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ABSTRACT

Mrs. Cowley's plays have not previously been the
subject of separate critical study, and this thesis is
therefore mainly concerned with the establishment of some
preliminary critical co-ordinates. With the exception of

The Belle's Stratagem, none of the plays discussed has

received more than incidental comment; two of them are still
unpublished.

The Introduction supplies a brief chronological
outline of her dreamatic career, giving essential information
on each of her »lays. In the four chanters which follow, a
topical apnproach is taken, each chapter being concerned
Wwith a leading critical thewme:

II. Taeste. Individval characters isolated by some excess or
eccentricity of "taste" are considered, and the term "taste®
is discussed. The roles played by the comedian John Edwin

are selected for separate treatment.

III. Marriage. ihis chapter discusses lirs. Cowley's idesl

of marriazage as 1t 1s presented in her comedies. Recurrent
character patterns, and the roles played by Lewls and HMiss
Younge, are also consildered.

IV. Society. ilrs. Cowley's satirical treatment of the follles
of fashicnable society 1s seen to be modified by her belief

in the possible rational enjoyment of society, and in the
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value of the traditional English virtues.

V. Patriotism. Mrs. Cowley's view of the corrupting infl-
uence of foreign manners on English sociebty, together with
the more positive side of her patriotism, are exauwlned as
the basis of her ideal of Znglishness. This ideal 1s seen

a

as the concepntual centre of her comedies.
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PREFACE

There are no modern editions of lrs. Cowley's plays.
To have attempted a thorough textual study was no part of the
plan of this thesis, and wculd have been beyond its scope,
but many instances have been discussed of differences between
editions (or rather versions) that are of considerable crit-
ical interest.

Three wmaln classes of textual evidence have been
used:
I. Larpent MSS. Manuscripts of all pleys to be performed
Wwere submittedvto John Larpent, the Examiner of Plays in
the Lord Chamberlain's office. These are now (since 1917)
in the Henry E. Huntington Library. Photocoples of five MSS
of Mrs. Cowley's coﬁedies were obtained, including her two
unpublished plays.
II. Early printed editions. In general, these seem to derive
from prompt copy; a detalled study would be needed to confirm
this, and to resolve the exact status of the Dublin editions.
ITI. Mrs. Cowley's Works, 1813. This posthumous collected
edition claims to be based on her »napers, and there is indeed
much evidence of revision of a literary rather than theatrical
kind.
his information is summarized here for convenience.
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It was obviously not possible to use all the kinds of evid-
ence for each play; a list of editions consulted will be
found in the Bibliography. Some of the above statements are
amplified in the chapters which follow, but all must be
regarded ss provisional, and subject to revision in the
light of further study. ‘

Because of the multiplicity of texts, and the
variation in scene numbering, references are given to the

psge of the relevant edition or manuscript (The pagination

of the Larpent World as it Goes, which is irregular, has

—— ——

been normalized). To avoid large numbers of short foot-notes,
such references are incorporated into the text, in the foru,
(1782 ed., p. 236). The title is given only if this is not

clear from the context. The same system has been adopted for

the frequently cited London Stage, 1660-1800, and Genest's

Some Account of bthe Zneglish Stage; volume and page numbers

are lncorporated into the text. Full details of these works

wm

Will be found in the bibliography.

It is a pleasure to thank Professor R. ZT. Morton
for his stimulating supervision, and Professor A. D. Hammond
for his good offices at the Huntington Library and the

British Mussunm.
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INTR0OLDUCTION

In the year 1776, some years after her Marriage, a
sense of menbtal power for dramatic writing suddenly struck
her whilst sitting with her Husbzand at the Theatre.-- So
delighted with this? said she to him-- why I could write as
well myself! His laugh, without notice, was answered in the
course of the following morning by sketching the first act
of THZ AUNAWAY, and, though she had never before written a
literary line, the Play was finished with the utmost cele-
rity. Hany will recollect the extraordinary success with
which it was brought out. It established the Author's Nane
at once, end caused incessant apnlications to her to con-
tinue to write. (Preface to Works, I, viii)

During the next twenty yesrs, Nrs. Couwley (1743~
1809) wrote another twelve plays, so successful were these
"incessant applications™. But these thirteen dramas are not
remarkable for any striking sense of develovnment in elther
intention or execntion. I'his comment by Genest seewms just:
"Mrs. Cowley afterwards wrote other nlays that were more

successful / than The Runaway _/ . . . but she perhaos never

wrote a better” (V, 490). With t:e obvious exceptions of her
two tragedies, all her plays refledt the social world of
contemporery fashlonable, upner-class England, and whether
set in Portugal, Turkey, or London, can without distortion
be treated as a unit. In the four chapters which follow,

therefore, each of which treatz 07 a selected theme in her

)

Jo

plays, no parbticular regard in v»aid to chronology. Iustesad,



an attempt is made to reconstruct the literary myth that
informs the soclal pattern of her comedies. 3ut since these
plays may need some introduction, a brief chronological
summary of her dramatic career is given here, to provide a
context for the discussion of leading themes, end to avold

the revetition of essential material.

The Runaway, Mrs. Cowley's first vlay, was produced

at Drury Lane on 15 February 1776 (London Stage, Pt. 4, III,

1952). It can hardly have been written the same year; the
account quoted above must err in this respect. The »lay's
success was probably helped by the interest which Garrick
took in it; in Mrs. Cowley's words, he "nourish'd”,
"improv'd" and "embellish'd"™ it (Dedication, "To David Garr-
ick", 1776 ed.). Beyond the epilogue, which is ascribed to
him in the ovrinted text, his share cannot now be known; but
his patronage was at least a lucky chance for an aspiring
author.

Who's the Dune? was brought out, also at Drury Lane,

on 10 April 1779 (London 3tace, Pt. 5, I, 246). Mrs. Cowley's

only afterpiece, it seews to derive from the sub-plot of

Mrs., Centlivre's The Stolen Heiress (1703). The character of

0ld Doiley, however, is largely hers, and Genest comments
that she "has greatly improved what she has borrowed-- such

sort of plaglariswms, from old plays hardly known and never

noaoin o
agairn, &a
Z

likely to b

acted
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able than otherwise® (VI, 83). It was frequently performed
at least until the end of the century; in the perilod cov-

ered by The London Stage, it was most often performed of

all Mrs. Cowley's plays, being given 126 times (Pt. 5, I,

clxxii).

Y

The tragedy of Albkina, Cointess Raimond must have

been written soon after The Runaway if it was "placed in

GARRICK'S hands in 1776" (Works, I, 144). He cannot have
liked it as well as the earlier play, for it was not brought
out until after his death, at the Haywmarket, on 31 July 1779

(London Stagze, Pt. 5, I, 268). "Tragedy", as Mrs. Cowley

admits in the Preface to Albins,"is inconsistent with the
sportive Genius of the Faymarket” (1772 ed., p. viii); bat
Albina had been refused by the managers of Drury Lans and
Covent Garden. In this Preface, HMrs. Cowley lmpugns the
motives for these refusals, and further charges Hannsh ilore
with plagiarising the manuscript of Albina for her Percy

(1778) and The Fatal Falsehood (1779). This accusation led

to an undignified ezchange of public abuse.

If this disagreeable eplsode marked a temporary
reverse in HMrs. Cowley's dramatic fortunes, it was émply
compensated for by the exceptional swvccess of her next play,

The Belle's Stratacem. This was brought out at Covent Garden

on 22 February 1720 (London Starge, Pt. 5, I, 319), and




" marked the beginning of a long and successful association
Wwith that theatre, where all her best plays were performed.
Lewls and Quick, HMiss Younge (later lMrs. Pope) and Nrs.
Mattocks, all created luportant roles in this and later of

Mrs. Cowley's comedies. The Belle's Stratagem is her best-

known play, and, much the most successful of her full-length
plays in her own time, it survived on the stage for over 2
century-- Zllen Terry took the part of Letitia Hardy as late
as 1883.l it had a run of twenty-eight verformances in its
first season, and its success persuaded Harris to pay krs.
Cowley L1000 "to suspend publication'.

For all this, contemporary critical comment 1s often
vnfavourable or pabtronlising. This comment, from the 1782

edition of the Blographia Dramatica, 1s typlcal:

To speak of it as a first-rate performance would be doing
injustice to the plece, as it possesses little originality,
either in plot, charzcter, or situation. It however gives
pleasure in the exhibition, and affords a hove that the
stage may derive considerable support from the future pro-
ductions of this ingenious writer. (II, 31)

Genest considered that "the success which it has met with,
is perhaps greater than it deserved" (VII, 148). Her triumph
as Letitia Hardy, whose behaviour is condemned everywhere

as unnatural, 1s an eloquent tribute to Iliss Younge's power.

An interlude, The School of Elocuence, was performed

1
R. Crompton 3Zhodes, "The Belle's Stratagem”, Rev-
iew of rZnglish Studles, V (1929), 129.




at Drury Lane on 4 April 1780, on Brereton's benefit night

(London 3tage, Pt. 5, I, 328). It was not performed again,

and remains unpublished; a tedious-brief pantomime of nat-
ional stereotypes, it 1s unlikely to add much to Mrs. Cow-
ley's reputation.

The World as it Goes: or, A Party‘gg Montopelier

was performed at Covent Garden on 24 February 1781, but was

damned. A revised version, under the title Second Thoughts

.

Are Best, fared no better on 24 ¥arch (London Stage, Pt. 5,

I, 411, 417). The reasons for this failure are not obvious,
and cannot be lald entirely to the fault of the play itself.
Discontent =zmong the actors following Captain Cowley's

criticism (in the Gaszetteer) of a performance of The Belle's

2
Stratagem may have been a factor. It is an interesting and
characteristic piece, arguably her most "representative”

comedy.

the Man? Brought out at Covent Garden on 9 February 1782, it

had a run of twenty-three performances (London Stage, Pt. 5,

I, 496). The play seems to have made a considerable impress-
ion on the young Jane Austen, who saw a family performance

at Steventon in 1787. In a letter of as late as 1816, she

C. H. Grey, Theatrical Criticism in London to

1795, p».209-11, discusses Captaln Cowley's criticism.
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xalludes in a tone of affectionate mockery to Lady Bell
Bloomer's emotionally charged instruction to Beauchaup to
"tell him what you will" (Letters, p.469).

A Bold Stroke for a Husband wss seen at Covent

Garden on 25 February 1783 (London Stage, Pt. 5, I, 594).

It was Mrs., Cowley's first play to be set abroad-- in Spain.
The antiquated marriage laws of Spain and Portugal offer
Mrs. Cowley some convenience in plotting. Foreign settings
in this and later plays allow her to anatomize more directly
the evils of continental society (in particular, its treat-
ment of women) which are so often alluded to in her "native"
comedies; but in 2ll her comedies, the motives and wmanners

of' her characters remain much the sane.

sore Ways than One was first performed at Covent

Garden on 6 December 1783 (London Stage, Pt. 5, II, €63-4).

The Larpent MS is titled "New Ways to Catch Hearts", but
there are few other changes of significance betwesn it and
the printed text. It 1s one of the ligéiest of FKrs. Cowley's
rlays; it marks the close of a period of intense dramatic
activity, with five full-length plays brought out in three
years. der next three »nlays are decidedly inferior to the
work of this "major vhase”. |

Nearly three years were to elapse before lirs. Cow-

ley's next play, A School for Greybeards, was nerformed at

Drury Lane on 25 November 1786 (London Stage, Pt. 5, II,




" 934). In the Preface to the 1786 edition, Mrs. Cowley, never
lavish with acknowledgements of her literary debts, admits
to having taken the "idea" from "an obsolete comedy". The

play she declines to mention is Mrs. Behn's The Lucky Chance

(1687). Mrs. Cowley's play was nearly damned on account of
"the indecency of some of the expressions“ (1786 ed., p.iii);
these were omitted on the second night, but restored in the
printed text. One of the expressions obilected to was this:
"I confirm half your punishment; and a dark chamber she
shall certainly have" (1786 ed., v.72). This is a facetious
reference to the bridal chamber; but even spoken by the
husband to be, it seems to have been too gross for the del-
lcacy of some. In view of the pnains Mrs. Cowley took to
restore these expressions in the 1786 edition, it is inter-
esting that the one gquoted above is removed from the 1813
edition. Perhaps ¥rs. Cowley had come to agree with her

critics.

The Fate of S»arta: or, The gival Kings, possibly
Mrs. Cowley's weakest play, an inflated tragic showpiece for
Mrs., Siddons, was brought out 2t Drury Lane on 31 January

1788 (London S3Stage, Pt. 5, II, 1032). The subject is the

same as that of Southerne's The Spartan Dame (1719), which,

however, iMrs. Cowley seems not to have 1:sed, Genest makes
merry with some blunders which are: "so egregiously absurd,

that no excuse can be made for Mrs. Cowley on the score of



her being a woman . . . that the very acme of absurdity may
not be wanting, Amphares mentions ‘'night's still "sabbath"'?
(VI, 474-5). But it hardly needs such trifles for Genest to
convince us that "she should not have meddled with tragedy”

(VIiI, 207).

LY

Y

Mrs. Cowley returned to Covent Garden for A Day i

Turkey: or, The Russian Slaves, a "couic overa™ (i.e. com-

edy interspersed with songs) that was performed on 3 Decem-

ber 1791 (London Stage, Pt. 5, II, 1409). With a topical

setting in the war between Iurkey and Russia, and its all-
usions to the French Revolution, it is HMrs. Cowley's most
"5olitical™ play (how far this term is aporovriate to the
play is discussed in chanter V).

After this succession of indifferent pieces, it is

a pleasure to turn to rThe Town befors you, her last play,

brought out at Covent Garden on 6 December 1794 (London

17N 0
y L (VT

(€2

tag

[}

, Pt. 5, III }. In the Larpent K¥S, the title of

the play is "The Iown as it Is", and there are great diff-
erences between this manuscript and the printed text. These
changes did not originate with Mrs. Cowley; in the Preface
to the 1795 edition, she anatomises the Taste of the town
to please which they were introduced:

A popular Plece, where a great Actor, holding a sword in his
left hand, and making aukward »ushes with it, charms the
audience infinitely wmore than he could do, by all the wit
and observation which the ingenious Author might have given

L 3

it (p' X)



" The revisions to the play are discussed in detail in chapter
II; the Preface is one of Mrs. Cowley's most important crit-
ical statements, espousing the ideal of the stage as "a
school of morality” 3 while admit:ing her failure to live up
to it:

What wmother can now lead her dauéhters to the great
National School, THE TIZATRE, in the confidence of their
receiving either polish or improvement? Should the luckless
Bard stumble on a reflection, or a sentiment, the audience
yawn, and walt for the next tumble from 2 chalr, or a trip-
ping up of the heels, to put them into attention. Surely I
shall be forgiven for satirising myself; I have umade such
things, and I blush to have made then. (p. xi

In the same Preface, Mrs. Cowley concluded: "Frou
a Stage, in such a state, it is time to withdraw" (p. X).
This resolution to abandon a stage whose audience she could
not please whlle nleasing herself, irs. Cowley strictly
adhered to.

But for all her disenchantwment with the theatres,
there 1s some evidence that Mrs. Cowley continued to concern
herself with her plays even after her retirement from active
association with the stage. In 1813, four years after her

death, a collected edition of her works was published; its

Preface claims thas: "All the retouchings to be found

amongst her Papers have been introduced gradually as they

3 The phrase occurs at the end of Hugh Kelly's
False Delicacy (1768), but the idea is a venerable one; see
Dougald iaci’illan, "The Rise of Social Comedy in the Eight-
~1

N T T /1r\40\ o Jo ¥a
eenth Century", Ph gical suarterly, ALI (1962), 330-8.
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have been discovered® (Egggﬁ,'l, xx). There 1is evidence of
gquite extensive revision of a "litersry"” nature, and of a
graver moral tone. This would be consistent with a further
suggestion in the sawme Freface (p. xix) that this revision
came near the end of Mrs. Cowley's life. Some of the other
statements in this Preface, esvecially abéut the theatre

and HMrs. Cowlesy's dramatic reading, cannot be trusted; its
anti-theatrical bias may derive from its author having

known her in her last years, in retirement at Tiverton. ¥With
this reservation, the Preface is a valuable source.

Mrs. Cowley's =lace smong the playwrights of her
time is soumewhere bstween men of outstanding stature,
Sheridan and Goldsmith, and orofessional, prolific, writers
such as Reynolds, Morton, and O'Keeffe. With less genius
than the first, but perhaps more artistic consclence than
the second group, there is a marked tension in her work that

. PR, Y po

comes from trying to please an au

P T R SN P,
Ge uvigauv Slie also warl

43

£
S

fa
a

to instrvet. She is not alone in this dilewmma, but she is

an interesting example of it in her time.

The Belle's Stratagem, in particular, would make an

interesting case-study in the evolution of popular taste.
It held the stage in Britaln and America for over a century,
during which period as it was successively adapted to the

taste of new playgoers, so 1t zrew more remote from what Nrs.

~~,

oWlevy oricinallv wrate.
Wwicey <orlglnaily WIrote
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often significant changes 1s in nimerous editions that
print "acting" texts, and actual promptbooks that survive.
The present study attewpts merely to establish
some vreliminary critical co-ordinates. Primarily =n
account of Hrs. Cowley's plays as an expression of her
personal vision of society, if it has a further aim, it 1is
to establish them as worthwhile subjects of enguiry in the

history and bibliography of the British drama.



II
TASTE

SIR SINMON. '

What a tastel

PERKINS.

Dear sir, =ny taste is better than no taste, and a Lady who
emnploys her thoughts and her chissel on works of art, is,
at least, not idle; and therefore, as Doctor Johnson says,
not in the way of being wicked. (1795 ed., p. 83)

In the schems of The Town before you, Perkins'

comparative enlightenment stands betwesn the contempbuously
philistine attitude to art of Sir Simon Asgill, and the

devotion to sculpture of Lady Horatia Horton (the subject

of FPerkins' philanthropic observation). Perkins' function in

the play 1s slight, hardly wmore than reporting off-stage

" business to Sir Simon; but his sveech on "taste" seems

clearly intended to represent a normal point of view. It
comes at the end of a scene (V, ii) in which 3ir Siwmon and
Lady Horatia have, due to a misunderstanding, confronted
each other and parted in anger. With its appeal to thé great
English pragmatist of letters, it 1s a comic warning agalnst
both an excess of "taste" (Lady Horatia) and an absence of
it (Sir Simon). Its combination of amused toleration and
mockery make it typlcal of Mrs. Cowley's attitude towards
the men and women of "taste" in her plays-- an attitude that
can be thought of as characteristically Znglish. In the

12
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society that Mrs. Cowley depicts in her comedies, a 1little
"taste" is very allowable; but a great deal of it is

usually fatal. There seem to be two closely related reasons
for this. One is the typically amateur nature of the English
ideal, with its distrust of speoializatiop. Thus doctors,
lawyers, scholars, are often portrayed as figures of fun,
understanding nothing beyorid their narrow fields, and
ludicrous if they attempt to enter the lists of marriage or
of love. Their body of esoteric learning, which prevents
lovers being doctors, equally prevents doctors being lovers.
Secondly, such figures are generally not above suspicion of
being charlatans; and these suspicions are often attached
also to men of "taste". In Mrs. Cowley's (end other) com=-
edies, these suspiclons are usually justified.

Mrs. Cowley's comedles celebrate the triple bless-
ings of being in love, married, and Znglish, and the feli-
city that attends the fortunate beingswho unite them. But
before looking at these ideals, 1t is worth examining a
group of characters outside their charmed circle, eccentric
individuals isolated by some quirk or excess of "taste”,
who are an essential element in Mrs. Cowley's comic society.

What Perkins means by "taste" is clearly not what
Addison defined as "that Faculty of the Soul, which discerns
the Bsauties of an Author with Pleasure, and the Imperfect-

ions with Dislike" (Spectator, No. 409). But the pejorative
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 sense evident in Perkins' use of the word is already evid-

ent in Pope's EZEvpistle to Burlington:

For what has Virro painted, built, and planted?
Only to show, how many Tastes he wanted.
What brought Sir Visto's 111l got wealth to waste?
Some Desmon whisper'd, "Visto! have a Taste."
(1ines 13-6)
Here Pope and the Demon obviously mean something different
by "taste". Implicit in Addison's ideal is the ability to
select, to make fine discriwminations, =2nd to make them one-

self; Pope's Timon (again in the Epistle to Burlington) is

a negation of this ideal, a buyer of second-hand, wholesale,

"taste".

The Demon who whispered to Sir Visto may also have
visited Timon, as we see in this description of the latter's
study:

His study! with what Authors is it stor'a?
In Books, not Authors, curious is my Lord;

To a1l their dated RBacks he turns you round,
These Aldus vrinted, those Du Sueil has bound.

+ A
Lo some are Vellon, and the rest as good

For 211 his Lordship knows, but they are Wood.
(lines 133-8)

The detalils change, but the satire on men like Tiwmon, who
confuse "taste”" with material vossessions, remsins constant
from Pope to Jane Avusten-- one thinks of General Tilney in i

Jorthanger Abbey. An excessive solicitude about things,

about personal vossessions as an index of personal worth
and "taste", 1s seen as a barrier to the existence or exs

pression of real human feellings.
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In his early farce Taste (1752), Foote satirizes
the affected "taste" for antiquities of such as Lady Pent-
weazle, upon whom the tricksters Puff and Carmine impose
such lwvostures as these:

The first Lot consists of a Hand without an Arm, the first
Joint of the Fore-Finger gone, supposed tp be the Liuwb of

the Apollo Delnhos-- The second, half a Foot, with the Ioes
entire, of the Juno Lucina~~ The third, the Cazduceus of the

Mercuriius Infernalig~- The forth, the half of the leg of
the Infant Hercules-- all indisputable Antiques, and of the
Memphian MMarble. (3rd ed., np. 23-4)

This valuing of antiquities for thelr imperfections-~~ Novice

admits that "if it had a Nose, I would not give Six-pence

for it" (p.26)-- is on a par with the "taste" of the mathem-
ch

at%pn who assured Addison that "the greatest Pleasure he

took in reading Virgil, was in examining Aeneas his Voyage

by the map” (Spectator, No. 409). Another variety of affected

"taste" which Foote ridicules is the "excessive taste” (a

varadox to Addison) of these transports:

______ vine let mbrace the dear disnm
ber'd Bust! a little farther off. I'm ravish'd! I'm tran
ported! What an Attitude? But then the Locks! How I adore
the Simplicity of the Antients! How unlike the present,
priggish, orick-ear'd Pupoets! How gracefully they fall all
adown the Cheek! s> decent, and so grave, and-- Who the

Devil do you think it is, Brush? Is it a Man or a Woman?
(31"(1 ed" pp025—6)

Great? Amazing! Divine! Oh, let ne

- (D

Hrs. Cowley uses eccentric or excessive "taste"
(much in the sense Foote uses the word) to suggest a char-
acter's vsychologzical or social wmaladjustment. In such men
2nd women, "taste" has often become a substitute for person-

al feellngs, and ewmotions and energlies which ought to be
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.directed outward are instead chanselled into their particular
“"taste”. These characters are drawn with varying degrees of
sympathy. Some, like Lady Horatia, are reclaimed, and enter
into marriage; others, exposed as frauds, are expelled from
the new society; while yet others are allowed to conflnue
their isolated exlistence in an impenetrablg limbo.

In seeing "taste” as potentially isolating, Mrs.

Cowley 1is using a traditional thewe. To Pope's Timon, one

can add Sir Nicholas Gimcrack in The Virtuoso (1676) and

Valeria in Mrs. Centlivre's The Basset Table (1706); in

these cazses, "taste" i1s an enthusiasm for science. If for
Addison there is only "taste¥, and the more of it one has

the better, for Mrs. Cowley "taste" is something with limits,
that stops well short of the scholar's learning and does not
pretend to it.

In Who's theADune?, "taste"™ (in this case for class-

ical leasrning) is a2 central issue. 01d Doiley, a rich but
uneducated city merchant, has taken an uncritical »assion
for lesrning, and determines that his daughter shall marry
a scholar. His daughter Zlizabeth's lover, Granger, knows
no more of such than a gentleman should; old Doiley selects
Instead Gradus, a fusty pnedant from Oxford. These three men
can be thought of as exauples of "no taste", "taste", and
"excessive taste" resnectively. For Mrs. Cowley is careful

to expose the shallowness of Gradus
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easlly persuades Gradus to cast off his scholar's weeds and
words in order to win Miss Dolley-- really of course as a..
service to rid her mistress of hiwm. The instant wetamorohosis
of scholar into fop thus affected, which would be a liability
in a2 more serious comedy, here suits the Qace of the farce
well, besides emphasising Gradus' superficiality. 3ather
baffled by Gradus' sudden transformation, and by Granger's
appéarance in donnish black, 01ld Doiley sets the rivals to
a flyting in Greek, with his daughter as the vrize.

Granger knows not an lota of Greek, but impresses
Dolley with a collocation of polysyllables gleaned an hour
earlier from a dictionary:
Yon lucid orb, in ether pensile, irradiates th' expanse.
Refulgent scintillations, in th' ambient void opake, emit
humid splendor. Chrysalic svherolds th' horizon vivify--
astifarious constellations, nocturnal Sporades, in refrang-
erated radii, illume our orb terrene. (1779 ed., p. 25)
Gradus' real Greek seeums tame by oompérison, ané old Doilley
awards Granger his dauvghter. Thus 1s he duved by his own
folble, his uncritical admiration for something he can neither

understand, nor even recognize.

If we compare tnis ending of Who's the Dupe? with the

the outcome of the comic subplot in Mrs. Centlivre's The

Stolen Eeiress, HMrs. Cowley's "source" for the farce, her

intentions can be more clearly seen. Larich (= 0ld Doiley),
cured of his fondness for the mere impedimenta of scholar-

ship, accevts Francisco (= Granger) in his own character as
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& worthy hvusband for Lavinia. Don Sancho, the rsjected ped-

ant, is left wifeless, but determined to reform his bookish
image in search of one. lirs., Cowley rewards Gradus, who
equally renounces scholarly pursults, with the maid Charlotte.
01d Doiley, however, still thinks he has found the better
scholar, and therefore satisfied his whim. He is left in a
bliss that is ignorance, while Gradus concludes that it 1is
folly to be wise. Gradus is cured and initiated into the
social round; old Toiley is left isolated by his strange
"taste®.

Mrs. Sparwell, in The #orld as it Goes, 1s a more
extensive exvloration of a charscter of "excessive taste".
Ifrs. Sparwell shares the artistic and antiquarian tastes of
Lady Pentweazle, although she poses as a more serious
amateur; she has "traced the Catacombs, measured the Pyra-
mids with her own hands" (Larpent MS, pp.7-8). Mrs. Cowley

shares the distrust of the "learned lady" that is evident

>
K
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in Mrs. Centlivre's portrait of Valeria in The Basset Table.

In The 3elle's Stratagem and A Day in Turkey particularly,

she insists on the need for lovely woman to have a lively
mind; but specialization she regards as not the province of
a gentleman, and certainly not of a lady. FMr. Hargrave, in

The Runaﬁay, shows more sense than 21d Dolley when he asks

his son:

Have the musty ol1ld Dons tired you with their Gresk and their
Geometry, and thelr learned Zxperiments to shew what air,
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‘and fire, and water, are made of? (1776 ed., p.4)

The blind antiquarianism, valuing the rust above the
gold, and the affected raptures which are satirised in
Foote's Taste, are both present in Mrs. Sparwell's character.

Her lgnorant credulity is the part that lMrs. Cowley first

~chastises., As a ploy in his attampt to seduce MNrs, Sparwell,

Sir Charles Danvers pretends to have discovered some hiero-
glyphs, and gains a private interview with her in the guise
of a cognoscento. Reproductions of o2l1ld inscriptions are to

be found in the Gentlewan's Hagcazine; Mrs. Sparwell 1is wrong

only in making them the main interest of her life. For
through her character as a woman of taste, her character as
a woman of virtue is threatened. Because of a cross-purpose
which 1t is needless to detall here, Mrs. Sparwell is saved
from the dangerous situvation. But if Mrs. Cowley takes an
almost sympathetic attitude where lrs. Sparweli's credullty

ig more severe in the exposure of her

only is concerned, sh

l"s

virtuosa's vanity. Determined to cure his wife of her
excessive devotion to objects of age and art, Colonel Spar-
well arranges with Falrfax for a swall exhibiticzn in the
latter's lodgings. Fairfax takes her on a gulded tour, while
she freely criticizes such modern dunces as Raphael and Tin-
toretto. Puffed by Fairfax's assumed deference, her remarks
become bolder, until she asserts of a statue of Hercules:

This can be no Antique,~-- no,-- no Antique . . . the chiselar
of that figure, knew nothing of Attitudes; . . . nay 'tis
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Clear to me he was ignorant of Aﬁatomy . « . nothing 1like it
in Nature;-- If it were possible to make a lMan from that
Model he could never move, (Larpent M3, pp. 66-7)
Hercules steps down, and the critic is confuted; HMrs. Couwley
deserts her when her love of knowledge 1is overcome by her
love of ostentation. In a fit of pique, Mrs. Sparwell deter-
mines to be revenged; the mechanics of the plot require this,
but in the last scene she is redeemed and included in the

homegoing party of English expatriates, renouncing her former

excesses of taste in favour of her husband and common sense.,

Thoughts Are 32est, were both damned. The play was never pub-

lished, and without a text of the revised version we can only
speculate about the changes that were made. But it 1s cert-
ainly interesting that lMrs. Mattocks, who played lMrs. Spar-
well on both occasions, was the only actress so to retain

her part. Indeed, no'better proof of the theatrical effect-
iveness of the statue scene could be ziven than that Hrs.
Cowley apparently thought it good enough to use again, in her

last play, The Town before you.

In the Preface to this play, Mrs. Cowley coumplains
that "the following is rather the Comedy which the Public !
have chosen it to be, than the Comedy which I intended" |
(p. 1x). The comedy was played on 6, 8, and 9 December, and

advertised for 10 December; but, avparently due to the ill-
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last occasion {(London Stage, Pt. 5, III, 1709-10; Mrs. Pope's

illness is mentioned in lrs. Cowley's preface). The play was
not seen again until 18 December; the playkills for this and
subsequent occasions omit Bernard, Miss Hopkins, and HMHrs.
Platt from the cast of the first three nights. These three
played the parts that are in the Larpent M3 but not in the
orinted edition, and since in her Preface Hrs. Cowley def-
initely assigns two new scenes with Tippy to thils period,

we may take the Larpent MS to represent roughly ilrs. Cow-
ley's intentions, and what was performed on the first three
nights; and the printed text, the subsequent theatrical
version which she disowns.

Tippy, a plausible rogue, was played by Lewis, one
of the theatre's leading actors, and a veteran creator of
leading roles in MMrs. Cowley's comedies. His Tippy must have
stolen the show, for.all the significant changes seewm to
have been made for his benefit. Two scenes were added for him;
Acid was cut out, one of his scenes being omltted, and his
part in the other-being transferred to Tippy. The parts of
Lady Elizabeth and Mrs. Clements were cut, to provide tiwme
for the new scenes.

Acid's part was small but interesting. A disgruntled
painter, in the first of hls scenes he ralls against the in-
justice of the Royal Academy, and its 1inabllity to recognize
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.studio, and we see the critic in action:

A mere wax Doll! Where are the inflections. A human flgure
made on this principle cou'd never move. How I'll convince
you-- Observe the muscle of this foot. (Larpent M3, p.23)
Georgina Floyer, who has disguised herself as a statue to
tease her lover, steps down, and Acid is exvosed. Acid has
no further part to play, but this apparent lack of unity

is by no means a fault; the way he bounces in and out of the
action, exposed by the childlike Georgina (rather as Puff is
exposed by Caleb in Taste), strongly suggests the isolating
quallity of his humour. Lacking the resourses that enable
Mrs, Sparwell finally to overcome her infirmity, once Acid's
surface ls punctured, he disacpears; there is nothing more
to him. Thus he acts as a foil to Lady Horatia's deep r
commitment to her art.

Giving the rcart in the statue scene to Tippy, a wmore
versatile pretender, makes for a tighter structure, but at
the exnense of rrs. Cowley's main point. Tippy is a resource-
ful and resilient, even attractive rogue. rhe episode of the
statue becomes one of a series of scranes from which he
emerges more of less intact (less in this case) to fight
again. The isolation of Acid is lost.

ILewis' previous parts in Mrs. Cowley's comedies were

such virtuous young men as Doricourt, in Ihe Belle's Strat-

agem, and Beauchamp, in Which Is the Man?; one can readlly

appreciate Mrs. Cowley's chagrin at his taking the role of

Tippy and then expanding it to fill the centre of the play
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2nd divert the attention of the audience. A sympathetic

Tipny makes nonsense of the moral scheme of the play, how-
ever pleasing it wmay have been to the popular taste:
LAUGH! LAUGH! LAUGH! is the demand: Not & word must be
nttered that looks 1like instruction, or a sentence which
ought to be remembered. (Preface, 1795 ed., p. X)

In the same Preface, Mrs. Cowley announce her inten-

tion of writing no wore plays, a decision to which she ad-

hered. The changes made to The Town bkefore you were probably

the determining factor, but this was not the first occasion
on which Hrs. Cowley found herself at odds with the players.
Especially relevant to this discussion of Mrs. Cowley's
pretenders to taste are the parts played by the low comedian
John kdwin, who seems to have been something of the popular
stereotype of the feckless, drunken, actor, and a difficult
man to discipline; Genest gives a prudent apprsisal of his

talents and limitations (VII, 5-12). HYe was in the original
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Belle's Stratacem, Bronze in The World as it Goes, Don Vin-
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centio in A Bold Stroke for a Husband, and Sir Msrvel Hush-

room in llore wWays than One. The part of the brazen servant

Bronze shows how easily the manners of fashicnable life are
imitated; the other three are all stuvdies in the isolating
effect on th=: individual of an excess or eccentricity of
taste.

Don Vincentio®

taste is musical (here Mrs. Cowley

is using Edwin's particular talent to advantage- he was a
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“popular burletta singer), and his vassion for it invades his
vocabulary at the exvense of intelligibility:

VINCENTIO.

I left off in all the fury of composition; wminims and crot-
chets have been battling it through my head the whole day,
and trying a semibreve in G Sharp, has made me as flat as
double F.

CAESAR. .

Sharp and flat!-- trying a sewibreve!-- oh-- gad, Sir! I
had like not to have understood you; but a semlbreve is
something of a demi-culverin, I take it; and you have. bteen
practising the art wmilitary. (1784 ed., p. 27)

Here, the svecizlist finds himself isolated in a very real
way. When he pays his addresses to Olivia, she affects the
"trick of singularity® to keep him off (playing the shrew
to preserve herself for her real lover-- this is the "Bold
Stroke"of the title). But singularity vroves attractive to
Don Vincentio, and Olivia can only revel him by oretending
to prefer a Jew's harp above any other instrument. This
stratagem is a conscious use of the isolating effect of an
excessive "tasite"; Olivia senses that this is one point on
which Vincentio will not give in. In this countest of singul-
arity, Vincentio's real love of music proves his salvation
(or his undoing, devending on one's viewonoint):

T wou'd have allowed Donna 0Olivia a blooming garden in win-

ter; I wou'd even have orocur'd barrenness and snow for her
in the doz-days;-- but-- to have my band insultedi-- to have

my knowledge in music slighted!-- to be rous'd from sll the
energies of comnositicn by the drone of a Jew's harp! I
cannot breathe under the idea. (1784 ed., p.32)

The dramatic conflict here is between two eccentricities:

Olivia's attemot to rewvel, rather than attract, would-be
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suitors, and Vincentio's all devouring interest in music.
Olivia comes o t best from the encounter because hers 1is
an assumed oddity, so that she can change tactics and strat-
egy as the situation demands. Vincentio, limited to a stock
response by his ruling wvpassion, is lnevitably outwmanoeuvred.
Sir Maervel lushrocm, Edwin's last role in lrs. Cow-
ley's comedies, is perhaps her most mewmorable character. A
former merchant who has acquired wealth and title and who
pretends to taste, wit, and learning, he wmaKesludicrous
blunders of fact, anecdote, and guotation that keeﬁ him in
mind after the Arabellas. and 3elvilles.. have faded into the
zenerality of their species. Sir Harvel, too busy quoting
ever to be in risk of coming into contact with others, is
effectively isolatéd from all except his Freach valet, Le
Gout, from whom he derives equally his wardrobe and his wit.
Sir Mervel is saved from being a varlant on Mrs.
Malavnrop by a reserve of generosity and good intentions which
We are occasionally allowed to glimpse. Also, much of his
absurdity is seen to derive from Le Gout, so that he is »part-
ly the amiable EZnglishman exvosed to the corrupting contin-
ent. Neither Don Vincentio nor Sir HMarvel catches a heart, i
but neither are they excluded from the final scene of happi-
ness, where they remain to remind us that although eccentric~
t ity is tolerated, it has 1ts dangers for the individual.

The price of 3ir larvel's quotations may be eternal bachelor-
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hood.
The engaging absurdity of a Sir Marvel or a Don Vin-
centio seems exactly calculated for Edwin's talents. In The

Belle's Stratagem, he seems to have been less havpily cast.

His part was Silvertongue, the auctioneer, who appears only

in the auction scene (II, 1i). This scene presents a textual
problem of some difficulty. R. Crompton Rhodes, in his article
on the play,l guotes from the 1ntroductibn to an edition by

T; H. Lacy, which claimed to print from Mrs. Cowley's original
draft; the auction scene 1s oumitted in this edition. I have
not been able to locate a copy of this text: the only edition
by Lacy in the British Museum (2304. f. 17) has no such pre-
face, and seems to be an acting version. On the basis of
Lacy's claim, Bhodes assigns the scene to a playhouse reviser.
That Zdwin was new to Covent Garden that season lends soue
supvort to the idea that the part was written with him in
mind; it 1s not strictly necessary to the plot.

The scene does not, however, seem to have vleased in
the theatre. zZdwin left the cast after the first performance,
and in the edition of 1782, the scene is much shorter than
in the Larnent MS. The early Dublin editions also have great
variations in the scene; this suggests local playhouse

attempts to improve it. Tom Davies, the well-known bookseller,

! "The Belle's Stratagem", Review of zZngl]
Vv (19293), 132-134. Rhodes does not give an exac
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in his Mewmoirs of the Life of David Garrick, made two crit-

lcisms of the play; one was of the auction scene, which he
wanted omitted entirely (1784 ed., II, 316).

But the scene can be defended as an integral part of
the play; and it does not in fact seem a very suitable part
for Edwin, whom, if the cast list were lost, one would more
naturally suppose to have played Flutter. Stracturally, the
scene i1s an effective counterpoint to the masquerade in tne
second half of the play; in both these public scenes, HMrs.
Cowley attempts to portray the magnetism and the emptiness,
the surface and the substance, of the gay social whirl. In
the auction scene, Mrs. Cowley tries to rlace the satire on
false taste (such has already been noticed in the suction
in Foote's Taste) in a more general framework of moral val-

ues, as Flelding does in the Elstorical Recister for the

Year 1736 (1737), and as Sheridan does in Charles Surfsce's

"auction™ of his pictures in the School for Scandal (1780).

For to the extent that it brings people together
while keeping thewm apart, zn auction is a microcosm of the
superficial 1life of the social round. Some of the play's
most trenchant social criticism is put in Silvertongue's
mout%; after Flutter's earlier description of the nabob's
behaviour at an auction, 1t comes to typify the soclal waste
of which "taste” 1s an example and a symptom:

There was the divinest Plague of Athens sold yesterday at
Langford's! the dead figures so natural, you would have
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sworn they had been alive! Lord Primrose bid Five hundred--
Six, sald Lady Carmine.-- A thousand,.sald Ingot the Nabob.--
Down went the hammer.--~ A roulesu for your bargain, said
Sir Jeremy Jingle. And what answer do you think Ingot made
him? . . . Sir, I would oblige you, but I buy this picture
to place in the nursery: the children have already got Whit-
tington and his cat; 'tis just this size, and they'll make
good companions. _ (1782 ed., p. 13)
An auction is seen as rsther a dublous ocgasion for Silver-
tongue's moral reflections; while the conversation at the
beginning of the scene between him and his puffers couprom-
ises his personal integrity. From Edwin, his remarks could
hardly have been taken seriously at all. This may not have
been Hrs. Cowley's intention; in the 1813 text, which 1s mar-
ked by a graver moral seriousness, the puffers are omitced.
Silvertongue's honesty 1s unimpaired, and the auctionesr's
rostrum becomes a pulpit. Here, perhaps, 1ls another example
of the crucial difference that casting could make. Played
by Edwin, Silvertongue took on the character of a rogue,
and the comic inclidentals of the scene became emphasised at
the expense of its real function and meaning in the play.
This discussion could be extended to include other
characters, such as the freethinking Lady Dinah in The Run-
away, Wwhose exclusion from the happy socliety 1s not directly
concerned with "taste”; but most often it is some quirk of
"taste" that Mrs. Cowley uses to isolate the imperfectly
ad justed character. We have seen a variety of such, but

common to iMrs. Cowley's presentation of them all is her

sense of the greater luportance of people over things. In
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Sir Marvel, and the unreformed Mrs. Sparwell and Gradus, the
dead weight of intellectual pretensions hinders or prevents
the expression of real personal feelings. Acid and Don Vin-
centio are examples of the isolating effect of the dangerous
narrowing of specialization. In Silvertongue, we see the
glib exploiter of ignorant “taste®™. But the exposure of such
false "taste" 1is only an incidental aim of Mrs. Cowley's
comedles; their central concern is with defining an ildeal

of marriage and an acceptable social context for it. In
these, she is of course conventional; her treatment of

"taste" has been discussed at more length becatse it is wore

distinctive.
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MARRIAGE

MRS. RACKET. .
Is there not something odd in his character?
VILLERS.
Nothing, but that he is vassionately fond of his wife;--
and so petulant is his love, that he open'd the cage of a
favourite Bullfinch, and sent it to catch Rutterflies,
becauge she rewsrded ite song with her kisses.

(1782 ed., p.12)

The scene in The Relle's Stratazem (II, 1) in which

Sir George Touchwood (who is the subject of the above ex-
change) tries to prevent Doricourt seeing his wife, strongly
recalls Pinchwife trying to keep hls country wife out of
sight. The situvation and the comedy are much the same, yet

the difference between Pinchwife's motivation and 3ir Geohﬂeb

5 . could hardly be more marked, and it is a measure of

how far socie] nfxmnﬁy has changed in a than

entiirvy
socliel comedy hna nNg n less than a cent

VY e

In Mrs. Cowley's first play, IThe Runaway, Mr. Crummond

wishes the young couples "the blissful envied lot of-- Married '
o) Lovers!"™ (1776 ed., ».72), and this lot is =n ideal that
rung through all HMrs. Cowley's comedies. Although Lady Fran- |
ces Touchwood is persuaded to join Mrs. Racket and her rout

for some taste of fashionable amusements, she is no Hrs.

Pinchwife. Indeed, after the attempt ou her honour (Sir

George's fears prove justified, although the danger is not

30
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from Doricourt), and the frenzied futility of the life of
fashionable gaiety have inspired her with disgust, Lady
Frances returns to the matrimonial nest, convinced by exver-
ience of the rightness of her hisband’'s judgmeﬁt. Here 1is
the most complete contrast to the humiliation of Pinchwife
and the thwzrting of his designs to prese;ve his wife from
the corrupting influences of the town.

But although Nrs. Cowley insists on the need for
love as a basis for marriagze, and Sir George's folble seems
forgivable (since it tends towards incorporation rather
than exclusion, if too narrow a togetherness), she does not
endorse the dangerous and irrationsl extremity of his pass-
ion. In some significant alterations in the last sct, nade
between the L=rvent MS and the edition of 1782, we can see
Mrs. Cowley clarify her opresentation of the fovchwoods. The
changes are in the direction of reducing Sir George's passe
lon, and underlining the luportance of his social obligatiouns.

In the Larpent KS, this 1s how Sir George describes l
to his wife his feslings about Saville, who has just saved
her from Courtall's clutches:

SIR GEORGE.

I am imopatient to see him-- -~ for I must either shoot him,
or make him my brother. .

LADY FRANCES.

Heavens!

SIR GEORGE.

Don't let the Sentiment startle you! I hate him for

deserving too much of your regard. But I love him for having
snatch'd thee from a horror.-~- -- Oh! Fanny! ( 7)

koY Q
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In the 1782 edition (and here the Dublin editions of the

previous year are in substantial agreement), this is replaced

with the following exchange:

SIR GEORGE.

I am impatient to see him. The adventure of last night--

LADY FRANCES. v

Think of it only with gratitude. The danger I was in has

overset a new system of conduct, that, perhaps, I was too

‘much inclined toc adopt. But henceforward, my dear 3Sir George,

you shall be my constant Comnanion and Protector. And, when

they ridicule the unfashlonable monsters, the felicity of our

hearts shall make thelr satire pointless. (p. 69) '

In the Larpeat }3, this speech by Lady Frances occurs at a

later point (p. 95); the effect of the change is to replace

Sir George's trans»orts by a more rational accord between

the married lovers.

When Sir George meets Saville, in the ILarpent MS

(p. 95) he invites him to his country house snd offers him

his sister's hand with an iwmportunity not perfectly consis-

tent with HMrs. Cowley's ideal of the marriage of true minds.

In the 1782 edition, Sir George is considerably more rei i -
stkrained; there is no menticn of his sister's fortine, and he

merely observes: "I know no one, to whose heart I would so

readily coummit the care of my Sister's hapoiness” (p. 77).

o conclude the encounter, the speech by Lady Frances,

gquoted above, 1s replaced by one by Saville, in which he

accepts Sir George's invitation, to Hampshire if not his

sister, but warns him that such rural retirement can only be

AT Y b

temporary, ecause:
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" Lady PFrances was born to be the ornament of Courts. She is
sufficiently alarmed, not to wander heyond the reach of her
Protector;-- and, from the British Court, the most Ctenderly-
anxious Husband could not wish to banish his wife. Bid her
keep in her eye the bright Zxzmonle who vresides there; the
splendour of whose rank yields to the suverior lustre of

her Virtue. (p. 77)

Sir Georze agrees. The corresponding speech in the Larvent
MS is rather different, and is assigned not to Saville but
to the o0ld family friend Villers. It comes almost at the

end of the p»lay:

Society would be in a pretty Scate, if ev'ry man, who
marries a fine Woman, was to whisk her off, and lumure her.
Yo, no, Sir, we went Lady Frances at Court, we want her at
our public places--~ we want her to shine upon the world,
with the rest of her Sister Stars. 3he has been alarm'd, She
has learn'd how dangerous it is to tread the wilds of 1life,
without her Proiector-- -- and, to one so ta:ght -he World
has no dangers. (p. 101)

Sir George 1s sllowed no reply, and Doricourt cuts in with
his closing speech (which is essentially the same in both
versions). This cnanze nas three main effects. It ties up
the subvlot a few minutes earlier, emphasizing its subord-
ination to the marriage between Letitlia and Doricourt. It
also suppllies a more positive note: the reminder of a dis-
tasteful eplsode in Lady Frances' past is replaced bty a for-
ward-looking reference to her future 1life at court, the
mention of which reminds us that there i1s more to fashlonable
life than the avction and the masquerade we have seen {as
vell as providinz a siiltable compliment to the Queen, to

whom the comedy was dedicated). Thirdly, it is wmore aporop-

riate that 3Saville, a former admirer of lLady PFrances and wmore
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recently her saviour, should express such sentiments, than
Villers-- a uwinor character with no place in the scheme of
the play, who was owmitted altogether in the 1813 version.
To examine such details is often to discover the
rationale behind what may seem at first wmerely a "trap-
clap", and to show tnat a comedy which w;s often préised
for its theatrical effectiveness, can 21so meaningfully be

discussed in terms of its ideas.

The main plot of The Belle's Stratacem is concerned

to unite Letitlia and Doricourt in an ideal marriage that
will cowmbine love with economic security. In this case,
there 1s, exceptionally, no parental opposition to overconme,
for the match was arranged by their parents. Instead, the
matceh has to survive internal tensions, for neither partner
is content to accept 1t as an advantageous arrangement
without testing theremotional response of the other, Letitia's
behaviour, often condemned as "unnatural™ (which indeed it
1s) seems intended to represent a middle way between the
timid, cowmplalsant behaviour of L=dy Frances, and antics of
the gay widow, NMrs. 3acket.

Because reserve and delicacy sre not exciting dram-
atic virtues, and because we see Letitia wosgtly in her ass-
umed character, when we read Mrs. Cowley's description of

her (in the Dedication "To the Queen" in the 1782 edition),

RN

e woman as We meet in the play:
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My purpose was, to draw a FEMALE CHARACTER, which with the
most lively Sensibility, fine Understanding, and elegant
Accomplishments, should unite that keautiful Reserve and
LDelicacy which, whilst they veil those charms, render then
still more interesting.

The paradox of Letitia's character is that Doricourt learns
to value this reserve only as a result of her throwing it
off . Her "stratagem", turning his indifference to aversion
as a prelude to converting it into passion, would be un-
necessary 1f she were not reserved, snd therefore the cause
of his indifference; but it would be hardly possible if she
truly were. Nor is Doricouvrt without some speck of imperfect-
ion; when Hardy pretends to be dying, he is ready to marry
Letitia, although at the time he thinks himself violently
in love with another (luckily, Letitia in disguise). In
fact, the actions of neither principal will bear too nice
an examination. Mrs. Cowley allows her lovers to triumph,
for this is comedy, but they are no paragons, and they

triumoh over themselves as much as over external obstacles.

In More Ways than One, Carlton attacks the haughty

Miss Archer by pretending an aversion to her, hoping that
this "way" will succeed better in subdulng her heart than
the incessant flattery of the generality. This is a reversal

of the sitvation ‘in The Belle'ertrataaeﬁ, but Carlton's

alm is the same zs Letitia's: to uncover the depth of per-
sonal feelings beneath the surface of the public persona.

This is how Carlton describes his ideal:
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But give me a womsn whose soul is all inform'd, and alive
to every enjoyment of taste and feeling! I would rather uwy
wife should join in conversation with grace, than shrink
from it, overpowered by her blushes; and that she should
make the men afraid of her wit, rather than allure them by
her simplicity. (1784 ed., p.15)

Carlton has Miss Archer in mind here. The contrast in the
play is between her and Arabella, the charming (but naive
and uneducated) lover of Bellair. This grouping is typical

in Mrs. Cowley's comedies. In The Town tefore you, Lady

Horatlia Horton is a model of decorum and delicacy; Georgina
Floyer 1s the bolstrous hoyden. In this case, the relative
importance of the two women is reversed, witn the quiet
Lgdy Horatia taking first place. The men are less easy to
distingulsh; often 1t 1s by thelr taste in women that we
tell them apart.

In each case, lirs. Cowley seems to try to make sone
difference between the palrs. Enough has been sald about
Sir George Touchwood to show that he 1s a less balanced
character than Doricourt. He and Lady Frances Touchwood
seem significantly less close to Mrs. Cowley's ideal than
Doricourt and Letitia; in this way, they serve as a kind of
"bridge"” between them and the frankly eccentric characters
discussed in chapter II.

Thus Mrs. Cowley avoids too complete a contrast
between "humours" characters, or rather caricatures, and the
more conplex, more rounded, characters at the centre of her

plays. These gradations of character can be 1llustrated by
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examining the succession of parts Lewis played in her cow-

edies. A comment by Genest is relevant here:

When Lee Lewes left C. G. in 1783, Lewis graduvally threw
himself into a different 1line of acting, znd at the last
played all the extravagant parts which Horton and Reynolds
thought proper to write for him. (VII, 137)

Tn The Belle's Stratasem (1780), he played Doricourt, the

more balanced of the lovers, and a similar part, Beauchamp,

in Which Is the Man? (1782). In 1783, between Don Julio in

A Bold Stroke for a Husband, a2nd Bellair in More Ways than

One, we can observe the change, for Bellalr is the more
"eccentric™ of the lovers, and, with his feigned sickness,
the more colourful part. In 1794 he played not one of the

lovers at all, but the rogre Tipovy, in The Town before you,

to what effect has been discussed in chapter II. Although
these parts show a decline in dramatic importance, Lewis'

name and part head the cast 1list in the printed editions

and playbllls, suggesting a widening gap between firs, Cowley's
intentions and the theatrical execution of then.

In Which Is the Man? the more ustval quartet is re-
placed by a quintet, with Lady Bell Bloomer presented with
a choice between the virtuous, but poor, Beauchamp, and the
rich but vicious, lively but debauched, Lord Svarkle. 3Bel-
ville and Julia, who cowplete the gqulntef, are already sec-
retly married. Lord Sparkle's attempt on Julia's honour
(IV, ii1) is fr-strated by Beauchamp. Since he is rewarded

with Lady Rell, the result 1s a neater pattern than at the
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" end of The Belle's Strataczem, where Saville is left in an

awkward limbo (Mrs. Cowley's attempt to remedy this has
already been discussed). Lord Sparkle, who seems a real
threat to Lady RBell, stands between the successful lovers
and the rustic Bobby Pendragon, who briefly pretends to
Julia, and his sister Sophy, who pretendé to Lord Sparkle.
As a bumpkin who apes fashionable manners, 3Bobby
Pendragon belongs in the group of caricatured eccentrics;
this description by him of how a gentleman can do without
"good taste™ would be enough to place him there:
A Gentleman's friends can fuarnish his house, and chuse his
books, and his pilctures, and he can learn to criticise

them by heart.-- Nothing is so easy as to criticise;--
people do it continually. (1783 ed., 0.27)

Iy

As an exawple of the revisions Hrs. Cowley wade, it is worth

looking at the version of this speech in the 1813 edition:

He can get his friends to furnish his table, his house, his

books and his pictures, and he can learn, by heart, to crit-
icise them;-- nothing is so easy as to criticlse-- at least

as far as finding Fault goes-- the dullest people do it

i gV S Zroe AR EE N &

continvally. (Works, I, 355-6)

The ease with which FMrs. Sparwell in IThe World ses it

Goes "criticised" after this notion has already been dis=
cussed; but the part played by Sir Charles Danvers in the
play deserves attention here. Sir Charles 1is as fond of his
wife as Sir George Touchwood, but he has the opposite way
of showing it, thinking:

It's a plagy thing to have a wife one's fond of, the little
vulgar feelings of one's heart make 1t almost impossible to

keep up the polite Indifference of a Gentleman.
(Larpent MS, p.29)



39

’ Although he has no interest in Mrs. Sparwell, Sir Charles
attempts to sedice her in pursuit of his mistaken idea of
what belongs to a gentleman. Hot before lady Danvers, whose
forbearance has been exemplary, has retired to a convent,
been assaulted by a monk, and been rescued by Sir Charles,
does the latter forswear "the affeotatioﬁs that had nearly
deprived me of the most Vsluable of her Sex™, and decide
"to return to England, & love ay Wife, and enjoy my Fortune
in the face of the VWorld" (Larpent M3, p. 95). This comes
lmmedistely after Mrs. Sparwell's declaration:
Then here I forswear all affectation, I will henceforwerd
lmprove myself in the accomplishments suited to my Sex, %
leave criticism & the arts to those to whow they belong,
(Larpent MS, o. 95)

The key term here is "affectation”. In curing these two
troubled marriages, which flank the main romantic interest
between Fairfax and Sidney Grub, Mrs. Cowley emphasises: the
need for mutual uvnderstanding and frankness. If she 1is pre-
pared to allow "stratagems" btefore marriage, the end just-
ifies the means; but since the end is a wmarriage of mutual
love and resvect, they have no place after it.

There is this severe account of The World as it Goe

in the Biographia Cramnstica:

The present hasty, indecent, and worthless composition
received its sentence from a very candid and im»artial aud-
ience, who appeared to condemn with reluctance what 1t was
jmoossible to azpnlaud. (1812 ed., III, 424)

The nunnery scene is certainly rather strong for the taste
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of the time, but otherwise this condemnation is hard to
understand. Miscasting may well have vlayed a part in the
failure. Fairfax, the leading male vart, was pvlayed by Lee

Lewes, normally a broad comedian (Flutter in The Belle's

Stratagem). Lewis played Sir Charles, and Miss Younge,
Lady Danvers; the effect must have been to focus attention
on this couple. Cn the second »erformance, Miss Younge
played the cart of the ngly sister'Molly Grub; why she did
not play Sidney 1s 2 mystery.
In plotting her ideals of marriage, Mrs. Cowley
carefully »rovides variety and contrast, avoiding placing
the paragon against the varamour, bvt rather showing degrees
of imperfection. The lovers who most nearly aporoach this
ideal are drawn with The conventionsl attribntes; her
eccentrics are more distinctive. Her lovers have youth and
e

beauty, virtue and livliness of mind. Her ideal of woman
can verhaps best be seen in this speech by Zilia in A Day
in Turkey. It cowmes from a part added in the 1813 edition;
Zilla 1s contrasting eastern and western women:
The women's faces are pretty, but, they are without express-
ion. Their Forms are regular, but their Action conveys no
Sentiment, and, ungifted with Iaste, they study Lress only
to bedlzen themselves. whilst, excluded from rational society
with men, ancé unresnected by thewm, thelr FHinds are uninformed,
and thelr lianners ungraceful. In short, in the follles abroad
there is a play of lMind that renders tham interesting; your
follies here-- create but listlessness and Disgust!

(Works, II, 264)

This 1s rather general, bt it stresses the notion of equal-

ity of mind that is so ilmportant te Mrs. Cowley, in whose
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Turkey the mutual love and respect, which we have seen to
be an essential part of her ideal of marriage, are luvnoss-
ible, or nearly so. In the following exohangé between the
Bassa Ibrahim and his slave Azim, Ibrahim sﬁows the glimmer
of a western sensibility. This passage, like that guoted

above, seems to be a late aidition; it is not in the 1792
edition:

IBIAHTH.

Accustomed but to Zastern Slaves, youn are incapable of dis-

cerning the SQUL that animates Alexina.

AZTIH. .

Thanks to our Prophet, for denying Women the oprivilege of

Souls., This is the first I have met with that makes any

pretensions to one, and 1t seems gilven her only to plague

every one about her!

IBRAHTH.

I am disgusted with the abjiect srbmission of our Zastern

Captives, and rejioice thait I have at length fornd 2 being

who will excite in me the sensetions of Hovpe and Lespair.
(Works, II, 266)

This attempt to show east meeting west will be discussed
further in chapter V.

There are several superannuated would-be lovers in
lirs. Cowley's plays, and they are invariably unsuccessful;
but she never asks us to lawvgh at them merely because they
are old. Instead, their fallure is the just reward for the
trickery they emnloy in the hope of gainlng a much younger
partner. Here agaln, Mrs. Cowley stresses the need for vner-
sonal integrity and m:tual accord. Lady Lineh, in The Run-
away, descends to intrigue with her servants in order to

ispose of her youn

rival. Hr rgreave, who from necun-

(R
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iary motives had designed her for the wife of his son, is
disgusted at this and relents. This is a snecimen of Lady
Linah's sentiments:

Hothing gives a Woman so fine an ovvortunity of vlaguing
her Lover, as an affectation of je=2alousy: if she feels it,
she's his slave; b1t whilst she affects it-- his Tyrant.

(1776 ed., p. 64)

The gouty IEZvergreen in More Ways than One pretends

to be a Lord in order to attract Arabella (destined by lrs.
Cowley for the youthful Bellair). In this design he is
alded, again for pecvniary wmotives, bty her grardiasn, Dr.
Feelove, whose name is his character. Bellair outwits thenm
both, pretending to be i1l in order to gain access to Ara-
bella. At the end of the play, he asks Feelove to "pardon
the innocent stratagems of love" (1784 ed., p. 94), and so
by comvparison they seen.

A Dblacker Yillain than Zvergreen is Don Gaspar in

A School for Greybeards, who tells Donna Antonia that her

young lover, Don Henry (temporarily in hiding as the result
of a duel), is dead, in order to versuade her to marry him.
The folly of marriage between youth and crabbed age is a
major theme in the play. Don Alexis has married a young wife,
and he speaks to Don Gasvpar from exverience:

I wish the day I left my bed to marry, I had been confilned
to it with a gout, an asthma, and a dropsy. Oons wman,

there's no end of your plag:es from this moment! . . .

Why, you'd find it ezsier to spin cables out of cobwebs; or

to oierce thro' the earth, and swim out at the Antipodes,
than to manage a young rantipole wife . . . (1786 ed., p. 11)
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But lrs. %owley has too much respect for the institution

of marri@ée to permit a wife to think lightly of her virtue;
Donna Seraphina, Don Alexis' "young rantipole wife", al—‘
though she intrigues against her h sband to save his
daughter froum an unwanted match, preserves her own fidelity.
Here Mrs. Cowley's attitude to marriage Es that prevention
is better than cure. As an example of the graver moral
seriousness which is characteristic of the 1813 edition of
Mrs. Cowley's works, it is interesting to examine two
speeches in the 1786 and 1813 versions. They are part of an
111-tempered exchange between LCon Alexis and Donna Sera-
phina:

ALzZXIS,

The devil's in 1t if stone walls won't keep ye! What stron-
ger security could my honour have?

SERAPIINA.

My honour! Rely on that, and I swear to you by every thing
sacred, that no vestal's life shall be wmore blameless. It
is due to my own feelings to be chaste-- I don't condescend
to think of you in the affalr. The respoct I tear myse¢_,
makes me ‘z’iGCGSsal’lﬁy pressrve my purity-- brt if I am sus-
pected, watch'd, and haunted, I know not but such torment
may weary me out of principles, which I have hitherto
cherish'd as my life. (1786 ed., p. 19)

ALEXIS.
What stronger security could my honour have?
SERAPHINA.
¥y honovr! Your effectual guard over me 1ls my Sense ol Duby;
rely on this, and I swear to you that no Vestal's 1life shall
be more blameless. This iz due to my own feelings, even
without the delightful task of thinking of you.

(Works, II, 112)

Seraphina's threat is removed, and her antipathy to her

husband considerably softened. In the R6 edition, she
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seems anxious to preserve racher the surface than the sub-
stance of matrimonial fidelity; in the 1813 text this is a
good desal corrected.

Donna Seraphina is hardly older fhan the step-
daughter whom she saves from an unwelcome suitor. Mbther
figures are rare in Mrs, Cowley's plays (it is curious that
there is no mention of her mother in the Preface to the
1813 ¥Works, although there is a sympathetic account of her

father). Mrs. Fancourt, in The Town before you, plays a

similar role to Donna Sersphina; but again, she is Fancourt's
second wife, and not the mother of his child. Deceived into
nmarriage by the adventurer Fancourt, she counterplots
against his attempt to sedvce Georgina Floyer, but.éhe does
so in dlsguise, and considers it her duty to remain with
him, even after his arrest. But although ¥Mrs. Cowley never
pernlits herself to dissolve a marriage, in this case she
allows Mrs. Fancourt 2 welcome release, when Fancourt
reveals that they were never properly married-- that the
ceremony was performed by the versatile Tippy. In wmaking
Georgina welcome her saviour as "wother, sister, friend”
(1794 ed., p. 99), Hrs. Cowley recognises the ambiguous
role that Mrs. Fancourt plays.

The promotion, or prevention, as they deserve, of
marriages is the central concern of }Mrs. Cowley's comedies.

But the marriages discussed in this chapter do not exist in
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a void. Mrs. Sparwell, for example, was an 1lmportant figure
in the discussion of Mrs. Cowley's satirical treatment of
false taste, and also relevant to a consideration of her
ldeas of marriage. Such divisions are at best matters of
convenience, serving to focus discussion rather than to
delimit it. Sir George Touvchwood's sentiments on his wife,
with which this chapter began, will serve as an aduirable
link to an examination of lMrs. Cowley's presentation of
the society in which her "married lovers™ wmust live:

I married Lady Frances to engross her to myself; yet such
is the blessed freedom of modern manners, that, in spite
of me, her eyes, thoughts, and conversation, are contin-

ually divided amongst all the Flirts and Coxcoubs of
Fashion. (1782 ed., p. 21)
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SOCIETY

I penned a note ten minutes since to my steward, to raise
the poor devils rents. Jpon my sowl, I pity 'em! But how
can it be otherwise, whilst one 1s obliged to wear fifty
acres in a sult, and the produce of a whole farm in a pair
of buckles? (1783 ed., p.25)

The would-be philanthropist of these sentliments is

Lord Sparkle, in Which Is the Han? In a society where Lord

Sparkle can be "the general favourite of the Ladies, and
the common object of imitation with the men" (1783 ed., p.
5), the natural inclination of men like Sir George Iouch-

wood, in The Relle's Stratagcen, is retirement. This is 3ir

George's anatomy of "society":

A mere chaos, in which a2ll distinction of rank is lost in

a ridiculous affectation of ease, and every different order
of beings huddled together, as they were before the creat-
jon. In the same select rvarty, you will often find the wife
of & Bishop and a Sharvper, of an Zarl and a Fiddler. In
short, 'tis one universal masquerade, all disguised in the
same habits end manners. (1782 ed., p. 27)

The "affectation" of which Sir George speaks hére is only

a wider manifestation of the particular affectatidns which

have been discussed above-- Mrs. Soarwell's affectation of
taste, for exsuple, or Lady Dinah's of jealousy. Flelding's
dictum that affectation is "the only “source.of the true

Ridiculous" avnplies very well to Mrs. Cowley's comediess,
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Lord Sparkle, seeking to pass lightly over his
attempt to seduce Julla Manners, claims that what would be
"effrontery" in others, in hiuw is only "the Ease of Fashion".
The general social malaise which Lord Sparkle represents
is the willingness of "society"” to condone, and even app-
laud, folly and vice when in pleasing forms, to value a
sult over the produce of many acres, and the showy exterioxr
of the man who wears it above the virtues of the less ost-
entatious. Lady Bell Bloomer can see through Lord Sparkle's
borrowed wit and glitter, but she recognizes: "Tinsel is
just as well for shew.-- The world is charitable, and acc-
epts tinsel for gold in wost cases." (1783 ed., p. 12).

Fancourt makes a similar point in The Town before

Pho! what wmen are dlamonds in the way of reputation? French
vaste does as well, and one is not so much 2fraid to damage
it. If I were such a fellow =28 you, wWith a character of the
true water, I should be in eternsl anxiety-- never dare to
turn to the right or the left-- fearful of a speck here, of
a flaw there; as it is, I brush on through the world-- my
French paste makes a shew, and if I lose it-- why I lose a
thing of no value. (1795 ed., p. 14)

This is exactly the s»irit of Lord Sparkle, less svccessful
and operating in a lower level of soclety. llen like Fancourt
and Lord Sparkle can only survive 1in soclety becavse there
are fools for them to feed on. One of Fancourt's victims is
Sir Aobert Floyer, whose vanity and credulity make hiwm én
easy prey. A newly rich country knight, Sir Robert , whose

"arandfather was the first man of his family who ever went




L8

tb bed, or got up his own master", has acquired a quantity
of o0ld furniture:

SIR R03ERT.

I 1ike antiquities.

SERVANT.

So I guess'd, Sir, by the vast quantity of old worm-eaten
furniture you have at home, which you never make any use
of, but to shew to strangers. All from the old castles
belonging to your forefathers, Sir, I take 1t?

(1795 ed., p. 8)

Having canvassed for the government in an election, Sir
Robert has come to town in hope of high offlice. Tipoy, who
has found his close resemblance to Lord 3eechgrove a means
of obtaining easy credit, has no difficulty in imvposing on
Sir Robert and cheating him of L1,000. The ease with which
the versatile Tipoy poses as a conoisseur, until he is
discomposed by the statue coming to 1life, has been dis-
cussed in chapter II. In both cases, it is clear that the
relationshi» of rogue to victim is a symbiotic one; in
accepting tinsel for gold, accepting surface appearances
without close scrutiny, society is asking fo be gulled.

Another example of the ease is the way the servant
Fairfax. This is a familiar theme. Iownley's High Life

below Stairs (1759), which is largely concerned with serv-

ants imitating their "betters", ends with this moral refleck-
erailons

If persons of Rank would act up to their Standard, it would

ha Imnnoeihla that thedir Servante fcna11d ane theme- Buit when
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they affect every thinz that is ridiculous, it will be in
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the Power of any low Creature to follow their Zxamole.
(1759 ed., p. 54)

The "ridiculous affectation of ease" of which Sir
George Touchwood spoke is also well il_ustrated by the
Cornish rustics, Bobby and Sophy Pendragon, who have, like
Sir Robert Floyer, come to town afcer taking election -
promises too seriously-- in their case, tnose of Lord
Sparkle. It 1s interesting to notice that both Bobby Pen-
dragon and Sir Robert were played by Q:ick; twelve years
separate the plays, and Sir Robert is Bobby grown older
but scarce wiser.

In Bobby Pendragon, Mrs, Cowley is not only satir-
izing the ease with which the most vacuous wind can catch
the tone of social inzanity, in which people rarely mean what
they say, and often mean nothing at all. The Pendragons'
dissatisfaction with thelr country existence, and their
unwillingness to réturn to it once they have tasted the
delights of the metropolls, are seen as symptomatic of the
breaking up of the order of soclety that seems to follow
the new freedom of manners. Sir George Iouchwood's 1ldeal
(which in this resnect seems close to Mrs. Cowley's) is of
a "gquiet coslety”, in which veople are content in their
several social situastions, and in which they are not engaged
@fi in the nervetual motion of a constant search for elusive
amusement .
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seens symptomatlic of the larger unquietness of modern life:

SIR GEORGE. :
Well, Fanny, to-day yvou made your entree in the fashionable
World; tell me honestly the imnressions you receliv'd.

LADY FRANCES.

Indeed, 3ir George, I was so hurried from place to place,
that I had not time to find out what wmy impressions were.
SIR GEORGE.

That's the very spirit of the 1life you have chosen.
(1782 ed., p. 47)

In this social whirl, the credentials of men like Tippy,

fancourt, or Lord Sparkle, pass unscrutinized.

In Retirement and The Task, poems that are contemp-

orary with Mrs. Cowley's middle plays, Cowper eXpresses a
mood that 1s close to Sir George Touchwood's. In describing

(in Retirement) the new fashion for the sea-side, for ex-

ample, Cowper sees this literal kind of movement as sugg-
estive of a deeper social unrest:

Your vrudent grand-mesmmas, ye modern belles,

Content with Eristol, 3ash, =znd Tunbridge-wells,

When health requir'd it would consent to roam,

Else more attached to pleas res found at home.

But now alike, gay widow, virgin, wife,

Ingenious to diversify dall 1life,

In coaches, chaises, caravans, and hoys,

Fly to the coast for daily, nightly joys,

And a2ll, imnatient of dry land, agree

With one consent to rush into the sea.--
(lines 515-2L4)

But finally, ¥rs. Cowley takes a less gloomy view of societly
than Cowper. In chapter III, we saw Saville versvade Sir
George not to retire with his wife to the country. Part}y
this is an act of faith in the goodness of soclety, and

partly a necesslity for Mrs. Cowley, since a large part of
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her audience was the fashionable society whose excesses
she ridicules, without questioning its existence.

In making Sir George Touchwood opt for "society"
rather than the introspective retirement that Cowper
espouses and Sir George's own inclinations seem to prefer,
Mrs. Cowley suggests that a rational enjoyment of soclal
pleasures 1s possible without compromise of virtue or
Integrity, The possibility seems tc lie somewhere between
Sir George's satirical »ortrasit of the "fine lady", and
Mrs. Racket's reply:

She 1s seen every where, but in her own house. She sleeps

at home, but she lives all over the town. In her uwind,

every sentiment gives place to the Lust of Conguest, and

the vanity of bteing particular. The feelings of Wife, z2nd
Mother, are lost in the whirl of dissipation. If she con-
tinues virtuous, 'tis by chance-- and if she preserves her
husband from ruin, 'tis by her dexterity at the Card-Tablel--
Such a woman I take to be a perfect Fine Lady!

Now, Sir, hear my definition of a Fine Lady:-- She is a
creature for whom Nature has dosne much, and Educatlon more;
she has Taste, Zlegence, Spirit, Understanding. In her
manner she is free, in her nmorals nice. Her behaviour 1is
undistinguishingly polite to her Husband, and all mankind;--
her sentiments gre for theilr hours of retirement. In a word,
a Fine Lady is the 1life of conversetion, the spirit of
socliety, the joy of the public!--

(1782 ed., p. 25)

If we jﬁdge Mrs. Racket by her own ideal, she hardly conmes
up to it; but then neither is she guilty of all Sir George's
charges.

An excellent embodiment of Mrs. Cowley's 1ideal of

the soclety wowan 1s Lady Bell Bloomer in Which Ig the Han?

Two other characters in the play, the retiring Julia, and
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the soclal butterrly Clarinda, form, with Lady Bell, a
pattern similar to the group that Letitia, Lady Frances,

and Mrs. Racket form in The Bélle's Strataqeﬁ. Lady Bell

(whose understanding of society was evident in her remark
on Lord Sparkle's tinsel, quoted above) wins this praise

from the censorious PFitzherbert:

A charming wowan, Julia! She conceals a fine understanding
under apparent giddiness; and a most sensible heart beneacth
an ailr of indifference. (1783 ed., p. 13)

Clarinda makes an interesting contrast. We first
meet her reading an avction catalogue:
Poor Lady Squander! So Christie has her jewels and furn-
iture at last!-- I must go to the sale.-- Mark that Dresden

service, and the pearls . . . It must be a great cowmfort to
her to see her jewels worn by her friends.-- (1783 ed.,

p. 8)
This pity ls as affecting as Lord Sparkle's concern for

his tenants. Clarinda's concern with things rather than

people allies her with the characters whose "tastes" were

discussed in chapter

4

I; agein, the auct
the waste and folly of fashlonable soclety. The unjust
soclety values people for what they have, and what they
seem to be, rather than for what they are. Clarinda prides
herself:

My next-door friend, Hrs. Saffron, always wheels into the
country on my vublic nights,-- on pretence of her dellicate
nerves; but the trvth is, her rooms will hold but six card-
tables, and mine thirteen. (1783 ed., pp.47-8)

It is amusing to observe the ravages of inflation 1n the

1813 edition, in which Clarinda has nineteen tables, and

her neighbour a mere ten (Works, I, 380-1).
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Clarinda has no concern for the substance of moral-

ity, but she 1s "the nicest crzature breathing in my reput-

ation" (1783 ed., p. 41). Lord Sparkle, on the other hand,
openly flsunts his prodigelity and debauchery, declaring
that " 'tis the fashion to have mistresses from higher
orders than sempstresses and mantua-makers" (1783 ed., p.
23). He instructs Julia's waid, Xitty, to woo her mistress
for him in these terms: |

Tell her of my fashion, my extravsgance; thst I olay deep-
est at Weltjie's, am the best-drest at the Opers, and have
half ruined myself by granting snnulties to pretty girls.--
Goodness and fondness are baifts to catch 0ld prudes, not
blooming misses. (1783 ed., pp. 22=3)

Lord Sparkle and Clarinda successfully impose on
soclety at large; Mrs. Cowley &allows them to thrive in the
world of the surface, but denies them the bliss of"married
lovers". But Lsdy Squander, and Lord Sparkle's tenants,

the objects of thelr abstract coumpassion, are reminders of x

1
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the darker uindersi of a society in which parasitism and
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poverty, waste and want, flourish together. Mrs. Cowley

puts much of her social criticism in the mouths of char-
acters who are themselves morally suspect, or worse. This

is like Dryden's idea that "men aim rightest when they

shoot in jest." PFigures like Sir George Iouchwood, or Fitz-
herbert, seem prejidiced and sovred, and their reflections
on the decline of the times lose in effectiveness from their

opredictability and their prejudice. But when Lord Sparkle,

J o =il
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or Clarinda, makes such an observation, though without
implying that anything is wrong, its effectiveness is
doubled. Its casnualness underlines ﬁhe lack of personal and
soclal feelings in a soclety where sich events pass as
commonplace; and 1t exvoses the speaker's callousness.
Lord Sparkle's exposure of himself in his instructions to
Kitb&, guoted above, are a more deadly indictment of him-
self and the soclety in which he lives than the bitter
satires of Ficzherbert.

Flutter and Silvertongue perform similar roles in

The Belle's Stratacem. In the masquerade scene, flutter

claims:

In the next apartment, there's a whole family, who to umy
certain knowledge have 1lived on Cow heel, and Water cress
this month, to make a figure here to night-- but to maks up
for that, they'll cram thelir Pockets with cold D cks and
chickens for a Carnival to morrow. (Larpent MS, »p. 66-7)
Flutter is hiuself a social parasite, and a proverb for
inaccurate stories like the above, or the account of the
nabob at the aﬁction, quoted in chapter II. Most of Flut-
ter's stories are no more than a reminder of a world else-
where, but the dangerovs possibilities of hls inaccurate
scandglmongering are evident when he describes the dis-
guised lLetitia to Doricourt as Lord George.Jennet's kept
woman, and vnroviding her with a whole genealogy of previous

affairs. Like an oral evic voet, Flutter is here improv-

ising on his stock of formulas, drawing on familiar theues.
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In his particulars he may be wrong, but Flutter describes

the kind of things that exist and hapven. He way have got

the fawmlly wrong, and the woman; but there are such fam-
1lies, and some woman at the masquerade may be kept by Lord
George.

The false scale of valves of the family living off
cow~-heel and water-cress to attend the masquerade is part
of a wider pattern of social ineqrality. The scandalmonger
Crowquill tries to bribe Doricourt's porter into revealing
his master's secrets, offering a bottle of wine:

PORTER.

Oh, oh! I heard the butler talk of you, when I lived at

Lord iinket's. 3ut what the devil do you mean by a bottle

of wine!l-- You gave him a crown for his retaining fee.

CROW L JUILL.

OCh, Sir, that was for a Lord's amours; a Commoner's are

never but half. Why, I have had a Baronet's for five shil-

lings, though he was a married man, and changed his mist-

ress every six weeks. (1782 ed., pp. 5-6) !

There 1s another argument about the wages of sin when Hrs. \
Fag, one of Silvertongue's puffers, demands five shillings !
a day. This is Silvertongnue's indignation:

Five Shillines a day! what a demand! Why, Woman, there are
a thoiusand Parsons in the town, who don't make Five Shil-
lings a day; though they preach, pray, christen, marry, and
bury, for ghe Good of the Community.-- Five Shillings a dayl
why, 'tls the pay of a Lieutenant in a marching 3egiment,
who keeps a 3Servant, a Mistress, a Horse; fights, dresses,
ogles, makes love, and dies cpon Five 3Shillings a day.

(1722 ed., tp. 30-31)

One of Silvertongue's lots is the model of a city
in wax. In the Larpent 1S, this provides the theme for a

train of wmoral reflections in this fashion:
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There's the Theatre, not a Roman Theatre, a mere modern
Playhouse, you may fancy a new Tragedy or Comedy going
forward. Observe the audience, did ycu ever see a more
agreeable Group? If you want fto form a Judgment of the
Piece, examine the Critics, if they sit with a satisfied
Eye, and contentéd face, you may swear they are gormand-
1zing on farlts; If restless, and rneasy, thelr appetites
find 1little food, and the piece will have a Bun. (p. 43)
In the printed text of 1782, Silvertongue's reflections
are curtalled; the above passage is among the excisions.
The character of Silvertongue was one of Zdwin's parts
discussed in chavter II; here we need only notice it as
part of llrs. Cowley's technique of suggesting a wider
soclal framework for her cowmedies than she actiuzlly de-
picts oﬂétage, and of "sing morally duvblous characters to
suggest the very standards they flout.

Neither the objlects of Mrs. Cowley's satire, nor

her moral viewpoint, are new. Both are traditional, and

even commonplace. She prefers honesty, sense, virtue, to

affectation, hypocrisy, vice. But one element of her social

criticism which has not been discussed so far, becarse it
demands separate treatment, a2nd because it ties up the
themes already treated, 1s her nationalism. Silvertongue
says of his wax city:

Call it 3ome, Pekin, or London, 'tis still a City; you'll
find in it the same larring interests, the same passions,
and the same vices, whatever the name. (1782 ed., p. 32)
but this is far from Mrs. Cowley's point of view. She

writes from a strong sense of national superiority, and

many of the excesses of contemporary British society she
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ascribes t5 the influence of foreign wmanners. Many of Hré.
Cowley's patriotic sentiments are likely to draw a sumile
to-day, but this should not tempt us to dismiss them as
something irrelevant to an vnderstanding of her work, an
unpalatable sauce that can be scraped off an otherwise
acceptable fish. The virtuous society which is celebrated

at the end of Mrs. Cowley's comedies, svch as The Belle's

Strataggg or Which Is the Man? is =nglish, and proud to

be so.




Vv
PATRIOTISH

My charming Bride! It was a strange perversion of Taste,
that led me bto consider the delicate timidity of your
deportment, as the mark of an uninform'd mind, or inelegant
manners. 1 feel now it is to that innate modesty, Znglish
Husbands owe 5 felicity the liarried Fen of other nations
are strangers to: it is a sacred vell to your charms; 1t 1is
the surest bulwark to your Husband's honour; and cursed be
the hour-- should it ever arrive-- in which British iadies
shall sacrifice to forelgn Graces the Grace of rodesty!
(1782 ed., p. 82)

Doricourt's sentiments, which conclude The Belle's

Stratageﬁ, contain wmany of the themes of this study in a
nutshell. If we compare the last lines with the version in
the Larpent S, we see how lirs. Cowley has strengthened the
expliclt comparison between British and foreign graces:
. . . and cursed be the hour, shou'd it ever arrive-- in
which British Ladies are polished out of thelr reserve.
{(p. 102)
The specifically Bnglish nature of lMrs. Cowley's

ideal, which has been glanced at several times, wmay here

be considered in more detail. In his article on The Belle's

1
Stratagem, R. Crompton Rhodes, basing his claim on a state-

ment by T. H. Lacy (this is discussed above, p. 26), assigned

such patriotic sentlments as these to a playhouse reviser:

1 "The Belle's Stratagem™, Review of English Stud-
ies, V (1929), 129-142.
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I have never yet found any wan whom I could cordially
take to my heart, and call Friend, who was not born be-
neath a British sky, and whose heart and manners were not
truly English. (1782 ed., p. 10)

These lines are not in the Lacy edition I have seen (see
above, p. 26), but its cuts seem intended to shorten the
play (it is rearranged into three acts instead of five)
for its Victorian audlience. In fact, there is svrely no
reason to doubt that these are Mrs. Cowley's sentiments;

they are an integral part of the play's thematic structure.

In the Prefasce to The Town before you (1795 ed.), Mrs.

Cowley spesks of the theatre as "the great National School"
(p. ¥i), and embraces a didactic ideal.

It is important that Doricourt should learn to
value Letitia after he has seen "the resistless charnmers
of Italy and France® (1782 ed., p. 9). For Doricourt's
travels have néither opened his wind nor modified his

patriotism:

ct

I swear to you,3Saville, the air of

the Continent has no
effaced one youthful prejudice or attachment. (1782 ed.,
p. 10)

The reservations Doricourt makes are in respect of servants
and ladies. His opinion about ladies he is to reverse; his
reason for keeplng foreizn servants is alrezdy, perheps,
patriotic enovgh:

Englishmen nzke the best Soldiers, Citlzens, Artizans, "and
Philosophers in the world; btut the very worst rfootmen. I
keep French fellows and Germans, as the Romans kepb slaves;
becarse theilr own countrymen had minds too enlarged and
haughty to descend with a grace to the duties of such a

statlion. (1782 ed., pp. 7-8)
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The virtuous society which Mrs. Cowley celebrates

at the end of The Belle's Straﬁsggﬁ is vnashamedly EZnglish.

The excesses of social debauchery are clearly associated .
with European, and in particular French, influence. When
the villain Courtall's base design on Lady Frances is
brought to light, his thoughts turn natrrally to France
as the natvral refuge of vice: "There®s no bearing this!
I'11 set off for Paris directly." (1782 ed., p. 63).

In Which Is the Man? Fitzherbert proposes a tax

to restrain travellers, because:

Our travelling philosophers have done more towards destroy-
ing the nerves of thelr country, than all the politics of
France. Thelr chief 2im seems to be, to establish infidel-
ity, and to captivate as with delusive views of manners
still more immoral and licentiows than our oun.

(1783 ed., ». 15)

In The World as it Goes lirs. Cowley deplicts a

!

number of such "travelling philosophers”, an zccidentally
assembled party of Znglish at Montpelier. It is curious
that this setting (for which there is no obvious reason)

was also used by Southerne for Sir Anthony Love (1691).

A comparison of the two plays shows how far the national
stereotype has changed; Southerne's Englishmen are out to
swindle the gyllible foreigners, whereas Mrs. Cowley's are

the victims of a series of plots to trick and swindle thew.

The three chief crooks in Hrs. Cowley's play are Le Rouge,

von Irkin, and the "Countess™; there is also a Le Gout who
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trles to sell Mrs. Sparwell za urinal from Pompeil. The
countess tries to sell her favours to Mr. Grub (a rich
citizen), while von Irkin and Le Rouvge attempt his elder
daughter. Lady Danvers is assavrlted in the nunnery to which
she retires from the cares of the world and her husband,
by a monk. That the innkeeper fleeces his ignorant English
customers is a matter of course. These various plots are
foilled by Colonel Sparwell, Sir Charles Danvers, and Fair-
fax, a triumvirate of sensible Englishmen who determine

at the end of the play to return to England to enjioy their
new, or renewed, conjugal feliclty.

The socilal wicrocosm of lMontpeller comes close to
being what Sir George Jouchwood called "an universal mas-
querade" . Le Rouge, von Irkin, and the Countess all have
shady pasts and play assumed roles. It is a society inim-
jcal to frankness and reserve, two "English" gualities
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with the discretion to eumploy each in the proper situation.
It is therefore a suitable place to chastise a man like

Sir Charles Danvers, who ass.mes indifference to his wife
for the sake of fashionable appearances, or Colonel Spar-
well, who plots against his wife. The third wmember of the
trio, Fairfax, pretends to be a French count, and puts ‘von
Irkin to shame at his own game of ludicrously affected love-

making.

|"}j

lecause the end i1s obtainirg Sidney Grub from her
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mean and unwilling father, Mrs. Cowley permits this decention,

as she permits Bellair, in Kore Wayg tgan One, his feigned

sickness to gain his Arabella.

In his pvretended character, Fairfax affects to recall
a countess who had "eleven lovers in Six Konths, as her tiue
was so much engage, her husband us'd to write her Billet doux"
(Larpent M3, p. 48). The countess in the vlay is a character
of coquetry and dissimulation, who pretends to be virgin,
widow, wife, as she thinks each role can be trrned to her
profit.

In preferring the English character. Mrs. Cowley
wmakes 1t clear that it is a matter of rational cholce as well

as national pride, as this exchange in The Bel)e's Stratsgenm

makes clear:

LEIMITIA.

You see I can be any thing; chuse then my character-- your
Taste shall fix it. Shall I be an Enelish Wife?-- or, breaking
from the bonds of Nature d fducation, step Lorth to the

world in all the cactivat glare of PForelgn Manners?
DORICOURT.
You shall be nothing but yourself-- (1782 ed., p. 81)

Falrfax's servant Bronze, discovered by the countess
in the act of trying on his master's coat, is mistaken by
her for his master. Bronze is an illustretion of Doricourt's
observation:

A PFrenchman neither hears, sees. nor breathes, but as his -
master directs; a2nd his whole system of conduct 1s compris'd
in one short word, Obedisnce! An Englishman reasons, forms

opinions, cogitates, and disputes; he is the mere creature
of your will: the other, a2 being, conscious of equal import-

[
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ance in the universal scale with yourself, and 1s therefore
your judge, whlilst he wears your livery, anc decldes on your
actions with the freedom of a censor. (1782 ed., p. 8)
These are Bronze's reflections:

Damn fortune . . . I am as tall, z2s well wade, and have as
much lmpudence as my HMaster, and why the devil should he be
gone abroad in Zobroldery, whilst I an brushing his Cloaths
in Scurvy Livery . . . / tries on Fairfax's coat 7.

heng it, it won't do, there must be something in birth aFter
all! Spite of affectation and Lace, Silk, I look no more like
a Gentleman than Peter Pelican. (Larpent M3, p. 53)

That Bronze should be able to impose on the countess, but not
on himself, is a neat comment on the two societies. In the
light of Doricourt's remarks, it is interesting to compare
Bronze with some of the French characters (mainly valets) in
Krs., Cowley's plays.

The Frenchman in The School of Elogrence, that panto-

mime of national stereotypes, is a falr specimen of servility,
though not a servant:

One 1ittle compliment to de grest judgment of your antagonist
shall convince him dat he be wrong, sooner den all the oppos-
ition in de varld . . . But ven all this vill not do, and
noting remains buwt de downright arguement and opposition.--

de Frenchman always give up the point. (Larpent ¥S, op. 12-3)

Buck, a John Bull character, nerhaps caricatures English
bluntness:

For my part 1 hate all arguement, and admire short disp:utes.

If any man contradicts me you lie that's ny Kajor, 1f he

meets that-- shoot him through the head that's my HMinor--

and dawmme who dares dispute my conclusion (Lerpent MS, n. 17)

HMore serious criticism is contained in the portrai%s
of two French servants, 3Sir I'arvel Hushroom's Le Gout, and

I

ff's A La Greque in 4 Tay in Turkey. Le Gout, in More




64

Ways tbén Oné, is preoccupled with details of dress and the

technique of social hynocrisy. Le Gout gives this deadly
(but unconscious) exposure of mercenary condescension:

SIR MARVEL.

Why! should I receive hinm?

LE GOUT.

Sans doute-- receive every body. De great people make all
dere oower dat way. In Grosvenor-Squsre, 2 citizen send his

name to a lord;-- "dsun de greasy soap boller-- send him up!"
He fly to recelve him, catches his nand-- "y desr iir. Pear-
lash, how I am oblige for dis honour!-- where have you besen

dis age? can I do any ting for you?-- make use of me-- give
me de hapoiness to serve youli"

SIR MARVEL.

Do they condescend so much?

LY GOUT. Condescend!-- vshaw! dat idea is banish de world--
dere is no condescension. De canaille is de fountazin of
riches, derefore de lords treat dem vid respect, =2nd tell
dem of dere majesty: in return. de Cznail’e, bursting vid
vanity and gratit-de, let de Lords dresin dere purses, and
so bote sides rest satisfie. (1784 ed., p. 28)

In putting this in Le Gout'é mouth , Mrs. Cowley makes a
malaise in English soclety seem somethlng of course to a
Frenchman. It 1s also an example of her favourite technique
of expressing socisl criticism through morally suspect char-~
acters-- as hes already been noticed in the case of Silver-

fongue in The Belle's Stratagenm.

In contrast to the scheming and stratagems of Le
Rouge and von Irkin, Bronze makes "a bold stroke for a wife';
Le Rouge and von Irkin, exposed, are forced to flee empty-
handed, but. Bronze may have svcceeded. Le Gout's thoughts
extend no higher than taking credit for his master's coiffure:
De quality will not say of you-- "Oh, what 3Burseois be dat

ah, mon Dlsu, guelle bete!" dey will say who drest dat man°
he be as wal adroit as a rlemish btoor-- send him a new valet,
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he be dress by a Dutch barber." My reputation be concern'd,
monsieur. (1784 ea., p. 26)

Mrs. Cowley is saild (Works, I, xviii) to have spent
much of the year before the French Revolution in France. If
so, this might easily account for the character of A La
Greque in A4 Day in Turkey (1791), who is far less sympathet-
ically portrayed than Le Gout, who is the object of more
ridicule than contempt. A La Greque shows himself wore slavish
than the slaves, not only cowardly and effete but perfidious.
This is his obsequiousness to his new master:

Oh Sir, as to chains, I value them not a rush; if it 1is your
highness's sweet pleasure to load me with them, I shall be
thankful for the honour, and dance to their clink-~ Bless ye,
Sir, chains were as natural t'other day to Frenchmsn as

mother's milk. (3rd ed., p. 19)

In the Preface to A Day in Turkey, Mrs. Cowley defends

herself against the lwmputed political content of the play.
After denying the alleged political references, she adds:

True comedy has always been defined to be a picture of life--
a record of passing manners-- a mirror to reflect to succeed-
ing times the characters and follies of the ovresent.

Tnhis seems just. Nowhere does lMrs. Cowley concern herself

with political systems; in A Day in Turkey and alsewhere, her
interest is in the soclal and moral aspects of national char-
acter. She seems to have had at least the idea for A Lay 1n
Turkey before either the Revolutlion or the war betwéen Russia
and Turkey. In the Preface to Albina, she writes:

I had indeed uwmade some progress in writing a Piece founded on
Turkish manners, the scene of which is lald in Asla, and

flattered myself with success from the novelty of the attempt;
: (1779 ed., p. V)
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Mrs. Cowley's main purpose in A& Day in Turkey is con-

cerned with the effect on the Bassa Ibrahim of mesting Alex-
ina, a capfive Russian. Mrs. Cowley's comments on the position
of women in Turkish society were discussed in cha?ter III.

A La Greque 1is not essential to the plot, and presumably he
was added after the Revolution; but he forms a useful cont-
rast with Orloff, the bold Russsisn (and by an easy trans-
ference, English) gentleman-officer. In A La Greque's chau-
vinism, lMrs. Cowley presents the reverse of the combination
of dignity and respect that she adwired in Bronze:

Oh, Paris, Sir, Paris, I travell'd into Russia to polish the
brutes a little, and to give them some idess of the general
equality of man; but my generosity has been lost;-- they
still continue to believe that a prince is more than a porter,
and that a lord ig a better gentleman than his slave. O, had
they but been with me at Versailles, when I help'd to turn
those things topsey turvey therel (3rd ed., p. 18)

The contrast between A La Greque's libertarian theory and his

servile behaviour 1s complets; in the 1813 edition, 1t is made
even more incongruous by combining the two in one speech:

Oh, Paris Sir, Paris-- a Frenchman! I just travelled into
Russia out of kindness, to polish the Brutes a little, and to
give them french ideas. But, finding I could not re-model
theilr heads, I took to thelr heels, and would have tanght
them dancing; they were as incapable however of ilmproving
below as above, so I betook myself to conducting the affairs
of this Gentleman. The result has been that I have been led
by him to dance in your chains, in which if I can but caver
myself into your favour, I shall deem my last step the best

I ever took! (Works, II, 265)

Here "french ideas" need no elaboration. It is interesting
that the second version, with the idea of dancing running

through 1it, has a distinctly literary rather than theatrical
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flavour.

In the earlier version, at the end of the play, when
he hears that his master Orloff 1s to be freed, A La Greque
makes this reguest:

Fellow slaves, I perceive, we shall be no longer-- so there
goes my dignity! I'11 make a bold push for a new one though.
Azim, I find-- pardon me, my Lord, . . .. Azim I find, is out

of place, will your mightiness bestow it on we, and make ue
your »rincipal slavedriver? (3rd ed., p. 83)

A La Greque the friend of liberty 1s exposed. One of the less
happy, but not untypical, revisions in the 1813 text, makes
this point much more heavily:

What ups and downs there are in this world! My Lord, (Eg Or-
loff) I am once again your most duteous Servant! Fellow
Slaves we shall be no more-- so here ends the Tyranny of
Equality! (Works, II, 319)

In A School for Greybesrds and A Bold Stroke for a

Hﬁsband, which are set in Portugal and Spain respectively,
the sawme concern for the moral rather than the political
aspects of differences between soclietles is evident. Mrs.
Cowley is not concerned with absolutism in government (the
Bassa was sympathetically drawn) so much as the greater
opportunities for the exercise of parental tyranny.

In Mrs. Cowley's ideal Englend, soclial distinctions
are observed, but servants are not slaves, and there is res-
pect for the rights of the individual of whatever rank. In
A La Greque's rejolcing at his master's enslavement, the
levelling down effect of She French Revolation is observed;

Mrs. Cowley is much more sympathetic to Bronze's attempt to
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improve his socisl position.

So far Mrs. Cowley's patriotism, her attempt to iden-
tify what is best in Englishness, has been seen in a negative
way, In terms of her distrust of continental, and in partic-
ular French, influence. Its more positive side is evident
in her appeal to an implieé ideal of "traditional” English
virtues, rather nebulously defined, but strongly contrasted

with Freunch decadence and debauchery. An ezsmple is this

S ——— S ——————ty et} S

I always likes to be in the Tone wherever I goes;-- you
surely wou'd not have me be brimful of honour, or ashamed
of Cuckoldom here in France. (Larvent MS, p. 33)

This is Fitzherbert's ideal of the British soldier, from

Which Is the ian?:

Intrepid spirit, nice honour, generosity, and understanding,
all unite to form him.-- It is these which will wmeke a Brit-
1sh soldier once again the first character in Europe.-- It

is such soldiers who must make z2ngland once again invincible,
and her g¢littering arms triumphant in every quarter of the
globe. (1783 ed.; p. 53)

Fitzherbert's words vroved provhetic, for in the 1813 text,

the last lines are in the vresent tense:

By these the 3ritish Soldier continues the Flrst Character

in Eurone, makes England for ever invincible, and her

resplendent arms triumphant in every guarter of the Globe.
(Works, I, 388)

It is fascinating to imagine Mrs. Cowley in seclusion at Tiv-

erton penning such a sentence upon receipt of news of some

particular British triumph.

Since Mrs. Cowley's comedies are inevitably concerned

with the lighter side.of social life, such off-stage drum-



69

beating serves as a useful reminder of the more serious side
of English 1life. As means of making thelr fortunes in honour-
able callings, Beauchamp (in Which Is the Kan?) and Asgill

(in The Town before you) become a soldier and a sailor res-

vectively. Zven when economic necessity is removed, and both
heroes have obtained their fair ladies, they do not renounce
their noble vocations, but resolve to share thelr love with

their country. These are Asgill's sentiments:

Yet the enthusiasm which seized me when I trod the Deck of
the victory can never be chill'd. In the glorious tars around
wme, valour, intrepidity, heroism shone forth with all their
fires-- they flash'd thro' my heart! And I swear, that shou'd
my Country need my Assistance; I will again resume the Irow-
sers & sall before the ¥Mast, wherever she bids her Cannon
roar, or her »roud Pendants fly! My Horatia herself shall
apnlaud the dedd and Love the Hero in her Husband.

(Larpent MS, p. 92)

Asgill's sentiments may draw a swmile to-day. To

conpare them with the ending of Persuassion, which is similar

in content but more ftactfully wanaged, is a refreshing rem-

inder of genius after a2 volume of talent:

His profession was all that could ever make her friends wish
that tenderness less; the dread of a fubture war all that
could dim her st nshine. She gloried in being a sallor's wife,
bat she wust pay the tax of gulck alarm for belonzing to that
profession which is, if possible, more distinguished in its

domestic virtues than its national importance. (Vol. %1'12)
ch.

Jane Austen and Irs. Cowley have in common a sense of national
optimism, in which the achievements of the armed forces, and

the man of action rather than reflection, seem to typify the

national ideal; and this sense allows them to temper thelr
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criticism of domestic Znglish soclety.

Mrs. Cowley's national ideal is essentially an amat-
eur one, and within the common reach. It depends on the will-
ingness of wen like Beauchamp and Asgill to fight for 1t.
This i1deal is at the centre of her plays, sometimes implicitly,
sometimes too explicitly for our taste, perhaps, It is the
positive side of Mrs. Cowley's warning agalnst the isolating
effects of eccentricity, and the nabtural context for her
emphasis on the need for personal feeling and frank under-
standing as the basis for the social contact of marriage.

To preserve it, znd correct the excesses of soclety, the
individual mvst take his part in the social »nrocess. The
traditional virtues of the sober Zneglish are the true basis

of national identity and a justified sense of national pride.
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