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ABSTRACT

This thesis is an examination of Farquhar's works,
with an emvhasis bn major characterization. Such an analysis
has not teen done to my knowledge, and Farquhar's writing
lends itself esvecially well to a search for the dévelopment
of éne man's art. In Chapter I, the setting in which Farquhar's
works were presented is sketched out, as welllas Farquhér's
ideas about the creation of comedy, as discussed in his "Discourse

upon Conedy". Chapter II deals with Farquhar's first play,

Love and a Bottle, and its introduction of the basic four

character pattern of rake-hero, his more sentimeantal friend,

free-spirited coquette, and chaste maiden. The Constant Couple,

a more polished attempt of what was set forth in Love and a
Bottle combined with a manners style reminiscent of Congreve,
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discussed in Chapnter III. Chapter IV examines a problematic

play, The Twin-Rivals, and searches for the reasons for this

nlay's lack of success. With Chapter V the introduction of a
more natural setting into Farquhar's plays is explored.
Farquhar branches out into sometiiing different from the popular

plays of the period in the rustic The Recruiting Officer

with its country setting and military theme. The Beaux Stratagem

represents the hapyy combination of city wit and graceful
naturalness in a work which was entertaining as well as fresh.
In onclusion, Farquhar's use of morality is discussed, as is

iii



his connecticn with other piaywrizgnts. This thesis. then
’ E $ 3

oy

tries to discover what Farquhar did and perhavs did not do
to make his plays popular, and what makes his work stand out

as individual and worthwhile.
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CHAPFTER L

INTRODUCTION

The goals of playwrights in Farquhar's time were

diverse and sometimes conflicting. They wished to create

works which were witty, works which were realistic, and works
which were moral. As chronicled in K. M. P, Burton's

Restoration Literature, writers from the first half of the later

seventeenth century were more concerned with the first two
goals; they were stréngly‘aware that they were writing for
the members of the upver class who felt that energy~-or wit--
wvas of great importance in drama, and who ", . .expected
voliteness, smoothness, finish.”l An attempt to recreate

the witty society of the audience on the stage was nade, re-
sulting in the sort of realism in characterization which

gave rise to the identification of stage characters as per-
sonation of particular bheaux and ladies of the town., In the
latter half of the period *he tastes of the merchant class
gained importance as the proportion of merchants in the audience
grew. This new group ". . .demanded a literature which was
useful and earnest rather than witty and energetic“,2 so that
the moral intention bepgan to predominate. Defoe, that cham-
plon of the middle class, ". . .pleaded for a unlon between

the men of zense and the men of wit".” As a result of the

1

demands of the '"men of sense", or citizens, "Eightcenth cen-
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tury literature became more middle-class in tone, blending
sentiment and common sense. . .art was concerned with ftruth--
the permanent truths abtout man and universe. It could mean a
straightforward 'realism'--a depiction of the scenes of London
life.“4

It was in this‘time of changing tastes thal Farquhar
and his colleagues tried to find some stable ground. It was

a time which modern critics define as "the decay of true

-~

comedy"”,” because of the restraint which the theatre had come
under. Yet the dramas remained lively enough to bring the
crowds to the playhouse, and to merit Jeremy Collier's scathing
Glatribe. More than other writers of his time, George Farquhar

is a weather cock of the chanzing attitudes. 1ilis essay A

Discourse upon Ccmedy, in Reference to the IEnglish Stage,

nrefixed to Love and Buginess, 1701, which discusses the rules

ané¢ purpose of conmedy shows Farquhar's telief in the idea

of norality in theatre. His tasic thesis is that "Comedy

iz no more at present than a well-fram'd Tale handsomly told,
.

as_an_apgrecable Vehicle for Counsel or Reproof."® Farquhar

sees AZsop as the progenitor of Englicsh comedy and takes his
goals to be the true goals of comedy:

Then wherc shou'd we seek for a Foundation, but in
ABsop's symbolical way of moralizing uvon Tales and
Fables, with the difference, That his Stories were
shorter than ours: He had his Tyrant Lyon, his States-
man Fox, his Becau Magpy, hic coward Hare, his Bravo
Ass, and his Buffocn Ape, with all the Characters

that crowd our Stages every Day, with this Distinc-
tion neverthelesc, That AEgop made his lecasts speak

t

so0d Greeck, and our Heroes sometimes can't talik English.

k%



» o sUtile Duleci was his Motto, and must be our Zusiness

3

« ¢ sand as he wou'd improve Men by the Policy of
Beasts, so we endeavour to reform Brutes with the
Examples of Men.’

A\

The "Utile't, theh, is the moral instruction of English audiences.

The "Dulce' must then be something attractive enough to make
them attend to the lesson:

To make the Moral Instructive, you must malte the

Story diverting; the Spleenatick Wit, the teau Cour-

tier, the heavy Citizen, the fine Lady, and her fine

Footman, come all to he instructed, and therefore

must all be diverted; and he that can do this hest,

and with most Applause, writes the best Comedy, let

him do it by what Rules he pleases, so ghey be not
offensive to Religion and good Manners.%
A true product of his age, Farquhar sees the purpose of comedy
to be one much different from that which Etherege and the
comedy of manners school considered important. For the latter,
wit and a fine story may have been an end in themselves, but
for Farquhar they were only a part of his objective.

Farquhar has very decided views about what would and
would not make a play '""Dulce'. The audience, he says, looks
for ". . .a true Genius of Poetry... ."™ and ". . .the natural

. . 2 .
Alr of free Conversation',” but to ask the public for reasons
why »nlays fail is generally fruitless. The critic may ob-
ject to a play on the grounds that it fails to adhere to
Aristotelian rules, but in keening with the common sentinent
of the time, Farquhar does not feel that these rules of unity
and decorum should govern art. However,the typical »laygoerts

reason for damning a nlay 1s equally unhelpful. The vazue

answer is usually "I don't like it,"--but beyond this, one



can discover some common faults:

You find that meer Wature is offended with some Ir-
resularities; and tho! he be not so learn'd in the
Drema, to give you an Inventory of the Faults, yet

I can tell you, that one part of the Plot had no
Dependance upon another, which made this simple Man
drop his Attention and Concern for the Event, and

50 disingaging his Thoughts from the Business of the
Action, he sat there very uneasy, thought the tinme
very tedious, because he had nothing to do. The
Characters were so uncoherent in themselves, and
compostd of such Variety of Absurdities, that in his
Knowledge of Nature he coufd find no Original for
such a Copy; and being therefore unaquainted with
any Folly they reprovtd or any Vertue that they recom-
mended; their Business was as flat and tiresome to
him, as if the Actors had tallk'd Arabick.l?

The key word here is nature--if nature is allowed to rule
there will be no irregularities; the plot will be one unit
and the characters will bhe vatterned so that they are not only
easily understood, but recognized as being very like bpeople
in the spectatorts world. Farquhar declares, in fine, that
if authors
e « shave left Vice unpunish'd, Vertue unrewarded,
¥Folly unexpos'd, or Prudence unsuccessful, the Con-
trary of which is the Utile of Comedy, let them be
lash!'d to some purpose; if any part of their Plots
“have been independant of the rest; or any of their
Characters forctd or unnatural; wnich destroys the
Dulce of Plays, let thoem be hiss*d off the Stage;
But if by a true Decorum in these material Points,
they have writ successfully, and ancwer'd the end
ot Dramatick Poelry in evoery Respect, let them rest
in Peace. . .+ .
Sucn arec Farquhar's belicfs: if the moral lesson of the play
is attended to, and the »lay has a natural, easy air in con-

versation and chaoracterization, if fthe wlot ig regular but

11 rhE g v o Lo ER P RV - a 1 . _ »
diverting, then <he play has a good chaace of Nleasing the



audience as well as illustrating certain moral princi ples.
Indeed, this attitude is clearly illustrated in Far-
quharts works. Unlike many other writers of the age, Farquhar
is concerned with the morals of his characters. His endeavour
to make his creations conform to the proprieties draws hinm
apart fron thercomedy of manners. This consideration some=
times works in his favour and sometimes does not. Some will
charge that Farquhaf‘s efforts degenerate into sentimentalism.
At times Farﬁuhar depends on last minute conversions to provide
the "Utile" he deems neg¢essary. In such cases one could wish
that Fargquhar could make up his mind either to make the character
a rogue or not. \When he is in good form, Farquhar's work has
a special tone of good humour and harmless joy which helped
to malte his name well-loved in his day. Farquhar vortrays
very few evil characters, preferring to place fcols rather
than Villains as obstacles to his heroes and heroines. By
the same token, most of Farquhar's good characters have faults
and flaws, showing their roots in Restoration satire. It is
because of these faults that Farquhar is able to hoth amuse
and improve at the same time., As he says in his essay, the
play must be =morally instructive and amusing, and Farquhar is

3,

o do uwoth in

ot

+

arvle he same breath. A character of lively
wit and high spirits weould plense his Pestoration audience--
this he could see from the success of Ztherege, Wycherley,
and Conpgreve. His characters could have many of the frshion-

~

able and amusing vices of the day without sezming vicious.



For Farquhar took care that the vices wsre made less offensive
~--gither by down-playing them, or by showing them in the least
injurious lightmawhile always emphazing his characters® basic
good nature. Farquhar's plays have rakes and coquettes as do
those of Coungreve and Wycherley, but Farquhar's rakec are

not snown clinmbing from one bed to the next; rather is the
naturally amorous, and therefore generous, vital nature of the
rake underscored. Farquhar's rakes are not cruel debauchers
of women: they love women and so pursue them in a goodwiaturea

3

way. Farquhar!s women, in their turn, show thelr virtue and

2]

sure a happy ending by insisting upon marriage. His coquettes

-~
(=
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may act as wild as the winds, but Farquhar takes care to enm-
ohasize the cleverness and Iree spirit of each heroine,

vitile convincing the audience that she #ill never ster teyond
the boundaries of decorum, and that sne will protect her
chastity to the end. The "Utdlle" ie then provided. It is

in thic way that Fsrquhar can cause his good-natured rogues to
end as willing husbands. TFarquhar'is coquettes are virgins

1

and his rakes are heroes; in Farquhar's hands the unraveling

of this apparent naradox is5 the intrisue of the story.

vty

S0 Farquhar'zs work is not a revudiation of the art o
comedy of manners, but rather a natural outgrowth or develon-
ment of it. As Allardyce iicoll otserves, Fargquhar comes ncar
to Congreve's spirit in the wit and foroichness of his wlays. b

T S Tad i wmen PR PR . Sl ey T 94 n-
It iz in his realiom and =moral tone that Farquhar moved into



This thesis is a study of the development of Farguhar's
art through an analysis of his characterization, particularly
1is development of coherent and convincing characters, and his
use of ecertain balanced groups of conventlional types. Space
and time dictated a limit to those characters which could
ve examined, therefore it was necessary to pass over many
of Farguharts delightful minor characters. The iﬁpartance
and worthiness of these characters to an understanding of
Farquharts work cannot be denied; hovever most of the important
developments 1n Farquhar's characterization can be understood
through an examination of the major characters in his plays.

While it is not logically or aesthetically necessary for a

haracter in a sucecessful pnlay te be consistent and lifelike
the peneral attitudes of the seventeenth century »layvvrights--~

thelr concern to mirror nature and to reveal thelry soclety~-
suggests they do value the kinds of realistic and convincing
characters that Farguhar creates in his best plays.

The critic, of course, must realize that a character
who seems convincing or symrathetic to our age may not seen

so to another. In writing this thesis, care has been taken

£

to base critical assumptions on statements within the vlays,
and to try to avoid '"modern' reactions to the social conven-

tions of three hundred years age. Az criticism of Festoration
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I nave found litile of direct heln in it



some of which were informative, and some almost useless, which

are listed in Eric Rothstein's recent George Farquhar (1367),

but found that 1 could make 1ittle direct use of them. My
bibliography lists the more imvortant secondary sources.
Again, because of the limitations of space not all of

“

Farquharfs wvorks have been examined here. In an effort to
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best showed the trends in Farquhar's art,

Wildair, The Inconstant, and the short farce The Stay

T R DR SR 8258 ’ 3 [ T -~} < 11 ~ oy 25
1zve here been omitted. The works which have been used are

varied enougn to show both success and failure, inexperience

a gencral social and intellicctual develop-

ment; but the changes in Farquhar's art may be gseen 1n more
g s, 1w £ e A 4= - 4 s s x5 . AR R
purcly literary termg—--that the writer seeks for and finds

ve the aesthetic problems and improve the dranmatic

e T B2 o o A « gor B — Y, 1 sl
JAaL1LCres Ol 018 Wrlelny Throu nis carcer. L1 S nesls,
tron io pogentially an attomeot to study one authorte cratdt
Laen, Lg eggentlal.ly all aAvtompat O SLldyY One autlor's €ralte

d experience, and an idea of the rrogressicn of Farquharts art.
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GROUEDVORE FOR A CCHMIC STYL

Farquhar's first play, Love and z Bottle is the origin

of many of the features which came to e known and loved as

Farguhar's particular style. Elements from this play can be seen

-
y

in every one of Faraquhar's plays to follow, fros his =mannered

The Constant Couple to the naturalistic The Beaux Stratagem. The

fortunes of love. Tais play featu the rakes, coguettes,
honourabhle men and virtuous nmaldens That populate his later nlays.
The r:ke is converied, the zcquette married, aand the love of the

chaste maiden and virtuous gentleman requited. Indeed, the vlay

1 '
]

all the elements widch, unon first glance, aposar to be those

o

2]
(53

9]

that made 2almost all of Farguhar's later nla

However, like so0 nmany first attensts, Love and a Bettle has

certain irregnlarities wiich nmaie the vnlay wore lie a promise of

thinzs to come than a success 1n its owm risht.

-~

3,

In Love and a Potitle, Farquhar's inexperience shows in

the ciaract:rs to the nlot, rather than the plot

iy

his mnelding o
to the charactzrs. Continuily in characterization, wnich is
generally what goes far in ma-ing cliaraciters so real that they

to have an exiszsi€ace ontoide the conlizen 0f the nlay

10
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In spite of this flaw, which is,

]
0]

sentially, in-

exverience, an understanding of Love and Bottie is the key to

V)

an anvreciation for Farquhar's art through his more nopular
works. The basis for so many of Fawcun r!'s most memorable skills
may be found here.

"¥With Georje Ro bucq, Farguhar presented the first in a
series of rake-herces, sn almost contradictory-combination.

This character-type would anpear in most of his pnlays; certainly

in all those which met with success on the stage. Roebuck, Sir

Harry Wildair of The Constant Couple, Captain Plume of The

gcruitin~ Officer, Archer and Aimwell of The Begux Stratagem;

bJ

all these charvacters came from the same =20ld. Roebuck represents

Farquharis first attennt at portrayiang the ponular 2eau of

Restoration comedy, and he is the least polisied of all of
Farquhar's "lovable rakes".
e

Although he endeavors to nmake Roebuck witty and arsusing,

a rogue who can win the h

o]

arts of the audience, Farquhar makes
mlst kes with Roebuck's personality waich cause him to semm less

deserving of the hanpy ending inevitable in cumedy. Farquhar

1 1 3

reco-nizes the nacd to make his heroes (auné heroines) sood
peonle, but he maites the migtake of not layiaz the > roper ground-
workx in this case. In o:der to =aite the reformziion of a rake
convincing, a drazwatist of courze must vrepare the audience for
such a wmogssivility. In foilingto do so Farqu-ar has created a

caarzcter who i1s, as critics have noted, ultinately unconvinecing,

arte off the charccterization of TRoebuck by



12

establishing that he is o brave, good-natured fellow in adversity,

and in the encounter witk the neggar is shown to te a charitable

rther revealed

}—Jv
by
[N 8
c—i-
= ;,
~'l‘

man., His good nature and high = 8 are

his first conversation with Lucinda:
Luc. Are you then one of the Wize Men of the East

Roeb. Wo Madam; but one of the Fools of the w@st.
Iuc. Pray what do you mean by that?

Roeb. An Irish-man, Madsm, at your Service.

Luc. Oh Lorrl“le! an Irish-man! a meer Wolf-Dog, I
protest,

Roeb. Bernft surpriz‘d Child; the Wolf-Dcg is as well-
Natur

r'd an Animal as any of your Country Bull-
Dogs, and a nmuch more fawning Creature, let me

his poverty to his friend Lovewell, and Lovewell's friendship

Roebuck, I'm still a friend to thy

hewm off.*

o

s ag Foils only to set
(I, 17) OUnfortunately the audience may have much more trounble
excusing Roebuckts "follgh,

It is at this point that Farquhar starts toc lose hold of

=y

cheracterization of his rake-~hero, a scrious proulem in that
the control of one so vital is lost early in the play. In his
attempt to create a carcleos rosue who will »nless: his Res-
torstion audienc:2, Farquhar pushes Roebucii's natursl cynicisza
and corelenrpess to the noint of cerudit;. Later on in the play

when the audicnce 1o nrecented with the virtuoas Rosbuzk, the

inconsgictencies in Rocbuci's character yill been.ce ~lamin~ and
a0 slarinzs ar
the audiencs vwil have to sirszin te helieve i o 2 wao las the




Roebuck is ba“uurlc in his attitude toward hig bastard

children. A remorseless side of his versonality is revealed

toward his whore Trudge and in this Farquhar is dealing with a
difficult situaticn. A rake may be carefiree, but if he is to

be a hero and win the chaste lady in the end, he muszst nof be

Farqguhar elsewhere deals openly and successfully with
the double~standard in =morality betwsen the sexes, notably

-

The Recruiting Officer, The Twin-Rivals, and The Constant Couvle.

nig virtue in a speech:

ais that the World

f resdomn, which

n me, as they

or Religicn.(II, 32)

)
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Lewdne

Al b D

t an Air
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v in others

and show that he is5 more wild than vicious. In The Twin-Rivals,

on the ofthner nand, Richmore's real villainy is underscored by
his cruelty toward his debauched lover: a cruelty little dif-
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ont then € farquhar tries to dis-

narace Roebuck's nistrees Trudge Ly revealing thet she i1s not a
entlewonan and suggestin
Lovewell, for euanpla, the éudience zoy well b lcft with the

Lagresoion that Roebuck iz nmore tlhion

. g o) 1 e R . P " - K . . Ty =
Iah his attitude town-~d wnnmen, Roobkuck 1o ocomovunt 1ikza Mciwore,
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audience is expected to sympathize with the cast-off Clelia, In
contrast to Mrs.. Trudge, shé is a gentlewoman who was chaste
before her encounter with Richmore, and this constitutes the
difference between a villainous and a high-spirited affair.
Conventionally, of course, a liaison with a lower-class woman
was not subject to the same restraiﬁtS"as one with an elegant lady,
s0 this w0uld make Roebuck's brutal actions toward Trudge less
. offengive..

Roebuck is one of the most cynical of Farquhar's heroes.
At times he secms to have a clearer understanding of the motives
behind women's virtue than any other character in the player
He counters Lovewell's aséertion that women have an ”ingate
Principle of Vertue'", saying:

I hoid an innate principle of Love in them: Their

Passions are as great as aurs, their Reason weaker.

We admire them and consequently they must us. And

I tell thee once more, That had Women no safe guard

but your innate Principle of Vertue, honest George

Roebuck wou'd have lain with your Sister, Ned, and
shou'd enjoy a Countess before night.(I, 16)

Roebuck explains that it is honour that_keops women chaste,

assertingﬁ "Were it as honourable for Women to be Whores, aé

Men to be Whorenmaéters, we shou'd have Lewdness as great a

Mark of Quality awmong the Ladies ag 'tis now among the Lords.!

(I, 16) This would certainly seem to be the case in regard

to Lucinda, as we shall see later in the discussion of her.
Throughout most of the play, Roebuck speaks disdainfully

of chastity. He sounds very like Richmore of The Twin-Rivals

vhen he speaks to Lovewell of his virtuous sister, Leanthe:
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Love. Now you talk of my Sister, pray how does she?
Roeb. Dear Lovewell, a very Miracle of Beauty and
" Goodness.—--But I don't like her. '
Love. ¥hy? _ : ,
Roeb. She's Virtuousj--and I think Beauty and Virtue
are as i1l joyned as Lewdness and Ugliness.(I, 16)

Roebuck differs froam the roguish Sir Harry Wildair of

The Ccoustant Counie in this assertion. Although Sir Harry, too,
is quite a rake, 5nd has a pragmatic view of women and love,
when he sees great beauty and charm in a woman he ima
a whore, he exclaims: "How innocent she looks! how wou'd that
Hodesfy adorn Virtue, when it makes éven‘Vice look so pharming:
~-By Heav'n there is such a commanding Innocence in hexr looks,
that I dare not ask the Questioun."(I, 106) Interestingly enough,

this rake's comment exactly corresponds to a commwent which the

+

eanthe makes about Roebuck: "How charming wou'd

<!
e
w
o
o
o
for
0
I

Vertue look in him, whose behaviour can add a Grace to the un-
seemliness of Vice!"(I, 39) Sir Harry is a weg and a cynic,
but Farquhar wisely includes elements in his perscnality that

will malze him a sultable hustand for a chaste gentlewoman. The

audience has heen led to believe that Love and a Bottle's

Roerucik has no respect for chastity, and so his conversion at the
end cames 233 an unconvincing surprise,
In giving Rocbucic a taste for low-class liaisons,

uhar may be novinrg toward a characterization like that of

Marlowe in Suhe Stoons to Conquer(l7?73%). As with Marlowe,

10 moral, foar when

2e ¢zn risc to zan effair at the end of the plary with a delicote
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lady, he is reformed. But the terminology throughout has been

v

moral, and so the modulation that Goldsmith tactfully creates

does not avpear here.

Roeruck's interests in low-class wonmen are not an

essential feature of the rake; they are not shared by Sir Harry

of The Constant Counle or Richmore of The Twin-Rivals. Richmore
is interestec only in women of spotless reputation for the saks

of the conquest, and Sir harry is most interested in an easy but
above zll feshiocnable woman. Roebuck prefers the course of
resigtance: "Come, come, a Wench, a Wench! a soft, white,
easy, concenting Creature!"(I, 23) At Lovewell's imsistence

that = virtuous mistress. Rosbu
hat he find & vi UOUS mHLSUress, oo

G
O

I comolains against the

artificial structure of courtly love tically:

aust first de

I spise the honest jolly Coaversation
at the Tavern, for *the foppish, affected, dull, insinid
Entertainment at the Crocolate-house; nust quit ny
freedom with ingenious Coapany, tc harness ay self

to Foppery among the fluttering Crowd of Cupid!’
Iivery-btoys.--The second Article ic, That I aust
resign the Company of lewd Women for tiat of my In-
nocent Mistress; Tnat is, I must chanre ay easie
natural sin oi VWencuing, to that constrain'd De-
bauchery of Lying and Swearlnr ~-The many Lyes and
Oaths that I wade to thy Sister, will zo nearer to
dormn nme, than 1§ I had enjoy'd her a hundred times
over.(I, 22)
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pride, good-nature, wit, love for a wvirtuous woman--and puts
principles of honour into his mouth. Uﬂfortunately,.Farquhar is
rather careless 1in doing the last. Though Roebuck is waggish
whenever he speaks of his lialsons with women and readily lists
his conquests to the disgulised Leanthe, Roebuck tells Lovewell

that he religiously keeps a lady'!s sexual favours a secret. This

]
L

is a uncénvincing as his sudden conversion in Act V.

Roebuck falls in love and embraces detested marriage 1in
an unbelievably short time for such an established cynic. As
has been mentioned previously, Farquhar was obviously aware
enougn of his audience to know that at least at the time he was
writing, a coxzpletely cynical and unrelenting main character
would not please as a hero. It was wise to show by the end that
the ralte had been réformed into a good husband, but the dramatist
had to give hints that such a reform was a possibility; other-
vise the character would be prostituted. Unhappily, such-
would seem to be the case with Roebuck. One moment he is
weighing out the »ros and cons of marriage in a brutally
realistic fashion, and the next moment he is cowpletely in love.
The only evidence given that Roebuck is being converted is so
slight that it could easily be wmissed. When Lucinda proudly
asserts ner ability to resist him, thus proving to Roebucik the
inviolate chastity of her wind, he says: "Her superiour Vertue
aves me into coldaess."(I, $3) As will be discussed later,
actually 2ll Lucinda is holding out for is marriasze, and tais

El

is the "virtue!" that Roebuclk finds so awesome., The audieance



may wonder why he did not find Leanthe's groater virtue as
awvesome winen he was in Ireland. In any csse, Roebuck decides
that Fortune has decreed the marriage to Lucinda, and it is at
this point that he turns to his cynical musing about the draw-

backs and advantages oi maryiage, returning to The Rocbuck the
& s B

audience knows:

I think I am btecome a very sober Shrooshire Gentlenman
in good earnest; L den't start at the name of a Parson.

at t
~=0Oh Fortune!. . .If fthou and my Friend will throw me
into the arms of’a fine Lady, and a great Fortune,
how the ch1l can I help it! Oh but, Zoons, there's
i Ay, but there's Money.,~--0h but there ar
7 sguawling Children. Ay but then there awze
and Small-Pox, WLth rerhans may carry them
ye~=0% But there's Horns! Horns! (I, 64)

But when he next apvears, the cynic has become a lover:

53 dear Lovewell zh me Joy, wish me Joj, ny
Friend. . QCf the cdt, tencderst, whitest, soft

ar L
Bride, that evsr ;st Man's Arms. I'm all Air, a

&3

a Cupid, all ¥ings, and xmust fly again to her embraces.
Detain me not, my Friend. . .shefs more than sense can

c
bear, or Tong uo express.—--0h Lucinda .« «I'm on the
Rack of Pleasure, aad must confess a
Wdnen her soft, melting, wioite, and yi
Jithin my pressing Arms was folded T
Our lips were melted dovn by neat of
And lay incorporate in 1anld kisseg,

Whilsgt in soft broken sishs, we caten'd sach other

0
!
1

3 . T, Ao
ding VYasto,

[

Roehuciz, educater throug:s witnecsing Lucinda's virtue,
-

certainly accepts hiz reform throu h marriage, in
roing keyvoand semual aaterialism. “lonethelesz, tne
rzader cannot nelp feéelin: that Zocbuchk's new virtue
i more zlandular thar soivitual.,  There the benefits

st virtae o

wend on prowvess in bea, serious moral
conclusions are haord to come oy,

o

3
o3

- ~ TR RN .- YR b ~ T . gy e Y P - P
nas succerasfully resisted Rosvuck and zuora Ho

ric Rothstein comments on the conversion (Farquhar,l9867, p.>9):

Lo

A



virtue; yet he has teen able to possess her scxually. That is
what marriage affords in Restoratlon drama. TFor the first time,
Zoebuck as experiencsd sexual gratification in a virtuous,

3

even pious situation, This seems to oe the nzr

]

likely reason
for the change in Roebuck, rather than the sexual prowess that

Rothstein suggests. The problem is that the audience simply

2

~ th

T

P

haes not been given enough reasons o

cyaical Roebuck to
now say of Lucinda: "Her Vertue answers the uncorrupted state
of Woman; so much above Immodesty, that it mocks Temptation.
She has convinc'd me of the bright Honour of her Sex,‘and I
stand Champion now for the fair Female Cause.'"(I, 70) One can
not help wondering if this paragon of virtue to whom he refers
could poss=zibly be The same woman who broke her stays laughing

at a dirty joke in a play.

in his

e
i)

Althoughrthe character Roebuck is refreshin
honesty, the audience is left with the feesling thal Roedbuck is
a step down from the more urbane heroes of the comedy of manners.
The naturalism that Farquhar here introdﬁces is not hwalanced
by the grace that he will later instill into his heroes, and
this is the combination that will prove most winning to his
audience. YFarquhor's efforts here to cause a c:avarsion in a
lecherous aad cynical man scem wmuch too forced, and serve to
negate those clear-sighted charges that Farquhar lays azainst
courtly love through Roebuck. HHaturally this fault which runs
directly through the nala charactzr of this play is highly

. 3 3*

detrimental to the coniinuity of the entire drana.
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one finds that some of the other main characters show incon=-
sistancy so that they fail to convince.

Lucinda, the womédn around whom the action of Love and a
Bottle revolves, is something of a problem in the play.
Farquhar intends to make her waggish enough to participaté with
a "Jolf-Dog'" like Roebuck, and yet virtuous enough to be worth
the sober Lovewell's hother. Farquhar is not altogether
unsuccessful in portraying such a weman, but she, like Roebuclk,
seems incoasistant. There seem to be two Lucindas; the one
whom Roebuclk and Pindress know to be impulsive and sensual, and
the one Lovewell knows is wilttly bul supremely virtuous. From
the very first scene in wnich Luciada appears, her sensucus
nature is revealed. §She tells her mald, Pindress, the she has
decided to nmarry Lovewell, explalning: "I am weary of lying
alone."(I, 12) When she rebukes her maid for her sordid mind,
her natural bawdiness is furtner revealed as FPindress saucily
replies:

your Ladyship wou'd seem to blush in the Box, when
the redness of your face proceeded from nothing but
the coastraint of holding your Laughter. Didntt

vou chide me for not mutiing a stronger Lace in your
Stays, woen you had brole one as strong as a Vempen
Cord, with containiag a violent Tihee at a smutty
Jest in the last Play?(I, 13)

Althouzh she complains to Pindress about the forwardnecss
of the men in the proamcnade, comparing them to Han-o'-Wars vho

-

", o . alfter a Broadside of Dam'me's and Sinkme's, are for koarding

all Masks tney meet, as lawful Prize",(I, 12) she decldes to

approach a totzl stran;er whose clothes are none of the bvest,



refusing her mald's offer to find if he ig a zentleman for her
first,. Luciﬁda‘s brazen behaviour is in part explained by her
being in mask, but still these actlons invite Roebuck's for-
wardness. Indeed, Lucinda puts up with a surprising amount of
forward behaviour from Roebuck, both in this scene while she is
in disguise, and later at her house. In the first scene she is
rescued by Lovewell from ravishment, but at her house she and
Roebuck are only seperated by Leanthe's scheming. When Roebuck

offers to kiss her hand after professing passionate love for her,

1

Lucinda strikes him and leaves, returning to him only, she says,

P

]

because she fears as a scribiler he will lampoon her. After

U

Roebuck grabs her and kisgses her three or four times, her only

2

e8

U

comment referring to his rude behaviour.is: "Sir, your Ver:
are too rough and constraintd, However, because I gave the
occasion, I'1l pardon what's past.'"(I, 38) Even Roebuck is
surprised at her leniency, deciding:

3y the Lord, she was angry only because I did not
make the first offer to her ILips... £ find there's
much more hetorick in the Lips than in the Tongue.
-=iiad Zuss been the firct word of my Courtship,
I might have gainfd the Outworks by this. Impudence
in Love, is like Courage in War.(I, 33)

Yhen Leanthe devises a ruse to gel Lucinda out of the roon,

3

Lucinda assures Roebuck that ske will return. She does so,

secmingly for more of the same, but Leanthe has managed to chase

1

Roebuck off. At tre news that he has left suddeanly, Lucinda
~exclains:

' noor dentlenan! He's one of ¢t
think no Female can resist the



2%

~

Blockheads, that imagin all Wit to consist in
blaspheming Heav'n and Women.--IL!'11 feed his
Vanity, but starve his Love..

And may 211 Coxcombs meet no tetter Fate,
Who doubt our Sexes Virtue, or dare prompt our hate.

(I, 29)

It seems most likely that Roebuck'!s transgression has heen the
latter in this case. His running off is probhably the only
behaviour that she takes ill.

Lucinda seems in these scenes to be the female counter-
vart of the rake; the type of woman the audience would see fully

developed in Lady Lurewell of The Constant Couple. In Lurewell's

case the rakish tehaviour is balance

by her plot to avenge
herself on men by playing the libertizne, but in Lucinda's case
the rakich behaviour is balanced by a side of her personality
wnicn is chaste and is somewhat less coavincing. Farquhar is,
indeed, concerned more with the workings of the plot than with
conerent characterization,

The same woman who involves herself in a dangerous
situation with Roebuck, is the one to whom Lovewell rofers as
"nicely Vertuous". He thinks so hishly of Lucinda's reserve
That he sends the rakish Roebuck off on a +«ission to try her
virtue. She manages to convince even the cynical DRoebuck of this
virtue in a speech zhe makes to Roebuck at his suy  estion that
they zo to bed tozether:

To Bed, Sir! Thou hast Iapudence enough to draw thy

Ratlonality in Question. ‘hence nroceeds 1it? From a

vain thought of thy own lraces, or an oyinion of my

Yertue?~~I7 fron the latter, lknow that I am a Wonan,

vwhose modesty dare not doubt wmy Vertue; yet have 5o
mucn Pride to support it, that the dying ¢roans of



no
-

=t shou'd not extort an lmzmodest

)

thy wnole Sex at my

;
thought from me.(I, 6

LI ()

This speech would be very convineing, except that the audience
knows quite well that she does indeed have immodest thoughts,
It seems likely éhat her defence is so elogquent and convincing
because, as Roebuck says, she is in a ".. s .plaguy Romantic
humour."(I, 62)

Vhen Roebuck further inflames her anger at Lovewell,
she immediately decides, as she threatened earlier, not onlyto marry

the first man who asksg her, but to ask pkim herseli, Her modesty

leaves her, but her sense of propriety remains; she will sle

H C‘

with the formerly impudent stranger right after a quick marriage
ceremony.

Huch of Lucirnca's "chastity' seems to be her intention
and ability to cdefend her virginity, rather than chastity in
tuougit and word. Although Roebuck has previously laughed at
this sort of chastity, ultimately he is overwhelwed Ly it, and
ghe keeps Lovewell at her feetl using her ability to feign
modesty.

It is hard to understancd then why Lucinda is made to be
the agent of Roebuck's reclamation, and the symtol for Lovewell
of the perfsct combination of beauty, virtue, and wit. Farquhar
fails to make full comic use of her duplicit; and s¢ leaves the
audlence wondering if they, too, are suppocsed to be fooled by
her deception like Lovewell, or imvressed oy her Ychnastity" liike

Roebuck. The audience has ccen Loth sides of nor character too
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clearly to do elther, however, and this is another fault that
undermines the play.

Lovewell represents Farquhar's first attempt at creating
a virtuous beau; a personality that would appear perhaps less

successfully in The Twin~Rivals in Elder Wou'dbe and Trueman,

and in Colonel Standard of The Constant Couple. Tiis personalitly

is effective as a contrast to the wilder rake, though not such an
exeiting character-type. As the personality is used in The

Constant Couple, the virtuous man serves as a symbol of propriety

and model behaviour combined with a certaln amount of hlindness

e

to the tricks of the world. The virtuous man is likely to be
in love in these comedies ancd of course he believes in the
courtly love tradition. Against this character thie rsbelliocus
but realistic views and vehaviour of the rake-hero rebound,
showing the flaws in both personalities. The virtuous man
often comes off looking a bit ridiculous but more admirable
than the rake However, more importantly he lacks the sgparkle

and verve which the dramatist lavisiies on the rake. Thisg is

true in Love aund a Pottle. Lovewell's virtue helps to set off

Roebuck's wildness and perhaps also provides an sxaaple of what
the audience should admire. But it is Roebuck who is made the
main character of the drana, and in spité of his virtue,
Lovewell coaes across as a less exciting, less honest character
than the low-minded R.ebuck.

LOVGWLll'S reputation is so svotless that "The Ladies

>

give him the Epithet of modest, and the Gentleman that of sober
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Lovewell."(I, 49-50) He is seen to be an honourable and charitable
man in his génerosity to his friend.and he rises i1a the audience's
estimation when he is revealed as the sort of good man who can
excuse faults that he would not think of cgmmitting. The audience
percelves him as an ideal figure, but the other characters

in the play are sometimes more cynical or less impressed..

Pindress says of him: '"He's the prettiest sober Gentleman; I

have so strong an opinion of his modesty, that I'm afraid,

Madam, your first Child will be a Fool."(I, 13) Lovewell takes
his resvect for women beyond the usual wit of Restoration dramé“
Ee believes that by nature women are virtuous and certainly he

puts Lucinda on a pedestal. But as Sir Harry of The Constant

Couple says to Colonel Standard: "An honourable Lover is the
greatest Slave in Hature; some will say, the greatest Fool."

(I, 129) Of course, Sir Harry says this thinking not of a chaste
and innocent woman like his Anzelica, with whom aanything bdut
honourable behaviour is foolish, but of the worldly-wise wouan
like Lady Lurewell or Lucinda. PEecause of his honourable inten-

tions, Colonel Standard is made a fool by Lurewell in The

Constant Couple and in Love and a Bottle Lovewell is manipulated
oy Lucinda. His belief in "the innate Princivple of Vertue!" in
women seems a bit naive in ligat of what we know abont Uthis
Dlvine Creature', Lucinda, Her goddess-like stature in his =ind
ie well-cstablished when he says of ner: "I believe her Vertue so.
sacred tnat 'tis a piece of Atheioim to distrust ite Existeace,"!

(I, 56) Altkousgh he has courted ", . . these three vears
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and cou'd never obtain above a Kiss of the hand",(I, 57) Roebuck
is kissing her within moments of meeting ner. In this case,
imﬁudence is more vwinnlang than prudence. Interestingly enough,
when Lovewell intercepts the note supposedly sent to Roebuck
by Lucinda, his reaction is not one of scorn. He rushes to be
there in Roebuck's stead, as if he imagines that any man will do
whenr a woman decides to fall from virtue. It is only after
he is convinced that Roebuck has married her and seemingly re=~
noved her from him forever that he comes to scorn her, and
then only for a moment: "She is not worth my Sword; a.Bully
only shou'd draw in her defence, for she's false, a Prostitute."
(I, 69)

Lovewell scorns loose women, though at least he seenms
to be tolerant of the depravity of Roebuck's tastes. Roebuck's
charge that Lovewell nmay well be the father of Trudge's bastards
is never vorne out, cven tnough Lovewell good-naturedly agrees
to support her. The encounter between Trudge and Lovewell
would tend to discredit Roebuck's suggestion, as Trudge never
hints that Lovewell may be the father, énd is even ashamed to
reveal her lack of chastity to him.

One characteristic which tends to make Lovewell look

foolign to the audience is his Jjealousy. Just as Faullland

1)

of Sheridan's The Rivals(1775) is rendered ridiculcus by his

[
]
»
t'-‘
)

ignorance ot Julia's nature, so does vewell's ignorance show.

The comnlicati ns in ni

.

love affai

0]

k3

are mostly due to his

lack of judgement an¢ lack of coafidence in himself. In fact
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in almost any comedy, a character who indulges in jealousy shows
a great loss of control, the Eeystone in social intercourse
here, and comes in for ridicule by the dramatist and the other
characters in the play. The stock figure of the old husbénd

who fears he is a cﬁckold is an example of this, too.

All in all, Lovewell is a successful and kindly portrait
of a virtuous mane.. Although Farguhar obviously infends Roebuck
to be the more delightful of the two leading men, Lovewell
perhaps represenis a person whom many in the audience could -
idéntify with and admire. Certainly his personality is more

colourful and witty than that of The Twin-Rivals! Elder Wou'dbe

and a bit less nalive than The Constant Couple's Colonel Standard.

Perhaps he corresponds best to Trueman of The Twin-Rivals in

having a combination of good humour and virtue with a touch ofA
love sickness to make him amiably eccentric.

Lovewell is rewarded in the end with Lucinda, but the
evenl seems more like theatrical necessity than moral revard.
Actually he is the only one left to marry Lucinda as the field
has been cleared-~Mockmode is revealed to Lucinda as the block-
head she dreamt of, Roebuck is married to Leanthe, and Leanthe
persuades Lucinda of Lovewell's innocence regarding Trudge.
Virtuous and 3candaious behaviour are equally rewarded; the
common denominator is perserverance, which Leanthe and Lovewell
are capable of.

-Leanthe, like her brother Lovewell, is a respectable
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person driven wild by laove. She, too, is introduced from the
very first as a virtuous person, and like Lovewell, eriticism
comes with this along with the eipected praise. (from Roebuck;
see page 14 above). Leanthe is a miracle of veauty, goodness,
and virtue, and she has proven this virtue by withstanding the
amorous assaults of a man she loves madlye..

Leanthe, however, does not follow the tradition of the
unassailable and socially proper virgin that the audience will

see in Angelica of The Constant Couple. She is part of a

tradition of more lively ladies, like Shakespearefs Viola of

Twelfth Night and Silvia of Farquhar's later comedy The

Recruiting Officer. These are women who masquerade as men to
ko }

be froe to spave thelr lives in ways not open. to women.
Unlike a man, Leanthe can not, as a female, pursue her bveloved,
s0 Leanthe's love-madness takes a wmore desperate form than

Lovewellts; like The Recruiting Officer's Silvia, she dons

men's clothing in hopes of somehow bringing her lover around

to marriage. This shows a special liveliness in her personality
and makes her secm fresher and more spirited than Lucinda.

I

This is the healthy naturalism that Farquhar will continue to

delignt his audlience with, which never appears in a Londoner.
Another element of naturalism is shown vnen Leanthe,
again like Silvia, demonstrates a surprising amount of generosity
N
and laclt of jealousy toward her lover'!'s whore., Leanthe sends

her maid to give her name to Roebuck's hastard child, and pre-

sunalbly is avle to pardon Roc.uuck for his whnore evea when



confronted directly by the woman in the last scene of the play.
In contrast to Lucinda, she is willing to forgive all her
lover'ts transgressions, declaring that his vices are veakly
founded, and trusting that he may eventually be reclaimed. FHer
strength of will and cleverness are evident in all of the
successful plotting of the play, for which she is mostly re-
sponsible. Although lovesick, she exerts much more control
than Iucinda, the town belle, and manipulates almost all the
characters.

Unfoftunately we see little of Leanthe's personality,

constantly in disguise, plotting one thning or anotiaer.

&
0
9}
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Her raison dletre is Roebuck, and her personality is over-
shadowed by her drive to get Roebuck into marriage. Although
she 1s dimrortant throughout the play, the audience may come
away with 1ittle impression of her personality. Her personal
power over Uthe other characters is diminished when the vpower
of reclamation is given not to the ingenious and virtuous
Leanthe,; but to the more hypoeritical Lucinda. ¥hy Farquhar

slights her lilkke this is difficult to understand; parhaps the

]

irony of Roebuclt's awe for Lucinda is intentional. In any
case, the personality of Leanthe has cnough weakness to lzave
the audicence again with an unsettled feeling.

In this, Farquhar's first play, the audience can sce the
beginnings of many of the characters who would populate his

later conedies, often in a more polished and successful Fform.

In his characters Farquhar shows his ties to both the licertious
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writing like that of Wycherley and Venbrugh, and of the comedies
to come; for ezample, those comedies of consclence of Cibber's.

In Love and a Bottle. the ties with the older Restoration

comedies are stronger, and there is less of the innovative
naturalism for which Farquhar would recome known. The progress
from this first, somewhat rough and inexperienced attempt, to
what many consider the culmination of his art, The Beaux
Stratagem, is not a smooth and steady climb upward. Through
rial and error, Farqubhar honed his characters down to a group
of brilliant and pleasing figures, who could, with any‘amount

of luck, bring down the house.

-~



CHAPTER III

ESSENTIAL GOOD HUMOUR: THE CONSTANT COUPLE

The Constant Couple, Farquhar's second attempt in drama,

was a stunningly successful play. Only one year after the

modgrately successful Love and a Bottle, Farquhar was able to

put together brilliant characters in a convincing and pleasing

way. Elements of Love and a Bottle can be seen; again the

audience is presented with a rake-hero, a headstrong but
virtuous coquette, and a chaste maiden who loves the rake in
spite of his immoral ways. At the end of the story, as in Love

and a Bottle, the gay characters are matched with the sober

characters, bringing the bawdy and virtuous together in a sort

of harmony. What perhapé makes The Constant Couple succeed s0

far beyond iis predecessor is the essential good humour of the

play. The vices evident in Love and a Bottle have been toned

down, and the morals of the individual characters lifted.
Farquhar prudently gives Lurewell, his leading lady, much more

spirit than he gave Love and a Bottle's Lucinda, raises the

station and manner of his hero, and focuses on the characters,
tightening the plot. The more crude elements that were present

in Love and a Bottle are absent here, and, as a result, The

Constant Couvle is more light-~hearted while still providing

titillation and social comsent. Once again the hero stands for

a clear-sighted view of men and women, but the tone is less
32



vicious and more carefree. A new element is the commentary on
the cruelty of men from the woman's point of view. This, too,

is kept from darkening the humour. Farquhar manages to point
out the foibles of each character, from the virgin to the lecher,
without bringlng down any serious or lasting punishment on the
worst of them. This makes for a delightful carnival atmosphere.
Sir Earry, the most pleasant, accomplished, and light-hearted

of all the characters, is the butt of most of the plots, but

he is a hero who 1s sble to laugh at himself and turn a loss
into a gain. Farquhar discards the more jJjarring elements of

l.ove and a Bottle to produce an amiable and successful play.

The personallty orf Sir Harry Wildair sets the tone for
this comedy, just as George Roebuck's personality sct the tone

for Love and a Bottle. Sir Harry is descrined as and proves

himself to be an eternally good-nunoured and polite beau. In
the Dramatis Personae he is described by Farquhar as: '"an

alry Gentleman affecting humourous Galety and Freedom in his

Behaviour",(I, 91) and, fittingly enough, Wildair wrests the
pralse of his enemy Vizard:

He's a Gentleman of most hapuy Clrcumstances, Lorn

to a plentiful Ystate, has had a zenteel and easy
Zducation, free from the rigidness of Teachers, and
Pedantry of Schools. His florid Constitution being
never ruffled by misfortusne, nor stinted in its
Pleasures, has render'd nim entertaining to others,

and casy to himself--Turning all Passion into Gaiety
of Humour, by which he chuses rather To rejoicc his
fricnds, than oe hated by any; as you shall see.(I, 96)

Intezral to Jir arry's sood humour is nis rather frivolous

nature, which ¥arquhar euphasizes by contrasting it with the
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manly behaviour of Colonel Standard. An example of this friv-
olity comes -early on in the play when Wildair calls for the
news oi the town:

Ptshaw, this is trifling, tell me News, Gentlemen..

- What Lord has lately broke his Fortune at the
Groomporters? or his Heart at New-Market, for the
loss of a Race? What Wife has been lately suing
in Doectors=~Commons for Alimony? or what Daughter
run away with her Fatherts Valet? What Beau gave
the noblest Ball at the Bath, or had the finest Watch
in the Ring? I want News, Gentlemen.(I, 96-97)

© 8ir Harry is,interestéd in all that is amusing. He considers
more serious matters of honour and bravery the concern. of people
who do not haﬁe the good humour or money to ignore them. A
verse that Wildair cooly speaks, fresh from a fight with
Smuggler, sums up his philosophy of life:

I make the moét of Life, no hour mispend,

Pleasure's the Means, and Pleasure is my End.

No Spleen, no Trouble shall my time destroy..
Life's but a Spam; I'11l every Inch enjoy.(I, 116)

Sir Harry openly admits that, as Vizard has sald, he owes his
good humour to one thing: money. The tormented Standard
questions him on his nature:

Stand.. You're a happy man, Sir Harry, who are never
out of humour: Can nothing move your Gall,
Sir Harry?

Wild. Nothing but Inmpossibilities, which are the
same as nothing.

Stand. What Impossibilities?

Wild. The Resurrection of my Father to disinherit
me, or an Act of Parliment against Wenching.
A man of eight thousand Pound per Annum to
be vext! ©No, no, Anger and Spleen are
Companions for younger Brothers.(I, 108)

When Lurewell suggests to him that he has forfeited his honour

in business, Wildair exclaims: "My Honour in Dealings of



Business! why, Madam, I never had any business in all my life.”
(I, 113) Sir Harry 1s perfectly aware that his situation is an
enviable one, and he relishes his good fortune.

The combination of good humour, frivolity, and an abun-~
dance of money makes Wildair careless. Although Lurewellts
difficulty in dealing with the dishonest Smuggler is under—
standable, the audlence may he surprised to find that Sir
Harry, too, allows himself to be victimized. He mentionsrto
Lurewell that he has been cheated out of over five hundréd
pounds in three years by Smuggler, and the audience muét assumé
that Wildair has not changed merchants through a sinple lack
of concern. Although Sir Harry 1s very cynical about the ways
of people, he puts up with a grsat deal of trouble from then
vithout becoming disgusted as Colonel Standard or Wycherley's
famous Manly do. Only the nalve and ill-natured will repeatedly
be surprised and dismayed by the evil behaviour of peovle,.

Sir Harry is no reformer of morals; he accepts the world as
it is, largely, perhavs, hecause he has such a good position

in it. He is dlverted by fools, and though he prefers people
who live for vleasurc, he will patiently bear with bad-~humoured,
splenctic, and lovesick company, as we see in the relationship
between Wildair and Colonel Standard. Although Standard is

his rival, and »plots with Lurewell to wmake a fool of him,

Sir Harry considers Standard a friend. Wildair finds the

Colonel's 111 nature tircsone, but he recognizes the man's

basic good nature. Thou;h he carelessly allows Lurewell to
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make a fool of Standard at first, he eventually offers the
Colonel friehdship and assistance by making an effort to dis-
abuse him of his romantic ideas about Lady Lurewell and love
affairs in general. Sir Hérry is essentially selfish (as is
everyone else in the play) even in this--Wildair wants to get
the hot-=blooded and foolish Colonel out of the way so that he
can enjoy his love affairs uminterrupted by challanges and
argunents. However, as he has no cruelty or malice in him,
ca?eless Wildsir manages to come across as the kindest of agll
the characters.

This dispassicnate manner extends to another important
feature of Sir Harry's personality, his cynicism. Though the
same sort orf cynicism’was shown in direct opposition toicourtly

love in Love and a Bottle, in Sir Harry the two are combined.

Naturally this is not the typical courtly love in which Standard
unfashionaply believes, but a Restoration style of courtly

love. The euphasis is on gaiety and pleasure, rather than the
malady of Hereos. Sir Harry makes a game of love, and the

first rule of the game is control. The participants must

never lose control over thneir own emotious, for as soon as

they do, they are left omnen to unpleasant situations. When

he professes undying love for a woman, ¥Wildair expects her

to be flattered but to realistically see that he says this

h affairs to say it. Wildair acts

=l

because 1t is a fornm in su

(9]

as if he has never nad a srcockea geart in his 1life. Colonel

Stancdard imagines that disapoointaent in love would nake



Sir Harry unhappy:

Stand. But suppose you had lost a Mistriss.

Wild. Why then I wou'd get another.

Stand. But suppose you were discarded by the Woman
- you love, that wou'd surely trouble you.

Wild. You're mistaken, Colonel; my Love is neither
romantically honourable, nor meanly mercenary,
"tis only a pitch of Gratitude; while she loves
me, I love her; when she desists, the
Obligation's void.(I, 108)

In these sentluments, Sir Harry can neither be placed with

seducers like Love and a Pottlefs Roebuck and the evil Richmore

of The Twin=Rivals who earnestly press at virtuous women to

give in to their pleas, nor with the sober Lovewell of Love and

a Boitle and The Constant Couple's Colonel Standard who give

thelr mistresses angelic stature. Sir Harry deals with the
cogquette whose morals, he knows, are privately no stricter than
his. Later on in the play, Wildair tries to explain the
wrongheadedness of Standard's old-fashioned views on women:

if your honour be concern'd with a Woman, get it out
of her Hands as soon as you can. An honouratle Lover
1s the greatest Slave in Nature; some will say, the
greatest Fool... . .I can assure you this Lady will
prove too hard for one of your Temper. You have too
much Honour, toc much in Conseclience, to te a
Favourite with the Ladies.(I, 129)

Like Roebuck of Love and a Bottle, Wildalr cannot understand

a woman who is any different in her desires from the coquette,
and the encounters of both men with witty, beautiful, and
virtuous women coaquer enough of their cynicism for them to
wed. Sir Harry, however, spends most of his stage life un-
aware that_such A wonan exists. Ye eurplaians his relisn of

the coquette:



0 the delight of an ingenous Mistriss! what a life
and briskness it adds to an Amour, like the Loves

of mighty Jove, still sueing in different shapes.

A Legerdemain Mistriss, who, presto, pass, and she's
vanishtd, then Hey, in an instant in your Arms agen.

s o o now for the Lady Lurewell; Wit and Beauty calls.

That Mistriss ne're can pall her Lover's Joys,
Ynose Vit can whet, when e're her Beauty cloys..
Her little amorous Frauds all Truths excel;

And make us happy, belng deceiv'd so well.(I, 110)

Sir Harry gets the most pleasurs from the intelligent woman:
Beauty without this is boring.

Lady Lurewell is the perfect mistress for Sir Harry
because she is s0 much like him. She, too, plays at lbve as if
it were a ganme, seemingly indulging in tne pleasure withnout
losing control ofrher emotions. Wilcdair explains to Standard
why he and Lurewell are so well pleased with each other:

", . . we're Finger and Thumb, Sir.. She dances with me, sings
vith me, plays with me, swears with me, lies with me. . . I
mean in an honourable way, that is, she lies for me. In short,
we are as like one another as a couple of Cuineas."(I, 108)

In her personal vendetta of revenge against men, Sir Harry is
Lurewell's greatest challenge. As a full time beau, he par-
ticipates in the game of love in which the man urges the

woran out of her chastity. Because Sir Harry, like Lurewell,
"falls in love'" without ever experiencing emotional ties to
anyone, he defles her efforts to break his heart, and in his
lack of malice and practical ideas about vhysical combat, he
is protected from ner plots to embroil nim in fights. There

iz something refreshingly sensible about Sir Harry's resolve



to stay away from emotional bondage and the problems it can
bring.. He is too frivolous to fall seriocusly in love, but
he is at the same tinme too sensible.

Sir Harry'!s avoidance of duels and angry competition
over women shows a remarkably realistic side in a fop. Sir
Harry has more than one reason to stay out of fights. The
audience hears some of his Tthougais early on in the drama when
Vizard suggests the possibility of fighting with a military
man:

Wild. Fight! Pshaw! but he canft dance, ha! We contend
for a Woman, Vigzard! S*life man, if Ladies were
to be gain'd by Sword and Pistol only, what
the Devil should all the Beaux da?

ViZe o e o But wou'd not you, Sir Harry, Fight for

this Woman you so admire?

Wild.. Fight! Let me consider. I love her, that's
true==hbut then I love honest Sir darry Wildair
bhetter. The Lady Lurewell is divinely charming--
right--but then a Thrust i' th' Guts, or a
Middlesex dJury,. is as ugly as the Devil.

Viz. Ay, Sir Earry. 'twere a dangerous Cast for a

Beau Baronet to be tried by a parcel of greasy,
grumbling, bartering Boobies, who wou'd hang you
purely hecause you're a Gentleman.

Wild. Ay, but on t'other hand, I have Mony enough
to brihe the Rogues vwith: So upon mature de-
liveration, I wou'd fight for her--but no more
of her.(I, 98)

Barly in the drama, Farquhar has established Sir Harry's sen-
sible, amusing, but not cowardly attitude toward duels. He
is too much a gallant and carefree fellow to be a coward.
Farquhar makes it possible for a gallant to exhibit such an
interest in self-vrescrvation, rather than a btuffoon, as in
the casc df Shakespeare®s Falstaff. VYildalr goes on in the

same fashion as tefore in speaking to Standard, pointing out



the uselescness of fighting:

In short, Colonel, %"tis all Monsence: Fight for a
Woman! Hard by 1s the Lady's Housej 1f vou please,
we'll wait on her together: You shall draw you Sword,
111 draw my Sunush-Boxt: You shall produce your Wounds
receiv®d in War; I'1ll relate mine by Cupid®s Dart:--
You shall look hig; I'll ogle;--You shall swear; I'1l1l
sight-~You shall sa, sa, and I'1l1l couvee; And if she
flies not to my Arms, like a Hawk to its Pearch,

my Dancing-Master deserves to be damn'd.(I, 131)

When Wildair is faced with a duel with Standard, all the dif-
ferent parts of his personality keep nim out of the fight:

Stand. Draw your Sword.

Wilde iHlay, to oblige you I will draw: But the Devil
take me if I fight~-Perhaps, Colonel, this is
the prettiest Blade you have seen.

Stand. . . o Come, Sir.

Wild. But, vrithee Colonel; dost think that I am such
a Mad-man as to -send my Soul to the Devil,
and my Body to the Worms upon every Foolfs
Brrand? S ' '

Stand. I hope you're no Coward, Sir.

#ild., Coward, Sir! I have elght thousand Pounds a
Year, Sir.

Stand. You fought in Flanders to my Knowledge.

Wild. Ay, for the same Reason that 1 wore a Red Coat:
Zecause 'twas fashionable.

Stand. Sir, you fought a French Count in Paris.

#ild. True, Sir; he was a Beau, like my self: Now
you're a Soldier, Colonel, and Fighting's your
Trade; And I think it dovm-right Madness to
contend with any Man in his Profession.

Stand. Come, Sir, no more Dallying: I shall take very
unseemnly Methods if you don'*t show your self a
Gentleman.

Wild. A Gentleman! why there agen now. A Gentleman!
I tell you once more, Colonel, that I am a
Baronet, and have eight thousand Pounds a Yeare.
I can dance, sing, ride, fence, understand the
Languages. MHow, I can't conceive how running
you through the Body shou'd contribute one Jot
rnore to my Gentility. But, pray Colonel, I had
forgot to ask you: What's the Quarrel?

stend. A Woman, Sir.

Wild. Then I put ud my Sword. Take her.(I, 128-129)

Sir Earry is too frivolous, too good-natured, and too sensible



to fight Colonel Standard. Most beaux duel hecause of their
consuming jealousy; Wildair duels only because it is fashion-
avle, and then only when he thinks the outcome is fairly certain

to favour him. Wildair does not hesitate to beat Smuggler, who

is supposedly ruining Sir Harry's important reputation, in
order to sllence him. However, he takes care to beat Smuggler
in such a way that prosecution is unlikely. Sir Harry is the
victure of coolness throughout the beating, while Smuggler is
flabbérgasted and enraged:

Smug. How durst you use me thus?
Wild. Sir?
Smug. Sir, I say I will have satisfaction.
Wild. With all ay Heart. [Throws Snush into his Ives.
Smug. 0, Murder, Blindness, Fire; O Madam, Madam,
get me some Water, ¥Water, Fire, Fire, ¥Water.
IExit with Lurewell.
Yild. How pleasant is resenting an Injury without
Passion: *Tis the Beauty of Revenpe.(I, 116)

Again and again, Wildalr shows his ability to come out on top
of such situations by never losing control. It is this ability
that Farquhar, in his carnival mood, turns upside down,

R

arranpging thinge so that Sir Harry, too, will have some un-
confortable moments.

fiuch of the fun of the play is in the teasing of Sir
Harry by the other characters of the play. Wildair's good
numour and ingenuity are tried by Lurewell and S3tandard, and
by Vizard and Angelica. Through these plots it is discoveared
chat Sir Harry can bte put out of countenance by nore than

C¢lsinheritance; he can be embarrassed by a woman. Lurewell anc

Standard manage to get the best of Sir Hzrry for a few nmoments

41
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Sir Harry only plots to make Lurewell give him

philosovhizing: "How why should I be angry that a

how can the, help 1it",(I, 109) a statement

him by her note that turns the joke on Standard. Wildair is

clever enough to know that Lurewell has deliberately nmade a
focl of him, but he really relishes the coupectition such a
challeaging woman provides.

Wildailr zeto deener in trouble when he deals with
Vizard and Angelica, In introducing hiz to Anjelica, Yigard
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disadvantage in having been informed that Angelica is actually
a prostitute who puts on airs. This gives Farquhar many
opportunities to have the witty and cynical Sir Harry comment
on the hypocritical nature of woman's modesty. After having
been rebuffed by the indignant Angelica, Sir Harry exclaims:

¥ow I find that the strict Pretences which the Ladies
of Pleasure make to strict Modesty, is the resson

why those of Quality are asham'd to wear 1t. . . 'tis

a shame for you young Fellows in Town here;, to let

the Wenches grow so sawcy: I offertd her Fifty Guinea's,
and she was in her Alrs presently. I cou'd have had
two Countesses in Paris for a half the Money, and

Je vousg remercie into the Bargain.(I, 121)

Vizard has put Sir Harry into a situation. which leaves him at

a decided disadvantage. Sir Harry knows quite well how to
handle a coquette or a whore, but he is at a loss to know what
to do with a chaste woman like Angelica. True, he does not
know ghe is chaste, bul he says all through the drama that
such a woman does not exist. Indeed, he is usually right in
assuring this, and Wildalr's worldly knowledge keeps hiﬁ from
the torture that men like Btandard must undergo. As far as
Sir Harry knows, through most of the play, Angelica is a con-
tradiction: a woman of pleasure who refuses to let him get
near to her, who speaks more fervently of nmodesty and virtue
than noblewomen. Wildair is completely ppzzled, and “"The Joy
of the Play~-nouse, and the Life of the Park" is reduced to asking
advise of lowly Vizard.

In his enounters with Angelica, Farquhar shows the

audience another side of Wildair. Sir Harry knows that the

key word in dealing with coquettes is audacity. %ildair rmay
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Just have suffered another puzzling setback with Angelica,

but as soon as he is with Lurewell, Wildair is once again on
familiar ground. He knows what to do and what to say, and is
anything but shy in making known his desires. But as the
audience sees Wildair with Angelica, modesty, which seems to
have come to him with simple good breeding, becomes another

of Sir Harry's attributes. When with a loose woman, Sir Harr
acts loose, but with this supposed prostitute who pretends to
virtue, Wildair car:not bring himself to be indelicate. He
sings sgngs, speaks French, intoxicates himself, recites poetry,
and acts like a bashful schoolboy--all to avoid verbalizing
nis lustful intentions to a modest whore. When with Lurewell,
Sir Harry presses for conéummation of his sexual desires,

but the same wild beau, upon seeing the beautiful Angelica,
criesg: "How innocent she looks! how wou'd that Modesty adorn
Virtue, whep it makes even Vice loock so charming!--By Heavin
there 1s such a commanding Innocence in her looks, that T

dare not ask the Question."(I, 106)

Sir Harry is unable to be rude to anyone; not a cheating,
lying merchant, not a fuming, duel-mad lover, not an obstinate
whore. At Vizard's suggestion, ¥Wildalir endeavors to overcome
his modesty by getiing drunk. "The burgundy helps him to make
nis intentions a little clearer: '"tho'! the Wine makes me lisp,
yet has 1t taught me to speak plainer. By all the Dust of ny
ancient Progenitors, I nust this Higat quarter my Coat of

Arms with yours."(I, 140) Like Zoebuck of Love and a Bottle,




Wildair tries to turn around the lady's Yplaguy Romantick
humour! by reciting verses and attempts to convince her of
the impractical nature of virtue:
Can your Vertue bespeak you a Front Row in the Boxes?
No: for the Players canft live upon Vertue. Can your
Vertue keep you a Coatch and Six? no, no: your Ver-
tuous Women walk a foot. . . Can your Vertue stake
for you at Picquet? no. Then what business has a
Woman with Vertue?(I, 141)
When the truth is revealed about Angelica, Sir Harry discovers
that he has once again been made a fool. Once again. the
polished fop must stand like a schoolboy and be chastised,
this time by Lady Darling and Angelica. He humbly accepts

their righteous anger and shows modesty and good breeding

which Love and a Bottle's Roebuck lacked in a similar situation.

One clue to the success of The Constaﬁt Couple over Love and a

Bottle lies in Farquhar's creation of a more generous and
better bred rake. HMHore than. this, in showing Sir Harry's
nodesty and his appreciation for Angelicals modesty, Farquhar
has lald the way for a more ccnvincing reclamation. Both

Wildalr of The Constant Couple and Roebuck of Love and a

Bottle are forced into marriage--Roebuck by his want of money
and sexual desires, and Wildair by his rejection of the only
other way out-~fighting. DLike Roebuck, Wildair weighs the
pros and cons of narriagel

Here I am brought to a very pretty Dilemmai I must
comait Murder, or commit Matrimony, which is the

best now? A license from Doctors Commons, or a Sentence
from the 01d Raily? If I kill my Han, the Law hangs

me; 1f I marry my Woman, I shall hang my self;--but,

Pam it,--Cowards dare fight, I1'1l nmarry, that's the

\Ut



most daring Action of the two, so my dear Cousin
Angelica, have at you.(I, 144)

When the audlence next sees Wildair, he is in raptures, Jjust
as was Roebuck after his cynical decision to wed in Love and a
Bottle, but Farquhar has laid a sturdier foundation for what
is to come. The audience knows Wildair'!s romantic nature.
There is nothing new in his going on in praise of his mistress
in a courtly love fashion. What is new here is Wildair's
praise of his mistress'!s virtue. However, this time the
audieﬁae is prepared to agree with Wildair, that he has indeed
found a truly virtuous woman. Because Angelica's behaviour
was always consistant, to prailse it ssems right, and the
audience knows that Sir Harry is prepared to appreciate virtue
énd beauty in a woman as soon as he sees the two togethef&

" Sir Harry undergoes no real conversion, even though he
says that he does at the end of the play, and perhaps it is
wel} that he does not. Except for having acqulred what appears
to be a genuline appreciation for his bride's virtue, Sir Harry
is the same licentious fellow. When Lurewell appears at his
wedding, demanding that he stay and speak to her, Sir Harry
replies: "Faith, I can't, my Bride expects me; but, hark‘'ee,
when the Honey-Moon is over, about a Month or two hence, I
may do you a small Favour.'"(I, 149) 1In making Sir Harry's
personality appear consistent, the match between Angelica and
5ir Harry seems more convincing. The play is provided with a

happy ending, though not at the exzpense of contorting a carefully
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built characterization.
¥ith Sir Harry Wildair, Farquhar's audience was provided
with a consistent and clever portrayal. Naturally, as Wildair
is the main character, this is very important to the drama..
Farquhar presents the audience with a man who has everything:
money, good breeding, spirit, easy nature, good sense, wit,
love of life, understanding of vicé, and appreciation for
virtue. Then Farquhar takes this man, the envy of all, and
makes him play the fool, which he does with grate, good nature,
and charm. Farquhar wisely follows the popular patterﬁ for a
Restoration drama beau, but he adds a special careless good
humour whieh makes the character Wildair new and pleasins.
This, ltogether with the coansistency with which the character
is portrayed by Farquhar, makes the all-~important lead character
a resounding success, setting the tone for a successful comedy.
Another character whose effectlveness ensures the

success of the drama is the Lady Lurewell. Once agaln the

audience may be reminded of Love and a Bottle as Farquhar
introduces an airy coquette into the action as the perfect
match for his rake. Although the characterization of Love and

a Bottile's Lucinda was artful in many ways, The Constant

Couple's Lady Lurewell is an improved model with changes for
the better. What stands out about the Lady Lurewell is the
power of her mind. Like Lucinda, Lurewell is independent and
wealthy, but because of her quest for revenge she scems much

more brilliant. There is real motivation behind this woman



and she is perhaps the wittiest and most strong=willed of ail
Farquharts wdmen, She fearlessly matches her wit against the
men in the play, manipulating them like puppets to suit her
fancy. To temper her cruelty and indomitable will, Farquhar
carefully inserts clues here and there which justify much of
her anger and show a real woman underneath the machine of re-
vernge. The audience learns that Lurewell's loose and two=faced
behaviour is used to punish hypocrites and seducers, and does
not proceed from a base nature. With this, Lurewell can be a
sympathetic and basically virtuous wonman, and at the séme time;
a woman of intrigue and wit. Even so, Farquhar wisely leaves
any converting of the rake's soul up to the modest Angelica,
and allows the virtuous lover Standard to effect a conversion in
Iurewell's hardened heart.

As was the case with Sir Harry Wildair, Lady Lurewell's
character is drawn carefully so that it is consistent through-
out the drama. Lurewell's hatred of men is at first the only
emotion Farquhar shows of her. As the scornful cogquette surveys
her lovers in her first apvearance, the audience sees that
Lurewell chooses her lovers not for their virtues, but for
their vices. Any man with evil dintentions on her virtue or
her fortune, any man who would prey upon the weak and credulous
of her sex, will gain admission at her door. As Lurewell
nentions Standard!'s name, Parly, the maid, ask§ how her Lady
intends to manage him. Lurewell ansvers:

Lure. As all Souldiers shou'd be manag'd, he shall



serve me till I gain my ends, then I disband
him.
Par. But he loves you, Madam.
Lure. Therefore I scorn him, I hate all that dounft

love me, and slight all that do: would his

whole deluding Sex admir'd me, thus wou'd I

slight thew all; my Virgin and unwary In-

nocence was wrong'd by faithless Man, but now

glance BEyes, plot Brain, dissemble Face, lye

Tongue, and be a second Lvs tc tempt, seduce,

and damn the treacherous kind.(I, 100)
Lurewell c¢ontinues in this plotting nmood as Standard enters
the scene. When she learns of his being disbanded, she feigns
affection and concern, while her true thoughts are much less
charitable: '"His misfortune troubles me, fcause it may prevent
my designs."(I, 101) Lurewell weakens for a moment when Stan-
dard selflessly refuses to live from her fortune: "Now were
he any other Creature but a wman, I coufd love hinm',(I, 102)
but a moment later she is plotting to use him, unconcerned
with his feelings: "Now the Devil take thee for being so honour-
able; here Parly, call him back, I shall lose half my Diver-
sion elsc”.(I, 102) In this, Lurewell's first scene, many
sides of her personality are shown. The cruelty in her anger
toward men and her heartlecss attitude against the seemingly
guiltless Standard come across strongly here, plus a hint at
her reasons for such unrelenting hatred. Farquhar carefully
tempers the audience's impression of Lady Lurewell by showing
her momentary acknowledgement of Standard's generosity, and
then lets her slip back into deception. The audience is left

wlth an impression of a brilliant and cruel woman whose in-

cights are most verceptive but somewhat jaundiced by hate.
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As she ticks off her lovers, the audience sees Lurewell's
ability to understand themn:
Let me survey my Captives--The CoTOnel leads the Van,
next Mr. Vizard, he courts nme out of the practice
of Piety, therefore is a Hypocrite: Then Clincher,

he adores me with Orangery, and is consequently a

Fool; then my old Merchant, Alderman Snuggler, he!

a Compound of bothe~out of which Medley of Lovers,
if I don't make good Diversion--.(I, 100)

Lurewell is delightful when she punishes and outwits
the villains of the play. She earns the audiencefs respect
when she bravely combats the evil Smuggler's stranglehold on
her. 1In this she is tattling an opponent who has ”aﬂjlad=
vantages on his side, and 1f she uses Slr Harry to aid her,
the audience may be inclined to forgive her. Her plotting
agalnst Clincher Seunior is also gulte amusing, though her ill
treatment of Standard seems heartless. Lurewell's plots are

ightfully witty: 1t is perhaps only her indiscriminate
cruelty that makes it difficult to sympathize with her. In
Act II, scene iv, after having successfully made fools of both
Clincher and Standard, there is a pause in the gay deception
and Lurewell spealkks frankly to her maid. Lurewell's humanness
and pain are revealed as she tells the story of her seduction
and degertion. An example of the change in attitude owing
to this moment of frankness is Lady Lurewell's conception of
virtue in two different scenes. In Act I,scene ii, the tone
is jaded:

Parl. I think, iadam, I'm like to be very virtuous

in your Service, 1f you teach me all those
Tricks that you use to vour Lovers,



Lure. You're a Fool, Child; observe this, that tho!
a Woman swear, forswear, lie, dissemble, back=-
bite, be proud, wvain, malitious, any thing,
if she secures the main Chance, shels still
virtuous, That's a Maxim.(I, 101)

It is a tired and human Lurewell who earns the audience’s pity
when she speaks from her heart to Parly:

Parl. Methinks Madam, the Injuries you have suffer'd
by Men must te very great,to raise such hearty
Resentments against the whole Sex..

Lure.. The greatest Injury that Woman cou'd sustain;
They robb'd me of that Jewel, which preserv'd,
exalts our Sex almost to Angels: But, destroy'd,
debases us below the worst of Brutes, Mankind.

Parl. But I think, Madam, your Anger shoufd be only
confin®d to the Author of your ¥Wrongs.

Lure, The Author! Alas, I know him not, which makes
my Wrongs the greater.(I, 126)

In. fact, Lady Lurewell feels very strongly about her virtue,
so much so that the pain of her betrayal still aches after
twelve years. As Lurewell tells her tale, she softens, remem-
bering her innocence and the charm of her "dear Decesiver'.
Farquhar is masterful here as he reveals the touching love
this unscrupulous coquette still cherishes in her heart, and
the account of her innocence valances much of her cruelty.
How, when Lurewell®*s story has stirred the audlence?s sympathy,
Fargquhar has her reveal the genesis of her revenge plot:
I need not tell my Griefs, which my Father's Death
made a fair Pretence for; nhe left me sole Helress and
Fxecutrix to Three Thousand Pounds a Year; at last ny
Love for this single Dissembler, turn'd to a hatred .
of the whole Sex, and resolving to divert my Melan-
choly, and make ny large ¥Fortune subservient to my

Pleasure and Revenge, I went to Travel, where in most
Courts of rXurope I have done zome DExecution: Here

I will play my last Scene; then retire to my Country-
house, live solitary, and die a Penitent.(I, 127)



Lurewell is revealed now as a most faithful lover who fell
deeply in love, instead of the hard and heartless coquette she
seemed to be. It is further revealed that Lurewell does have
a code of honour in her life of revenge, as Parly questioas
her more closely:

Par. I think, Madam, you manage every body that comes

in your way-.

Lure. No, Parly, those Men, whose Pretensions I found
just and honourabvle, I fairly dismist by letting
them know my filirm Resolutions never to marry.
But those Villains that wou'd attempt my Honour,
It've geldom fall'd to manage.(I, 127)

This satisfies the audience'!s doubts about Lurewell's decep-
tive behaviour in all but one thing:; her reason for tormenting
Standard. This, too, is explained in the conversation:

Par. wWhat dtye think of the Colonel, Madam? I sup-
prose his Designs are honourable..
Lure. That Men's a Riddle; Theret!s something of Honour
in his Temper that pleases: I'm sure he loves
me too, because he's soon jealous, and soon
satisfied: But he's a Man still.--When I once
trytd his Pulse about Marriage, his Blood ran
as low as a Coward's: He swore indeed that he
lovtd me, but cou'd not marry me forsooth,
because he was engag'd elsewhere. So poor a
Pretence made me disdain his Passion, which
otherwvise might have been uneasie to me,=--
But, hang him, I have teized him enoughsf—=-
Besides, Parly, I begin to be tir'd of my Revenge;
--but this Buss and Guinea I must maul once
more. o -

Fortune this once assist me as before.

Two such Machlnes can never work in vain,

As thy provitious Wheel, and my projeeting Brain.
(I, 127-1238)

Now the audience is prenared for a happy ending in which
Lurewell can leave her wild tehaviour and be rewarded., It is the

faithful Standard who is finally revealed as her childhood love,

o



and she happily forgives him.
It is.in Lady Lurewell's encounters with Sir Harry
Wildair that she experiences the pleasure and problems of dealing
with another who does little but entangle himself in love affairs.
As mentioned previously, Sir Harry and Lady Lurewsll both
play the gzame of love better than most because they never lose
control of their hearts. This matching of libertines upsets
Lurewellfs need for emotional ascendency:
Parl. I can't be persuaded tho', Madam, but that you
really lovid S8ir Harry Wildailr in Paris. .
Lure. Of all the Lovers 1 ever had, he was my greatest
Plague, for I cou'd never make him uneasy;
I left him involv'd in a Duel upon my Account,
I long to know whether the Fop ve kill'd or not.
(r, 101)
Although Wildair resists her attempts to make him another of her
slaves, 1t is not difficult to imagine, with the maid, that
Iurewell would feel a strong attraction to a man equal to her
best plots. But Sir Harry is too frivolous and his attempts on
her too dishonourable for her to fall undexr the spell of his
‘gay charm. As he takes her hand in Act IV, scene 1i, she looks
for a virtuous thought in him:
Lure. As pure and white as Angels soft desires, is't
not so?
Wild. Flerce. as when ripe consenting Beauty Fires.
Lure. O Villain! what Privilege has tlan to our Destruc-

tion, that thus they hunt our Ruine? [Aside.]
(I; 15#)

These are stirring sentiments, but of course Wildair has no
idea that honourable behaviour from him could have any more

guccess than that of Standarde. Lurewell and Wildair are bvound
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to misunderstand each other when Lurewell declares that men are
cheats by nature, and Wildair denies the existence of a chaste
woman. They both serve as examples to each other to strengthen
those beliefs. No one who acts so perfectly the role of the
coquette can be expecied to impress Sir Harry with anything
but the cleverness of her mind. Hone but a serious lover can
ever hove to conquer Lurewellls heart.

Lurewell manages to use Sir Harry up until scene iii of
Act V. Farquhar tnen exposes Lurewell and makes her vulnerabiep
As Wildair gaily torments her at his wedding, the audience sees
just how different the two are. While Lurewell is really a
slave to her emotions, ¥Wildair seems to have almost none. As
Standard enters the scene, the audience sees how like he and
Lurewell are in their emotions. The proud Lurewell is brought
t0 her knees with all her shame and anguish exposed hefore she
is allowed to learn the identity of her lover. As is the case
with many of the other characters, her punishment does not
last longe.

Lady Lurewell is perhaps the only character that really
undergoes a conversion in the play. She truly intends to change
her ways and because of the insights Farquhar has given into
her persconality, these changes are possitle, though we ncver
see them. We know she was tired of her games, though, and
ve know that she still loved her seducer. ¥hen ghe finally
realizes who Standard is, and why he deserted her she declares:

Then Men are still most Genercus and Lrave--and to



reward your Truth, an Bstate of Three Thousand Pounds

a Year waits your acceptance; and if I can satisfie

you in my past Conduct, and the reasons that engag'd

me to deceive all Men, I shall expect the honourable

performance of your Promise, and that you wou'd stay

with me in England.(I, 150)
Hothing here is really incongruous with the Lurewell the audience
has gotten to know..

The success with which such a spirited and delightful
character is portrayed by Farquhar is one more stroke in
favour of the play. The conception of two leading characters
so likely to please as VWildair and Lurewell was an effort which
worked to guarantee the popularity of the vlaye.

One character who adds to this roster of well thought

out and interesting characters is Colonel Standard. 4s in

Love and a Bottle, Farquhar includes a virtuous man in his cast

as a fit match for his gay leading lady, and as a contrast to
his rake. Agaln, Standard seems a more impressive figure than

Lovewell, his predecessor in Love and a Bottle. One element

that works to make Colonel Standard a more satisfying charac-

ter is that he is a stronger character-type than Lovewell.

Though not the main character, Standardfs personality is well-
develoned and it seems to be stronger than that of Lovewell.
Farquhar takes the pattern of a man bred to the rules of soldiers,
caught in an alien world of beaux and fops where the rules are
completely different. Standard's personal set of guidelines

are static and faithfully followed, so the audience can know

him sooner than they could Love and a Tottle's Lovewell, who




is not so predictable. Standard’s emotlons are very strong
and he feels both love and anger very passionately. Farquhar
establishes all of Standsrd's admirable qualities early on:i-
the nobility of his heart, his bravery, his constancy, his
pride and ability to forgive, and his seasible nature. Then
Farquhar proceeds to show Standard as a man possessed by love,
vhose gualities can do nothing but entrench him in.further
difficulities. In this Standard seems much more helplessly

driven than Love and a Bottle's Lovewell ever was. His own

faithfulness, honesty, bravery, and belief in honour, particular-
1y in relation to Lurewell, work against him. Instead of
gaining him respect, they bring him scorn or pity. Farquhar
shows the effect that jealousy has on such a man; working at
his pride and gquick temper, making him peevish and finally
bitter toward all womankind. Many of the conventions in which
Standard bhelieves so strongly are exposed for their foolishness
and dimpracticality. Farguhar makes Standard an interesting and
consistent character and this adds great strength to the storye.
In the Dramatis Personae, Colonel Standard is described
as "A disbanded Colonel, brave and generousﬁ”(1,>91) From the
first of the play, the audience sees Colonel Standard's numerous

qualities. Like Love and a Botile's Roebuck, Standard is in

a bad cconomic position but is able to keep up his pride and
good humour even in adversity. In the first scene of the first
Act, Vizard condoles with Standard:

Viz. 8ir, I'm very sorry for your Misfortune.
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Stand. Why so0? I don't come to borrow Money of you;
~ if you're my Friend, meet me this Evening at
the Rummer, I'11l pay my Way, drink a Health

to my King, Prosperity to my Country; and

away for Hungary to morrow Morning.(I, 95)

Standard is somewhat eynical and very proud, but not unfriendly.
His difficult situation and pride in spite of it show his noble
heart in this conversation with Vizard:

Stand. What! a Souldier stay here! to look like an
0ld pair of Colours in Westminster=Hall,
ragged and rusty! No, no-=-I met yesterday a
broken Lieutenant, he was asham'd to own that
he wanted a Dinner, but beg!'d elghteenpence
of me to buy a new sheath for his Sword.

Viz. O, but you must have good Friends, Colounel!

Stand. O very good Friends! my Father's a Lord, and

ny elder Brother a Beau.

Viz. . . « Come, come, Colonel, there are ways of
making your Fortune at home-~Make your Addresses
to the Fair, you're a Man of Honour and Courage.

Stand. Ay, my Courage is like to do me wondrous Ser-

vice with the Fair: This pretty cross Cut over
iny Eye will attract a Dutchess==l warrant
"twill be a mighty Grace to my Ogling--Had

I ust'd the Stratagem of a certain Brother
Colonel of mine, I might succeed. . o Why to
save his pretty face for the Women, he always
turntd his back upon the Enemy--He was a Man
of Honour for the Ladies.(I, 95)

Farquhar shows Standard's humanity in his pity for the poor
lieutenant, his independence and cyniclsm about his father

and brother, and his manly nature which causes him to scorn
foppish and cowardly behaviour. Standard is short-tempered
with fools and cowards, and we see this in the first scene in
his resentment of Smuggler's obvious glee at Standard's mis-
fortune. Thus, in the short space of tne first scene, Standard
i5 established as a sensible and noble man. His fine charac-

teristics will help to zive more meaning to his injuries at
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the hands of Lurewell.

The differences between Sir Harry Wildalir and Colonel
Standard make an interesting contrast that adds greatly to the
play. The two are opposite to each other so often that design
is obvious on Farquhar®s part, and comparison of the two is one
of the best ways to get the full benefit of Standard's per-
sonality. Sir Harry is a gay fop, whose only profession is
to pursue pleasure. He is happy-go-lucky while Standard is
welghed down with problems, he is careless while Standard is
thoughtful, he is rich, while Standard is poor, he is pleasant
while Standard is passionate. Sir Harry's skills are studied
to please the ladies, while Standard's are hbound to please
the men. Standerd represents the old-fashioned ideal for men,
with bravery, honesty, faithfulness, nobility of mind and
fierce pride the main attributes. Sir Harry represents the
new ideal for men with wit, galcty good nature, amorousness,
pleasing appearance and skill in singing and dancing the main
attributes. Wildair flies from woman to woman and laughs at
the idea of virtuous intentions on the pért of either partner
in affairs, vut Standard talkes love very seriously. Though
not a part of the amorous intrigues in which the beaux and
coquettes endlessly’involve themselves, Colonel Standard is
one who is a real part of the courtly love tradition, in which
the lover venerates his mistress all the more because she is
unattainable, Wildair is much more interested in pleasantries

than honour and says that virtue is silly in a woman. Colonel



Standard would sacrifice almost anything to his honour and
loves a woman for her virtue. Interestingly enough, Standard
is willing to sacrifice his honour to his love, and Wildair
cautions him against doing so. It is a playful and very clever
move that Farquhar makes when he matches the gay libertine

with the virtuous young lady, and the sober lover with the
coquette., Because of this, each character is exposed to the
gentle ridicule of the dramatist, and a happy ending shows

that the hearts were good in all these characterse.

One of the main differences mentloned between the two
leading men is that Sir Harry is a ladies®’ man and Colomel
Stancdard is a soldier. W%While Sir Harry is well-versed in the
ways of women, Standard seems a blt more naive. He is not an
unschooled bumpkin, but rather blind when it comes to Lurewell.
When Wildair explains to Standard that a fop's talents are far
more attractive to women than those of a brave soldier, Standard,
thinking of Lurewell, qualifieg this:

Stand. With the generality of Women, I grant you,

these Arts may prevail.

Wild.. Generality of Women! Why there azen you're
out. They're all alike, Sir.(I, 131)

Standard would not support, with Lovewell of Love and a Bottle,
the idea of an "innate Principal of Vertue™ in women, but he
cannot agree with Wildair either. He senses something in
Lurewell that goes beyond most women. Thougn the audience

is not told what special attractions Lurewell holds for such

a matter-of-fact person like Standard, it is known that Standard



believes her virtuous. He describes Lurewell's attributes

to Vizard: "A large one [fortuné], Seauty to tempt all Manking,
and Virtue to beat off their Assaults.™(I, 95) Standar
believes so strongly in her virtue and loves her so much that,
as he says upbraiding Lurewell in the last =cene: "Your Words,
your Looks, your Tears, I did helieve in spight of common

Fame. HNay, ‘geinst my own Eyes, I still maintain'd your Truth."
(I, 149) Standard also contends that something within him nade
him love the woman he had first loved: "At the first sight IA
lov®d, tha' ignorant of the hidden Cause".(I, 150) Of course
the audience knows that Lurewell 1s virtuous in her heart, so
Standard i1s right about Lurswell in some respects, but how does
he know her virtues? The audience sees Standard believe
Iurewell's touching acts, but this only shows his gullibility.
Wildair is often correct about Lurewell, especially when she
seems to tyuly enjoy Wildair'!s company above that of her other
lovers. ‘¥ith such an accomplished fake as Lurewell, it is
difficult to belleve that either man has anything but limited
insight into Lady Lurewell's personality.

While Colonel Standard is greatly concerned with his
honour, Sir Harry pragmatically insists that his money and
good-temper will gain him good revute. Indeed, Standard's
honour is one of the few things which he, as a younger brother
and no favorite with the ladies, can depend upon to recommend
hinm. This is his strongest quality, and the audience can see

that it gives guidance to everything he does. His speeches

50



to Lurewell, unlike Wildair's lovemaking, always mirror the
nobility of his intentions. Standard honestly explains his
sudden loss in fortune to Lurewell:

I once, Madam, hop'd the Honour of defending you from
all Injuries thro a Title to your lovely Person,

but now my Love must attend my Fortune., This Commis-
sion, Madam, was my Pasport to the Fair; adding a
nobleness to my Passion, 1t stampt a value on my
Love, !'twas once the life of Homour; but now its
Hearse, and with it must my Love be buried. . . »
I*11 chuse, Madam, rather to destroy my Passion by
absence abroad, than have it starvid at home.(I, 101)

When Lurewell tempts him with the offer of her fortune, Standard
high-mnindedly refuses:

No, Madam, no, I'll never be a charge to her I love:

the man that sells himself for Gold is the worst of

Prostitutes. . « «This only last request I make, that

no Title recommend a Fool, Office introduce a Knave,

nor a Coat a Coward to my place in your Affections;

so farewel my Country, and adieu my Love.(I, 101-102)
Standard is certainly not inept at speaking well to a lady, and
even Lurewell has to admit the nobleness of Standard!s words,

though she continues to use him mercilessly. Like Lovewell of

Love and a Bottle, Standard's bad side comes out in his jealousy.

The only time he is guilly of cruelty is when he 1s set on

Sir Harry by Lurewell to embarrass him with his love letters.
Standard peevishlyvglories in the thought that the lucky

beau is finally put out of countenance, though Standard has

the decency not to réad Wildair's letters himself. Of course,
Lady Lurewell takes advantage of this honesty and this honouratle
action only helps to trip up poor Standard. What Farquhar

effectively shows i1s that Standard's most honourable qualities



will not help a man in problems of love, nor caan they bve
expected to survive when a man is in the fever of love.
Standard seems even impatient to be rid of honour for love of
Lady Lurewell. When Lurewell offers the use of her estate to
him, foolhardy Standard cries:

Thy LEstate! ﬁo, I*1ll turn a Knave and purchase one

my self; I'11 cringe to that proud Man I undermine,

and fawn on him that I wou'd bite to death; I'11l tip

my Tongue with Flattery, and smooth my Face with

Smiles; I'11 turn Pimp, Informer, Office-broker, nay

Coward, to be great; and sacrifice it all to thee,

my generous Fair.(I, 102)
It is the usually careless Wildair who cautions Standard against
sacrificing his honour to his love. (see above p. 36) in what
seems almost to be a reversal of roles. Again Farquhar is
playing with his characters, turning thelr world upside down
to examine how they will react.

One institution in which Standard firmly believes as
a result of his bravery and pride comes under Fargquhar's
scrutiny-~duelling. In another example of the uselessness of
certain manly institutions, Farquhar illustrates how sensible
it is to avoid duels. He lets Wildair, the less admirable of
the leading men, put forth the idea dbut makes it seem so grace-
ful and Standard's eagerness to duel so0 awkward that his point
is esgpecially well made. Wildair contends that duels are
foolish but Colonel Standard devnends upon them to defend his
precious honour. When the audience considers that a wan is

likely to die in order to soothe Standard's injured pride,

rls passion seems hot-headed at best. Incensed with the mis-
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treatment he has received from Lurewell, Standard's anger turns
on Wildair and he comforts himself with the thought of a duel:
"All this 8ir Harry has occasion'd, but he's brave and will
afford me just Revenge."(I, 124) When Sir Harry is made a

fool of by Lurewell and Standard, bloody vengeance is the last
thing in his mind, but when Standard learns he has been fooled
by Lurewell and pitied by his rival ¥Wildalr, Standard's first
thoughts are of a duel:

Stand. By all my Wrongs he whores her! and I'm made
their Property, Vengeance! Vizard, you must
carry a Note from me to Sir Harry.

Viz. ¥hat! a Challenge! I hope you don't design to

fight? '

Stand. What! wear the Livery of my King and Pocket
an Affront! 'twere an abuse to hig Sacred
Majesty, a Souldier's Sword, Vizard, should
start of it self to redress its Masterts Wrong.
e « o NO whispering now, nor telling of Friends
to prevent us. He that disappoints a Man of
an honourable Revenge, may love him foolishly
like a Wife, but never value him as a Friend.

(I, 117)

Once again the hot=blooded Standard plays into the hands of his
enemies, Vizard and Lurewell. Ry making it clear that Wildair
never intended Standard ill, and showing how Standard is being
manipulated into the duel, Farquhar removes some of the glory
from duelling. Certainly in a world where Lady Lurewell can
absently wonder if S5ir Hdarry has been killed in a duel she

schemed to embroil him in, no one can seem very manly when he

o

fights to satisfy the whix of a coquette.

It is interesting that Farquhar brings both his leading
1.

men around full circle in their ideas about women. Through

N
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the course of the play the audience has learned that Sir Harry
is cynical about women's virtue, and that Standard can believe
in it, at least in Lurewell. But by the end of the play the
two have reversed their roles. With the advent of his marriage
Sir Harry is in raptures about formerly inconstant and false
womans

Whence flows all XHarthly Joy? What is the Life of

Man, and Soul of Pleasure?--Woman=~What fires the

Heart with Transport, and the Scul with Raptures?

Lovely VWoman.-=%hat is the Master stroak and Smile

of the Creation, but Charming Vertuous WomanZ?.. .

Methinks, my Friend, you relish not my Joy. What is
the Cause?{(I, 146) ’

Unhappy Standard, disillusioned by Lurewell!s deceit, replies:

Canst thou not guess?--dhat is the Bane of Man, and
Scourge of Life but Woman?-~What is the Heathenish
ITdol Man sets up, and is damn'd for worshiping?
Treacherous Woman:--¥hat are those whose Eyes, like
Basilisks, shine beautiful for sure Destruection,
whose Smiles are dangerous as the Grin of Fiends?
But false deluding Woman.(I, 146)

It is in this state of mind that Standard meets the equally
distraught and misanthropic Lurewell in the last scene.

They sound very much alike as they pour forth their hatred

of the opposite sex, and the audience is given the opportunity
to see how similar the two are in their passion and sense of
injury. It is the revelation of their identitles and Standard's
Jjoyful reconciliation to Lurewell that Standard and Wildair
refer to as a conversion.(Il, 150, 152 Since Standard's lack

of faith in Lurewell is only momentary, it is unlikely that

the audience will see this as a r=al conversion. In any case,

the scene is very effective in showing the many changes Standard



has gone throughe.

Farquharts success in portraying a virtuous man is
another good reason for his success at the box office with this
play. In making Standard an impressive and colourful character
Parquhar balanced a work that could have been overshadowed
by his brilliant Sir Harry Wildalr. In addition, Farquhar
seems interested enough in the character to deal with problems
of Standard's personality and makes Standard a character whose
progrésa through the play is a point of interest in itgelf¢

The last maln character in The Constant Couple to be

here dealt with is Angelica. She is one character who does

not have a speciflc predecessor in Love and a Bottle. She

is chaste, like Leanthe, and loves a rakish man, but has none

of Leanthe‘SAdaring and forward spirit. Like Lucinda, she

causes a rake to revere chaste women by her example, but unlike
Lucinda she 1s never flirtatious. She is on the stage surprising-
ly little for one of the leading ladies, and she takes no

part in the delightful repartee in which Lurewell is so skilled.
What does stand out atout Angelica is that she is a virtuous
woman, a term much used in Farquhar's drama but not shown so

well in other characters of his first two plays. In Love

and a Bottle the audience took the word of Roebhuclkk that Leanthe

was a paragon of virtue, but her resistance to temptation,
even her conduct with suitors was never actually seen. by the
audience. .Lucinda, the =zupposedly virtuous woman of Love

and a Zottle who converts Roebuck'!s licentious ways 1s very
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loose in her behaviour, and her chastity can really only te
physical. But in Angelica the audience is presented with
a genuinely innocent woman. She is a character who could truly
convince a rake of woman's chastity. This is a character that
is bound to please the audience--beautiful, intelligent, rather
naive, dutiful, tender~hearted, serious, and high;mindedp
She provides an interesting contrast with Lureweli and a
perfect foil for Wildair. It might be argued that Angelica
igs dull compared to the exciting Lurewell and indeed, she
does appear so rarely that the audience has little chance to
got acquainted with her. However,-her innocence is charming
and as the one uncomplicated lover, she plays a perfect counter-
point to the befuddled ¥Wildaire.

Farquhar cleverly introduces Angelica early in the
drama. Though she appears rarely, the plot which involves
her starts right from the first scene of the play. Because
she is mentioned but very 1ittle seen, her personality does
not develop, but stays the same~~this a rather refreshing change
from the mercuriél Lurewell. #Naturally it ie important for
Farquhar to get across Angelica's real personality before he
has Vizard give a false one to Sir Harry. The first thing
the audience learns of Angelica is her clear-sighted rejection
of Vizard. A servant cxolains to Vizard her reasons for re-
turning his letter:

She said, Sir, that imagining your HMorals sincere,

ghe gave you access to her Conversation; but that
your late Zehaviour ian her Company has convincfd her,
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that your Love and Religion are both Hypocrisy,

and that she helieves your Letter like your self,

fair on the outside, foul within; s¢ sent it back

unopentd. (I, 93%)

Of course Angelica has Jjudged correctly. Vizard is just as
she says, and the way in which she expresses herself shows her
virtue, her intelligence, and a great deal of self-reliance.
Ads Vizardis personality is further revealed, the audiencels
admiration for her action strengthens, especially as it is
known that she must cross her mother to avoid Vizard.

Angelica is very beautiful and has an air of innocence:
about her which dazzles Sir Harry. But she herself falls in
love with him, too:

tPis het the very same! and his Person as agreeable

as his Character of good Humour--Pray Heav'n his

Silence proceed from respect. . . .How all the Charms

of real Love and feign'd Indifference assist me to

engage his Heart, for mine is lost already.(I, 106)
Although serious and chaste, this love shows her tender-hearted
side and adds to Angelica's appeal. BShe is generous enough
to 1magine Wildair's incdiscretion to be madness and her love
shows when she graciously accepts his apology: "Sir Harry,

I did not well understand the Offence, and must therefore
proportion it to the greatness of your Apology; if you woutd
therefore have me think it light, take no great Pains in an
Excuse."(I, 120)

Though willing to forgive Vildair, nis actions give
rise to much thought on her part, particularly about virtue.

Along with her other discussions with Sir Harry, her musings
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show intelligence and resolved belief. Her thoughts examine
the plight of woman as did Lurewell's, with equally as ill an
opinion of the world. Before Wildair's second visit, Angelica
is alone wishing she could be a bit more free--like Love and

a Bottle's Leanthe perhaps:

Unhappy State of Woman! whose chief Virtue is but
Ceremony, and our much boasted Modesty but a slavish
Restraint. The strict confinement on our Words makes our
Thoughts ramble more; and what preserves our outward
Frame, destroys our inward Quiet.--'Tis hard that
Love shou'd be deny®d the privilege of Hatred; that
Scandal .and Detraction shou'd be so much indulg'd,
vet sacred Love and Truth debarrfd our Conversation.

(I, 119)

In the conversation between Lady Dérling anc Angelica bnefore
Wildair'ts third visit, Angelicats intelligence, complete chastity
and dutiful behaviour toward her slightly misguided and mer-
cenary mother is shown. Though her wmother practically gives

her leave to be free with Wildair, and she herself has strong
inclinations toward him, Angelica's chastity is solid:

I am sensible, Madam, that a formal Hicety makes our
Modesty sit awkard, and it apnears rather a Chain

to Enslave, than Bracelet to Adorn us--It shou'd show,
when uamolested, easy and innocent as a Dcve,.but
strong and vigorous as a Faulcon, when assaulted.

e « oTho Modesty, Madam, may Wink, it must not Sleep,
when powerful Enemies are abroad--I must confess,

that of all #ens, [ wou'd not see Sir Harry ¥Wildair's
Faults; nay, I cou'd wrest his most suspicious vords
a thousand ways, to make them look like Honour--but
Madam, in sight of Love I must hate him, and curse
those Practices which taint our Hobllity, and roh

all virtuous Vowren of the bravest Hen--

. o.vomen now, like Enemics, are attack'd; whether
by Treachery, or fairly Conquer'd, the Glory of Triumph
is the same.(I, 139)

“

In these speeches a real understanding for virtue is shown,
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together with an understanding of the ways of the world.

At sixteen (or elghteen) Angelica knows more than her mother
about how people are, in particular, Sir Harry and Vigard.
5till she shows deference to her mother, who is by no means
the "mother-in-fashion', 1little better than a bawd, which the
audience knows from other plays. When she learns that Vigard
has sent Sir Harry, she suspects a plot but reveals nothing
to her mother, respectfully saying: "My suspicions, Madanm,
are much clear®d and I hope to satisfié your Ladyship in my
Management, when next I see Sir Harcy."(I, 13%39) While showing
respect for her mother, Angelica e%hibits a strength of will
that gives her character weight. So firm is her belief in
the power of innocence, and the streangth of her own resolve,

1,

that Angelica relies on herself completely, obeying her mother
on the surface, but depending on her own knowledge..
This self-rellance which Angelica displays is both a

strength and a weakness in her personality. Her belief in

the power of her modesty to protect her shows

]

strong faith
in chastity but also a certain naivete, While Farquhar has
made her an intelligent and capable woman, some of Angelilica's
uanworldliness and impracticality emerge from the carnival
atmosphere, Farquhar suvjects his teautiful and high-minded
virgin to the embarrassment of being thought an easy woman

by a man che has lost her heart to, and a mockery is made

of her hish ideas about the power of virtue. Farquhar does

not allow Angelica to come to serious harm, but makes it clear



that it was not modesty which saved her. In Act V, scene i,
when Angelica realizes Wildalr's licentious intentions, she
imagines that she is safe from harm. Tirst she depends on her
servants to protect her from an assault,; but, to her dismay,
#ildair is easily able to bribe them off with money. Even
then Angelica imagines that she is protected:

Angel, What Madness, Sir Harry, what wild Dream of
loose Desgire could prompt you to attempt this
Basenesgs? View me well.=-The Brightness of
my Mind, methinks, should lighten ouwtwards,
and let you see your Mistake in my Behaviour.

I think 1t shines with s0 much Innocencée in
my Face, that it shou'd dazzle all your vicious
Thoughts: Think mrot I am defenceless fcause
alone. Your very self is Guard against your
self: I'm sure there's something generous in
your Soul; My Words shall search it out, and
Eyes shall fire it for my own Defence.
Wild. [mimicking] Tall ti dum, ti dum, tall ti didi,
didum. A Milliion to one now, but this Girl is
Jjust come flush from reading the Rival Queen
--I gad, I'11 at her in her own cant--
0 my Statyra, 0 my Angry Dear, turn thy
Eyes on me, behold thy Beau in Buskins.(IL, 140-141)

Angelica's belief in innocence Jars with Lady Lurewellts thoughts
on her seduction. Lurewell knows the tfuth only too well when
she calls innocence ". . .the ornamental, but weak Guard of
blooming Beauty", and a wliser woman speaks of the dangers of
heing fifteen--one year younger than Angelica: "I was then

just Fifteen, an Age oft fatal to the Female Sex; Our Youth is
tempting, our Innocence credulous, Romances moving, Love power-
ful and Men are--Villains."(I, 126) Lurewell is wrong to think
ill of all men, particularly when her lover is true, but

Farquhar exposes Angelica's rather silly ideas about calling
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upon a man's inner morals to help her, or depending upon her
eyes ta cool a drunken passion. With the circumstances as they
are, she comes to no harm only because Wildair prefers to
persuade her, rather than force her to comply. As in Love and
a Bottle, her talk of virtue is met with ridicule, and the rake
imagines that such thoughts could only come from a romantiec play.
Although her first speech has little effect, Angelica tries
to appeal to Wildair's hetter side again:
Ang. Behold me, Sir, View me with a sober thought,
free from those furmes of Wine that throw a mist
before your Sight, and you shall find that every
glance from my reproaching Eyes is arm'd with
sharp Resentment, and with a vertuous Pride that
locks Dishonour dead.
Wild. This is the first Whore in Heroicks that I
met with..[Asidel (I, 141)
Once again, the shining brightness of her mind does not affect
Sir Harry. Instead of inspliring his awe, Angelica nmust listen
to Wildairts reasons why virtue is useless to a woman. In
his speech she sees the lack of impression made by any of her
speeches or reproachful looks, and angrily cries:
0 Indignation! Were I a Man you durst not use me thus;
but the HMean, poor Abuse you throw on me, reflects
uvon your self, our Sex still sirikes an awe upon
the Brave, and only Cowards dare to affront a Woman.
(I, 141)
In final desperation she stamps on the purse Wildair offers
but instead of being ashamed, he 15 amazed: "She tramples
under Foot, that Deity which all the World adores.--0 the

blooming pride of wveautiful Eightesn!"(I, 141) Angelica is

finally saved by Wildair's decision to take his grievance to
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the mother. By putting Angelica in this situation Farquhar
is making gentle fun of her belief in her own strength. Yet
even this seems charming in its proud naivete. Few other
women in Farquhar's plays are as naive as this in dealing
with a rake, and her defenselessness is appealing It is %o
Farquhar's credit that he can make an a&itractive character out
of someone seen and heard from so rarely.

The great success of this play comes fronm ﬁhe Buccess
of the four main characters. Because they are full of life,
consistent, and interesting, his drama gains these qualities
too. It makes perfect sense that'wheu'leading characters are
pleasing, and their short lives on stage dealt with in an artful
and graceful manner, the play is well on its way to popular
approval. It seems that Farquhar learned from some of his

mistakes in Love and a Bottle and made improvements which

gave tangible rewards for his efforts in The Constant Couple.

However, by the time of The Twin-Rivals, Farquhar was again having

trouble with his characterization, and, therefore, his drama.



CHAPTER IV

A FAILURE TO COHERE: THE TWIN-RILVALS

Following on the heels of The Constant Couple came the

unfortunate sequel Sir Harry ¥Wildair: unfortunate, as is so

often the case with sequels, in that the second play lacked
the spirit of the first and had a plot which was hoth careless
and implausible. HNext Farquhar tried his hand at an adaptation

of John Fletcher®s The Wild Goose Chase. The Inconstant,

Farquhar®s version, is good, but much of the credit must be
given to Fletcher for this play. Let 1t be said, however,

that Farquhar was happily able to iﬁject into it his trade-
mark of good humour, and to streamline a somewhalt ungainly cast

with the help of two charming characters, Bizarre and Duretete.

After this came The Twin-Rivals, a play which, though not
perhaps one of Farqubar's best, has elements which deserve
attention.

Like other plays created hetween Farquhar'®s well=loved

The Constani Couple and The EBeaux Stratasem, The Twin-Rivals

vias not a critical success. It lacks the smoothness of The

Constant Couvnle and has none of the innovations of The Recruiting

Officer. The play seems to be uneven, perhaps because 1t is
made up of many contrasting comic styles. Elements of roman-
tic tragi-comedy, comedy of intrigue, witty comedy, and laughing

comedy clash within this drama, alternately taking hold of

o
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the story and characters to the confusion of the plot and the
audience. There are purely evil characters who cone from
comedy of intrigue, purely good characters in distress and
converted villains who belong in romantic tragi-comedy, foolish
knaves typical of laughing comedy and enough banter to see
the influence of witty comedy. Perhaps Farquhar tried to put
teo much into the play as if it were a culmination of all_these
variéus styles in his head.

| Some elements which the playgoer might look forward to
are. sorely missed. By way of explanation, one must look to
Farquhar himseli. In an attempt to answer the '"Severe and

Reasonable!! charsges against the theatre by Jeremy Collier
(] 2

Farquhar writes in The Twin-Rivals prologue that in this play

he %, . .endeavortd to show, that an English Comedy may Answer

the strictuness of Poetical Justiea'.(I, 286) What with the

unfavourable reaction to this attempt, Farquhar concludes that

the public dislikes innovation and declares: "A Play without

a Beau, Cully, Cuckold, or Coquet is as poor anr Entertainment

to some Pallats, as thelr Sundays Dinner wou'd be without

Beef and Pudding."(I, 286) Just as beef and pudding were the

basis of a Sunday dinner, so, suggests Farquhar, are these
characters the basis of a play. By excluding these characters,
it may well be that Farquhar made the survival of his play
much less likely. What may te said, with some certainty, is
that those characters with whicn Farquhar sought to replace

the old standbys were not pleasing enough to win the audience.

~J



Of course, the creation of a good play is not only a mat-
ter of including certain elements which are fairly obvious to
Farquhar: "The Scholar calls upon us for Decorums and Oeconony;

the Courtier crys out for Wit and Purity of Stile; the Citizen

for Humour and Ridlicule; the Divines threaten us for Immodesty;
and the Ladies will have an Intreague."(IIL, 327) Two important
omissions are particﬁlarly noticeable however, hedause they
are'so atypical of Farquhar. Almost all of Farquhar's plays
are graced with the rake-hero, a roguish, good~humoured beau;
This pleasing fellow sets the tone of Farquhar®s drama, which
at its best is full of life and natural humour. The action

is usually centered around this character who generally shares
the spotlight with another fellow, a friend. This character

is less practised in love and somewhat more serious a lover
than the rake. In the common Restoration comedy pattern of
two simultaneous plots which Farquhar used, the two characters

- hind the drama together., In Love and a Bottle they are Roebuck

and Lovewell; in The Constant Couple, the two are Wildair and

Standard; in The Recruiting Officer they are Plume and Worthy;

and in The Beaux Stratagem they are Archer and Aimwell. Along

with bringing together the two plot lines, the contrast between
these two, and the examination of the way each man handles

a given situation, is one of the most interesting features

of Farquhar's work. |

In The Twin-Rivals, however, nelther character is used,

and this is the key to the difficulty with the play. Without



strong central figures the play lacks focus. Beyond this
Farquhar fails to provide characters who can take the place of
these. Neither villain nor hero in this play is interesting
or developed enough to serve this function. The ensuing con-
fusion is added to by the forementioned jumble of comic styles.
Of the main ¢haracters, the two virtuous men who cor-
respond in some ways to the two lovers, do not provide the
love interest of other plays, and both men suffer considerably
from underexposure. Trueman, who appears for the first time
in Act II, is a dashing military man, and he is present in and
important to many scenes. He is uéeful in connecting the
gecondary plot of Aurelia‘'s ravne to the main plot of the stolen
inheritance. Tun spite of this, Trﬁeman does not reach his
full potential as a character because Farguhar leaves his

S
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personality undeveloped. In many of his appearances he
involved in his friend's concerns, and his own problems are
not examined. His exchanges with Aurelia are few, and his
romance with Clelia is not even conducted on stage. Of this
affair, so important to Trueman, the audience only hears two
or three reports. In this way Trueman’s forcefulness is un-
dermined.

Elder Wou'dbe, too, is important to the play. His
personality ie much more developed than that of Trueman, and
he is involved in the central dispute over inheritance, but

the character seems to lack Farquhar's careful attention. One

3 3 . . - P - ) .
telling detail is, of course, his name, wihich docs not suit



"7

him. Farquhar generally takes care to name his characters
appropriately, but Elder Woutdbe seems to have been so named
by virtue of heing Younger Wou'ldbe's brother. The name describes

Younger Wouldbels avaricious personalitly much better than that

of his self-assured brother.

Elder Vou'dbe does not appear until scene ii of Act III,
while the rest of the important characters have been intro-~
duced and developed.. Although the audience learns much of him
very quickly through reports of him and his own on-stage musing,
this late introduction takes away a part of his importance..

Then, too, Elder ¥Wout'dbe lacks the vivacity and dash
the audience might expect from any hero. His modesty goes

beyond that of "sober Lovewell™ of Love and a Bottle and, as

such, he provides very little entertainment. If, indeed,
anyone 1s presented to the audience without some humorous
foibles, perfect goodness is usually reserved for the women
in Farquhar's comedies. Elder VWou'dbe's affair with Constance
provides little excitement, and while he languishes in his
cell, Trueman plays the hero with Aurelia and confronts the
villains. What Elder ¥ou'dbe, with his brother, really provides
is a solemn juxtaposition of good and evil along the lines of
Edmund and Edgar in Shakespeare's King Lear. But this also
could have been more effectivé if not for the weakness of
BFlder Wou'tdbe's characterization,

So this play lacks the type of central heroes the

audience might expect in a Farquhar comedy. In this alone,
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Farquhar was on dangerous ground. To take their places,
Farquhar needed winning, well-dravwn characters, which Elder
You'dbe and Trueman are not. One might then look to the evil

characters for the lead, but in this, too, one is somewhat

disappointede.
In contrast to the two virtuous men, Farquhar provides
two evil men: Young Wou'dbe and Richmore. With Richmore,

Farquhar created another character which audiences might not have

expected from his pen. Like Sir Harry of The Constant Counle,

Richmore prefers the carefree love affair but Farquhar exposes
his meaner mind when Rlchmore decl%res to Younger Wou'dbe:

”[*} shou'd scruple to Converse with even a Lady of Fortune,
unless her Virtue were loud encugn to give me Pride in exposing
it."(I, 294) For this character the pleasure in courtship

ig not in the love dalliance, as it is for The Constant Coupletls

Wildair, nor even so much in the conguest of a woman, but rather
in the publication of the affair to add to his revutation

as a lover. In Farquhar's other beaux, an effort is made by

the dramatist to inject a certain amount of good humour into the
character which will make him a fashionable rake, not a rapist.
“herecas the warm animal spirits, along with love for being

in love, urge the rake on to the "chase'", Richmore cares

nothing for lovemaiking. He pgoes through the motions of being

a rake without the joy and gusto.

sven the licentious Roebuck of Love and a Pottle has

certain rules of honour for dealing with ladies (sece Act 1T,



scene i of Love and a Bottle), but Richmore's set of rules is

blacker than anything one could find in Wycherley. Richmore
heartlessly intends to expose a gentlewoman whom he has succeed-
ed in deflowering, by making public a tender letter of sup-
plication from her. This, he imagines, will make future con=-
quests the more effortless. VWhen he finds in Aurelia a woman
who will not succumb to the charms of his vast fortune, hand-
some appearance, and undying vows, Richmore's villainy is
completed by attempted rapel

This strong portrait is only marred by an uncoavincing
fwist in his personality at the end of the play. Farquhar
seems almost to be trying to put this character of intrigue
into a more sentimental mold, which, of course, was never
foreshadowed; Richmore's reformation aside, he provides
an interesting contrast to his brave but gullible nephew,
Trueman. He is not c¢central to the action, though, and appears
too rarely to suggest the typve of importance which would
make him a pivotal figure.

Young Wou'dbe is really the main instigator of The

Twin-Rivals' actlon. The subject of inheritance, mcmorably

broached in Shaxespeare's King Lear and Vanbrugh's The Relapse,

is a fertile one which might have sulted Farquhar quite well.
He later showed his willingness to deal with social refornm

in The Teaux Stratagem, but he avoids it here., In making the

younger brother a fool, Farquhar avoids even the tyre of com-

mentary on the situation which Shaliespeare provided. Young

i
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Woutdbe has not the ability of the plotting Edmund and Young
Fashion, but is more reminiscent of the foolish Clincher

~

brothers of The Constant Couple. Like them, he is foolish but

corrupt, and he depends on the shrewder Richmore, Mandrake,

and Subtleman to instruct him in ruthless ways to satisfy his
evil desires. Young Wou'dbe has nelther the poise nor the
assurance of the accomplished villain, and his ineptitude nmakes
his scurrilous behaviour less serious, particularly in regard
to Conptance. He is a comic figure, and this takes away from
nis stature as a rival to Elder Wou'dbe. Without stature,

the issue of the unfairness of inhéritance laws becomes pale,
and this characterts ability to act as a central force in the
play is diminished.

Unlike other Farquhar plays, it 1s not the ladies who
provide great interest in this drama, as they are rather bland
figures in comparison with Farquharts other ladies, nor do
the main masculine characters, as previously discussed, supply
this. Rather 1t is the minor characters who add colour to this
play. The attention to minor characters which Farquhar lavishes
on the unforgettable Mrs. Mandrake, Teague, and Subtleman,
attests to Farquhar's dbility in characterization. The interest
and comedy which these characters generate show Farquhar's
unflagging ability to create "originals". Hot that these
c¢haracter tyves were new: the bawd, the Irishman, and the evil

lawyer may be seen in otner plays, but that these characters

m

nad that inexpressible quality which »leased, a

did many
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others in Eapquhar's works. All successful writers of comedy,
even. though they might haﬁe-thought of themselves as sétirists,
seem to have realized that ultimatelyﬁtheir goal must be to
.please thelr audience.. If they drew mofally vicious characters,
as Wycherley did, they had to be presented with a brilliance
that m%de them exciting and delightful and they had finally
to he appropriately punished. Farquhar's "good" characters in
this play do mot really provide a norm by which we may Aassess
Meyill charaétersg The audience can not really identify with
them and the play suffers.

On top of this problem,-the play is tossed and turned
by the variety of styles within it. Whereas Elder Wou'dbe
aﬁd Trueman are characters one would expect to find in romantic
tragi—comedy; Richmore and Young Wou'dhe have the morals which fit
into the world of witty comedy. Young Wou'dbel's knavish ways
would be expected in laughing comedy and the plotting Richmore
would fit well into comedy of intrigue.. His reformation, and
the behaviour of the two ladies, are what one might expect
from a romantic tragi*comedy. This is not to suggest that
all the characters in a given play should (or ever do) fit into
one tyve which critics ecall "comedy of intrigue', or "laughing
comedy". These catagories are ill-defined in any case. How=~
ever, the differing polarities present in this drama tend to
confuse things and the variety of characters result in

cacophony, .rather than harmony.



CHAPTER V

- WEW NATURALISM:
THE RECRUITING OFFICER and THE BEAUX STRATAGEM

Farguhar's two last plays,; The Recruiting Officer

and The Reaux Stratagem, show a movement in Farquhar's writing

which is more exciting to the critic than any of his other
achievements. This movement is one toward more realistic
theatre: an attempt to create characters who, though still
attractive on stage, do not fit the usual patterns which comedy
audiences had come to know, and an atteampt to place these
characters in novel, accurately observed surroundings. This
movement away from convention provides fresh, lively plots.

Fargquhar had done well in The Constant Couple, the type of

drawing-room intrigue so popular in his day, but he also won
great success with those plays which show a move awvay from

The Constant Couple: The Recruiting Officer and The Beaux

Stratagem, Farquhar may have been able to forecast a change
in the tastes of the day, or perhaps he was simply suiting
hinself and hoping for the approbation of the audicnce. It

is likely that Farquhar f+1t that this movement had something
winning about it which would make his plays vopular. Anythning
which was both novel and pleasing was bound for success, but

Farguhar's plays were more than this. The popularity of

o

Farquhar's atteapt to aove the characters out of the drawing-

¥
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room, and to give them less predictable, conventional person-
alities wae not just a passing whim; later playwrights followed
his methods and generations of audiences applauded them.

The drawing-room comedles goon looked jaded and stilted in
comparison. Even beyond the lasting qualities of this move-
ment are Farquhar's personal strengths as a writer. Though

The Constant Couple was indeed popular, Farquharts writing

is most exciting when his plays are not so nuch of the Congreve
mold. In striking out on his own, Farqubhar has the opportunity
to show his ability to portray country 1life in a charming |
and witty fashion.

The Reeruiting Officer and the short farce The Stage-

Coach started the innovation in being set away from London, in
the countrysidee In toth, Farquhar was able to break away

from the over-used drawing-room setting and move into a new
atmosphere which could provide fresh situations and characters.
In the first of the vlays to use the new setling, The Stage-
Coach, Farqubar brought all his leading characters from the
city to the country and, in general, the inhabitants of the
area were portrayed as the usual country fools. The story was
56t at a country inn, a scene which would again be used in

177

The Tecaux Stratagem. With the success of the farce, Farquhar

became more daring, and used the unusual setting in a compnlete

nlay. The Pecruiting Officer featured a rough soldier as the

hero rather than a zentleman, harking back to Roebuck of

Love and a Fottle. He portrayed some of the country gentry as'/
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intelligent, thoughtful people, and his leading lady, a country-
bred woman, makes fun of c¢ity airs in a most persuasive manner.
Encouraged by the success of this second attempt, Farquhar

boldly continued, writing The Beaux Stratagem.. In this play

Farquhar used all the features which his country setting could
afford. The audience 1s presented with country blockheads,

an attractive chambermaid and cheating innkeeper, dastardly
highwaymen and good~hearted, natural country women. To these
he added graces of the city: a coquette to rail against the
roughness of country life and stir up the inhabitants, fine
zentlemen from London, wellw-versed in the vices of the town,
and even a French fop. BMore than before, the charm of ths
country was allowed to assert itself, embodied in the natural
grace of the country maiden Dorinda, and the motherly kindness
0of the old gentlewonan, Lady Bountiful.

The attention paid in hoth The Recrulting Officer

and The Beaux Stratagem to the special pleasures and beauties

of the country show Farquhar's interest in portraying this new
setting with dignity. So the plays cannot be considered
pleces of low-life intrigue-~the sort of slap-stick that
Durfey engaped in, or even the vivacious, Dekker-like action
comedy of Mrs. Behn. It is, indeed, in the mode of hizgher
comedy; a development of, nof a repudiation of Etherege and
Wycherley.

The Recruiting Officer, a play as notable a success as

was The Pwin-kivals a failure, is Farquhar's first full-length
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attempt to use his new ideas. What is it that makes this play

di.fferent from The Constant Couple or the other drawing-

roon comedies of the day? One of the obvious differences is
the setting. Instead of the typical London setting, with
its famous promenades and chocolate houses, and private salouns,

The Recruiting Officer takes place in the country. Its scenes

are set in the chambers of country houses, the local inn,
the street and the marketplaece, the fields outside the town,
and the walk by the local Severn River. In a bold stroke,
Farqguhar omits London completely from this play in fa&our
of the fresh country scene,

The tone of this play is good-natured. As in other

Farquhar plays, the comedy is less biting and brilliant than

that found in Congreve, but The Recruiting Officer has a

gayer alr. Some of the dialog is reminiscent of The Constant

Couple, but most of it is less flowery and more to the point.
After all, the play is peopled with soldiers and country-

bred women, not London beaux and fine ladies. Instead of
snatches of romantic love poetry, Farquhar often inserts
comical poems and military songs. In addition, the charac-
ters of the play are portrayed with kindness. The Restora-
tion audience was accuslomed to seeing country peonle,
especially of the geniry class, treated as objects of ridi-
cule. Thelr lack of sophistication and ignorance of city man-

ners and dress were used to contrast the volished deportument

.0f the Londoners. Their atteampts to

]

mulate their modish



London relatives were always a source of amusement and scorn..

In The Recrulting Officer, Farquhar spares his characters

the comparison by leaving London out of the story. EBExcept
for the soldiers, who are certainly not London fops, the
characters are all country people. The natural ways of the
people and their unwillingness to pretend to be what they
are not are elements which Farquhar portrays approvingly..
Only when a character pretemds to what he or she is not, is
the gentry or officer class mocked. Lven. the country bump-
kins, though ridiculed; are portrayed as real people with
affection and understanding. This henevolent approach of
Farquhar's gives the play and its characters a grace that
helps to bhalance the play's rusticitye..

The backdrop for thié play is the rﬁasculines rugged
business of recruiting men for the army, rather than the

+ A

more typical, lightweight one of endless fetes and visits.

Again, this is a move away from the more conventional comedies,

into more realistic, diverse circumstances. The military
backdrop is a particularly dominant one and serves to give
the play a binding theme and distinctive tone. Thiz theme
may have helped at the time the play was produced to gain
patriotic aprroval. The military had an image of dash, fire,
and, among the officers, sovhistication. They give the sleep
tovn a spark of interest and »rovide the play with some world
ly characters.

The new movement is also evidenced through the charac

N
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terization in The Recruiting Officer. Instead of the jaded

London pimps, whores, and serving people the audience usually
saw in a comedy, the minor characters of this »lay are farm=
boys,; milkmaids, and unpolished tradesmen, The antics of these
country folk add greatly to the rustic flavour of the play.
Affectionate Costar and Thomas, finery-loving Rose and her
simple-minded brother, Bullock: all give a believable view
of country people. Although their foolishness adds to the
humour of the play, the basic innocence of the country folk
is always carefully drawn. BEven the vices of the people
appear less serious when Farquhar is able to show how inent
they are at practicing thenm.

The more important characters of the play are dravn
in the same cheerful manner. For the creation of these charac—
ters, some of the happiest features of other plays are used,
and parts which proved displeasing, dropped. Perhaps the

disastrous reception of The Twin-Rivals persuaded Farquhar

to use more discretion in the content of his plays. FarQuhar
has dropped the ill-fated use of malevolent characters, as

in The Twin-Rivals, and re~enlists the help of lively lovers.

Previously in The Constant Couple and Love and a Bottle,

Farquhar had taken some of the sting out of the iove rivalry

3
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by making the rivals friends. In e Recruiting Officer,

Farquhar went even further; the only rival in the »lay is
a tenign fool. HMany of the funniest scenes of the conedy

come from Captain 3Brazen, and aided by the foolishness of



this character, Farquhar exposes the ridiculous side of love.

Mr. Worthy and Meliﬁda provide more humour with her
haughty affectations and his dog-~like devotion. HNeither charac-
ter is as important as Colonel Standard or Angelica of The

Constant Couple But they are basically the typical mis-~matched

couple. to be found in Farquhar's works. Worthy's personality
prbceeds somewhat upon the lines of Lord Morelove from Colley

Cibber's The Careless Husband, in having to ask his more

expefienced friend, here Plume, for guidance in every step

of the romance. Iike Lovewell of Love and a Bottle, Worthy

is toyed with by his mistress and he is powerless to control
‘her or himself. As was the case with Lovewell, Worthy jumps
at the chance to have his lady on easy, dishonourable terms..
Early'in,the.play 1t is revealed that, previous to the action of
the play, Melindé éiﬁdstlagreed'fo Eécome Worthy's paid
mistress, before the advent of her inheritance put her above
such a éettlemen£.  o
: This is an interesting side to Melinda's personality,
whose haughty pride is an important feature of the play.
Melinda is a foolish coquette who adds her fashionable, but
somewhat misguided views to ﬁhe country play. Her splenetic
affectations are in evidence»from her first appearance on
stage with her matter-of-fact cousin:
Mel. Welcome to Town, Cosin Silvia [Salute.] I envy'd
you your Retreat in the Country; for Shrewsbury,
methinks, and all your Heads of Shires, are the

most irregular Places for living; here we have
Smoak, Noise, Scandal, Affectation, and Preten-

88.
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sion; in short, every thing to give the Spleen,
“and nothing to. divert it--then the Air is in-
. tolerable..

Sil, Oh! Madam, I. have heard the Town commended
for its Air. v

Méel., « ¢ I can assure you, that to a Lady the least
nice in her Constitution, no Air can be good
above half a Year; Change of Air I take to be
the most agreeable of any Variety in ILife. . .
Have not you, Silvia, found a vast Difference
in the Taste of Airs?

5il. Pray Cosin, are not Vapours a sort of Air?
Taste Air! You may as well tell me I might
feed upon Air; but prithee, my dear Melinda,
don't put on such Airs to me, your Education
and mine were just the same, and I remember the
time when we never troubled our Heads about
Air, but when the sharp Air from the Welsh
Mountains made our Noses drop in a cold HMorning
at the Boarding-School.(I1, 52)

Melinda's prideful antics during the play are diverting, if
expected. Melinda also serveg to offset Farquhar's shining
charadterx Silvia.

The most uninhibited of all Farquhar's female charac-
ters, Silvia comes from a type seen before in many plays,

specifically in Leanthe of Love and a Bottle, and Viola of

Shalkkespeare'!s Twelfth Nizht, What makes Silvia stand out

from all othef witty and daring women in masculine disgulse,
ig the manliness of her personality. This virago's rakish
talk is not put on with her disguise; it is her real way of
thinking. Silvia's lover, Plume, says of her:

I love 8ilvia, I admire her fraalk, generous Diszosi-
tion; there's sometkhing in that Girl more than Woman,
her Sex is but a foil to her--The Ingratitude, Dis-
simulation, Envy, Pride, Avarice, and Vanity of her
Sister Females, do but set off their Contraries in
her.(II, 50)
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lvia is an exceptionally attractive, robust country girl,

who seems to have the pleasing features of woman. without the

1

disvleasing ones. She is as generous in her ideas about

men as Plume has suggested. When Melinda warns Silvia that

her traveling lover may well think of others, Silvia says:
I shou'd not like a Man with confin'd Thoughts, it
shows a Harrowness of Soul. Constancy is but a dull,
sleepy Quality at bvest; they will hardly admit it
among the Manly Vertues, nor do I think it deserves
a Place with Bravery, Knowledge, Policy, Justice,
and some other Qualities that are proper to that
noble Sex.. In short, Melinda, I think a Petticoat
a mighty simple thing, and I'm heartily tirfd of
my Sex.(II, 53)

Melinda knowingly replies: ""That is, you are tir*d of an

Appendix to our Sex, that you can't so handsomly get rid of

in Petticoats as if you were in Breeches--0% uny Conscience,

S5ilvia, hadst thou been a Man, thou hadst been the greatest

Rake in Christendom."(IT, 53) Indeed, Silvia is the perfect

woman for an oven-minded man like Captain Plume. Added to
her qualities is a great fortune which will be Plume'!s after
marriage, making Silvia almost irresistable. The only thing
typically female about Silvia is her iunsistance on marriage
before gex, and this seems more womanly politics than. love
of chastity. It is simply a way to secure her lover.

Silvia would not please thoge peaux with a delicate
palate, whose aversion 1ls a woman easy in cny way. In a

London setting

lack of femininity would look quite awkward, tut in the country

Y

her lack of hypocrisy is as natural as it is fresh.

5, where sophistication has the last word, Silvia‘s
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Farquhar also looked back at Love and a Bottle for

hig hero. The natural, lusty behaviour of George Roebuck

is seen again in The Recrulting Officerts Captain Plume..

Plume even has a whare, as did Roebuck, who embarrasses him
with his mistress. Farquhar takes care, however, that this
free-gpirited officer has less of Roebuck's lechery and more
of his open thinkinge The audience enjoys Plume's Jolly,
rakish ways becausé he takes resl joy from the sport of love.
Halfway through the play, Plume reveals that his reputation
& 9 D

and dalliance with the country women is really a scheme to
ensnare thelr sweethearts. In keeping with the good-natured
tone of the play, Plume adds that some wenching must be ex-
pected, to divert the mind from the rigours of recruitinge.
Any thoughts that Plume is a debaucher of innocent young
virgins are digpelled by Rose's obvious disappointment with
the disguised Silvia as a tedfellow. Plume explains his reput-
ation to Silvia in disguise:

No, Faith, I am not that Rake that the World imagines;

I have got an Alr of Freedom; which Peovle mistake

for Lewdness in me, as they mistake Formality in

others for Religion; the World is all a Cheat, only

I takc mine which is undesisn'd to be more excusable

than theirs, which is hypocritical; I hurt no body

but =y celf, and they abuse all Mankind.(II, 82)
Thus iz Farquhar able to use Plume's colourful pursuits and .
also emphasize his higher qualities without making an incon-
sigstency in his versonality. This roke's marriage to Silvia
in the end can seem a realistic conclusion.

wh
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is foremnst in his creation of Plume is Farquhar's
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appreciation of what might please his audience. A man who
is full of animal spirits and the Jjoy of life would meke a
most pleasant comic hero. If the character'ts basic decency
could be shown, the colourful rakishness would seem lively
but generally harmless. Plume's character is different from
the gay lovers in the drawing-room comedies. He does not
nursue women from lechery, nor for the power-lust for con-
guering them, nor because dalliance is stylish, Plume has a
natural love of 1ife, and along with this goes a love for
cheerful, healthy women. Vomen are not the very first on
his list of pleasures, dut neither are they the very last.
He enjoys the same qualities in a woman that he does in men:
honesly, generosity, and open-mindedness. It is his natural
penaviour and good-numour that make Plume an especially pleasant
fellow, and his wit, added, makes him a good main character.
These are the same qualities which make this play at-
tractive. Good-humour, natural characters, and a novel,
interesting setling make this play easy to enjoy. The natural

tone of The Recruiting Officer, suggested in Farquhar's earliest

play, and strongest in this play, was a part of a new attitude
in vlay-writing which created vlays in which natural comedy,

rather than hot bouse wit was the nain ingredicent. The Re-

cruiting Officer also set the stapge for Farqubhar'ts final crea-

tion, a work which would combine the naturalness of the country

with the sophistication of the city.



The Beaux Stratagem was Faraquhar'!s final and most

applauded play. With this comedy, Farquhar proved that he
could once again create a smashing success,; and left his
audience and critics to speculate on how his style could have
developed, had he continued. Farquhar lays aside all the

unsureness of The Twin-Rivals, and puts to use the interesting

jideas of The Recruiting Officer and the fire of The Constant

Couple, creating a play which would crown his career.

The Beaux Stratagem shows the influence of Farquhar's

other vlays, and yet breaks new ground, too. One finds the
expected vatternn of characters, wiﬁh two main nen; one a complete
rake, the other somewhalt more sentimental, and two main women; @/!
one a gay coquette, and the other a chaste and serious maiden.
Around these Farquhar assembles the usual cast of interesting

and funny minor characters. In the end, the maiden and the

sentimental fellow are rewarded, the coquette and the rake

show their virtue, and the play keeps its good-humoured tone

v

throughout. What makes this play excitin

Gis

is not only Far-
quhar's complete success 1n making his characters believable
and pleasing, and drawing his plot neatly. His attzzapts to
try some of the new ideas which had surfaced in his recent
works are particularly successful. Farquhar combines the wit
of the city with the natural grace of the country, showing
faith, once again, that the country can provide atiractive

characters which will win the avproval of the audien

[¢]
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In addition to this charming cetting,
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arquhar includes



two issues which add social concern to his light-hearted
comedy. He attacks two laws in this play: the law which pro-~
hibits divorce and the law of primogeniture. Vanbrugh's The

Relapse was a model for The Beaux Stratagem in more ways thaa

one. Not only did Vanbrugh use the idea of bringing his city

hero into the country, but The Relapse also featured the dilen-

ma of the younger brother. It was Farquhar, hoxéevér5 who
was able to show the real injustice of the situation by por-
traying the younger brother as a noble and worthy fellow.
In dealing with divorce laws, Farguhar was again borrowing,
this time from John Milton. This problem is used success-—
fully by Farquhar as a binding ingredient for the play.
dot only does Farquhar demonsirate the impractibility of the
law in a convincing manner but he uses the issue to give rise
to noth comic and noble utterances throughout the play.

The -combining of the witty comedy with which Congreve
had such success, and Farquhar®s own distinctive good-humoured

comedy work especially smoothly 1n The Beaux Stratagen.

He seems to combine the best qualities in his comedy: serious
problems, light and gay witticisns, interesting characters,
with an accent on the Jjoy of life. Moye than any other of
Farquhar's creations, this vlay stands out as an example of

Farquhar's distinctive style at 1ts best.

One feature which certainly ceontributed to the success

of The Heaux Stratazem is the inclusion of Farqubar's ponular

rakke~hero. Indeed, Farguhar even improved on this by causing

(o]

.
ol



both of his two main male characters to fit into this descrip-
tion. As in so many of his »lays, one male lead is more
careless than the other, but in this comedy, neither 1is made
to play the fool. Both are shown at their wittiest and most
intelligent and, as a result, the play is filled with an
abundance of wit and fine manners.

Farquhar reveals the personalities of his ﬁwo heroes
with the very first scene. The audience quickly comes to know-
the characters, preparing the viewers for the play which wili
focus on the activities of the heroes. As their names sug-
gest, Archer and Aimwell are witty fellows who, as Archer
phrases it: ", . .have Heads to get Money, and Hearts to spend
it."(II, 128) Although they are well-born, both are youanger
brothers, and so nust live by their own resourcefulness.

This contrivance seems well conceived. Farquhar, as
he did in other plays, chose to place his characters in dif-
ficult situations, and then to explore their methods of coping
vith them. By causing these heroes to be younger brothers,
the scape-graces ¢f the age, Farquhar took the opportunity
to pvut his two "wits"™ in the position of living by their
wits. Thiz made theilr situalion more interesting because
the tension of problemsolving served to whet thelr fine spirits
aad guick minds, and also gave a touch of realism to the olot.
Although the fairy tale ending was inevitable to the comedy,
at least these two heroes did not have everything on their
side

as did so many or the Restoration comedy teaux and belles.

H
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The inequity of a system which left one brother with wealth,
the other with very little; which placed cne brother so far
above the other without regard for personal merit, is one

of the moral issues which Farqubhar brings into the play.

The unselfish sharing between the two "brothers in misfor-
tune! throughout the play, and particularly at the end, shows
a real Jjustice of which Farquhar could convince the audience.
Farquhar portrays the younger brothers sympathetically, rather

than ridiculing them as he had in The Constant Couple and

The Trmin-Rivals, and this gives the issue dignity. Finally,

by showing Archer and Aimwell "under fire™, Farquhar could
exvose their moral and slightly immoral reactions to their
diffieulties. The two seem thée better for having been tried
and shovn true. So this, too, contributed in no small way
to the freshness and success of the play.

As the two frlends ponder thelr situation in B3cene I,
Farquhar reveals their winning gualities. To prove their
gentility and fo keep them above thelr misfortunes, both are
equipped with ample pride. Archer and Aimwell know the cruelty
which the world shows fo any who should have the 1ll-fate
to lack nmoney, and so they resolve to leave London rather
than expose themsclves to derision. As in a card game, they
have the grace to accevnt both good and bad fortune with an
even countenance. In thlc first dialog between them, Archer
and Aimvell show knowledge of the world's fickle adoration

of wealth. ‘hen Aimwell, somewhat tender-heartedly, finds



fault with the world for avoiding a generous acquaintance
whose fortunes are low, Archer pragmatically reminds him of
the "rules of life'': "Men must not be poor, Idleness is the
Root of all Evil; the World's wide enough, let ‘em bustle;
Fortune has taken the weak under her Protection, but Men of
Sense are left to their Industry."(II, 128) Such courageous
acceptance of both the good and the bad which the world has
to offer bullds the audience‘§ respect for the two.

Continuing their dialog, Archer and Aimwell show their
gpirit when they speak of the oven~handed ways of their past
not with longing or remorse, butl with joy at having enjoyed
1ife so fully. Instead of vasting time bemoaning their fate,
Archer and Aimwell show their mettle in finding the most
decorous and face-saving escape from their bad luck. They
nave thg sort of pride which keevps them from letting any
acquaintances know of their discomfort, the nobility of mind
wnich keeps them from becoming bullies, and a rakishness
which allows them to hatch a plan of fortune~hunting. They
take the sensible, if embarrassing; contrivance of acting,
in turn, as servant and master.

Both Aimwell and Archer rrovide the story with vlenty
of romantic interest, and Farquhar's romantic vantering sparkles.
‘With amours between Mrs. Sullen and Archer, Dorinda and
Almwell, and Archer and Cherry, many fine things are said
and done. The heroes' encounters with women prove them to

be most dashing beaux and this comvpletes the winning portraits



of rogues who yet are gentlemen; beaux who are a cut above
the mindless fops of the park.

As much as Archer and Almwell are alike, they have
differences enough to make both interesting personality studies.
In keeping with a formula which served him well, Farquhar
gives his leading men some dissimilar characteristics in order
to show more than one type of reaction to gituations. Al-
though Aimwell is indeed & rake and a beau, Farquhar gives
him a more tender nature. In particular, Aiumwell feels the
smart of having an older brother above him, and he speaks
reprovingly of a world which places so little value on a
mants merit, while placing so much on his purse. His sympathetic
reacticn to the plight of Jack Generous has already been men-
tioned. Aimwell confesses himself to be a fool in love,

a fact which Archer disapprovingly says of him also. How-
ever Amwell is sufficiently roguish to have conceived of
the fortune-~hunting plan. Ainwell is cold~blooded enough

as he plots out his siege of a town beauty in church, proving
that he iz indeed a teau:

. « «s8ingle out a Beauty, rivet both ny Zyes to

hers, set ny Hose a bleceding by the Strength of

Imagination, and shew the whole Church mny concern

by wy endeavouring to hide it; atfter the Scrmon,

the whole Tovm «ives me to her tor a Lover, and by

perswading the Lady that T am a dying for her, the

Tables are turn'd, and she in pgood earnest falls in

Love with nme.(IT, 13%8)
hen Archer reminds hinm that he must set his gisht on fortune

over beauty, Almwell scofrs: "“"Pshaw, no Woman can .e a Beauty



without a Fortune.-~Let me alone, for I am a Mark'sman."(II, 138)
Aimwellts amorous nature is finally revealed when he encounters
his victim, Dorinda. He drops his careless and self-assured
ways, and talks in overflowing raptures to the impatient

Archer:

Arch. Well, Tom, I find you're a Marksman.

Aim. A Marksman! who so blind cou'd be, as not discern
a Swan among the Ravens?

Arch,. Well, but heark'ee, Ainwell.

Aim. Aimwel! call me Oroondates, Cesaric, Amadis,
all that Romance can. in a Lover paint, and then
I¥11 answer.(II, 145-146)

In the next moment, Aimwell proves himself to be a rogue still,
by begging Archer for a taste of his wench, Cherry, in the
meantime. Though Archer has described him as an "amorous
Puppy", Aimwell contlnues to be gay and lighthearted in his
love-making, In this, he does not fit the role of the supveort-~

ing friend to the rake~hero as found in other plays by Farquhar.

Unlike Colonel Standard of The Constant Couple, Aimwell is
skilled in the art of love, and unlike Lovewell of Love and

a Bottle and Worthy of The Recruiting Officer, he is success-

ful in his love affair with Dorinda, and so is gay and easy.
Ainwell's appetite for Cherry is reminiscent of Sir Harry
Wildair's pursuit of Angelica, whom he thinks to be a whore,

3}

in The Constant Couple. Both Aimwell and Sir Harry can lust

after a wench evan wihile nrotesting undying love for a more
virtuous lady. Thus, while foreshadowing his truthfulness
to Dorinda in the end, Parquhar tempers Aimwell's tender

nature with roguishness, creating an extremely likabls lover.



At the end of the whirlwind courtship of Dorinda
in Act IV, Afcher and Aimwell laugh together at the success
of Ninmwellt!s falze fainting spell. The two sides to Almwell's
prersonality are clearly shown as they enter joking:

Arch. And the awkward Kindness of the good motherly

0ld Gentlewomans=-

Aim. And the coming Fasiness of the young one--
Stdeath, 'tis pity to deceive her.

Arche. Hay, if you adhere to those Princinles, stop

where you are..

Adme. I can't stop; for I love her to distraction.

Arch. S8t'death, if you love her a hairfs breadth be-

yond discretion, you must go no farther.

Aim. Well, well, any thing to deliver us from saun-
tering sway our idle Evenings at ¥hite's, Tom's,
or Willts, and be stinted to wear looking at our
old Acquaintance, the Cards; because our impo-
tent Poclkets can't afford us a Guinea for the
mercenary Drabs.(II, 171)

Ainmwell does love Dorinda, and he has moments of disquiet
at misrepresenting himself, but his pride urges his needs
more forcefully than his sense of pity can urge Dorinda‘s
cause, and so he continues with the fortune hunting plan.
The robbery attemnt of Act V gives Aimwell an opvor-
tunity to prove both his courage and his love. Learning of
the plot, he cries out dramatically: "Dorinda! The Name in-
spiree me, the Glory and the Danger shall be all my owvn--
Come, my Life, let me but get my Sword."(II, 177) Archer
counsels Aimwell to versuade Dorinda to marry him during the
confusion of the aftermath, and when the audience sees the
lovers at the beginning of scene iv, he seems to have done
a convincing job. ilowever it comes as no surprise when Dorinda's

naive trust and humility strike Aimwell with shame, and he
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confesses his untruthfulness: "Such Goodness who cou'd injure;
I find my self unequal to the Task of Villain; she has gain'd
my Soul, and made it honest like her own;=--I cannot, cannot
hurt her."(II, 185) This turn of events is in keeping with
the situation and what the audience has seen of Aimwell here-
tofore.. The discovery that he is the lord he pretended to
be does not change his feeling of love and honour for Dorinda.
He gives her some of the credlit for the happy change in luck:
TThanks to my Guardian Angel that led me to the Prize«—EQaging
Dorinda's Hand",(II, 187) suggesting alsc that she is the
greatest prize of the day. In a final show of his goodness,
and an example of true justice, Almwell shares his wealth
with Archer. Aimwell honours and then goes beyond thelr
verbal agreement of half the lady's fortune, giving Archer
ten thousand pounds, the complete fortune of Dorinda.

In Aimwell, Farquhar creates a perfect lover; one
who has amorous sensibilities and also a rakish spirit.
He has the qualities of nobility and honour which make him
a gentleman, the qualities of tenderness and sympathy which
make him a lover, and the spirit and slightly immoral ways
which make hinm a dashing rake., This is a well-drawvn portrait
wnich would srace any comedy.

Althougn Aimwell is indeed a gracefully drawn character,

it is the roguish Archer on whom Farquhar actually lavishes
the test lines and the most attention. A cseasoned Farquhar
audience nust feel that the rakish character is Farguhar's



favourite to work with. Archer is on stage more than twice

as nuch as Aimwell, and his scenes are generally of greater
importance to the play. Aimwell serves to show the moral
attitude, but Archer's immorality provides Farquhar with

the opportunity for witty and amusing dialog. While Aimwell
vleases the hearts of those in the audience with the progress
of his love, Archer delights them with his impressive gbilities

in conversation. Archer is, in many ways, a combination of

The RBecruiting Officer's Captalin Plume and The Constant Counle's

)

Sir Hérry ¥ildair. He has Sir Harry®s glft of pleasant and
witty conversation, plus his abilities in lovemaking, and
Plume's pragmatic attitude and rakish love of bvachelorhood.
Like Plume, Archer is poor and resourceful, but like 3ir Harry,
his manners ére highly polished. Perhaps in this the audience
has the best of both worlds: a hero with the wit and fine ways
of the beau and the natural high spirit of the rake.

Farquhar establishes Archer's practical way of thinking

1] . 5

from the very start of the play. In

vhnat 1is surely

a very
sensible course for a younger brother to take, Archer contends
that a man must make his own destiny: '"Come, come, we are

the Men of intrinsick Value, who can strike our Fortunes out
of cur celves, whose worth is independent of Accidents in
Life, or Zevolutions in Government",(II, 123) He also is
vproud of his ability to appreciate all the pleasures which

the world has to offor and shows his level-headedness in

]

nis ability to enjoy all oleasures without letsing himsgelf

L )
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be ruled by his appetite. This keeps him out of troublesome
circumstances, particularly with regard to women:

For my part I can stick to my Bottle, while my Wine,
riy Company, and my Reason. holds good; I can be charm'd
with Sappho's singing without falling in Love with
. her Face; I love Hunting, but wou'd not, like Acteon,
he eaten up by my own Dogs; I love a fine House,
but let another keep 1t; and just so I love a fine
Woman.(II, 130).

Archer's personality is always cool because of this ability

~to keep aloof from romance and is unmoved by the plight of
: i
Dorinda or anyone else, for that matter. Often during the

play Archer shows his scnsible, 1f somewhat hard-hearted nature
in his advice to Aimwell on the progress of the fortune hunt-
ing_scheme.. He counters Aimwell's romantic flights with -
cynicisms

Aim. O Archer, I read her thousands in her Looks,
she look'd like Ceres in her Harvest, Corn,
Wine, and 0il, Milk and Honey, Gardens, Groves
and Purling Streams play'd on her plenteous
Face..
Arch. Her Face! her Pocket, you mean; the Corn, Wine,
and 0il lies there., In short, she has ten
thousand Pound, that's the English on't.(II, 146)

Archer must remind Aimwell to stick to business, to look for

[

a wealthy woman and persuade her to marry. When Aimwell waivers

through pity for Dorinda, Archer ruthlessly urges him on.
Perhaps the only emotion which can overcome Archer's

practical desire for money 1s that which generated it: pride.

At one point in their dalliance, Cherry, the innkeever's daugh-

ter, reveals that she has two thousand pounds of which Archer



will be the master if he marries her. How, this much money
is certainly a temptation to him: his scheme with Aimwell is
gexpected to provide hiw with five thousand pounds. With~the
shame of marrying an. innkeeper's daughter, and his calcula-
tion that although the fortune may be spent in a year or two,
the wife may live on long after that time, Archer balks at
the alliance. Archer seesg the ironic humour in the situation:

s o othere my Pride brings me off..

For whatsoe'er the Sages charge on Pride

The Angels fall., and twenty Faults bheside,

On Farth T'am sure, ‘mong us of mortal Calling,

Pride saves Man oft, and Woman too from falling.(II, 143)

Although both Archer and Aimwell ﬁave a strong sense of pride,
as evidenced by their departure from London, Archer is mare
driven by it. Near the very end of the play, Archer's pride
again rises. He has received the news that Sir Charles Free-—
man has arrived on the scene, while Aimwell has seemingly
failed to gain Dorinda's hand and fortune for them. Archer
berates Aimwell unsympathetically, and when Aimwell begs
Archer to stay until he can understand Dorinda's mysterious
departure, Archer cries:
Stay! what to be despistd, expos'd, and laugh'd at--
No, I wou'd sooncr change Conditions with the worst
of the Rogues we Jjust now bound, than bear one scorn-
ful Smile from the proud Knight that once I treated

as my equal.(II, 186)

Even though it is Admwell who has the amorou

%]

nature,
it is through Archer that most of the amorous scenes take
place. In his encounters with Cherry and Mrs. Sullen, Archer

proves himself to be a true rake as well as demonsirating
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his abilities in the art of love-making. Just as in other
Farguhar plays, it is the mést caréless beau who can make love
in a witty and smusing way. The true lover's thoughts jus-~
tifiably come from his heart, while the beau's thoughts coue
strietly from the headN While Aimwell speaks of his love

in the language of pompous love poetry, Archer®s conversation
is full of witty verses, songs, and "bon mots'. Archer equals

that perfect beau, Sir Harry Wildair of The Constant Couple

in hié wit, and outdoes him in his lovemaking. The love dal-
liance ‘which dominates this play is presented principally
through Archer, as he romances Cherry and Mrs. Sullen, and
even. Dorinda on Aimwell's behalf.

Like a true rake, Archer pursues Chefry as soon as
he sees her énd like a true beau, makes love in a series of
clever phrases which culminate in the fast-paced "Love'ls
Catechism'". At the mere mention of Mrs. Sullen, Archer de-
clares: "I'm in love with her already.h(II, 146) When they
finall& meet, Archer is immediately attracted, and parodying
Aimwell's comments on. Dorinda in scene ii of the same Act,.
says: "Corn, Wine, and Oil, indeed--But, I think, the Wife
has the greatest plenty of Flesh and Blood; she should be my
Choice".(II, 152) Archer always makes love with the greatest
impudence and wit, while Faréuhar provides him with female
"opponents" who are equal to his witty onslaught. " In the
scene in which Archer hides in the spirited Mrs. Sulleﬁ's

closet, he is at his most rakish. As with other Farquhar

£



rake-heroes in the same situation, he banters with a mixture
of brashness, admiration, and bluff. His language compares

favourably with that of The Constant Couple's Sir Harry Wildalr.

Archer is using all the skills he can muster, knowing Mrs.
Sullen to be a formidable opponent. The whole battle of wits

is very amusing. During his attempted seduction of her,
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Sullen insists on his departure, but when the break-in
is reported and she entreats his protection, Archer laughs:
Ha, ha, ha, now comes my turn to be ravish'd.--=You
see now, Madawm, you must use Men one way or other;
but take this by the way, good Madam, that none but
a Fool will give you the bvenefit of nhis Courage, un-
less you'll take his Love along with 1t,(II, 180)
However he honourably adds: '"Madam, be assur'd I will protect
you, or lose my Life."(II, 180) Archer is nonourable, but
a rake To the last, He continues in the sane vein immediately
after he and Aimwell subdue the robbers. He jumps at Lady
Hountifult's sugpgestion that Mrs. Sullen show him to a bed

and @ntinues the seduction where he left off, despite his

wounde. With a rakel!s logic Archer rallies the still-resisting

r—u
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rs. Sullen

»e

Arch. Come, Madam, why don't you obey your Mother!
commands?
Mro. 3Sull. How can you, after what is past, have the
Confidence to ask ne?
"Arch. And 1f you zo to that, how can you after what
is rast, have the Confidence to deny me?--
Was not this Plood shed in your Defence, and
my Life expostd for your Protection?--Lookt've,
Madan, I'm none of your Romantick Fools, that
fight Gyantz aad flonsters for nothing; =y Valour

is dowvaright Swise; I'a a Soldicer of Fortune

3
ir Tull FNS o iy e ) - als
ree sull. 'Tis ungenerous in you, 5ir, to upcraid
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me with your Services.

Arch. 'Tis ungenerous in you, Madam, not to reward
e,

Mrs. Sull. How! at the Bxpence of my Honour.

Arch. Honour! can Honour consist with Iangratitude?
if you wou'd deal like a Woman of Honour, do
like a Man of Honour, dPye think I wou'd deny
you in such a Case?(Il, 183-184)

Dazzled by his wit and spirit, Mrs. Sullen declares: "The

Devilts in th

it

Fellow

3
b
e
n

1e fights, loves, and banters, all

!

s
in a Breath."(II, 182)

This amorous side of Archer helps. fto soften his per-
sonality and balance the coldness of his nature. The tenor
of the dalliance is ligh£=hearted because both women are well
in control of themselves, and neither is an innocent who is
in danger of being led astray. Archer's warm-blooded attrac-

ssing in his

fte

tion to women gives him the humanity which is m
pragmatic self-contrcl.

Archer remains true to his nature through to the very
end of the play. Farquhar holds no surprises for his audisnce

1

in Archer's time on stage, as he did with so wmany other o

©
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his rake~heroes.. In the end, the good fortune of gaining

a title falls to Aimwell, but Archer gains a fortune, too,
and this without the cacumberance of a wife. Archer loses
his typical composurc only for a morment at the overwhelming
turn of events: "My Lord,AI wish you Joy. My Lady I wish

i)

Freeman, you're the honestest Fellow

you Joy.--1 Gad, Sir
living.--5%death, I'm grown strange airy upon this matter

-~y Lord, how dfye?"(II, 187) In the next moment Archer
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comes to himself, pragmatically reminding Aimwell of the money
he owes him and roguishly lamenting the loss of his wénch
Cherry. A rake to the end, Archer shows no sign of reform-
ing, but is allowed to remaln the pleasant rogue he is through-
out the play. Since his personality is shown to he basically
honourable, and tecause the women with whom he dallied were
equal to his skillful lovenmaking, there seems no necessity

for a reform. Unlike The Constant Couvle, the seduction of

women-is not vortrayed as a cruel and unfair game which men
play, but rather a delightful diversion, thoroughly enjoyed
by participants of both sexes. The unabashed seducer is here
allowed to "go free', though Farquhar prudently causes the
true lover.to end with the greatest reward.

From the women's section of the Dramatis Personae,
Farquhar provides his audience with two alttractive characters,

Mrs. Sullen and Dorinda. The audience may recognize some of

the traites of The Recruiting Officerts Silvia in the natural

and country-bred Dorinda. In pleasant contrast to Dorinda
is Mre. Sullen, a character whose personality owes much to

The Consgtant Couvle's Lady Lurewell and to The Recruiting

Officer's artificial Melinda. Uith these two leading ladies
Farquhar examines the attitudes and reactions of the sophls-
ticated, world-wisce, city-bred womaa as well as the youthful,
naive, country-bred woman, Other Farquhar nlays contain the
duo of the-daring coquette and the chaste-minded maid and

agaln Farquhar bows to the moral sensibilities of the world,
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endeavoring to soften the vprotrait of the coquette by showing
that behind her showy exterior lies a truly virtuous heart.

In this play, however, he has better luck in making both ladies
believable and interesting, by giving his coquette much to

be melancholy about, and his pure-minded virgin the personality
more of a real woman, and a few degrees less thanm that of an
angel.

Mrse.Sullen.is a sophisticated woman of the town,
and a complete devotee of London life. As any fashionable
lady, the only country life which she can appreciate is that
which exists in the pastoral 1ove4poetry of billetms=~doux.

She also, somewhat fashionably, hates her husband, a man who
is exposed early in the play as a sullen brute. Mrs. Sullen
has a rakish wit, but Farquhar soon establishes that the lady
is basically tender-hearted, and that much of her coquettish
talk and mad behaviour is brought on by the unhappiness of
her marriage. ©She speaks wittily, though feelingly, of the
misery of her marriage. and this, in addition to Farquhar's
portrayal of Sullen as a couplete boor, sways the audience's
sympathy in the favpur of the lady.

Mree. Sullen's problem with her husband is particularly
important in the shaping of her personality. Hot only does
she despise her husband's stupid, koorish ways, and crude
means of diversion, but there is a natural antipathy between
them which is especially unpleasant for her. He cares nothing

for making himself agreeable to her in any Way, vet by his

v
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constancy to_the marriage bed, avolds any grounds on which
she could be separated fromrhim.. Although he dislikes her
as thoroughly as she him, because of his superior position.
in marriage, his desire to keep the . dowry which the marriage
“brought, and because of his natural torpor, he will not
“move towards a_sensible agreement of separation. She is doomed
to a marriage so graphically described by both as: Y. . .two
Qarcasses:join!d unnaturally together. . «Or rather a living
Soﬁl éoﬁpled f& a deéd Body."(II, 156) The unhappiness of
this fate is underscored by Sullen's knowledge that the wmar-
riage is unnatural. While he continues to aver the validity
,Of their marriage, he describes it with Milton's very images

from the Divorce Tracts.

This sombre chord in the life of his otherwise gay

coquette is an especially interesting addition. Like‘Lady

Lurewell of The Comnstant Couple, the troubles of Mrs. Sullen's
life give her personality mofé fécets and this makes her more
believable and provocative, Like Lady Lurewell, she has a
"cause® that molds her 1ife beyond her control. For Lady |
Lurewell, the "cause" is the cruelty of sedﬁcing man; for

Mrs. Sullen, it is the misery of an unhappy marriage and

the unfairness of divorce laws.. Mrs.. Sullen's rhetoric goes
beyond Lurewell's impassioned statements in having the advan-
tage of John Milton's thoughts and images put in her mouth

by Farquhar, Milton's eloquence lends special grace bvoth

to the character and the play. The play benefits by the addition.
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of sensible and topical arguments, and the character of HMrs.
Sullen gains in stature with this bit of Milton's scholarly
effort ovroceeding from her. She and her brother; Sir Charles
Freeman, show their intellectual distance from Sullen when

they parrot the ideas brought forth in Milton's Doctrine and

Discinline of Divorga.

For Mrs. Sullen, whose gay and spirited personality
is particularly unsuited for such a marriage, her husband's
cruelﬁy is iunsupoortable. Though, as Sullen asserts, and
she admits, he never '"meddles with her'", by his constancy
to the legal demands of marriasge, while disregarding his
duties as an affectionate, sensible, and courteous husband,
Sullen drives his wife 1nto a corner. She is as witty and
sharp-tongued as any lady Farquhar created, yet, because
S5ullen®s heart is immovable, Mrs. Sullen is powerless against
him. Though she can prick and sting him with caustic remarks,
she has no rcal power over him because she cannot make him
admire her, much less make him love her. This almost breaks
her coquette's heart. In vain she dreams of gaining power
over nlm, by hurrying hin off to London where she imagines
ne will learn by example. Admitting defealt, she wishes for
one snmall kindness that could mollify her; an outward aopearance
of civility for the sake of her pride: "But I coutd be con-
tented, with a great many other Wives, to humour the censorious

x 1

tfob, and give the World an Appearance of living well with my

r

indness

fa

dusband, cou’'d I bring him but to dissemble a little



to keep me in Countenance.'"(II, 137) Sullen will not oblige
her even in this.

With her abortive attempt to make Sullen Jealous of
a rival, Count Bellair, Mrs. Sullen shows her desperation to
extort some.reaction from her husband, elther of love or fury.
This scene, in which she plots to make Sullen privy to Bellair's
love-making, shows some of the conflict within Mrs. Sullen's
personality and illustrates Sullenfs complete disregard for -
her. While she pretends to entertain her lover's requests
for the sake of her eavesdropving husbhand, her neglected heart
varms to the flattery with which Bellair plies her. HMrs.
Sullen's words show her conflicting feelings as she stalls
her lover for her husband's entrance: "Stand off--Sure he
hears me not--iAnd I coud almost wish he--did not.-~The Fellow
makes love very prettily. [Asideej"(II, 157) When her hus-
band discovers them, Mrs. Sullen produces a pistol which,
she declares, she brought to control her husband's anger, or
contain her lover's lust. As he turns to her in anger and
disgust, Sullen shows the shallowvmess of his feeling for
her, and Mrs. Sullen answers in lkind:

Sull. Look'e, Madam, dontt think that =y Anger pro-
ceeds from any Concern I have for your Honour,
but for my own, and if you can contrive aany
vay of being a Whore without making me a Cuckold,
do it and welcome.

Mrz. Sull. Sir, I thank you kindly, you wou'd allow

me the Sin but rob me of the Ploasure--
o, no, I'm recolv'd never to venturs upon
the Crime without the Satisfaction of
seeing you punishtd for't.(II, 153)
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Despite the coolness of her answer, Mrs. Sullen's real inten-
tions are reﬁealed when Sullen leaves, and Count Bellair
continues where he left off. Mrs. Sullen rebukes his advances
immediately, proving that her honour and virtue are indeed
precious to her. Although she speaks boldly to her husband,
and is tempted momentarily‘by Count Bellalr's pleas, she
resists him with ease, even vroviding herself with a pistol
in case his attempt should become violent, and she coldly
dismisses Bellair when she finds that the plan has failed.
This virtuousness oun Mrs, Sulleh’s part makes her husﬁand‘s
cruelty seem even more unfair, and proves the lady'ls worth

in spite of her wagglsh way of spesgking.
X 2) J I

]

n the midst of these unhabpy scenes, Farquhar main=-

tains dMr

)]

. Sullents delightful personality with her wit and
wry sense of humour. Her coquettish nature always shines
through her adversity, brightening the story, either with the
diversion of Dorinda's love affair or those of her own.
Perhaps more than any of Farquhar's cogquettes, Mrs. Sullen
speaks like a rake. Her attraction to Archer is_undisguised,
and her allusions to him with Dorinda are often bold. She
makes risqué suggestions to Dorinda and Aimwell on their
romance and Speéks with surprising candor both in asides to
the audience and to Archer's face. It is perfectly clecar

to the audience that Mrs. Sullen would like nothing Letter
than to engage in an amoﬁr with Archer, The audicnce can

see that her attraction to Archer iz not inspired by a plot

Z
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to bring her husband to his senses as with Count Bellair;
rather it is-her heart that urges her to indiscretion. A
liaison is obviously foremost in Archer's mind too, yet she
determines to resist the temptation. She explains this con=
tradiction to Dorinda in much the same terms as did Captalin

Plume of The Recruiting Officer-~she is not what she seems:

You nmistake me, Sister--~It happens with us, as among
the ien, the greatest Talkers are the greatest Cowards;
and theretls a Reason for it; those Spirits evaporate
in prattle, which might do more Mischief if they
took another Course.(II, 170)
Mrs. Sullen's actions back her up in this declaration; Farqu?
har provides more than ample reasons to succumb to tempﬁation,
and many oppcrtunities, but Mrs. Sullen nmanages to resist
all., In her encounters with Archer, the audience witnesses
the wavering of her resolve, and she, too, is quite aware of
the weakness of her self-control. The scenes beitween them
are like battles, with her impulses vacillating between Archert's
tempting proposals and her own deep~seated moral standards.
Farquhar may feel that, In some way, Mrs. Sullen's knowledge
of her own frailty helps to keep her from danger. When Dorinda
expresses the fear that she will prove an accomplice to HMrs.
Sullents adultery with Archer, Mrs. Sullen tries to reassure
her:

« o «Tho' to confess the Truth, I do love that Fellow;
Aind if T met him drest as he shou'd be, and I undrest
as I shou’d be--Look'ye, Sister, I have no super-
natural Gifts; I can't swear I cou'd resist the Yemp-
tation,-~tho' I can safely promise to avoid it; and
that's as nuch as the best of us can do.(II, 170)



Mrs, Sullen's pragmatism on the subject of seduction
is particularly refreshing. It also serves to distinguish
between her real and feigned feelings to the audience. The
nighttime seduction scene between Mrs. Sullen and Archer is
much like other seduction scenes in PFarquhar®s plays with the
exception that the lady's inner feelings are revealed as well
as those of the man. W¥ith the aid of a monologue spoken. just
as Archer enters her bedchamber, in which she entertains
herseif with the image of Archer there in her room, and in
an aside to the audience during the seduction, Farquhar re-
veals some of the hidden sentiments beneath the front of self-

righteous chastity which s0 many of his fewmale characters

{1

are wont to declare. Though she resists him easily enough

at first, she is confronted with her weakness when he falls
to his knees vefore him, begging her acquiescence:

How, now, I'm ruin*d if he kneels! [§§;g§ rise thou
prostrate Ingineer, not all thy undermining Skill
shall reach my Heart--Rise, and know, I am a Yoman.
without my Sex, I can love to all the Tenderness of
Wishes, Sighs and Tears--But go no farther--~Still

to convince you that I'm more than Woman, I can speak
ny Frallty, confess my VWeakness even for you—--But--

1

(II, 178)

This speech is reminiscent of Lucinda's speech to Roebuck

in Love and a Bottle, in which she repells his bold seduction.

]
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veyond her statements to her would~be seducer, to
her real emotions. Part of her defence in bluff, and part

of it is real reluctance to compromise her honenty.

g
/
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In the end, Mrs. Sullen'‘s chastlity, wit, good-humour,
and sense have been so completely put to the test that she
emerges as one of the most amusing and admirable of Farguhar's
leading ladies. In her, Farquhar combines the brilliance
and dash of the coquetie with thoughtfulness born of unhappiness,.
and proven virtue. The many sides of her personality which
Farquhar takes time to expose make Mrs. Sullen a character
who 1g especially believable.

In contrast to this worldly coquette, Fardquhar created
Dorinda, a young and sinmple virgin. Though she lacks the
yit and vivacity which Farguhar®s most unforgettable female
characters possess, Dorinda's personality contalns special
features which show Farquharts effort to make her appeal
to the asudisnce. Like other chaste-minded maidens in previous
plays, Dorinda seems somewhalt bland in comparison to a coquette,
in this case Mrs. Sullen, but she has qualities which show
more individualism than some of her predecessors.

Dorinda resembles Angelica of The Constant Couvle

in being prudish in matters concerning chastity but quick
to fall in love. However, she is more sprightly than Angelica,

]

and there is some of The Recrulting Officerts Silvia in

Dorinda'ts ccuntry up~bringing and natural frankness. Dorinda
is not 5o rough as the mannish Silvia, and she is presented
as a very soft-hearted and innocent young woman. Through

the course of the »lay Dorinda's character develops in a way

that Farquhar's other chaste maidens do not. The audience



is witness to the blossoming of her personality through the
introduction of love into her life.

Dorinda is first presented as a young woman for whom
life has not really begun. She is subjected to the dreary
fights between her half~brother and his wife, and as the friend
and confidante of her sister-in-law, she must listen. to Mrs.
Sullen rail against the barbarity of the institution of marriage.
The whole experience, she exclaims, ". . .glves me such an
Impression of Matrimony, that I shall be apt to condemn my
Person to a long Vacation all its Life.M(II, 13L4)

Although she is considerably more c¢lvilized than her
brother, Dorinda does not despise the ways of country l1life
as does HMrs. Sullen. She shows her homespun conservatism
in Jooking uéfavourably upon her sisterts free-thinking.
Dorinda's conversation is,; in the main, sensible and more
serious than that of her waggish sister-in-~law. She consis-
tantly views Mrs. Sullenfs plotting as reckless and Mrs.
Sullen laughingly calls her a "dear censorious Counbry-Girl.h
(IT, 169) Dorinda expresses her wonderment at Mrs. Sullenfs
attraction to the foppish Count Bellair, a man whom, she says,
she cannot like. HMrs. Sullen cxplains to her ianexperienced
protégée in a clear-sighted remark: '"You like nothing, your
time is not come; Love and Death have their Fatalities, and
strike home one time or other:~-You'!'ll pay for 2ll one Day,

I warrent *ye,"(II, 137)

Zler time comes soon after, to the delight of Mre.



Sullen, and Dorinda falls in love at first sight with the
mysterious Aimwell. For all her irexperience, Dorinda soon
shows herself equal to the challenge of love. At Mrs. Sullen's
urging, she throws herself into the affair, describing her
loverts appearance in true romantic style, and scheming with
new-found cunning to discover her lover's identity. Upon gain-
ing the information that the mysterious gentlemen is the

Lord Aimwell, Mrs. Sullen cautions that he is said to be rich
but véry close. Dorinda answers, showing confidence in her
ability to begnile: "No matter for that; 1if I can. creep into
his Heart, I'11l open his Breast, I warrent himn".(II, 152)

A statement like this clearly shows Dorinda's new spirit.

After her first conversation with Aimwell, Dorinda surprises

Mrse Sullen with the unexpected sound of exverience in her

Mr=s. Sull. How a little Love and good Company improves
a Woman; why, Child, you begin to live
~-you never spoke before.

Dor. Because I was never spoke to.-~My Lord has told
me that I have more Wit and Beauty than any of
my Sex; and truly I begin to think the Man is
sincere.(II, 1£9)

Dorinda bvegins to show coquettish pride, an emotion of which
Mrs. Sullen heartily approves. Thrilled with Ainmwell®s pro-
posal of marriage, Dorinda reasons that 4if she snould not
accept his tempting proposal, che could, like her sister,
end up with a country tooby for a husband. Unawarce of the

nlot of fortune-hunting againct her, and ignorant of the true

Dorinda glories in the thou
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of the elevated status she would enjoy:

If I marry my Lord Aimwell, there will be Title,
Place, and Precedence, the Park, the Play, and the
drawing-Room, Splendor,; Equipage, Nolse and Flan-
beaux-~Hey, my Lady Aimwell's Servants there-~~Lights,
Lights to the Stairs--My Lady Aimwell's Coach put.
forvard--Stand by, make room for her Ladyship--Are
not these things moving?(II, 170)

Although she continues prudishly to oppose Mrs. Sullents
amours,; ner own love affair brings out the coquettishness in.
this young virgin. Her inexperience in such matters still
nanifests itself in moments of insecurity when she iz to
confront her lover, and in her eagerness to oursue the love
affair. During the last act she readily assents to marriage,
vi11fully casting caution away. Happily for her, simple thought-
fulness controls her enough to give her pause on the score
of her vrother's most unhappy marriage. Dorinda disarms
Aimwell with her humble suggestion that he should consider
the possibility that she may have faults that are hidden
by her demeanour:

Dor. Pray, my Lord, consider a little--

Alm, Consider! Do you doubt my Honour or my Love?

Dor. Neither: I do telieve you equally Just as Brave.
~=-And were your whole Sex drawn out for me to
chuse, I shou'd not cast a look upon the Mul-
titude if you were absent.--But nmy Lord, I'm
a Woman; Colours, Concealments may hide a thousand

Faultzs in me;-~Therefore know me better first;

I hardly dare affirm T know my self in any thing
except my Love.(II, 1284-135)

.

Then Almwell reveals his true identity, Dorinda is impressed

3 1

#ith Lis honesty, and declares herself nroud that Aimwell

lacks title and wealth, as it will ;ive her an ownportunity
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to prove that her love is not mercenary.

The scene is perhaps overly sentimental, but the actions
of both Aimwell and Dorinda come as no surprise, and so they
made sense within the framework of the play. Both characters
show the best of their natures: Dorinda, her simple honesty
and unswerving love, and Almwell, his tender-hearted truthe-
fulnesa and his love for her. Thus the audience sees Dorinda's
progress from a thoughtful and untried young maiden, to a
young woman intoxicated with love, trying out her coquettels
wings, and then to a happy combination of the two. She emerges
as a woman eager to prove her love, whose unselfish concern

1

is the welfare of her lover. In filling the vart of the
- chaste maiden, so commoa to Farquhar's plays,Dorinda‘'s per-
sonality is lovely enough to please the audience, and virtuous

enough to gain its approval.

Fach of these characters in The Beaux Stratagem is a

success., All of them radiate wit and life. They have nobility
in their personalities asc well as a certain amount of ralkish-
ness and none of them show a lack of attention on Farquhar's
part. The characters are tender-hearted without being foolish,
chaste but not stiff, raokish without being immoral, and gay

but not empty-headed. These are the qualities which helped

to make his plgy one of the most popular of his day and would
ghow the wepginning of the vroaicing talent of a master which

death left unfulfillied,.



CHAPTER VI

CONCLUSTON

Farquhar has not been so kindly dealt with since

the days of The Recruiting Officer and The Beaux Stratagem.
Critics have devoted their attention to Wycherley and Con-
greve, and Farquhar is left to vie with the bulk of the other
sevenfeénth century dramatists for'last place in the Critics'
consideration. Generally, after a cursory eramination,
Farquhar is measured by Wycherley aand Congreve, is found
wanting, and is laid to rest alongside people like Rehn,
Shadweii, Crowne, and Cihber, with Pope's epitaph: "Fhat
vert low Diaiogue has Farqu'ar writ!t®

.Actually there are definite connections between Far-
guhar and the glants of Restoration drama. Farquhar is pro-
bably more like them than any other writer of his time. |
His beloved rake~heroes, central to his drama, certainly
have their predessesors in the rakish gentlemen of Congreve

and Etherege. Farquhar's emphacis on witty dialog and sparkling

characters, particularly in The Constant Courle and The

Beaux Stratagem, shows his leanings toward the manners school

and Congreve, Like Wycherley, Farquhar successfully uses
social criticism in his plays. He mocks courtly love in

Love and a Bottle and The Constant Couple, satirizes lawyers
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in The Twin-Rivals, exposes the military in The Recruiting

Officer, and attacks divorce laws in The Béaux Sﬁrétagém.

What is, of course, s0 dﬂfzerent from. Wycnerley is
the 11ght-neartedness of Farquhar's plays, as well as the

control that morality exerts. His satire is never biting

like Wycherley's and Farquhar uses it oﬁly to amuse, never
to alienate. Both this and Farquhar's obedience to morality A |
are certalnly a refleotlon of the time when Farquhar was

wrltlng& Thls leads to the main difflculty under which Far-

guhar labors, his assoc1atlon.W1th "sentimental” comedy.

As described in Rohert Hume's helpful book The Development

of English Drama in the Late Seventeenth Century(1976),

playwrighﬁs-who did not keep an eye towards morality in Far-
quharts day had their plays damned even though old and liber-

tine standbys like The London Cuckolds continued to please.

Since many of the plays written in the 1690s are vapid, the
critiéal inference is that the art of comedy has heen emas-
cuiated with the expression of morality. There are problems

with this, however. The licence of the days of Mr. Limberham

and The Country Wife produced what some would call vicious-

ness in plot and characterization., Although critically ac-
claimed work was produced in these early days, not all would
agree thot the immorality of the characters is what made the
plays excellent. 1Indeed, the darling of the critics, Congreve's

The Way of the World, was written in 1700 in the same moral




atmosphere with which Farquhar had to contend. Even though
this work shows the influence of morality, it is no less
good. for all that. From thls one can see that art does not
necesgsarily lose power when it contalns a moral element; it
_is when it moralizes that comedy becomes shallow. Both
Fgrqghar and Congreve survived this time when others wrote
badly because their morality never vecame preaching and their
work was sound.

| In fact, the morality of tﬁe time wase in some ways
an asset to Parquhar, particularly in his characterization.
The demands of the day were such that Farquhar was obliged
to keep smutiiness to a minimum, but he used this to make
his characters more cdherent, Farquhar's pleasant endings
seen appropriate to the pleasant characters who dominate
his plays.’ He has his greatest success at characterization
when he makes hisArakes and flirts good-hearted pveople hecause
he intends thét they he rewarded with happiness in the erd,
Farquhér is not always able to make the characters fit the

endings. Love and a Bottle suffers a weak conclusion because

the debauching Roebuck must be reformed before the curtains
fall. His sudden transformation when he consumnates his
marriage is unconvincing and leaves the audience with the
feeling that Farquhar was trying to squeeze too much out of
the leading character. Roevuck should either be a whore-

monger of the Horner mold throughout the drama, or a man

123
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with the ability to love faithfully throughout, but he should

not suddenly change from one to the other. The same problen

is noticeable in The Twin-=-Rivalg! Richmofe, whose sudden
reformation from a blackguard to a dutiful husband was too
mgch even for Farquhar to maintain.(see Preface to The fwin—
-Rivalss I, 287)

Farquhar is a£ his best though;ﬁhén he is able tao make
his.aharacters behave in a consistent fashion.. Gay Sir Harry

'Wildéir»df The CohétéatVCounle is a gbod example of Farquhar's

ability,to combine rakiéhﬁeSS'and good humour in a character..
When Sir Harry marries, he does so with the same carefree

air that he has possessed throughout the play. The happy
moral eﬁding does not seem out of tune with the resf of the

action., "The same can be said of the character of Aimwell

in The Beaux Stratagem, whose sympathetic and loving nature
is mentioned throughout the play. Although both Wildair and
Aimwell claim to have been "reformed" at the eﬁd, the characters
do not really behave in any way unsultable to the personal-
ities with which Farquhar has portrayed them. In this way
the moral demands of the time comnliment the requirements
for consistent characterization. The happy ending is more
suited to the story whose characters are good people.

In contrast, writers-in the earlier days of the Restor-
ation had far less moral constraints to deal with, Many

wrote brilliantly cynical comedy which contained no reformation;

£



125

indeed reformation at the end of such plays would have been
out of place. Reformation of rakish characters was not simply
the concern of "sentimental® writegs, however. This was a
device used by the early Restoration writers as well, many
of Whom chose to add a chaste conclusioﬁ to a t&picallj lively

storyv. Etherege's The Man of Mode is an example of a play

with a bawdy, sometimes vicioué,body, and a rqmantic, happy
ending. Many would.ﬂonsider this-excellent_play'flawed by
Dorimént's unconvincing submission.ﬁb love after having
jilted,his way through most of the story. The moral ending
is not unwelcome, but 1t is inconsistent with what the audience
has seen of Dorimant's personality. If Ethersge could be in-
provéd ﬁn, it would perhaps be in making Dorimant less vicious
s0 that his iove for the admirable Harriet could seem more
realiétic. o

S0 it seems that the moral demands of the late sixteen-
hundreds were not necessarily incompatible with good comedy..
Bawdy,-"hard” comedy could not flourish during this time
but other types of comedy could be produced, even enhanced
by the demand that nain characters be made more admirable.
In this way, the emphasis in Restoration drama shifted to a
newer and worthwhile typne of comedy which resurfaced in the
excellent writings of Goldswmith and Sheridan. Instead
of being thought of as a writer who failed to create plays

like those.of Wycherley and Congreve, and a representative
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of the decayed. sentimentality which had taken over the play-

houses, Farqﬁhar should be viewed individually as a spirited
playwrigsht who was abie to combine both innovations and
time~worn favouritesx and honoured as a writer who bridges
the differences between the writers Qf the seventeenth aﬁd

the eighteenth centuries..
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