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I. Object of Thesis, Reasons of the Choice of Topic, and Aims of Research
          

The object of research is the theory of professional theatre – commedia dell’arte – ori-

ginating in the modern age, which will be scrutinised through the texts of Giovan Battista An-

dreini (1576-1654). There will be only one author’s, Giovan Battista Andreini’s theory of 

theatre in the focus, his thoughts appearing in writings of various genres, in which this actor, 

dramaturge, theatre company leader talks about the aims, functions of the theatre, acting, and 

most importantly the performing and writing of comedy; and the effect of theatrical perform-

ances on the individual and the community. The dissertation is not dealing with theoretical re-

flections  in  connection with commedia dell’arte  generally – talking  about each and every 

company, or else comedy-making theatres in various cultural contexts – and it does not aim at 

researching the almost three hundred-years history of the phenomenon. 

The theory in the focus of my thesis does not only argument the meaning of theatrical 

creation, the theatrical performances’ mode of action, but is a part of a broader philosophical 

thought-system, which places the relationship between the „art of life” and the life created on 

stage1, between the human world and the staged, fictive worlds into the focus. This philo-

sophy derives from Italian Renaissance new Platonism, from the ideas of Pico della Miran-

dola, Marsilio Ficino, and is influenced by the thoughts of Giordano Bruno, Tommaso Cam-

panella besides the two „unavoidable” philosophers, Plato and Aristotle. 

Andreini’s theory of theatre, or aesthetical consciousness, and the common character-

istics  between  the  various  philosophical  ideas  is  of  anthropological  and  epistemological 

nature: the final question is always in close connection with theatre, and the human world of 

living and is inseparable. How can man get to know himself, and what role can the theatre 

play in this recognition? How much and in what sense is the theatre influencing through the 

creations of professional actor-dramaturges different from the various acting out, cultural per-

formances? 

I take it as a great shortcoming of Hungarian academic life and Hungarian book pub-

lishing that our knowledge about the Italian professional theatre forming on the turn of the 

Cinquecento and Seicento is fifty-sixty years behind the research results of the Italians and is 

imprecise and not free from prejudices. The most recent monograph on commedia dell’arte in 

Hungarian was published in 1962. This is A. K. Dzsivelegov’s book, entitled  A commedia 
1 Bertolt Brecht calls conscious lifestyle the art of life in his writing, entitled Pótlások a Kis Organonhoz which is 
analogical in many respects with Andreini’s theories and writing-style: ’Each art adds up to the greatest of all 
arts: the art of life’. („Minden művészet hozzáadja a magáét a legnagyobb művészethez: az életművészethez”.) 
(In Színházi tanulmányok, Budapest, Magvető, 1969, 445-451, transl. Eörsi István)



dell’arte (princeps 1954).  This book, apart from its many positive features – seen in the light 

of the research done in the past decades – serves those who are curious about commedia 

dell’arte with false information. Among these there are some statements which are even un-

tenable, like introducing commedia dell’arte as folk theatre, the exaggerated accentuation of 

epiphenomena, and last but not least the question of the origin of commedia dell’arte. Besides 

this the books of Nyerges László -  A velencei komédia színháza: XVI-XVIII. század és  Gol-

doni velencei komédiaszínháza – are available in Hungarian, but these cover the theatre his-

tory of only one Italian city, Venice and do not touch upon theoretical questions.

 In the past ten years both theatre historians and representatives of literary studies in 

Italy have been paying more and more attention to the works of  Giovan Battista Andreini, 

whom one of the scholars called „the greatest dramaturge of the Seicento”2 The research into 

Andreini’s oeuvre can be divided into two directions. One is done by theatre historians, who 

concentrate mostly on theatrical practice, and are focusing on Giovan Battista’s work as a 

company leader, actor from the standpoint of the whole history of commedia dell’arte. The 

other track is of literary theoretical  nature,  looking for answers for dramaturgic  questions 

principally.  The later  one is characterised by interpretations  of plays,  thematic search and 

comparative analysis  with renaissance scholarly comedies.  During the past  years,  decades 

these two trends sometimes met in the works of certain scholars. One of the most significant 

is Siro Ferrone’s Attori mercanti corsari in which the theatre historian sometimes deals with 

dramaturgic questions as well. The other remarkable monograph is Maurizio Rebaudengo’s 

Giovan Battista Andreini tra poetica e drammaturgia, which through Andreini’s biography 

becomes a work of theatre history, while it discusses literary topics essentially, through ques-

tions of poetry, language figures of speech and motifs. One of the most important virtues of 

the last is that it refutes the negative claim of positivist literary theory at the end of the 19th 

century, which doomed Andreini’s literary work worthless. 3

2 Siro Ferrone: Commedie dell’Arte, Milano,  Mursia, 1986, 11. Giovan Battista Andreini was born around 1576, 
in Florence. His parents, Isabella and Francesco Andreini were the most well-known actors of the age, memnbers 
of the Gelosi company. After his university studies, Giovan Battista joined his parents’ company in 1594, in 
which he played in the role of the boy in love. After his mother’s death, in 1604 he established a new company 
with his friends under the name of  Compagnia dei Fedeli, which served the prince of Mantova, Vincenzo Gonz-
aga. During his career he worked as the leader of the company, actor and mainly as dramaturg, and beside Italian 
cities, he toured with his company in France upon the invitation of the French royal court many times. He produ-
ced as writer, dramaturg in many genres: comedies, so called forest and sea plays, a tragedy, pastorals, tractatus-
es, poems, prologues in dialogue format, a fantastic epic, some mysteryplays and religious composition were 
published under the name of  Giovan Battista Andreini. Certain pieces of  the nearly sixty volumes of the tran-
spired oeuvre came to light in many publications with significant textual alterations.  
3 Enrico Bevilacqua doomed Andreini’s work of drama writing as almost entirely worthless, because he thought 
the texts  were works of a ’degenerate’ taste and fantasy. ’they are only worth mentioning because Moliére is de-
riving from this theatrical tradition, who was a wholhearted visitor of Hotel Bourgogne in Paris’. Enrico 
Bevilacqua, Giovan Battista Andreini e la compagnia dei Fedeli, in Giornale storico della letteratura italiana, 



In my research I discuss issues which are little discussed by these two trends. Ferdin-

ando Taviani’s statement served me with a starting point: ’those actors who wove together 

tragic and comic elements proved themselves on behalf of the requirements of the practice of 

the craft. It would not seem absurd, nonetheless, to presume that behind their humble argu-

mentation – like for example behind the Centaur’s mythological metaphor by Giovan Battista 

Andreini – hides such an aesthetical self-awareness, which could not find a pillar in antique 

authorities, who influenced theoretical thinking about the theatre’.4 In my paper, I search for 

the traits and sources of this aesthetical and art-philosophical awareness, and at the same time 

I argue that Giovan Battista Andreini proves to be an experimenter as a dramaturge and actor 

in his writings. He seeks new forms of display, new genres, which greatly differ from tradi-

tions of the era and its canonised forms. 

The ’aesthetical self-awareness’ that Taviani assumes shows itself in the fact that the 

author talks about theatre, its functioning, aims and effects in most of his works. These openly 

discussed thoughts about the theatre, or the pictures suggested by hidden allusions, metaphors 

and metadramatic devices together form Andreini’s theatre theory.  In my paper I interpret 

those texts, in which this aesthetical self-awareness is steadily present. Mainly those tractates, 

dialogues, which serve to protect  arte,  so the quite early dialogue, entitled  La saggia Egiz-

iana, published in  1604, which includes  the basis  of Andreini’s  theory,  almost  in its  full 

length, as well as the Prologo In Dialogo Fra Momo e La Verità dialogue from 1612, and fur-

ther La Ferza. Ragionamento Secondo. Contra L’Accuse Date Alla Commedia tractate from 

1625. Furthermore, I discuss those comedies in which the discourse over theatre is increas-

ingly  present  through  metadramatic  elements  or  allegories  and  metaphors:  Lo  Schiavetto 

(1612), La Centaura (1622), Le due comedie in comedia (1623). 

I. Research Method and Approach

The object of the thesis framed the chosen research method. Being of one author’s the-

ory, concentrating on the discussed texts and in search for sources I tried to draw a homogen-

ous picture about Andreini’s theatre theory. The method of textual interpretation had to be 

combined with contextual analysis, because the author applies the dramaturgic praxis, which 

is part of the actors’ devices in the case of theory and aesthetics too. This in Giovan Battista 
Torino-Roma, Loescher, 1894, Nu. XXIII-XXIV.  The quotation is taken from the second half of the article, 
which was issued in Nu. XXIV, p. 116 and 155).

4 Ferdinando Taviani, Élő ellentét, opcit 189.



Andreini’s works is the so-called user’s dramaturgy method, which rests on the ’free-trade’ of 

cultural texts, choosing from the theories of both known and less-known authorities without 

revulsion,  looking for cornerstones for legitimising professional theatre,  which could con-

vince real and possible polemic partners. Most of the applied texts are adjusted to the author’s 

own taste, and in the light of Renaissance new Platonic ideas he uses the device of dissimula-

tion, so intertextual analysis was forced to explore hidden texts or transformed thoughts in 

most cases. Andreini’s texts to a great extent adjust to the rhetorical traditions of the age, to 

the form of communication and epistemology, which the addresses of these theoretical, apo-

logy-like writings, mostly people of the Counter-Reformation used. The words used in these 

texts, the arguments and its rhetorical features, as well as its statements supporting the theat-

rical profession’s respectability are determined by the polemic, to which I refer to in my thesis 

after Mario Apollonio as ’the suit against theatre’. Aesthetical self-awareness and self-defence 

merge in the texts, and the later one gets more accentuated. One of the reasons for this is that 

in Andreini’s case theatre theory sometimes appears in the shadow of today seemingly unim-

portant topics. These texts cannot be treated like parts of a crystallised theory. This can be 

supported by the fact that professional theatre or the acting profession was reborn just on the 

turn of the Cinquecento and Seicento, after a few hundred years of break. 5 

The contextual analysis is supported by Franco Ruffini’s statement that the theatre the-

ories laid down in different ages can be considered theatre facts (fatti teatrali) of the theatre 

history, just like drama literature, performances, stage-settings and theatricals.6  The thoughts 

of the spectators or theatrical  creators of a certain  age are tightly knotted to the on-stage 

theatre of that age, just like to the theatre history of earlier times, and on the other hand they 

are related to historical facts outside the theatre, and the scientific know-hows of the age. The 

theories are tightly knotted to things outside the theatre: current world-view (or world-views), 

the cultural and political situations affect the scientific and/or theoretical content and word us-

age. Therefore, I believe that the investigation of cultural (and political-ideological) context is 

inevitable.

Besides the mapping out of the sources of the period and its context of ideas, the ap-

proach of the research is defined by Walter Benjamin’s writings – principally  A német szo-

5 There were no professional theatre companies, buidings functioning as theatrical spaces, and theatre could be 
seen in the work of professional, but mostly soloist or other comedians working in formations which could not 
be called companies, or in performances of self-made (amatour) court people or urban academics at times of  ce-
lebrations. The actors tried to differ from this kind of practice.
6 F. Ruffini, “Scienza, ideologia, teoresi, sulle teorie del teatro. Introduzione all’edizione italiana”. In M. Carl-
son: Teorie del teatro, Bologna, il Mulino, 1988, 9.



morújáték eredete, partly because of the simultaneity of the phenomenon he and Andreini’s 

works discuss, and partly because of his ideas about allegory.  Next to Walter Benjamin, I 

draw Nietzsche’s texts on theatre, Rilke’s theatrical papers and Brecht’s later theory in the 

dissertation’s field of research, because I believe these philosophers and artists formulate sim-

ilar ideas about the theatre as a distinct art, with its aims, influence, dramaturgic-composition-

al principles. 

II. Observations and Results of Thesis

1. Comedy, arte and world

The roots of current evaluations of commedia dell’arte, and the sometimes false inter-

pretations can be found in the approach of ’theatrical conceptualisation’ that was established 

at the Settecento period, according to Ferdinando Taviani. This approach treats ’the Theatre 

as an enormous cultural institution, which concerns the whole society, which gradually devel-

ops from period to period through the wave-like movement of advancing and declining’.7 Ac-

cording to this approach the  theatre is definitely acknowledged, necessary, precise practice, 

bearing social and cultural functions, and it undoubtedly had and still has educational role in a 

society. The theatre as an institution is one of the essential depositories of civilisation, while 

the non-institutionalised theatrical forms are part of popular or folk culture – are low ranked. 

This way, theatre histories very often typify the practices of ’Educated Theatre’ and  ’Folk 

Theatre’ as parallel existing, antagonistic which influences each other in the different ages. 

From the standpoint of the history and evaluation of commedia dell’arte, this dichotomy res-

ulted in considering the only professional  theatre  of the period sometimes as part  of folk 

theatre, lower-ranked cultural practice, other times theatrical manufactory, great genre, unique 

and prestigious tradition, the cultural role of which is universal, unquestionable, and whose 

influence can be still felt today. 

In the first chapter of the dissertation I correct this traditional concept on the basis of 

the historical  survey done on commedia  dell’arte,  because the prevailing idea attached to 

commedia dell’arte seems to exclude that aesthetical awareness which Taviani writes about. 

In case the name, commedia dell’arte defines the work of those actors who played at the turn 
7 F. Taviani – M. Schino, Il segreto della Commedia dell’Arte,  Firenze, La casa Uscher, 1986 (princeps 1982), 
398.  Italics mine.



of the Cinquecento and Seicento in the acting companies Gelosi, Desiosi, Confidenti, Uniti, 

Accesi, Fedeli, it is worth depicting the characteristics of the theatres they cultivated. This can 

only be done by differentiating between the various theatrical practices, spectacular genres, 

cultural performances, and professions of the period.  

According to one, by now generally accepted definition, commedia dell’arte is not a 

genre, not a homogeneous theatrical style or form, but theatre cultivated by professional act-

ors. It was such a – not homogeneous – theatrical phenomenon that was present in different 

cultural milieus, working at the same time, in different ways. The most important feature of 

the professional acting companies was cultural diversity,  that is to say the combination of 

court, urban and folk cultural elements, which appeared both in theme and form. Besides, pro-

fessional companies were able to put together a play in any genre in a very short time, on a 

high level, and they could always comply with the needs of the given cultural layer during the 

making. Acting and dramaturgic work did not differentiate sharply: the actors of commedia 

dell’arte were writers and poets at the same time, who knew perfectly well the written, oral 

and visual culture of their age. Among the dramaturgic genres, actors preferred comedies. 

This was mostly because of the spectator’s taste and the claims of the procurers: in the cultur-

al market of Italy comedies were the best sellers. The actors developed their unique play-mak-

ing techniques according to the needs of the contemporary cultural market. This was strange, 

incomprehensible and baffling for the outside spectator, because the work appeared seemingly 

from nothing, all of a sudden (all’improvviso) in front of the audience, as if life itself would 

have talked to them on the stage. 

2. Theatre mania

It is significant during the time of the Cinquecento and Seicento to name distant phe-

nomena,  things,  human behaviour  and intentions  with theatre  terms.  These things,  named 

theatre, often were far from what is considered theatre today, and had little to do with the 

forms and genres of acting of the period. In Andreini’s texts the theatre/stage words often 

refer to some sort of space, place which is not always a theatre building. At other times he 

calls human life itself, its action theatre, which serve as the basis for the theatre plays. The 

theatrical spaces, which are established in the human world, are linked in a unique way to the 

stage of the celestial, the godly dimensions. Heavenly and earthly theatres are interrelated in 

Andreini’s writings, and a theatrical performance allows the spectator to watch the human 



spheres, human deeds, but makes it available to understand the relationship of the heavenly 

and the earthly world, and helps to cross the borders of these two worlds.

In the collections of sonnets, Teatro celeste the words theatre and stage become syn-

onyms, and unite all the possible meanings: the earthly world of living and the stage which 

hosts the plays, the earthly and celestial spheres, the theatre buildings and the theatre halls and 

the performances are meant by the same two words. Here acting becomes such knowledge 

uniting ’craft’, techné which are known and practised by almost all sky-dwellers – the orbs, 

the angels and the blissful actors. The unification of dancing, singing and speaking can serve 

godly creation, the origin of all, writing, the story woven from godly words. Logos in this 

theatre is the plot providing the basis for all action, the story that brings order to the whole ex-

istence due to creative writing, and gives human life sense. 

 In this chapter I examine in details the theatre metaphors of the period lasting from 

the Quattrocento to the Seicento, and those theories which could possibly have an influence 

on Andreini’s assumptions. Thus the symbolic theatre buildings designed by the humanists of 

the Quattrocento, Filarete and Cesariano, which were buildings enabling human understand-

ing,  leading through symbolic  paths,  or  helping  seeing through the soul.   I  introduce the 

’memory theatre’ designed by Giulio Camillo, which functioned for the recognition of the 

universe with the unification of words and pictures, and related at many points to the plans of 

the humanists  of the Quattrocento.  Andreini’s unique, complex concept  and definitions of 

theatre link the dimensions of human life with the whole universe and God’s creation in a 

similar manner. Theatre makes it possible to understand all things and existences with him 

too, and the figure of man has a central role in his theatre, too. Teaching, cultivation is going 

on about and for man in this space through words and pictures and the things themselves, in 

order for the different elements to make visible the possibilities of human life in their making. 

In the following parts I examine the ’theatrelisation’ of natural scenery from Boccac-

cio’s Decameron to Ariosto’s Orlando furioso, and the poetry of the Seicento, where natural 

features, gardens, primarily because of the form of the space, or the perfection of the ’scenes’ 

of nature will become theatre. In the Seicento the artificial theatre-scenery, theatre-gardens or 

theatre-nature itself do not contain human existence, action, drama, but the whole of the space 

refers to the presence of man. Man, like a new demiurgos, like the creator of space takes part 

in  God’s  creation  and  thus  becomes  part  of  natural  scenery.  Here  vision  is  the  basis  of 

theatrelization,  which signs the presence of human creation in nature.  Similar  to the built 

space of the theatre, man-formed scenery is at the same time real and fake, and exactly in this 

’fakery’ appears beauty and the form, which evokes admiration.



This frequency of role-plays  appearing in everyday life I examine through Tasso’s 

works. Dissimulation,  becoming the basis of the culture of the court,  was the device with 

which contemporary man could overcome the uncertainties threatening his life. Acting and 

the craft of rhethorics could pin down the rules with which rationality could be guaranteed – 

independently of the situation.  Acting was the techné,  with which the unknown could be 

forced behind borders. But this craft belonged to the everyday life of the man of the Seicento, 

to hide the uncertain. Still, the professional actors’ craft was effective. It revealed just that 

which everyday people with the same technique had hid. 

3. The Suit against the Theatre: the Arraignments

Though most theatre historians believe that the church’s action against the work of com-

media dell’arte companies was not as serious as in Switzerland or England, the make-up and 

argumentation of Andreini’s texts suggests that we are holding apologies in our hands on the 

first hand. What did this actor parry against so vehemently? 

In this chapter I analyse the argumentation of the Counter Reformation church people’s 

texts.  Thus all  the statements,  definitions,  short  stories,  on behalf  of  which they doomed 

theatre immoral, and which made companies impossible. Church people attacked the theatre 

of professional actors principally because of the lifestyle of the comedians, the migrant way of 

life, the women on stage and the communicational form that characterised the performances, 

They also tried to make acting techniques bring benefit for them. 

Among the arraignments the most interesting is that which attacks the theatrical effect 

mechanism, and becomes special reception aesthetics. By treating the performance a book 

among others church fathers saw the biggest danger in the mode of reading and reception. 

Their  main problem was that at  in the theatrical  performances the watchable  stories unite 

words with the power of live voice and the scene of bodies. The common appearance of voice 

and scene reveals the region behind spoken words. The complex language performances use 

leaves such a deep trace in the spectators’ souls, whose consequence cannot be controlled, so 

these are dangerous for the church wanting to control people’s life. The form of the theatre is 

able though to hide the real message, and influence the spectators’ mind or fantasy this way. 

The use of irrational abilities cannot in any way be influenced.

4. The Suit against the Theatre: the Apologies



It is characteristic of most of Giovan Battista Andreini’s writing, that it tries to answer to 

the above mentioned arraignments of the church fathers. In his argumentation he acts upon the 

way of argumentation of his ’accusers’, this way answering to the laws mentioned by the 

church fathers with the negation of those laws, to the statutory words of the honourable 

church people with a different reference of the same people, to the mentioning of traditions 

with the citation of other traditions, to legends with legends, to the definition of comedy with 

a different definition, while complying with the typical art-laudation topics, the inverse of 

which are part of the arraignments – though in a scattered way.’ According to this topology in 

Andreini’s writings we can read about the human and godly creators, inventors of comedy, 

the moral and communal use of comedy, of the encyclopaedic and philosophical knowledge, 

which serve as the base of ’rate’ a priori of art, and we can read about heroes, those great an-

cestors who brought glory to acting. In this chapter I aim to present a unified picture of this 

argumentation.

In one of Andreini’s origin legends, the creator of comedy-theatre is Jupiter, the creating 

and provident father, truth and wisdom itself, equivalent of the Christian godmother. Comedy 

is not plague, or illness, the destroyer of faith, as the church fathers presume, but quite the 

contrary: godly cure. Such device with which all illnesses deriving from human life, desires 

can be fought against. The inventors of comedy playing and writing are antique philosophers, 

who tried to eliminate the negative phenomena of social life with it. With the help of comed-

ies they ’reprehended people because of the bad life they led’, who because of their shame 

could choose a better life. 

Giovan Battista Andreini draws up the meaning of comedy playing and writing in various 

definitions. According to these comedy is ’the harbour of virtue, the mirror of life, the teacher 

of the most honest deeds, and a creek of clear water, springing from human wisdom to water 

the political and civil gardens.’ Comedy is the bodily form of good, it is sheltering, substantial 

and it is the school of virtue. Besides these ’it is the imitation of people’s habits, its tool is 

writing, and in which the right ordering of things will realise ’teaching for the good’. Comedy 

does not use direct reproach, it does not set up rules of behaviour, but shows good and bad ’in 

its opposition’, the habits to follow or to set aside. Comedy is the universal theatre (teatro 

universale) of the most prestigious, the most serious and the most intimate things, in which 

there is word about all human practice, ’all free and mechanic arts and crafts’. In these plays 

all science is included, states Andreini, so the theatre stages such a school in which ’comedy 

teaches’ and the player takes the role of the ’teacher, the father’. The most interesting idea 

among the comedy definitions is the emphasis on oppositions. Andreini highlights at many 



places that comedies are the mixtures of lightness and seriousness, of ludicrous and sob-indu-

cing human situations, thus creating the necessary balance in people’s life. Comedy counter-

acts extremities and any exaggerations with the help of its opposition, making continence. The 

tool for this is the live performance, where the synthesis of pictures, voices and words are the 

most powerful. Human voiced speech is such an instrument in Andreini’s texts, which can be 

the most effective tool for bringing out, correcting and moderating human emotions.

5. Man/Image: People, Souls, Icons

In the centre of Andreini’s theatrical experiments stands man, similarly to Brecht, and his 

outspoken aim was to make the spectator think and reflect. These two features connect the 

two artists so far in time. Both were interested in the contemporary present, their aim was to 

call upon men of their age and the exploration of their life. Both tried to make a ’functional 

relationship’ within the participants and the elements of the performance – between stage and 

audience, text and performance, actor and actor in Andreini’s case. Since ’comedy is the imit-

ation of people’s lives and habits, the way life and habits change, the mode and material of 

writing should change accordingly, though the form (genre per se) remains the same’ – writes 

Andreini. The mode of performance and its writing should change as life changes all the time. 

The starting point of creation is man itself with all its errors, mistakes, happiness, sadness, 

correct or incorrect decisions. 

In this chapter I focus on the people appearing in Andreini’s comedies. First of all I define 

the status of the people appearing in the wholly written comedies. We cannot call Andreini’s 

personae permanent types; these people are not schematic but flesh and blood people. The au-

thor’s peculiar naming technique is very telling here: names derive from characterisation, lin-

guistic invention, and a unique worldview. In certain cases the names have infinite power on 

the people on stage. They rule their deeds as ordained or consciously chosen signs of fate, in-

fluence their behaviour and exaggerates their failures. Name here is such a sign or stamp de-

riving from god, which bars their decisions, which can only be overcome if one changes his 

name. As if the name would design the borders of the place of movement and the act to play 

in the Theatre of the Great World for the person, influencing the story, or the tale in which the 

name crops up. When Andreini uses permanent types denominated with well-known names, 

then they are the players of inserted plays, portraying different theatrical forms from profes-

sional theatre, and play among all a contrapuntist role.



It is significant in Andreini’s portrayal of man that the people on stage are inconsistent, 

their decisions are relative, depending on the given situation. In their portrayal Andreini sup-

posedly relied on Alessandro Piccolomini’s ideas and anthropological research, who emphas-

ises the relativity of human life. People’s behaviour greatly depends on the circumstances and 

on the emotions of other people, and everybody is continually forced to act in the conflict of 

his own ambitions and outside circumstances, trying to reach harmony by negotiating between 

the dichotomies. In their comedies both Piccolomini and Andreini create their people on stage 

following this principle. The plot of the plays derives from the harmonised behaviour of the 

players and counterplayers placed against each other. Their effect on each other results in 

leap-like changes in the behaviour of the people, so the illusion of undivided and homogenous 

character cracks in the plays. At the end of the chapter I discuss the relativity and changes in 

one character’s, Alberto’s behaviour in Lo Schiavetto.

 

6. Writing/Image

One of the central motifs of Andreini’s theory and drama writing practice is how can one 

present the relativity and livelihood of human life, and how can order be attained in the topsy-

turvy of the world. Theatre, comedy is his device, which can bring order about, and writing, 

the order of composition is its marker. But writing with him is not only the use of words, but 

it is the creation of such complex texts, or using his terminology of such textures, buildings 

which have an effect on both the rational and irrational abilities of the receiver. The texts or 

buildings  stand on a few essential  principles.  For example  the use of dichotomies,  which 

shows itself not only in the players’ behaviour or the juxtaposition of the different episodes, 

but in the sorting out of the formal elements and the ways of expression.

Andreini reveals in his comedies the method of play script writing, and he differentiates 

between the effect of textures that different theatrical forms make use of. He presents how the 

performance is taking shape starting from short narrations, and he shows how much the way 

this forming defines the success of the performance. The successful performance makes a dir-

ect effect on the spectators, makes them reflect and deters them from wrongdoing. But the 

performances can only be the teachers of life if they can affect the spectator’s fantasy. In his 

thoughts Andreini possibly draws on Giordano Bruno’s De imaginum, signorum et idearum 

compositione, in respect with the most effectual and only way to understanding. More exactly 

in believing that one of the premises of understanding is the use of fantasy.  According to 

Bruno the imagination or the fantasy is not only an intrinsic sense, but the totality or unity of 



intrinsic senses, which works not only through mimetic and combinatory acts, but sinking in 

details it serves as the unfailing well of original forms, thus being the root of infinite cogita-

tion. Pictures and fantasy are necessary cognitive devices, which make and keep cognition on 

the move. They are a kind of vessel, without which cognition would stop.

The  complexity  of  theatre  performances  makes  them  an  ideal  device  for  cognition. 

Theatre speaks with the unity of pictures, voices, and words in a special language, which ex-

ceeds the possibilities of verbal communication. The images appearing on stage are objects, 

which make and keep cognition on the move. Man gets to know the world from self-know-

ledge, and thanks to the images – allegories, emblems, impressions – which appear in the 

theatre the process of cognition will change. Man gains hidden knowledge and becomes able 

to understand the meaning of existence. In the last subchapter of my dissertation I discuss the 

theory of images in  La Centaura,  and I analyze  the figure of the centaur woman,  relying 

partly on Benjamin’s theory on allegory, the figure which is the emblem of Andreini’s thatre. 
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