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PREFACE

The purpose of this study is to elucidate the Restoration comedy of
George Farquhar in terms of précieuse gallantry, a formal method of courtly
love-making, which is now obscure. This thesis does not present an ex-
haustive study; but rather it is designed to offer a fair representation
of the words, attitudes, and postures associated with préciosité. In
order to show more clearly the extensive use made of Ee/t:ieuse gallantry
by other dramatists whose plays preceded Farquhar'!s, I have cited examples
from their works, as well as his.

Chapter I deals with the background of pgeéieuse gallantry; Chapter
II discusses the meanings and uses of El_'e@isuse words; and Chapters III,
IV, and V present the distressed heroine, the whining lover, and the
gentleman rake in some of their characteristic précieuse attitudes and
postures. The conclusion which follows is designed to show that m’cieuse
gallantry is still present in our own society in modified forms, and hence
Farquhar's themes are not so ephemeral as the modern reader may have pre-
viously believe'd them to be.

For his invaluable advice and constructive criticism during the time
spent in preparing this thesis, I wish to express my sincere appreciation
to Doctor David S. Berkeley, adviser and contributor to the thesis. I
am also deeply obligated to my wife Ruth Ann who typed the first and
second drafts of the manuscript and offered sound advice on more than one
occasion.

My appreciation is also expressed to Miss Lagura E. Thomas and Mr.
Alton P, Juhlin of the library for their willing cooperation, and to Mr.
Raymond Denny for his efficiency in typing the final copy of this thesis.



Chapter I
The Background of Précieuse Gallantry

" Although there has been a considerable amount of eriticism concern-
ing the position of George Farquhar in English Restoration comedy, i.e.,
whether he should be classified as a manners or a sentimental dramatist,
there has been surprisingly little mention of his employment in his
comedy of g:é’cieuae gallantry, a vogue which has since become obscure.l
The fact is that Farquhar made extensive use of précieuse gallantry; and,
therefore, it is doubtful whether the modern reader fully understands his
plays. My thesis elucidates the obscure gg/cieu.se material which links
Farquhar's plays with certain conventions of the Restoration stage, but
which places this work out of the scope of our own present-day under-
standing.

In order to appreciate Farquhar's comedy, as well as that of other
Restoration dramatists who also used préciosité, one must first know some-
thing of the background and growth of précieuse gallantry. It was termed
préciositd in France and was synonymously called the "romantick stile" in
England. The "romantic" style had been known as such from the early years
of the Restoration and possibly earlier.? Englishmen associated it with
the exhibition of such things as constanecy in love, certain attitudes and
postures, foreign settings in remote times, exotic costumes, royal or
noble rank, and heroic couplets and blank verse. The sentimental style,
which was a dilution of the romantic style, suggested much the same: its
setting was usually in London, however, and its characters spoke in prose.

The characters also were depicted as members of the lower classes, and



their costumes were suited to their social status. It follows, then, that
wherever the romantic style was used, regardless of the types of comedy
in which it occurs, its origins or models were ultimately the same. These
were the romances.

The word "romance” itself has an interesting background: Edward
Phillips, the leading lexicographer in the era of Charles II, defined it
as "a feigned History...whichhath heretofore been used to signify anything
written 1‘$lf>r:1v.ent.1y."3 The French romances especially would fit this defi-
nition; and the French Scieuses » those who practiced the forms of gal-
lantry, used the romances as guides in their courtships. When Queen
Henrietta Marie came to England from France, she is said to have brought
with her the taste for préciosité; and thence the vogue was adopted by
English dramatists. Some of these poets, it is true, may have been in-
fluenced directly by the romances of Mlle. de Scudéry and la Calprendde,
although in the case of Farquhar it would be difficult to press this
point. Since his first play did not appear until 1698,% he was probably
more directly influenced by his own English predecesaora.s Farquhar
shows at least a superficial knowledge of the romances in The Inconstant;
or, The Way to Win Him (1702). In one scene of this play the heroine
Oriana tells her maid Bisarre that she loves Mirabel in spite of his ill
usage. Bisarre is furious at this and remarks, "0, the Devil take all
your Cassandra's and Cleopatra's for ns."6 The allusion here, 1 think,
is not to the ill-fated prophetess of the Iliad or to the Egyptian queen
in Shakespeare's play, but rather to the heroines in two of la Calpre-

7 An even clearer example may be found of the use of

néde's romances.
"romance" by Farquhar in The Constant Couple; or, A Trip to the Jubilee

(1699). Lady Lurewell admits to her maid Parly that as a credulously



innocent girl of fifteen she had found the "Romances moving"™ and "love
powerful."” Her only reward, however, had been her seduction by a false
lover; and she relates to Parly the "romantic" night and following morn-
ing she had enjoyed just shortly before being betrayed by him.
After Supper I went to my Chamber,
and read C then went to bed,
and dreamt of him all Night, rose
in the Morning, and made Verses;
so fell desperately in ILove—S
Not all lovers regarded the romances and "romantic" love with dis-
trust. Restoration poets often coupled the words "romance" and "romantic"
with the exhibition of serious love. The meanings of "romance" were
imparted to "romantic" when this adjective was introduced into the English
language, probably in the 1650'3.9 Bellmour, for example, in Mrs. Behn's
Town-Fopp; or, Sir Timothy Tawdrey (1677) employs the word "romantick"
favorably when he rhapsodizes to Diana.
What Bliss on me insensibly you throw!
I'd rather hear thee swear thou art my Foe,
And like some noble and romantick Maid
With Poniards you'd my stubborn Heart invade;
And whilst thou dost the faithful Relique iear,
In every Vein Thoud'st find Celinda there. 0
The distressed heroine Constance in Farquhar's The Twin Rivals (1702)
also uses "romantic" seriously when her lover Hermes, whom she thinks dead,

returns to her:

I never found the true Sweets
of Love, till this Romantick turn, 11
dead and alive! my Stars are Poetical.
The romances were felt by many to be ridiculous, and therefore the

words "romance" and "romantic" often became objects of contempt. Ilacy's



Sir Hercules Buffoon; or, The Poetical Sguire (1684) affords us a good
example of the transfer of pejorative meanings of "romance" to "romantic.”

Esquire Buffoon questions his father:

But, father, which do you hold to
be most honourable, your comic or
heroic poet?

Sir Herc. Oh, your heroic, without doubt,
because he comes nearer the romantic
strain than the other,

Esquire B. Romantic! What signifies the word
romantic?

Sir Here. Why, it comes from the word romance,
and romance is the Arabic word for a
swinger, and swinger is the Hebrew for
a liar,

Esquire B, By this do you prove the heroic
poets to be liars?

Sir Here. No, no, by no means; romantically
inclined only.

The heroic poets had license to exhibit scenes of serious love, and
there is reason to believe that the Restoration gallants and ladies were
fond of these scenes, especially the ladies. Restoration ladies not only
took pleasure in the pity arising from the misfortunes of young lovers,
but also frequently had recourse to tears. Lyrick in Farquhar's love and
a Bottle (1698) gives his impression to Lovewell of the ladies' conduct at

the tragedies.

Lov. What, laugh at a Tragedy!

Iyr. I laugh to see the Ladies cry. To
see so many weep at the Death of
the fabulous Hero, who would but
laugh if the Poet were hang’d? On
my Conscience, these Tragedies make
the Ladies vent all their Love and
Honour at their Eyes, when the same
white Hankerchief that blows their

Noses, must be a Winding—&heet to
the deceased Hero.t3

The seriousness with which the ladies viewed prg_élcieuaa themes in love-and-



honor tragedies seemed not to please Farquhar in the passage above, but
one should note that he often treated Eef:ieuae gallantry with no suggestion
of the mock-heroic impulse. One should also observe that the theme of love
and honor became so popular that it was seriously developed in comedy as
well as tragedy. Davenant, as early as 1669, treated "romance" and
"romantic™ with favor in association with love and honour. In his Man's
the Master the distraught Lucilla pleads with Don Ferdinand, a friend of
her father's:

Sir! let me embrace your knees, and

not rise from mine till I obtain that

succour which I hope you will afford me.

Don Ferd., This style is somewhat romantic. Iy

foolish daughter never reads romances, but,

for my part, I esteem Amadis and all such

ancient and discreet records of love and

honour. Madam, you seem not a person

to whom a gentleman should refuse anything.u’
Davenant's favorable treatment of love and honor was most certain to please
the ladies; for from their reading of the romances and consequent adoption
of E:g/cieuse attitudes, they would necessarily take an exceedingly solemn
view of human virtue, Précieuse attitudes would further lead them to be-
lieve that woman was the superior of man; his effusive outpouring of words
and his abject postures before her, as if she were on a pedestal, would be
not only expected but demanded by the Ege/c;.euae ladies.

On the other hand, Farquhar and other dramatists often connected the
theme of love and honor comically with "romance" and "romantic." Roebuck
in Love and a Bottle after hearing Lucinda's speech about the power of love
and honor in former ages to advance the female cause, remarks to himself,
"I must divert this plaguy Romantick humur.'15 In another spesech, he
tells leanthe, his lover who is disguised as a page, "0 Child! Boys of
your age are continually reading Romances, filling your Heads with that old



bombast of Love and Honotn-...."m
Précieuse gallantry, since it derived its origin from the romances,
appeared by the same token to have had many admirers and detractors, It
was ridiculed by Molidre; and in at least one of his plays, les Précieuses
Ridicules (1659), l'esprit précieux is the sole object of his attack. Much
of the unsympathetic treatment that was received by E:eﬁiousa gallantry
came from those who coupled "romance" and "romsntic" with the adjective
"whining." In Table-Talk (1689) Selden used "whine® in a way that suggested
the romantic style, namely, a distinct tone of voice different from the
tones of ordinary conversation:
If a Man should make love in an
ordinary Tone, his Mistress would
not regard Ej,m; and therefore he
must whine.
"Whining" became more than Just a spscialized vocal tone, however, when
it became associated with "romance" and "romantic.” It acquired also such
connotations as sighing, lneeling, cringing, and "dying."™ Here "dying"
is used in the sense of being prostrated at the feet of one's mistress.
Although the art of "whining" made up only a part of the romantie style,
it was, nevertheless, associated unfavorably with the Ege/ciauae gallant.
A fairly early example of postures and attitudes common to both
"romantic™ and "whining" may be seen in Bruce's speech to Clarinda in
Shadwell's Virtuoso (1676).
Bruce. Come, I see this way will not do: I'll
try another with you. Ah Madam! change your
eruel intentions, or I shall become the most
desolate Lover, that ever yet, with arms across,
sigh'd to a murmuring Grove, or to a purling
Stream complain'd. Savage! I'll wander
up and down the Woods, and earve my
Passion on the Barks of Trees, and vent

my grief to the winds, that as they fly
shall sigh and pity me.



Clarinda. How now! what foolish Fustian's
this? you talk like an Heroick Poet.
Bruce. Since the common down-right way of

speaking sense wou'd not please you,

I had a mind to try what the Romantick

way of whining Love cou'd do .18
Roebuck in Love and a Bottle conceives a similar plan for debauching
Iucinda when he says, "...I'1l first try the whining Addresses, and see
if she'll bleed in the soft Vein."™ His only reward for all his whining,
however, is a blow on the ear administered by Lucinda. His reaction to
this unexpected treatment is voiced in the following retort: "—-If ever
I make Love like a Poetical fool again, may I never receive any favour
but a Subject for a Copy of Verses.".?

As the mention of romances in Restoration drama often suggested the
French heroic writers, Mlle. de Scudéty and la Calprendde, so also did the
terms "romantic® and "whining" suggest précieuse gallantry, which grew in
turn out of the romances. With the romances for models Eefioaite/not
only became a studied and conscious mode of formal courtship in the love-
and-honor tragedies, but also it was practiced by Restoration gallants
and ladies. On the other hand, those who disliked the romances held every-
thing connected with précieuse gallantry up to ridicule. Dramatists often
satirized it in comedy, although some comic writers treated it sympathetic-
ally. Out of the few illustrations presented thus far of "romance,"
"romantic," and "whining," one will be unable, perhaps, to derive a clear
picture of the words, attitudes, and postures which go to make up the
romantic style of courtship. In the ensuing chapters, therefore, an
elaboration of the meanings of précieuse words and illustrations of the
attitudes of the hero and heroine and the postures of the whining lover

will be presented.



Notes to Chapter I

l. Very little has been written about E ieuse gallantry. As far
as I can learn, David S. Barkeley s in his unpublished dissertation,
"Origins of Sentimen * (Harvard, 1948), is the first to treat
fully the vogue of é%gosi as it appaared on the stage and was prac-
ticed in Restoration England. Other writers have alluded to it, but
Berkeley's approach is, I think, both original and accurate. The three
writers and ;orka which Kizhlm bL:o min make up an exhnust.;ve list of

euse referencest een ch her Social Mode of Restoration
Comedy (New York, 1926), gives a somewhat limited treatmen%_of the pre-
cieuse t.rs.dit.ion, J. H. Smith touches various aspects of E_r_g_c’_j.w

gallantry in his Gay Couples in Restoration Comedy (Cambridge, Mass.,

1948); and Montague Summers, in ref to the source of Shadwell's
Bury-Fair, states that lloliire'a les e supplied English
dramatists with material (The Complete Works of Shadwell, ed.

Montague Summers, London, 1927, IV, 287.). Almost without exception I
follow, in this text, Berkeley's work in my treatment of précieuse

gallantry.

)2 D;rj.d S. Berkeley, "Origins of Sentimental Comedy" (Harvard,
1948), p. 136.

3. Edward Pnillips, The New World of Words (London, 1678). The same
definition appears in the earlier issues of this in 1658 and 1471.

L. Dates of plays are those of first acting. Farquhar's first
comedy Iove and a Bottle was produced about the middle of December, 1698,
according to Charles Stonehill, whose edition of The Complete Works of
George Fargquhar (Bloomsbury, 1930), is used in this thesis. Allardyce

icoll, hmm, dates the ﬁ.rat production in 1699 in his History of

Restoration Drama, 1660-1700 {Cambridge, 1928).

5. See Dudley H. Miles, The Influence of lb].‘l.m on Restoration
Comedy (New York, 1910), pp. 215-217, Miles asserts that Farquhar knew
nothing directly of the spirit of Molidre's comedies , nor was he saturated
with the spirit of Restoration comedy. It is true that Farquhar's comedies
show some divergence from the typical manners comedy of the poriod- but
it is also true, I believe, that Farquhar received considerable Eecie
influences directly from his own predecessors, perhaps slightly or indi-
rectly from Molidre. His plays exhibit too many examples of précieuse
gallantry that can hardly be called accidental.

6. George Farquhar, The m;er The Way to Win Him (1702),
Act II, Scene i, The _Cg&t)g%g? George Farquhar, ed. Charles
Stonehill (Bloom 1930 32. Subsequent notes to Farquhar's
plays will refer to this edition, which will be cited as G_ogghte Works.
7. Berkeley, p. 150.

8. George Farquhar, The Constant Couple; to the Jubile
(1699), Act III, Scene m:m_%&ﬂe_ .._.....:v i, ﬁ-& i ’
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10. Aphra Behn, The Town-Fopp; or, Sir Timothy Tawdrey (1677),
Act III, Scene ii, The VWorks of Aphra Behn, ed. Montague Summers
(London, 1915), III, 49. Subsequent notes to Behn's plays will refer to
this edition, which will be cited as Works.

11. George Farquhar, The Twin Rivals (1702), Act III, Scene iii,
Complete Works, I, 325.

12. John lacy, 3ir Hercules Buffoon; or, The Poetical Squire (168%4),
Act I, tic Works of John lacy, ed. James Maidment and W. H.

The
Iﬂm (Mburgh’ 1375 ’ Pe 228-

13. George Farquhar, Love and a Bottle (1698), Act IV, Scene ii,
Complete Works, I, 51.

14. Sir William Davenant, The Man's the Master (1669), Act II,
Scene i, The Dramatic Works of William D'Avenant, ed. James Maidment and
W. H. Logan (Edinburgh, 1874), V. 27.

15. George Farquhar, lLove and a Bottle, Act V, Scene i, Complete
Works, I, 62. See also Farquhar's The Constant Couple; or A Trip to the
Jubilee, Act III, Scene iii, Complete Works, I, .

16. George Farquhar, love and a Bottle, Act III, Scene i, Complete
Works, I, 35.

17. John Selden, Table-Talk (London, 1689), reprinted in English
Reprints, ed. Edward Arber, 1868, VI, 92. Cited by NED, "whine."

18. Thomas Shadwell, The Virtuoso (1676), Act III, The Complete
Works of Thomas Shadwell, ed, Montague Summers (Iondon, 1927), %, 134.
Subsequent notes to Shadwell's plays will refer to this edition, which
will be cited as Complete liorks.

19. George Farquhar, Love and a Bottle, Act III, Scene i, Complete
Works, I, 37.



Chapter II

-

Precieuse Words

When the Hestoration gallants and ladies heard m/rm words and
witnessed the attitudes and postures, which often accompanied them, they
responded either with warm sympathy or with cold disdain. H'e/gieuae
gallantry was hardly ever treated with indifference; in the drawing rooms,
as well as on the stage, one might find its adherents and its detractors.
In Restoration tragedies, of course, _m(;w gallantry was associated
with serious love; but in the comedies it was treated with both serious-
ness and ridicule, often with both treatments in the same play. The mere
mention of a M word in a pejorative sense pleased certain members
of the Restoration audience, for it suggested to them all the attitudes
and postures which they despised, but enjoyed seeing discredited. Some
of these mﬂieuu words were "romantic," "whining," "canting,"™ "dying,"
and "killing." ;

It has already been shown that the word "romantic" was used both
favorably and pejoratively by Farquhar and others. Farguhar preferred
to use the word pejoratively. This may be observed in The Reeruiting
Officer (1706) when Plume asks Worthy what is the matter with him. Worthy
replies,

Come, I must out with it—-

Your once gay roving Friend

is dwindled into an obsequious,

thoughttll, romantick, constant

Coxcomb .
The words "thoughtful" and "constant" might be favorably associated with
"romantick" by précieuse lovers, but "obsequious" and "Coxcomb" obviously



are not flattering associations.

The word "romantic," used unfavorably, acquired several shades of
meaning in comedy. Banks, for example, in his Unhappy Favorite; or, The
Earl of Essex (1682) associated "romantic" derisively with natural
scenery. In a parting speech, Essex tells the Countess of Nottingham:

A longer and much happier life attend

Both ny good Queen and you. Exit Essex
Nott. Farewell my Lord-——

Yes, a much longer Life than thine I hope,

And if thou chance to dream of such strange things,

Let it be there where lying Poets feign

Elisium is, where Mirtles lovely spread,

Trees of delicious Fruit invite the Tast,

And sweet Arabian Plants delight the smell,

Where pleasant Gardens drest with curious Care

By Lovers Ghosts, shall recreate thy Fancy,

And there perhaps thou soon shall meet again

With amourous Rutland, for she cannot choose

But be Romantick now, and follow thee—-

There is a derisive allusion to dreams of natural scenery in Farquhar's
Inconstant; or, The Way to Win Him that parallels the passage from Banks.
Oriana, who is feigning madness, calls Old Mirabel "Amadis de Gaul,"™ then
questions him: "And do you never Dream of Flowers and Gardens?—-1 Dream
of Walking Fires and tall Gigantick Sighs "3 Farquhar gives a much clearer
and more amusing example of the derisive association of "romantic" with
natural scenery in The Beaux Stratagem (1707). Aimwell is telling Archer
of the beauties of Orinda.

...Call me QOroondates, Cesario, Amadis, all
that Romance can in a Iover paint, and then I'll

answer. O Archer, I read her thousands in her
Looks, she look'd like Ceres in her Harvest, Corn,
Wine and 0il, Milk and Honey, Gardens, Groves
and Purling Streams play'd on her plenteous Face.
Arch, Her Face! her Pocket, you mean; the Corn,
Wine and 0il lies there. In short, she has
ten thousand Pound, that's the English on't.
Aim. Her Eyes-—
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h. Are Demi-Cannons to be sure, so I won't

stand their Battery.

(Geoing.

. Pray excuse me, my Passion must have vent.
Passion! what a plague, d'ee think these
Romantick Airs will do our Business?
Were my Temper as extravagant as yours,
my Adventures have something more Romantick
by half.%

EE |

Sometimes "romantic" was associated with things less pleasant than
natural scenery, namely, madness, fools, and nonsense. A typical instance
of madness occurs in Mrs, Behn's Emperor of the Moon (1687) when Doctor
Daliardo's man Scaramouch, speaking to the doctor's daughter, says:

You must know, Madam, your Father
(my Master, the Doctor) is a little
whimsical, romantick or Don-Quicksottish

or soO.

Ela. Or rather mad.’

There is a parallel passage in Farquhar's Recruiting Officer in which
()

Melinda calls Silvia a "poor Romantick Quixote." Both playwrights used
"romantic™ in association with Cervantes' hero Don Quixote.
Archer, in Farquhar's Beaux Stratagem, considers a "romantic® soldier

just a little less than mad in his speech to Mrs. Sullen.

-—Look'ye, Madam, I'm none of your

Romantick Fools, that fight Gyants and

Monsters for nothing, my Valour is

downright Swiss; I'm a Soldier of

Fortune and must be paid.”
Archer, who seems imbued with dislike for anything "romantic" either in
love or war, advises Aimwell how to get a wife,

No matter for my Adventure, yours is the principal.-

Press her this Minute to marry you,-—now while
she's hwrry'd between the Palpitation of her Fear, and
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the Joy of her Deliverance, now while the Tide of
her Spirits are at High-Flood-—Throw your

self at her Feet; speak some Romantick Nonsense
or other;-——Address her like Alexander in

the height of his Victory, confound her Sgnses,
bear down her Reason, and away with her—

Archer might as well have said "whining nonsense" as "Romantick Non-
sense," for the people in the audience also associated "whining" unfavor-
ably with the forms of "romantic" love. "Whining" came to be more than
just a nasal tone, and in Congreve's Double-Dealer (1694) we see it em-
ployed by Careless when he is courting Lady Plyant.

In a Whining Tone.| Ah Heavens,

s you ruin me with

Kindness. Your Charming Tongue

pursues the Victory of your Eyes,

whilegat your Feet your poor Adorer

dies.
Here we see the "whining®" address used to express the lover's "dying" at
the feet of his mistress. The "whining" lover also prostrated himself
at the feet of his mistress when he made his address. Lucinda's attendant
Pindress, who regards with suspicion the précieuse addresses of Lovewell,
asks Iueinda in Farquhar's love and a Bottle,

If Mr. Lovewell shou'd with an

amorous whine and suppliant cringe

tell you a formal story, contrary

to what we suspect, wou'd you

not believe him?
One may assume that if Lucinda were a "romantic" heroine she would cherish
the postures and pleadings of her "whining" suitor. In Restoration
tragedy, this was often the case. Lyrick in Farquhar's Love and a Bottle

calls the hero of tragedy "a whining eringing Fool that's always a
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stabbing hims elf....‘ll Bevertheless, in the tragedy this "whining cring-
ing rool" was regarded by his mistress as a serious lover; in comedy,
however, he was not required to do violence to himself, although he some~
times offered to stab hiwseclf. The ralke in comedy had little regard for
srécieuse gallantry. Only in his attempts bo seduce a woman or in his

weaker moments did he remark like Rosbuck, in Farguhar's love and a Bottle:

I love her [Leanthq], witness, Heaven,
I love her to that degree-—?shaw,
1 shall whine pfesentlJ
The Restoration audience assumed, from Hoebuck!s intentiom to whine,
that he was preparing to exercise a very definite set of formal attitudes,
postures, and s sort of eloquence. Similarly, Almwell in Farqubar's Beaux
Stratagem makes known to Archer his intention to employ "whining! love as
a meaus Lo an end.
Tho! the whining part be oub of
doors in Town, Tpis 5611l in force with
the Cowntry ladlesj-~—ind let me tell
you Frank, ths Fool in that Passion 3
shall outgov he Knawe at any tims.
Wihining® acquired other commotations besides cringing and "dying,"
such as canting, singing, languisbing, lying, sighing. When Careless in

Congreve's Double-Dealer addresses lady Flyant in a "Whining Tone," she

is impressed but has not yet yielded. Careless, who has memorized his
formal address, begins to fear that he must repeat the same words over

again.

(Zoons, I'm almost at the end of
my Cant, 1f she does not yield

guicgéx )
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In Farquhair's Constant Couple; or, A Trip to the Jubilee Wildair alsc uses

P

Ty 3

the word "canit' in his answer Lo ingelica, who has expressed the belief

that ghe can bring oub his Ygenerous' nsture.

[mimicking] Tall ti dum, bi dum,
tall to didi, didum.
A Million to one now, bubt this Girl is
just come flush from reading the
fival Queen—I gad, I'1l at her
in her owm canbe-—
O my Statyra, O my Angry Dear, turn
thy E%es on me, behold thy Beau in
Buskins.

The word most frequently assoelated with the “whining® lover was

perhaps "dying." Careless, as we have noted in Congreve's Double-Dealer,
Behiningly? informs his mistress that he "dieg® at her feet.lé Plume in

Farguhar's Recruiting Officer in a like manner offers te "die" at Silwvia's

feel.

4]

il. I have often heard that Soldiers
were sincere. Shall I venture
to believe publick Report?
Pluwe. You may, when 'tis baek'd by
private Insuraunce; for I swear
iadam, by the Honour of my
Profession, that whalever Dangers
I went upon, it was with the Hope
of making my self more worthy of
your Esteem, and if ever I had
Thoughts of preserving my Life, 'twas
for the Pleasure of dying at your Feet.
5il. W¥Well, well, you shall _die al my Feet,
or where you wille...

Plume, in obher words, expresses his willingness to prostrats himself in
abject humility at the feeb of his mistress, although there are no stage
directions to indicabe that he has, while speaking, assumed the posture.
S8ilvia sesms unimpressed by his whining" address.

In most cases the lover's offer to "die"™ produced the desired effect



on his mistress. OSome females, howsver, with pretensions to modesty might

react like lueinda in Farquhar's Love and a Sotlble, who tells Rosbuck Tthab

bhe dying Groans of thy whole Sex at my feet shou'd not sxbort an immodest
ﬂlg

5,

thought from me.

The word fldlling” 1s also frecusntly used by Restoration dranmstists

in referring to the nenetrabing powers of a woman's eyes to hypnotise or
charm & man. The words ®kill¥ or "killing" are somebines wsed in nodern

idiem in a derogatory way to denote pain, disgust, extrere discomfort,
and so forth. For example, one might say, "y feet are killing me," or,
The priece of egps is enough to kill you." One seldom, if ever, hears of

a woman with "killing beams." In the seventeenth and eighteenth centuries

‘.,.h
Fa
teo

. . o P .
these précieuse references were common. Doristeo, for instance,

Shadwell's Amorous Bipgotte; wibth The Sgcond Part of Tegue O Divelly

{1690) speaks of Rosania's offect upeon him:

<o+l neter kmew lLove befors
this day, these killing Beams 19
have pierced me thro! and thro'. 9

Areher in Forquhar's Besgux Strateger is able to see strangs powers even

in the eyes of Cherry, an Innkeepor's daughter.

Arch. --8tdeath, Child, you have a
pair of delieate Iyes, and you
don't know what to do with ‘em.

Cher. Why, Sir, don't I sse everybody?

Arch. Ay, but if somes Women had -

' len, they wou'd kill everybody.™

A serving girl might not be expecied tc use her potenbial "killing" powers;

but a lady like Irs. Sullen in Farguhar's Beaux Stratagem can excite com~

plaints like the following from a French Count Bellair, when he is asked

by Hrs. Sullen if he wondered that she was not at church that alternoont
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Count. I more wonder, Hadam, that
you go dere at all, or how you
dare bo 1lift thoss eyes to Heaven
that are gulliy of so mueh kKilling.

The French and also the Znglish récisus g cultivated other meta-~

phorical terms. A chair was affectedly ecalled, by French prééieuses, une

commaditézgg la conversation; the teeth, l'ameublement de la bouche; to

-~

. . Pt - 22
dine, prendrs les nicessités merldlonales, and so forth. Ha ¢ horﬂ a

i

. Y or gl B fnX T _m/.' 1 a s .

term by which French précisuses often addressed egeh other, finally be-
, s 4 s b . . . ..

cams synonymous with précieuses.”™ An interesting caze might be msde in

arquhar's Recruiting Officer of Brazen's affected use of "my dear." The

. . PR o . el = i
ugse there might well be ridicule of pregiosite, for Brazen addresses obhers
. : . | y .2k, . -
in the play as "ay dear® at lessi twenby-eight times;  this repetition

kN

might be amusing to the audience if 1t saw a ridicule of French gallantry
expressed in Braien‘v alfectation.

It is doubtful whether ithe modern reader comprehends the @rééieuse
affectations which are found frequently in Farguhar's plays. He may appre-
ciate the clever dialogue or the characterizations; bubt he will lose much
of the meaning of the play unless he understands the connotations of Ezé;
cisuge words, such as "romantic," "killing," "whining," Ycanting,” and
fgying.® Hach term sugpests the postures, astbtitudes, and eloguence which

were g part of the formal courtship of the heroine and her lover, who will

be discussed in the following ehapbers.
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Chapter 11X

The Heroine in Digtress

The dominant figure in Farquhar's comedy and in other Restoration
comedy was the hercoine. Usually she suffcred varying degress of distress
over the misfortunes of serious love., Other female characters also appear-
ed in Hestoration comedy who made sport of love. There need be little
said, however, concerning the female who ridiculed serious love; for she
was ordinarily not the heroine in the play, but rather acted as a foil to
the heroine whe, in her pericds of distress, served as a model of Qrééieuse
gallantry. If we turn our atiention, then, te the heroine, as she generally

2

appeared in Hestoration comedy, we shall discover that in her distress she
exhibited certaln traits which set her apart from ths people around her,
traits which entitled her, in fact, to be deservedly called a grééieuse
heroine,
The distressed hercine, since she was o stock-character in Restora-
ilon comedy, is rarely worth individual treatment; therefore, in most cases,
generalizations about her will suffice. Ideally, she exhibited suffering

passivity. She was distressed by the misfortunss of love which she en—

o

L]

countered in a cruel world, but she resigned herself to her fate. 8he was
buoyed up, however, by her consciousness Lthat she was superior to those
around her. Even her lover, [or whom she repined, was s mere shadow be-

side her. His only function was to adore her in the most obsequious fashion.
The heroine demanded, furthermore, that her lover approach her with only

the rost formal speeches and humble postures. In ghort, he too musht be

s modsl of ;reclﬁu zallantry. If his exhibitions pleased her, then the

heroine responded with sxhibitions of her own designed to capture his heart
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forever. Bven a rake like llosbuck in Farquhar's Love and a Bottle is

begporarily diverted frem his abtempts Lo seduce Lucinda after she lsctures

to nim. He is reduced by her to rewark: "Her superior Vertus awes me into
3

[

coldness,."
Coldness in her lover was nobt snough, though; the distressed heroine,

in order to magnify her own supericrily, nust have her man completely

1

submissive. Oriana in Farquhar's Inconsbanb; or, The Way to Jin Him tells

her brother Dugard that %there is sowmething of a pride to see a fellow

lye at our feet, bthat has triumphed over so many.“a And later in the same

play Oriana seenms, ab first, to scorn Hirabells attempted repentance when

sz asks him:

all the Conqueshts of your wandring
Sway, your Wit, your Humour, Fortune,
all reduc'd to the base Cringing of a h
bended Knee? Servil and Poor! I—Love it. [Aside.”

Oriana, as well as the other distressed berolnes, glories in the fact that

she can reduce 5 man from s raglog lion to a whining, eringing peniltent.
Of course the heroine had her own special ways to bewibch the man

of her choice. Often she ceuld spin 2 tale of woe which might oeccasion

a ecomment like Don Ferdinandls in the following passage {rom Davenantts

The lan's the Vaster (1669). Iuciila speaks to him:

I would I could so express my griefs
that you might find some esxcuse for
My faults. But if you could number
gy tears perhaps you would confesgs
rny eyes have been sufficiently punisht
. by ny erinmes 5
D. F. This stranger has no iil behaviour.”

. . . Z . .
Tears were by no means the only weapons of the précieuse hercine. She

might, like Leonora's aunt in Higden's Wary kidow; or, Sir Hoisy Farrol




(1693), practice all the forms she can call forth.

1 expect my Niece's Gallant here every moment,
and I will try my uimost art to captivate
his fancy in the mean while. I'le practise
ore my Ayrs, and posturas.
[She mulls out her Glass, makes facss
‘and pracbises in ib.
That Smile was very taking and becoming--

That Glance was sharp and kKillinpg--Just like an arrow

from a Parthian Bow--

That Rowling eye Surveys all at one lstion and Crys
at you alle—

That inticing damnable Leer, is wost ingaging, and
serves to fly a Lover to a Mark--

That grave affected look with the feign'd accent of
the Voice, is ravishing--

Those Langulshing iyes inchant a heari--—

But when you would Inspire and shoot the

Spirit of Love, then Ogle hin thus—-

have

Steadfastly~-look babys in his eyes, felch a deep sigh,

and gripe his hand; then leave and gaze upon him and say
some fine soft thing, or use sowme toyish wagish Actiope—

thus—that Palpitation of the brest is moving——
Then a witty Smmbty jeast is broke that admits of a
double construction, Cover your Face with your Fan,
stifle a laugh as fore'd by the Conesit-— ,

S0 much for this time--[Puts up her Glass.”
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One probably does not often find so detalled a practice of airs and

postures as that of Leonora's gunt; however, Durabtete commands Bisarre

in Farquhar's Inpconmstant; or,

The Yar Lo ¥Win Him to mrove her love for

him by her obedience in a parsllel, but

Confirm it [your love] then by your Obedience. Stand

there; and Ogle rme now, as if ¥
Blood, and Soul, wesre like *c f
Byes~-~First the direet surprise
upon him.

our Heart,
1y out at your
» | She looks full

Right, next the Deux ysux par obligus.

[She gives him the side Glonce.]

and Lansuish. She turns from

Hight now depart,
birm, and looks over

her Shoulder.] Very well, now
How drop your ¥an a purposs,

Sigh. [She Sighs.]

(She drons her P&ﬁi]

How take 1t up again.

#1]

ind g few lines further he says:
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Cry then Hamsorly, cry like a Queen in a "
Tragedy. [She pretending to Cry, bursts out a Laughing.

Obviously ueny of the people in the audience also burst out "a laugh-

. ; , ‘ s _—

ing," sacept, of course, the précisuses who were present. This note wes
0 L 5 i o - P . 3 < 3 . i

not appealing, especlally te précieuse ladies, who bslieved In the powers

of sighs, bears, side glances, and so forth, to charam a lover. The ledies

'3 0 -~

also gnticipated results from these airs and postures; for the lover was
cxpected te laud his mistress to the skies, prostrate himself, and beg

for a condescending glance frow his mistress. et ug cbserve the diffor-

ence in effect which whining love addresses have had upon Dorinds and

[}

lrs. Sullen in Farguhar's Begux Stratagem. it 1s nob diffieult to see that,

R . - . . s N D
in the following dialogue, bthe ladies who practiced précicsité would sympa-~

thize with Dorinda.

Dor. --ihat did your Fellow say to'ye?
lirs. Sull. My Fellow took the Picture of Venus for mine.
bor. 5ut my lover tuck me For Venus her self.
Vrs. Sull. Common Cant! had my Spark eallld
pe a Veonus directly, I shou'd have
believ'd him a Footman in good earncst.
Dor. DBubt sy Lover was upon his Knees to me.
Mrs. Sull, And mine was upon his Tiptoes bto ms.
Dor. Mine vow'd to die for me.
Irg. Sull., Hine swore to die with me.
Uor. liine spoke the softesl woving things.
*s. Sull. lIine had his moving things too.
Dop. iiine kisg'¢ my Hand Ten lthousand times.
Hrs. Sull. iine has all that Pleasure to coms.
Lor. line offer'd karriage. a
Frs. Sull. O lardl 5'ye call that a woving thing?”

The ultimate goal of the distressed heroine was Lo marry the lover
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must satisfy the qualificatiouns of her rp

32 3
3

thing above the average sort, for Lihe distressed heroine regarded her own

g

soul with pride and often exulbed in coumparing it with the comnon souls of
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other people. Cloris, for example, in Mrs. Behn's Amorous Prince; or,

The Curlous Hushand (1671) comparss her soul with that of Guilliam, a

cloun.

What a dull Soul this Fellow hath?

Sure it can never feel the pensrous Pains
Of love, as mine does now; oh, how I glory
To find my Heart above the cormon ratel
Viere not my rince inconstant,

I would not envy what the Blessed do above:
But he ig false, good Heaven i--[leeps.

The mere fact thet her lover was a rake did not prevent the distressed
heroine from finding in him a soul that corresponded to her own. His in-
f£idelity, however, often occasioned her distress; for her own refined
soul gave her pretensions to nobility, if not in rank at least in tempera-
ment, and the very nobleness of her emotions made her scornm emotions of

g baser sort. VWhen Angelieca in Farquharts Constant Couple; or, A Trip to

¢ e oo m—

the Jubilee admits to Lsdy Dorling that, of all men, Sir Harry Wildair
is capsble of pleasing her rmost, she is quick to add that his conduct en-

dangers her nobility.

—but, Madam, in sight of love 1
must hate him, and curse those
Practices vhich taint owr Hobility,
rob al} vertuous tomen of bhe braves
HopimmmiO

and
¢

The distressed herolns based her pretensions to nobility not only on
her refinement of soul and her temperawental superiority, but alsoc on her
} capaciby te regpond to the ennebling cmobions of seriocus love. She eould
pick her lover-~to-pe from a crowd of total sirangers with unerring
accuracy. She might spet him any number of places--at a public gathering,

~ %

along a footpath, in church; the result, nevertheless, was leve at first
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gight, Mrs, Sullen in Farquhar's Beaux Stratagen is able to see the

effects of this suddsn love on Dorinda after the twe have returned from
church. Dorinda has seen dlrmell there for the first time, and she says
to ¥prs. Sullen, "Your hand, Sister, I an't well." Then she rhapsodizes
about his air “that shone...like Rays about his Fbrssn.ﬁll Dorinda is

typieal of the_distressed heroine regarding the effects upon her of love

at first sight; these effects took various forms, sometimes as a trembling

or some other physical irritability. Under similar conditions Camilla in

Maidwell's Laving Enepies (1680) sees Marcelle in church and conceives a
violent love for him, ¥hen they meet, she tells him:

Hy birth and fortune equal yours

My horourts yet unblemisht in a thought

If I can love a man on earth ‘tis you.™

The passage above illustrates still another Egégieuse attitude,

commen to the heroine who had fallen vielently in love. She believed that
in 211 this world there was only ope lover destined to be hers. This idea
ray be expanded to indiecate that for every mistress there was only cne
fitbing mate designed by heaven. IL would seem as if a difficulty would
exist in getting all the couples together, since the world was such a
large place; bubt lovers had a solution for this problem. Since any pair
of predestinsd lovers must have souls of corresponding fineness, they
imagined that, through some strange powers, their souls were tuned to the
same pitch., Through “sympathy," as they called it, they were able to com-
municate with each other despite the obstacles of Lime and space. The
power of Ygympabhy" is expressed in the following lines from Pordage's
Herod and Marismme (1673) wherein Tyridates elaims that he can feel

Arsanes' distress, although she is at some distance from hinm.
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The Trembling of my Soul her ills express.
By sscret Concord Lubes when tun'd alike;
One trembling move, if you the other strike.
Thue ny tun'd Heart by sympathy of Love

. . 2y . 1
Does at those ills she feels, though distant, move.

We might also observe a portion of a song which leanthe, disguised as a

page, addresses to Hoebuck in Fargubar's love and a Bottle (1698), the

import of which is “sympathy.®

Were you not false, you me wou'd know;
For tho!' your Eyes
Cou'd not devise,
Your heart had told you so.
Your heart wou'd beat
Yiith eager heat,
And me by Sympathy wou'd find;
True love might sec
One chang'd like @g,lk
False Love is only blind.™

Since each mistress was allotted only one lover in all the world,
it follows that she bturned all her energies toward him. The distressed
heroine, for example, freguently made vows of eternal constancy to her
mate. Constancy %o her did nobt mean the chastity recommended for Chris-
tians by St. Paul. A Christian might remarry when ons of the partners

died, but the distressed beroine and her lover were bound to each other

ad agternitatem. In Farguhar's Comstant Couple; or, A Trip to the Jubilee
is found a good illustration of the vows and attitudes of two fromantic®

lovers. Lady Lurewsll tells her maid Parly of a former lover.

After all the binding Oaths of
Constaney, joyning Hands, exchanging
Hearts, I gave him a Hing with this
Motto, Love and Honour, then we
parted; but I never saw the dear
Deceiver more,15
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As a matter of fact, lady Iurewsll did sese her "deceiver® again. It tured
out that he had not deserted her at all, but had merely been unable to find
her. At the snd of the play the two lovers' vows were reaffirmed, and
they were presumably married. Usually, the heroine never lost failth in
her vows of constancy. In fact she often prated of her constancy,lé for
she considered it to be anobher mark of her supsrierity.’

The heroine also prated of othsy things, such as her imnocence and
the brightness of her mind. Both of these qualities and others like them
stemmed from her firm belief that she was ionabely virtuous. FHer virtus,
she believed, was part of her make-up at birth. Zven lady Ilurewell in

Farguhar's Constant Couple; or, A Irip to the Jubliee, who has admittedly

been led astray from virtus's path, tells her maid Parly that

«»»thot 3 VWoman swear, forswear, lie,

dissemble, backbite, be proud, vain,

malitious, any thing, if she secures

the main Chancei_she‘s still virtuous.

That's a Haxim.

,Q 3 L ] -
The precieuss heroine, like Lady lurevwell, regarded her virtue as a
brecileuss s ¥ s TOZ

nrx - . . . s
Wlaxin®; however, the precieuse heroine did not admit of any vain or
malicious conduct. Her virbtue was ever present as an integral part of her;
consequently, she was conscious of certain powers which she possessed as
a result of her moral perfection. She could, for example, cause a raging
soldier to be transformed into a characher of unspotted virtue like her-

self. Iet us observe Angelica's high-~flown specch in Farquhar's Congtant

Couple; or, 4 Trip to ihe Jubilee. She addresses Sir Harry Wildair:

¥What HMadness, Sir Harry, what wild
Dream of looge Deslire could prompt you
tc attempt this Baseness? View wme well.
~~The Brightness of my ¥ind, methinks,



ghould lighten outwards, and lst you
see your ligstake in my Behaviour. I
think it shines with so mmch Innoesnce
in ry face, that it shou'd dazzle all
your vicious Thoughts: Think not
I am defenceless ‘cause alone. Your very
self is (uard against yowr selfr I'm sure
there's something generous in your Soul;
Hy Words shall search it oubt, and 18
T, . E s - N ¥ Rl
Byes shall fire it for my own Defencs.
Angelica, like other distressed heroines, takes the brighiness of her mind
and her innocence for granted. Iven Wildair, a confirmed rake, is aware
o . o 5. : wdbd  wr s v a s
of the “commanding Innocence in her looks. It is ihis same virtue which
lzads Standard, in the same play, to exelaim that his mistress has "Beaubty
%o tempt all Mankind, and Virtue to beal off their issaults. 20
Her vrinciples of virtue caused the distressed heroins to axpress
herself on other occasions. Jinee she was truly "platonic" in her detes-

tation of any physical irregularities, she quite naturally exclaimed

against intemperance of any sort. Angelica in Farquhsr's Constant Couple:

or, A Trip bo the Jubilee tells her lover:

Drunkenness, Sir Harry, is Lhe

worst Pretence a Gentleman can make

for Hudeness: For the Excuii is as

scandalous as the Faulbie—
Angelicats lecture serves possibly two functions: it allows her to exhibit
her own lofty scorn for Sir Harry's weakness, and it also gives her an
opportunity to moralize. The distressed heroine was quite desirous to
reform those around her or abt least to lescture to them aboub their evil
vays. #Angelics further shows her zeal when she informs Alderman Smuggler
that if he would reform tihe times, he should be less rigid in his precepls

. . . 22 g s ‘ .

and more strict in his example.“* Anyone, it is true, might abhor bad

conduct, stch as drunkenness or lust; but the distressed heroine had her
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ovn special reasons. Her notions of superiority, her "platonic! idealism
placed her above sueh gross actions.

Another mark of the disbressed heroine was her convenblonality. She.
conducted herself on all occasiocns in accordance with the highest and most
approved soclal standavds. Angelica shows her regard for mpdesby in Far—
quhar's Constant Couple; or, & Trip to the Jubilee when she tells her
mother:

Tho ¥odesty, Hadam, méy Wink,
It must not Sleep, when powerful
fnemies are abroad——=

In the Restorabion period the theme of love and honor extended fron
tragedy into comedy, and was there often associated with propristy.

Lsanthe in Fargqubar'ts love and a Bottle shows much concern for the honor

of her virtue and her family when she apologizes to her brother Lovewell
for her conduct.

I beg you to pardon the cifects of

violent passiocn, which has driven me

inte some imprudent Actions; Bub none

such as way blob the honcwr of my

Vertue, or Family.<
The distresszed bheroine was qulte voeiferous on the subject of honor,

especially in regard to her reputabion or that of her family. Angelica,

therefore, in Farguhar's Constant Couple; or, 4 Irip to the Jubilee quite

naturally transfers her own regard for honor aad family reputation to Sir

Harry Wildair's father and mother wihen she pleads with hims

I conjure you, Sir, by the sacred
Name of Homour, by your degd Father's
Rame, and the fair Reputabion of

your lother's Chastity, that you offer
not the least Offence. —Already,,
you have wrong'd me past Rodress .o



The distressed heroine also showsd a tender regard for the reputation
of her own choastity. Perhaps tlie most dangerous trial to her chastity

waa her assuning the disguige ol g boy to follow her lover incognite. The
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and Bestorabion dramsbists also freguently emploved it. Ome should note
. - ¥

, among wnom Farquhar was no excention,

2, PR 9.2 .

were usually careful Lo show thalt the disgulsed heroine was clapsroned to

e\x

bed by another female or in sowme ol y protected from losing her

=4 s 3

maidenhesd. The Yromantic® heroline of Hestoration comedy seldom hegi-

tated to dizguise hersgelf

male elothing was domned,

she was rost enxions either Lo apologise for her lack of propriety or to

defond ber disguise. Ons should cbserve the association of the disgulsed

heroine with Yromantic® in the following passage from Farquhar's Reeruit-
Ea 13 M S et

ing Officer.

Sil. Do you think it strange, Cousin,

that a Woman should change? But,

I hope, you'll excuse a Change that

has procesded from Constancy; I

alter'd my Oubside, because I was the

same within, and only laid by the Woman

to make suce of my Man; that's my History.
HMel. Your History is g little romantick, Cousin....
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Often the heroine shows more concern than Silvia over the unfavorable
abtitude which others will take toward her disguise., Thus Celsstina in

Killizrew's Seecpe of Urbin (1666) expresses her fears to Fernando,

I wish that I could die, thus

happy, before the Duke doss

finde his Florio is a counter-

feitel ~— I feoave. ——
—-fils honour will engage him to despise,
A wandring woman, is so sbrange disguise.

Fernando, lay by thy fears, and put oa
sucit a hope as will becoms thy



Vertue, and thy h; this Romance
will end well....

Although the distressed heroine sometimes reverted to male disguise, she
felt that it was not the proper thing to do., Leanthe, for instance, in
Parquhar's love and a Bottle shows self-reproach for the crims of wearing
male costume. This was characteristic of the distressed heroine with
pretensions to modesty and honor,
Enter leanthe Sols, dress'd drcaa'd ke g

Nethinks this livery suits 411 my Birth; but

slave to love, 1 must not disobey; his service

is the hardest Vassalage, forcing the Fowers

Divine to lay their Godships down, to be more

Gods, more happy here below. Thus I, poor

Wanderer, have left my Country, disguis'd my

self so much, I hardly know whether this

Habit or my love be blindest; to follew

one, perhaps, that loves me not, tho every

breath of his soft words was Passion,
and every accent love. Oh Rosbuck! (Weeps. 29

Leanthe's tears express an overflow of emotion which is common to
almost all distressed heroines. Their tears were expressions of self-pity
caused by the misfortunes of love. Upon any occasion, the herecine was
capable of lamenting her fate either with or without tears. In both cases,
she was the victim of a relentlsss world. It 1s not worthwhile to count
the tears in Restoration comedy; however, it is interesting to note scme
of the examples of the distressed heroine's self-pity. She felt somehow
that her whole sex was mistrested. In Crowmme's Countrey Wit (1675)
Christina importunes Ramble:

Oht use not that empire nature has
given you over poor womesn's hearts
too tyrannically. Conalder we are

poor, soft, loving things, % a
little cruslty will kill us.
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Self-pity might lead the distressed hereine to go even further and blame
heaven for all the 1ills of womankind, Thus Otrante in Rhodes?' Flora's
Vacaries (1670) laments:

O Heavens! how wretched have you made the
state of Women, you maks us falr bub yet
that Jewel Beauly, you sebl so deep on folils
on misery, as 1f you stralt were angry
at your selves, Lthal you had moulded
those your featwres lovely, you maks
us subject to our Farents humours, when
Maids, when marryed, to our Husband's
wills, and yet in either State such
your Decrees vou plant in uws a will
to disobey

Vertue must bear we up, and thanks bto Fate,

-

I can be good, although unfortunate.3t

in Farquhar's Constant Couple; or, A Trip to the Jubilse. Angelica is

alone and seems almost overcome with self-pity, although she appears te

lament the ¥S5tate of Voman® rabher than her own state.

Unhappy State of Woman! whose chief Virtue
is but, Ceremony, and our much boasted
Hodesty but a slavish Restraint., The
striet confinewment on sur Words makeg

our Thoughts ramble more; and whatl
preserves our oubtward Tame, desiroys our
inward Quiet. -~ 'Tis hard that Love
shou'd e deny?d the privilege of Habred;
that Scandal and Detraction shou'd

be so much indulg'd, yet sacred Love

and Trubh debarrfd our GOnvers&tion.Bg

Self-pity is again the ocecasion for the following monologue of Leanthe in

Farquhar's love and a Bottle: however, Leanthe's complaint of misery is

not offered this time for womankind bul for hsr own psrsonal misforbiunes.

Hold, Fortuns, hold; thou hast entirely
wong for I am lost. Thus long I

have been rock'd on thy torzenting
Wheel, and now my Heart-strings



break. Discovering who 1 am eXposss
me to shawme. Then what on yarth
can help me?’-

Perhaps the one thing which relieved the distressed heroins most in
her pity was the pity itself, At first glance, this statement, no doubt,
seems paradeoxieal. The fact is that the heroine found joy in pgrief;
therefore, when she culbivated grief, she felb a corresponding sense of

joy. Vhen Mrs. #anly in The Mistaken Husband (1675) discovers that her

father learcutt is annoyed by her melanchely, she protests:

This is Bho helght of Tyranny, to chase away
By Comfort, and deny the pleasure of my Grief oo b

Sut perhaps the most typieel attitudes of the prieving distressed heroine
are found in Farqguhar's Twin Rivals. Constance, accompanied by Aurelia,
wds a ploture, lsft by her lover Hermes, whom sbe believes to be dead.

Her reaction ie characteristic of the heroine who finds joy in grief.

Con. What's here:? D‘i}i% o fhe Pigtur aq
Hal see Cousin - the very Face
and Features of the Yan! Surz sope
officious Angel has brought me
this for a Companion in my Solitude.
s Pow I'm fitted out for Sorrow
With this I'11 sigh, with this converse,
gaze on his Image till I grow blind
with weeping.
I'm amaz'd! how came it here!
Con. ‘hetnwr by Miracle or humane Chance,
tis 811 alike; I have it here: Nor shall
it ever separate from my Breast.--Ib
is the only thing cou'd give me Joy;
because it will increase my Crief, 35

e
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The distressed heroins showed JIittls desire Lo b

<

original: Vhen she
was in doubt concerning s point of conduect, she referred to the romances,

The females of heroic romance furnished her with innumerable examples of



sighs, tears, side glances, attitudes, and posturss. Her notlens of
superiority she also took from bhs heroines of rowmance. Hop every move,
in short, was prescribed for her sither by the romanges or by ladies who
wracticed préclositd. Her medivers inbelligenece lad her to depend upon
fabe and the Ingenuity of olhers. One wmighl say thel the distressed

heroine, for most practlesl purposes, was also a helpless heroine.

froany
Fo

2 WAS gerfactly capable of @alkiﬁg, though; and sbe enjeyed hearing
the sound of her own voice in her frequent laments of her misfortuncs or
in her lectures to others. Her lover's 3@69@h¢s she snjoyed alsoj he need
not make sense so long as be spoke of léve in a high-fiown manner. The
distressed hervine was impressionable, sven gullible; she took for gramted
her lover's asgurances bhat she was a "saint® and a "goddess.? %ith this
iph praise in mind, it was quite easy for her to make other naive
assumptions about her innogence, her virtue, the refinemsnt of her soul,
and partiemlarly'ha% ability to use her supsrior povers bo convert evil
men into noew charascters of shining virbue like her own. 8he also assume
that she was capable of reducing raging soldiers to the hunble posture of
whining lovers. Har power Lo convert is the primsry thems of Drééieuse
gallantry, which conters around the femnle charscter. She, in turn, is
ths prineipal figure in Hesboration comedy. Her counterpart, ths male
lover, is but her satellite; and hls sobservisnt rols as‘a,grééiause lover

is ths subject of Chapter Four.
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Notes to Chapter III

1. The heroine may deviate from the strict forms of mfciousa
gallantry. If she does this to any great extent, it may be that she can-
not be properly called a distressed heroine. I shall refer to the heroine
as distressed only when I am reasonably sure of her status; otherwise, I
shall call her only the heroine when citing examples wherein she does ad-
here to the forms of précieuse gallantry, For a full treatment of the
distressed heroine see Berkeley's "Origins of Sentimental Drama,"

Chapter III,

2, George Farquhar, Love and g Bottle, Act V, Scene i, Complete
Works, I, 63.

3. George Farquhar, The Inconstant; or, The ¥ay to ﬁg Act ) R
Scene i, Complete Works, I, 227. See also Georga Farquhar, The
Stratagem, Act III, Scene i, Complete Works, II, 144.

Ibid., Act IV, Scene ii, p. 255.

5. William Davenant, The Man's the Master, Act II, Scene i, Dramatic
Worg, F, 27 .

6. Henry Higden, The Wary Widow; or, Sir Noisy Parrot (ILondon,
1693)’ Act m, PP« 25—%7

7. George Farquhar, The Inconstant; or, The Way to Win Him, Act IV,
Scene iii, Complete Works, I, 258.

8. George Farquhar, The Beaux Stratagem, Act IV, Scenes i, Complete
works’ II’ 169-1700

9. Aphra Behn, The Prince; or, The Curious Husband, (1671)
Act III, Scene ii, Works, IV, ik :

10. George Farquhar, The Constant Couple; or, A Trip to the Jubilee,
Act V, Scene 1, Complete Works, I, 139.

11, George Farquhar, Ihe Beaux Stratagem, Act III, Scene i, Complete
Works, II, 143-Lik.

12. lewis Maidwell, The loving Enemies (London, 1680), Act III,
Ps 34,

13. Samuel Pordage, Hered and Marjamne (London, 1673), Act V, p. 57.

14. George Farquhar, Love and a Bottle, Act III, Scene i, Complete
Works, I, 36.

15. George Farqu.har The Ja_t..gg Couple; or, A Trip to the Jubilee,
Act III, Scene iv, ﬁ, . 800 Also Usorge Farquhar
Sir Harry Vildair, Act III, Complete Works, I, 189.
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16 George Farquhar, Love and g Bottle, Act III, Scene i, Complete

17. Ceorge Farquhar, Ihe Lonstant Gouples or, A Irip to the Jubilee,
Act I, Scene ii, Complete Yorks, I, 10L.

13. Ibid., fct V, Secene i, pp. 140-141.

II, Seene ii, p. 106. Sce also George Farquhar,
% IV, Scene iv, Complete ibrks, I, 61.
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. George Farquhar, Love and a Bottle, Act V, Scens 1ii, Complete
Works, I, 70.

25, George Farquhar, The Constant Couple; or, A Irip to thes Jubilee,

Act V, Scene i, Gomplete Works, I, 140.

26, The disguised heroine in romantic comedy is a common occursnce,
In Shakespeare, for emxample e, we find Vicla in Twelfth Night, Hosalind in
4As You like It, and Portia in The Merchant of Venice, all appearing in
disguise.

27. George Farqguhar, The Reeruibing Officer, Act ¥V, Scene vi,
Complebte Vorks, 1I, 108-109.

28, William Killigrew, The Scege of Urbin, Act IV, Four lew Playes
{Oxford, 1666), p. 4l.

29. George Farquhar, Love and a Bottle, Act III, Scene i, fomplste
¥orks, I, 33.

30. John Crowne, The Countrey Uit (1675), Act IIX, The Dramatic
Horks of John Groune, ed. James Maldment and Y. H. Logan {London, *374),
111, 61-62.
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Aﬁ}ﬂl,Sm&eLl,ummLL B
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Chapter IV

The Whining lover

a2,

The hero in Hestoration comedy, like the heroine, was a stock charac—

ter. For our purpsse we may say bhat he existed ip two different forms:

-4 1, 1 L3 a /n » /
either as the whining lover who was a model of nreciosité or as the rake

. 1 g o s . ” :

or villain who ridiculed the forms of précisuse gallentry, Both types of
l - 3y o \"ar‘\/.r“w'\ o EOR o bt b T AT Y e A4 P Py Ty

overs pracbiced pricizuse gellentry, with the chief difference heling
that the whining lover used it with sincerity while the rake used it with
open or underlying scorn, znd usually as a tool to seduce lovely maidens.
In this chapter our sttention will be srimarily focused on the whinin

1

lover,

If one were %o form a msubtel picture of the whining lover end his
ristiress in a typileal scens, the goneral outline would probably resamble
the followings The heroins sbtood proudly elevabed on a psdestal, and her
lover was prostrated befors her in his typlcal whining fashion. She be-
stowed on him a glance of cold disdain; however, one senses in her look
a certain pleasure, an almost exulbant consciousness of unconguerable
superiority mellowed only by her long suffering for love. What of the
cringing fellow ab har feeb? Alas, he was consuped with love and with a
sense of his own inadegquaecy. This beauly at whose feet he groveled he
recognired as his "goddess," his ‘oright divinity." Lebt us concern our-

s P /.
selves with this

. . vl
hig female counbterpart; for he exhibibed a oumber of prdeisuss character-

stics, such as kneeling, sighing, vowing, swearing, and so forth.

}-.h

The whining lover, belng thus prone to exbernalize his feelings, went

into raptures on the subject of his love. ILike his mistress, he was



inegpired by the fineness of his soul to gesk a lover, and by means of

Tgyimpatiy™ to debtermine whether her heart and soul were in tune with his

own. The whining lover had 1ittle tire, however, to glorify himself; for

onece in love, his

conselous aim was to worship his mistress. He too

studied the forms of love, wihieh he found in the romances. Thus Gertrude-

Y

/ L]
in Shadwell's Bury-Fair (1629) anticipates Bellamy's precisuse sddress

almogt before he starts it,

Gort.

I never lov'd Before; nor can I believe
that any Man loves like me,

*Tis all alike. "Madam, your Beguties!
your excellent Accomplishments! your
extraordinary ¥erits! Divine, ete.

The lustre of "[sic] your Eyes! and
the rest. The honour to kiss your
fair handst ete. 411 this we have

in Romances, “and Iove and Honour Plays.
Trust me, my Lord, Ytis tedious.

The male lover had several of these stock phrases which he emploved.

His mistress's accomplishments, merits, eyes, and the rest, provided him

with any nuxber of possibilities for rapturing. Sometimes he indulgsd

similitudes like the following used by Sir Hari‘y Wildair to address

ingelica in Fargquharls Constant Couples or, A Irip to the Jubilse.

Angel.

S

Wild.

Angel.

Hold, 5ir,--one Questlon, Sir Harry, and
pray answer plainly, d'ye love ms?

Love you! DPoes Fire ascend? Do
Hypocrites Dissemble? Usurers love
Gold, or Great Hen Flattory? Doubt
these, then question that I Love.

This shows your Gallantry s Sir, bub

not your lLove.

The loverts frequent remarks about his mistress's eyes suggest that

they were her chief weapons. ¥e have previously noted that the heroine

was said to have "killing" eyes. Roebuck in Farquhar's Love and & Bottle
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elaims to have boen wounded by the "rainted Darts® of L

tells her of his love:

Love, like my Bleood, circulates thro?
wy Vel 1ns, and at every pulse of ny
heact animates wme with fresh

Passion. -~lo NLzﬂﬁ%fh@U at

the power of your Iyes, whose painted
Barts have stiruek on a young and
tender heart which they easily pierced,
and which unacustom'd to such 4
wounds finds the smarl more paiﬂful.+-

After the Yglorious" eyes of his mistress had wounded him, the whin-
ing lover was then prepared to "die" at her feeb. His wounded heart

pained him to the extend that he often expressed himself as Usman typieally

Eoyal ischief (1695).

o

Ismael in Urs. Yanley?

jeN
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Daman, %What boots is thus to drag a westched being,

: A Lifeless lump, without one ray of hepe;
' By Heav'n, 1'1l lay me down and breath wy Soul

In sighs, at ny too crucl Sovereigns f »wtm
Trere grasp with my cold hands her fly;nf
Beauties, i1l I have urg'd her glorious Zyes
70 shed some pitying Tears.

Tsmael, “ou'ﬂ up your self, and besr you like a lan,

¢ Lord of Woman thd born Lo uamﬁand

iat Sex which we 1ntrcdt, but when we whine

At your romantick rate, we move nob love,

But scorn, they like the forward and the

bold. esa?

The whining lover's position, like Osnan's, was typicslly at his "too
cruel Sovereigns feet.® There he must lneel and swear, both of which Lady

Lurewell in Farguhar's 3ir Harry wildair termed "Unmatural Stuff!“é

Farquhar also makes sport of the business of kneeling in his Eecruiting

Officer when he has Flume tell Worthy that he will mske love like z pla-

7

2 &

toon, meaning that he will fire a volley of postures at his mistress.

Horthy asks:



A Platoon! how's that?
Plume., I'1l kneel, stoop and stand,
FPaith; most ladies are gain'd
by Platooning.
The "Platooning® technigue, however, was not sufficient in itself.
The lover must also be prepared te display his erotions throusghout his
whining address. He must, at least, offer to express his emotions as
Count Bellair does in Farquhar's Beaux Stratagem when he kneels before
his mistress.
~-Here will I fix; [Kneels] With
Tears, Vows, and Prayers assauld
your Heart, and ngver rise till
you surrendsre...
Count Bellair assumes, of course, that his mistress will surrender shortly
and release him from hils promise never to rise. OUne can picture his dis-
comfort if his pleas have no more effeet than those of Worthy in the fol-

lowing passage from Farguhar's Recruiting Officer. He tells Melinda:

Sure, iladam, you won't dispute

your being in my Debb—e

My Fears, Sighs, Vows, Fromises,

Assiduities, Anxieties, Jealousies,

have run on for a whole Year,

without any Payment. Y

Many Restoration pecple were offended by the anties of the whining
lover. Tthey labelled his sighs, vows, promises, and so forth, as a form
. . L i <3

of idolatry. In fact, the whole vogue of preciosité was indicted on the
grounds of its idolatrous forms. HNotable among writers who held this

view was Jeremy Collier. ithe following quotation from his Short View

penetrates to the heart of the styles of ggéﬁieuse gallantry.
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And then as for the General Strains of Courtship, there
can be nothing more Profane and extravapant. The
Heroe's Mistress is no less than his Deity. She
disposes of his Reason, prescribes his llotions, and
Commands his Interest. What Sovereign Respect,

what Heligious Address, what Idolizing Rapbures

are we pester'd with? Shrines and Offerings, and
Adorations, are nobthing upon such solemn Occasions.
Thus Love and Devotion, Ceremony and Worship, are
Confounded; And God, and his Creatures treated both
alikel! These Shreds of Distraction are often btrought
from the Play-flouse into Conversation: And thus the
Sparks are taught to Court their Mistresses, in the
same language they say their Pragyers.

- ¥ - 3 T / » E
One peed only bo ewxamine the forms of précieuse gallantry to see
that Collier and others were justified in calling it "idolatry." In its
o . L sl o - = . .
formalized aspsets, préciosité resembled papistry. Bach had its saints:

: 7. . 3 . ) : ; . .
the preécieuge saint was emnobled by love, and the Catholic saint was

canonized. Zach had its formal rules of

=

orshipt its preseribed postures,

. s . . o ,
its ocaths, promises, praysrs, and vows. The prdcisuge lover's vows, as

we have observed, were even more vinding than the Chrisiian vows, Fach
had aleo ils penances and conversions. Précleuss gallantry, in shert, was
a religion in itself. If, therefore, one {inds in Hestoration dramas or
in earlier drama a referenca to one's mistress as a "Saint," a "Goddess,"
1 w1 1 13 }' 'll 3 O Lhay t Y tl A waes et ey e Y -t-;*- w 1/‘,..

or an "Angel," he will know that the asutbhor was asscciating précieuse
gallantry with religion. In the following passage from Farguhar's Beaux
Stratagem, for example, Archer treats drs. Sullen ag he would a saint.

If this be Impudence [Kneeli)

ave to your partial self} no

panting Pilgrim after a tedious,
painful Voyage e'er bow'd befige
his Salint with more Devotion.™

Hermes in Farquhar's Twin Bivals compares Uonstance in a similar manner

to angels, He has just returned to her after a long absence.



Goss to Constance, bakes her Hand and
mesls. Here let me worship thats
Perfection, whose Vertue might abttract
he listning Angels, and maks ‘em
smile to see such Pupity, 59, 1.1.1{“
thsmaelves in humane shape.

b

c.‘.

The lover's deification of his mistress did not always compare her
to Christian sainbts or angels. The pagan goddesses served just as well,
The nawms of the deity or the religion with which she was assoclated

mbtered 1ittle so long as the speech was cleguent and "romantic,®

simwell, for instance, in Farquhar's Deaux Stratasenm rap s to Dorinda

in purely pagan terms. He has pretended to faint in order to gain entrance

to her house, and speaks as though just swakening:
Vhere am 17 [Rising.

Sure I have pass'd the Gulph of silenbt Death,

And now I land on the Elisian Shore——

Behold the Goddess of those nappy FPlains,

Fair Proserpine--let ms adore thy bright Diviaity.
Kneels to Dor,mda and kisses her Hand,

. Y

The wihinlng lover, ke lds distressed mistress, was nob given to
individualistic love-making. HHis ddolatrous attitude toward his lover
showed Littls or ne orz,p_u wality; be acceplbed his ;,_ge uge role and that

of his mistress withoub question. Only a genuine uhining lover could remark

like Lovewell in Fargnhar's love and a Dobtle that his mistress's virtue

b
.o, 16 . e et )
play. One pight conelude from the oppesite attitudes taken Loward
virbue by Lovewell and Roebuck thabt the whining lover was essentially
nsive, or perhans gullible, whereas bthe rake only cared to be gullible

-

to gain his ends. In genecal this iz true, but one should observe that

both whining lover and rake became eringing slaves and "whined at a



romantick rate” to please their female "eharmer." The main difference
between the two lay in the fact that the whining lover was consistently
virtuous throughout the play, while the rake was debauched throughout the
play, that is until the last actb. Usually in the £ifth act, the rake was
converted; the eircumstances leading to his transformation to virtue form

the body of the following chapber.



4

Hotes to Chapter IV

1. The rake will ke the center of abiention in tﬂ“ next chapter
entibled “Conversionz." his greatest contribution to prégieuse zallantry
wae hic remarkabls converglon to virbuous ways in the lash act of the
rlay. The passages guetaed in thiz Chapter may bv apoken aither by rakes
or by whining lovers. Xach passage, however, exhibits some form of
whining love regardless of speaker.

2. Thomas Shadwell, Bury-Feir (1689), Aect III, Scene i, Gomplete
works, IV, 339.

) dotn

3. George Farguhar, The Constant Couple; or, & Irip 3o
Aot IIX, 3cerve ii, Comple ho Horks, I, 120,

he subllee,

L. Gﬁ re Farguhar, love and a Bottle, Act III, Scene i, Complete

5. UYary ¥anley, The Hoval Mischisf (London, 1695), Aet II, Seens i,

6. George Farguber, Sir Harry lldeir, Aet III, Seene ii, Gomplete
Horks 3.
o s :{, l s

Y

n? in the transferred

7. HED stabes thab Farquhar u i )
fired simultancously by s platoon or

Q’
£ l:’
sense meanings Y4 pusber of shoks ir

8. George Farqubar, The Hecrulting Oilicer, Act III, Scene ii,
Complete Works, 11, f%.

A

9. George Farqubar, Ihe feaux Stratagem, Aet III, Scene iii, Complete
works, 11, 157.

10, George Farquhar, ihe Recruiting Officer, Aet V, Scege iii,
Complete dorks, II, 98, See also Ge sorge Farquhar, The Constant Couples
or, A Trip to the qullﬁe, Aet IIT, Scene iv, Complete Works, I, 127.

11. Jeremy Collier, A Short View of the Immorality and Frofaneness
of the Inglish Stage {Ioﬁdon, 1699), kth ed., pp. 182-133.
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12. George Farquhar, The Reaux Stratagem, Act V, Scene 1i, Complete
Yiorks, II, 17%.

13. Georgs Parguhar, The Twin Advals, Act IIL, 3eene iii, Complete
florks, I, 325. For an example of ridicule of the ucstvr ng of the whining
lavur see Ibid., Act ¥, Scene iv, . 347.

1. Ceorge Targubar, The Beagx Stratagem, Act IV, Scene i, Complete
Horks, IX, 163-164.




doek lsi g?arge Farquhar, Love and a Bottle, Aet I¥, Scene iii, Complete
Works, I, 56.
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Chapter ¥

Préeicuse Conversions
- . O o L I vy the B taniet 34
The forms of précisuse gallantry are based on the "platonicH ides

of counversion or, more spescifically, the ildea that virtucus and beautiful

women have within themselves a power or a “charm® by which vild men might
3 ] v" 5 A O Q| l Ty : A %,

be tamed and villains reclalmed bo virtus. The general pattern was that

the

3

ake suddenly vepanted of his worldly ways, usually in the £ifth act.
Conversions were not & novelty in Hestoration drama. Such fifth-act
repentances frequently occurred in English domestic tragedy until the
closing of the theatres in 1642, and were designed to dramatize popular
religioug views by showing a sinner seeking before his death to ﬁin not
earthly but divine fﬂrgiveness_z
The penitent rake in Hestoration comedy was also seeking forgiveness,
but of an ezrthly sort. TFor s hesvenly deity he substituted s mortsl
fermale "goddess,® and at her feet he bocame i a trice a doelle lamb.
Usually he gave no warning for this sudden transformstion. Perhaps the
mgsﬁ startling convergion in Resboration comedy, which serves as an sxcel-~

lent example of the rakets "lightning switeh,” occurs in Jolm Smith's

Cytherea; or, The Enmmouring Girdle (1677). Here we find Tibullus ab-

tempting in an eloquent manner to seduce Marisna. The heavy stage direction
is worth noticing.
Tib, How blushing thoughbs of honor lay aside:
FPor cursed time is dmminent at hand

When your sleek Limen—covering call'd a Swock

Will not invite a Student in loves morale

To lay it on his Knee——then—now or never

Hold fast the lock of time.-~-lill nothing move?
¥ar. Yes—-if you bamish lust, and sus for love.
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Tib. Tempt me no more, voluptuous Appetite ig Courtshi
Go-~geek another mansion to inhabil proves
With thy licentious btrain, this room I vow honourable
4 dedicated fane to lfariana on a
For mv conversion; penitence shall hallow sudden.

And explate her Templs till it be
Within as innocent and white as she.”

Although Tibullus' conversion is an extreme sxample, it is not incon-
sistent with pr 801051t’: Ordinarily the reformed rake reguired more than
nine words of advice from his mistress to melt his heart; but, neverthe-
less, his response was similar to that of Tibullus.

Farqubar in his comedies has five of these axﬁclcuse conversiong and
one quasi-conversion. His rakes are reformed by women, and more particular-

ly by the influence of their goocdness, virtus, love, or beauty. Qualities

such as these set EPEClGUuu heroines above other people and causad repent-

Fa

ent lovers like Alcippus in Mrs., Beha's Fore'd Marriage; or, The Jealous

ot -

Bridegroom (1671) to soliloquigze about their mistresses, In the following

passage Alcippus regards Brminia as nobthing less than sacred.

.e230€ was all sacred; and thabt impious Hand
That had profanely touch'd her,

Had wither'd from the Body.

—I lov'd her--I ador'd her, and couid I,
Gould I approach her with unhallowsd bthoughts?
-=ilo, no, I durst not—

Aimwell in Farqubhar's Begux Stratagenm, after a similar admission to himself

A

{hat he cannot injure Dorinda, is converted by her goodness.

Such Goodness who cou'd injure; I find
my self unem“al to thie Task of Villaing
she has gain'd my Soul, and made

it honest like ler own;~«-l cannot,
cannot hurt her. [Aside.

He then speaks directly to Dorinda:
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Uadam, belhold your Lover and your
Proselile, and judge of my Passion by
my Conversieon.--I'm all a Lie, nor
dare I give a Fiction to your Arms; 5
Itm all Counterfeit exceph ny Passion.
It was characteristic of the reformed rake to confess to his former
worthlessness, and he was psrfectly bhomest in his adwmission of guili.

Such guasi-conversions as Mirabel's, therefore, in the fourth act of

Farquhar's Inconstant; or, The Way to Win Him should be disregarded. In

this play, ldrabel's lover Oriana has counterfoited a nun's role to bring

about his conversion. He goss to her dismised as a priest, and upon

discovering his trus identily says:

¥

o, my fair dngel, bubt leh me Depenbd;
here on his knees ue}uld the Crln¢u31,
that vows Hepentence his. Hal Yo
concern unon her i ‘

; €

it

Hirabel's final remark: "Ha!l HNo concern upon herl® abtests to the falss-

k

k)

ness of his repentance. He is made a genuine converb, @owevc», in the

118

fifth act, although his regsons are not 21l Lypleal. Uriana, disgulsed

as a page, has saved his life. He promises her anybthing she wishes as a

l

reward, and she chooses him for a husband. Afler she discovers her truc

idendity to him, de addresszes her in the following manner:

=

Caught!{ I scorn the thought of Imposition,
the itricks and artful Cuming of the
Sex I have despis'd, and broke thro' all
Contrivance. OCaught! Ho, 'tis my Volunbsry
Act this was no Humane Stratagpm, But

oy V’pTOVld anbal Stars designed to

spow the Dangers, wandring Youbd
Incurs by the persuit of an unlawful
Love, to plunge me beadlong in the
saares of Vice, and then to fres me by
the hands of Virtue, hsre on py knees
I humbly ceg my falr preservers pardon,

my thanks are needless, for my self I ows,
And now for ever do probest me youvrs.
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¥irabel is not overcome by Oriana's "charm," but rather he recognizes the
stratageb; of his "providental Stars™ to reform him. He also rationalizes
about his former follies., His courtship is, nevertheless, made "honour-
able on a sudden,® and he protests himself Oriana's forever. It might
be worthwhile to remark at this point that this play was adapted from

Flotcher's Wild Googe Chase (1621) by Farquhar.® In Fletcher's original

thare is no ¢onversion of Mirabel such as we finé in Fargubar's version.
Typically, the rake was converted by ‘smmén 's virtue., Although he

scorned virtus during most of the play, as a reéformed rake he was ready

to sspouse it for ithe sake of love. Thus Sir Haorry Wildair in Farquhar's

Constant Couple; or, A4 Trip %o the Jubiles smbraces virtue in a repent-

gnce speech couched in heroic souplets.

in waln are musty lorals taught in Schools,
By rigid Jeachers, and as rigid Rules;

vhere Virtue with a frowning Aspect stands,
And frights the Pupil from its rough Commands.
But Yoman——-— '

Charmine Woman can brue Converts make,

We love the Precepbs for the Teachers salke.
Virtue in them gopears so bright, s¢ gay, 9
Ve hear with Transport, and with Pride obey.’

.Roebuck in Farquhart's Love and a Bottle likewise embraces virtue and es-

i,

pouses goodness, although hs scorns to be bribed inte repentance.
Iovewell offers to make over his estate inm Ireland to Roebuck and lLeanthe

under certain conditions.

Iov. 'Tis donej only with this Proviso, Brother,
' That you forsake your Exbravagancies.
BRosb. Brother, you know I always slighbed Gold:
Bub most wien offertd as a sordid Bribe.
I scorn to be brib'd even teo Veritue;
But for bright Vertues sake, I here embrace it.
[Exbracing Leanthe.



50

I have espous'd all Goodness with leanthe,
And am divorc'd from all my former Follies.

Yoman's our Fate. Wild and Un Flawes

Debauch us first and so. !_t__ reclaims,

m Paradice was lost by foman's fall; 44

But Vertuous Women thus restores it all.™
To see Roebuck thus reduced to repentance in couplets after being immune
to a "plaguy Remantick humour" earlier in the play seems to make him any-
thing but the soldier he is supposed %o be. We should remember, however,
that the Qge{iause heroine was able to convert raging soldiers into
"whining platonics." In the case of Plume in Farquhar's Recruiting

ficer, we see a man giving up a promising career in the army for his

mistress. Let us observe Plume's preference for Silvia, even without

her twelve hundred pounds a year. IHe addresses Bagllance, Silva's father:

L4

~-3ir, my Liberty and hopes of

being a Ceneral are much dearer

to me than your twelve hundred

Pound a Year, but to your Love,

Madam, I resign my Freedom,

and to your Beauty, my Ambition;
greater in obeying at your Feet,
thancmndingatthnﬂoadofan&m

Then at the conclusion of the play he adds:

1 gladly guit, wlth m falr Spouse to sigr,
knd raise Recruits the Natrinonial Way

This softening of the rake from a lion to a lamb, from folly to virtue
in a matter of seconds may seem somewhat strained to the modern reader.
One should remember, however, that ggiggm conversions stem from the
fplatonic" idea that man's mind and soul are good, while his body is evil.
Applied to the rake, as well as the whining lover and the distressed

heroine, this "platonic” notion is very revealing. It accounts for the
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belief of the whining lover and distressed heroine in the fineness of

*

their souls and thelr scorn for physical love. IbL accounts for their

)

idealism and their belief in "sywpathy? bebwesn Lwo equally fine souls.

XY

The "platenic" idea alse acceunts for bthe rake's fifth-act repentance.

After all, ths rake's soul was gzood and bls mind bright. His base

@

pect

body may have been in the ascendant for g time; bub at any given moment,
his superior faculties could assert bhemselves and bhus btransform him to
a model of benevolence. Hestoration playgocrs understocd these conver-

sions, even though sors did not sccept them. The audience nuite expscted

statements like Angelica's in Farquhar's Jemstani Coupls; or, A Trin Lo

8

the Jubilee wherein she says to ths rake Sir Harry Wildair: *I'n sure

b

and Byes shall fire it for m

conversion, as well as the

; s . s s
not 50 inconceivable when viswed in terwms of their precieuse background
s 3 . P
as they might be otherwlse. A knowledge of précicuse gallantry, therefore,
is necessary to explain nobt only the conversion of the rake, but also his

words, attitudes, and posturses, as well as the words, abtititudes, and

postures of the whining lover and distressed heroine.
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Notes to Chapter V

1. For a full discussion of the cult of "platonic" love see the
essay entitled "Précieuses at the Court of Charles I" in J. B. Fletcher's

The Religion of Beauty in Womgn (New York, 1911), pp. 166-205.
2. Berkeley, p. 310.

3. dJohn Smith, Cytherea; or, The Enamouring Girdle (Lendon, 1677),
Act II, p. 20.

L. Aphra Behn, The Fore'd Marriage; or, The Jealous Bridesgroom
(1671), Act V, Scene ii, Works, III, p. 366.

5. George Farquhar, The Beaux Stratagem, Act V, Scene iv, Complete
Works, II, 185.

6. GCeorge Farquhar, The Inconstant; or, The Way to Win Him, Act IV,
Scene ii, Complete Works, I, 255.

7. Ibid., Act V, Scene iv, p. 275.

8. See George Farquhar's preface to The Inconstant; or, The Way to
Win Him, Complete Works, I, 221. In his preface Farquhar states, "...
hint

took the or The Inconstant] from Fletcher's Wild Goose Chase; and
to those who say, that I have spoyl'd the Original, I wish no other injury

but that they wou'd say it again." Farquhar's fifth act is based on an
actual adventure which befell the Chevalier de Chastillon, and this act
is Farquhar's own addition to the play.

9. George Farquhar, The Constant Couple; or, A Trip to the Jubilee,

10. George Farquhar, love and a Bottle, Act V, Scene iii, Complete
Workﬂ, I, ?3.

11. George Farquhar, The Recruiting Officer, Act V, Scene vi,
Complete Works, II, 108.

12, Ibid., p. 110.

13. George Farquhar, The Constant Couple; or, A Trip to the Jubilee,
Act V, Scene i, Complete Works, I, ﬁl&l.



Conelusion

It is not my purpose in this werk to e2levate George Farguhar above

o A

other English dramatists. He wss nelther the best nor the worst, bubt he

was able to £ill the theatres during his brief career as a comic writer,
His popularity, as well as that of Hestoration dramatists in general,
Giminighed after 1700; and nowadays one seldom is privileged to ses s
staging of his plays., He fregquently employed forms in his comedy which

B

are now obscure. The removal of this obseurity is, I think, justifica-

1

tion for this thesis; for after all one can neither appreciate nor judge
a thing which he does not understand. It has, therefore, been my purpose
to elueidate Farguhar by explaining the use of Erééieuse materisl which
abounds in his plays.

If the reader has Jooked for close parallels in modern sccliety of

7. . . . .
the precieuse charnciers with their stereotyped wethods of courtship, he
RIEC !

i 7 P Cosmis L ot . .
that précieuse gallantry is dead. Préclosité still exists, but often in

k]

dispuise. Ons would hardly expect in our present society to sss & man
prostrated before his sweetheart in humble petition for g word of kind-
ness or encouragement. Bub only a few years ago, in the decade of the

1920's, moviegoers thrilled to the "romantic" courtship of Rudolph

Valentino in films like The Sheik and Blood and Sand.

o

In more recent yvears, moving pictures are still using another form

A - . . .
of précieuse gallantry, namely, the conversion of the rake or villain.
In Western films, especially, the villain often decides to leave off

robbing stagecoaches and killing psople to embrace the law, all because
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of his fierce love for a rancherts daughter. If moving pieturs attendance
records are any indication, the theme of conversion is every bit as popular
now as it was during the Hestoration.

Bven the more reputable films often exhibit a villéin or a rake as
the hero. His misfortunecs are blamed on society or his environment. ‘He,
like the Restoration rake, is thought to possess a fine soul, which has
not been allowed to develop. For similar reasons modern society has diffi-
culty in deciding whether 2 criminal is actually evll or whether his crime
is the result of bad environwent. If thé man had been given a chance,
society reasons, his lnnate goodness would have made him a useful citizen.
The ides f man's innate goodness is obviously linked with préciosité
and "platonic® philosophky, in strong contrast with the philosophy of
Augustine, Iuther, and Calvin, whclheld that man is totally depraved.

Ancther form of Qrééieuse gallantry that is popular today is the
idea of depicting the q@roine in a play as completely wirtuous. BRere
reference isvmade to radio "soap epera® in which the woman is the center
of attention: She, like her ancestor, the distressed heroine, is a
Hooddess” around whom men circle like satellites; and she too is dis-
tressed by the cruel misfortunes of love.

It is doubtful whether most people realize the influence which me-
dieval courtly love and seventeenth-century prégiositéfhas had on modern
society. We too have our Eré%ieuse gallant, our distressed heroine, and
our reformed rake in modified forms. Our hero msy not use such eloguent
posturings; but he is, nevertheless, a throwback to his Hestoration
brother. Uur distressed heroine may differ slightly from her Hestoration
sister, but essentially she is the same matchless, superior beauty. When

L. P AR
the modern reader learns to read and understand the préciesité in
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Farquhar's comedy, he will not perhaps discover therein a guide to better
living; but he will discover the Restoration equivalent of many E‘."/&!&Eﬁ
notions which exist in our society today.
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