter of 

following "le Culsinier f ranqais" was of no importance. 

F ina l ly , Moliere declares through Lysidas, that 

"L'Ecole des Femmes" p leases , whether i t follow? the ru les 

of a r t or f o i l s to do so. He adds, however, t ' n t since 

t h i s play does please i t s l i s t e r n e r s , i t doe? not v io l a t e 

any rules of a r t . 

Moliere adds tha t i t i s a l l r igh t for an actor 

to appear r id iculous in one scene and to represent an 

"honnete homae" in another. That statement bears the secret 

of h i s great character c rea t ions . He followed that scheme 

1 . Racine had not yet begun his famous ca ree r . 
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in the creat ion of iffiolphe, Alcer te , Don Juan, Tartuffe 

Harpagon, and in Argan. In so doing, he caused h* s 

characters to resemble l i f e most c lose ly . No man i s always 

Jo l ly , and no man i s always despondent. One finds several 

moods exis t ing in one person, on dif ferent occasions. 

The same person may laugh at one time and cry a t another. 

To follow such plan of character-drawing in the c lass ica l 

tragedy of the seventeenth century was almost a matter of 

impossibi l i ty , but comedy wonderfully adjusted i t s e l f to 

the play. 

Moliere cares very l i t t l e for h is denouements. 

After the story has been to ld , the play i s over, and he 

brings I t to a close in the most convenient manner. 

Thus, in a one-act , seven-scene play, Moli*ere 

shot h is big gun a t h i s accusers and when the smoke had 

cleared away, he was the winner. The public continued to 

flock to the thea t res to witness h is plays In sp i t e of the 

cr i t ic isms of Ms many, many enemies, 

-o-o-o-o-o-o-o-o-



P A R T T W O 

C H A P T E R V . 

"L'IMPROMPTU DE VERSAILLES" 

The performance of "La C r i t i q u e " brought to 

Moliere an a d d i t i o n to h i s a l r eady long l i s t of enemies. 

According to a l egend , the due de l a F e u i l l a d e misunder­

stood M o l i e r e ' s genera l s a t i r e In the p l a y , and f e l t 

ob l iged to recognize himself i n the c h a r a c t e r of t h e marquis . 

As a r e s u l t , he a t t acked Moliere and admin i s t e red a good 

sound b e a t i n g to the "fun-maker, " a s he c a l l e d the d r a m a t i s t . 

The d e t a i l s of t h e a f f a i r a r e l a c k i n g . 

The t i r e l e s s and unscrupulous de Vise l e d t h e 

l i t e r a r y a t t a c k on Mol i e re . On August 4 , he p resen ted 

h i s answer to the " C r i t i q u e " i n the form of a v i o l e n t 

pamphlet In d i a logue , e n t i t l e d : " z e i i n d e , comedie, ou l a 

f e r l t a b l e C r i t i q u e de l ' E c o l e des Femmes e t l a c r i t i q u e de 

l a c r i t i q u e . " In t h i s work, he omit ted t h e r e s e r v e d 

p r a i s e he had given to MoliVre in hi s "Nouvel le , n o u v e l l e . " 

I n s t e a d , he repea ted e a r l i e r c r i t i c i s m made by him, whi le ad­

ding v i c i o u s a t t a c k s on M o l i e r e ' s r e p l y to t h a t c r i t i c i s m . 

De Vise d e s c r i b e s Mol iere as a man who went around s t e a l ­

i n g with both hands from Spanish l i t e r a t u r e and s u b j e c t s . 

He charged f u r t h e r t h a t the d r ama t i s t r e s making use of 
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old dusty books, seeking and copying old, dry, obsolete 

s a t i r e s and jokes, which he used to r i d i cu l e people of 

c l a s s . De Vipe refuted Moliere 's claim to wri t ing plays 

according to the laws of nature , and charged tha t he was 

merely a second-rate copyist , whose p ic tures were vulgar 

and d i s t a s t e fu l . F ina l ly , he a s r e r t s thnt "L'Ecole des 

Femmes" I s completely worthless from a l i t e r a r y s tandpoint . 

As to the "Cr i t ique ," de Vise finds i t to be a Joke; 

,badly named; and i t cone t i tu tes an apology ra ther than a 

cr i t ic ism. 

The second document directed agains t MoliVre 

came from Boursault, who presented h i s "Le P o r t r a i t du 

pelndre, ou l a Contre-cr i t ique de l 'Ecole des Femnes" a t the 

&otel de Bourgogne, early in October. This piece was 

wri t ten in verse, lacked o r i g i n a l i t y , and presented a sor t 

of inversion of Moliere 's "Cr i t ique ." 

Moliere 's reply oame in the form of a short play 

en t i t l ed : "L'Impromptu de Ver sa i l l e s , " prerented a t 

Court, on short no t i ce , by royal command. This play 

brought to an end the par t tha t Moliere had taken in the 

f ight over "L'Ecole des Femmes." The play, also cal led 

"la piece de c i rcons tance ," i s an important document for 

the h is tory of the stage and the theor ies of act ing in 

the seventeenth century. Present evidences do not point to 

any. given source for t h i s play, but i t ie not the f i r s t to show 
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ac to rs on the stage "In propria persona," * 

Gougenot, In 1633, and Scudery, in 1634, had both wri t ten 

plays ca l led "La Come die des come di ens ." 

In t h i s play Mollere directed h i s f i r s t Important 

b i t of s a t i r e against Montfleury 2 the notoriously fat and 

pompous actor of the Hotel de Bourgogne. Here he says: 

"II faut un roi qui so i t gros et gras comme 
quatre, un r o i , morbleu! qui so i t en t r i pa l l i e 
comme 11 faut , un roi d'une vaste cireonferencr, 
et qui pufese remplir un trone de l a be l le maniere. " 

He continues with the r ec i t a t ion of a portion of 

Cornel l i e ' s "nicomede," where he mocks the speech and 

posture of Montfleury. 

I t i s in the f i r s t scene of t h i s play tha t one 

learns MoliVre's Idea of s tage-craf t , He says that the 

character on the stage should always se lec t the ro l e most 

suited to h is own personal i ty , thus, he would seem more 

na tura l . The actor should be f i l l e d with h i s pa r t , tha t i s , 

he should know h i s par t thoroughly, and should be able to 

in te rp re t i t f lawlessly. He s t resses exact pronunciation 

and enunciation, as well as proper in tonat ion . The actor 

1. Turgeon and Gil l igan: introduct ion to "L'Improraptu de 
Versa i l l e s , p . 197. 

2. In r e t a l i a t i o n the Hotel de Bourgogne presented the 
comedy of Montfleury, f i l s , en t i t l ed : "Impromptu de 
1'Hotel de Condi," pr inted January 19, 1664. In the 
same month Monteury, pere, was po angry at Moliere 
un t i l he presented to the King an accusation against 
Moliere, charging him with having married the daughter 
of h i s former mis t ress . 
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should not miss a sy l lable or a s ingle l e t t e r as he 

speaks h i s l i n e s . Likewise, the ac tor must be serious 

and refra in from laughing at h i s own ro les ; he must use 

a natural tone of voice, with as few gestures as poss ib le . 

When he turns to La Grange, he says: 

"Pour vous, j e n ' a i r l en a vous d i r e . " 

That l i n e would lead one to believe tha t Molibre 

thought very hig ly of the ac t ing a b i l i t y of La Grange. 

However, t h i s i s a play, and i t might not be safe to read 

too much meaning into tha t one l i n e . 

Thus, the inves t iga tor has given a review of the 

dramatic theories of Moliere. His ideas may be well 

contrasted with those se t forth by Shakespeare: 

"Be not too tame ne i ther , but l e t your own 
discret ion be your tu tor : su i t the action 
to the word, the word to the action; with 
t h i s special observance, that you o ' e r s tep 
not the modesty of nature; for anything so 
overdone i s from the purpose of playing, 
whose end, both a t the f i r s t and now, was 
and i s , to hold, as ' twere, the mirror up 
to nature; to show v i r tue her own feature 
scsrn her own image, and the very age and 
body at the time h i s form and p ressu re . " * 

While Moliere taught h i s ac tors how to act , 

Shakespeare to ld his group to permit t h e i r good Judgment 

to be t h e i r t u t o r s . As to the r e a l i s t i c qual i ty of drama, 

1. Hamlet, I I I , 2. 



- 98 -

they were in t o t a l agreement. Both men were in accord with 

the idea of the "walking mi r ro r , " which would show a t rue 

and undistorted p ic ture of every man in h i s own l i f e . I t 

i s In t e re s t ing to refer to Corneil le in th i s connection, 

because i t was he who said: "La eomedie n ' e s t qu'un 

po r t r a i t de nos act ions et de nos diecours, et l a perfect ion 

des p o r t r a i t s consis te en l a ressemblanee. " 1 He added 

that the action should be simple and d i rec t and the charac­

t e r s should be grea t . I t i s c lear from the foregoing 

l i n e s that three of the grea tes t playwrights of a l l time 

have similar opinions about realism in comedy. 

In a very succinct manner Moli*ere se ts forth h is 

conception of the function of comedy: 

"Comme 1 'a f fa i re de l a como'dle est de representer 
en general tous l e s defauts des hommes, et :>rin-
clpalement des hommes de notre s i ec l e , 11 est 
impossible a Mollere de f a i r e aucun caractbre qui 
ne rencontre quelqu'un dans le monde; " 2 

In th i s same connection Moliere denies that he i s a r e a l i s t . 

To prove h i s point he refers to the numerous types of fops 

and nobles a t Court, whom he has never r id i cu led . He 

a s se r t s that there are twenty personnages who would lend 

themselves well to b i t t e r r i d i c u l e , and describes them as 

men who lavish pra ise ani1 f l a t t e r y indiscr iminate ly . To 

1 . Rober ts : LA POEHOJJE DE RACINE, p . 53 . 
2. "L'Impromptu de Versa i l l e s , scene 4. 
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him these persons are cheats who go from person to person 
3 

with t h e i r decei tful embraces. 

In scene 4, MoliVre sketches a character in the 

"marquis r i d i c u l e , " which he develops ful ly in Aronte of 

" le Misanthrope." In t i l ls sketch, however, he confines 

himself to describing the cha r ac t e r i s t i c s of the over-

friendly group of men who frequented the Court. From his 

description one gets a c lear idea of the embracing, the 

k iss ing of the hands, and the f l a t t e r y car r ied on by these 

affected men. Aronte presents an embodiment of everything 

charac te r i s t i c of the urchins and fops in "l'Irapromptu de 

Versa i l l e s . " The point the inves t iga tor wishes to make 

i s tha fact tha t t h i s type of effeminate man i s s t i l l 

around in socie ty , laughing and lavishing h is friendship 

on everybody he meets, and he i s as disgust ing to the men 

of today as he was to Moliere almost three hundred years 

ago. 

In a dialogue between Mile Moli;ere and Mile du 

Pare one finds the author taking one more punch a t affecta­

t ion and a l l the super la t ives per ta in ing the re to . The 

short speech gives a beautiful p o r t r a i t of the conventional 

feminine conversations, the sophis t ica ted a i r s that were 

3 . "L'Impromptu de Versa i l l e s , scene 4. H«re Moliere se t s 
the ground work for h i s most b i t t e r a t tack directed 
against the marquis, developed in "le Misanthrope." 
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used and the s i l l y ideas that prevai led. 

In scene 5, d i rec t reference i s made to Brossaut, 

author of "Le P o r t r a i t du pelndre ." In th i s scene he 

i s described as a man who i s so l i t t l e known tha t h i s name 

i s mistaken, anrf sometimes he i s ac tual ly mistaken for 

several other persons around the c i ty . In pronouncing 

Srossau t ' s name MoliVre pretends that h is memory f a i l s him, 

and he takes a long time t ry ing to get the word out of 

h i s mouth. Boursault had been very rash in h is c r i t ic i sm 

of a l l Moliere 's plays, charging tha t in "Les Precl euses 

r i d i c u l e s , " Gorgibus was dressed in old fashion c lo thes , 

and tha t Sganarelle and Arnolphe in "L'Ecole des Maris" and 

"L'Ecole des Femmes" reflected new and contemporary c lo thes . 

While replying to Boursault, MoliVre implies tha t there 

are many companions who help him p lo t , but who are ashamed 

to lend the i r s ignatures to t he i r wr i t ings . 

In the next speech, Mile Bejart says: 

"Passe pour tout cela; mais i l s a t i r i s e mfcrae 
l e s femmes dp blen, et ce me chant plai sant leur 
donne l e ti t r e d*honn%tes diablesses . " 

I t i s evident that Mollere i s here refer r ing to enemy-

c r i t i c i sm of "L'Ecole des Femmes," l i n e 1296, where 

Chrysalde says: 

"Ces dragons de vertu, ces honnetes d iablespes ," 
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Continuing h i s mockery the author says through Melle 
Moliere: 

"II faut q u ' i l en a i t tout l e soCil. " 

In short , "le P o r t r a i t du Pelndre" i s a copy 

of La Crit ique" turned ins ide out, and possessed no p a r t i ­

cular l i t e r a r y value. 

After having denied that he was making mockery 

of the Church in the so called perraons of Arnolphe to Agnes, 

Moliere renounced forever the f ight , waged over his famous 

"L'Ecole des Femmes," while saying: 

"Sur la re pons e? Ma fo l , si je l e t rouverais 
un grand fou, s ' i l se met ta i t en peine de 
repondre a l eurs invect ives , — ma meilleure 
reponse q u ' i l l eur pulsse f a i r e , c ' e a t une 
come die qui reuss isse comme tous l e s au t res . 
Voila l e vrai moyen de se venger d'eux comme i l f a i t ; 
et de l'humeur dont je l e s connais, je suis for t 
assure qu'une piece nouvelle qui leur enlevera l e 
monde, l e s fachera bi en plus que toutes l e s 
sa t i res qu'on pourra i t f a i r e de lairs personnes. " 

I t i s here that Moliere shows h i s rea l spor ts­

manship. He refuses to continue in a quarrel tha t was 

get t ing him nowhere, while declaring that he vould not 

be challenged to pa r t i c ipa t e fur ther In i t , regardless of 

what was said about hie works. He suggests th?t he has 

too much to lose , and says def in i te ly that his enemies 

have nothing to lose in such duels. Moliere did not want 

to embarrass h i s fr iends, and he was eminently correct in 
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h i s decision, 0ne desire expressed by him, i s that h i s 

enemies refrain from further c r i t ic i sm of h i s domestic 

a f f a i r s ; he f e l t that he deserved that much courtesy from 

them. 

He concludes hi n play with hearty thanks to the 

King for his support to the troop in i t s darkest days. 

_ o - O - O - O - O - 0 - 0 - 0 - 0 -



P A R T T H R E E 

THE TRIUMPH OF MOLIERE 

C H A P T E R I 

"LE TARTUFFE" 

A. - Souree8 of "Le Tartuffe." 

The origin of the word "Tartuffe" is uncertain. 

Various suggestions have been made, deriving it from the old 

French verb "trufer", which means "to deceive"; from the old 

Frenoh word "truffe, tartuffe", meaning "a truffle", consi­

dered a decayed tuber, hence a rotten, despicable thing. Some 

critics think it is Italian in origin, ooming 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, because, as 4ar as the in­

vestigator knows, Mollere did not know the German language. 

Whatever may be the origin of the word "Tartuffe", 

to many French critics the mere sound of the 

word connotes something underhanded 



- 1 0 4 -

and sugges t s a dece ive r . 

Ho play anc i en t or modern fu rn i she s the I n t r i g u e 

of " l e T a r t u f f e , " nor does any of M o l i e r e ' s p redecesso r s 

l eave t r a c e s of the c h a r a c t e r of Tar tuf fe or of Orgon. 

Therefore , " l e Tar tu f fe" i s one of M o l i e r e ' s most o r i g i n a l 

p l a y s . I t seems to be a pure product of h i s r i c h exper iences 

and genius to which he added t r a i t s and d i s p o s i t i o n s , bor­

rowed from the works of s eve ra l o t h e r a u t h o r s . I t i s c l e a r 

t h a t he took the genera l i d e a of h i s play from the "Hypo­

c r i t e s " of Scarron, which appeared in 1661, 2 

Another impor tant source of the play i s "Lo 

I p o c r i t o , " 3 of A r e t i n . This r e g u l a r I t a l i a n eomedy fu r ­

n i s h e s the o u t l i n e fo r " l e T a r t u f f e . " The s i t u a t i o n s i n 

the two p lays a r e s i m i l a r . I n the I t a l i a n p l ay , t he s t o r y 

goes as fo l lows: I p o c r i t o s e t t l e s In the home of an old 

man, and begins to dominate and to e x p l o i t the fami ly . 

1 . Turgeon and G i l l l gan : PRINCIPAL COMEDIES OF MOLIERE, 
The MacMlllan Company, New York, 193f>, p , 250. 

2 . The main c h a r a c t e r of "Les H y p o c r i t e s , " f r e r e Mart in 
would go i n t o the s t r e e t s with h i s arms c rossed , wh i l e 
looking i n every d i r e c t i o n f o r some a t t r a c t i v e lady to 
p a s s . He took p r i d e in t each ing r e l i g i o u s express ions 
to the ch i l d r en he met in the s t r e e t s . His admirers 
would run a f t e r him, begging fo r h i s p r a y e r s , and i f 
anyone asked him h i s name, he would r e p l y t h a t he was 
an animal, a b e a s t of burden. — Mlchaut: LES LT7TTES, 
pp . 87-88, 

3 . The main c h a r a c t e r s of "Lo I p o c r i t o " a r e : L i s e o , and 
o l d man, who was head of the family; h i s wi fe , Mala, 
h i s f i v e daughters and t h e i r swee thea r t s , Moland: 
MOLIERE ET LA COMEDIE ITALIENNE, p . 209. Also , 
Mlchaut: LES DEBUTS, p . 89. 
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His speeoh i s always slow and ser ious; he i s always found 

in the company of p r i e s t s and monks, dressed in a narrow 

coat. As he walks, h i s head i s held downward and h i s 

hands are folded behind him. Most of h i s time i s spent 

in temples, churches and l i b r a r i e s . On receiving g i f t s 

from his admirers he announces tha t he i s doing so on 

behalf of the poor and unfortunate people of the community. 

In short , f re re Martin has several t r a i t s in common with 

those of Tartuffe, namely: "la gourmandise" and "la 

sensua l i t e . " Both men employed the same means in ra i s ing 

the i r pres t ige and influence, tha t i s to say, each one i s 

known and characterized by his "simagrees pleuses , humanite 

f e i n t e , " and fa l se devotion. Moreover, a s imi lar weakness 

i s found in the propr ie tors in both plays: Orgon in the 

"Tartuffe," and Li seo in "Lo I p o c r i t o , " tha t i s , both men 

become fana t ica l ly devoted to t h e i r exp lo i t e r s . 

On the other hand, Ipocr i to i s far l e s s wicked 

than Tartuffe. The former i s i n t e res t ed only in h is 

personal welfare,and in leading the l i f e of a pa ra s i t e , while 

Tartuffe offors to marry h i s benefac tor ' s daughter, makes 

advances to h is wife, drives h i s son from home, and in the 

end, he i s about to drive the en t i r e family away. Ipoonto 

brings peace and consolation in to h i s f r i ends ' home, while 

Tartuffe brings in that which would f ina l ly amount to death 

and destruction to the household of h i s f r iends . 
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Final ly , Aretin p i t i e s h i s character , while 

Mollere influences his audience to fllspise Tartuffe. 

"Lo Ipocr i to" remains a pure comedy while the "Tartuffe" 

becomes a tragi-comedy. Aretin and his "Lo Ipocr i to" 

are almost forgot ten, while " le Tartuffe remains one of 

the most popular plays ever wri t ten in the French language, 

and the name of i t s author i s immortal. 

The a t t i t u d e , dress , wit , and way of l i f e of 

Tartuffe were taken from "la l-Iacette, " (seventh sa t i r e ) 

of Regnier, which i s a lso the souroe of the moral of 

"le Tartuffe." 

In Boccacio's "Nouvolle VIII , th i rd Journee," 

Moliere found the famous expression: 

"J 'a i beau etre un abbe, j e n1 en su is pas moins 
un homme. " 2 

From that sentence he was inspired to put the following 

sentence into the mouth of Tarfuffe: 

"Ah! pour e t r e devot, j e n% en su is pas moins 
homme." 3 

The philosophy of "le Tartuffe" was taken from 

1 . Mlchaut: LES DEPUTS, p . 236. 
2, Ib id . p. 89. 
3 . "Le Tartuffe" l i n e 966. 
4, "Provinciale" seventh and nineth l e t t e r s . 
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Pasca l . Moli'ere took a few ideas from Spanish sources; 

Borine 's Intervention in the quarrel r e c a l l s a scene of " 
2 

"Chi en du Ja rd in i e r . " Rotrou's "Clarice" gives insp i ­

r a t ion to Orgon's anger, aroused by Marianne's determina­

t ion to enter a convent to avoid being married to a man 

who i s not her choice. "Le Polyandre" of Sorel supplies 

the name of Mme Pern e l l e , and her personal i ty i s taken 

from Ragonde, the pr incipal character of the play mentioned 

above. 

From rea l l i f e i t i s believed tha t Moliere se lec t s 

as models: the J e su i t Rapin, the Janseni s t Deslions, 

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

Brancas. 

-o-o-o-o-

1. "Provlnciale" seventh and nineth l e t t e r s . 
2. Written by Lope de Vega. 
3 . Mlchaut: LES LUTTES, p . 91. 

L in t l lhao: LA COMEDIE, Dix-septleme si ee le , Pa r i s , 
26 Rue Racine, Vol. I l l , pp. 254-262. 

Palmer, John: MOLIERE, Brewer and Warren, I n c . , 
New York, 1930, pp. 342-856. 

L lb ra l re Larousee Par is VI. , 13 a 21 rue 
Montpamasse, et boulevard Raspall, 114, 
"Le Tartuffe ." 

Tl l ley: MOLIERE, Cambridge a t the University Press , 
1936, pp. 98-109. 
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B. - The three edi t ions of "Tartuffe. " 

Very l i t t l e i s known of the f i r s t "Tartuffe", 

except tha t i t was played a t Versa i l l e s , May 12, 1664, during 

the f e s t i v a l s of PLAISIRS DE L'lLE MCHAHTEE. This play 

contained only three a c t s , but one cannot be sure, in the 

absence of Moliere 's manuscripts, tha t those three ac ts 

cons t i tu ted a f u l l play, or , tha t they were the same three 

ac t s that have been handed down to the present generation, 

as a par t of the current f ive-ac t play. The f ac t that the 

same three ac ts were performed for a second time, a t V i l l e r -

Cot te re t s , for the King's brother, on September 25, 1664, 

would ind ica te tha t they did cons t i tu t e a complete play. 

In the f i r s t place, i t seems unlikely that Moliere would 

have dared to use an unfinished work on an occasion so 

momentous as tha t of the f e s t i v a l of PLAISIRS DE L'lLE 

ENCI:ANTEE. In the second place, he was more than for ty-

two years of age, and had long since passed the t r i a l and 

error stage of h i s experience as a dramatic producer. The 

production of "Les Precleuses r i d i c u l e s , " "L'Ecole des 

Maris ," and "L'Ecole des Femmes," had brought him great 

fame, and as he qui t the f ight with h is enemies over 

"L'Ecole des Femmes," he declared in h i s "Impromptu" that 

he would confine his future e f for t s to the production of 

more plays that pleased h i s admirers. That declarat ion 
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alone would serve to d ispe l l any bel ief in the rumor that 

charges Moli*ere with having presented an unfinished work. 

I t i s known that the Queen of Sweden, Chr is t ine , 

who was in Rome during the f i r s t presentat ion of " le Tar­

t u f f e , " wrote a l e t t e r to the French minis ter of foreign 

a f f a i r s , M. de Llonne, asking him to send her a copy of 

the play. The m i n i s t e r ' s reply, dated February 26, 1666 

reads as follows: 

"Monsieur, ce que vous me demandez de l a par t 
de l a Reine de Suede, touchant l a come die de 
TARTUFFE que Moliere avai t comraencee et n ' a jamais 
achevee, est absolutement impossible " 

Whether the minister of foreign a f fa i r s was 

ser ious about the incompleteness of the play i s a matter 

of speculat ion, but i t i s c lear tha t h i s words were moti­

vated by h i s own personal prejudice which governed h is 

opinion of the play. Thus h is l e t t e r cannot be con­

sidered as evidence to the effect that the f i r s t three 

ac ts of " l e Tartuffe" did not cons t i t u t e a complete 

play. He did not want the play used in France proper or 

outside of France, and would be expected to employ any 

excuse that would serve well h i s purpose. 

Michelet says the play was complete in three 
2 

a c t s , but the denouement remains unknown today, and 

1 . Mlchaut: LES LUTTES, p. 47. 
g. Ib id . p . 59. 
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tha t opinion seems qui te p laus ib le , In the l i g h t of the 

fac t tha t Moliere did not present incomplete plays a t 

Court or in p u b l i c 

The fac t s In the case are that Moliere presented 

the "Tartuffe" a t Versa i l les on Monday, May 12, 1664, and 

the king found I t to be "for t d i v e r t i s s a n t e , " but i t met 

with such mi l i t an t opposition from the re l ig ious leaders 

and the queen mother, Louis XIV was forced to forbid 

Mollere to perform i t in publ ic . In order to r a i se t h i s 

i n t e r d i c t i o n against the performance of h i s play, the 

author found i t necessary to make wide revis ions in i t s 

t e x t , and to suppress cer ta in l i n e s . These revis ions 

forced Moliere to recast h i s play, and when he performs 

i t in p r iva te a t Le Raincy, on September 27, 1664, and 

again on November 8, 1665, La Grange describes i t as 

"par fa i te en t ie re et achevee en cinq a c t e s . " 

The second "Tartuffe" was presented Friday, 

August 5, 1667, a t the Palais-Royal . This was a revised 

edi t ion of the old number, and was presented under the 

t i t l e of " l ' Imposteur ," and the name of the hero was no 

longer Tartuffe, but Panulphe. 2 His costume had been 

changed, and he was a man of the world, ra ther than a p r i e s t . 

1 . Mlchaut: LES LUTTES, pp. 67-72. 
2 . Turgeon and G l l l i g a n : THE PRINCIPAL COMEDIES OF MOLIERE, 

pp . 231-236. 
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This edi t ion met with the same fa te tha t overtook the f i r s t 

one. From August 8 t i l l September 7, Moliere worked feverishly 

in an effor t to obtain permission to re-open h is thea t r e . 

I t was during th i s interim tha t an admirer of Moliere 

published the "Lettre sur l a comedie de l ' Imposteur , * 

in which he analyzed the play and ably defended i t s author. 

This pamphlet i s the only current source of information 

concerning the play as i t was performed in 1667. 

On February 5, 1669, Moliere was granted Royal 

permission to perform h i s play in publ ic , and on February 9, 

1669, " le Tartuffe ," as i t ex is t s today was parformed a t 
2 

the Palais-Royal . 

F ina l ly , there wore three edi t ions of " le Tar tuffe ," 

each of which was d i f ferent from the o thers . The f i r s t 

edi t ion was in three a c t s , the second, in five ac t s , and 

the th i rd , in f ive a c t s . Each edi t ion probably showed an 

i n t e r e s t i n g development in the au tho r ' s technique in writ ing 

the play, while showing an equal development in the genius 

of the author himself. The f i r s t "Tartuffe" was wri t ten 

for the sake of giving the specta tors a good laugh, while 

r a i s i ng revenue for the ac tors ; the second one was wri t ten 

as a vindicat ion for the f i r s t edi t ion; and the th i rd 

1, This l e t t e r i s found in "Les Grands Ecriveins de la 
France, Vel. 4, pp. 529-566, 

2. Turgeon and Gil l lgan, p, 235, 
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"Tartuffe" was written in f u l l revenge for the i n s u l t s the 

author had suffered at the hands of h i s enemies. 

-o-o-o-o-o-o-o-o-o-

C. - Mol iere 's reasons for wri t ing "le Tartuffe. " 

No one knows why MoliVre se lec ted the theme of 
1 

"le Tartuffe." In h i s preface, he declares that the 

play i s not d lreoted against those who p r a c t i s e true r e l i ­

g ion, but against those who misunderstand the concepts of 

r e l i g i o n , such as Orgon, and those who misuse i t for U l t e r i o r 

reasons to deceive, as Tartuffe. In other words, Tartuffe 

represents the knaves of soc ie ty and Orgon represents the 

f o o l s , and as such, they have become universal characters 

depict ing human behavior of a l l ages . 

Mlchaut records the opinions of some c r i t i c s who 

be l i eve Moliere gave the impostor the costume of the l eaders 

of Port-Royal. M, Reoel l iau makes the observation that 

Mol iere ' s contemporaries charged that the "Compagnle du 
2 

Saint-Sacrement" was the object of h i s c r i t i c i s m . I t 

was not Tartuffe that made the great d i f ference In the play; 

I t was Orgon, the dupe of the hyp»crl te , who gave r i s e 

1 . Mlchaut: LES LUTTES, p. 93. 
2. I b i d . , p. 95. 
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to the b i t t e r c r i t i c i sm of the play. That fact would lead 

one to believe tha t Moliere 's enemies did not object so much 

to having him paint hypocri tes as they did to having him 

suggest tha t they were the victims of the hypocri tes and 

exp lo i t e r s . As a r e s u l t of that fee l ing they accused 

Moliere of act ing under the cover of f ight ing hypocrisy in 

f a l se p r i e s t s , while he ac tua l ly attacked the church. 

Today, i t i s not held that MoliVre was a t tacking the church 

when he wrote "Tartuffe." Even the Frenchmen have d i s ­

carded that notion, and the act that they decided to e lect 

him to membership in the French Academy i s a c lea r testimony 

in behalf of th i s opinion. Mollere believed that there were 

those who were accusing him of Impiety who were far l e s s 

serious about t h e i r r e l ig ion than he was about h is own. 

When he, accompanied by Bolleau, paid a v i s i t to Lamoignon, 

in an effort to persuade him to l i f t the i n t e r d i c t placed 

against the performance of "le Tartuffe," the churchman 

p o l i t e l y refused t h e i r request , and when i t was c lear to him 

that they wanted to remain for an addi t ional few moments 

to discuss the matter, he said: 

"Messiers, voue voyez q u ' i l est pros de midl; j e 
manquerais l a messe si j e m'ar re te plus longtemps. 

I t i s believed that Moliere hap tha t conversation In mind 

when he causes Tartuffe to say to Cleante: 
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"II es t monsieur, t r o i e heures e t demle. " 

F ina l ly , i t seems tha t Moliere i s a t tacking his 

personal enemies in h i s play ra ther than the church i t s e l f . 

The b i t t e r n e s s tha t f i l l s the play from one end to the 

other eas i ly sus ta ins t h i s be l ief . Besides, the author 

had l ived under the influence of the J e su i t s when he was 

in attendence at the College de Clermont, thus, i t i s hardly 

p laus ib le to think that he would c r i t i c i z e them, "La Com-

pagni e du Saint-Sacrement" was outlawed by anact of Pa r l i a ­

ment in 1660, a f t e r which time, t h e i r a c t i v i t i e s were 

conducted with such secrecy that the de t a i l s of them were 

never apprehended. 

I t I s well known that Moliere had d i f f i c u l t i e s with 

the p r i e s t s while he was t r ave l l ing in the Provinces, but 

Conti saved him, and protected him. Later , Conti withdrew 

h i s support from him, thus, forcing him to leave Southern 

France, from where he went to Rouen and P a r i s . I t 

must have been a b i t t e r blow to Moliere to lose h i s place, 

due to the i n t r i gue of the "devots ," but I t seems tha t he 

forgave them everything a f t e r h i s return to P a r i s . 

In conclusion, there i s l i t t l e reason to believe 

tha t anyone ever knew why Mollere elected to wri te " le 

Tar tuffe ." He had Just won h i s f ight against h is enemies 

1. Lafenestre: MOLIERE, pp. 18-25. 
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who objected to h i s successes, earned by the production of 

hie e a r l i e r plays. He had l i t t l e reason to have a grudge 

against the Church, the Brotherhood, or any of the other 

i n s t i t u t i o n s which are l i s t e d as the victims of his invec­

t i v e s . There i s no doubt tha t he did turn fu l l weight of 

h i s wrath against those persons who succeeded in preventing 

the production of "le Tartuffe." Final ly , whatever may have 

been h i s o r ig ina l purpose for wri t ing th i s play, H became 

the most successful and most popular examples of h is t hea t r e . 

Between the year 1680 and 1932 i t was presented 2256 times 

a t LA COMEDIE-FRANCAISE, the highest score recorded by any 

of h i s plays . 

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

-o-o-o-o-o-o-o-

D, - The Development of the Character of Tartuffe. 

When Moliere introduced Tartuffe to the French 

s tage, he gave the world a new type of character , one that 

wris not an embodiment of humours, in the s ty le of Ben Jonson, 

nor a clown, so common to I t a l i a n drama. Instead of posses­

sing those fea tures , Tartuffe i s one of the world 's g rea tes t 
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dramatic characters ; one tha t breathes, ea t s , drinks, and 

behaves generally as a human being of any given l o c a l i t y , 

epoch, or na t i o n a l i t y . In h i s development of th i s charac­

t e r , Moliere gives the f i r s t real display of h i s genius. 

Tartuffe possesses three q u a l i t i e s , and three 

only: r e l ig ious hypocrlcy, lasclviouaness , and the love 

of power, and there i s not a word that he u t t e r s which i s 

not impregnated with one or a l l of these . Here i s vice 

in i t s meanest and most repuls ive forms, which has been 

endowed with awful grandeur. In h is f i r s t speech he gives 

evidence of h i s f a l se p ie ty as he says: 

"SI l ' o n vient pour me voir , Je vais auxprlsonniers 
Des aumdnes que j ' a l partager l e s de jp ie rs . 2 

On del iver ing these l i n e s , he i s greeted with laughter , and 

the fun continues as he takes out h i s handkerchief and 

begs Dorine to cover her bosom. Throughout the scene with 

Elmire, ( l i ne s 933-960, and 966-1000) the incongruity of 

t h i s s tout , handsome sa in t making love to h i s benefactor ' s 

wife in language which i s a strange compound of ga l lan t ry 

and mysticism provokes as much r i d i cu l e as disgust . Here, 

Tartuffe i s a purely burlesque representat ion of r e l ig ion , 

a fact which the following l i n e s wi l l a t t e s t : 

1. Landmarks in French L i t e r a tu re , Henry Holt and Co., 
New York, 1912, p . 83. 

2. Reminiscent of LES HYPOCRITES of Scarron: " I I ne bougealt 
des pr isons , 11 prechai t devant l e s p r l sonn le r s . " I t i s 
i n t e r e s t i n g to point out tha t the members of the "Salnt-
Sacrement" were great v i s i t o r s of the pr i sons . 
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"AhJ pour e*tre devot, je n'en suis pae 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, olothed in terms that cause Orgon 

to believe in him more than ever before. The hypocrite begins: 

"Oui, mon frere, je suis un m£chant, un coupable, 
Le plus grand se£lerat qui jamais ait 6t£; 
Chaque instant de ma vie est charge de souillures; 
Elle n'est qu'un amas de crimes et d'ordures; 
Et Je vols que le Ciel, pour ma punition 
Me veut mortlfler en cette occasion." 

(lines 1074-1079) 

On hearing these words of the hypocrite, Orgon be­

comes one of the most ridiculous characters in the whole thea­

tre of Mollere, as he rune down the street, crying and shaking 

his fists at his son, whom he has just driven from the house. 

Tartuffe is made guardian of the entire estate, and receives 

permission to visit Elmire as often ae he sees fit to do so. 

The Tartuffef8 reaction to all thie Is summarized in one line: 

"La volonte du Clel soit falte en toute chose." 
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In the second scene with Elmire, the comic effect i s sus­

tained by the presence of Orgon under the t ab l e . In the 

fourth scene of the Fif th Act. , when M. Loyal a r r ives with 

the order for Orgon and h i s family to quit t he i r home, the 

s i tua t ion i s saved from becoming too t rag ic par t ly by the 

comic f i r u r e of M. Loyal himself, and par t ly by the i n t e r ­

vention of the i r r e p r e s s i b l e Dorine, the shrewd maid, whose 

personal i ty i s further developed in the character of Toinette 

in " le Malade imaginaire. I t i s not t i l l the l a s t verse 

in the play tha t Tartuffe becomes r ea l l y t e r r i b l e , and then 

only for a br ief period, for , as soon as he has cal led to 

the of f icer to a r r e s t Orgon, he himself i s recognized as 

a criminal of long standing, i s a r res ted , an? his power for 

evi l i s broken forever. 

While Tartuffe i s a character of comedy, and on 

the whole, he i n sp i r e s r i d i c u l e rr.ther than t e r ro r , he i s 

also a wicked scoundrel. Molibre unes two Acts of the play 

in preparing h i s audience for the -.d^ent of the pr incipal 

character . iVhen he a r r ives , the audience knows to expect 

a f a t , red-faced, hearty ea ter . I t knows further tha t 

Orgon i s g rea t ly infatuated to him,due to hia famous expres­

sion of p i ty : 

"Le pauvre homme!," 
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In h i s chapter "De l a Mode," La Bruyere c r i t i c i z e s 

Tartuffe as an overdrawn f igure , but t h i s opinion I s not 

held by some other c r i t i c s , who maintain th*>t Moliere 

presents a careful ly f inished and fai thful p o r t r a i t of a 

r e l ig ious hypocr i te . Tartuffe has two s ides , an outer man, 

and an inner man. Bruyere evidently, saw only the outer 

man. The outerman i s comic; the inner man i s s i n i s t e r . 

Tartuffe i s sensual, covetous, and v ind ic t ive , and i t i s 

h i s sensual i ty tha t brings him to his downfall. 
2 

Lemaltre expresses the bel ief tha t Moliere 

presents two Tartuffes; the f i r s t one i s a bee t l e , a church 

mouse. He eats in the manner of a h <g; he 1B ugly and 

repuls ive . In the f i r s t two Acts, he resembles f re re 

Martin in "Les Hypocri tes ," whose act ions were mechanical 

and habi tual r a the r than s p i r i t u a l . Thus, the f i r s t 

Tartuffe i s a l i b e r t i n e . 

Orgon i s a wealthy bourgeois who i s quite stupid 

in h is manners and b e l i e f s . He has probably been fa i thfu l 

to the King during the recent Fronde, for which he was 

beaut i fu l ly rewarded at the end of the play. Though in ­

s ip id by na ture , he i e very Jealous of his economic s t a tus , 

and would be slow to accept a wretch on even ^erms with 

himself and to offer h i s daughter to him in marriage. 

1. Ti l ley: Mollere, p . 112. 
2. Les Impressions, pp. 37-48. 
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Moli*ere knew human nature too well to f a l l to recognize 

that fac t , therefore , he created a second Tartuffe. The 

f i r s t Tartuffe was not seen by the audience; he i s known 

to i t only by the descr ipt ion given by cer ta in members 

of Orgon's family. The second Tartuffe i s the one which 

came walking on to the s tage , handing Dorine the handker­

chief to be used in covering h«r bosom. Lemaitre thinks 

tha t Moliere did not take the pains to make the second 

Tartuffe harmonize with the f i r s t one. The same authori ty 

describes the f i r s t Tartuffe af harmless, while the second 

one i s extremely dangerous and adventurous. In order to 

mike him wicked ra ther than innocent, Moliere gave Tartuffe 

a great deal of wit and f inesse , in fac t , he i s one of the 

c leveres t of Moliere 's charac ters . He remains a hypocri te 

throughout the play, and there i s no doubt about him on t h i s 

count a t any t ime. In c rea t ing Tartuffe the author d i rec t s 

h i s s a t i r e in such manner th t i t i s not confined to any 

given person or p a r t i c u l a r age. He represents hyporrisy 

of a l l ages regardless to cas te or c l a s s . 

He assures Cleante that he accepts Orgon's house­

hold In order to prevent i t from f a l l i n g into the hands of 

some wicked person who might exploit h i s oppor tuni t ies . 

Therefore, he does the family a p a r t i c u l a r service when he 

allows himself to become oustodian of i t s property. On 

being to ld by Cleante tha t a b e t t e r service could be rendered 

to the family, and to the neighborhood, i f the impostor 
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changed h is locus, the baffled Tartuffe dismissed the sub­

j e c t by saying: 

"II est Monsieur, t r o i s heures et demle: 
Certain devoir pleux me demonde la -haut 
Et vous ra'excuserez de vous q u i t t e r si t o t . 1 

Even a f t e r he has walked into the trap se t for 

him by Elmire, which r e s u l t s in the disi l lusionment of 

Urgon, Tartuffe t r i e s once more to use h i s chicanery, but 

t h i s time h is deceit f a l l s him. Immediately the Impostor 

takes off h i s mask of hypocrisy and displays the wicked 

monster he has always been. I t i s here the.t he becomes a 

t r ag ic f igure , dr iving h i s benefactor out of doors as he 

shouts: 

"C'est a vous d'en s o r t i r , vous qui parlez en maltre 
La mal son m'appart ient , jo l e feral connaltre 
Et vous montrerai bien qu'en vain on a recours, 
Pour me chercher quere l le , a ces laches detours, 
Qu'on n ' e s t pas ou l ' o n pense en me fa lsant in ju re , 
Que J ' a i de quoi confondre et punir 1'imposture 
Venger l e ci el qu'on blespe, et f a i r e repent l r 
Ceux qui par lent i c i de me fa i re s o r t i r . 

(Lines 1556-64) 

1. I t seems that Moliere i s making mockery of Lamoignon, 
by whom he and Boileau were insu l ted when they sought 
to have him l i f t h i s i n t e r d i c t from the "Tartuffe," as 
he Baid to them: "Messieurs, vous voyez q u ' i l est 
prfce de midi; Je monquerais l a messe si je m 'a r re ta l s 
plus longtempo. — LES CLESSIQUES POUR TOUS, p. 61 . 
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At t h i s point in the play, Orgon becomes the 

most pa the t ic character in Moliere 's th.-atr^, as he r ea l i ze s 

h i s great mistake; and repents for h is having had too much 

confidence in on impostor. The pi ty of the audience must 

r i s e to i t s highest point as the old bourgeois, shaking 

from head to foot u t t e r s the following words: 

"Ma f o i , je sui s confus et n ' a l pas l i e u de r i r e . " 
Je vols ma faute aux choses q u ' i l me d i t , 
Et l a donation m'embarrasse 1 ' e s p r i t . " 

Thoroughly punished for his s tup id i ty , Or^on 

resolves himself to h i s fa te , Molibre has solved h is 

t h e s i s , which may be s t a t ed in the following sentence: 

"Over-confidence 1 s as des t ruc t ive as a complete 
lack of confidence," 1 

How, Molibr'i has finished h i s story and everybody 

understands i t s impl icat ions . Priesthood has been t rea ted 

with the b i t t e r e s t irony evrr used by a s a t i r i s t , and hypo­

c r i sy has been subjected to i t s most daring exposure. The 

victim of the h; pocri te has taken h i s share of punishment, 

thus becomirig an example to be held before others who bel ieve 

too strongly without f i r s t examining t h e i r reasons for such 

credence. 

The f i f th Act, with i t s in tervent ion of the King, 

1. MoliVre develops on opposite theme in h i s "Dom Juam. " 
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i s a mere pos tc r lp t of the s t ruggle . Mollere has been saved 

by the King in h i s f ight with h i s enemies of the production 

of " le Tartuffe ," and as an expression of appreciation on th*> 

par t of the author, betakes the King for h i s "deus ex raachinai' 

The innocent, but r id icu lous Orgon i s f ina l ly rewarded, "h i l e 

the impostor I s punished by Royal po*,'er i t s e l f . 

-o-o-o-o-o-o-o-

E. - The "Denouement". 

The denouement of the f i r s t "Tartuffe" remains 

unknown today. John Palmer i s of t..e be l ie f tha t in the 

f i r s t edi t ion of the play there was no unmasking of the 

hypocri te , and there ^as no s i n i s t e r triumph for him, AT 

the same time, he doubts that the i n t erven Hon of the King 

appeared in t h i s version. According to that au thor i ty , those 

elements represent l>.ter developments imposed upon Moliere when 

h i s play, begun as a d iver t ing comedy, became a serious 

moral i ty . I t would seem thut the climax of the old version 

came a t the end of the t h i rd Act, which i s p r ac t i c a l l y the 

same as the t h i rd Act of the present version: Tartuffe 

makes an attempt upon the v i r t ue of Elmire; he i s denounced 

by her; Orgon hears about the a f ' a i r , and ^ i I s to b r i e v e 

i t . The play closes with the infa tuated husband i n s i s t i n g 
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t h a t Tartuffe wi l l be permittod to enjoy the company of 

Elmire a t w i l l . Thus, the edi t ion of 1664 closed in a shont 

of laughter a t the expense of the dupe, Or,-on; and not, as 

in the f ina l version, in salutary of royal j u s t i c e . The 
i 

e a r l i e r conclusion i s admittedly cynical ; the impostor 

triumphs while the crowd laughs a t h is admirer. I f such 

a play had a moral, i t would have to be s ta ted thus: 

"Hypocrisy pays ." 

F ina l ly , i t seems tha t the e a r l i e r version of " l e 

Tar tuffe ," corresponded more with the s p i r i t of Moliere as 

of the second period of h i s dramatic development. This 

play was produced for the primary purpose of mi sing revenue 

and crea t ing laughter . ^e had pledged to wri te more plays 

tha t would please the spec ta to rs , and he was following that 

idea when he presented a g rea t ly improved edit ion of the 

conventional theme of "the hypocr i te . " The f ight tha t 

ensued between the author and high churchmen, based on moral 

grounds, reached such a furious s t a t e , th<-t Moliere was 

forced to change h i s comic s a t i r e "in t; ree a c t s " to a 

flmorality play in five a c t s . " The addit ion of the fourth 

and f i f t h Acts of the play ce r t a in ly must have enta i led 

a sweeping recas t ing of the ac ts already in existence, 

however, i t does not appear from mcag r evidences ava i lab le , 

thot the general d ispos i t ion of material was ser iously 

disturbed. Moliere 's achievement in r ec«s t in r t h i s play i s 
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nothing l e s s than miraculous. The t ruth of the old 

proverb which says: "Tr ia l s and t r ibu la ' ions serve to moke 

men and not to break them," ce r ta in ly obtains in t h i s work. 

The au thor ' s enemies sought to crush him by means of 

destroying h i s play, but while so doing, they made him un­

doubtedly the grea tes t comedy wr i te r in the h i s to ry of 

French l i t e r a t u r e , and the presentat ion of the "Tartuffe" 

represents the beginning of the th i rd period of his drama­

t i c career , and trie f i r s t in a ser ies of h i s great master­

p ieces . 

-o-o-o-o-o-o-o-o-o-



P A R T I S J S J S E 

C H A P T J R I I 

"DOM JUAM" 

A. - Sources of "Pom Juan" . 

Af ter M o l i e r e ' s d i s a p p o i n t i n g exper iences with 

the p roduc t ion of h i s " T a r t u f f e , " he found himself wi thout 

a nei- p l a y to be p resen ted to h i s newly won audience . At 

the r e q u e s t of h i s comrades, he produced h i s own v e r s i o n f 

t h e popula r theme t h e legend of "Bom Juan" . This 

legend has i t s o r i g i n in Spanish l i t e r a t u r e , beginning wit'-

"El Bur lador de S e v l l l a y Combibado de P i e d r a , " a t r agedy , 

w r i t t e n by Tirso de Molina. This theme did no t pass 

d i r e c t l y from Spain to F r n c e , a s one may be l e d to b e l i e v e ; 

i t found i t s way i n t o France by t h e way of I t a l y , and by 

means of I t a l i a n p l a y e r s . Two a u t h o r s : Ci cognlni and 

G l l l b e r t o , 1 imitated this play rt nearly the same time, 

under the t i t le of "II convi tato dl piedra." 2 

Unfor tuna te ly t he p lay w r i t t e n by Gi lber to i s l o s t , bu t i t 

1 . Michaut: LES LTTTTMS DEMOLIEKE, pp. 134-141. 
P Moland: MOLIERE ET LA CHMEDIE ITALIE1WE, p . 1 9 1 , 
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appears that it was a close imitation of the original 

Spanish. 

It ie known that in the lost work, Dom Juan's valet 

was Trivelln, however, in the edition that has been preserved, 

Dominique has replaced Trivelln as a valet of Dora Juan. 

Between the appearance of the lost edition of Gilberto and 

that of the edition that was preserved, several French 

versions of the play were produced, with those of Dorimon 

and Vllliers assuming the greatest importanoe. 3. 

Cioognlni's play came at a date that remains 

uncertain, but it is rather certain that Gilberto presented 

his play in 1652,^ The writers of the "comedia deil'arte" 

copied from Cioognlni in preparing ''un scenario comlque", 

which was p|4yed by Italian actors at the Petit-Bourdon, 

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 Lyon, in 1659, the 

full title of which was "Festin de Pierre ou le fils crlml-

nel", a tragi-comedy In five acts, written in verse. Mlchaut 

thinks Dorimon used the edition written by Gilberto.2 

1. Moland: MOLIERE ST V COMEDIE ITALIEUNE, pp. 190-193. 

LES LUTTES DE MOLIERE, p. 141. 
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In 1661, Vi l l e r s presented a t rans la t ion or a new 

adaptat ion, under the same t i t l e : "Festin de P i e r r e , ou 

l e f i l s c r iminel , " wri t ten along the same model. 

V i l l i ers spoke of hie play as " la tragi-come die , 

t r adu l t e de l ' l t a l i e n en Franca i s . " I t appears cer ta in 

tha t Moliere consulted the works of Dorimon and V i l ' i e r s 

before he drafted the ou t l ine of h i s own "Dom Juan," and he 

probably went to Ci cognlni for several d e t a i l s of the 

s tory; I t was h i s good fortune to see the play presented 

by I t a l i a n ac tors as early as the year 1658, In 1659, 

Moliere witnessed the same play a t the Hotel de Bourgogne, 

under tho t i t l e of " le Fest in de P i e r r e , " writ ten by Vi l l i e r s . 

i ' a ter , in 1661 Dorimon's edi t ion was presented, and MoliVre 

was one of the spectators who cheered i t . I t i s believed 

that Mollere received h i s t o t a l Insp i ra t ion for wri t ing his 

"Dom Juan" from the above named plays , which 1s to say tha t 

"El Burlador de Sev i l l a " had l i t t l e effect on the great 

French legend of 1665, though the events of Moliere 's play 

a re qui te s imi lar to those of the Spanish o r i g i n a l . I t i s 

of the grea tes t importance to point out the fact that T i r so ' s 

play i s wri t ten in three Acts, with the f i r s t Act containing 

eighteen scenes; the second Act has twenty scenes, and 

the t h i r d Act i s composed of twenty-seven scenes. s Llke-

1 . "Dom J u a n , " CLAHSIQUE-LAROUSSE, P r e f a c e . 
2 . COLECCIOH DE LOS MEJORES AT7T0RES A"TIGU0S Y MODERNOS, 

NACIOHALES Y EXTRANJEROS, Tomo 105: "EL Bur lador de 
S e v i l l a y Convidado de P i e d r a . " 
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wise , T i r s o ' s p lay i s i n t e r e s t i n g because i t f a l l s i n t o the 

ca t egory of "Royal p l a y s , " due to the f a c t t h a t some of i t s 

c h a r a c t e r s belong to the Spanish Royal fami ly . On t h e 

o t h e r hand, the c i rcumstances and d e t a i l s of t h e s to ry as 

they appear i n t h e e d i t i o n s of Cicognini and V i l l i e r s a r e 

q u i t e d i f f e r e n t from the c i rcumstances and d e t a i l s of 

"El B u r l a d o r . " The French p lays a re very s i m i l a r to the 

I t a l i a n p l ays from which they were copied. The a d d i t i o n s 

t h a t MoliVre b r i n g s to h i s I t a l i a n o r i g i n a l s or models, 

bea r no resemblance to "El B u r l a d o r . " The personnages of 

t h e Spanish p lay which were suppressed by the I t a l i a n s were 

not r e - i n t r o d u c e d by Mol ibre . The t r a i t s of haugh t iness 

and w o r l d l i n e s s a r e common to a l l the "Dm Juons , " the 

Spanish , t h e French, and the I t a l i a n , but t he wickedness, 

i r r e l i g i o n , and t h e agg re s s ive and i r o n i c unbe l i e f a r e 

found only i n Mol iVre ' s p l a y , andpn h i s I t a l i a n models. 

I n many r e s p e c t s the heroes i n t h e p l a y s of 

Dorimon and V i l l i e r s a r e b o l d e r i n express ing t h e i r un­

b e l i e f than Mol iVre ' s Dom Juan , y e t , no one charged Dorimon 

and V i l l i e r s with be ing impious . H e re i s anexomple taken 

from Dorimon' s p lay : 

"Mon d e s t i n e s t e c r i t mfcme des be rceau , 
Et l ' e n d r o i t e s t marque nui s e r a mon t o m b e a u . . . . 
Si l e c i e l a t t a q u a i t , j e l u i f e r a i s l a gue r r e ; 
Tout au moins j e mourrals dans c e t t e v o l o n t e . 

T~.—"SSI Bur lador" has twenty-two main c h a r a c t e r s , t en of 
which a r e members of the Royal o r nob le c l a s s e s . ~ 
BIBLIOTECA UNIVERSAL, Tomo, 105. 
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The following, l i ne s are taken from V i l l i e r s ' play: 

"Apprends, apprends, Espri t ignorant et temide, 
Que l e feu, l e v io l , l e fer , l e pa r r ic ide , 
Et tout ce dont tu m'as el bi en entretenu, 
Passe dans mon esp r i t ofomrae non advenu. 
S ' i l en resf-e, ce n ' e s t qu'une idee agreable 
Qulconque v l t a lns i ne peut e t re blamable: 
I I su i t l e s sentiments de l a Nature, Enfin, 
Soit que Je sols ou lo in ou proche de ma f i n , 
Sache que ni l e c ie l nl l ' e n f e r ne me touche." x 

Those words are far more daring in nature than 

those of MoliVre's hero. Moreover, the heroes in the plays 

of Dorimon and V i l l i e r s d i rec t t he i r Impious words to the 

s t a tue , while in MoliVre's play, there i s only the va le t , 

Sganarelle, who hears the boastful words: WI bel ieve that 

two and two are four, and tha t four and four are e ight !" 

However, MoliVre gives h i s r r lnc i i , a i character a p res t ige 

tha t i s not found in the v;orks of h is predecessors. This 

may have been a necessary dramatic procedure on the part 

of the author to reclaim the lof ty place for Dom j'uan, whi ch 

he has Just l o s t in h is unsuccessful attempt to persuade 

"le pauvre" to blaspheme. 

The question which a r i s e s now i s : "*!/hy does the 

Church take exception to Moliere 's play, while i t merely 

laughs a t the plays of Dorimon and V i l l i e r s ? " Several 

answers may be given. In the f i r s t place, the ea r l i e r 

1. These two ex t rac t s are taken from Mlchaut's LES LTTTSS 
DE MOLIERE, pp; 176-179. 



- 131-

verpions of "Dom Juan" are pure farces , withoat much sol id 

mater ia l , or a moral. The theme comes from a play th^t I s 

l i s t e d as "high Spanish drama; " the said theme had become 

t r a d i t i o n a l and very popular before Moliere became famous, 

due to the fact tha t there were no t races of irony or sarcasm 

d i r e c t e d towards re l ig ious l eade r s . In the case of Moliere, 

there were many persons who thought, not ."ithout good 

reasons, tha t the author had u l t e r i o r motives for presenting 

h i s "Dom Juan," &* was having gr^at d i f f i cu l ty in presenting 

" le Tar tuffe ," due to the opposition of those who suspected 

h i s good in ten t ions in staging that play. in the second 

p lace , Moliere 's "Dom Juan" has a noral , and the audience 

did not f a i l to appreciate i t s impl icat ions . Dom Juan of 

MoliVre had become a legend "in the f l e s h , " to a t i s to say, 

Moliere had copied many of hie t r r i t s from people vhom he 

had ac tua l ly ne t . I t was a def ini te c r i t i c i sm of the 

n o b i l i t y tha t existed a t the Court of Louis XIV. Thus, 

i t was the r e a l i s t i c elements in "Don Juan" which gave r i s e 

to such a storm of pro tes t agains t i t . F inal ly i t was the 

consensus of opinion tha t Moliere WK.S an open enemy to the 

Church, and anything he said or wrote was receive*-! with 

the g rea tes t suspicion of impiety. 

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

from the works of Dorimon and V i l l i e r s , in whose plays, 

i t formed an in teg ra l port of the- i n t r i g u e . 

1 . LES LUTT^S, p . 166. 
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Da the buffoonery of the supper, In the scene of 

M. Dlmanche and Sganarelle, and even In the scene of M. Di-

manche and Dom Juan, Moliere is deliberately seeking to cre­

ate laughter.1 

It appears that Mollere 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 fourth act 

of his play a scene which his predecessors have placed at 

the beginning of their plays. Moreover, Sganarelle, the 

valet in Moliere'B play has his own individuality, which is 

not the case with either Briguelle or Philippin.2 Sgana­

relle could not resist the temptation of money, which Is 

clearly seen as he shouts to the beggar: 

"Va, va, jure un peu, il n^y a pas de mal." s 

The denouement is traditional and is common to 

all editions of the legend. 

The foregoing pages present a rather complete 

picture of the sources from which Moliere copied his material 

for his play, or from which his predecessors copied. 

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

Sganarelle i n i t i a t e s the pl&y with h i s s t r ik ing 

descript ion of h i s master, Dom Juan: 

"Eh! mon pauvre Guman, mon ami, tu ne sa l s pas encore, 
croiB-moi, quel homme est Dom Juan que tu 
vols Dom Juan, mon roaltre, un chi en, un diable, un 
Turc, un here"tique, qui ne c ro l t ni C1el, ni Enfer, 
ni loupgarou, qui passe ce t t e vie en ve r i t ab le bete 
b ru te , un pourceau d'Epicure Un mariage ne lu l 
coute r ien a contractor e ' e s t un epousetra. 
toutes mains." 1 

From those l i n e s i t i s c lenr to the reader that he i s 

about to read a story of an outlaw, a criminal , or an 

unscrupulous man. But, before those l i n e s are well digested, 

Sganarelle makes another statement which sounds the keynote 

of the whole play: 

"Mais un grand seigneur mechont homme est une t e r r i b l e 
chose." "A f ine gentleman, de l ibera te ly wicked 
i s a t e r r i b l e th ing . " 

When Dom J&an appears on the r t age , he leaves 

nothing to doubt v i th references to his general dispos-'tion. 

He i s wicked simply for the pleasure he derives from such 

leading such l i f e ; he bel ieves ne i ther In God nor the 

Devil; he gains pleasure from h i s seducive a r t s and the 

de l ibe ra te corruption of the innocent. He 1s a man who 

can look h i s wickedness in the face, viewing i t with admi-

1 . "Dom Juan," Act I , scene 1. 
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r a t i o n , and when Sganarelle ventures to deprecate hi* 

mockery of the sacred mystery of marriage, he repl i ef= 

"Va, va, e ' e s t une a f ' a i r e entre l e Ci el et moi, 
et nous 1P demelerons Men ensemble , sans ouO 
tu t* en mettes en peine. " 1 

Those l i n e s would seem to deny the statement 

that Dom Juan does not believe in God. Hovever, a l i t t l e 

addi t ional reading reveals tl at Dom Juan's words are worth 

very l i t t l e more than those of Tartuffe, especially in 

the t h i r d scena of the f i r s t Act, where ELvlre appears, 

begging h^r husband to come hom^ with her . To her great 

sorrow, she learns from Sganarelle the reason for her 

d i f f i c u l t i e s in persuading her husband to conduct himself 

in the manner of a married man. Sganarelle t e l l s her 

the story in these words: 

"Madame, l e s conquerants,Alexandre et l e s aut res 
mondes sonticauses de notre depar t ." 2 

1, All t h i s i s new to the legend. Neither the I t a l i a n 
nor the French models from which the play was drawn, 
nor even the Spanish or ig ina l of Ti rso contains any­
thing in the l e a s t degree comparable with th i s pre­
liminary exposit ion. 

2. I t i s here that MoliVre announces that '.o i s going-
to present a play of the "hproic" type, s imilar to 
the superhuman characters of Cornei l le . 
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On hearing those words spoken by her husband's 

va l e t , Elmire r e t o r t s with one of the most important remarks 

made throughout the whole play: 

"Mais sache que ton crime ne demeurera pas lmpuni , 
et que l e meme Ci el dontjtu te joues me saura 
venger de ta perfidie. 

With the foregoing scenes and incidents the main 

characters have b-;en introduced to the audience, which 

now has only to wait to see how the author develops h i s the-

8l s: 

"A f ine gentleman, de l ibera te ly wicked, I s a tpr^ lb le 
th ing . " 

The emphasis l a i d by MoliVre on the i n t e l l e c t u a l 

arrogance of h i s hero, as distinguished from the common­

place sexual i ty of h is predecessors, not only puts the 

comedy in a different rank, but i t also serves to comple­

t e ly change i t s tone and ca l i b r e . In the "Tartuffe" 

Moliere useB two fu l l ac t s to prepare h i s audience for the 

entrance of h i s hero; but , in "Dom Juan," he finds i t 

necessF.ry to devote only two scenes to such preparat ion. 

1 . I t i s here tha t Moliere makes h is f i r s t preparation 
for h ' s denouement. "Dom Juan, Classl que-Larousse. 
This b i t of a r t i s t i c planning adds to 'the general 
improvement that the author brings to hi sseveral 
models of the popular theme of "Le Fest in de P i e r r e . " 
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C. - Development of the character of Dom Juan. 

In the plays of Dorimon and V i l l i e r s , the story 

begins with a conversation in which the king deplores the 

conduct of ĥ  s noble, Don Juan, * and t r i e s to find some 

means by which the l i b e r t i n can be reformed. Further in 

the play, Don Juan appears on the s tage , h is va le t , whose 

name i s Arlequin, i s already standing there holding a 

l an te rn on the edge of a Spanish sword, which he drops to 

the f loor , causing the spectators to laugh h e a r t i l y . 

Then, accompanied by h i s va l e t , Don Juan goes to the home 

of the Commander, seeking the hand of h i s daughter. Dona 

Anna. He leaves h i s va le t on the outside a t the door, 

dressed in pol ice c lothes In order to prevent any other 

person from enter ing. The enraged Commander chases Don 

Juan from the house, pursues him for some distance down 

the road where a f ight ensues between the two men, as 

r e s u l t of which, the Commander loses h i s l i f e . Don Juan 

escapes, leaving Dona Anna seeking vengeance from the King 

p 
for the death of her fa ther . 

Likewise, in these e a r l i e r plays, Don Juan 's 

v a l e t I s offered a reward for the capture of the murderer 

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

1 , Moland: MOLIERE FT LA COMEDIE ITALIANS, p . 191 . 
2. The s i t a u t l o n r e c a l l s a s imi lar incident In " le Ci d." 
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Don Juan becomes suspicious, demands Arlequin to exchange 

c lothes with h i s master for the best i n t e r e s t o-f the 

l r t t e r . Arlequin refuses to make the exchange of clothes 

with Don Juan; l a t e r , he receives a purse from an of f icer 

with the understanding that he would furnish information 

leading to the a r r e s t of Don Juan, but he f a i l s to produce 

any useful information. 

Thus, in the f l r r t Act of the e a r l i e r French 

vers ions of "Dom Juan," a c r i s i s has occurred, a murder 

has been committed and a reward has been offered to the 

murderer 's vo le t , n^o i s expected to a s s i s t in bringing 
h i s master under a r r e s t . Though there has been a great 

deal of act ion in th i s Act, the play i s held s t r i c t l y to 

the l i t e r a r y level of farce . Even the scene in which 

the Commander i s k i l l e d , the audience never ceases to 

laugh. 

In MoliVre's play, the f i r s t Act serves only as 

an exposit ion, in which on introduction of the hero i s 

given. During t h i s exposition i t i s learned that Dom 

Juan has stolen ELvire from the convent, married her 

and deserted her, and tha t i s about a l l there i s of import­

ance. 

The contras t between the second Act and MoliVre's 

play and the second Act of h is raodela i s also quite i n t e r e s ­

t i ng . In the second Act of "II Convitato dl Pi e r t r a , " as 

well as in the case of t'-e French adaptations of t h i s play, 
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Don Juan and his vale t me^t Rosalba, a peasant young woman, 

bus i ly engaged with her f ishlug chores at the senshore. 

Don Juan asks her to marry him, ahe agrees. v;hen the 

appointed t ime ,a r r ives , he disappoints her , while d i rec t ­

ing her to consult h is valet for the change of p lans . 

When she v i s i t s the v a l e t , he showc- her a long l i s t of 

the names of women who had been previously disappointed 

by the seducer. 

In the second Act of Moliere 's play, the shepherds 

and shepherdesses are eh?nged to t rue French peasants of 

"L'IIe-de-France. " Of these peasants, Charlotte appears 

to be the most i n t e r e s t i n g . When Dom Juan begins h is 

f l i r t a t i o n with her she informs h i s a t once tha t she 

possesses great se l f -pr ide as she says: 

"Je suis une pauvre paysonne; mal s j ' a i l 'honneur 
en recommendation, et j ' a i m e r a i s mieux me voir 
morte que de me voir deshonor^e." 3 

That expression coming from Charlot te may well represent 

the a t t i t u d e of MoliVre where the French peasants are 

concerned. I t seems tha t he i s very sympathetic with them, 

1 . I t I s from V i l l i e r s that MoliVre copies the idea of 
making Dom Juan a great seducer. 

2. In the edit ion of V i l l i e r s , the characters are 
shepherds. 

3 . Charlotte usee the patois in her speech. Moliere, 
•borrows t h i s t r a i t from Cyrano de Bergerac 's "Pedant 

Joue." 
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and he does not permit Charlotte to become suf f ic ien t ly 

in fa tua ted to go out and drown hersel f because Dom Juan 

i s not serious with her, as Rosalba had done in "II Con-

vl ta to dl Pi edra. " 

Scene four of Act I I drops to the lowest s t a te 

of farce as Dom Juan t r i e s to t a lk to two women simultaneous­

l y . The purpose of t h i s episode i s to give the audience 

a good laugh, and thereby re l ieve some of the seriousness 

of tone that takes place in the niece as the herb grows pro­
gress ive ly worse with regards to morals. * The nonsense 

i s brought to an abrupt end in th<* next scene as twelve 

men appear on the scene seeking Dom Juan, forcing him to 

f l e e . Thus, the play which was fa rc ica l i n the fourth 

Act, a t t a i n s the height of high comedy in th<° f i f t h Act. 

Don Juan escapes from twelve b lood- th i rs ty men with a l l 

the s k i l l of a Ci d. Besides, Moliere does not find i t 

necesrary to bring the s ta tue in during the second Act 

of h i s play due to an exhaustion of events necesrary to 

keep i t a l i v e , as h i s predecessors had done before. 

The second Act has been severely c r i t i c i z e d , 

and not en t i r e ly without good reason. I t could be eas i ly 

l e f t out without dis turbing the progress of the play, 

because i t i s unrelated to the other Acts except for +u 

1, This comic scene i s found in the f i r s t Act of "II Con-
v i t a t o di P iedra , " and in the fourth Act of the works 
of Dorimon and V i l l i e r s . 
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hero himself. However, the second Act i s not out of 

harmony with the other Acts, and does not serve to spoil 

the s p i r i t or the tone of the s tory. Likewise, the fact 

t ha t Dom Juan ' s ro le in t h i s Act assumes the most f a rc ica l 

proport ions does not a l t e r the high qual i ty of the play, 

because farce in Moll ere i s always an extreme logica l 

development of h i s comedy, and in "Dora Juan," farce stands 

nearer to tragedy than to comedy. 

F ina l ly , the second Act could well be omitted 

from the play without doing any serious harm to I t . 

The hero furnishes the only l ink of unity between t h i s 

Act and the other four. On the other hand, i t could be 
said tha t the second Act i s as Important to the play as 

the f i f th Act, where Moliere himself comes forward to take 

h i s enemies to task for ther opposition to the presentat ion 

of "le Tar tuffe ." Both Acts represent the o r i g i n a l i t y 

of the author himself and a display of h i s genius used in 

bringing new material to the t radi t ional legend. Thus, the 

former ghost of Dom Juan which existed in the works of 

Moll ere16 predecessors becomes a rea l character in a high 

comedy. 

In Act I I Dora Juan displays h is Insolence 

towards h i s fellows: in Act I I I , he displays h i s insolence 

towards Heaven, est) eel a l l y in h i s very daring remarks to 

Sganarelle: 
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"Je c r o i s deux e t deux sont q u a t r e , S g a n a r e l l e , 
e t qua t re e t qua t r e sont h u i t . " * 

In t h i s sume connect ion Sgana re l l e Jumps up and 

down c lapp ing h i s hands while shout ing: 

"Je veux f rapper l e s mains, hausse r l e s b r a s , 
l e v e r l e s yeux au c i e l , b a i s s e r l a t e t e , 
remuer l e s p i e d s . a l l e r * a d r o i t , a, gauche 
en avan t , en a r r i V r e , t o u r n e r . . . . " 

When Sgana re l l e f a l l s to the ground as he 

demonstra tes h i s b e l i e f i n God, h i s master r e t o r t s : 

"Bon] v o i l a ton ra issonement qui a l e nez oasee*." 

I t i s t h i s episode t h a t drew the wrath of 

Mol iVre ' s enemies. They deplored h i s i dea of e n t r u s t i n g 

t h e defense of the m y s t e r i e s of r e l i g i o n to a buffoon, who 

concludes h i s arguments by f a l l i n g down i n t h e manner of 

a clown performing before a crowd a t a f a i r . They I n s i s t e d 

t h a t Mol iere might have a t l e a s t given Heaven a more 

r e s p e c t a b l e champion. To t h a t a c c u s a t i o n , Moll pre had 

very l i t t l e r e b u t t a l , t h u s , he avoided comment t h a t might 

have added fue l to the f i r e h i s enemies were ho ld ing over 

h i 8 head, and a f t e r the Raster h o l i d a y pe r iod , he q u i e t l y 

1 . Moliere had probably read t h e Tenth "Discours du 
Socra te C h r e t i e n , " pub l i shed by Balzac' in 1652. In 
t h i s work P r i n c e Maurice d'Orange made the same s t a t e ­
ment while he was l y i n g on h i s death-bed. LES CLASSIQUES 
LAROUSSE, p . 52 . 
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withdrew "Dom Juan" from the stage. 

In the scene of " le pauvre" Mollere shocked 

h i s contemporaries to such degree that he found i t neces­

sary to del ibera te ly cut out cer ta in passages from h i s 

play, some of which have never been r e s to red . The expres­

sion which proved to be the most offensive to h i s enemies 

was Dom Juan ' s "rlnal remark to the beggar: 

"Je t e veux donner en Louis d 'or , et je te l e 
donne pour l 'amour de 1'humani t ,e." 2 

Their charge of impiety can hardly be j u s t i f i e d in the 

l i g h t of the posi t ion taken by the beggar, who becomes 

the rea l champion of r e l i g ion . Further, those enemi es 

did not appreciate the fac t tha t Moliere was s a t i r i s i n g 

the n o b i l i t y , and whatever Dom Juan said or did ref lec ted 

upon tha t group, and had no p a r t i c u l a r bearing on the 

opinions of the author with regards to r e l ig ion . In the 

absence of Moliere 's notes , i t i s extremely d i f f i cu l t to 

say with ce r t a in ty tha t Dom Juan ref lec ted the ideas of 

1 . farmer: MOLIERE, p , 369, 
2, The suppressed version i s said to have contained the 

following statement: " 

"Voilla qui est e'trange, et tu er bi en mal 
reconnu de t e s soins . AhJ Ah! j e m'en vais t e 
donner un Louis d 'or tout a l ' h eu re pourvu que 
tu veu i l l e s j u r e r , " 

The reply of the beggar was? "Ah! Monsieur, voudri ez-
vous que je commifee un t e l peche?" 
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the author any more than the beggar did. While remaining 

t r u e to h i s r e l i g ion , the beggar gets what he asks for , and 

I s thereby rewarded for h i s strong stand. In t h i s scene, 

Dom Juan i s de f in i t e ly the lose r , while the beggar I s the 

indisputable winner, and with h i s v ic tory , heaven i s l i k e ­

wise a v i c t o r . 

Another innovation brought to the play by 

Moliere was the scene of E lv i r e ' s b ro the r s . Though he 

copied the idea from V i l l i e r s and Dorimon, he made dras t i c 

changes in the treatment of the d e t a i l s . In Dorimon's 

p lay, the hero s to le the sword from Dom Phi l ippe; in 

V i l l i e r s ' play the hero assassinated h i s unarmed adversary. 

Moliere thought too highly of h i s hero to permit him to 

r e s o r t to such cowardice, thus the t ragic elements were 

postponed. By adopting t h i s method of procedure, the 

author succeeded in preserving h i s hero f s elegant pr ide , 

which would serve him well in the f i f t h Act. 

The s i t ua t i on , in which Dom Carlos finds himself 

hedged between a s p i r i t of gra t i tude for Dom Jaun and a 

deeire for vengeance upon hira, due to the l a t t e r ' s t r e a t ­

ment of Elmire, i s borrowed mater ia l , receiving i t s i n s ­

p i r a t i on from a t l e a s t three important works, a l l of <«hich 

were copied from Lope de Vega. These works are : 

" les I l l u s t r e s ennemies," by Thomas Cornei l le 
" les Genereux ennemis" by Bol srobert 
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" l ' E o o l i e r de Salamanque," by Scarron. 

The nex t g r e a t episode i s the appearance of 

t h e S t a t u e , who I s making h i s debut i n t h e s t o r y . The scene 

i s p r epos t e rous i n n a t u r e , and i t s only func t ion in the 

p l ay i s to f u rn i sh a new background fo r Don J u a n ' s wickedness, 

whi le caus ing h i s def iance fo r Heaven and ear th to be r e ­

a f f i rmed. He has a l r eady a s s e r t e d t h a t he be l i eved t h a t 

two and two were fou r , and t h a t four and four were e i g h t ; 

and beyond t h a t p o i n t , he be l i eved no th ing , and no amount 

of pe r suas ion could fo rce him to a l t e r h i s conv i c t i on . 

The f i rmness of h i s b e l i e f , and, one may say, the unbe l ie f , 

i s a t t e s t e d by h i s complete d i s r ega rd for the bowing and 

nodding of the head on the p a r t of the S t a t u e . 

Tirso de Molina g ives a b e t t e r reason fo r the 

f i g h t between Don Juan and t h e S t a t u e . 2 The Spanish 

au tho r g ives a complete p i c t u r e of the duel which t akes 

p l a c e between Don Juan and the Commander, who i s f i g h t i n g 

to p r e s e r v e h i s d a u g h t e r ' s honor which had been exp lo i t ed 

by El Bur lador . 

DON JUAN 

"Qui en e s t a aqui? 

1 . "Dom J u a n , " CLASSIQUE LAROUSSE, no te a t bottom of 
page 6 1 . _ „ , » « « . 

2 . "EL Bur lador de S e r v i l a , " BIBLIOTECA UNIVERSAL, Vol.105 
Act I I , scene 1 3 . 
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DOH GONZALO 

La barbae ana ca ida 
de l a t o r r e de mi honor, 
que echas te en t i e r r a , t r a l d o r , 

donde era a l c a i d e l a v i d a . 

DON JUAN 

DeJame p a s a r . 

DON QONZALO 

Paaar? 

DON JUAN 

Mor l ra s . 

DON OONZALO 

No Importa nada, 

DON JUAN 

Mira que t e he de matar . (Rinen.) 

Don Oonzala 

Muere, t r a i d o r . 

DON JUAN 

Desta s u e r t e . 

Muero. ( l e hi e r e . ) 

CATALINON, a p a r t e 

Si escapo de aques t a , 

no mas b u r l a s , no mas f i e s t a . 

DON OONZALO, cayendo. 

Ah! que me ha dado l a muer te !" 
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I t i s not possible for Mollere to present the identfcal 

elements in h i s play because Tlrso i s giving h is spectators 

a pure tragedy, while the French author i s giving a comedy 

to the French stage. Nevertheless, the s p i r i t of tragedy 

dominates in both plays. Thus, the c r i t i c s who say tha t 

Moli^Be i s more t rag ic than Raeine have a r a the r strong 

point to subs tant ia te t h e i r views. 

Moliere brings h i s Statue into the play in the 

t h i r d Act in order to make i t possible for him to present 

the Statue on two following occasions. These different 

appearances of the ghos t - l ike f igure would of necessi ty 

require different Acts, because each appearance takes 

place in a di f ferent locus . In T l r so ' s play, the Statue 

does not re turn un t i l the th i r t een th scene of the f inal 

Act. The Spanish au thor ' s problem was to punish h i s hero 

for h i s developed habit of def i l ing womanhood, thus T l r so ' s 

task r a s r e l a t i v e l y easy. Don Juan had gone from place 

to place, deceiving woman a f te r woman, which was a def in i te 

v io la t ion to the Spanish code of honour. In MoliVre's 

p lay , the problem i s more complex. The wickedness of h i s 

hero must be further displayed in order to j u s t i fy the 

ul t imate punishment which must come in order to r e t a in the 

t r a d i t i o n a l ending of the legend. Besides, MoliVre's 

"Dom Juan" i s a b i t i ng s a t i r e on the nobles, while T l r so ' s 

"El Burlador de Sevi l la" i s a play v-ritten for the amusement 
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of the nobles. While Tlrso was typ ica l ly Spanish, and the 

tone of h i s play represented everything tha t the early 

Seventeenth century Spaniard l iked, MoliVre was a "Frenchman, 

l i v i n g a century ahead of h is time. His "Dom Juan" i s an 

embodiment of the evi ls that existed among the average 

Chris t ian of the France of that day. 

The episode of Dom Louis and h is noble speech 

directed to Dom Juan recal ls the venerable old Don Diego of 

Tirso, but Moliere went to Corne i l l e ' s "Menteur" to borrow 

the noble character of Dom Juan 's fa ther . In Moliere 's 

play the s i tua t ion i s more t r a g i c . 1 

In scene s ix , Elvi re re turns for another br ief 

conversation with her wicked husband. Her return repre­

sented another example of the au thor ' s o r i g i n a l i t y and a 

master stroke of h i s genius. 

Her speech I s calm and touching though her voice 

i s of a tone that echoes vengeance. None of Molibre 's 

predecessors employed a scene in t h e i r plays in which the 

he ro ' s wife returned to haunt him Just before destruction 

overtook him. I t I s at th i s point that Dom Juan feigns 
3 

repentance. 

In the f inal scene of Act IV, the Statue makes 

hi 8 second v i s i t to Dora Juan, where the croup i s having 

1 . DOM JUAN, Class ique Larousse , pp. 71-72. 
2 . MICHAUT: LES LUTTES, 1 6 6 . 
3 . The idea of repentence i s taken from Dorimon and V i l l i e r s , 

however, t h e i r heroes are s incere . 
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supper . As he p a r t e d company v i t h Dom Juan and h i s company, 

t h e S t a tue says: 

"Dom Juan, c ' e e t asoez . J e vous I n v i t e a v e n i r 
demain aouper avec moi. En aurez-vous l e courage?" 

This s i t u a t i o n ?n "El Bur lador" i s I d e n t i c a l : The Commander 

says to Don Juan: 

"Bajo e s t a p a l a b r a y raano, 
manana a mas diez t e estoy 
para cenar aguardondo. 
I r a s ? " 

I n T l r s o ' s p lay one f i nds the fol lowing l i n e s : 

DON JUAN 

"Aguarda, i r e t e nlumbrando," 

DON 0OH3ALO 

"No a lumbres , que en g r a c l a e s t o y . " 2 

I n Mol iVre ' s p lay one f i n d s the French ve r s ion of the same 

l i n e s : 

DOM JUAN, a Sganare l le 

"Prends ce f lambeau." 

LA STj\TU"S 

On n ' a pas besoln de l umie re , 

2 . "El Bur lador de S e v i l l a , " Act I I J , scene 14, p . 144. 
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quand on est conduit par l e C i e l . " 

The legend of "Dom Juan" ends "<i th the fourth 

Act. The f i f th Act i s made of Moliere 's o r ig ina l work, 

including everything he thought about his enemies. I t i s 

here that Dom Juan becomes a greater h;-pocri t e than Tartuffe, 

and J u s t i f i e s h is conduct while saying: 

"II n 'y a plus de honte raaintenant a. cela: 
l ' hypoc r l s i e est un vice a l a mode, et tous l e s 
vices a l a mode passent pour v e r t u s . . . . l a pro­
fession d 'hypocrl te a de mervellleux avsntages." 

After having finished his discourse, MoliVre r e ­

so r t s to the t r a d i t i o n a l denouement and brings h i s play 

to a c lose . Thus, the author has added h i s second in a 

ae r i e s of great p lays . 

1. Thoug! the French morels ore almoBt a d i rec t t r ans ­
l a t i o n from the Spanish, MoliVre copied h i s verse 
from Cicognini, who had t r ans l r t ed them to I t a l i a n 
from Tl r so ' s play. Cicognini 's l i n e s as l i s t e d as 
follow.*: "Non, ho piu bi sogno di lume t e r reno , " 
which means "Je n ' a l pas besoin de lumiere t e r -
r e s t r e . " - DOM JUAN, l a s t l i n e in Act IV, p. 78. 

-o-o-o-o-o-o-o-o-o-



P A R T T H R E E 

C H A P T E R I I I 

"LE MISANTHROPE". 

A. - General view of t h e comedy. 

On June 6, 1666, da te of the f i r s t performance 

of " l e Misan th rope , " MoliVre was a broken man. For 

seven yea r s he had been ob l iged to f i g h t a g a i n s t the 

enemies of h i s t h e a t r e , who began the s t r u g g l e by charg­

i n g him with l i t e r a r y f a u l t s , making mockery of contempo­

r a r y s o c i e t y , and who even tua l l y a t t a c k e d him for what they 

termed as " Impie ty" . His f a v o r i t e p l ay , " l e T a r t u f f e , " 

was suppressed f o r almost f i v e y e a r s , due to t h e i r oppo­

s i t i o n . To a l l of t h i s t r o u b l e , domestic d i f f i c u l t i e s 

were soon added, because MoliVre and h i s b e a u t i f u l wife 

had ceased to be the model couple . Some c r i t i c s th ink 

t h a t the break i n m a r i t a l r e l a t i o n e between the couple 

s e rve s as a source of the p lay i t s e l f , but t h e r e I s no 

proof a v a i l a b l e to s u s t a i n such b e l i e f . However, t h e r e 

i s no th ing i n I t a l i a n f a r c e s , the anc ien t c l a s s i c s , o r 

t he Spanish t rag i -comedies t h a t g ive evidences of having 

* c e n a source of I n s p i r a t i o n to M o l i V e as he wrote 

n e Misan th rope . " In "Don Garcle de Nava r r e , " t h e r e 
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i s a s imilar personnage, and Moliere took t h i s character 

from an I t a l i a n comedy, wri t ten by Cicognini, * 

Moreover, Mol iere ' s heal th had begun to f a i l him by 16f>6. 

He was plagued with what he thought to be unfaithfulness 

on the par t of the newly found French poet, Jean Racine, 

whom he had a s s i s t ed in becoming famous. He re fers to 

t h i s b i t t e r experience in the following l i n e : 

*°Je me ve r r a i s t r a h l r , mettre en pieces , v o l e r . . . " 

All of these t roubles ce r ta in ly a f f l i c ted 

MoliVre with misanthropy. So heavy was h i s sorrow, he 
2 

went back to Greek l i t e r a t u r e seeking a name for i t . 

In h i s new play he continues h i s f ight against hypocrisy 

which he had begun with the presentat ion of " le Tar tuffe ," 

however, i n "le Misanthrope," he makes an aggressive f ight 
against the ev i l , with Alceste shouting against i t in 
almost every breath . 

I f " le Misanthrope" has an exposition, i t must 

be confined to the f i r s t scene of the f i r s t Act. The 

1 . Moland: LA VIE DK MOLIERE, pp. 142-143. 
2. The word "Misanthrope" comes from the Greek word 

"misanthropos," a compound word. ("Miseo," means 
to ha te , and "anthropos," means man.) "Mi Bon thro pos" 
means a ha te r of mankind. I t I s an anonyme to 
"philanthrophy", which comes from the Greek word: 
"phi lanthropia ," (from ph i los , meaning loving, 
and "anthropos," meaning man) "Philanthrophy," 
means a lover of mankind. 
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opening scene introduces the pr inc ipa l character and 

h i s fr iend, and presents a problem of social e th i c s , and 

ind ica tes the plot which 1 s to provide the s t ruc tu ra l 

frame work of the play. The method of procedure i s very 

s imilar to that of the "Ecole des Femmes," which also opens 

with a conversation between two fr iends who express dia­

metr ica l ly opposite views with regard to a social problem. 

In " le Misanthrope," the s implici ty of plot permits i t s 

i d e n t i f i c a t i o n to be recognized e a r l i e r than i s the case 

in the former play. In developing Alceste , MoliVre poses 

the question how far s t r i c t veraci ty and s incer i ty should 

be car r ied out in social in tercourse . Alceste wants no 

compromise, while Ph i l l n t e endorses extreme temperance. 

But Alceste i s another of the au thor ' s stubborn characters , 

s imi la r to Orgon, Arnolphe, Argnn, and Dom Juan, thus, 

opposit ion to h is views serves only to enrage him and 

make him more resolute in h i s convictions. He shouts: 

"Non, e l l e est g a ^ r a l e , et je hais tous l e s hommes, 
Les uns parce q u ' i l s sont mechants et raalfalsants, 
Et l e s autres pour e t r e aux mechants eomplaisants 
Et n ' avo i r pas pour eux ces haines vigoureuses 
Que doit donner l e vice aux ames vertueuses. 

(Lines 118-122) 

Ph i l l n t e i s far raorp p rac t i ca l and to le ran t and remains 

equally as stubborn In h is opinio*, as Alceste i n s i s t s upon 

being. His response i s : 
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"Mais quand on est du monde, i l faut bi en que l ' on 
rende quelques dehors c i v U s que l 'usage demonde." 

( l ines 65-66) 

Thoae l i ne s correspond well with the adage: 

"When one I s in Rome, he must do PS the Romans do." 

P h i l l n t e may have added, however, that though one i s in 

Rome, and i s following Roman customs, he need not always 

bother himself to wear the Roman toga. Ph i l ln t e con­

t inues h i s philosopher: 

"J 'observe comne vous, cent choses tous l e s jours , 
Mais quoi qu'a chaque pas j e pulsp.e voi r p a r a l t r e 
En courroax, comme vous, on ne me voi t point e t r e ; 
Je prends tout doucement l e s hommes comme l i s sont 
J'accoutume mon ame a soufr l r ce q u ' i l s font . " 

Here, P h i l l n t e expresses the modern concept of society, 

which permits every man to l i v e h is own l i f e , and i f 

he v io la t e s the general pa t te rns se t up by society, then 

society i t s e l f wi l l punish him. 

In the following l i n e s Ph i l ln te gives MoliVre's 

complete philosophy as he t e l l s Alceste: 

"La parfr, i te raison fu l t toute extreml te" ^ 
Et veut que l ' on so i t sage avec sobr ie te . H ( l ines 151-152) 

That expression might serve as a general t hes i s for a l l 

three of h i s high comedies: " le Tar tuffe ," "Dom Juan," 

and " le Misanthrope." In the f i r s t named play there I s 

a character who bel ieves too strongly and too eas i ly . 
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Orgon has such great f a i t h in Tartuffe, thr.t he i s not 

d is i l lus ioned un t i l the Impostor i s almost ready to send 

the pol ice to a r r e s t the en t i re household, MoliVre forces 

him to pay the b i t t e r pr ice for h i s stubborn bel ief , a 

be l ie f not based on anything resembling common sense. 

Thus, there i s the proof of the t hes i s : 

"Good sense avoids a l l ex t remi t ies . " 

In "Dom Juan," the hero does not believe anything. He 

represents the other extremity, and he pays the penalty 

Jus t as Orgon does for bel ieving everything told him by 

Tartuffe. 

In "le Misanthrope," the hero i s an extreme c r i t i c 

of mankind. Unlike h i s two predecessors, Alceste does 

not have to wait u n t i l the end of the play to suffer for 

h i s excesses. When the play opens he 1 s introduced as 

a suffering man; he suffers throughout the pipy. Dom 

Juan and Tartuffe enjoyed l i f e through the f i r s t four Acts 

of t h e i r respect ive plays ' Alceste did not enjoy l i f e 1 n 

any scene in the play. His unreasonable suspicions moke 

him more r id iculous than Orgon. I t i s almost impossible 

for a s t ranger to meet him and greet him because he thinks 

t ha t a l l other men are hypocri tes and are unworthy to shake 

h i s hand or embrace him. His conceit causes the audience 

to murmur a t him instead of laughing at him as they laugh 

a t Tartuffe and Dom Jfcan. On meeting Oront*?, Alceste 
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advl see him: 

"Avant que nous 11 er , 11 aut nous mieux ronna i t r e . " * 

Alceste exaggerates h i s love jus t as he does h i s moral 

pu r i ty . I t i s h i s misfortune to f a l l deeply in love with 

a young widow, who possesses a l l the qua l i t i e s vhi oh he 

abhors. She i s unfai thful , untruthful , and unsteady, 

Alceste undertakes the impossible task of reforming her, 

only to the increase of Ms own unhappiness. His un-

controlable love for Celiraene represents a complete 

contras t to the lof ty idea ls of perfection which he 

endorses. She i s indi f ferent to c r i t i c i sm from him or 

from the publ ic , 

Celimene I s a young woman twenty years of age, 

followed by a long l i n e of s u i t o r s . She i s fond of 

Alceste but she i s unwilling to surrender her worldl lness. 

He confesses h i s own love for her while increasing 

h i s r id iculousness: 

"Jamai s 
Personne n ' a , Madame, aime comme je f n i s . " 

1 , This r e ca l l s the verse wri t ten by Joe Ba i l i e : 
"Friendship 1B no plant of hasty growth; 
Though planted in esteems deep fixed s o i l , 
The gradual cul ture of kind in tercourse 
Must bring i t to perfect ion, 

"le Misanthrope," MacMillon .% Co., 
New York, p. 77. 
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Here he seems to think he i s superior in love as he thinks 

he i s superior in morals. His love for Celiraene gives 

the play a sor t of unity which I s constant throughout. 

I t i s t h i s strange type of love that causes him to conduct 

himself in such r id iculous manners. His jealousy i s as 

rash as h i s idoa ls of s incere ty . Thus, MoliVre drags him 

through the whole play, suffering one misfortune a f te r 

another. 

His f i r s t rr»al blow comes when he has h i s quarrel 

with Oronte. He me^ts Cellmene on the s t r e e t , ca r r i es 

her home; as he i s about to ask her to reform, a v i s i t o r 

knocks a t the door and i s a lmit ted in sp i t e of Alces te ' s 

ob jec t ions . That I s h i s second misfortune, Alceste 

waits for the v i s i t o r to leave so he can continue his 

conversation, and loses h i s temper when the v i s i t o r i s 

slow to leave . At once he declares that he wi l l not 

leave the room unt i l the other man has l e f t . At t h i s 

point he i s disappointed by some one who sends for him, 

and he has to leave the house— thl s i s h i s th i rd setback. 

When he i s f ree , he rushes back as h*-. has promised to do, 

repp ens the quarre l ; Cellmene leaves the room. This i s 

fourth setback. Now he finds himself alone in the room 

with Arsinoe, and the clever woman los^s no time in 

i n i t i a t i n g a conversation with him in her own i n t e r e s t , 

while denouncing Cellmene, Instead of* gaining Alces te ' s 

love for herre l f , she succeeds only in increasing h is 
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Jealousy of Cellmene, and for the f i f th time he t r i e s to 

begin a conversation *:i th t i e woman he loves; he i s suc­

cessful in t e l l i n g her how he would have her l i v e , but 

Dubois happens to come into tho room and embraces Alceste, 

thus for the f i f t h time he i s interrupted in h ' s effort 

to reprove hie fr iend. For the sixth time he t r i e s to 

ta lk with Cellmene, and t h i s time he f i na l ly succeeds in 

demanding her to inform him of h is s t a tus with her. Her 

response 1 s far from sa t i s fac to ry , thus, he decides to r e t i r e 

to the deser t , where he would not have to trouble himself 

with such a corrupt world. Through a l l of t h i s , Alceste 

f a i l s to arouse general sympathy. Cr i t i c s ask why he i s 

hes i tan t to forsake Cellmene, and to go and develop an 

i n t e r e s t in some one who possesses the q u a l i t i e s which 

appeal to him. Those who ask such questions are quite 

unreasonable. I t i s natural for a man to love a woman 

who represents the qua l i t i e s tha t are contrary to his 
i d e a l s . Diss imi la r i t i e s a t t r a c t , while s i m i l a r i t i e s 

r epe l . Then, i t I s not f a i r to blame Alceste i f he 

wanted Cellmene for himself only, Stendhal says: 

"L'amour, e ' e^ t l e plus f 1 er des deppote: 11 faut 

$ t r e tout ou r i e n . " 

I f tha t statement I F t rue , an:' most people 

wi l l say that i t i s t rue , Alceste i s - q u i t e regular in 

tha t phase of h is behavior. However, I t i s the fact 

t ha t he f.-llows hie lovo for Cellmene to cause him to 

lose se l f -cont ro l and to make a fool of himcelf thr t 
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renders him r id icu lous . He displays too great a depen­

dence upon the woman whom he loves. He allows himself 

to become discourteous, d isrespectful , crude, and s i l l y . 
MoliVre makes one laugh not only a t the character , h i s 

ac t s , h i s words, h i s a t t i t u d e s , h i s gestures , but he 

also makes one laugh at h i s renewed obs tac les , and h i s 

successive deceptions. 

F inal ly , "le Misanthrope" i s the story of a 

man who i s suffering from an excess of v i r t u e , and may 

be considered as a study in socia l deportment. There i s 

one argument against thinking of the play as a study in 

socia l deportment, end t h i s argument i s the fact that 

Alceste i s not soc ia l , therefore , could not represent 
a study of things that are soc ia l . I t may be be t t e r 

to character ize the play as a study of social values . 

Moli*ere I s here paint ing the comic side of man: d i s ­

playing h i s discords , h i s v ices , ugl iness , and his 

pa the t ic s ide . Moreover, he paints society of a l l t imes, 

therefore , he i s a man of human nature. Moliere i s l e s s 

a man of h i s time than were Despreaux, Racine, Bossuet, and 

Pasca l . While the seventeenth century was an embark-

ment between the sixteenth and eighteenth centur ies , 

which i t separates , Moli*ereYs genius could not be confined 

to such l i m i t s . His thought was vas te r and more uni­

v e r s a l . Like Shakespeare, and Cervantes, MoliVre i s 

a pa in te r of human nature without regards to cu l t , fixed 

dogmas, or t r a d i t i o n s . 

-o-o-o-o-o-o-
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B» - The character of Alceste 

In " le Cocu imaglnai re ," Moliere presents a new 

character , which he c a l l s Sganarelle. This character 

replaces the older one, cal led Mascari l le , and was 

probably token from the I t a l i a n thea t re . He appears 

in several s t a t e s of v a l e t s , of husband, of father of 

Lucinde, brother of Ar i s te , a teacher, a fagot-maker, 

and f i n a l l y , a doctor. Sganarelle belongs to Moliere 

as Panurge belongs to Rabelais, or Soncho to Cervantes. 
1 

He i s por t rayal of everything d i s tas te fu l and burlesque. 

Alceste i s an elevated type of Sganarelle; he 

i s more serious than the e a r l i e r characters of that name, 

he i s more noble; and he represents r id i cu le that i s 

confined to courage and to v i r t u e . According to one 

c r i t i c , Sganarelle embraces three-fourths of the comic 

scale of Moli*re 's thea t re , 2 This would include the 

whole bottom, the middle, which he shares with Gorgibus, 

and Chrysale, and Alceste ajcupies th<=> l a s t quarter of 

the scale , tha t i s , the highest point . Therefore, 

Sganarelle and Alceste represent the whole of MoliVre's 

t hea t r e . 

Alceste represents a p ic ture of a f ight by a 

grand soul against a cruel world, which f ina l ly conquers 

1 . Sainte-Bueve: PORTRAITS, pp. 21-24. 
2. Ibid. 
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him. He i s easi ly angered, and has l i t t l e pjfci ence with 

anyone. From s t a r t to f in i sh Alceste I s ludicrous , due 

to h i s profoundly unsocial a t t i t u d e and hi a great egocentri-

o l t y . When he i s r ight in h i s conceptions, he spoils h is 

case by over-statements and by being rompletely insens ib le 

to the reasonable views and fee l ings of o the r s . Some 

c r i t i c s think tha t Alceste i s on embodiment of a l l that i s 

l e a s t des i rable in a member of society. * He i s unjust, 

disagreeable—a type of man 'vho would make human society 

impossible i f he were not always discouraged an<i opposed. 

He may be described as an individual f ight ing against the 

the whole people. 

Alceste i s the most complex of a l l of MoliVre's 

charac te rs . Sometimes he i s noble, at other times he i s 

r id icu lous ; sometimes he 1 s in to le rab le , and a t other 

times he 1 s pa the t i c . And many times he i s a combina­

t ion of a l l these qua l i t i e s simultaneously. One sentence 

wi l l serve to a t t e s t t h i s fact : 

"Etre franC et s incere est mon plus grand t a l e n t . " 
( l i ne 1087) 

I t i s a mi s t rke to thl k that Alceste i s a 

mouthpiece for Moliere. The great author-actor vould 

not portray himself in such a r ldi ' .u lcus fnahion. A 

be l iever in "common sense," Moliere would never subscribe 

1. Palmer: MOLI'TRS, 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 Phillnte than he does 

with Alceste, because the former is as much an extremist 

as the latter. * Both men are perfect antitheses to what 

Moliere himself believes. If Aloeste le friendly to nobody, 

Phillnte 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 tree bon, 
puis ;u'11 ne s'ajuste exaotement nl a Alceste, 
ni a Phillnte, le misanthrope etant 1'homme qui 
apprise les hommes, qui lee d^teste et qui les 
fuit, et Aloeste 6tant 1'homme qui veut les re­
former et qui par consequent les aime encore, et 
Phillnte etant 1'homme qui tout en les m^prlsant 
les supports avec bonne humeur et leur est servia-
ble... Le vrai titre seralt "L'lusociable", et 
qu'Alceste n'est pas autre chose que l'insociable 
par impgtuosite de vertu..."2 

At the end of the play Alceste is finally per­

suaded that he cannot reform the woman he loves, to say 

nothing of the whole world. He retires and forsakes her. 

1. Mlchaut: LES LUTTES, p.^08. 
2. EN LISA NT MOLIERE, p. 45. 

-0-0-0-0-0-0-0-0-0-
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C. - "Le Misanthrope as a Sa t i r e of the Seventeenth 
Century Society." : 

Mlchaut says tha t Aloeste i s one of the most 

perfec t inventions of MoliVre's genius, and adds, that 

t r aces of h i s personal i ty could be found in every age. 

While that i s very t rue , Alceste represents a pure s a t i r e 

of the seventeenth century when he finds himself involved 

in a lawsui t . I t was the custom for pleaders to i n t e r ­

view the judges before whom t h e i r cases were to be t r i ed , 

and to t ry to persuade them beforehand of the merits o? 

t h e i r oases. Gifts were often given to judges, o r i g ina l l y 

without the idea of bribery, but such m system soon 

degenerated into corruption. 1 

Alceste says to Cellmene: 

"Est-ce par l ' ong le long q u ' l l porte au p e t i t doi gt 
Qu ' i l s est acquis chez VOUB l ' e s t ime ou l ' o n l e v o i t ? " 

( l ines 479-480) 

In these l i n e s Mollere giveB a p ic ture of the 

fashions of the fops of the day, the "pe t i t marquis" whom 

he r i d i c u l e s so often. I t i s one of the i r a f fec ta t ions 

to l e t t h e i r f lng r na i l s grow very long. They wore 

long, curley wigs, exaggerated a l l decorations of t h e i r 

costumes, and spoke in a f a l se t to voice. 2 

1 . Turgeon and G i l l i g a n : PRINCIPAL COHTOI^ ^ W01ITKT5, 
P . 434. 

2. Turgeon and Gil l igan, p . 450. 
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Moliere appears to s a t i r i z e dueling along with 

other abuses. Dueling was forbidden by lav» a t t h i s time, 

end the punishment of offenders was entrusted to a special 

court made up of the Marshals of France. The courts 

usually t r i e d to present duels, rether than to punish them, 

and had a company of guards a t i t s disposal to a r r e s t those 

who planned them. A reconc i l i a t ion was then forced by 

the court . 

In h i s treatment of Cellmene, i t would appear 

tha t Moliere i s also s a t i r i z i n g young widows. 

"Madame, comme on s a l t , d ' e t r e prude a vingt ans . " 
( l ine 984) 

Cellmene i s a young woman, twenty years of age, who I s 

n*t with her husband, and no one knows who he i s , or 
where he i s . 

F ina l ly , MoliVre i s a t tacking the idea of the 

indiscr iminate embracing tha t was carr ied on by foppish 

men of tha t day, Alceste describes the idea as something 

r a the r informal as he re jec t s Oronte 's aggressiveness in 

the second scene of the f i r s t Act. 

1, Turgeon and Gill igan, p, 463. 

-o-o-o-o-o-o-o-
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D« - wLe Misanthrope as a French c lass ic hljfr Comedy. 

"Le Misanthrope" i s a high comedy of serious 

character-s tudy and very l i t t l e ac t ion. 1 In many 

ways Alceste i s a strong character , unyi elding in h i s 

opinions under a l l condit ions. In th i s respect he 1 s 

equal to Polyeuete, l e Cid, or Andromaque. In c rea t ing 

Alceste , Mollere gives the world another of h is great 

f lesh and blood oharacters , who breathes , eats and moves 

around in the society of a l l ages. His ro le represents 

a great psychological study, a mental struggle equal to 

anything i n the t ragedies of Racine. 

Another c l a s s i ca l fea ture of " le Misanthrope" 

i s i t s form. I t i s a f ive -ac t play, wr i t ten in verse . 

There i s unity of place in t h i s comedy, something almost 

unknown in MoliVre's works. "Toute la pi^ce se de"roule 

dans l e salon de Climene, ou Alceste, en sa qualite* de 
2 

pjretendant, a see l i b r e s e n t r i e s , " says Felix Guirand. 

I t i s one of Moliere 's most perfect plays in verse, being 

surpassed only by " les Femmes savantes ," and "Amphitryon." 

The s ty le of " le Misanthrope" does not contain the t a s t e 

and f lavor tha t character izes " l 'Ecole des Femmes, nor the 

l i b e r t y of " le Tar tuffe ." MoliVre ca r r i e s i t through a 

type of refinement, under which the language of higher has 

undergone. 

1 . Bagley: INTRODUCTION TO FRENCH L I T . , pp . 275-276. 
2. Class!que Larousse. 
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Alceste i s of noble blood and he I s heroic in his mental 

s t ruggle with the world. He i a on extraordinary riromati o 

c rea t ion , equal to the creation* of Corneil le and Racine; 

but he more closely resembles the Racine productions, due 

to the fact tha t Alceste i s moved by his inner faelingsSPG 

h i s passions. To some degree, one I s reminded of Polyeucte 

as he reads the defiant words MoliVre's hero. However, 

these characters have common t r a i t s nly so far as t he i r 

Iron determinations are concerned. MoliVre has replaced 

the "grandeur" which character izes Corne i l le ' s f igures by 

" la ve'rite' et 1'imagination par l e gout des peintures 

morales. ^ I t i s h is purpose to expose human weakness, 

to paint men's f au l t s , and to do so according to nature 

i t s e l f , t ha t i s , on the bas is of s t r i c t observation. 

Here he i s quite in harmony with the ancients . 

F ina l ly , "le Misanthrope," i s colled a play 

with-out a subject . I t contains no i n t r i gue , no strange 

turn of events, and i t s act ion i s confined to mental 

behavior. That qual i ty makes i t superior to "le Tar tuffe ," 

when the two plays are read. However, on the stage, "le 

Tartuffe" surpasses "le Misanthrope" due to the abundance 

of action that uecompanies the performance of the former 

piece... 

1 . Faguet: LE DIX-SEPTIEME SIECLE, p . 266. 

-o-o-o-o-o-o-o-o-o-



P A R T T H R E E 

C H A P T E R JCV 

"LE MEDXCIW MALGRE LUI" 

A. - "Le Medecin malgre lul" as a typioal example of 

traditional Frenoh farce. 

Moliere has Just presented three of his greatest 

masterpieces, "Le Tartuffe", "Dom Juam", and "Le Misanthrope", 

in which he ridicules hypocrisy in every form, while giving 

particular interest to religious hypocrites, 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", (Aot III,So.3) as he 

say 8: 

"Tout leur art est pure grimace, c'est une des plus 
grandes erreurs qui soit parmi les hommes." 

Now he presents a new play,entitied: "Le Medecin malgre lul", 

the theme of which is taken from "Le Fagoteux", one of Mo­

liere's early farces, written as the troupe was travelling 

through the Provinces, and has since disappeared, m "Le 

Medecin malgre lul", the author returns to farce. Previously 

he has written another farce, entitled: "L'Amour Medecin", 

a revised edition of one of his old works, known as "Les 

M^decins." 
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I t must be po in ted out t h a t themes s a t i r i z i n g 

doc to r s a r e almost as old as the t h e a t r e i t s e l f , and these 

themes have been presen ted on Spanish, I t a l i a n , and French 

s t a g e s s i n c e the Middle Ages, But MoliVre c a r r i e s the 

s a t i r e much deeper than had been the case with h i s p r e ­

d e c e s s o r s . He d e c r i e s the g ross ignorance and nonsense 

d i sp layed by hi-s contemporar ies of t h e medical p ro fe s s ion , 

and does so with such v i v i d n e s s t h a t the o b j e c t s of h i s 

r i d i c u l e a r e e a s i l y r ecogn izab le to the genera l p u b l i c , 

thus a rous ing p r o f e s s i o n a l i nd igna t i on a g a i n s t him. This 

f a r c e was produced a s e a r l y a s 1661 i f not be fo re , but 

i t was appa ren t l y cons idered of l i t t l e importance by t h e 

company i t s e l f as wel l as by the genera l p u b l i c , because 

i t r ece ived scan t a t t e n t i o n i n La Grange 's record and i n 

o t h e r contemporary accoun t s . * I t may have been a 

mere scenar io with dia logue s u p p l i e s impromptu by a c t o r s 

i n the manner of the I t a l i a n "commedia d e l l " a r t e . " 

The p r e s e n t a t i o n of " l e Medecin malgre' l u l " se rves to 

r e v i v e pub l i c i n t e r e s t i n M o l i e r e ' s t h e a t r e i n the wake 

of a r a t h e r cool r e c e p t i o n of " l e Misan thrope ," given 

by t h e a t r e - g o e r s . This some r o l e had been played by 

l ' E c o l e des M a r l s , " which followed the f a i l u r e Of "Dom 

G a r c l e , " and "I'Araour medecin," which followed "Dom J u a n , " 

1 . Turgeon and G l l l i g a n ; page 511 , 
L i n t l l h a o J HISTOIRE GENERAL E DU TH^AT^E EN FR.fi.HC 7, 

Vol. I l l , p . 267. 
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to the stage a f te r the l a t t e r play had been removed i^. 

the l i s t of ac t ive plays due to the r e l i g i o u s - p a r t y ' s 

opposit ion to i t . 

The ease with which Moliere produced and per­

formed "le Medecin malgre" l u l , " a f t e r having devoted 

so much of h i s time to high comedies of character , i s 

an indica t ion of the fact that he was as v e r s a t i l e in 

one f i e ld of comedy as he was in the other . The 

source of the s i tua t ion in the f i r s t Act le a medieval 

fabl iau: "Du Vilain mire ," the t a le of the peasant turned 

doctor. In t h i s s tory a r i eh and miserly peasant married 

a poor noblewoman, and in order to keep her fa i thfu l to 

him, he beats her every day so that she w m weep constantly 

and thereby remain forever una t t rac t ive to other men. 

Wishing to get revenue on her husband, she t e l l s some 

messengers, who are searching for a doctor to cure the 

King's daughter who has a f i sh bone caught in her throat , 

t ha t her husband i s r ea l ly a great doctor, but that he 

wi l l not admit i t unless he i s obliged to do so by force. 

The messengers follow her suggestion, and beat the peasant 

u n t i l he confesses that he 1 s a doctor and agrees to accom­

pany them to Court. The peasant doctor has great success 

in h is adventure, although he has no knowledge of medicine. 

Moliere follows the f i r s t par t of the story re ther careful ly , 

1 . L in t l lhao , p . 272. 
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but he var ies grea t ly from the or ig ina l as he wri tes h i s 

second and th i rd Acts. Thus, the f i r s t Act of "le 

Medecin malgre l u l , " i s the t r a d i t i o n a l theme, but the 

l a s t two ac ts represent MoliVre'a version of the play. In 

these two Acts, the lovers are in somewhat the same 

s i tua t ion as those in h is ear ly farce , "Le Medecin vo lan t . " 

"Le Medecin malgre l u l " i s a t rue piece of 

buffoonery. The ignorant peasant i s persuaded that he i s 

a doctor by dent of a thorough beating, a f t e r which he 

decides to make the most of h is profession. He imi ta tes 

the doctors with whom he has come into contact , and he 

makes p a r t i c u l a r use of the half-dozen words of Latin 

he learned during h i s six years service as a helper to 

doctor. Faguet says thnt i f t h i s play i s a farce , i t 

i s the best fr.rce Moliere ever wrdte. He observes that 

the s a t i r e in th i s play i s not forced d i rec t ly upon the 

doctors , as i t i s t rue in "le Malade Imaginalre." A 

fagot maker with a l l his ignorance, earns a reputat ion 

equal to that of experienced physicians. This i s in ­

d i rec t mockery, which may arouse the anger of the doctors, 

but they cannot moke an earnest pro tes t without seeming 

r i d i cu lous . Faguet adds: "Le Medecin malgre" l u l " est une 

des plus proverbiales des comedies de Mol i ' re , l a plus 

proverblale peut-Vtre, et on a vu passer dans l a conver­

sat ion courante et dans l a langue commune et y 
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r e s t e r . 

Faguet i s cor rec t . At t h i s period of his career , 

MoliVre did not present any plays that may be c lass i f i ed 

as " i n f e r i o r . " Though "le Medecin malgre l u l " i s f a r c i ca l , 

i t i s a t rue comedy, with a s tory to be to ld . Likewise, 

i t has a moral. MoliVre has been a sick man for a year, 

and he hasjnot been able to obtain l a s t i n g r e l i e f from 

h i s aliments a t the hands of the leading physicians. 

His whole philosophy as i t appears in t h i s play /.ay be 

summarized in the following l i n e s : 

"Tout leur a r t es t pure grimace, c ' e s t une des 
plus grandes erreurs qui so i t parmi l e s hommes." 

1. Faguet: EN LISANT MOLIERE, pp. 48-49. 

- 0 - 0 - 0 - 0 - 0 - 0 - -

B* - " L e Medecin malgre l u l " as a comedy of manners. 

"Le Medecin malgre* l u i " i s a descendant of the 

t r a d i t i o n a l farce , with i t s buffoonery, i t s boisterous 

fun, and i t s exaggeration of the r idiculous things . At 

the same time, i t possesses t r a i t s that are cha rac t e r i s t i c 

of comedies of manner. As in the case of "Dom Juan," 

"le Misanthrope," and " le Tartuffe," i t s theme i s based 
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on family l i f e . Sganarelle, in " le Medecl ^malgre l u l , " 

i s a drunken man, E topical peasant—lazy, Indifferent , 

and unreasonable. Above a l l , he i s extremely ignorant . 

Hi8 quarrel with h i s wife contains an under-current of 

tragedy, which i s also present in " le Tartuffe," in 

"Dom Juan," and in " le Misanthrope." This i s especial ly 

t rue when Sganarelle beats h i s wife on the open stage. 

The po ten t i a l ly t ragic scene i s turned immediately into 

fun when Monsieur Robert rushes up to the couple and 

takes i t upon himself to defend the weeping wife, who 

quickly, stops her flow of t ea rs and begins to slap h i s 

face for meddling into the a f fa i r s of a man and his wife. 

However comical the episode turns to be, "oliVre i s 

s t ick ing to h i s philosphy of nature , I t i s natural 

for a woman to r e s i s t any attempt on the par t of a second 

man to punish her husband, even i f the punishment i s to 

be administered in revenge for some harm done to her 

person by her husband. The episode dealing vith Sgina-

r c l l e ' s going to the woods, be^ng sought by two s t rangers 

who are in search for a doctor, and h i s being whipped 

u n t i l he confesses h i s medical s k i l l s , i s pure "horse­

play", never the less , i t f i t s n ice ly into the scheme of 

the story i t s e l f . In " l 'Ecole des / i a r l s , " in "le iilariage 

fo rce , " and in "1 'Amour Medecin," Sganarelle is a morose 

and s e l f - i n t e r e s t ed bourgeois, 1 but in "le Medecin 

1. Til ley: MOLIERE, p.318. 
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malgre" l u l , " he i s a "happy-go-lucky" drunkard, who i s 

soon turned "doctor." 

I t i s important to point out the fact that 

Seventeenth century l i t e r a t u r e i s of on a r i s t o c r a t i c tone, 

t e l l i n g s t o r i e s of the great deeds of outstanding heroes. 

Much of the drama i s devoted to the glory of the reign 

of Louis XIV and his personal vani ty . In th i s century 

of l i t e r a t u r e , very scanty a t t en t ion Is j*lven to the 

peasants of tha t age. La Fontaine, in a few of h is 

Fables, gives a sympathetic account of the poor wood­

cu t t e r , weighed down by family cares . A few l ines of 

h i s works are devoted to the heavy tax^s that were paid 

by these poor folk, and the forced labour tha t formed a 

par t of t h e i r l o t . 

La Bruyere re fers to them in these words: 

"L'on vo l t cer ta ins animaux farouches, dps males 
et des ^emmelles repandus par l a compagne, no i r s , 
l i v i d e s et tout brules du s o l e i l . " 

I t i s MoliVre who gives a more deta i led pic ture 

of t h e i r condit ions, and, a t the 3-me time, he displays 

the amusing side of his contemporary peasant l i f e . 

Alaine and Georgette, the tx̂ o servants to whom Arnolphe 

has entrusted the e r e of Agnea, r.re chief ly characterized 

by t h e i r s tup id i ty and t h e i r love for money. In "Dora 

Juan" , there i s an admirable p o r t r a i t of ^1 errot and 
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Char lot te . French realism la developed and increased by 

t h e i r speaking in the patois of the neighborhood of Pa r i s . 

In " le Medecin malgre l u l , " Lucas, Thibaut, and Perrln 

use i t repeatedly. Though extremply ignorant, these 

peasants are apost les of "bon sens , " and they are constantly 

confounding the characters in the play who are displayed as 

represent ing high p e r s o n a l i t i e s , and that i s the rea l 

source of Moliere 's s a t i r e , nnd the success of i t . 

-o-o-o-o-o-o-

C. - Conclusion. 

The importance of the "Medecin malgre" l u i " i s 

due to i t s pos i t ion as a l ink in a chain of s a t i r e s 

di rected at the medical profession of MoliVre's day. The 

play i t s e l f possesses no pecul iar dramatic qua l i t i e s or 

innovations in the f ie ld of comedy. I t i s a successful 

combination of farce and comedy of manners. The three 

u n i t i e s are violated repeatedly. The scene of the f i r s t 

ac t i s the ex te r io r of the house of Sganarel le. In Act I I , 

the scene i s centered in a room located in Geronte's house. 

In Act I I I , a par t of the scene takes place in the open 

a i r , while the r e s t of i t takes piace^Gerente's house 

again. 

There i s one feature about t h i s play t h a t i s 

noteworthy; and that I s the fact t h r t i t ranks second to 



- 174 -

" le Tartuffe" in the number of times i t has been presented 

since I t s f i r s t appearance. On th^t ba s i s , i t remains the 

most popular of a l l MoliVre1 s faroes, and only one of h i s 

high comedies has eclipsed i t in the number of I t s presen­

t a t i o n s . Thus, i t has well stood the t e s t of time, and 

I f public opinion has anything to do with making a piece 

of l i t e r a r y work inunortal, " le Medecin malgre" l u l " must be 

granted a place tha t i s pecul iar to i t s e l f . Besides the 

excessive number of performances i t has enjoyed, "le 

Medecin malgre' l u l " has been t rans la ted and adapted in 

nearly every modern language. I t has been made into an 

opera twice. 

- O - - O - O - O - O - O - O - O - O -



P A R T T H R E E 

C H A P T E R V 

"GEORGE DAJOIg OU LE MAR I COflFQflDU" 

A. - Sources. 

"George Dandin" represents another farcical 

theme which has its origin in medieval literature. This 

play may well be termed as another sort of "School for 

Husbands." 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 hla 

married life that he decided "s'aller Jeter dans l'eaa la 

tete la premiere." * The name of George Dandin, which has 

come to mean "simpleton de luxe" is taken from Rabelais,III, 41. 

"George Dandin" Is a reworking of one of Moliere's 

earlier farces: "La Jalousie du Barbouille" which takes Its 

theme from a tale told by an Indian, found in "Llvre de Sin-

dibad." £ 

Another souroe upon which Moliere drew in prepa­

ring this theme is the "Decameron, 711, 4 and 711, 8, 

from whioh he took the idea of closing the husband out 

of the house. z It is believed that he took the idea of 

1. Lintilhac: LA COMEDIE, Seventeenth Century, Vol. Ill,p.272. 

2. Ibid. Sixteenth Century, Vol. II, pp.220-222. 
3. Tilley, Moliere, p. 196. 
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the family t i t l e ("de Sotenvil le") from the same source. 

The f ina l source l i s t e d i s tha t of Moliere 's 

personal experience. For several years he has seen 

p a r a s i t e s , wearing empty t i t l e s , making t h e i r ho$e a t the 

King's court . He deplored that s t a t e of a f f a i r s , and on 

several previous occasions he has taken the l i be r t y to 

make mockery of the pseudo-nobles. In a t tacking them, he 

introduces a b i t of social s a t i r e to h i s fa rc ica l themes. 

Thus, the country side i s amused by the portrayal of the 

impoverished nobles with l i t t l e l e f t except honor and p r ide . 

To bring out the b i t i ng s a t i r e of the story, George Dandin 

i s described as a wealthy middle class peasant, who takes 

a wife from the contemporary noble c l a s s . TTi s wife i s 

poor, and her family i s endeavoring to use i t s noble s ta tus 

to counter-act t h i s poverty. 

-o-o-o-o-o-o-

3 . - "George Dandin" reviewed as a social s a t i r e . 

In "George Dandin" MoliVre continues the theme 

he i n i t i a t e d in "Les Precleuses r i d i c u l e s , " namely: 

r e l a t i ons between men and women e i ther as po ten t ia l family 

groups or as established famil ies . In " les Precleuses 

r i d i c u l e s " hero i s the p ic ture of two young men, paying 

a v i s i t to two you&g women, who have recent ly moved to 
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? a r i s from the Provinces. In t h i s p a r t i c u l a r case, no 

fr iendship i s established because the young lad ies are too 

burdened with affectat ion and sophis t ica t ion to permit 

themselves to become ident i f ied with young men of t h e i r 

own socia l l e v e l . Here the s a t i r e i s directed against 

"p rec ios i ty . " In "l 'Ecole des Maris ," and " l 'Ecole des 

Femmes," the s i tua t ion i s d i f ferent , but the or ig ina l 

theme i s maintained. The two young men are replaced 

by two older men who dispute with each other concerning 

the best pat tern to be used in get t ing a des i rab le type 

of wife. At the end of these plays, the r e su l t i s the 

s imi la r to that of " les Precleuses r i d i c u l e s , " that i s , 

the two men characters (in each pLay) are no more pleased 

than were La Grange and Du Troiey. In "le Tartuffe" 

t h i s socia l s a t i r e i s fur ther developed. In t h i s play 

there i s a completely established family, with an old 

man married to a young woman. The head of t h i s family, 

Or on, i s great ly infatuated with an Impostor. By th i s 

time, Holiere has developed h i s theme to such po-* nt tha t i t 

i s no longer necessary for the male characters to seek 

means of gaining the love of the women; that i s being 

done for them by the g i r l s ' parents . I t i s here tha t 

the author begins h i s s a t i r e directed against tyrannical 

fa thers who would give t h e i r daughters in marriage, while 

f a i l i n g to take into consideration the daughers' personal 
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des i res with regards to suoh a match. Omm "-ants h is 

daughter to marry Tartuf f 'e, and he I n s i s t s on such a 

wedding un t i l he i s f i na l ly convinced that Tartuffe i s more 

in te res ted ^n Orgon's wife than he i s in the daughter. 

In "le Misanthrope," the theme i s developed along a s l i gh t l y 

dif ferent l i n e . Here one finds the story of a young man, 

Alces te , who i s madly In love with Cellmene; she loves 

him, but she i s not wi l l ing to abandon a l l of her other 

su i to r s for Alceste. In t h i s case, Alceste i s the r i d i ­

culous character , arousing laughter mixed with disgust . 

In "Dom Juan," i t i s the man who i s s a t i r i z ed for 

preying on women. Dom Juan represents the typical nobleman 

and h i s c h a r a c t e r i s t i c s . In "Medecin malgre lu-*," the 

s tory turns on a man and his wife again. In t h i s play, 

one learns of the indifference towards family-responsibi­

l i t i e s as i t existed amon^ the peasants o? MoliVre»s time, 

though h i s s a t i r e i s not directed primarily on t h i s phase 

of the play. Nevertheless, the s t r ing of social s a t i r e 

i s held i n t a c t . I t i s in "George Dandin," th*t the 

social sp.tire becomes predominant once more. Here, Dandin 

has married a young woman who i s soc ia l ly above h i s c l a s s . . 

The irony of the case assts in the fact that t h i s pnme 

young woman, though of noble o i r th , i s beneath h is c lass 

from anleconomic standpoint, though she and her family 

i n s i s t upon re ta in ing pr iv i leges th«t are in keeping with 
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the noble o lasses . Yet, the wife i s the most unfaithful 

of a l l of Moliere 's women charac ters . She conducts her 

in t r igues with other men in the face of her husband, 

and h i s great ignorance i s displayed by his i n a b i l i t y to 

comprehend her a c t i v i t i e s . Her mother and fa ther support 

her in her unfai thfulness. Time a f t e r time, they thwart 

him as he t r i e s to adjust h is unhappy s t a t e of a f f a i r s . 

From one end of the play to the other , t h i s unhappy con­

di t ion obta ins , and as the play c loses , a l l the characters 

r e t a in the iden t i ty they display in the f i r s t scenes of 

the play. George Dandin i s s t i l l a fool a t the end, and 

Angelique i s s t i l l unfai thful , and the family i s . s t i l l De 

Sotenvi l l e . 

I t 1s in t e res t ing to note the change of tone 

in t h i s theme as Moliere ca r r i e s i t through his several 

p lays , dating in production, from 1659 to 1666. The 

tone exis t ing iu "les Precleuses r i d i c u l e s " i s on? of 

ga ie ty , and though the s a t i r e 1 s of a s t inging sor t , 

i t i s cha rac t e r i s t i c of an author who i s smiling as 

he writeB. That s><.me tone i s maintained throughout the 

four succeeding plays. I t i s In the "Tartuffe" that 

t h i s tone undergoes a change. The author who has been 

made b i t t e r by h is f ights with h i s enemies and his domestic 

d i f f i c u l t i e s , pours h i s feel ings into a l l of his product­

ions coming a f t e r 1665. He has been forced to believe 

tha t society i t s e l f i s on unkind i n c t i t u t i o n , and no s a t i r e 
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a t h i s command i s too b i t i ng to be used in condemning such 

an i n s t i t u t i o n . Moreover, h i s constant quarrels with h is 

wife have served to cause him to be more sour in his 

por t rayal of family l i f e . 

This social theme continues to the end of 

Moliere 's career , and the importance of "George Dandin" 

r e s t s in the fact that I t represents another l ink in that 

chain of social s a t i r e , especial ly where I t r e f l ec t s upon 

the family. 

-o-o-o-o-o-o-o-o-



P A R T T H R E E 

C H A P T E R VI 

"L'AVARE" 

A. - Eouroes. 

"L'Avare" is Moliere's greatest comedy in prose, and 

it represents another visit by the author to Roman drama for 

inspiration. Some critics call it a French version of Plautus' 

"Aulularla". That assertion is based on the fact that the 

"Aulularla" forms the background and frame-work of Moliere's 

play. It 1B believed that the success enjoyed by Larivey near 

the close of the sixteenth century when he selected the aame 

Latin source for his "Esprits", wae the deciding factor in Mo­

liere's selection.'"" While the "Aulularla" has been preserved 

only In an Incomplete state, no one can doubt that It is an 

amusing play, of whloh the chief interest lies in the character 

of Euclio and the situations which arise out of the plot. Eu-

clio is not a true miser, but a poor, stingy man, whose stin­

giness is hereditary in hie family. He has found a treasure 

hidden in a pot, whloh he hides in a garden; and this 

treasure served to transform him from a merely 

stingy man into an avaricious 

1. Tilley: MOLIERE, p. 200. 
Lintilhac: HISTOIRE GEHERALE DU THEATRE EH ZRhliCE, 

7ol. Ill, pp.£75-277. 
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man, who l e never sure tha t h i s money i s suf f ic ien t ly 

hidden, and i s constantly rehldlng I t . He has a daughter, 

a beautiful young woman, who i s in love with Llconides, 

but Buelio promises to give her in marriage to a r ich man, 

Megadorus, on condition tha t the l a t t e r would provide the 

dowry. S t rob i lus , the slave of Llconides discovers the 

hiding place of the t reasure , car r ies the valuables away, 

and they are to be returned to Euclio when he decides to 

give h i s daughter to Llconides. In the end, the old 

man , ives the t reasure to h is son-in-law. From the br ie f 

description Jus t given, i t i s evident that the emphasis in 

"Aulularla" r e s t s f a i r l y heavily upon the love-scene, thus, 

leaving the play a regular l i g h t comedy. MoliVre t rans­

forms P lau tus ' gay comedy into a serious study of avar ice , 

while Introducing a sor t of in t r igue envolving Harpagon 

and h i s son as r i v a l s for the hand of a young woman. On 

h i s se lec t ion of th i s choice of procedure, MoliVre f a l l s 

to fuse Euclio of the "Aulularla" with h is own profound 

conception of a miser, depicted in Harpagon. Moreover, 

he i s not a t a l l in te res ted in making such a fusion. He 

i s primari ly concerned with showing how the vice of greed 

undermines the character of a man who harbors I t , and how 

tha t man makes l i f e d i f f i cu l t for a l l of those who have 

to asooelate with him. 

Rlccoboni boldly asser ted that " l 'Avare" did not 

contain four scenes tha t were Moliere 's o r ig ina l work. 



- 183 -

Professor Robert E. Rockwood says th*t not l e s s than 

f ive French comedies, four I t a l i a n , four Spanish, several 

canvos dramas, prose t r i e s and contemporary anecdotes 
1 

have been given credi t for contr ibut ions to "l 'Avare. 

The following examples represent the most noteworthy 

references of sources: 

The idee, of Harpagon's hiding his money in the garden i s 

taken from "Aulular la ." Likewise, the comic scene 

(Act I I I , sc, 1) where MaitBe Jacques t e l l s Harpagon 

tha t everybody i s laughing at him i s taken from "aulu­

l a r l a , I I , 4. Maltre Jacques' seriousness which he 

displayed while breaking the bad news to Harpagon was 

taken from Ar ios to ' s "I Supposit i , I I , 4. 2 The t ragic 

scene between Harpagon and h is son, in wlv eh the former 

I s discovered to be the usurer from whom the l a t t e r i s 

borrowing money (Act I I , sc . 2) i s Inspired by a similar 

scene in Bois rober t ' s "La Belle p la ideuse ." Act. I , sc .8 . 

A s imilar scene i s found in Lar ivey 's "Les Esp r i t s , " but 

the s imi l a r i ty i s charged to the fact that both MoliVre 

and Larivey copied from Bo~ srober t , thus, d ispel l ing the 

idea t h r t Moliere i s in any manner indebted to Larivey.3 

Moliere ' s only rool debt to "Les Espr i ts" (Act I I I , sc . 2) 

i s found in "l'Avare^ Act, I , scenes 3 and 4. 

1 . L'AVARE, Dohble day-Do ran, Hew York, p. xxvl, 
2. Turgeon and Gil l igan, p . 648. 
3 . Ti l ley: MOLIERE, p . 206. 
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I t was Ar ios to ' s "I Suppooito, 1,2 tha t furnished the 

source for the ecene in '.vhich Fro sine f l a t t e r s Harpagon, 

who immediately confesses that he i s si -:ty years of age. 

The long scene in which Valere asks Harpagon for the hand 

of hid daughter i s taken from "Aulularla" IV, 10, 

-o-o-o-o-o-

B, - Character Study of Harpagon 

^arpagon i s one of the most complex characters 

in the thea t re of MoliVre. He i s a composite of Tar tuf 'e , 

Don Juan, Alceste , Orgon, and Argon. At the some time 

he i s the most despicable of Moliere 's characters . Like 

Tartuffe, he I s a hypocri te , fu l l of l i e s , decei t , and 

unscrupulousness. From his entrance in the play in the 

t h i r d scene of the f i r s t Act, hit. wickedness and extreme 

se l f i shness are In evidence. At th i s point he i s simply 

a miser, but a raiser of the f i r s t order, suspecting every­

one " i t h in h i s s ight , of wanting to rob him. La Fleche 

gives the audience of the play a b i t of humour as he shouts 

to the old man: 

"Comment dl ontre voulez-vous qu'on fas?e pour voler? 
Etes-vous un homme volable , quand vous reniermez 
toutes choses, et f a l t e s s en t ine l l e jour et n u i t . " 

On seeing anyone approaching, Harpagon begins complaining 
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about h i s f inancial d i f f i c u l t i e s and other personal mis­

for tunes. His greediness makes him a. source of discomfort 

and misery for h i s family andjservants. 

I t i s in the fourth scene of Act I tha t the play 

r ea l ly takes t ragic tone. Harpagon announces h is love 

for Variane, to his son Cleante, who i s ^lso in love with 

the beautiful young lady. In addition to throwing sorrow 

in to the heart of his son, the mif^r informs h is daughter 

tha t she wil l be married to Anselme,another old man. Ylhy 

does he w^nt to give h is daughter to a man who i s as old 

as himself? Simply because Anselme has promised to furnish 

the dowry necessary to the completion of such a marriage, 

thus saving the stingy Harpagon from having to bear that 

expense. Elise immediately threatens to commit suic ide . 

This i s the f i r s t instance of real tragedy in t h i s play, 

and i t i s quite possible for a young woman l i v ing under 

s imi lar circumstances, to become insane even i f she did 

not commit suic ide . Thus, Harpagon costs an atmosphere 

of gloom and uneasiness over h i s family. 

His avarice i s oonverted into usury. Ve wi l l 

cheat anyone within h i s reach out of a l l that 1s poss ib le . 

His plan to lend h i s own son money a t an extort ious Rate 

of i n t e r e s t earns for him the rank of the most nefarious 

character in tho thea t re of Moliere. Harpagon i s more 

flagitiouG than Tartuffe; the l a t t e r did t ry to hide h i s 

wickedness un t i l he had accomplished h i s motives. Though 
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a hypocri te , Harpagon never attempts to hide his wlekeness 

from anyone. Cleante arouses the sympathy of evpryone when 

he finds out thr.t i t i s h is fa ther who i s about to swindle 

him out of a great deal of money, and says to him: 

"C'est vous qui cherchez a vous enr ich!r 
par des usures si c r l m i n e l l e s ? " . . . . 

"Osez-vouB Men aprbs cela vous presenter 
aux yeux du monde?" 

I s Harpagon ashamed of h i s conduct? Indeed not! 

He drives h i s son from h i s s ight without giving him one 

penny. In t h i s same connection, La Fleohe, another 

character in the play describes Harpagon as "the l e a s t 

human of a l l men," who wi l l not open h is hands to receive 

benef i t s because he i s afraid of los ing something that he 

a l r e a i y possesses. Further, La Fleche r id i cu les him in 

these words: 

"II me d i t Jamais: ' J e vous donne, mais 
Je vous pre te l e bonjour. •" 

I t i s evident that such a man could not be very useful 

to socie ty . He asks Maitre Jacques to give him de ta i l s 

of public opinion where he i s concerned, and on being 

to ld tha t he wrs the laughing-stock of the en t i re neigh­

borhood, Harpagon seizes a s t i ck and beats h is informer, 

while advising him: "Apprenes a p a r l e r . " All of th i s 

means one thing; there i s no power on earth that i s able 

to reform th i s complex character . His heinous a t t i t u d e 
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serves to cause Maitre Jacques to declare to Valere that 

s ince r i t y and honesty do not pay dividends. In despair 

he adds: 

"Peste so i t l a s ince r i t e j C'est mauvai s 
metier. Desormals J ' y renonce, et je ne 
veux plus dire v r a i . " (Act I I , sc . 2) 

Similar to Alceste , Harpagon i s a manhater. 

His hatred does not a r i s e from the same source as that 

of the misanthrope because Harpagon i s not misanthropic. 

He does not hate men because of the i r i n s ince r i t y , as 

i t i s the case with Alceste. Instead, he takes advan­

tage of them through that pa r t i cu l a r weakness. Instead 

of t ry ing to reform the world, he plunges I t into deeper 

wickedness by driving h i s children to seek foul means to 

defeat h i s base designs upon them. His servants are 

influenced to s t e a l , to t e l l l i e s , and to be decei t ful . 

His neighbors do not laugh at him because he represents 

v i r t u e , but because h i s s ins are so f lagrant tha t they 

make him r id iculous to persons who have no fa i th In 

human perfect ion. In keeping with the r e s t of Moliere 's 

great charac ters , Harpagon i s extremely insensible to 

public opinion. He continues in his avaricious ways, 

p l o t t i n g against everybody, cheating everybody, and 

c rea t ing embarrass ng s i tua t ions for h is household. He 

openly quarrels with his son about a young woman whom the 

son loves. This episode might have easi ly become the 
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most t ragic scene in comedy, but MoliVre re l ieves the 

tenseness by introducing a b i t of farce , where Va! t r e 

Jacques pretends to affect reconc i l i a t ion between the son 
1 

and the fa ther . In a l i t t l e while the quarrel i s 

resumed with increased fury; Harpagon d i s inhe r i t s hir, 

son and orders him to leave the place. 

As the play progresses to the f i^ th Act, Har­

pagon has become the most wicked man in the thea t re of 

Moliere. The unbelief of Dom Juan i s no match for the 

unbelief tha t i s now the property of the miser. His 

money has been s tolen, he does not know who s to le i t ; 

he i s suspicious of everybody, and even the agents of 

the po l ice , seeking to r e s to re h is t r easure , do not enjoy 

h i s confidence. The Miser discloses th i s Irck of 

confidence as he shouts to the policemen: "Je demanderai 

j u s t i c e de la j u s t i c e . " Could such a man ever think of 

j u s t i c e ! Only when h i s one i n t e r e s t i s at s 'ake. He 

wants everyoody in the c i ty and in the suburbs placed 

under a r r e s t un t i l h i s money i s returned. He confesses 

h i s great love for money: 

"Bel amour,bel amour, ma foi l l 'amour de mas 
l ou i s d 'o r . " 

Later , he declare*: 

1, DOM JUAN, I I , 4. 
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"C'est e t re Men endiable apres mon argent ." 

After these bold statements, I t i s easy to understand 

h i s behavior, "For the love of money i s the root of a l l 

e v i l . " X 

In Act V, scene 4, Moliere begins h is b i t t e r e s t 

a t tack on tyrannical fa thers , who desire to marry the i r 

daughters against t h e i r wishes to men whom they do 

not love, for the simple purpose of promoting the self ish 

ambitions of the said fa the rs , "fflLise, who has already 

promised to k i l l herself,' f a l l s to her knees before Har­

pagon, begging him to reconsider his decision to marry her 

to an old man, but her pleas f a l l upon closed ea r s . In 

desperation she pleads: 

"He pousser l e s choses dans l e s dera ieres violences 
du pouvoir pa t e rna l . " 

What i s h is reply? 

"Non, non, je ne veux ri en entendre; et 11 faut 
que l a Jus t i ce fasse son devoir." 

In the next scene, the climax of the play i s reached as 

Anselme comes on the stage. He i s the "porte-parole" 

for Moliere, and his f i r s t contr ibut ion to the story i s 

given in these words: 

1. I Timothy 6:10. 
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"Ce n ' e s t pas mon dessein c"e me f a i r e epouser par 
force. . .Seigneur Harpagon, vous jugez bi en que l e 
choix d'une jeune personne tombem sur l e f i l s 
p lu tSt que sur l e pVre." 

When h i s i den t i t y i s f ina l ly establ ished, he endorses 

the marriage of h i s daughter to a man of her choice, thus 

present ing the an t i t he s i s of the philosophy of Harpagon. 

In sp i t e of a l l t h i s , the miser i s more wicked at the 

close of the play than he 1 s a t i t s beginning. Public 

opinion has fa i led completely In i t s mission to reform 

him; and the sufferings of his children serve only to make 

him more b i t t e r in his denunciation of them. Shame and 

se l f -p r ide form no par t of his personal i ty . These 

q u a l i t i e s combine to make Harpagon one of the most abs t rac t 

characters in the thea t re . There i s no record of a man 

who ever l ived and possessed so many base tendencies. 

A crying daughter wil l break the heart o+ the meanest 

man on the face of the earth, but such circumstance has 

no effect oh the miser. Faguet describes him as "un 

sac ou un por te feu i l l e ou l ' on a acoumule tous les t r a i t s , 

tou tes l e s pieces d'un vice connu; ce n ' e s t pas un p o r t r a i t , 

c ' e s t un doss ie r . " * Th».t i s a splendid summary of the 

complexities that go to make up the character Harpagon. 

Ho man con possess a l l the wicked cha rac t e r i s t i c s possible 

to human nature any more than any other man can possess 

1, EN LJSANT MOLITO*:, p% 213-215. 
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a l l the go or] qua l i t i e s possible to human. Ho person i s 

one hundred percent perfect ; l ikewise, no person i s one hundred 

percent imperfect. I t Is upon that theses that the 

wr i te r describes Harpagon as the l e a s t r e a l i s t i c of a l l 

Moliere 's c rea t ions . 

-o -o-o-o-o-o-

C - The Denouement 

I t i s in Act I I , scene 5, that Moliere begins 

his preparation for the denouement. In t h i s scene 

Harpagon says: 

"C'est que je suis oblige, Fro s ine, de donner 
a souper KU Seigneur Anselme; et je serai bi en 
a ise qu ' e l l e so i t du r ega le . " 

The denouement i s weak pnd. of the conventional L^tin gjjcL 

I t a l i a n type to which MoliVre had not resor ted since 

"L'Ecole des Femmes." I t i s probable that t h i s denoue­

ment was suggested to MoliVre by a similar event ?n 

Lar ivey ' s "Les E s p r i t s . " 

The solution of tho problem presented 1n the 

play trices the form of an impossible combination of romantic 

coincidences and recognit ions. For comedy, the appro­

p r i a t e denouement i s marriage, -hie!., 1s often the begin­

ning of l i f e , and the end of an episode. This circumstance 

1. T i l l e y ' s MOLIERE, p. 205. 
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would demand tha t the two lovers be the p r inc ipa l charac­

t e r s in the play. Though love furnishes MoliVe with a 

p lot for his "Avare," i t I s of secondary i n t e r e s t ; thus, 

the denouement which I s based on the love-s tory i s hardly 

a f i t t i n g climax to the play. 

-o-o-o-o-o-o-o-o-o-



P A R T T H R E E 

C H A P T E R 711 

"LE BOURGEOIS GEHTILHOMME" 

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 as "Le Misanthrope", and "Les Femmes savantes", 

and one-fourth as many times as "Le Tartuffe".! However, 

this play is completely devoid of the bitterness that is 

so prevalent in "L'Avare" , "Le Tartuffe", or "Le Misan­

thrope". The absence of the u ider-ourrent of tragedy which 

pervades the above-mentioned plays is a clear evidence of a 

better mentality existing in Moliere at the time of the pen-

ning of the play. The removal of the interdict 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-' 

factory English translation for the title of this 

comedy. Some call it "The Gentleman Cit"; others callr 

it "The Shopkeeper Turned Gentleman". Both of these 

1. Trollop: LIFE OF MOLIERE, pp. 282-283. 
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t i t l e s are unsat isfactory, pa r t i cu l a r ly the l a s t one 

because there i s no indicat ion In the play i t s e l f tha t 

Monsieur Jourdain was ever a shopkeeper. "The Would-be 

Nobleman" seems to be more appropriate . The fo l ly of 

imi ta t ing one's social superiors i s a f a i l i n p common to 

a l l ages , races , and countr ies , regardless of s t a t ions of 

l i f e . Th: seventeenth century was pa r t i cu l a r ly condu­

cive to t)u t human weakness, due to the pecul iar organi­

zation of society of tha t epoch. The middle, of 

ci t izen-clast? was then, on account of the dominance of 

the a r i s tocracy , r e l a t i v e l y l e s s important in the scale 

of society than i t i s nov?. In order to obtain complete 

sovereignty over the wealthy members of h is kingdom, 

Louis XIV sold t i t l e s of nob i l i ty of a l l descr ipt ions, 

?h i l e bringing those who bore the newly possessed t i t l e s 

to h i s own court . Everyone who lived at court enjoyed 

specia l p r iv i l eges , which were denied to those who did 

not l i v e the re . For that reason, everyone who wanted 

to Increase h i s social s ta tus bought some sor t of t i t l e 

of n o b i l i t y , and moved h is effects to Versa i l l e s . Such 

s t a t e of af a i r s could not escape bringing to Court persons 

of questionable vorfch and of very ordinary achievements. 

Mol iere ' s decade of service as the " ^ y a l Playwright," 

gave him wonderful opportuni t ies to moke close observations 

of the p a r a s i t i c groups. And, from his observations he 

learned tha t the newly-made privi leged c lass had a l l sor t s 
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of temperaments, humours, r<nd e c c e n t r i c i t i e s . Amonr the 

members of t h i s c lass were those a f f l i c t ed with hypocrisy, 

p rec ios i ty , avarice, pseudo-learni ny, and vanity. 

In "le Bourgeois G-entilhomme," i t i s vanity 

that MoliVrr holds up to r i d i cu l e , and the unl ty of 

i n t e r e s t in t h i s play i s upheld by the extreme vanity 

of Monsieur Jourdain, and each o^ thp other characters 

contr ibutes the sustaining of tha t vani ty, Moliere had 

t r e r t ed the theme of vanity in nobles in " l 'Ecole des 

Femnes," where he touched the subject l i g h t l y , with 

Arnolphe assuming the t e r r i t o r i a l name of M. de Souche 

in v i r t ue of a small piece of land attached to h i s name. 

"Dom Juan" i s a deeper and more developed stud;'' of the good-

for-nothing parrBi t ic type of noble. In "George Dandin" 

the theme i s pushed fur ther when a poor noble marries 

h i s daughter to a r ich middle c lass man for economic 

reasons, while t rying to maintain super ior i ty which he 

thought belonged to the noble clashes. In "le Bourgeois 

Gentilhorame" the theme i s developed into a comedy of 

manners containing socir.l s a t i r e , with farce forming the 

background of the play. The comedy i t s e l f appears to 

be almost en t i re ly o r ig ina l , though there seems to be 

c e r t t i n s i m i l a r i t i e s between thesc.ne of the philosnhy 

lesson, (Act I I , scene 4) and Aristophanes' "Clauds." 

1 . L ln t l lhac : LA COMEDIE? Vol. I l l , pp. 278-279. 
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The scene in which Mme. Jourdain offers def in i te objection 

to seeing her daughter married to a noble (Aot, I I I , scene 

12) , resembles the f i f th chapter of the second part of 

"Don Quijote." Monsieur Jourdain ' s desire to become a 

Turkish noble may have been inspired by a s imilar s i tua t ion 

In Sore l ' s novel: LA VRAI HISTOIRE COMIQTĴ  T)v, FRA^ION, 

Book I I . 

"Le Bourgeois Gentilhomme" was wri t ten at the 

command of Louis XIV for h is entertainment a t court . 

The story behind tha t command says tha t the King 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 King as tha t monarch 

had hoped. 

The thes is of " le Bourgeois Gentilhomme may be 

s t a t e d l h i s way: "A man a f f l i c t ed with vanity ^s as 

r id iculous as one a f f l i c ted with hypocrisy, avarice, 

p rec ios i ty , or misanthropy." 

In the fourth and f i f t h acts the author solves 

h i s problem with a purely farcical tone, but t h i s farce 

does not spoil the unity of the play which r i d i cu l e s 

Jourda in ' s vanity to the highest degree. The Turkish 

ceremony i s most i n t e r e s t i ng , and i t i s doubtful i f 

anywhere In l i t e r a t u r e , outside of the s imilar r id iculous 

in te r lude in "Le Malade imaglnaire ," when Ar,;on i s created 

a ductor, where i s any burlesque so ludicrous . One c r i t i c 
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referR to the play in these terms: "Le Bourgeois Genti l-

hommen i e a comedy with a fa rc ica l appendix; Monsieur 

Jourdain i s transformed from a comic figure to a hero of 

Burlesque. 

In t h i s play MoliVre continues yds f ight for 

more democracy in the family. Here he i s loud in his 

p ro t e s t s againBt parents who are se l f i sh and unnatural in 

t h e i r r e la t ionsh ips with t h e i r chi ldren. He continues 

h i s plea for young women to be granted the pr iv i lege to 

s e l ec t t h e i r own husbands on the basis of love ra ther than 

on the bas is of some se l f i sh motive of a b ru ta l ly wicked 

fa the r . In t h i s play he uses a mother to play the ro le 

of common sense and human s p i r i t ; end her strength i s 

displayed in her stubborn objections to having her daughter 

married to a man selected solely on the basis of h is 

socia l rank. 

Final ly , MoliVre i s here portraying another 

of h"5 s fools . &e thinks the newly-made nobles are as 

r id icu lous as the newly made scholars , who learned to 

wri te beaut i ful verses without having to study grammar. 

M. Jourdain 1B a newly-made r ich man, who t r i e s to act 

the par t of the wealthy c lass vl thout being able to so 

do. He I s the counterpart to Cathos and Magdelon of 

"Les Precleuses r i d i c u l e s , " who had j u s t come to P a r i s . 

1 . John Palmer: MOLIERE, p . 315. 
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and had begun t rying to ape the fashions of tha t c i ty 

before they had become acquainted with th<°m. Jus t as they 

had refused to associate with men they thought to belong 

to ordinary people, so does Jourdain refuse to allow his 

daughter to -i^rvy a man who belongs to an ordinary fnmily. 

In th.is respect "le Bourgeois Gentilhomme" i s a recapitu­

l a t i o n of " les Precleuses r i d i c u l e s . " Society had laughed 

a t the s i l l y young l a d i e s , and i t i s s t i l l laughing a t 

Jourdain. Though the b i t t e rnes s of "le Bourgeois 

Gentilhomme" i s l e s s s t r ik ing than i t i s in several of 

the other plays of Moliere, the s a t i r i c vein i s no leBS 

b i t i n g . The hero i s on ignorant fool , who does not change 

even a f t e r he has been car r ied through five l i ve ly atfts. 

He i s as far from common sense as Arnolphe, Orgon, Dom 

Juan, Harpagon, and Argon, Moliere closes the play with 

the very f i t t i n g words: "Si l ' on en peut voir un plus 

fou, j e l ' i r a i d i re a Rome," which means: "If he i s not 

a fool , I sha l l eat my h a t . " 

-o-o-o-o-o-o-

2. - Conclusion 

Though M. Jourdain i s a fool and amuses everyone 

who reads the play, or sees i t acted, he represents the 

most progresr ive character in Molibre 's t hea t r e . He wants 

to l e td a b e t t e r and more wholesome l i f e , "Vous me verrez 
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equipe comme 11 faut, dopuls l e s pieds jusqu 'a t e t e . " He 

i s no longer sa t i s f i ed with the clothes he has worn; and 

h i s desires are set upon a brand new dress . His mistake 

r e s t s in h is exaggeration of dress , thf loud and s t r ik ing 

co lors . No one can laugh at h is wanting to become be t t e r 

educated, to learn music, to learn philosophy, and to 

employ b e t t e r behavior a t the t ab le . I t was* hp s vanity 

thnt made him r idiculous as he aspired to these new 

he igh t s . His in te l l igence i s of an in fe r io r ca l ib re , 

hi 8 memory i s bad, h is in te rp re ta t ion i s poor, and his 

a b i l i t y to understand i s almost r l thout existence. Before 

he r i l l consent to h is daughter 's marriage, he must 

know thpt her husband i s a "gentilhomme." He i s r id iculous 

when i t i s evident that the t i t l e i s a l l tha t matters , 

and he i s wi l l ing for her to marry a Turk, about *<hom he 

knows nothing, provided tha t the Turk i s s. nobleman. 

Cleonte in the person of a bourgeois hears him say: "ma 

f l l l e n ' e s t pas pour vous," Cleonte as the son of the 

Turk hears him say: "J 'y consens." In t h i s respect 

M. Jourdain i s the counterpart to Argon, who vi 11 never 

permit h i s daughter to marry unless she i s wi l l in." to marry 

a doctor, 

-o-o-o-o-o-o-o-o-



P A R T T H R E E 

C H A P T E R V I I I 

"LES FEMMES SAVA^TES" 

A. - Sources. 

After having presented "Les Fourberies de Scapin" 

and "La Comtesse d'Escabagnes", Moliere returns once more, 

and for the last time, to high comedy, with the production 

of "Lea Femmes Savantes." This play was staged for the first 

time at the Palais-Royal, March 11, 1672, slightly less than 

a year before the author's death. "Les Femmes Savant#s" is 

a worthy example of the dramatic skill that Moliere had at­

tained through his many years of experience as an author, 

and the success of this play is a strong testimony to its 

author's popularity and to the intelligence of his audience. 

Strictly speaking, the play has little outward action and Its 

comedy Is of a refined type. Moreover, the subject is 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 is 

developed on logical and natural lines. "Les Femmes 

Savantes" is recognized as the most perfect of Moliere's 
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1 
productions in verse . Moland describes i t t h i s way: 

" I I e c r i v i t , dons l a plus be l l e langue qui a i t jamais ote 

entendu au t hea t r e . 2 

Another point of i n t e r e s t in connection with 

" les Femmes Savantes" i s the absence of a long l i s t of r e ­

ferences given as i t s sources. This fac t may be ascribed 

to h i s r ich experience and the power of h i s observat l tn . 

Much of the s a t i r e of the play i s directed against the 

"bourgeois" salons. The most i n t e r e s t i ng and important 

l i t e r a r y sources tha t have been discovered for i t i s "Les 

Vi sionnaire8" of Desmarets de Sain t -Sor l in . I t i s believed 

tha t MoliVre modelled h is Belise a f t e r Hesperle, a charac­

t e r In "Les Vis lonnalres ," who firmly believes that 

every man she meAs i s in love with her , Calderon's 

"Ho hay bur las con elamor" may be another source for 

MoliVre's new masterpiece. For a few matters of minor 

d e t a i l , the author i s Indebted to "Le Roman bourgeois" 

of Fu re t i e r e , to "L'Aeademle des femmes" of Chappuzean, 

to "La Comedie des academistes" of Saint-Evremond, and 

possibly to the anecdotes of Tallement des Reaux. s 

I t I s bel ieved In some Informed quarters that Tr isso t in 

l f l a caricature of Tr lcot ln , one of Moliere 's enemies. 

1 Saint-Beuve: PORTRAITS, p . 35. 
V Moland: LA VIE DT3 J . -B .» . M O L I ^ , W.™\'™-
I*. U n S l h a c : LA COMH-TE. Vol. I l l , pp. 281-285. 
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In some respec t s , however, the character in the play and 

the man whom Mollere i s charged with s a t i r i z i n g offer 

several d i s s i m i l a r i t i e s . 

-o-o-o-o-o-o-o-

2. - "Les Femmes Savantes" and "Les Precleuses Ridicules". 

I t 1 s i n t e r e s t i ng to note that MoliVre approaches 

the end of h i s b r i l l i a n t career with a play tha t i s 

designed to do,namely, to r i d i cu l e a f fec ta t ion . Like-

wife, i t i s noteworthy to point out the fact that the 

two plays In question: "Les Precleuses r i d i c u l e s " and " l e s 

Femmes Savantes," are the only plays wri t ten by the author 

in which he uses a p lura l t i t l e . The society of 1672 

had moved quj t e a distance from that of 1659, date of the 

f l r o t presentat ion of " les Precleuses r i d i c u l e s . " On h i s 

re turn to Par is a f te r having passed twelve years in the 

Provinces, MoliVre found three forms of what may be 

described as "bad t a s t e . " This "bad t a s t e " existed in 

the form of dull epics, or pedantry; burlesques or vulga­

r i t y ; and prec ios i ty or a f fec ta t ion , against a l l of v,hioh 

Boileau had waged a b i t t e r f i gh t . 1 

The epic began In 1651 with Pere Le Moyen's 

"Saint-Louis ." The orfein of the t r i v i a l and tiresome 

l , Ti l ley: FROM y.o;/TAl(are ^ H.OLIEPE, p . 189. 
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kind of poetry which was called burlesque i s not known, 

but I t seems tha t i t i s indebted to both Spain and I t a l y . 

Salnt-Amant i s sometimes cal led the founder of French 

burlesque, though there a re marked differences between 

h i s poetry and thr.t of tho t rue burlesque writers* I t 

was not un t i l 1644 that burlesque became recognized as 

good l i t e r a r y form, thanks to the appearance of Scarron's 

"Typhon." I t raged un t i l 1653, when i t reached i t s 

he igh t . 

Unfortunately, no one knows of the or ig in of 

"prec ios i ty" and the time of i t s f i r s t appearance in 

France remains a mystery. I t was in 1656 that the 

abbe" de Pure* presented h i s "La Precieuse ," a fact tha t 

poin ts towards an e a r l i e r date of the or igin of the 

l i t e r a r y and social ev i l . Some au thor i t i e s bel ieve 

tha t the s p i r i t of the word had existed since the 

beginning of the seventeenth century, and th^se same 

a u t h o r i t i e s think that t h i s s p i r i t was fostered in the 

^o te l de Rambouillet. 

In contras t ing the "pre*cieuse" and the "femme 

savante" there are some fac ts worthy, of considerat ion. 

The r equ i s i t e of a "precieuse" i s e sp r i t ; and to qualify 

for the t i t l e , a woman must have e sp r i t , or appear to 

have i t . Further, she must a t t a i n some d i s t inc t ion as a 

wr i t e r or as a c r i t i c . Her readings must consis t chiefly 

of romances; and she must be able to invent ne« and pecul ia r 
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modes of speech. The one d i s tas te fu l feature in t h i s 

type of woman to Moliere was her habit of, placing more 

value on imagination than on t ruth and reason in matters 

of p leasure . The "pre*eieuse" i s 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 f a u l t s without adding some p ra i se . Her language 

i s necessar i ly d i f ferent from tha t of common folk so tha t 

she wi l l be understood only by the i n t e l l i g e n t group. 

Magdelon and Cathos in "Les Precleuses r i d i c u l e s " 

did not possess a l l of the above named q u a l i t i e s , but they 

aspired to a t t a in ing them. They di d not know how to use 

beaut i ful phrases, to keep company with high socie ty , 

and or express lof ty opinions in the presence of folk 

who r e a l l y mattered. Thus, MoliVre may be j u s t i f i e d 

whin he says i t i s not the t rue "precieuse" that he mocks, 

but the fa l se one. I t i s a known fac t , however, tha t he 

does not endorse any type of "prec ios i t e" rea l or f a l s e . 

To the pecul iar i n t e r e s t in society, verse , and 

the refinement of love-making of the "precieuse," the 

"femme savonte" added pretent ions to learning, with special 

i n t e r e s t being devoted to philosophy. The "femme savsnte" 

i s always a student of the natural sciences, and she I s 

constantly thinking of her new s ta tus in society with 

regards to men. In fac t , she makes every effor t to prove 

her super ior i ty over men. Philaminte, in her treatment of 

her husband, represents a splendid example of a "femme sa-

van te . " 
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Fina l ly , a "femme savante" I s a woman who uses 

exaggerated and r id iculous expression of language and 

manners. 1 She has a special fondness for using "on" 

instead of " j e " and by expressing mild emotions by such 

phrases as "on sue" "on pame, " or "on se meurt". In 

j»Les Femmes SaVantes," Belise le the leader In th is type 

of a f fec ta t ion , while she i s closely followed by Armande 

and Philaminte. These women's idea l of refinement and 

elegance led them beyond a l l l imi t s of common sense. 

They wished to be so i n t e l l i g e n t tha t they became unin te l ­

l i g i b l e as they confused strangeness with d i s t i nc t ion . 

In "Lee Precleuses r i d i c u l e s " there are two 

affected young women, Magdelon and Cathos. The former i s 

the leader while the l a t t e r serves as a sor t of witness 

and supporter of her cousin 's views. In "Les Femmes 

Savantes" there are three affected women, each represent ing 

a different phase of character . Belise represents 

^esper ie in Desmaret de Sa ln t -Sor l ln ' s "Les Visionnaires 

(1637). Philaminte i s a stronger character though she I s 

not l e s s s i l l y and disgusting in her behavior. She d i s ­

misses her maid because the young peasant woman does not 

have a good command of French grammar. Besides Philaminte 

r u l e s her house, including her husband, with a ra ther 

s t rong hand. She wants to have her laughter marry a 

poet, vhich would assure her of having an i n t e l l i g e n t man 

in her family. In t h i s respect , she i s as r id iculous as 

i t Turgeon and Gil l igan: THE PRINCIPAL COMEDIES 
OF MOLIERE, p . 880. 
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some of the most stupid characters in MoliVre, for example, 

Orgon, who wanted his daughter to marry Tartuffe, In order 

to add a saint to the household; Harpagon, the wealthy 

miser, wanted to give M s daughter in marriage to a man 

of 60 years , in order to bring r iches into the miser ' s 

house; and, there i s Argon of "Le Malade imaginaire," who 

i s fana t ica l in h is wishes to give h i s daughter to a 

doctor for the expressed purpose of providing himself with 

medical care free from expense tcjhimself. All three of tho s i 

men mentioned above are foo l s . I f Philaminte resembles 

them in her ideas and behavior, she too must be c l a s s i f i ed 

as a type of fool . I f she can be recorded as a fool 

s t r i c t l y on the basis of her a f fec ta t ion , then, a l l affected 

persons, male or female, must be s imi lar ly c l a s s i f i ed . 

That i s the point that MoliVre wishes to convey and es tab l i sh , 

i n t h i s famous play. Philaminte, Armande, and Belise do 

not represent the ignorant women of the Provinces who have 

JUBt moved to Par le , and without any preparat ion, are t ry ing 

to ape p o l i t e society. They are not the prey of two 

lackeyshs was the oase with Magdelon and Cathos. These 

three ladi es have l ived in Par i s a long time; they know 

the curtoms, the fads, and the s ty le s of the gr^r t c a p i t a l . 

Though they a re not representa t ives of rha t one would c a l l 

/ l ea rned women," they are i n t e l l i g e n t ; they have a s l i g h t , 

though warped idea of poetry, philosopny, and l i f e i t s e l f . 

A knowledge of philosophy i s very des i rable , but when one 

suggests the idea of placing philosophy before a young lady, 
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asking her to use the in the posi t ion of husband as Armande 

does, tha t some one cannot escape the charge of insan i ty . 

"Loin d ' e t r e aux l o i s d'un homme en esclave asservle 
mariez-vous, ma soeur, a l a phllosophle, " ( l ines 43-44) 

The "femmes savantes" believed In the idea of learning for 

i t s own sake, pedantry. That brings to the s tory to what 

may be termed as the thes i s of "Les Femmes Savantes:" 

"Je consens qu'une femme a i t des c l a r t e s de tout ; 
Mais je ne lu l veux point l a passion choquant 
De se rendre savante afin d ' e t r e savonte." (218-220) 

Those l i n e s do not support the theory which says tha t 

Molibre i s here condemning the education of women. He 

i s expressing h i s opposition to pseudo-learning, j u s t as 

he has done in the case of fa l se r e l ig ion , worthless nobles, 

and avar ice . A8 far as the inves t iga tor knows, there 

1 s no masculin form of "Les Precleuses r i d i c u l e s , " or of 
f, i ies Femmes Savantes ." That 1s to say that the author 

makes no reference to affected men in e i ther of the t i t l e s 

directed a/rainst p rec ios i ty . In "Les Precleuses r i d i c u l e s , " 

there i s no character which represents an affected man. 

With regards to "Les Femmes Savantes," the s i tua t ion i s 

qui te d i f ferent . Though the t i t l e of the play i s given 

in the feminine p l u r a l , there are many evidences to support 

the be l ie f tha t MoliVre i s including men in h is thinking as 

he prepares t h i s play. Tr lssot in i s a thorough-bred 
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" p r e c i e u x . " He i s the ob j ec t of t he conversa t ions of 

the t h r e e a f f ec t ed women of t h i s p l ay , and Ph i l amin te demands 

t h a t he become the husband of her daughter Henri e t t e . I n 

t r e a t i n g thiB c h a r a c t e r , Mol lere i n c l u d e s him among t h e 

many o t h e r fops and would-be-nobles of h i s t ime . 

"Son Monsieur T r l s s o t l n me chagr ine , m'assomme". 2 

Af te r c a r r y i n g T r l s s o t l n through seve ra l scenes , d e p i c t i n g 

h i s f o l l y , Moll*ere c l o s e s h i s play by p a i n t i n g the second-

c l a s s quack w r i t e r of poe t ry with the same black p a i n t 

brush he had used In p a i n t i n g the Tar tu f fe , On seeing 

t h e family of Chrysole undergoing f i n a n c i a l d i f f i c u l t i e s 

ending in bankruptcy , T r l s s o t l n immediately l o s e s i n t e r e s t 

i n becoming t h e husband of Henri e t t e , t he young woman whom 

he wae to marry i n s p i t e of h e r s e l f , due to the profound 

l o v e he has had fo r h e r up to t h i s t ime. He mokes no 

apo log ies f o r h ie sudden change of mind, j u s t as Tar tu f fe 

makes no apo log ies when he I s fi a l l y t rapped a s he t r i e s 

to make love to h i s f r i e n d ' s wife . His a t t i t u d e r e p r e s e n t s 

a punishment fo r Ph i l amin te who has sung M s p r a i s e s 

throughout the p l ay , who has r e l e a s e d h e r se rvan t because 

1 . T r l s s o t l n does not appear u n t i l t he t h i r d Act . He 
I s a s o r t of s econd- ra t e au tho r of M o l i e r e ' s day who 
f requented the "prec ieux" s a l o n s , and enjoyed q u i t e 
a r e p u t a t i o n as a "bel e s p r i t . " I t I s be l i eved t h a t 
T r l s s o t l n formerly r e p r e s e n t e d the Abbe Cot in . T i l l e y : 
MOLIERE, p . 253, „„„ 
L i n t i l h a c f LA COMEDIE, Vol. I I I . , p . 282. 

2 . Line 231. 
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she did not understand Tr i s so t in ' s poetry, and who has 

scorned her husband because he i s not able to appreciate 

affected nonsense as i t ^s pract ised by life fanatic 

devotees. 

MoliVre displays more of h i s c o n t e n t for the 

"precieux" in these words spoken by Martine: 

"Les savants ne Font bons que pour precher en chaise 
Et pour mon marl, moi, mille fois je l ' a l d l t , 
J e ne voudrai t jamais prendre un homme d ' e s p r i t . " 

I t i s c lear from those for l i nes th?t the author uses 

the masculin s ingular form of "prec ios i ty . " 

From the foregoing pages one may safe ly conclude 

tha t MoliVre i s combating precios i ty in a l l forms, whether 

i t i s found in men or women, despite his f a i lu re to employ 

the masculine form of the word "pre'cleuse," as he wrote 

h i s two famous plays s a t i r i z i n g the l i t e r a r y and socia l 

ev i l tha t had crept into many of the be t t e r homes of the 

seventeenth century P a r i s . The two men, Tr lssot ln and 

Vpdius, who are characters in the la,v, sustain th i s t h e s i s . 

Both of them are snid to represent some of Moliere 's con­

temporaries. V/hUe Trlssot ln Is Invested with some of 

Cot in ' s a t t r i b u t e s , he i s not a true p o r t r a i t of the f<bbe. 

In the f i r s t plr.ee, Co t i n was t i x t y - eight y n r s of &je a t 

the time of the presentat ion of "Les Femmes S avantes," 

while Trlssot ln i s only about t h i r t y . Some c r i t i c s think 

http://plr.ee
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t M s great difference between the ages of the abbe and the 

character in Moliere's play serves to refute the asser t ion 

tha t the author i s mocking one of h i s enemies. * I t 

may be said that by t h i s time, the author was too wise 

to paint a character who portrayed^ne of h i s contemporaries 

without using a l i t t l e d i s to r t ion . Though Trlssot ln 1* a 

young man, he possesses many t r a i t s of Cotln, and I t seems 

to be f i t t i n g to accept the theory that Moliere I s s a t i r i z i n g 

the elderly gentleman, 

1; Tilleyt MOLIERE, p. 253. 

-o-o-o -o-o-o-

3 . - Conclusion. 

With "Les Femmes Savantes" Moliere returned to 

the f i e l d of Ms f i r s t endeavor, i n i t i a t e d with "Les 

Precleuses r i d i cu l e s " th i r t een years before. In the l a t t e r 

play, the author aimed l i gh t l y a t a fashion. The one-act 

comedy was gay, mischievous and destruct ive; and i t Indicted 

a contemporary affectat ion. "Les Femmes Savantes," though 

i t was also aimed a t a contemporary form of pedantry, 

ser iously r a i s e d a social problem of permanent I n t e r e s t . 

Moland saye tha t " les Femmes Savantes" i s the story of a 

family displaying the sanest and l o f t i e s t in te l l igence In 

MoliVre* s thea t r e . 

1 . LA VIE DE MOLIERE, p . 292; 
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The some authori ty pra i ses Philaminte for her grest d ig ln i ty 

and able leadership , while he describes Henriet te and Chry-

sale as admirable charac ters . This play may well be called 

the most complex work in Moliere 's t hea t r e . I t consis ts 

of a comedy, a farce , and a t h e s i s . Philaminte represents 

the comedy, in her domineering ways, and in her desire to 

s e l ec t a husband for her daughter. The farce i s repre­

sented by Tross i t in with h i s r id iculous verses . The 

thes i s i s represented by Chrysale as he denounces the 

"femmes savantes" and the i r i n s t r u c t o r s . 

The i n t e r e s t of the play depends chiefly on the portrayal 

or ca r ica tu re of super f ic ia l learning, pedantry, affeota-
2 t ion In the characters of Philaminte, Armande, and Bel ise . 

The t r a i t s found in these three women, the "femmes savantes ," 

represent the summation of the social problem raised by the 

play i t s e l f . Female education i s the main subject of 

"Les Femmes Savantes." I t may be added t h r t , female education 

was weighed in the balance, but i t was not found wonting, 

because Moliere 's a t tack I s directed against women who 

affect a sham learning. He ind ic t s women who neglect 

t h e i r chi ldren, t h e i r household, and t h e i r business a f fa i r s 

outs ide of the home. I t does not follow that MoliVre i s 

a t tacking education in women as he car r ies h i s three 

affected women through the play, because "Philaminte, 

Armande, and Belise are not r e a l l y learned women. 

1 . Faguet: EH LISANT MOLIERE, p . 82. 
2 . FRENCH REVIEW, Vol. X I I I , Ho. 1 , Oct. 1939, B. 42 . 
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Thus "Les Femmes Savantes" i s not a t r e a t i s e on female 

education, but a s a t i r e on women who neglect t h^ i r duties 

a t home. This I s the solution of the social problem 

ra i sed by the play. 

In conclusion, "Les Precleuses r i d i cu l e s " i s a 

one-Act farce , while "Les Femmes Savantes" i s a five-Act 

high comedy of oharacter, the most a r t i s t i c a l l y written 

play that came from the pen of i t s author. 

-o-o-o-o-o-o-o-o-o-



P A R T T H R E E 

C H A P T E R tt 

"LE MALADE IMAGIHAIRB" 

A* " Moliore and the doctors of his time. 

"Le Malade Imaglnalre" belongs to a group of plays, 

including "Le Medecin volant", "L'Amour Medecin", "Le Medecin 

malgr* lui", and "Monsieur de Pouroeaugnac", in which the 

object of satire is the medical profession. "As has been 

happily remarked, Moliere gave them battle in five regular 

engagements, besides countless skirmishes, and, closing his 

career in "Le Malade Imaginaire", he fell fighting in the 

breach." 1 While he had held up to ridicule the hypocrite, 

the miser, the "precieux", and the "bourgeois", and had 

travestied the marquises, he had never shown conti­

nued or such marked animosity toward any one class 

of men. That attitude on the part of the drama­

tist may be ascribed to the fact that his health 

began to fall him in 1665; the physicians were 

1. A.M. Brown: MOLIERE AHD HIS MEDICAL ASSOCIATIONS, 
The Cotton Press, London, 1897, p. 25. 



214 -

unable to give him re l ie f , and from that datehe began h is 

march towards h i s premature death, by way of a disease 

tha t might have been ©radicated eomple/tely had I t been 

met with the proper medical science. Apparently, Moliere 

knew he was going to d ie , and he blamed his contemporary 

doctors for t h e i r i n a b i l i t y to help him, thus from 1665 

un t i l 1673, the medical Facul t ies came in for an increasing 
1 share of h is invect ives . 

Bruneti ere says that MoliVre attacked physicians 

because they believed themselves to be stronger and more 

sk i l l f u l than nature i t s e l f . He adds, that MoliVre's 

whole philosophy I s based on that fac t , and as a proof 

for h i s asser t ion , he c i t es B^ralde 's speeches in Act I I I , 

scene 3 of "le Malade Imaginalre." 2 I t must be said in 

contradict ion to Brunetiere, that Moliere's philosophy 

I s founded on good sense, or commonsense. 3 Hature i s 

equipped to r i d I t s e l f of physical disturbances of a minor 

na tu re , but when these disturbances assume major propor­

tions devclopping into pneumonia, such as was the case with 

Moliere, nature must have speedy and eff ic ient help from 

medical science. That i s comm n sense. Moreover vihen 

Beralde makes the following statement; 

1. Palmer: MOLIFRE, pp. 483-486. 
2. ETUDE CRITIQUES, IV, "La Philosophic de Moliere. 
3 . Faguet: ROUSSEAU COHTRE MOLIERE, p . 300. 
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"La nature , d'elle-meme, quand nous la la i ssons 
f a i r e , se t i r e doucement du desordre oh e l l e 
est toraDe e ," 

he does not condemn the use of medicine. He i s simply 

saying tha t i t was b e t t e r to avoid the type of medicine 

i n use a t tha t time and allow nature to take i t s course, 

than to use the medicine and expedite one 's d^r-th. In a 

day of modern medical science that would not be the case; 

tha t opinion i s supported by a further statement coming 

from the same character: 

"Ce ne sont point l e s medecins q u ' l l Joue, 
mais l e r i d i cu l e de l a raedecine." 

When one considers the condition of medicine 

in France in Moliere 's day, with i t s pedantry, conservatism, 

i t s lack of science, he does not marvel at Moliere 's a t t i ­

tude; in f a c t , he may find himself stunned by the a t t i t u d e 

of those who condemned him, Fhen he returned to Par is l a t e 

in 1658, he found the leading physicians having great dispu­

t e s over minor ailments, which may have been remedied with 

proper medical care , yet the victims of them were dying 

cons tan t ly . In 1664, the dramatist l o s t h is son due to 

the ignornnoe of the .doctors , and when, in 1665, he became 

permanently i l l , he revolted agrdnst them. The two great 

medical Facul t ies of tha t day, one a t Pa r l r , and one a t 

Montpell ier , offered ins t ruc t ion tha t was Icrgely theo re t i ca l , 

and the majority of the students a t ta ined the degree of 
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bachelor, and discoursed learnedly of th«° nature and cure 

of disease, before having seen a case . * The great 

a t t r a c t i o n lay in d ia leot ie s k i l l , academic t i l t l n g s , and suc­

ce s s fu l oratory, for which a b r i l l i a n t future was the r e ­

ward. They seemed to forget tha t medicine was for the 

pa t i en t and not for the physician. They v ere primarily 

concerned with a knowledge of what the ancients thought 
2 about heal th and disease. 

There was an occasional dissect ion for the 

studentr of anatomy; but corpses were d i f f i cu l t to obtain, 

and the Faculty was obliged to await an execution, for the 

bodies of criminals were the only ones dissected. These 

d i ssec t ions were carr ied on in a most pecul iar way. As 

i t was considered a sor t of manual work to d issec t , a 
doctor would not deign to touch the corpse himself, but 

simply directed the operation, which was performed in 

general by some barber-surgeon, and contented himself 

with point ing out the different par t s of the body with 

h i s wand. 

The examinations were also ra ther fa rc ica l in 

na ture ; and they took place every two years, A candidate 

for a bachelor ' s degree in medicine had to qualify by b i r t h 

as well as by passing the examination. After meeting 

o 

1 . Maurice Raynaud: LES MEDECIKS AU T W ^ DE WLIERE, 
pp . 221-222. 

2. A. M. Brown, i b i d . p . 184, 
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o ther s t ipu la t ions with the regards to the t e s t , the 

candidate took an oath to be fai thful to the secre t s , the 

honor* the p rac t i ces , the customs, and the s ta tu tes of 

the Faculty, He promised to pay homage and respect 

to the dean and to a l l the teachers of the Faculty, He 

pledged himself to aid the Faculty against whoever shal l 

undertake anything contrary to i ts js ta tutes or derogatory 

to i t s honor. He was to prepare a thes i s upon a question 
1 

of medicine and hygiene. 

I t i s t h i s thes i s that Mollere r id i cu les through 

h i s most s tupid character , Thomas Dlafoirus, in Act I I , 

scene 6. The said character takes from h i s pocket a large 

r o l l of paper t i ed with a piece of ribbon, which he presents 

to Angelique, explaining: 

" J ' a i contre lep e i reu la teurs soutenu une these, 
qu'avec l a permission (saluant ArganJ de Monsieur, 
J ' o se presenter a mademoiselle, comme un hommage que 
Je lu l dois des premlces die mon e s p r i t . " 

In t h i s some connection the i d i o t Thomas continues: 

"Je vous i n v i t e a venir voir l ' u n de ces jours , 
pour vous d i v e r t i r , l a dissect ion d'une femme, 
sur quoi je dois ra leonner ." 

The two previous quotations represent the 

b i t t e r e s t a t tacks ever made by Moliere on any of h i s victims 

1 . Maurice Raynaud; LES MEDECIIJ3 AU TTOPS DE FPLT^R^, 
pp. 40-41. 
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I t i s of the grea tes t i n t e r e s t to note that the newly made 

doctor, Thomas Diafoirus, refers to dissect ion as something 

amusing, worthy entertainment for curious persons. I t i s 

also i n t e r e s t i n g to point out the fact that in none of h i s 

learned speeches does young Diafoirus express an in ten t ion 

or des i re to make a contribution to the heal th of h i s 

c l i e n t s , nor does he show evidences of aptitufle along tha t 

l i n e . Moliere does not offer Thomas Diafoirus as an 

exception to the general rule of h is contemporary doctors , 

but as a typica l example of every manpelonging to the 

medical profession. Likewise, the presence of Thomas 

Diafoirus In the play makes "le Malade imaglnaire" one of 

the most r e a l i s t i c dramas In the theat re of MoliVre. I t 

i s here tha t he describes the main features of the course 

designed to prepare doctors under the auspioes of the 

two great Facul t ies of h i s day. While giving th i s vivid 

p ic tu re of the t ra in ing of doctors, he sheds l i g h t on t h e i r 

helplessness and i n a b i l i t y to prescribe for t h e i r c l i e n t s . 

The Faculty i t s e l f was a very dignified body, Jealous 

of i t s reputat ion and prerogatives. This august body 

remlnde one of the old system of scholasticism of the 

l a t t e r Middle Ages. I t was a syst-m that was def in i te ly 

opposed to a l l improvements ' n I n t e l l i g e n t procedures, 

and i t was Mghly suspicious of any Fcient l f lc discoveries . 

The highest degree a medical student could earn 

was that of a doctorate , which admitted him to ful l r i gh t s 

and pr iv i leges in the Medical Faculty, and required no new 
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t e s t s . The conferring of t h i s degree consisted of two 

p a r t s , a preliminary act , ca l led "Vespe*rie," and the formal 

reception in which the candidate pronounced the th^ee 

" J u r o ' s " Immortalized by MoliVre in h is famous "Ce"reraon! e ." 

Thus, the s p i r i t and teachings of the Paris ian 

Faculty in Moliere 's day i s a paramount i n t e r e s t in connection 

with production of " le Malade imaginaire ." The Facul ty ' s 

a t t i t u d e was character ized by a profound reverence for 

an t i qu i t y , a t as te for speculation and theory ra ther than 

for p rac t i ce , a disdain for the accessory ©elences, and a 

hat red of innovation and new discoveries . Their sole 

auth r t i e s were Hippocrates and Galen, 

The pr incipal medicines of the day were the 

l axa t ives cass ia , senna, and rhubarb, a l l of which enjoyed 

the blessing and sanction of the Faculty. 

Such was the condition of medicine during the 

l i f e t ime of MoliVre. In the l a s t in ter lude of "le Malade 

Imaginaire" the parody upon the formali t ies of the medical 

schools show so intimate a knowledge of de ta i l that i t pre­

supposes the collaborat ion of some member of the profession. 

That lends credence to the repor t t h r t the frequent oppo­

s i t i o n of the profession to progressive ideas I s well and 

r e a l i s t i c a l l y set forth by MoliVre in thefdescription of 

Thomas Diafoirus In h is immortal "le Malade Imaginaire." 

F ina l ly , " le malade imaginaire" i s not a parody 

of l i f e , but a t rue p ic ture of l i f e i t s e l f . 
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2. - Sources. 

i t i s possible that Moliere gathered a cer ta in 

number of t r a i t s from self-observation in order to c rea te 

the character of Argon. He was accused by malicious enemies 

of being Mmself a hypochondriac. He was charged with 

having conceived the notion of wri t ing a s e l f - p o r t r a i t , which 

he l a t e r destroyed. Be tha t as 1t may, but the great 

difference between Mollere and Argnn I s precisely that 

Mollere was r e a l l y s ick. He may have worried a great 

deal about h i s heal th , and he may thus have found some 

d e t a i l s for the ch: r ac te r of Argm in himself, but, except 

for minor po in t s , the character cannot have been modeled 

upon the author. 

Other sources "»hich have been found for de ta i l s 

i n t h i s comedy are comparatively unimportant. I t i s 

poss ib le tha t the Diafoirus family was inspired by a play 

en t i t l ed : "Le Grand Benet de f i l s nussi sot que son pVre 

(1664). The au thent ic i ty of t h i s statement cannot be 

es tabl ished because the play I s not preserved. Another 

source i e Thomas Corneil le1 s "Don Betrnnd de Cigarrol, which 

was taken from Francisco de Rojas. 

This play has hnd considerable influence on a 

number of other plays, namely, Regnard's: "Arlequin homme 

for tune, (1690); Defreany's* ""La Malada sans malade, (1699), 

and Bcaumarchais' "Le Barbier de Sevi l le (1775). 'There 

have been uany t r ans l a t i ons in a l l modern languages of t h i s 
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play , a record tha t r i v a l s tha t of "Don Quljote." 

-o-o-o-o-o-o-

*• " Step-mothers In MoliVre; Byline and Elmire. 

l lmire of " le Tartuffe" l e charming in her placid 

r ec t i t ude . Though, she i s accused of not being In love 

with her husband Orgon, she displays no evidences of 

hypocrisy in her dealing with him. I t must never be 

forgotten that I t was she who f ina l ly proved to Orgon that 

Tartuffe was a hypocri te . Her step-daughter enjoyed her 

fr iendship and her support when I t came to a question of 

Orgon's se lec t ing an undeslred husband for his daughter. 

On the other hand, Byline i s a feminine Tartuffe. 

From her f i r s t appearance in the play, she displays 

hypocrisy and decei t . She hates to hear of her husband's 

death, yet she longs to se© the day when he 1s a corpse. 

Her i n t e r e s t I s never Werner than when she l i s t e n s to 

Argan account to her for h is wealth. Beline becomes one 

of the most disgusting characters in MoliVre when she i s 

f i n a l l y uncovered in a fa rc ica l scene, which divulged her 

unfaithfulness to her husband. 

These two characters represent the extent of 

Moll e r e ' . step-mothers. The report tha t he was antagonist ic 

to step-mothers i s not confirmed by h i s treatment of these 

charac te r s . I t would appear tha t he i s in sympathy with 

m m i r e while he hates Beline, and h i s audiences are of the 

same opinion. 



- 222 -

4. - Conclusion., 

The fact tha t Moliere died almost on the stage 

while playing the role of Argon has always attached a 

p a r t i c u l a r s ignif icance to t h i s play. For a long time 

i t has been customary to use t h i s play as a sort of 

commemorative ceremony at the Com^die Franqalse. "Le 

Malade imaginaire" i s one of Moliere 's most popular p lays . 

I t s theme i s based on Argan's fpar of death. ^ Hot only 

does this play r id icu le the doctors themselves, but i t 

also a t tacks those who have fai th in the doctors. The 

f i r s t and second Acts of the play are pure comedy, but 

the th i rd Act i s f i l l e d with burlesque. In sp i te of 

t h i s change of tone, in the l a s t th i rd of the play, M. 

Donnay i s not j u s t i f i ed in ca l l ing i t a "farce n o i r e . " 

"Le Malade Imaginaire" i s a combination of farce, comedy 

of manners and comedy of character . 6 The simultaneous 

conversation between Argon and M. Diafoirus i s f a rc ica l ; 

Thomas Diafoirus' blunder of mistaking Angelique for 
Beline i s l ikewise fa rc ica l ; and Argan's pretended death 

i s pure horse-play. Nevertheless, a l l of these episodes 

cont r ibute heavily to the action and the plot of the play. 

1 . Faguet: ROUS SHUT C0HTR71 MOLI1^, p . 307. 
2. L i n t i l h a c : LA COIHDIE, Vol. I l l , p . 285. 
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As has been pointed out e a r l i e r in th i s <-:tudy, 

the f i r s t two ac t s of the play represent comedy of manners. 

The whole family ie here introduced, and the family l i f e 

of the seventeenth century i s f a i r ly well portrayed, with 

the tyr rnnica l fa ther demanding the r ight to se lect the 
« 

husband for h i s helpless daughters. In the meantime, there 

i s the conniving ptep-mother, bulging with hatred for her 

husoond's daughters, as well as l u s t for h is wealth. 

The method of creat ing doctors was as t rue to l i f e as i t 

poss ibly could be. The ignorance of the physicians was 

far from exaggerated in th i s play. 

F ina l ly , MoliVre presents some of h i s nost 

charming characters in t h i s play. Angelique, with her 

s incere love for her fa ther in spi te of h i s t;ponny, has 

not been surpassed for beauty in a l l l i t e r a t u r e . There 

i s Leulson, the l i t t l e g i r l of eight years, the only such 

character inMoliVre, who i s a masterstroke of dramatic 

art. She i s extremely In t e l l i gen t for such a young chi ld , 

ye t she does not spoil her par t by over-playing i t , or by 

displaying in her behavior that she i s rea l ly more than 

eight yearB old. In conclusion, Argan, with a l lof h is 

s i l l i n e s s , i s more natural i:i h i s love for his daughters 

then any other of r o l i V r e ' s fa thers . He i s great ly con­

cerned when he thinks Lou! son i s seriously injured, and he 

forgives Angelique for having antagonized Mm when he 

sought to give her a husband of h«s own choice. He i s 
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one of MoliVre's immortal characters , and wi l l always be 

the idol of the French thea t r e . 

- o - o - o - o - o - o - o - o -
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£ 0 N C _ L U S I 0 H S 

In t h i s study the inves t iga tor se t out to show 

how MoliVre revolutionized and emancipated French comedy. 

When Moliere came onto the scene of ac t i v i t y he found the 

French thea t re in a s t a t e of chaos. There were several 

p a r a l l e l currents in the comic productions of that dp/; 

namely, the nat ive farces, comedies wri t ten by French 

authors modeled on I t a l i a n comedies, and the "commedia 

d e l l ' a r t e , " played in Par i s by I t a l i a n Stock Companies. 

Closely r e l a t ed to some of these types were the farce 

comedies l i k e those of Malret and Cyrano de Bergerac, and 

the comedies of in t r igue l i k e Corne i l l e ' s play "le Menteur." 

Jus t before MoliVre'8 time there appeared a few comedies 

of manners based on observations of contemporary society. 

At f i r s t , MoliVre confined h i s work to copying 

these t r a d i t i o n a l farces, both from the French •and the 

I t a l i a n . As a r e s u l t of t h i s copying he gave to the world 

"La Ja lous ie du ba rbou i l l e , " l i g h t farce (date unknown), 

«Le Medecin vo lan t , " another l i gh t farce , (date unknown), 

" l ' B t o u r d i , " comedy of i n t r igue , 1655, and " le Depit amou­

reux," l i g h t comedy In verse, 1656. These four plays 

belong to h is period of apprenticeship. 

With "Les Precleuses r i d i c u l e s " he presents 

h i s f i r s t o r ig ina l work. Though a farce in form, t h i s 
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play is a comedy of manners in spirit. It is here that he 

blends his imitations with knowledge gained from his obser­

vations of French life in the Provinces; and the successful 

blending of these two qualities earns for hlra the title of 

"createur dramatique". Thus, in six short years (1653-1659) 

he succeeds in elevating the French dramatic productions from 

comedy of intrigue to comedy of manners. With the appearance 

of "L'Ecole des Marls", (1662), he introduces his first real 

comedy of character. 

In 1664, he gives the world its first high comedy, 

written in the French language: "Le Tartuffe," This is the 

beginning of his third dramatic period, the period of his 

greatest masterpieces. During this period he produced, In 

addition to "Tartuffe", "Le Misanthrope", sometimes called 

his greatest play; "L'avare", his greatest work in prose, and 

finally, "Les Femmes Savantes", his most artistic work in 

verse. 

Just as Corneille and Racine elevated French tragedy, 

so did Moliere 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 development 

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 by him and every 
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gesture made by him i s pecul iar to him. Thus, Moliere 

did not give a p ic ture of nature , he gave a pointing of 

nature i t s e l f . His genius permitted him to mix and 

diversify a l l forms of comedy. For that reason he might 

be cor rec t ly colled the father of French comedy ju s t Rs 

Corneil le i s cal led the father of French tragedy and 

La Fontaine i s cal led the father of the French fable . 

Before Moliere 's time, comedy, such as 1t was, 

was presented for the purpose of arousing laughter . The 

plays had l i t t l e p lo t , elmost no s tory . The characters 

were commonplace; the themes were vulgnr. People of 

qual i ty did not frequent the theatres because of th« low 

type of pieces that were presented. MoliVre changed that 

condit ion. He gave comedy dramatic form, p lo t , and 

merning. Stock characters were abolished and replaced 

by characters of flesh and blood, exemplifying the 

r e a l i s t i c behavior of the members of human society in a l l 

walks of l i f e . Not only did people of nuali ty attend 

h i s performances, but i t I s believed tha t some o-f* them gave 

MoliVre information concerning the i r o".n p e c u l i a r i t i e s 

so t h - t he v-ould portray them in h is plays, thereby, 

giving the persons in question publ ic i ty that they would 

not get otherwise. 

MoliVre mancipated French comedy from the shackles 

of the three u n i t i e s . ne ju s t i f i ed h i s posi t ion by saying 

tha t he knew only one dramatic ru l e , and th - t wrs "to please 
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h i s audienoe. " He adhered to that ru le throughout his 

career . 

Moliere gave comedy a new function, a function 

which he described in the f i r s t placet addressed to 

Louis XIV at the time of the controversy over the pro­

duction of "Tartuffe ." In tha t t r p a t l s e he s t a t e s 

def in i te ly the guiding pr inc ip le of h is work: 

"Le devoir de l a come die e tant de corrl ger l e s 
hommes en l e s d iver t ! ssan t , J ' a i cru que, dans 
l 'emploi ou j e me trouve, je n' avals ri en de 
mieux a f a i r e que d 'a t taquer nar des peintures 
r i d i cu l e s l e s vices de mon s i e e l e . " "Rien ne 
re'prend mi eux l a plupart des hommes que la 
peinture de leurs defauts. C'est une grande 
a t t e i n t e aux vices que de les exposer a l a 
r i s e e de tout l e monde. On veut bi en %tre 
me"chant, mals he veut point e t r e r i d i c u l e . " 

The above quotation i s suff ic ient to show that 

Moliere aimed to combat an t i - soc ia l fads and inherent 

vices by holding them up to r i d i cu l e . He accomplished 

tha t task with great success. His va le t s : Mascari l le, 

Scapin, Dorine, Martine; h i s bourgeois: Sganarelle, Dandin, 

^arpagon, M. Jourdain, Organ, Alceste, Ph i l l n t e , Argan, 

Tartuffe; h is feminine characters: Agnes, Philaminte, 

Henri ette and Toinette, wi l l l ive forever. 

In the opinion of the inves t iga tor , t h i s 

d i s se r t a t ion proves that Mollere revolutionized and eman­

cipated French comedy, re l ieved i t of the domineering 

effects of I t a l i a n farce, and gave i t a lo f ty posi t ion 
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i n the l i t e r a t u r e of the world. Not only did he perpetuate 

comedy In France proper, but he was copied in ^ g i a n d 

where h i s borrowers and benef ic ia r ies include almost every 

name of importance from Davenant and Dryden to Shadwell 

and Wycherley. 

-o-o-o-o-o-o-o-o-o-
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