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ABSTRACT 

Director of Tartuffe: Emmanuelle F. Delpech 

Mentor: Douglas Wager 

 

This thesis documents a production of the French playwright Molière's comedy Tartuffe at 

Temple Repertory Theater in Philadelphia. Set in Philadelphia's Main Line, this production 

provides an updated version of the play that comments on religion in contemporary America. 

Tartuffe is one of the best comedies written by Molière. Banned for many years, it deranged 

people and touched a very tender spot in 17th century French society. America has a very 

different approach to religion than France. The many churches in existence make this country a 

deist democracy as opposed to the French secular state. The use of religion in politics, the “in 

God we trust” on the dollar bill, and seeing people pray in restaurants before their dinner have 

dictated this production to be set in contemporary America. The use of clown techniques helped 

in finding American archetypes that would fit the characters. Directing choices, designers and 

actors created a world that tells the story of a rich American family threatened by the extremist 

religious discourse of a hypocrite. All these choices try to honor the heightened style of 

Molière’s language and, here, of Ranjit Bolt’s very modern and fluid translation. 
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CHAPTER 1 

INTRODUCTION 

 

"Do not believe anything merely because you are told it is so, because others believe it, 
because it comes from Tradition, or because you have imagined it. Do not believe what 
your teacher tells you merely out of respect. Believe, take for your doctrine, and hold true 
to that, which, after serious investigation, seems to you to further the welfare of all 
beings. (47)" 

— Jean-Yves Leloup 
Compassion and Meditation: The Spiritual Dynamic between Buddhism and Christianity 

 

When I learned that I had to direct a show as my thesis, I immediately thought of 

Tartuffe. As a young French girl I studied Molière’s work quite a bit in school and was 

always intrigued by his ability as a writer, storyteller and sociologist of his time. Molière 

has always written about his time, using humor and satire as tools to denounce the 

madness of his contemporaries. Influenced by commedia dell’arte, a style that came from 

Italy to France, he wrote very well drawn characters, often called stock characters, such 

as the ingénue, the fool, the villain and the maid, that allowed the audience to laugh and 

get the point straight away. 
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Tartuffe is the story of a deceitful houseguest named Tartuffe whose seeming 

piety enamors his host, Orgon. This guest disrupts the household, however, when Orgon's 

family refuses to fall for Tartuffe's elaborate ruse. How many stories have we read in the 

papers about these fake spiritual guides who, even today in America, have succeeded in 

taking money, women and sometimes the lives of their victims? American society is on a 

quest for God, for the right God. How many churches and sects are claiming the right 

approach to the Bible? How can this attitude not generate confusion in both believers and 

guides? Religion can bring power, and a society in desperate search for God is vulnerable 

to falling for the tricks of smart people who use religion as a tool to deceive. For me, 

there was no doubt that this play and its characters could be set in present day America 

and could reflect and talk about this country and, most specifically, this particular rich 

American family troubled by the fake religious. This play explores the theme of the 

religious hypocrite but also allows us to examine extremism in religion. Orgon’s 

character is the ultimate believer. He states in Act 1, Scene 1:  

546 I needed things. Now I can see 

547 It’s all illusion, even love — 

548 That’s one disease he’s cured me of: 

549 Yes, I could see my family die 

550 And not so much as blink an eye. 

We laugh, but we should be scared when we hear such craziness! We have proofs all 

around us that some people do react this way and have used their interpretation of 

religion to condemn life in its essence, and as Cleante says in Act 1, Scene 1: 

621 You deem perceptiveness to be 
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622 A kind of sin! We must adore 

623 The idols that you kneel before, 

624 Or else be damned! 

Molière powerfully points out hypocrisy and the danger of belief in Tartuffe. As a 

director and an American resident, I wanted my production to explore these problems, to 

allow people to laugh and see themselves in this possible trap, and to encourage them to 

follow the path of reason and common sense, which does not exclude spirituality or faith. 

As an artist, I revere beautiful texts and am fascinated by heightened language, 

such as rhyme. Mr. Bolt’s translation is remarkable in both its classical approach and also 

its modernity. His choices are active, and they allowed me to set Tartuffe in the 21st 

century. I also am fascinated by traditional theater such as commedia, clown and 

buffoons, which I learned at the Ecole Jacques Lecoq, and wanted to marry both worlds. 

We are not in a naturalist world with Molière; we examine people with a magnifying lens 

so as to understand their contradictions, their folly and their beauty. I wanted to honor 

both of his missions while examining the world I live in and creating a larger-than-life 

world to make people laugh and think. I used a very physical approach in my directing to 

honor the stock characters that Molière brought to life in the 17th century, using clown as 

a tool to bring out the naivety and stupidity in the characters and also to bring down the 

fourth wall so that the audience could take part in the story, as witnesses but also as 

participants.  
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CHAPTER 2 

FROM 17TH CENTURY PARIS TO 21ST CENTURY PHILADELPHIA 

 

To understand why this play can be set in the 21st century, we need to look at what 

Molière was trying to do in his time and why he wrote Tartuffe. The historical context 

has been essential to my research and has dictated my choices as a director. 

 

Louis XIV  

When Louis XIII died, Louis XIV was only five years old. Molière had just created his 

company, the Illustre Theatre. The king’s mother, Anne d’Autriche, took over and 

became the regent. Anne hired the cardinal Mazarin to help her with the job, but he was 

unpopular and in 1643 someone tried to kill him. The political climate was not good, and 

from 1648 to 1653 a revolutionary movement, called La Fronde, was created. Rich and 

smart lawyers, followed by princes and comtes, first began this movement to rebel 

against the government. After years of fighting, Mazarin and the queen finally put an end 

to this rebellion. From 1653 to 1661 France was calmer, and the young Louis XIV was 

initiated to his job: to govern. The financial situation was not so good. Mazarin died in 

1661, Anne d’Autriche in 1666, and Louis XIV was then the only power. Thus emerged 

the absolute monarchy.  

Although America is not an absolute monarchy, it seems to be what I would call a 

deist Christian democracy. Church and state are supposed to be separate, but Americans 

would never elect an atheist or Muslim president. Barack Obama was accused (yes, that’s 
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the word for it) of being Muslim, and this rumor arose to try to derail his election. 

Tartuffe makes sense only in a context where people have a sense of belief and respect 

and practice religion. I wouldn’t have chosen to direct this play in France. Most of France 

is culturally Christian/Catholic but very few people practice their faith, so Tartuffe’s 

hypocrisy would be a given. Whereas here in America, many believers have been abused 

by these fakes because they are perfect victims. There is no irony about religion in 

America, but there is a lot of naivety. When there is a rebellion, it transforms itself into 

something like Wicca, a neo-pagan religion. It is hard for an American not to believe in a 

super power. But France is ironic. We have humanists, and religion has been questioned. 

France has many atheists, who believe in humanity but do not need God as much. 

During Molière’s time, France was not doing well. There was poverty, war and 

famine. Saint Vincent de Paul appeared as an important figure. In 1638 he created a 

charity called Les Enfants Trouves, and Paris opened a hospital for beggars. There was a 

new wave of charities, monasteries and religious fervor. Then Jansenism appeared. This 

was a radical Christian sect that believed man was totally corrupted by mortal sin, and 

that only God could save. However, not everybody was destined for salvation! The 

Jesuits claimed that this was nearly like Calvinism. Catholics and Protestants had huge 

fights. The Edit de Nantes protected the Protestants as part of society. Louis XIV would 

later cancel that agreement in 1685 in the revocation of L’Edit de Nantes. This tells us a 

lot about Louis’s state of mind at the end of his life and shows that he was influenced by 

the powerful religious men in office. 
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This French conflict between Catholics and Protestants reminds me of the 

conflicts that can exist between churches in present day America. Evangelists, Baptists, 

Born Again Christians, Catholics – the list is long – all define God in a strict way, 

attaching a moral code to this definition that can vary from not believing in medicine to 

not allowing adolescents to masturbate. For the common man, spiritual or not, these 

practices are, of course, unreasonable. Psychoanalysis, Freud and Jung have allowed us to 

grow as adults and conscious men, and this religious state of mind, these interdictions, 

promote childish behavior, generated by fear and unquestioning belief. Orgon represents 

perfectly that way of thinking. He is a childish character. He gets angry, thrilled, excited 

and always goes from one extreme to the other as Cleante states. Molière understands 

deeply the problem with Orgon’s belief and blindness, and he creates a childish character 

to help us see how ridiculous his attitude is.  

Louis loved to dance, party, make war, enjoy women, and see theatre. He saw 

himself as an absolute king, directly sent by God. He was the only voice; no one was 

higher than him. “Nec pluribus impar” – not equal to many; above all. 

Louis created an environment around him that he could control. Versailles and his 

court allowed him to have all the influential minds close by so he could use these people 

to his advantage. He was a smart king, but he spent too much money. He was Molière’s 

protector and admirer. He even became godfather to Molière’s son.  

The king created the first police force to make sure movements like La Fronde 

would be under his control. He had full powers, and while he ruled a spirit of fun and 

lightheartedness was very present. Life was about laughing, dancing and governing. 
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La Fronde was an internal rebellion, like a civil war. This is not the case in 

America. However, the way King Louis tried to control his surroundings is comparable to 

the way former President George W. Bush tried to control terrorists with his war on 

terror. Of course the threat of Osama Bin Laden was huge, but the way Bush tried to 

control the situation, and the fact that Americans accepted his methods as okay, reflected 

an atmosphere of total power, similar to the absolute monarchy of Louis XIV. I have 

been interested in the fact that at the end of the play Orgon’s “terrorist” crime (having 

papers relating to La Fronde or, in my production, papers relating to a kind of anti-Bush 

principle) made him an enemy of the state, yet he was pardoned and Tartuffe, the 

religious figure, was instead condemned. 

 

Prince De Conti 

Once a Molière supporter, this partier/libertine was an active member of the Fronde. 

After being in prison, he converted to complete religious devotion. In 1666 he wrote 

Traite sur la comedie, which directly attacked Molière’s work, accusing him of praising 

atheism. Conti went from complete debauchery and love for the theatre to condemnation 

of the art. A lot of people wondered about his new path and not many believed in the 

sincerity of his faith. Some say that Conti might be a source of inspiration for Tartuffe. 

 

La Cabale Des Devots (Born Again?) 

Introduction A La Vie Devote by Saint Francois de Sales was the Bible of this new 

Christian movement. We could call them Fanatics. The devots wanted to bring God (or 
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the idea they had about God’s demands) into everyday life – into society, family and 

work. They wanted God everywhere, like America’s Born Again Christian. No music, no 

theater, no outside stimulation, no sexual thoughts, a life of devotion to God’s will. They 

actively tried to convert people, to educate them, to direct their conduct, to impose their 

views, and to establish their views as the only ones acceptable. 

Louis XIV’s court was far from that spirit! Although God sent the king, it seems 

that Louis’s God had more freedom and an appetite for life and its pleasures. The devots 

were chasing after the libertines (who denied religion) and the rationalists, like René 

Descartes (who did not address religion as part of their moral code). The mondains 

(“worldly ones”—represented by Cleante in the play) were Christians but wanted to 

separate life from religion, the church from the state, and live the life of the “honnete 

homme” which included the pleasures of life and the love of a wise, loving God. 

The court, the mondains, and the bourgeoisie all shared the same beliefs. The 

honnete homme was the model for their philosophy of life. Comedy was a way of staying 

honest. It represented another kind of catharsis, the catharsis of the spirit! 

In 1627, Henri Levis formed the Confrerie du Saint-Sacrement along with Saint 

Vincent de Paul, Bossuet and Conti. This was a secret sect not part of the church per say, 

but more like an inspired group of righteous minds claiming truth in the name of God. 

The confreres began to infiltrate a spirit of denunciation against parties, love affairs and 

exposition of the flesh, and tried to take control over people’s lives. All the discourse that 

Tartuffe brings with him into Orgon’s house comes directly from their policies. These 
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devout souls were not always considered sincere, and many in the court and in the 

bourgeoisie feared and distrusted them. 

At his death, Molière was refused the last sacraments. Because of Louis XIV’s 

intervention, Molière was buried in Saint Eustache cemetery at night with no ceremony. 

At this time, actors had to renounce their profession to be part of the church. Otherwise, 

they were excommunicated. Molière was actually an active part of the church; he gave 

money, baptized his children and was married in the church. He was not an open atheist. 

Nobody knows exactly how he felt about God or what kind of faith he had. All we know 

is what he wrote in Tartuffe. 

The debate of his play really lies in the idea of common sense, of the wise man 

(Cleante) versus the believer (Orgon). I have always been interested in the idea that 

Tartuffe, generally considered the villain, is not actually the villain of the play. There will 

always be Tartuffes, or people like the Prince de Conti, trying to abuse and manipulate 

using religion, fear or seduction. The true danger lies in the believer, the so-called victim. 

If people do not stay alert and reasonable they will always be susceptible to deceit. 

Blindness to the advice of one’s family, dedication to one person alone, and finding 

simple answers in complicated questions do not lead to thinking, reasoning or reality. It is 

really important to me to cultivate awareness of reality, of the notions of good and bad, 

and of our community. Religion or, more precisely, the idea of God lies in a mystery. It is 

connected to nature in big ways. 

The Templars, a Christian sect from the 12th century, built churches with a 

specific understanding of the planets and the stars to find the best “energetic” spot for 
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their place of worship and linked their understanding of God to science and knowledge. 

This sect was destroyed and banished from the official church because they were richer, 

smarter and well educated and were, therefore, dangerous and scary. Today, people want 

responses to their questions. If the response is too complicated or vague, they do not like 

it. They cannot live in a world without specific answers, even though these answers are 

just a projection of our minds and of our understanding. It is important to have a belief 

system to be able to grow, but it is just as important to understand that it is just a belief 

and that reality is mysterious. We know what we experience in the moment, then we 

fabricate interpretations about the past or we project into the future. Our mind creates 

worlds that might not exist. If you are aware of that and can maintain a slight distance 

and a sharp eye, people like Tartuffe would have no power and, therefore, would not be 

able to succeed. 

The last scene of Act 1 in Ranjit Bolt’s translation makes it clear that Orgon is the 

one who decides to give everything to Tartuffe, to Tartuffe’s immense and pleasant 

surprise. The believer goes insane and, to prove his family wrong, gets his revenge by 

giving his “friend” everything he has. And it is hilarious to see him go to his own 

perdition and to realize that Tartuffe is thrilled with his victory. 

 

L’affaire Tartuffe: The Fight 

In 1664, Tartuffe was performed in Versailles. It was a three-act play, which could mean 

that it was a farce. One wonders if the play was just the first three acts of an unfinished 
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piece, or if it was finished and complete. The king, under pressure but not convinced, 

banned the play. 

The priest Roulle described Molière as “man or demon dressed up with flesh and 

the most signaled impious and libertine.” Molière reacted and sent his first placet to the 

king in August 1664 to defend his intentions. Molière wrote, “The goal of comedy being 

to correct man by amusing them, I thought I had nothing better to do than to attack and 

paint the ridiculous vices of my century, and as hypocrisy is one of the most used at this 

time…” and continues by explaining that his goal was to paint the portrait of a hypocrite, 

not a sincere man, and that he was careful to make clear the difference between the true 

devout and the false. He also pointed out Roulle’s accusation and asked the king to right 

this wrong. 

In 1667 Molière wrote L’Imposteur, a new version of the play in which Tartuffe 

becomes Panuphle. Again, this was banned. The Lettre sur l’imposteur was written that 

same year. One wonders if Molière wrote it himself, or if a friend wrote it. It was not 

signed. 

In 1669, the king finally allowed Tartuffe to be performed in public. In his preface 

to that edition Molière wrote, “I would like to know why those who were scandalized by 

Molière’s comedy say nothing about Scaramouche. To which the Prince replied: ‘The 

reason is that the comedy of Scaramouche mocks Heaven and religion, which those 

gentlemen do not care about, but Molière’s play mocks those gentlemen themselves, and 

they cannot endure that.’” This was a long and hard fight for Molière. Accused of heresy 

and with his play banned, he had to defend his intentions over and over again. This shows 
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how much pressure and power the devout actually had. The Sun King had no choice – he 

had to follow the rules of the devout.  

I thought my production would maybe agitate the audience, but I came to realize 

that today people do understand the play for what it is. Also, my audience was not made 

of religious fanatics. I would like to perform this play in a religious institution and see 

what happens. 
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CHAPTER 3 

MOLIÈRE’S APPROACH TO COMEDY AND WHY I CHOSE CLOWN 

TECHNIQUES 

 

“It is the business of Comedy to represent of the defects of men, 

and above all of the men of our time” –Molière 

 

Many inspired Molière: Plautus, Terence, the Italians (Scaramouche in particular), the 

commedia dell’arte scenarios, his society, and even himself. Commedia dell’arte 

characters (the lower classes) inspired his early plays. We laugh at simple scenarios, 

laugh at the victim and admire the smart one. There is no “moral lesson” per say in this 

approach. At a time when tragedy was the style in vogue, Molière made a revolution. He 

wrote about and made fun of the bourgeois, the court and religious figures, and he dared 

to point out the sicknesses of his time. With laughter he also condemned. His plays were, 

in a way, highly moral but with a morality that shifted, that was alive: the morality of the 

honest man. 

The public adored him, but he had many enemies. Molière’s desire was to make 

theatre that would entertain first but that would eventually correct people’s faults. By 

ridiculing his unreasonable characters, he was able to get to the heart of his time: vanity, 

idleness, stupidity, pettiness, avarice and excess. Molière was in opposition to the style of 

the century. He criticized the stylized, emphatic tone used by actors reciting verses or 
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tragic texts. He wanted to find a more natural tone so that his characters reached the 

audience at their core. 

Molière was also an actor. He was funny and had an amazing ability to express 

with his eyes and face all the feelings of his characters. He played Sganarelle in Don 

Juan, Arnolphe in L’Ecole des Femmes, Orgon in Tartuffe and the invalid in The 

Imaginary Invalid. As an actor and author his goal was to bring more realism to the 

theater. He talked to people about themselves or their neighbors. He introduced a new 

vision for the theater and transformed comedy’s mission. With his plays he left us the 

funniest anthropological study of his time.  

Molière’s comedies broke away from the older traditions. He attacked and 

denounced the evil of his contemporaries. He put the villainy of some of his characters in 

the forefront and condemned them. He ridiculed them by pointing out exactly their 

contradictions or their unreason. He often put a victim at the villain’s side to show 

exactly the consequences of that evil. The villain was not excused, but punished. Tartuffe 

is put in jail at the end of the play. This makes a clear distinction between what is 

acceptable and what is not. Hypocrisy is not acceptable. That is Molière’s point. In 

Tartuffe, the whole family suffers from Tartuffe’s imposture. Tartuffe destroys the whole 

balance of the household. He comes in and, solely by his presence, shifts the structure of 

a happy family. Hitler turned the swastika (originally an Indian cross representing 

balance) into a destructive symbol. In a way, Tartuffe does that too by taking the beauty 

and power of real Christianity and making it an evil impostor. 
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Molière wants to educate. He wrote, “The function of comedy is to correct men’s 

vices and nothing is more likely to have salutary influence upon most men than a comic 

portrait of their defects.” One of these defects is self-love. Some of Molière’s characters 

are so sure of themselves and love themselves so much that they are completely blind to 

the rest of the world. They do not hear other characters’ advice. They become deaf to the 

world. In Tartuffe, Dorine tries desperately to open Orgon’s eyes but doesn’t succeed. He 

is so full of himself that nothing can reach him.  

 In a defense of Molière written by an anonymous author (Lettre sur la Comedie 

de L’Imposteur), it is argued that Molière is qualified to write comedies and that he has 

the right to portray any excess and to ridicule it. The author writes that Molière has 

“every precaution that a prefect knowledge of the best ancient authors, a solid veneration 

for religion, profound meditation on the nature of the soul, the experience of many years, 

and an extraordinary amount of work could furnish.” 

This letter has to point out that Molière knew the ancient authors because Molière 

defied the famous rules of dramatic unity (derived from Aristotle’s Poetics). Molière 

didn’t really care about these rules. Some of his plays respect them, some don’t. He was 

not too worried about it and, above all, wanted to write entertaining comedies, whatever 

it took to do that. 

 Everything that is not reasonable can be turned into the ridiculous. We all have 

common sense, and we share that without having to learn it. It is an instinctive skill. 

Molière’s audience did share common sense. They knew who was going too far, who was 

ridiculous, and who was right and earthy. They knew where to laugh. Some must have 
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laughed at different moments, and some must have hidden their laughter when they saw 

their own faults! 

The anonymous Lettre continues, “The ridiculous then is the external and 

perceptible form which the providence of nature has attached to everything unreasonable, 

to make it recognizable to us and force it to flee it. […] This is why everything which 

looks fitting is always based upon some reason of appropriateness, and that which is ill-

fitting upon inappropriateness, in other words, the ridiculous is based upon lack of 

reason.” This letter also speaks to the fact that what is inside can be seen outside. 

External signs of unreason are always present. Orgon shouts all the time, Mme Pernelle 

slaps her maid, Tartuffe talks about God while caressing a leg. In their discourse or in 

their manner, we know who they are. 

Decorum or bienseance is the notion of a moral value that is not fixed. It is 

directly contrary to the morals of Tartuffe, a morality that has nothing to do with 

bienseance. Tartuffe’s blunt and savage rigidity is opposed to the ethics of “the honest 

man,” which must have sense or cultivate that notion of balance: “For what is proper is 

morally right, for what is morally right is proper.” That notion of the legitimacy of self-

construction on the basis of bienseance – the notion that the honest man with his common 

sense can decide what is right or wrong – is very dangerous to any religious person that 

uses religion as a thermometer in all things. Molière was a real adventurer in that way. He 

trusted individuals to know the way to real truth and used laughter as a reminder of what 

is ridiculous and what is not. We do not laugh when Cleante speaks. We listen. 
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To laugh together is to share a common understanding or common values. As we 

saw earlier, the virtues of the honnete homme are the values commonly shared by people, 

and Molière believed in that. In a way, moderation in all things was the way of life for 

Molière. And the audience agreed with Molière on the sicknesses of the time: vanity, 

self-righteousness, male supremacy, abuse of the devout, and adultery. In a response to 

attacks on one of his plays Molière answered, “I had no thought till now that it was 

deserving of blame in an actor to depict men too well.” 

 Molière’s talent is to disguise in every word an intelligence that kills. Characters 

are fully themselves in what they say. We believe their words, and we take them for what 

they are. The subtext is in the text itself. Molière has the genius and the verve of the 

Italians and the precision of the classics. He changed the path of comedy and brought 

much wisdom to the table.  

Molière’s work is a real gift to humanity. People who take themselves too 

seriously or act like fools need to be laughed at – not cursed or condemned, but laughed 

at – because laughter is the cure for the extremes of belief. To laugh is to be free to not 

believe. This independence of spirit is, I think, what Molière wants to teach us too. Stay 

sane; remember what is right and wrong for yourselves. 

In my production I tried to honor such talent, and I used very specific clown 

techniques to create characters. Ridicule is what allows us to laugh, and by laughing we 

cure. The naivety that clown brings into the characters allows us to laugh at them and 

love them and, in a way, forgive them too. Giovanni Fusetti states in an article about 

clown, “The clown is an archetypal figure, which has always existed: it makes people 
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laugh because of its accidents and failures and faults. The use of the clown is to remind 

people about imperfection and disorder, and chaos, and fall, and, eventually, death, in a 

way which is based on humor.” He continues, “In every society there is an order. There 

are rules that the community accepts because they are necessary to maintain the social 

structure: language, rituals, roles, taboos, etc. Every community has a very precise and 

specific culture. In every culture, given that there is a set of social rules, there is the 

possibility of breaking them, and therefore provoking outrage...or laughter.” 

This statement helps us understand that Tartuffe and Orgon are the perfect clown 

duet. We laugh at their failures to use common sense. We laugh at Orgon for believing 

such crap and at Tartuffe for being so good at deceiving Orgon. The arrival of Tartuffe in 

the household also breaks the rules that were established. He brings new rules, crazy and 

fakes ones. That’s where Molière shows his genius. These rules are actually used by 

many religious figures of his time, like in ours. Of course Tartuffe uses these rules to get 

to his objective (to get Orgon’s money, wife and house) and is a hypocrite, but these rules 

do exist and we can safely laugh and denounce them, protected by the fact that Tartuffe is 

an impostor. Scientists and Born Again Christians do believe in these rules (or worse) 

and are clowns in a society that does not believe in those rules. How easy it is to crack 

jokes about these people, to make fun of them, to point out how ridiculous they are. The 

problem is that they take themselves so seriously and are dangerously protected by 

society so that, in reality, we cannot laugh at them. But in this play we can. Because the 

characters are vulnerable, human and transparent, and are treated in such a way that it 

allows the audience to perceive all these attributes and feel safe. 
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CHAPTER 4 

THE STORY AND CHARACTERS 

 

Molière’s plots were very often inspired directly by commedia dell’arte scenarios. The 

father wants to marry his daughter to a man of his choosing (generally older and 

inadequate) instead of to the young man loved by the young lady. The intrigue is then 

composed of all the steps that the other characters take to try to convince or trick the 

father into changing his mind. It generally ends well and is concluded by a marriage. The 

father figure is often infatuated by some ridiculous obsession. In The Imaginary Invalid, 

the father is a hypochondriac and wants his daughter to marry a doctor. In The Miser, the 

greedy father wants to marry the same woman as his son. And in The Bourgeois 

Gentlemen, the father wants to marry his daughter to a person of status, a nobleman. All 

these plots are simple and based on the fact that the father figure loses his mind over an 

obsession and uses his family to achieve his unreasonable and ridiculous goal.  

Tartuffe is part of the same genre. Orgon wants to give his daughter’s hand to his new 

holy friend Tartuffe. And Molière, with this simple story, leads us to a more complicated 

social satire. 

 

The Play 

Act 1: The “Tarttufied” House 

We hear about a certain Tartuffe, a poor man that Orgon encountered at church. He 

seems to divide the house in two camps – the believers and the skeptics. Who is Tartuffe? 
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A hypocrite, or a wonderful pious man? Dorine seems to think that Tartuffe likes her 

mistress. 

 

Act 2: While Waiting for Tartuffe  

Orgon wants to marry his daughter Marianne to older Tartuffe. Marianne is already in 

love with Valere. Under the authority of a father, she is lost and a quid pro quo happens 

between the two lovers. Valere takes offense. Dorine, in the middle, tries to reestablish a 

little reason and a plan. Using Tartuffe’s weakness, Elmire is put to work. 

 

Act 3: The Seducing Devout 

Dorine and Elmire make a plan. When Elmire and Tartuffe are alone, Tartuffe reveals his 

attraction for Elmire while she tries to dissuade him from marrying Marianne. Orgon’s 

son Damis, who is hidden, reveals himself and denounces Tartuffe to his father. Tartuffe 

confesses, but Orgon doesn’t believe him and instead chases his own son away! Orgon 

then begs Tartuffe to stay and promises to make a donation of his goods. 

 

Act 4: The Shift 

Cleante tries to talk to Tartuffe with no success. Elmire convinces Orgon to hide while 

she invites Tartuffe’s sexual advances so that Orgon can see the truth of who Tartuffe 

really is. Orgon agrees to come out of hiding as soon as he has enough proof. But he 

doesn’t. Tartuffe, surprised at first, is excited by Elmire’s behavior and asks for concrete 

proof of her inclination. Before it is too late Elmire sends Tartuffe away and Orgon 
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comes out of his hidden place. A confrontation between Orgon and Tartuffe ensues, and 

Tartuffe threatens Orgon. Tartuffe has all the power and owns Orgon’s house and a little 

box full of papers from a friend who used to be part of La Fronde. 

 

Act 5: The King’s View 

Orgon is left alone with fear and loneliness. His mother comes home and he tries to 

explain to her what happened. The family is asked to leave the house. Valere comes in to 

tell Orgon that he is going to be arrested. Tartuffe comes in with a man to take Orgon 

away. Coup de theatre! This man is actually coming to arrest Tartuffe, who is recognized 

as a thief. He was being searched for under another name. Tartuffe is confirmed as an 

impostor. The king forgives Orgon’s little secret, and Valere marries Marianne. All 

finishes well. 

 

The Main Characters 

Molière was also inspired by the characters of commedia dell’arte. In Tartuffe, the lovers, 

the maid and Orgon have a direct connection to the stock characters of this Italian style. 

Most characters would wear a mask, except for the lovers and the maid. The characters 

are based on an observation of society and are also contrasted enough so that conflicts 

can arise. I tried to understand the characters through Molière’s lens and adapted them to 

our own social types. I then found a way to push the inner stupidity of the characters to 

find their clown and ridiculousness. All these characters have the same level of energy as 

the commedia masked characters. Molière dropped the mask but kept the portraits high in 
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color and simple enough to achieve the same result. This allowed him to talk about other 

kinds of people and most importantly to him, the people of his society. 

Tartuffe 

 

Tartuffe means Truffe or truffle, which has the sense of deceit and fraud. He represents 

the villain, the heart of the play. Without the villain, there is no intrigue. He is the one 

who feeds Orgon’s folly. Who inspired Molière to write this character? The Prince de 

Conti or people from the Saint Sacrement movement?  

In my production, Tartuffe is a real fraud and a sick man. He is very aware of 

religion, has been raised as an evangelist, and has suffered tremendously from all the 

rules associated with it: no sex, no music except Christian, everything is a sin, and we are 

all sinners. His rebellion causes him to have SNM tendencies, suffering is pleasurable, 

and sex must be part of a mise en scene. He has lost his tenderness towards life and seeks 

revenge against the whole world. He uses what he knows very well, abuses as he has 

been abused, and seeks satisfaction in his revenge. He is lusty, smart and Machiavellian.  

Tartuffe is also the character that never enters. It takes two acts for him to appear. We 

know of him, we imagine him, we fear him. Is he a saint or a demon? Molière explained 

this delayed entrance as a way to make sure the audience understood that Tartuffe was a 

false devout before they ever saw him, so there was no confusion about the matter. 

Tartuffe is a fake, an impostor and a hypocrite. To wait for him also gives him much 

power and mystery. Who is Tartuffe really? Some talk about the importance of his “role” 

as much as his character. His function and his dynamic in the play are to reverse 
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everything that was in place before he was there. He already has taken Orgon’s mind. He 

already has a huge effect on all the characters before he enters. The house is divided 

between the “infernal” trio (Tartuffe, Orgon, Mme Pernelle) and the rest of the house 

(Elmire, Dorine, Damis, Marianne, Cleante). Tartuffe will fight all things that do not 

conform to his ways. He is there to condemn and get his way. Tartuffe doesn’t have any 

monologue. We don’t know what he really thinks; we never enter into his mind or heart. I 

have given him an entrance at the beginning of Act 2 when he brings wine and cheers to 

the audience, and the audience can clearly see and share with him the fact that he is an 

impostor and that Tartuffe himself is having a great time fooling Orgon and getting what 

he wants. The moment Tartuffe loses control is when he is with Elmire. He wants her. 

Using kinky language, mixing the religious discourse with the attraction of the flesh, he 

says in Act 1, Scene 3:  

   1903 God’s works enthrall me, and therefore, 

1904 Madame, I cannot but adore 

1905 His loveliest creation: You. 

1906 You are a sheet on which God drew 

1907 His very image, which inspires 

1908 More... ardent feelings. Nay: desires. 

Elmire will finally succeed in revealing his true nature, which in my production appears 

to be dangerously devious and outrageous. The table scene turns into a rape scene, which 

is finally stopped by Elmire’s order to check the doors (and when Orgon finally realizes 

he was fooled). Orgon only reacts when he hears Tartuffe, calling him a knucklehead, 
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showing the real nature of Orgon himself and his own level of blindness. At the end of 

the play, Tartuffe is finally damned. 

 

Orgon 

Orgon is the father figure, the one in charge. He is directly inspired by the old Pantalone, 

one of the main characters in commedia scenarios. Often angry and suspicious of others, 

he is blinded by some kind of obsession and always tries to marry his daughter or son to 

someone they don’t want. In this play, Orgon is a happy man. He is rich, has a beautiful 

wife and a great family. He has all the goods a man could want. But he is choleric, and he 

mistreats everyone around him. He has an internal fracture and seems to be lacking 

something essential. Passionate, he follows Tartuffe’s advice like a child would listen to 

his mother. He is the ultimate believer. Orgon must be looking for meaning beyond what 

he has. He has an infantile aspiration, a desire to be taken care of and told what to do. 

There is something very childish and naïve in him. His passion takes over and guides him 

to perdition. Is he attracted to Tartuffe? Where is this blindness coming from? He is 

submissive to something he aspires to and admires. The play is really about Orgon’s 

blindness to Tartuffe’s game. Beyond the reach of his family’s advice, he continues to 

believe and adore. He gives it all—his daughter, his secrets, and his house. This character 

makes me think of all the people that leave their lives behind and give it all to a guru, the 

people who kill themselves for a cause in God’s name. Orgon could be one of these 

bomb-strapped men who agree to die for their cause. But is it really theirs? The power of 

belief is shining in Orgon’s character. The denunciation of Molière is in the relationship 
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of these two characters. Tartuffe is dangerous because he has power over Orgon. Tartuffe 

is a ridiculous fake in Dorine’s eyes. We laugh at him. The relationship of the believer 

and the preacher/teacher/friend can turn into a dangerous power play. This is at the heart 

of the play. Common sense must prevail. Anyone who loses their ability to think for 

themselves is doomed or damned. By being blind, Orgon is as much at fault as Tartuffe. 

He goes too far, destroys too many things around him to hold respect before our eyes. He 

is a dangerous victim who creates space for manipulators and impostors. I think this 

comes from a very childish place in Orgon – a desire to leave behind his responsibilities 

and to negate his role as father and husband. It is no surprise that his own mother, Mme 

Pernelle, is part of the “infernal” trio. Without her, he might not have been so foolish. 

Needing a strong mother Orgon is, I think, a fake strong man. He reacts violently, seems 

to be in power but gets swept away as soon as a guide comes along. He is lost in his 

happy life; he wants a hand to lead him. 

 

Mme Pernelle 

La bigote! Mme Pernelle represents so many women that are righteous, older, tired of life 

and bored. Tartuffe gives her power. She finally can tell her truth and be right about it. 

The first scene is amazing. She comes in to condemn everything that people do or think 

or don’t do. Her own family appalls her, making them evil and her perfect. How good 

must it feel when you have nothing else in life that gives you shivers to come around and 

turn everyone’s tendencies into sin? Everything is bad, from Dorine’s way of talking to 

Marianne’s silence, from Cleante’s wise advice to Elmire’s way of life. She uses guilt as 
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a tool to manipulate them. She lives to slap her own maid. Her violence is actually 

remarkable, her arguments are not reasonable, and, again, she is all belief. Tartuffe 

elevates her status. She wants to be recognized and respected, and she gets these things 

by force, the force of the righteous. The “infernal” trio is linked by passionate and 

choleric traits. The three are violent and senseless in their passions. They find a way to 

exist in a world that they can control completely – Tartuffe by creating a mask, Orgon 

and Mme Pernelle by creating armor around themselves and real life. She represents the 

old church ladies, ready to condemn, ladies who are trying to make sense of this 

corrupted world and complicated society. To prevent badness they hide behind the word 

of their God. But their God is neither good nor bad – it’s man made. It’s a manipulated 

idea created to serve fear and judgment. 

 

Elmire 

She is the virtuous sexy wife, L’Ideal feminine, the balance, and the character who holds 

it all together. Without Elmire it would all go wrong. Her strong presence allows the 

action to happen. She tries to change Tartuffe’s mind about his marriage to Marianne and 

then sets up a very difficult situation to open her husband’s eyes. She goes very far for 

what she believes in, for her life as it is. She wants her husband back! In the table scene, 

she does get trapped by Tartuffe’s request “to taste” her love. She traps him and then he 

traps her, forcing her to have sex with him. Her dedication saves her family from 

Tartuffe, but she does put herself in a really scary situation. 
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Cleante 

He represents the honest man. In him we see the difference between the fake devout and 

the real one. His discourse is very clear in Act 1, Scene 1:  

663 I do know one thing more than you: 

664 I can distinguish false from true: 

665 Like most of us, I recognize 

666 Religion as a thing to prize. […] 

667 The posture of the plaster saint— 

668 This, above all, I deplore!  

I chose to use a slightly controversial image for the wise man. I didn’t want this character 

to be performed by a white man. American society is highly racist, and truth has a 

tendency to belong to the white man. I wanted at first to use an African American man, 

older and wise, who would understand the violence of difference and would have 

accepted and understood the nature of humanity. Instead, I had to cast a woman. And 

then I realized that I could use a transgendered figured and make this out-of-nature 

persona the wisest of all. Goodness or morality doesn’t belong to race or sexual 

orientation. It belongs to a good soul and anyone (but not that many) can have that 

treasure. 

Cleante is trying to open Orgon’s eyes with no success, but he clearly articulates 

what Tartuffe is: a fake and a hypocrite. Cleante, I think, is the character that gives us a 

clue about what Molière thought or about what the play wants to convey. Molière is not a 

critic of Christianity but a critic of the extremists who blame everyone and call 
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everything they object to a sin, and who do this in the name of God. Of course this 

judgmental figure is the one on top, the one hungry for power, who uses these moral rules 

to empower himself and achieve political ends. Molière hits twice: against the fanatics 

and the hypocrites. I think this is why the play couldn’t be heard or seen by the devout 

followers of the Saint Sacrament. They recognized themselves too much. Molière was 

taking power away from them by showing counter arguments to all their condemnations. 

Dorine is especially good at bringing everything back to earth and calling a fake a fake, 

in Tartuffe’s presence. 

 

Dorine 

She is the funny element of the play. Also directly inspired by commedia (her name is 

generally Colombina or Sobretta), she often is the only one who can talk to the master 

and to the audience. She creates complicity with the public to heighten the craziness of 

her master. Status does not matter; she is actually the one in charge. She makes us laugh 

because she is frank, right and revolted. She uses common sense, the golden key to 

navigating all situations. She has to deal with Tartuffe and Orgon, but she especially has 

to take care of Marianne’s destiny. Marianne is too fragile, to easily influenced to defend 

herself. And Dorine is her only salvation and way back to reason. Dorine is sharp. She is 

more than a maid; she is an advocate, another balance-keeper between the lovers and also 

between Marianne and her father. She uncovers the horrible masks that Tartuffe puts on 

and says as he comes in, in Act 1 Scene 3: 

1735 What an affected fraud he is! 
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She is the one who also says: Tartufied (“Tartuffed”). She invents the adjectives that 

make us laugh so much. It is all so ridiculous, so true, so horrifying. In my production she 

is the Latino maid. Rich people in the U.S. have maids and, in general, they come from 

South America. This cultural switch works very well with Dorine’s character. Her 

vivacity and energy match the hot Latino blood. 

 

The Lovers 

They are part of the intrigue, and their relationship is very comedic. The whole story is 

based on the attempt to get these two married. Again, the lovers are at the heart of the 

commedia dell’arte stories. These characters are always very clownish, vain, in love and 

fighting. Lightheaded, they will always use the maid to help them get married as they are 

too stupid to do it on their own. I have chosen to work with Valere as a nerd, the 

computer lover, and Marianne as the good schoolgirl, loyal to her dad, shy and soft. The 

real comedy inspired by the commedia dell’arte shines in the lovers. Their contrast with 

some of the other characters, like Cleante (the man of reason), makes this play a very 

powerful social comedy. They are real clown and they are not your typical ingénues.  

 

Damis 

He is the rebel of the family. Very similar to his dad, he is an angry boy, passionate and 

ready to fight for what he wants. He is intrusive and impulsive. He is our punk rock 

character, out of control and always ruining things. He is also the one who gets thrown 

away from the house, because he doesn’t fit into the father’s plan. 
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The King’s Officer 

This character is more like a god than a character. His role is to create the last “coup de 

theatre” and change the ending of the play when the king arrests Tartuffe, not Orgon. I 

chose to portray this last character as a veteran from the Afghan war, supporter of his 

king (Obama is our president and, therefore, the king today). I wanted to convey the idea 

that Obama has been able to differentiate the just from the unjust. In contradiction with 

former president Bush, Obama can determine right from wrong, based on his 

understanding of what is just. And he especially can tell the difference between a 

hypocrite and a sincere man. I also wanted to point out the difference in action and 

discourse when Christian values are used by Born Again Christians like Bush and when 

they are used by moderate Christians like Obama. 

Molière wrote this part to flatter his king and get his approval for the play. It is a 

hard ending. My directorial choice was dictated by early designs, and after this whole 

process I realized that maybe my choice was not the strongest one. I am still looking for a 

better ending. 
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CHAPTER 5 

THE PRODUCTION PROCESS 

The design process very much reflects my use of clown technique. Everything on stage is 

bigger than reality – the set, the costumes, the acting and the sound design. We enter a 

world that pushes reality to an extreme to support the heightened text and the rich 

characters.  

 

The Set 

 

 

Illustration 1: Randall theater, sitting in a round. 

 

As I previously stated, I had been trying to think about the look of the show with the 

clown world in mind. The constraints of the budget were such that it actually gave us 
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very limited freedom. We had givens, which is always good for me. It limits my 

imagination and allows me to think within a rule. That is very stimulating and exciting. 

 For the set, two shows were going to be performed in repertory. The artistic 

director had made the decision to use the theater in the round. We needed very simple 

changeovers because we had a limited crew to help. So I knew people would be seen in 

the round, on risers. The set designer left a central alley, and I knew I would use it as part 

of the show. 

 Dan Boylen, the set designer, came with his very first idea: a crucifix. I said yes 

straight away, again stimulated by someone’s strong intuition. I really loved it. Then I 

knew every piece of furniture we would have. The table scene, Elmire’s seduction to trap 

Tartuffe, requires a table. We needed some chairs, and I really wanted to use levels 

because the round theater would be flat otherwise. At first I thought of all different sizes 

of chairs, but then we came to an agreement with Dan that kid’s chairs would be perfect. 

It would show the strangeness of the world, make the characters smaller than the table 

and also would keep them low when seated in front of the audience. The round theater is 

tricky as a character/actor is always either giving his or her back to one part of the 

audience or is in front of the audience hiding someone else on stage. The chairs would 

solve the second problem, which was a great thing during our rehearsal process.  

 Then we had to find the Jesus figure. We did some research and found beautiful 

paintings. But this was too serious. Tartuffe’s Jesus is a fake one. It couldn’t look like a 

real beautiful holy painting. We needed to stay in the world of comedy and fakeness, so 

we thought of a blow-up doll. Tartuffe travels around with his acolyte Laurent, Jesus fits 
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in a suitcase, and Laurent brings him in at the beginning of the play. Of course the blow-

up doll is associated with sex dolls, which was actually fine for me. But we found a much 

more neutral silver doll, which worked perfectly.  

 In rehearsal we found that the table would be in the way a lot so we decided to use 

it for Act 2 only, which was a wise decisions. With actors and five kid’s chairs, I was 

able to create dynamic and geometrical images and use the space in varied ways. When 

the table was brought in, we used it and found ways to create images around this center 

focal point. 

 Dan added a beautiful carpet and a rug in the center of the stage to indicate a 

house. He also really wanted to have a fan, and I had been thinking about a chandelier but 

was really happy with the ceiling fan as a symbol of the American home. It also added a 

lot to the lights. 

 In the end, as I was doing research for costumes and looking in magazine, I found 

an advert for vodka, which stated: beLIEve. I had been looking for a word to put above 

the cross to replace the traditional INRI sign, and this was the one. I have seen the word 

believe tattooed on young people’s shoulders, and it has always made me wonder. What 

is belief? Where does it lead to when a Tartuffe comes into your life? What is the 

difference between faith and belief? Faith has mystery attached to it. It is part of the 

word. But belief seems to have a closed gate: “I believe, therefore I do not question.” 

When I realized the word lie was in the word, it was a perfect fit for this play. Orgon’s 

belief is a lie. He is being duped and turned into a fool by Tartuffe. When Orgon realizes 

that Tartuffe has been lying all along, the word lie starts shining on its own and allows 
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Orgon and the audience to come to a real realization, a real awakening. Belief is not 

spiritual. It’s a safe path that excludes the real mystery of God, which is impalpable, 

immaterial and invisible to the eye. Faith is personal and intimate and cannot be 

questioned. But belief, a system that can validate the worst moral codes, can be laughed 

at. It is not intimate; it is exposed to others to change them and bring them into that belief 

system. 

Illustration 2: The table study for Act 2. 

 

Illustration 3:The central fan also used for lighting effect, red like the table and cross. 



&("

 

Illustration 4: The floor. A wooden floor for the other production, and a large great round 

carpet to cover the wooden floor for Tartuffe. On top, a round rug to indicate the sitting 

room. 

 
 

 

Illustration 5: Study for the Jesus figure by "

Tim Hawkinson 
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Illustration 6: Study for the cross and Jesus figure. 
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Tartuffe: A Modern Adaptation/Translation 

A Note from the Scenic Designer 

In Tartuffe, Molière inhabits a world rife with posturing and exaggerated expression, a 

confederacy of clowns swirling around a person of ultimate hypocrisy. It is like the ring 

of the traditional European circus with a great fan slowly stirring the air. The audience 

(the king?) needs to be made aware of the deception from the beginning and to be drawn 

into the humor, the brilliance of the language and the turn of plot. What better way to 

achieve this than with an obsequious acolyte inflating the image of Christ and placing it 

upon a cross, then enlisting the help of an audience member to hang it on the wall? Only 

one special piece of furniture is needed, the table for Tartuffe to bed Elmire while Orgon 

dithers beneath it. Chairs were part of the original design, so why not add to the 

disjointedness and at the same time point a finger by using five children’s chairs from 

Ikea? Red is the only color in the set, derived from the “forbidden sign,” also associated 

with the blood of Christ and simply because it is so dynamic. 

The arena configuration, so fluid and appropriate for Tartuffe, was also chosen to 

facilitate the rolling rep of TRT and to address the budget constraints. 

— Daniel P Boylen, TRT Summer 2011 

 

The Costumes 

Costume Designer Jamie Grace Duff and I talked a lot about the characters. Who are 

they? What is their personality and what would be the simplest and clearest way to show 

who they are through their external appearances? I wanted the audience to have an 
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immediate understanding of each role when they saw the characters’ costumes. This is 

also a clown technique: to find the type of the character and not only understand it as they 

speak but also see it and recognize it and associate it in our experience of society. The 

characters wear modern clothes that are either too small or are in one color scheme with a 

base of black. We looked at today’s society for the types, which corresponds with 

Molière’s characters. We chose colors for the characters that would fit their type. 

Marianne wears pink, and Valere wears blue. This is a very simple way of making them 

the boy and girl, and keeping their youth at the center of their personality. We went back 

and forth to choose colors, and Jamie did her research with magazine pictures. Drawings 

and pictures will speak for themselves and will give a very specific idea of our approach 

to costuming this play. Mme Pernelle’s costume was inspired by church ladies. Orgon is 

our urban cowboy, similar to former president Bush. Tartuffe’s drawing shown is the last 

costume he wears after he has achieved his goal and once he is clearly revealed as a 

villain. It’s slick, Karl Lagerfeld-inspired.  
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Mme Pernelle Orgon Tartuffe 

Illustration 7: 
 Final drawings for costumes. 

 

 

 

Valere Marianne Damis 

Illustration 8 
Valere is our nerd; Marianne the sweet schoolgirl; Damis, our punk rock rebel. 
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Dorine  Cleante Laurent 

Illustration 9 
Dorine is the Latino maid with nice curves and sexy décolleté. Cleante is our 

transgendered type, referred to as the “other”. Laurent is clearly the altar boy, always 
ready to follow his master. His costume is also Tartuffe’s costume with a red scarf before 

his last scene. 
 

King’s Officer Mr. Loyal 

Illustration 10 
The king’s officer is in a wheelchair, inspired by the veterans from the Afghan war. Mr. 
Loyal, the bailiff coming to announce that the family needs to leave their house, is also 

shown below. That drawing has since been modified and the cop now wears a shirt as the 
actor is older and we realized that authority would be clearer in a neat costume. 
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Photo 1 (Emmanuelle Delpech): From left to right: Carl Granieri as Damis, Yvette C. Ganier as 
Mme Pernelle, 

Rebecca Rich as Cleante, Kate Czajkowski as Elmire, Genevieve S. Perrier as Dorine 

and Robert Thomas Carlton III as Valere. 
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On Make-Up 

 The commedia characters wore masks, which required a certain performance style. To 

support this heightened acting style, I chose to use white make-up. It relates to the 

tradition of clown and allows the audience to accept the convention of non-realism. It 

also unifies the costumes, the actors, the directorial choices and creates a heightened 

reality. Overall, it allows the audience to have enough distance to be able to laugh. 

 

Sound Design 

A Note from the Sound Designer 

My initial intents for the design were to make a fully integrated, musical design, a design 

that underscores and, at times, allows to actors to “sing” along. The text is in rhyming 

couplets and begs a type of musicality or acknowledgement of rhythm from the actors. 

The result of this type of score, I hoped, would be a greater sense of play and structure for 

rhythmic comedic moments. The score did provide rhythmic precision and punctuation, 

but as things unfolded in rehearsal, the design shifted from full integration to a more 

parallel partner, setting tones for scenes or moments and then ducking under and out of 

the way of the text. 

— James Sugg 

James Sugg always works very closely with directors, and I have worked with him in the 

past. He was unable to be there for a big chunk of the rehearsal process and, therefore, we 

were unable to do the underscoring that he describes above. Instead, I treated the play a 

little bit like a thriller. I wanted James to help with the pace and the story. As things 
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unfold in the play there is a lot of suspense and the sequence of events keeps us alert and 

intrigued. We added music to emphasize that sense of surprise. Each character also had a 

theme that related to their emotional state. Overall, the sound design was in line with the 

story and the characters, supporting and punctuating the changes of events. 

 

Lighting Design  

A Note from the Lighting Designer 

Overall, my general concept was to provide a unique lighting world that these characters 

lived in that would change form in order to show how strongly Tartuffe's lies where 

affecting it. 

My design approach for Tartuffe was fairly straightforward. The most important 

thing to me was the visibility of the actors, so the basis of the design/plot was a series of 

systems that provided general illumination and were not only specific to the play in terms 

of color and direction, but that would also allow for variation and accommodate changes 

easily. But what unified the functions of all these lighting systems was the thought that 

each one, also used as a piece of our story-telling language, was a way of helping to show 

two things: the degree of presence of Tartuffe's deception (usually indicated by a strong 

visibility of the rotating fan) and within that, the direction of the intended empathy (i.e., 

should the moment feel comic or foreboding, which character should we be watching, 

etc.). 

— John Hoey 
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CHAPTER 6 

 THE REHEARSAL PROCESS 

 

From Concept to Theatricality 

Being part of an MFA program that has an MFA in both Directing and Acting was a great 

opportunity to work with people I already knew. I took classes with all the MFA actors 

and also taught them Lecoq techniques, which allowed me to introduce them to my 

understanding of theatricality and introduce them to the world of physical theater. The 

Lecoq approach is very different from the Stanislavski method, which is taught at 

Temple. Stanislavsky’s work starts with an internal approach, a reflection of the 

characters and their biography, and deals with their thoughts and objectives. The Lecoq 

approach is external. We understand characters through their physicality – the way they 

walk, breath and use their bodies to express their personality and emotions. We worked 

on clown in my class, which allowed each actor to discover their inner stupidity and be 

playful and connected to the audience. Therefore, I chose each actor knowing them very 

well. Magically, there was a part for all of them that would be perfect and challenging. 

We worked like a company. Everybody was very collaborative and creative, using their 

skills and their understanding of the text and throwing themselves into it in a playful way. 

Each rehearsal started with a warm-up to get ready to work. A warm-up is always 

essential to me, as it allows us to be in the room together and get our minds in sync. We 

all carry so much in our lives, so it is very important to me to make sure that we will all 
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be available in the moment to give our best self and work openly. It also warms up the 

ensemble, gets us out of our heads, and brings new energy into the body. 

Molière’s text requires a very specific state, which is larger than life. Therefore, to 

be able to carry that energy we warm up the “casual” body to allow it to become an 

instrument. Acting is not about the actor; it is about a character. Rather than bringing the 

character inside the actor, I try to encourage the actor to go towards the character. They 

need their imagination and playfulness, which are both warmed up during this time. 

After the warm-up, we ask questions physically. Where is the breath? How does 

this character move? What is the speed if his heartbeat? What element does this character 

relate to (fire, earth, air, water)? By introducing these elements, the character comes to 

life, and this prevents the actors from making intellectual decisions and rather keeps them 

curious about their discoveries. This, in turn, often prevents the block that can happen 

when actors are first working on a role. Then we attack the text and the blocking. I let 

them improvise their blocking as they read the script and then get a vision of where 

things should be. 

My process is very collaborative and instinctive. I let the moment dictate my 

choices. I do sometimes have a very specific idea in mind and then explain that to the 

actors. But in general, it all happens together. This is why I like and need to work with 

people I know. If I work with new people, then I make sure we do improvisations and 

games at the beginning of process to allow the actor to find confidence and for me to get 

to know them. Acting is hard, and it is very important to me to know what tools or 
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methods I should use to talk to the actors. Each person is different. To get the best out of 

them, I have to be aware of where they are. 

I never talk about what a character is in terms of what the character can do or 

cannot do. Events in a play are what dictate the changes of a character. This is when we 

really look at the given circumstances, the relationships to other characters, the text and 

what it means. I know the play very well before I start working with the actors, so I am 

intrigued by their take on it and how it matches or differs from what I understand. Every 

week, we made new discoveries, informed by the text and our choice of blocking, and 

especially as we ran scenes together. 

The most important moment in the process was when my teacher Doug Wager 

came to see a run in costumes. He reacted very strongly against the choice of costume 

and on my interpretation of Tartuffe. This was a very interesting moment for me. I 

realized that I had so much anger against the character of Tartuffe, what he represents and 

who is, that I was unable to let the audience make that discovery for themselves. I 

imposed my views straight away without allowing space for their own opinion and 

thoughts. This was a great challenging moment where I had to work fast with the actors. 

This is when it is even more important to have actors who trust you and whom you trust. 

We were able to make readjustments that were actually not so hard. We just had to hide 

the real nature of Tartuffe and let the character reveal himself slower. Rob Khan, the 

actor who played Tartuffe, had everything in him to make a layered character. He just 

had to play the hypocrite and cover his real monstrosity. 
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Overall, I feel like my ideas have been able to come through theatrically. Working 

within the constraints of what was “imposed”. I still had the freedom to create the show I 

had in my head along with all the discoveries I made along this journey, helped by all my 

collaborators. 

Of course, if I could do it again, I would try to understand the end a little better. 

Molière’s play ends abruptly and the denouement happens one minute before the play 

resumes. It is fast and changes our expectations radically. The happy ending happens in 

one breath!  

As I stated earlier when describing the king’s officer character, which is the one 

that carries that “coup de theatre,” I don’t think I found the best theatrical choice to end 

the play. My ideas were floating in the air rather than being rooted in the earlier choices I 

made. I probably would look at the play differently if I could do it again and would look 

backwards like David Ball suggests it in his book Backwards & Forwards. To understand 

the end I should have started there and understood the story I wanted to tell. I have no 

idea what the secret is yet; its revelation is still hiding away from me. This is one of the 

hard things about adapting a text to a contemporary setting. I understand the function of 

this character in Molière’s world. He flatters the king to get his grace. But who is the 

person in charge today in America? Who represents the order and the law? And how does 

that fit into my production with my very satirical characters? Like my teacher said, 

Obama himself should come to really sweep people of their feet. But I couldn’t get him! 

One day I will understand or re-direct Tartuffe and will find a new answer or, rather, ask 
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new questions. But this experience has taught me to really seek answers in the text and 

understand the end before I set up the rest of the play. 
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CHAPTER 7 

CONCLUSION 

 

I think that theatrical creation is a magical act. It happens by the union of many people 

trying to understand and convey the same thing. It is like a puzzle. Ideas are invisible and 

suddenly come to life on the stage. The most important thing is to bring life to concepts 

that are dry and intellectual, to understand that the stage is an arena where actions take 

place with real breathe, real sweat and real commitment, and a story. It all started for me 

because of very personal experiences with the religious versus the divine. I actually am 

committed to the idea that rationality is not enough. There is a mystery that our brain 

cannot comprehend. I have always been fascinated by the fact that mathematics itself 

couldn’t be perfect. The number Pi proves for me the existence of that nebulous notion 

that we all want to name God. Many cultures refer to the world as a circle. To calculate 

the circumference of a circle (A = !r2) one must use Pi, which is an infinite number. In 

the formula, A represents the area (the surface calculated) and R represents the radius. We 

know the exact number for the radius, but by multiplying it by Pi we get an uncertain 

number, a number that is not rational but that rather leaves us with that mystery that God 

lives within. 

I wanted to direct this play to deal with the pain I feel when I see religion giving 

clear answers, formulas that do not respect the mystery that even mathematics – one of 

our most rational sciences – cannot solve. I wanted to tell a story about the country that I 

now live in that is corrupted by the idea of God. Not everyone is corrupted, of course, and 
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again this play is not anti-Christian. The notions of love, forgiveness, and grace belong to 

the religious and the secular alike. They are notion of common sense to be able to live our 

lives. Like Jean-Yves Leloup reminds us: To sin is to miss the aim. It is not to be good or 

bad, but it is to miss the target. That target is so personal and intimate for each individual, 

and it is important to respect that. Another fanatic just recently bombed people who were 

fighting for an open world in Norway. The man who did this could be Orgon, a blind 

believer who feels righteous enough to massacre others.This play allowed me to marry 

my experience at Temple with my former education. I have been able to learn about text 

and storytelling, and learning the Stanislavski method has enriched me so much. Today I 

feel ready to direct plays and to continue to do devised work with such a better 

understanding of all the tools I have to convey a good story to an audience. I feel like I 

have been able to unify ways of working that apparently diverge – like if Evangelists 

would adopt the Baptists’ ways. In the end, curiosity is the only virtue we have, and I am 

glad I have been able to learn from all these amazing people I have met on my path. I will 

always juggle with all these gifts to try to create daring, challenging and heartfelt theater 

and to understand better the world I live in.  
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BIOGRAPHY 

Jean-Baptiste Poquelin (Molière) 

1622-1673 

 

 

Jean-Baptiste Poquelin was born in Paris in January 1622. His father was an upholsterer 

and interior decorator for the court. A rich bourgeois, Jean-Baptiste was supposed to 

inherit this business and become tapissier du Roi. He studied in high school with the 

Jesuits and received his BA in Law in Orleans. At 20 years old, he decided to leave the 

rigid future that his family held for him and started making theater. He renounced the 

inheritance of his father. 

As a child he watched a trio of farce-players – Gros-Guillaume, Gaultier 

Garguille, Turlupin – the fat one, the skinny one and the smart one. They first performed 

on the Pont-Neuf (outdoors) and then integrated the Hotel de Bourgogne.  
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 In 1642, Jean-Baptiste became Molière (a nickname he gave himself, apparently 

inspired by an author of the time) and encountered Madeleine Bejart. Together they 

created L’Illustre Theatre. Madeleine was the daughter of an actor’s family. She 

enchanted him (they were lovers for a little bit but it didn’t last), and in June 1643 

L’Illustre Theatre was born. This is a family company: her brother and a sister joined the 

company at its creation, and a few years later two more members of the family came 

along. Gaston D’Orleans, Louis XIII’s brother, sponsored them. Madeleine remained a 

faithful collaborator of Molière until her death. 

Attendance was poor, and Molière was put in prison for debts. His father paid off 

the debt and the fee, and the company decided to leave Paris and tour all over France for 

twelve years. During those years, Molière performed tragedies but also comedies and 

farces to please the lower class crowds. Molière excelled in comedies but was a bad 

tragedian. He was even booed in La Mort de Pompee, a tragedy from Corneille. He 

finally took over the whole company and started writing his own plays. The company 

returned to Paris in 1658 and auditioned for the new King Louis XIV. They presented a 

tragedy from Corneille that was not very well received (he really was not good at 

tragedy…) but succeeded in amusing the king with a farce called The Doctor in Love. 

The king allowed them to perform in Paris and to use The Petit-Bourbon that Molière 

would share with Scaramouche and his Italian troupe. Molière performed tragedies at 

first with no success and finally wrote and presented his own farces and satirical 

comedies. His Les Precieuses Ridicules, performed in 1659, was a great success and put 

Molière’s name on top!  
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In 1661 The Petit-Bourbon was destroyed. The attacked Precieuses seemed to 

have been responsible. Louis XIV, unaware and unhappy, offered Molière Richelieu’s 

old theater Le Palais Cardinal, which became Le Palais-Royal in 1643. Molière enjoyed 

more and more success, and he became the official author for the king’s court and wrote 

around 95 plays: 51 comedies, 13 farces and 23 tragedies. Between 1661 and 1673, 

Molière created many different dramatic styles:  

 

La Comedie des Treteaux: Barnstorm Comedy 

1662: L’ecole des Femmes 

Inspired by both the Italians and the Spanish, this play has no action on stage. 

La Comedie a Coulisses: Backstage Comedy 

1663: L’Impromptu de Versailles 

We see what happens on the other side of the theatre (backstage). 

1663: La Critique de L’ecoles des Femmes 

Self-criticism/analysis of L’ecole des Femmes in response to all the attacks that it 

received. (Molière was accused of marrying his own daughter. This is not plausible. She 

was Madeleine Bejart’s sister, Armande Bejart.) 

La Comedie a Diverstissements: Entertaining Comedy 

1664: La Princesse d’Elide 

1668: George Dandin 

New form of theatre that includes dance, music, machines and text. (Lully made the 

music, and the king danced in it!) 
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La Comedie Bourgeoise: Middle-Class Comedy 

1664/1669: Tartuffe 

1666: Le Misanthrope 

1668: L’Avare 

1672: Les Femmes Savants 

Molière drew clear portraits of the rising rich bourgeoisie. It is an amazing 

anthropological study of the habits and social codes of the time. The other classes can 

also learn and laugh at this social entity concerned only with external signs wealth. 

La Comedie a Machines: Machine Comedy 

1665: Don Juan 

1668: Amphitryon 

1671: Psyche – A collaboration between Lully, Corneille and Molière 

Before Molière, all the machines were used for tragedy and operas only. 

La Comedie-Ballet: Dancing Comedy (The Original Musical?) 

1670: Le Bourgeois Gentilhomme 

1672: Le Malade Imaginaire 

The dancing is part of the action of the play. These plays and this style are born from 

Molière’s collaboration with Lully. 

In 1661, Molière married Armande Bejart. She was 20 and he was 40. They had 

three children. This marriage seemed to be unhappy. Molière fell in love with a very 

young woman and like in The School of Wives tried to educate and shape her, with much 

disappointment. She had a few love affairs; he probably did too. She remained in the 
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company until his death and then became a part of the Comedy-Francaise (as 

pensionanaire, someone who earns an annual salary as an actor). The “fight” of The 

School of Wives began, and Molière wrote The Critiques of the Schools for Wives in 

response to all the different attacks on the play (i.e., an older man wants to marry a very 

young and innocent lady without her consent). He also started an open fight with the 

Hotel de Bourgogne. Molière attacked them with L’impromptu de Versailles. 

Molière was rich, and his company was doing very well. The king sponsored him 

and danced for him too! He collaborated with Lully, the official musician for the king. In 

May 1664, the king organized one of the biggest parties of the time, Les plaisirs de L’Ile 

enchantee at Versailles, which was not yet finished. This involved many plays, music, 

fireworks, court games and much more, I am sure. 

On the last day Molière presented Tartuffe, a comedy in three acts. Some say that 

this play was actually a secret order from the king. The long journey starts! To make fun 

of and ridicule the bourgeois or the court was fine, but to attack hypocrites and the devout 

was socially unacceptable. The king, pressured by the religious figures in power, could 

not protect Molière, and his play was banned. For five years, Molière tried to defend his 

intentions and rewrote the play in many different ways. The final version has five acts. 

During that time, Molière produced lots of work: Don Juan, L’avare, Le 

Misantrophe, Les Femmes Savants, and Le Malade Imaginaire. He actually produced his 

best plays during that time. While Molière’s work was exploding, his health was very bad 

and his relationship with Armande not much better. 
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On February 17, 1673, during the fourth performance of The Imaginary Invalid, 

Molière had a lung hemorrhage. He died at his house a few hours later. Molière was 

buried in the dark, at night away from everyone, because he died before he could 

renounce, in front of God, the fact that he was an actor. According to the beliefs of the 

time, an actor didn’t go to heaven; an actor is evil, apostate. Although Molière was one of 

the most famous authors of that time and a friend to the king, he was buried like an 

animal, in secret. Even so, lots of people would go – even some religious figures (maybe 

a priest with a little sense of what God is about) – to honor the death of this amazing 

artist who dedicated his life and talent to enlighten and heal the heresy of his time.  
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REVIEWS 

 

CITY PAPER PHILADELPHIA 

Let'er Rep 

Temple Repertory Theater's Tartuffe and Buried Child 

By Mark Cofta  

Temple Repertory Theater's second season flexes the department's acting muscles, 

showcasing students in two productions rotating nightly: Molière's comedy Tartuffe, and 

Sam Shepard's 1979 Pulitzer Prize-winning drama Buried Child. 

While both worthwhile — adding productions of heft to Philly's typically light 

summer season — they let us down in two ways particular to rep. 

Last summer's inaugural productions, Three Sisters and Measure for Measure, 

used the same actors for both plays, while this year's casts are largely separate, with only 

three actors doing double duty. 

Daniel Boylen's scenic design proves that an all-purpose set is inevitably ill-suited 

for all purposes. And even though the addition of two small seating sections in Temple's 

already-intimate Randall Theater inspires dynamic, three-dimensional staging, the two 

sections seem so much like part of the set that many people are reluctant to sit there. 

The play's the thing, though, and both are treats. Director Emmanuelle Delpech's Tartuffe 

uses Ranjit Bolt's contemporary translation from Molière's 1669 French, making his 

bouncing rhyming couplets conversational. The text's poetic artificiality is amplified in 
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Delpech's witty production, from its tiny white chairs to the whiteface makeup — sorta 

Barnum & Bailey, kinda Cabaret — which, along with inspired performances, make this 

classic fresh and fun. 

David Ingram is terrific as the frantic Orgon, a successful family man transfixed 

by Tartuffe (Rob Kahn), a supposedly pious monk. His family sees through Tartuffe, 

which only steels Orgon's resolve: He promises his daughter Mariane (Stefanee' Martin) 

to him, and signs over all his wealth. Molière brilliantly builds Tartuffe's monstrous 

reputation for nearly half the play before allowing him on stage; when he finally enters, 

Kahn fulfills the role's challenges. It takes Tartuffe's attempted seduction of Orgon's wife, 

Elmire (Kate Czajkowski), to bring Orgon to his senses, leading to more hilarity that 

Delpech stages with musical-comedy brio. 

Everything surrounding these high-energy performances works brilliantly: James 

Sugg's sly sound design, which underscores some scenes in a filmic style and frames the 

play with Elvis Presley's suddenly ironic "There's No God but God"; Jamie Grace-Duff's 

costumes, which vividly exaggerate characters, like Orgon's mustard-ugly suit, Mariane's 

schoolgirl uniform and boyfriend Valere's (Robert Carlton III) Napoleon Dynamite 

nerdiness; and Boylen's unique touch, a life-size crucifix decorated with the word 

"believe" in three parts, stressing the word "lie." 

This Tartuffe's only misstep occurs near the end, when the depiction of the King's 

Officer (Steve Kuhel) as a wheelchair-bound vet seems either a failed attempt to be silly 

about something serious, or serious about something silly. 
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Sam Shepard's Buried Child — a stretch of director Dan Kern's TRT "classics" 

mandate, but a welcome revival — is so dark, the black box staging threatens to swallow 

it. This grimly poetic tale dissects a family haunted by a disturbing secret which, though 

not hard to guess in these post-Casey-Anthony verdict days, builds to a riveting 

revelation. 

"I wouldn't mind having it hit the air after all these years of silence," says Dodge 

(Gregg Almquist, who also has a small Tartuffe role), this Illinois farming family's 

couch-bound, booze-soaked patriarch. Their land suddenly yields crops after 30 fallow 

years, perhaps because long-gone son Tilden (Kahn) has returned. He, like one-legged 

Bradley (Kuhel), is fractured, incomplete; the only worthy son, at least in mother Halie's 

(Nancy Boykin's) eyes, is Ansel, posthumously elevated to hero status. 

Their uneasy existence implodes with the arrival of Vince (Julian Cloud), Tilden's 

son, who after six years in New York City comes seeking his heritage. It takes an 

outsider, Vince's girlfriend Shelly (Jasmine St. Clair), to ask what we're all wondering: 

"What's wrong with this family?" 

Kern's production balances the creepy and the comic with strong, sincere 

performances, and David O'Connor's sound creates the play's relentless rain 

convincingly. Boylen's set lets the play down, though, despite John Hoey's striking 

lighting, which uses the fog lurking in both plays to brilliantly eerie effect. 
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Though the idea of repertory resulting in more than the sum of its parts is 

compromised, Temple Rep's second season shows a smart, professional attempt to deliver 

serious theater in the summer. 

(m_cofta@citypaper.net) 

THE INQUIRER PHILADELPHIA 

Centuries Later, a Fresh Temple Rep 'Tartuffe' 

By Howard Shapiro, Inquirer Theater Critic 

Sometimes, you just have to put your foot down - and 342 years ago when Molière's 

spirited comedy Tartuffe finally opened after five years of threats from the Roman 

Catholic Church and the royal court, it was the women who took charge.  

First comes the maid in the French household where the master, a numbskull 

named Orgon, has allowed a rotten, pious fraud named Tartuffe to take over by 

worshipping the man's every utterance. 

In the crisp, fluid rendering of Tartuffe by Temple University's professional 

Repertory Theater, the maid is a strikingly insolent Genevieve Perrier, who spouts orders 

and insults in a charming French accent, all the while taking no prisoners. She tells 

Orgon, whose household is collapsing under the weight of Tartuffe's holier-than-thou 

heft, that the two of them are idiots. 

Then, in the play's second half, Orgon's wife, Elmire, becomes the enforcer, 

setting a sex trap to sting Tartuffe and reveal his hypocrisy to Orgon. Kate Czajkowski 
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pulls off the character, and the sting, with the mettle of a woman forever satisfied in the 

knowledge that she's right.  

The two actresses nail their parts, but the real hero, the one who dug in his heels, 

is the playwright. An early version of Tartuffe, called The Imposter, debuted in 1664. 

When a good many members of the clergy and upper classes saw substantial pieces of 

their supposedly heavenly selves in the antagonist, they proceeded to raise holy hell. The 

play was banned.  

Molière fleshed it out in a second version and then, in 1669, in the one we have 

today. All the while, he stood his ground; the final version was performed and was a 

success - and Molière was a genuine freedom fighter for theatrical expression.  

Given all that, it's a pleasure to see him honored by a production so meticulous, kinetic - 

and aptly modern. I'd expected a Tartuffe directed by the highly physical actor 

Emmanuelle Delpech to have people sprawled on the floor or running in unison to one 

side of the stage to show surprise, or generally siphoning the best parts of their characters 

by underscoring their extremes.  

What I didn't expect was the bright, lucid, mod translation by British playwright 

Ranjit Bolt, which he wrote about a decade ago, and which gives the play an urgency and 

keeps it in rhyme, as Molière wrote it in French. Tartuffe is a "creep" or "a piece of 

work" who "gives us all such grief." The rhymes hang the street talk together with wit - 

among Molière's trademarks.  
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The 13-member cast is up to the task and includes David Ingram as the clueless 

Orgon, Rob Kahn as Tartuffe, and young lovers played by Stefanee' Martin and Robert 

Carlton 3d. James Sugg's sound design helps swing the mood, and whiteface greasepaint 

on everyone emphasizes the clownish situation. Tartuffe himself is a master deceiver, but 

there's no fraud here, just a fresh angle on a real Molière. 

PHILADEPHIA WEEKLY 

Guest of Dishonor: "Tartuffe" Comes to Temple 

By J. Cooper Robb  

False prophet: Even the maid (Genevieve Perrier, center) sees Tartuffe for the charlatan 

he is. 

In its construction, Molière’s classic comedy Tartuffe is pure neoclassicism, a 

style of theater that was all the rage in 17th-century France. In line with the rigid rules of 

this particular type of acting, Temple Repertory Theater’s production strictly adheres to 

the unities of time and place. All the action takes place in a single room over the course 

of a single day. 

The room is in the house belonging to Orgon (the versatile David Ingram), who 

has recently become enamored with a deeply religious (or so he thinks) con man named 

Tartuffe (an appropriately duplicitous Rob Kahn). A man of considerable wealth, Orgon 

is impressed by Tartuffe’s apparent disinterest in material goods. “His poverty is what I 

prize/It elevates him in my eyes,” explains Orgon. The other members of the household 

(with the exception of Orgon’s mother Madame Pernelle) see Tartuffe for the charlatan 
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he is. “He is performing all the time/A sort of pious pantomime,” rightly observes 

Orgon’s opinionated maid Dorine (a sassy Genevieve Perrier). 

Temple Repertory eschews Richard Wilbur’s 1963 version—which is moderately 

graceful in its attempt to translate Molière’s Alexandrine rhyme scheme (12 syllable lines 

with each pair of adjacent lines rhyming) but also lifeless—in favor of the wonderfully 

coarse, colloquial and very amusing 1982 translation by Ranjit Bolt. Uninterested in 

historical accuracy, Bolt’s contemporary version allows a director room to exercise their 

interpretative skills. The result is that instead of the usual mummified Tartuffe (most 

productions treat the play as an artifact from a distant era), Director Emmanuelle 

Delpech’s production makes Molière’s 17th-century classic seem practically new. 

Without dramatically altering the play, Delpech takes Molière’s topic of religious 

hypocrisy and applies it to contemporary American politics, specifically the upcoming 

2012 presidential election and the current field of Republican candidates. 

A longtime collaborator with the dance-clown-theater ensemble Pig Iron Theatre 

Company, Delpech’s playful Tartuffe isn’t as experimental as her work with Pig Iron. 

There are elements of clowning (the actors wear white paint on their faces) but the 

production is noted more for its efficiency than its theatrical ingenuity.  

What the production lacks in innovation it more than makes up for in playfulness. 

Most of the actors are comfortable with the show’s cartoonish quality (evoked nicely in 

Jamie Grace-Duff’s colorful costumes), with the exception of Kate Czajkowski, who 

portrays Orgon’s wife Elmire. One of the area’s best performers of realism, Czajkowski 
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excels at revealing the emotional depth of characters that are outwardly reserved. But 

there is nothing reserved about Elmire and Czajkowski struggles to adopt the playful 

mood established by Delpech.  

Ganier’s Madame Pernelle is a treacherously naïve woman who bludgeons those 

she views as morally corrupt. Sounding like a particularly rancid version of Tea Party 

favorite Michelle Bachmann, she chastises the other members of the household for their 

parties and social gatherings. “You stand on shaky moral ground/The mode of life that 

you expound/Is one that no one should pursue/(No decent person in my view).” 

Orgon—who in his inability to maintain a position is a gullible version of Mitt 

Romney—adopts Tartuffe’s narrow-minded sense of morality. However, in Ingram’s 

fascinating performance, Orgon is less interested in salvation than he is in establishing 

himself as the dictatorial leader of the household. He is a weak, uncertain man, comically 

credulous and easily swayed in his opinions.  

Molière employs an absurd contrivance to provide us with a happy ending (which 

in TRT’s production includes the appearance of a hero sporting an Obama T-shirt), but at 

a time in American politics when hypocrisy reigns supreme and religion is used as a 

weapon, Delpech’s production serves as an effective warning against false prophets and 

their brand of moral certitude. 
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