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Ital uence in three Plays of Moliere

I Introductiom

This thesls 1s written to show the extent of Moliere's
indebtedness to Italian comedy in three of hls early plays,
Le lMedécin volant, L'Etourdi, and Dépit amoureux. As a back-
ground for this study a short survey will be made, first, of the
Italian comedy before lMoliere, and second, of the Italian influ-
ence in French comedy itself before loliere. Finally, with this
background, the Itallan influence 1n the three above mentloned

plays will be studled in detall.

Italian comedy before loliere was characterized by stock
characters and acts, lmprovisation, and highly popular and vulgar
comedy. There were two rather different types of comedy, the
commedia dell'arte and the commedia olare, differing princi-
pally in the use or non-use of improvisation. The first
mentioned always exlsted while the second eppeared only in the
fifteenth century.

a. commedis dell'arte

The commedia dell'arte was characterized especlally
by lmprovisation and also by stock characters and actis.

Unlike our modern plays, the full text of the play of
the commedia dell'arte was not written out; hence ilmprovisation,
the most distinctive feature of this type of comedy, was resorted
to. Only a scenarlo, that is, an indlcation of the subject and

an outline of the plot appeared in written form. As a rule this



.ontline wes & bare summary of the actlion and it was posted so
that the actors had a chance to comsult 1t before the play
was put on. Consequently the various roles were studled
individually by the respective actors, but they did not mem-
orize any parts and the dialogue was abandoned to the
improvisation of each actor.

The improvisation was assisted by the faet that
many stock acts were employed. Not only did each actor have
a store of generzl stock z2cts but certain ones as well. He
had, for example, hls own particular manner of exit and
entrance as peculiar to him as his costume. Hls posture and
gesture were uniform and every bit as important as his speech.
These actors did not carry on in a haphazard fashion, they
"étudlent beaucoup et se munissent la memolre d'une grande
provision de choses: sentences, concetti, cié'olarations d'amour,
reproches, désespoirs et délires, afin de les avoirs tout préts
by 1'occasion, et leurs études sont en rapport avec les moeurs
et les habltudes des personnsges qu'ils reprécentemt." It is
important to note that: "Les acteurs de la comédie de 1l'art
n'avelent pas seulement, pour valncre les difficultés de
1'improvisation, l'avantage d'une longue préparation, d'une
préparatlon de toute leur vie. Ils po.sse/dient d'autres
ressources. 1Ils étalent, pour la plupart, des mimes tres-
exercés. Les jeux de physionomle, les postures, les gestes
tenaient une grande place dans leur tzlemt. Il étalt d€ja

question, au temps du rol Théodorie, de ces histrions 'qui

donnalent autant de soufflets et de coups de baton gu'ils



aévitaient de paroles, et gqul faisalent plus rire par les

grotesques mouvements de leur corps gue par les salllies

. plus ou moins heureuses de leur esprit.'.....Souvent les
sauts, les pirouettes, les culbutes leur fenalent lieun de
réplique. Les bastomnades n'étalent pas ménagees. la
plupart des acteurs fameux de la commedla dell'arte furent
des gymastes de premier order; 1ls durent leur réputation
autent & leurs tours de force ou d'sdresse gu'a la vivacite
de leur reparties.” l

To return sguin to stock characters, the leading
roles 1n the plays were generally thaot of & valet, a pedant, a
captaln, a merchant, and a palr or two of lovers. These stock
characters developed from the falrs and masquerades which fur-
nished entertainment durlng the carmivals. Each province or
town represented at the carnlvals furnished a comic character
or actor. Venlice, for instance, was responsible for the
merchant,llesser Pantalon, who was valn and gallant but always
duped. He was "un vieux marchand dens son nsturel” clothed in
plain black clothes and wearing a beard. He most often played
the part of the unrelentling father of the unha-.ppyllover, though
sometimes he 1s the unhappy, duped husband. He is character-

istically portrayed in L'Arracheur de dents. In this play
Pantalon =2nd his son Oratlo were rivals for the hand of Isabelle.
. : In order to prevent Pantalon from winning the young lady in gues-
tion there was & plot underway to convince Pantalon that he had
halitosis. ©Pantalon with marriage in view makes plans t0 hzave

teeth extracted which he believes are the cause of hls trouble.

1. L.Moland, Molifre et la comédie italienne, P. 25, 6.




In behalf of his master, Oratio, Arlequln poses as the
#gavadente™. With huge plyers he sxtracts with oune pull
four good teet: of Pantalods. Pantalon in convulsion of
pain grabs the beard of the extractor. The beard proves

$c be false and comes off in his hends. Arleguln flees and
Pantalon pursues hlm.

Bologna was the source of le pg’ dant r;_.dldnle. His
garb was the black gown worn by the doctors of Bologna. He
also wore 2 mask which covered his forehead and nose. Each
word of this character is "une delicleuse amerie.® His
speech is liberally sprinkled with Latin words and phrases.
nLes modeles n'étalent pas rares dans un temps ou 1'engounement
pour les lettres grecques et latines dégénérait aisément en
folle.” 1In a large mumber of the plays the Pedant is &t hand
to offer advice, The advlce most often is over looked or else
is absurd and without value.

The Captaln was another lmportant type. He originated
from the Spanish braggerts who, for a time, overran Italy. As

would be expected, he dressed =zs a Spamlard, his most character-

istic feature belng his formidable moustache. His part secmed

to be that of furmishing the necessary date or clues which bring
sbout the discovery of lost idemtbtlities.

The Zanni, which developed 1nto the valst as repre-
sented by Arlequin, Scapin and Sgaﬁarella. play & most important
part in the plays. They were dressed in white pantaloons
decorated with green trimming, white coats with green brald and

hat to mateh. They wore moustaches and carried wocden swords.



This actor played the part of being “pétulc.nt, grimacier,
malin, gourmand et poltron. Avec tout cela, 11 ne laisse
pas d'Btre f£idéle et actif. Il est souvent le meneur du
J;u, ¢'est lul qul condult toutes choses, déconcerte les
plsns des vieillards, sauve et unit les amants malheureux.”

These stock characters may be better understeood if
we compare them with the modern actor or screen star, Charlie
Chaplim. It hus been saidl that he has carrled out the
fundamentals of these actors so far as the pantominic limits
of the film permit. Charlle Chaplin always appears on the
screen as a witty fool, that 1s, 1n the identical general
stock role, as for instance, ‘rlequln, who has just been de-
scribed. His clothes were always the same, such as his hat,
hls glasses, large shoes snd small black moustache. His
gestures were also repetitions as exemplified by his gait, his
entrances and exits. HencLB, vhen the name Charlie Chaplin 1is
mentioned, whoever has once seen him has a mental pileture of
this actor and his role just 2s did the Italians upon hearing
the neme of Pantalon or Arlequin.

It is lnterestlng to comsider the commedia dell'arte,
because it combines practically in one, author and actor, as:
"le dernier mot de l'art dramatique™, for: "La distinction de
1'auteur et du declamsteur est un procéde imparfsit, qui n'a
d'autre railson d'exister gue 1l'insuffisance de la nature humaine.

1'ideal est celul gue chercha & réaliser la commedia dell‘arte

l. 7. W. Stevens, The Theatre from Athens to Broasdway, p. 99
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en réunissant dans la méme persomne le poéte et celui qui se
charge de faire vivre ses flotions.”

b. commedis rezolare

In spite of the vogue and ilmpertance of the
commedia dell'arte, the commedis regolare s aiso lmportant
in a study of three of Molidre's early plays.

In view of the fact that the commedla rezolare grew
out of the commedie dell'arte 1t is not sarprising to find
meny points of similarity. Indeed, the various troops did
not confine themselves to one type of comedy. If & play of
the commedia dell'arte proved successful and 17 the author
desired to have it printed 1t was transformed Into a written
comedy. Yet ageln, i1f a written play was especlally successful
it might be made mse of in an improvised play. la Emilie of
Inlgl Grote, for exasmmle, furnished more than one rough draft
for actors of the gommedia dell'arte.

it 1s not strange, therefore, to find in the commedia
regolare stock characters not unlike those of the comwedia dell’
arte. "Les types principeux du jeu comlque temdaient egule=
ment & 1'uniformité.” As in the other type of comedy, the
Captalin and the Pedant are important personsges in the written
comedy. "Le pedant semble encore plus encien et plus indis-
penssble.” The best example of thls character is found in

Giordano Bruno's play translated into French as Boniface et le

Pedan .\ He ts pletured as stupld and ridiculous. Tuke for

instance the scene where he 1s arrested by some vauriens

degulseds en sbires. Ome of his tormentors numed Marca speaks:

1. Giordano Bruno, Il Candelaio




Oul mals 11 donne des explicatlions assez vraisemblables.
Another called Barre answers: Il n'importe, cela ne dolt
pas nous empécher de le conduire en prison. The pedant
speaks up: Verum, mals je tomberal dans la dérision de
mes elaves ot s Eout 1¢ monds, & cause des aventures gul
se sont sbattues sur mon dos. One of his tormentors
answers: Entendez-vous ce qu'l jargonne? Then they telli
him that 1f he does not hand over the money he must go to
prison. He answers: Minime, Je n'en 2i plus aucun de reste,
tous m'ént été enleves, 1ta, mehercle, per Jovem , per
altitonantem, vos aidéra testor.

His tormentor will not toke this for an answer and
threatens him with 2 lashing of fifty blows.
The Pedant: Quobus propositis nialis, minus est tolerandum,
sicut duobus proposltls bonis, melius est ellgendum, dicit
Peripateticorun princeps.

_He finally choses the beatling to glving up money.
He is ordered to count the blows. He begins:
The Pedant: Toffi un. Toff! oh! trois. Toff! oh! ahi! quatre.
Toff! olme! oime! Toffi ahil! olme! Toff! oh! pour ltamour
de Dieu, sept.® Here his tormentors interrupt with:
"Recommen¢ons par le commencement. Aprés guatre, ce n'est
point, sept; vous deviez dire ging.

They plan to start over egain from the bezinning but
it is too much for the Doctor-~ he glves 1n and parts with his
earthly goods.

So likewlise is the Captain like hils ancestor the



Captain of the commedia dell'arte, 2 Spanlard who speaks
bravely aad boldly but whose actlons belie his words.

The old men of the commedia resolare Pandolfo,
Polidoro or Crisoforo, take on the likemess of Pantalon of
the comnedia dell'arte. The clever valets alsc have a
familiar air. ("Les valets balourds et poltrons en arrivent
de bomne heurs 3 se ressembler sur les deux sotnes comigues,
sinsi le Zucca de 1'Interesse, comédle rdeulidre de Nicolo
Secchl, Zucca gqui est devenu le Haacaril‘ia dn Dépit amoureux,
¢talt un véritable Arlequin poltron et balourd dont Molidre
n'a pas complbtément effscé les traits, tandis gue le Mascar-
11le de L'Btourdi n'étalt autre que le rusé Seappinmo, le
Scapinlmdéle empranté & Beltraine, 1'un des plus fameux
artistes et éerivains de la commedis lell'arta.") Phese valets
concelive of the most absurd and comical plots and methods to
elther deceive the easily duped father or guardlan of thelr
master, or else upset his mind by outlandish pranks, to such a
dezree that they brinz him around to thelr way of thinking,
The valet 1s an extremely important individusl in bringing
zbout & happy ending to the play. In thils rble the valet
orders about his mé.ster, in fact the master is in most cases
reduced to literslly getting dovm on his knees to his servant.

The characters of the Parasite and Hypocrite alone
seem t0 have been pecullar tc the commediz rezolare. These
echaracters need no explenation for thelr nature is fully

described in the very name Parasite and Hypocrite.

"Il n'est pas besoln de dire que les amoureux sont




sembebles de part d'autre; ils sont a peu pres les memes
tonjours et partout.”

Vulgarity is an all prevalling feature of this type
of comedy. The Gelosl troop, however, was considered to be
freer of this vice than its assoclates. Betraine himself;
"Parlant des comédlens antérieurs sux Gelosl 'ils n'hésitalent
pus,' dit-11, *A pousser la vraisemblance jusqu'a faire
comparaitre sur la scéne un homme nu, s'echappant d'un incendie

nocturne, ou une femme dépoulllée par des brigends, attachee

'a un arbre par quelques lambesux d'etoffe, et & produlre

d*autres spectacles du méme genre ou plus 1lndignes encore
d'etre mis sous les regards de galants hommes." Nevertheless,
from the point of view of the modern eritic in the Itzlian
cormedia rezolare 1ss situations son risquées, choguontes &
un point gu'on a peine & se figurer." A French actor states;
Jo puis dire avec vérité gue la plus chaste comedie italiemme
est cent fols plus dépravée de paroles et d'actions gu’aucun
des nbtres.” But it must be that "Il pubblico voleva ridere,
et gll autolr non sapevano font migliore d'llarita che le
sconcezze aperte o mslezlosamente velato.” Horeover, as
Rossl polants out, this vulgarity was little more than an exag-
gerated exprescion of the life of the time and that "la satira
speelalmente d'alcune classi soelali, tslvota vien f‘uoﬁ.; ma
la scaltrezza finlsce sempre col triara fare, la bricconeria
rimane impunita, ne la voce della cosclenza si1 leva mai a

condannare sl grande sfacilo morale.

As in the commedis dell'srte, "ces plédas sont toutes
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fondees sur des intrisues amourcuses d'amour-- il est le
seul mobile gul fasse aglr ¢e monde aux costumes pailletés
et bariolés, et o'est 1'amonur sens hesitatlon et sans com-
bets, l'amour dans toute sa franchise, en pleine lumiére.®

Save for the all lmportant feature of lmprovisa-
tion, the two types of comedy strongly resemble one ancther
in fact - les trolte de ressamblonce eatre la comedie

réculiore et 1o comédie de 1'art se multiplisrent.”

I1I Introductlon of Italian Comedy Iintoc Framce
In order to understend how the Itallan canedy came
to influence the French thestre and loliére in particulsr, it
ie necessary to review the history of the Itzlien theatre in
Frunce, first before Molleére and secondly in Moliere's time.
&. Itzalian comedy in France before Moliere.

The first record of an Itzlian troop in Prance is
in 1576 when Henrl II1 invited the Itallan troop I Gelosi, led
by Flaminioc Scala, to Bolis to entertain the States Geneml.l‘
Thelir arrival was delsyed by the Huguenots but vhen they did
reach Bolis they were glven o room of the LEtats at Bolls in
vhich to aet. Vhen Henrl returned to Parls the troop
accompanied him and they were installed In the Hotel de Bour-
bon. Catharine de ledlcls, the mother of Henri III, also had
for her own entertsinment an Itallan troop.

In thie perlod, as well as afterwards, the Italian

actors were especlally welcome in France on account of the

elegant actresses, for the French had no womnen on the stage

1. A. Ashton, A Preface to Molidre
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until the seventeenth century, men dressed as women taking
the feminine roles. Then again the French enjoyed the
beauty of costume, the perfectlon of decoration and machlines
of the Italian troops. Another lmmovation offered by the
Italien actors was the mmsle enployed in intermissions.

Regardless of popularity the confreres of the
Passion prevented the Itsllan performsnces and the Italian
troope left Paris.

Hovwever, the gomici confidentl were in Paris for a
few months in 15684 but they played chlefly at the Duke of
Joyeuse (2 play entitled ingelica, the work of one of the
sctors, Febrito di Formario.).

The Gelosi troop was agaln in Fronce in 1588 for
the second States Generzl of Blols. They wlthdrew, however,
because of an arret of Parlement and other signs of unrest.

Henri IV also enjoyed entertalmment offered by the
famous Itallan troop ] Gelosi. His wife, Marie de Medlcis,
invited & new troop, I Comlci Fedell, to Paris in 1615. It
remained until 1616 playlne =t court snd at the Hotel de
Bourgogne. It returned to Purls in 1621 and did not leave
ontil 1623.

A troop led by the actor Beltralne came to Paris in
1625 and received a warm welcome.

After the death of Richelien and Louls ZIII, under
the rule of lMazarin, Itallan troops flowed lnto Paris. The
best knowvn was & troop 196 by Guiseppe Blznchi, director and

actor, which was established at the Petit-Bourbon, remaining



until 1647.

From 1648 until 1653 compatriotes of lezarin were
. not welcome in FPrance but in 1654 until 1659 a troop,

Soaramouche, Trivelin, Aurella and Horace among 1ts chief

actors, was establlshed zt the Petit-Bourbon.
The French capital was not the only peint of
invasion for the Itallan troops. At Lyons from an early
date there was a numerous and opulent Itallan colony and
Italian comedians were present even before 1548. Inasmuch
as the Italian troops were wanderers by nature it is believed
that they travelled widely throughout the provinces. ‘There
is no definite Informution as to the nzmes znd dates of the
many troops which travelled around in the Fremsh provinces,
but there is every roason to believe that from the middle of
the sixteenth century not only the more famous troops such azs
I Gelosl visited the larger towns of Southern France, but
that there were numerocus smail and obscure Itallan troops in
the Provinces. But to rotura to Mollere.
b. Moliere's contact with the Italian Theatre.
it the tlme Tlberio Plurelll was playlng most
succeusfully the part of Searamouche, Mollére made his first
public appearance for ":1 1'éboque 05. les Itallens offraient
’ zu public ces atirayanis spectacles, une jeune troupe 4’enfants
. de famille, la plupart Parlsliens de nalssanecs, s'etant associes
pour jouer la comédie sous le titre de 1'I11ustre nheatre,
donndrent d'abord au Jew de powne des metayers puls au Jeu de
paume de le Croixz-Noire, sur le guai des Ormes, des representa-

tlons beaucoup fastueuse.” But this small troop led by
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Yoliere was unsuccessful and withdrew disgraced lesving the
fleld to the Itzllans at the Petit-Bourbon and the French at
the Hotel de Sourgogue. "On pense blen, touteZois, qu'a

ce moment ou 11 entrait dens la carriére du theatre, lMolidre
svait preté ume vive attention sux Itallens, ses trop heureux
concurrents.” libreover, “S1 nous en eroyons Le Houlanger
de Chelussay, 1'asuteur a'Elomire hypocondre, Mollere surait
pusitivement regu de Scaramouche des 19?0113 de pantomime, et
lul surait du ses progres dsns l'art du comedien.

After the fellure of 1'lllustre Theatro, Mollere
left Paris znd wendered about the Provinces with his troop.

It is certain that during his wanderings he came 1ato frequent
contact with Italisn troops.

In 1658 uffer sn =bscnee of nearly twelve years
¥oliere bromght his troop back to Parls having obtcined the
patronsge of Momsleur, the kKing's brother. He obtained permis-
sion to share the theatre of the Petlit-Bourbon with the
Italians. Il paya aux Jtallens quinze cents livres pour sa
contribution aux dépemses fzites par euwx dans la salle.
Mollere had to take the days for his represemtations thut the
Italians d1d not use, Mondays, "ednesdays, Thursdays, and
Seturdays. These were not consldered the most favorable days.
Les deux troupes gqul occupeclent la nZre scene me différaient
notablement gque pur le langue S0 ©1s0 when Mollere was
forced to move from the Petit-3ourbon, Il en est de meme au
théBtre du Palais-Royal, & partir du mols le jeavir 1662.

Juaqn"‘a la mort de Mollere et au della, Francels et Italiens
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ge firent concurrence, s'imit:arent, s'emprenterent reci-
proguement ce gu'ils avalent de meilleur, rivaliserent dans
les fotes de cour, ou ils etelent fréguemment réunls et mis
en pre;sence.

By the above materlal it is easy to see that
Iioliare came into constant contact with Itellian actors and

acting.

IV Prench Comedy before Mollers.

It 1s now necessary to view the state of French
comedy before Hol!.?are, in order to be able to draw & conclu-
sion e2s to the extent of the Italisn influence on Molidre and
if this influence wos dlresct or through work of contemporeries.
Since the Itsliesn influence alone 1ls of Interest for this
peper & survey of French comedy will be brief, for "Le thedtre
fmngaise contemporain (to I Gelosl) etalt bien e’loigne’
d'egaler soms ¢ rapport les Itulisms." In fact, "la comedie
malgrd les troductions on les imitations littéraires des
Larivey et des Tur?aebe, avait peu de place tant an theltre de
1'Hotel de Bourzosne gu'au theatre de 1'HOtel d'Arzent qui
stouvrit vers 1600 rue de la Poterie zu Marias. les é.cteurs
etalent toujours obliges d'en revenir h la viellle Farce, &
la Farce'gammis de mots de guenle' aux jeux des pols 21163,
gqui contineralent d'avolr la favenr populuire.”

Two more factors which will be of comsiderable
interest in dealing with the three plays of Mollere us well as
in this short survey of Fremch comedy before Moliere, are

first in regard to French Farce: La forme etalt rudimentaire,
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11 est vral, mels 1= pensée, 1'observation, la goletd
surzaient pa.rro:lé_tmuvé mievx leur compte dan: ¢es grossidres
parades que dans les intrigues des Itallens. Sens Joute
les Arlsquin, les Pedrolino, les Pantalon etalent des copées
ressemblantes, guolque outrées, de la noture humaine. Ces
types avalent leur veritd rellleuse cachde soup leur
exubérante fantelsie. M:ls combien, dans la Farce frangaise,
1s satire était plus directe et plus pénétranta!" Second
factor is that: "Le rire, mois épencul, moins insouclant chez
nous, revelait, en revanche, bilen plus de segacitd ot de
malice. Tandis cue lz traditicn burlosgue régnelt presque
souverainement sur lo sgene itelienne, et gue les types,
inventes un fols pour toutes, y reproduis a2ient chague
ridicule dens somn expression géné'rale, nos bouffons ne perdalent
pas l'thablitude de regarder zutour d'eux, de peindre sur le vif
un carsctére psrticuller, de saisir 1'asctuslite au pessage,
d'exercer enfin 1l'esprit observateur et satlirigue propre a la
nation.® i
b. Seventeenth century Fremch comedy before Hollere.
In this perled we £ind the names of Rotron,
Cyrano de Bergerac, Searron end Cormetlle among the best known
authors of comedles.
As do most of his comedles, Lz Soeur of RotroW shows
a decided Itallan influence. In fuct 1t resambles strongly
L'interesse of Nicolo Seccal. In both plsys there is a
complicatlon brouzht a2bout by au exchenze of kBables vhich takes

plzce unknown to the parents, znd that matter is not dlselosed

1. L. Moland, Moliére et la comédie italienne, P. %4,




for many years. DThe true identity is discovered just in

time to save the plays from becoming tragedies. This type

. of plot was extremely common in Itallan plays, particularly
of the commedis regolare, and Nicolo Secchl's L'interesse is
merely the best kmown of thls type. This is not the only
point of resemblunce that L& Soeur has with Itallan comedy,
but perhaps-the most important characteristic which recalls
its Italien origin is the presence of stock characters such
s Ergaste, the helpful, intriguing valet. Then there is

 Anselme, the parent who stands in the way of the young people.
He is not unllke Pantalon or Pandolfo of the Italian comedy.
He himself states:
nEt dupé que Jje suls, interdit et comfus

Perdant encor le sens, me perdrals guére plus.n
The Introduction of the Turks 1n this play is a com-
mon feature in the Itallan plays, and the improvised language
that Ergoste resorts to in his 'conversation' with Horace has

| | its counterpart in innumerable Itallan comedies such as

L'Inavvertito.

The mention of Itallan towns, such &s Venlce, also

R T s

causes & stronger feellng of relationship with Italisn comedies.
Another representative of French comedy of this
period is Cyreno de Bergerac. In this play Le Pedunt goué,
. the characters vhich form the more original part of this play
bear z strong resemblance to the stock characters of the
Itallan comedy. Take for instance, the chlef character of the

play, Granger, the pedent. He combines the pedsntry of the




Doctor of the Itallan camedy with the vanlty and gallantry
of the dupe Pantalon. This is true in spiie of the Fremch
veneer for Granger is "a aaventeeﬁth century figure, a
pedant and a Frenchman: 1n hls use and misuse of the French
languege, nis allusions to French things, his contempt for
all that is foreign. His pedantry 1s colored by his time
and nationality. He is précleux to the core.

Paguier is another composite charactier, one minute
reminding us of the Itzlian valet, of Scapln, and yet he is
a pedant by profession, but at the same time he reveals a
store of good sense, as for lnstance when he attempts to con-
sole Granger with the words: "Trust 1lm Godl He will help
you. He helps the Germuns who do not belong to thls country.”

Though & Norman, "quasl venu du nord", the character
of Chateaufort is the boastful, cowardly Captaln of the
Italian comedy.

Mathleu Gaream, the peaszant, might easily be an
Italian peasant or & Ffrench peasant save for the fact that he
uses French dialect which removes guestlon of nutionzlity.

Searron's Jodelet ou Le Maltre Vzlet 1llustrates
concretely the Itallan stock charscter of the intrigsuing
valet. He is disgulsed as Don Juan, hls master, while his
mester plays the part of the valet. Jodelet is able to ad-
dress his master thus:

"iails, faquin! vous voudriez peut-eétre me donmer
des conseils; suls-je pas votre meitre? Eh! gul sait mieux

gue vous le blen gue je lul veux?"  INoreover, Jodelet is
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able to take advantage of his temporary position and revenge
himself by beating up Don Juan in the presence of those whom
. Don Jusn would have believe thet he 1s the valet.

In iet I, Scene v, there 1s an example of the action

and stage play such as is found in the Itallan cammedia dell’

arte as well as in commedla regolare. For instance: "Don

Jusn met 1'epee 3 la msin, cherche dom Louis, rencontre
1'epée nue de Jodelet, qul tombe & terre d'effrol, couche sur
le dos; et pare de bas en haut les bottes que pousse son
maitre."

This play of Scarron's glves evidence of Itallan
influence in 1ts characters, in its plot as well as in the
action.

If Cornellle's drawing room comedy as exemplified in
#élite and Lo Memteur is included, the above brief survey
discloses what Molisre found in the fleld of French comedy.
It is not surprising, therefore, to find that Mollere's early

plays reveal & strong Itallan influence.

V The Three Plays.
2. Introduction
The next step consistis in the study of the three
plays of Molfere under discussiom. They will be taken up in
. ' chronological order.
' Le Médeein volant
With the brizf survey of Itaslian comedy before Holfere
in mind & study of the Italian influence in Mollére's early

plays is made easier. Le Médecin volant, one of Moliere's
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earliest farces shows clearly an Itallan influence as ex-
pressed in characters, action and outline of play 1tself.

In order that the following statements may be clear-
ly understood a brief outline of the play is necessary.
Valere is in love with Lucile but her father stands in the
way of thelir merrisge. In order not to have to marry the
man of her father's choice Lucile preténds to be 111. At
vValere's request Sagamarelle, his valet, plays the part of a
doctor 1a order to get Lucile out of her father's clutches.
He hes also to try to make Gorglbus, Iuclle's father, believe
that he, the valet, is & brother of the doctor that he re-
presents. \Whlle he does not succeed in this latter task,
the play ends happily.

With this outlline alone it 1s easy to see that
Sganarelle bears all the ear marks of the stock character of
Itallan comedy, the clever valet. He resembles the Itzlian
actors of vwhom "Les jeux de physionomie, les postures, les
gestes tenalent une grande place dans leur t:ale\nt.."1
Sganarelle's part 1s carried out by acts more than by words.
Then agein in characteristic Itallan fashion Sganarelle
though only a valet, holds a position of lmportance in his
master's eyes as well as in his own. For instance:

Valere; Ah mon pauvre Sganarelle, que j'al de jole de
te voir! J'al besoin de tol dans une affulre de consequence;

mals comme je ne sals pas ce gque tu sals faire.

1. L. Moland, Moligre et la comedie 1talienne, p. 26



sgenarelle: Ce gue je sals falre, Nonsleur? Lmployez-

moil seulement en vos affalires de consé@uenca en guelgue chose
d'importanne."l

Gorgibus the father of Luclle 1ls not unlike the
Pantelons of the Itallan stage. He is easily deceived as to
Sganarelle’'s role as doctor and as ig cha:actéristis of the
parent of the Iiasllan theatre, one mimute threaiens the valet:
Tu seras pendu, fourbe, coquin“,zin the very next scene he
concludes with the words: Je vous pardomne, et suls heureuse-
ment trompe per Sganarelle, aysnt un sl brave gendre."d

The lovers, laclle znd V:ilére recall the Italian
stage inasmuch as while the play 1s bullt around theilr love
affairs their part in the action or the play is minor, the
valet displayling more wit and intelligence than the master.

It 1s interesting to note that the name Gorgibus,
Scemarelle, Luclle and Valere occur time and sgsin in charsc-
ters of Moligdre's plays. Thls again recalls the Itallan
stock character who pluyed always the same role.
This farce shows & strong influence of the commedis dell'
_g_z;;_q in the superabundance of action. In Le uégecin volant
there has to be & certain amcunt qt stage direction in order
fo sppreciute the play. The reader ls left with the feeling
thet 1n oxder to do itself Justice this play should be zcted

rather thin read. This would seem to strengthen the state-

1. Scene 11
2. Scene XIV
S. Scene XVI



ment that "Le mouvement™ of the Itallan theaitre wus one of
the most important contribntions.l For instance, beglmning
with scene cleven vhere GCorglbus meets Uganarelle dressed as
a valet and believes he recognlzes him as the doctor who
offered to cure his daughter thils stage direction is particu-
larly necessary. ere we nol informed that Sgunarelle
changes qulickly in to doctor's robe and then back zgaln into
his regular clothes, scenes thirteen snd fourteen would be
incomprehensible. In scene fifteen we have Sgunarelle going
back snd forth by way of the window in order to continue the
deception. It does not take any very great exercising of
the imaginstlon to concelve thut Sgansrelle went through all
sorts of contortions and gestures to add to the comic situa-
tion.

In =ddition to the sction which is undemlably Italianm
there 1s the subject matter litself. As we have polnted out
in the introducticn, the subjects of the Itallan comedies
concern some phase of love. In this farce of liolleére's we
find a father who hus chosen the young msn that he wants his
daﬁghter to marry. She, however, 1s in love wlith a different
younz masn. In eharacteristic Itallan fashion the young lovers
manage to get married and in the last scene the father, pocket-
ing his rage, is transformed inio 2 kind and generocus purent
wino bestows his blessing upon the youns couple and forzives the

velet. Whlle this conclusion 1s unrealistic and forced, 1t 1s

1. L. Moland, Moliére et lz comédle italienne, p. 26




more or less in keeplng with a farce of this type. Unfor-
tunately, however, Mollere seems to huve permsnently adopted
this type of denouement for it 1s found even in hls more
mature comedies.

"Le Médecin Volant" shows therefore a strong Itzlian
influence in characters, ln subject matter, in stage play, in
denouement, and even in the numes of the characters. For all
this similarity we can not agree with those who insist that
Holisre has practically trunslated an Itallan play entitled
‘11 Medlco Volamte". At this purticular time the Itallsns at
Paris did not print thelr plays. "Les pleces itallennes me
sauroient 's'imprimer. La ralson est que les comedlens
itallens n'apprennent rien par coeur, et qu'il leur suffit
pour Jjouer une comedie d'en avolr vu le sujet un moment avant
gue d'aller sur le theatre. Aussi la plus grande beaute de

leur pieces est lnsapara.bla de l'action."l

4

'Etourd
"L'ﬁtourdi“, Moliere's first five-act comedy, 1s the
second step in the study of the Itzllan influence upon this
great French Genius. The plot of this play is of Italian
origin., In fact there are three Italian plays from which it
might have been taken, "La Emilia®"™ by Luigil Groto, "Angelica”
by Fabritlio de Fornaris, and "L'Inavvertito® by Nicolo

Barbiere.

1. Les Grands Eerivains,- Oeuvres de Moliere, Vol. 1, p. 75,
note 1



nLtitourdl” 1s the story of & young men who is in
love with 2 slave. He has not the means to purchase her and
80 turns to his valet for assistance. The valet is full of
plans but, as each plan is about tc develop, along comes the
young man who stupidly upsets or spolls each plan in turn.
There are various other complications such as strong willed
fathers and rivals, but in the last zet all is righted and
every one 1s happy. Thls same brief sumnary could be
spplied to " 'Invvertito" zs well as to “L'Etourdi”, but 1t
is not so completely & sumnary of the "Angelica"™ or "la
Emilian,

Similarities to "L'Invvertito":

The £irst simllarity between the "Invverilito" and

"L'Etourdi” is found in the cast of characters which is almost

identical in the two plays. Ve have, for instance:

Le:lia- son of Pandolf Fulvio- son of Pantalone

Celie~ slave of Trufaldin Cella- slave of liezzetino
Mascarllle- valet of Lélie Scappino- valet of PFulvio
Leandre- son of famlly Cintio- son of famlily

Hippolyte- dsughter of Anselme Lavinia- daughter of Beltrame
Pandolfe- father of Lélle Pantalone- father of Fulvie
Andres- forelgzner Capitano Bellorofonte, foreigner
Anselme- father of Hippolyte Beltrame- father of Lavinia

loreover, in following along in the two plays scene by
scene, one finds many which are ldentical. For example, the
first three scepes in Act 1 are practically identiecal. In
scene one of the Itallan edition Fulvio states his case to
Cintio and offers him Lavinla und Cintio drops the hint that he
also loves Cella and 1s no longer interested in Lavinia. In

Moliere's version Lélie gives us this information in & short
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monologue. In scene tw and agaln in scene three correspond-
inz characters are present in both the plays. The conversa-
tion, however, 1s not identical in the two versions though of
the same glst. There i1s more elaborate dlalogue between

Celia and Fulvio than between Lélle and Célle. Now and then
one will find phrases which seem to be translations, as for
instance: 1In scene three of the Itallan play Scappino in
speaking to Fulvio says, "Retiratlvi, e lasciate parler a me .1
Mascarille under similar circumstances tells Lelie: "Allez-
rétirez vous, je saural lui parler."®

As the play progresses there is more divergence.
loliére's version is not so long drawn out and has more variety
of incidents such as the dropplng of the pocket-book by Anselme,
and the pretension that Lélie's father is dead. These lnci-
dents, however, can hardly be supposed to be original with
Molieére. The first incident might possibly be of Italian
origin, while the second is as 0ld as the written language.

Ve find stock tricks of the Italian variety such as
letters, rings, slaves turning out to be long lost daughters,
the extra lover turning out to be 2 brother and so forth,
illustrzted in "L'étourdi". Mascarille wrlites Trufaldin a
letter supposedly from Spailn from Celle's parents, asking that
Célie be held till he arrives. Célle and Andres turn out to
be the som and daughter of T'rufaldin and Andrés discovers that

his love for Celie was merely brotherly love.

1. "L'Invvertito"”, Act I, Scens 3
2. "L'Etourdi", Act I, Scene 3



In "L'Inavvertito” Scapplnc sonds Beltrame a letter
supposedly from Fulvio's father asking that he lend his son
some money. As for disgulses in this play, Cella's ldentity
is dlscovered. _

nIL'Etourdi” is a step forward in Molidre's progress
towards real comedy and obviously is based upon & play of the
comnedia rezolare, yet there are elements whilch savor sirong-
1y of tho comnedia dell'arte. lascarille's beating Lélile;
iazearillets refusing money from inselme pretending he hss
not an itching palm but in reality feering that Anselm will
discover that he hed lost hils pocket book; Lélie's threat to
bheat Leandre are a few of the "slap-stick" episodes that one
finds in this comedy.

Perhops the most interesting feature in a study of
these two plays lies in the comparison of the characters.
Fascarille -axd oecappino are the most important and at the same
time the most interesting characters. One characteristic which
these two valets have in common 1s thelr professional pride.
¥ascarille expresses 1t by the following words:

"Je veux, quol gu'll en solt, le servir malgré

Lt dessus son lutin f;ti;.ner la victorie;
Plus l'obstacle est pulssant, plus on recolt
de gloire.nl
Mescarille gzlves one the impresslon that he has great pride inm
his ability to think up tricks and no matter how annoying Lélie

may become with his stupldity, the desire to exercise these

1. Les Grands Herivains, Oeuvres de Holiére, Vol. 1, ;,'étonrdi,'
Act II, Scene 4
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tricks causes him to yuickly forglve his master. sScappino's
pride 1s of similer nature. He says, "In somma ho futto
1'impossibile e 1'incredibile per amatarlc.”l he only re-
werd that these valets receive aslde from the gratitude of
thelr masters, 1s thelr own satisfactiion in a deed well done.

As characteristic 1n Italian comedy, the young masters
huve great confldsnee in their valets' abillties to solve thelr
problems for them. In "L'Inavvertito™ Fulvio says to Scappino:
"Io sequestre le mie Invenzione nella mia mente, e seglllo col
sllenzo le mia parole, e lascio l'opera tutta sopra le tue
spalle.” Lelie in speaking to liasearille uses the following
words:

"lgute fols j'aurois tort de me désespérer;

Pulsque j'al ton secours, Jje puls me rassurer;
Je sals gque ton esprit enm intrigues fertile,
N'a jamals rien trouvé qui lui fat difficile
JU'on te peuti appeler le rol des serviteurs.n?

The characters of Lélle and Fulvio do not seem to have
cs much in common as the valets. The picture that we have of
Lelle is that of 2 blunderer, recalling to mind the Itallan
character, Pantelon. He spolls plan after plan of Nascarille's.
First, he spoils Masoarille's plan to get im touch with Celie
by pretending to sesk assistance from her Imowledge of magie.
Then he spolils the scheme of the pocket book for Anselme tells

Lélie that he wants to meke sure that the money 1s 21l good.

Lélle not for a minute suspecting 2 trick hands the money back.

1. Les Grands Berivains, Oeuvres de Moliérs, Vol. I "L'Inavvert-
ito", Act I, scene 2 ,

2. Les Grends Zerivains, Ocuvres de Molidre, Vol. I "L'Etourdin,
Act I, scene 2



He spolls Mascarille'’s plan to get 1n with Leandre by pretend-
ing thet Lelle is a cruel master. The list of blunders goes
. on until it beglins to grow tedlous. Fulvio, however, is no

better than Lélie for he makes as many blunders. Both of the

young men cttempt to ald thelr valets by trying to earry out
plans of their own. - Thls attempt alsc causes some carefully
lz1d plens of thelr valets to fall.

For all thls these two young men are not photographic
duplicates. There 1s something pathetic about Fulvio which
one does mot find in Lélle even when Lélie is most depressed
as for exsmple when he threatens:

"Je m'en vals me tuermd
efter Masearille, 1n disgust, has refused to help him. We feel
with Hascarille that;

"Ce n'étiot que grimsce."!

There seems t0 me to be & note of sincerity in the following
words of Pulvio's: "0 Fortuna, frena guella ira hormai che senza
ritegno fal scorrerec sopra di me. O mitige il rigore defsuol
maligni infulssi. ..... 10 sono ln disgraszia del pdre, di poeca
stima al suocero, in derisione col capitamo, in conto dl pazzo
a mezzetito, in puntc dl perder Cella, cd in somma sono la
favola della citta; e quello che'® pegzlo, 1o sono in odio a
Seappino, qual mi fugse, ed he raglomel Cessa, cessa seapigliata

. Dea, di tormemtarmi, te ne priago.“a

1. Les Grends Zerivains, Oeuvres de Moliere, Tol. 1, *L'Gtourdi”,
Act II, scene 6

2. Les Grunds Eerivains, Oeuvres de lioliere, Vol. I, "L'Inzvvert-
ltom, Act 7, scene 1




This contrast in the characters of Fulvio and Lélle
is again brought out in the last sceme of Act V of both plays.
When Lélle learns that all complications hove been dlssolved
he turns to Mascarille rather than to Celle and joyfully shouts:

"Il faut que je t'embrasse, et mille el mille

fols,
Dans cette jole...c..cceececacal

Fulvio, on the other hand, when his father asks: "E Vero che
tu sia immamorato di guesta giovine?" he answers, "Signore, no."
When pressed further he turns to Scappino and seeks his help.
He 1s not entirely at ease even vhen Scappino tells him to say
‘yes'. [He asks uocappino: "Guarde bene che non mi faccl fare
gualche balordaria®” This scene in the Itzllan play 1s very
zmasing and Moliere has been criticised for not making use of
it in hils comedy. In the first place, 1t would not be in keep-
ing with Lélie's character as Mollere has drawn him. In the
second place, such an ending would mean that Lélie had been
reformed. One feels that Fulvio has been reformed. It seems
doubtful that he will ever interfere with any plans that
Scappino may mske, 1n fact it looks as iIf he may hove lost all
self-confidence. Hollere for all his apparently moralistie
bend never brings ebout comversions in his plays. Ballly
believes thls is because "Un pessimisme inebranlzble forme
1'assise de ses comedies."t I, personally, can not agree with
this opinion for if it were so, Moliere would never have worked

so hard for the public appearance of Tartuffe. He mast have

1. Bailly, L'Ecole Classique Francals




felt that "Le Tartuffe" was needed, that it might do soame good.
This surely would not be the feeling of & peszimist. I feel
sure that the cause for the lack of conversions is due to
Moliere's imnate habit of presenting people, human beings and
not grotesque caricatures. I kmow that lMoliere hes sald that
"Tous les personnages qu'll represente sont des personnsges en
1'air, et des fantones proprement, gu'il habille a sa fantasie.m!
This was written in reply to those who accused him of deplcting
particular individuzls. -

With the exception of the similarity in names there is
just about as much dlfference between Celle and Cella as there
was between Lélie and Fulvia. They follow along similar lines
so far as the development of plot is concerned. Both are slaves
end are loved by young men who have not the means to free them.
Both girls are zbout to be forced to marry & young man who turns
out to be & relative. In the case of Célie, Andrés is discover-
ed to be her brother, while in the Itallan play Cella's wooer
discovers that hls wife, Cella's sister, 1s alive. Cella and
Celle differ in character. Ve are led to believe that célie 1s
practical and sensible while Celle is emotional and self-centered.
For.instanca when Lelie tells Celle in seventeenth cemtury
drawing room style how her eyes hove affected him she replies:

nlion coeur, qu'avec ralsom votre dlscours etonné,

H'entend pas que mes yeux fassent mal a personne;

Bt si dans quelque chose 1ls vous ont outrage 3
Je puls vous assurer que c'est sans mon congé."

1. Moliére, L'Improntu d'Versailles

4

2. "L'Btourdi”, et I, scene J
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Cella's reply to Fulvio is of zomewhat dlfferent nature, for
she says, "Le mia bellezze o grszie v'hanno imprigionato? O
Signore, 0 vol scherzate meco, 0 che v'infingete le causs che

mi vl fanno parer bella."l

The difference in thelr characters
is again brought out when Capltano Bellorofonte 1s about to
take Celia away with him, the journey has to be made by beat.
She weeping says, "Signor mi treme 11 cuore d'andar per mare".®
Andres 1s golne to take Celie on a similar Jjourney. She does
not become hysterical but in a dignified mammer requests that

"3i j'avols sur vous guelgue peu de pulssance,

Notre voysge, au moins pour trols ou quatre Jjours,

Attendrolt gue ce mal eut pris un antre cours.”
The grestest dlfference in characters is found in Andres and
his counterpart, so far as plots are concerned, Capitano Bello~
rofonte. The Capitan 1s a bold blustering concelted 1ndi-
vidual. He seems to have been taken direcily from the
"Commedia dell'arte". He rather clashes wlth the rest of the
characters lmasmach as his bhumor does not blend with the rest
of the play. It seems ummecessary, the play would be better
without 1t. Andres 1s & gulet gentleman who seems to have
been added as an afterthought in order to help bring the play to
a close.

While one ecan sum.np #1'Etourdl® in almost identical

words as were used in reference to "Le Médecin Velant®, for the

plot 1s of Italian origin, the action Itallan, somne of the

1. "L'Inavvertito”, iAct I, scene 5
2. "L'Inavvertito", Act IV, scene 9
3., " 'Etourdl”, Act IV, scene 2
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characters very similar in act as well as im words, lollere's
personal touch 1s much more in evidence 1n thls play as has

been pointed out in the above discourse.

Le it ureux

The third play on the list is "Le Déplt amoureux".
This play opens showing us émste. Lucile's lover, fearing
that Iucile may prefer Velere. This fear increases regard-
less of her assurance to the contrary because Valers does not
act like a man who has been turned dovmn. [Iarinette, Lucile's
mald, brings ﬁmste & note. larinette assures them that
they are foolish to be jealous. (I -neglected to say that
émste's valet, Gros-lienef', has an affalr with lMarinette. This
affalr progresses only when the master's affalr 1s progressing.)
The note Marinette hes brought tells iraste that he has only to
ask her father for her and she will be hls. ﬁr&ste is wila
with joy until he sees Valere who clalms that his affair with
Lucile is alsc progressing. Igra.ste shows him the note but
Valere just lemghs. His valet discloses the foct that Valére
and ILuclle have been secretly married. No sooner does éraste
receive this information than larinette arrives with word that
Lucile will see him that evening. }'-Emste reges. Marinette
is unczble to understend the sudden change.

It seems that Ascegmne, who poses as Lucile's brother,
is 2 girl. GShe 1s disgulsed as a2 boy because she took the
place of a baby who died. Had the beby lived, being a boy 1t

would have inherited considerable wealth. The mother feared



that the loss of money caused by the death of the child would
drive her husband to distraction. Upon the death of the baby
the money would have gone to Valere, but the mother gets hold
of this girl and brings it up 2s & boy. Valere falls in love
with Lucile but she will huve none of him. Ascagne, however,
does love him and pretending she is Lucile she meets him at
night and they are married. Luclle, vhen accused of being un-
faithiul to ﬁiaste is indignant and even goes so far as to slap
Mascarille's face for insulting her with such stories. Ascagne
is about to be forced 1nto a duel to defend Lucile's honor when
all 1s cleared up and the plaey ends happily.

We are told that Mollere has borrowed the “Imbrozllion
from Nicolo Secchl's play emtitled "L'Interesse”. This play
tells us the story of Pandolfo, who, durlng the confinement of
his wife, has bet two mille ecus with a friend that the child
will be a boy. It turnme out to be a2 girl. In order not to be
the loser, Pandolfo brings it up &s a boy. The remorse and
fear of Pandolfo that his trick will be discovered and the "boy's"
fslllné in love bring about complications.

Hblibre, a8 we can see from the swmmary of "Le Déplt
Amoureux", has followed this story rather closely, but as usual
has removed most of the indecencies and generally given the play
& human touch.

The other part of the play and from which the title
"Deplt smoureux” is derived is comsidered to be "la pertie de la
plece ou Moli\ere, se degageant de l'imitation de Seechi, sub-

stitue 2 lo comedle traditionnelle d'intrigue la peinture vrale



»l  Molisre has gone beyond the

et hardle des passlons.
elementary step where action reigned supreme.
Now to be more speclific. As in the other plays,
the Itallan stock characters are present. In this play, a
minor character, the pedant, lotephraste, is the most
chauracteristic of the Itallan stock characters. He 1s the
personification of the impractical. His language, far from
clear and concise, is interspersed with Latin quotations.
Vhile he may display a generous degree of learning, his intel-
ligence is not great. This is well 1llustrated vhen Albert
the father of lLucile mekes a statement containins the follow-
ing phrase:
"Dans un recoin du bois®
and Hétaphraste corrects him:
"Dans un lieu! recu}é du bois, voulez-vous dire,
Un endroit ecarte, latine, secessus;
Virglle 1'a dit:; Est in secessu 1ocua."2
The valets Gros-Rene aand Masearille do not play as
important parts as in the plays just mentioned. Though Gros-
René in particular shows the egotism and pride which was ‘
characteristic of the Itallan stock character of valet. For
instance in speaking to his master, éraste, he states;
"Que c'est ipjustement blesser m prudthomie
Et se connoltre mal en physionomie. i
Les gens de mon minols ne sont point accuges
D'eétre, grace 2 Diew, nl fourbes, ni ruses,
Cet honneur qu'on nous fait, je ne le demens

gueres,
Bt suls homme fort rond de toutes les maniéres.m®

1. Les Grends Deriveins, Oeuvres de lioliere, Vol. 1, p. 384
2. Le Depit Amoureux, Act II, scene 5

3. Le Deépit Amoureux, Act I, scene 1



Both valets are treated by the masters as if they
were their eguals, but they are not entrusted with the entire
care of solviﬁg thelr mesters' love affalrs. In faet, in this
case lascarille complicates Braste's by relating to him a bit
of gossip in connectfion with Luclle which turns out, as most
gossip, to be without foundation. Agaln, unlike the ma jority
of Itallan comedies and the two plays of Moliere so far touched
upon, the valets are not the chief source of the humor.

Albert and Polydore, the fathers of the lovers, are
furnishing & major portion of humor. Albert agaln differs from
the stock charscter of Italilan comedy, Pantelon. He gives the
feeling of rationallity and sincerity, elements lacking in the
Itallan comedy. ‘When he states, "mon flls me rend chagring
vous savez que Jje l'alme, et gue solgmneusement je 1'al toujours
nourri .1

Polydore is more llke the stock character of the
fathers in the Itallan stsge. He 1s more easily deceived and
in the scene where they each belleve that the other has dis-
covered the trick that they have played on one another, Albert
realizes thelr mistake before they separate but n&tlso Polydore.

There ig plenty of cetion and physical comedy of the
type found in Italian comedles, in this play, 1n particular the
disgulse. Ascagne's diaguise as a boy 1s absurd and flavors of

the commedia dell'arte. The complications brought gbout by

this disgulse create an 1mplicatéd plot of Itallan style. The

1. Act II, scene 6
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duel whlch was about to take place, the j2ssing of notes and
nocturnzl meetings are all to be found again and again in
Italian plays. The slsp which Masecarille recelved from Luclle
seems not unlike acts put on by the lazzl of the commedia

11* .

Moliere's personel touch is seen in this play more
often than the first 'two. It displays 1tself in a certain
sincerity and rationslism which appears amldst the cbsurdity and
humor. The sincerity of Albert has already been mentioned.
Incile his daughter seems to inherit some of this quality. Im
the scene where lMascarille accuses her of meeting her lover at
nlght her reaction is human. She at least does not bow dowa to
the valet. The arguments she uses, like her father's, are
rational and human. For instance:

"Quand on sime les gens, on les tralte autrement 1
On fait de leur personne un meilleur Jjugement.™

Ascagne also appears as somethinz more than a mere humor-
ous character. In fact, one feels as she expresses it,

nJtal 1l'esprit déllc;at plus gu'on ne peut penser,

Et le moindre serupule & de quol m'offenser."?

While the Itallan influence 1s present also in the
charzoters, act.i.on and plot of thils play, 1t alsc seems to show a
development of Hollere's oriéinality.

Thus 1s concluded a study of his three early plays.

1, Act 1V, scene &
2. 4ot II, scene 2



Conclusion

7hile there is one maln conclusion which can be drawn
after a study of three of Molidre's early plays which is that
the Itallan influence is very evident, there are minor conclu-
slons of interest to students of Moliére. These minor conclu-
sions are to the effect that the characters in the plays under
discussion are drawn practically entlirely from the stock
characters of the Itallan troops, that loliere discovered the
value of zctlon from the Itallans. Another interesting though
minor.conc lusion is that the abrupt and unsatisfactory ending
of his plays, for which Moliere 1s so often eriticised, is
present in these early plays and thelr counterpart is to be
found in the Itallan theatre. Yet another fact of minor sig-
nificance is found in Le lMedecin Volant. In this play so
closely modeled from the Italians 1s- fo be found loliére's
attitude tovards doctors, for which he became so well known
before the end of hls career.

To return in detail to one of the most important fac-
tors in this Itallan influcnce as seen in lollere's plays, the
characters which for the most part closely resemble the corres-
ponding stock characters in the Itallan theatre. These stock
characters of the Itallan theatre represented types and so do
the characters in the plays of Moliere just studled. There was
the valet, & type, 2llke in the three plays desplte the change
in names. ‘The parents and the lovers represented typap.

Having met them in one play they were easily recognized 1n the
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others, save perhaps Albert and Lucile in Le Dépit Lmoureux.

As mentioned above, another important factor which
Moliere undeniably derived from his contact with the Italian
stage was rapidity of sctlon. The short survey of French
comedy before lMoliere mekes it obvious th.t Molisre's work is
far less forced than that of his fellowcountrymen. It seems
that loliere was gulck to see the gualities of the Itallan
actors. A compzrison of Le lédecin Volant with & play written
by one of his immediate predecessors will show that the
essentlal dliference between them is the greater rapldity of
action. It must have been evident to an intelligent zctor of
Moliere's type that the acting of the Itallan troops was excel-
lent. It must have _been'exoeptiomll,y good for the Italian
plays were produced in France before audlences who were éntirely
ignorant of Itallan. . It was necessary to hold their 1nte_~rést
by the acting alone. There could be no lull or dragging
perlods. It seems only natursl that tioliere, with his keen
understanding of human nature, would turn to the Itallans rather
than the French for material and insplration. To make this
statement more concrete take for 1nstan€e the famous "gallery
scene" which Mollkre is supposed to have stolen from hils contem-
porary, Cyrano de Bergerec. Hollere's gallery scene 1s far
superior to Cyrano de Bergere:'s. In the £first place Bergerac's
is over done, Moliere's galins through 1ts brevity. Hollere
has made hls material more plausible for the scene takes place,
in his work, at Naples, a town exposed to pirates, but Cyranc

places a Turkish gallery in the Seine.
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Hot only 1s there concrete evlidence of the Italian
influence in Moliere's plays, but the very fact that Mollere
came into smuch close contact with the Itallan theatre would
zlone point to evlidence of an influence of thls theatre upon
his works. As has already been noted, Molidre not only came

into contact with Itallan plays and Itallan actors durlng his
| wanderings in the provinces, but he even shared a theatre
with an Italien troop. Then again Moliere found the works
" of his predecessors and contemporaries permeated with Italian
influence. These facts, coupled with obvious signs of Italian
influence in the plays themselves, leave no doubt not only as
to the influence of the Italian theatre upon !Jolibre, but also

of his debt to this same theastre in the developing of his genius.



Runnary

The previous pages have been written in an attemmt to
polnt out the extent of the Italiam influence on Ltnli\ere as
disclosed by three of his early plays. 1In order to do this a
brief survey of the Italian comedy before lloliere has been out-
lined. Then the relationship of this forelgn comedy has been
traced in France in order to point out the contaect which loliere
must have had with this type of comedy. This has been done in
an effort to show th.t the influence of this Itallen comedy was
felt direetly by the asuthor in question rather than through the
work of his imnedlate predecessors and contemporaries.

A guick glance has been taken of the Freanch Comedy
tmmedlately preceeding Moliére with particular emphasis on the
Italian tralts displayed in same to show that the influence of
Italy was felt in & different way when Mollsre came into contact
with Italian actors.

Finally, three of Lmligre's early plays have been
studied in detall, the Itallan influence receiving the greatest
attention but signs of Molicre's origina ity and development not
beinz overlooked.

The conclusion has been rcached that Moliére was qulck
to see the cquzlities of the Itallan actors. He reallzed that
the ascting of the Itallan troops was excellent. Accordingly
he learned from them the necessity of spontaneous and natural
_acting which combined with his natural abilitles made liollere

the grezt playwright and actor that he became.
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