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CHAPTER I 

INTRODUCTION 

In the history of English literature, at a time between 

the periods known as the Restoration and the Eighteenth Cen-

tury, stands a transitional figure, George Farquhar. In his 

four better-known plays--The Constant Couplet The Twin-Rivals, 

The Recruiting Officer, and The Beaux' Stratagem—one can 

see most of the conventions of the Restorationi the stock 

characters, stock situations, stock responses. But there is 

also seen In these plays elements of the sentimental comedyt 

the not-so-wlcked rake, the rake redeemed, the too-virtuous 

heroine, the too-virtuous hero. Evidences of rising senti-

mentalism can be seen in Farquhar*s plays, revealed by the 

increasing morality of the characters. However, the kind of 

comedy he produced was not Just Restoration comedy purified, 

although the moralist found less objectlonalbe matter in his 

plays. It was not "clean" Restoration comedy but a different 

species.1 

The best of the writers of Restoration comedy were large-

ly intellectual. Observing the callous and dispassionate 

society in which they lived, these writers took delight In 

1Joseph Wood Krutch, Comedy and Conscience after the 
Restoration (New York, o, 19*1-0J, p. 



vividly portraying this society, deriving a cynical and in-

tellectual pleasure from ridiculing its follies and vices. 

Inferior dramatists added to this pitiless picture elements of 

a more "luscious" or sexual nature to appeal to the minds and 

imaginations of those citizens more favorably inclined toward 

such "earthy" things. But tender emotion was absent and, if 

present, frowned ut>on.2 

This comedy of manners, attaining its perfection in Con-

greve, declines somewhat in Vanbrugh and plummets drastically 

in Farquhar.3 The advent of the new sentimental comedy has 

often been regarded as the declining point of true comedy, In 

that it drove the comic spirit off the stage, replacing it with 

"a mawkish drab of spurious breed, Who deals in sentimentals. 

The style of comedy became more and more unaffected and unorna-

mented, but less and less inclined to emphasize the invention 

of wit.5 Comedy Itself began to perform some of the functions 

of tragedy. The audience was expected not only to laugh at 

the characters but also to share their Joys and sorrows, where-

as in the Restoration comedy of manners, the audience was 

2lbld. 

^John Palmer, The Comedy of Manners (New York, 1962), 
p. 242. 

^Dougald MacMillan, "The Rise of Social Comedy in the 
Eighteenth Century," Philological Quarterly. XLI (January, 
1962), 334. 

5ciifford Leech, "Congreve and the Century*s End," 
Philological Quarterly. XLI (January, 1962), 284. 



expected only to ridicule the appropriate characters and rarely 

sympathize with them.6 

A tone of serious purpose, that purpose being the refor-

mation of manners, runs through most eighteenth-century comedies. 

Didactic in nature, these functioned as a pulpit, people com-

ing to them for instruction.7 This type of comedy displayed 

pity and sympathy for the distressed, kindness and generosity 

for the deserving, as well as denouncing the sometimes cruel 

and selfish actions of the rich.® 

In his youth Farquhar set up Congreve as a model, but he 

never achieved the elegance of manner or finished language of 

Congreve. However, having been a university man as well as 

an actor, though not an especially good one, Farquhar had ac-

quired technical knowledge. Putting to use these helpful 

experiences, Farquhar brought onto the stage conventional 

rakes with their scheming valets and laughing, conscienceless 

ladies of fashion with their deceiving maids, not in the tense 

atmosphere of typical Restoration comedy but in a refreshing, 

gay atmosphere, entirely his own.9 

In an article published in Poet-Lore. Louise Guiney 

brings out an important difference between Restoration comedy 

and Farquhar*s plays: 

^Krutch, pp. 192-193 

^MacMlllan, p. 33**. 

8Ibld.. p. 335 

Lore 
^Louise Imogen Guiney, "Gentle George Farquhar," Poet-
, VI (August, 189*0# «K)8-JK>9. 



The slight sporadic touches of tenderness, of pity, 
of disinterested generosity, which are to be found 
by patient search in Congreve, come in boldly with 
Farquhar, and boldly over-runall his pages. . . . 
There is honest mirth in his ^Farquhar|15J world of 
fiction, there is dutifulness, there is true love, 
there are good women.10 

Farquhar Instilled in his plays a humane naturalness not seen 

in Restoration plays. True and devoted friendship is hard to 

find in the plays of Congreve, Wycherley, or Vanbrugh, but in 

Farquhar*s plays one can cite Trueman and Hermes Wouldbe in 

The Twin-Rivals or Tummas and Costar in The Recruiting Officer.** 

The majority of historians of literature feel that English 

comedy began to deteriorate during Farquhar*s ascendancy. This 

is true in the sense that the major features of Restoration 

comedy are less evident and less emphasized in Farquhar. But 

Farquhar made Important contributions to eighteenth-century 

comedy. He bears much of the responsibility for breaking with 

Restoration traditions, becoming the spokesman for different 

social and personal ideals. He did not like being confined 

to scenes of St. James's Park and the coffee houses. His rakes 

are not ostentatious fops, nor are they excessively mannerly. 

His heroines use proper language, with little, if any, double 

entendre. In addition, Farquhar*s other characters are not 

usually simply stereotypes, but often are unique.*2 When 

10Ibid., p. *K>9. 

*1Ibld. 

J, G. Robertson, "Lessing and Farquhar," Modern 
Language Review, II (October, 1906), 58-59» 



Farquhar did censure current manners, such criticism was only 

subordinate with him. He was more concerned with "lively 

action" and "a roguish tale." His plays are zestful, gay, 

buoyant, concentrating upon humorous situations and tricks.13 

Prom the point of view taken by admirers of Restoration 

comedy, the plays of George Farquhar became the death knell 

of the comedy of manners. But Farquhar did accomplish some-

thing. No matter whether the end result was good or bad 

dramatically, Farquhar transplanted English comedy from an 

atmosphere of choking cynicism, of smothering coldness and 

sarcasm, into an atmosphere of gaiety and frivolity. Along 

with this air of delightfulness he Introduced moralistic tones 

which identified him as a forerunner of sentimental drama. 

Farquhar has the distinction of being one of the important 

connecting links between the generation of Restoration comedy 

and the moral forces of the eighteenth-century dramatists.^ 

13jBonamy Dobr^e, Restoration Comedy (Oxford. 1924), 
pp. 162-163. 

i^Henry Ten Eyck Perry, The Comic Spirit in Restoration 
Drama (New York, 1 9 6 2 ) , p. 1 0 b . 



CHAPTER II 

CHARACTERIZATION 

George Farquahr, upon the Insistence of his close friend 

Robert Wllks, abandoned his acting career in Dublin and migrated 

to London in an attempt to make something of himself as a 

dramatist, since apparently his acting skills were limited, 

to say the least, or at best only nominal. Upon arriving in 

London, Farquhar began to absorb the moods, manners, and modes 

of that great city, Immersing himself completely in the life 

that flowed briskly in every street and coffee house. In 

setting about the actual task of writing a play, Farquhar 

allowed the experiences and sensations he had undergone in 

London to have their full effect upon him, waiting a full year 

and a half before ever starting to write. As a consequence, 

he was well aware of the tastes of the public and very familiar 

with the literary styles of the best writers of comedy* Wycher-

ley, Congreve, Vanbrugh.l Having been a scholar and an actor, 

the young dramatist put his knowledge of dramatic conventions 

to use in his plays. 

In the summer of 1698 Farquhar decided to write a "short 

story," a prose piece, in which he would include all the things 

he had learned concerning comedy writing, both before and since 

*Wlllard Connely, Young George Farquhar (London, 19^9)i 
pi 65* 



coming to London. He called this essay-type story Adventures 

of Covent Garden, being "a manipulation, deliberately attemp-

ted, of the materials of comedy."2 

All the familiar components of the comedy of manners are 

Included In the Adventures» a coquettish wife, Emilia; a less 

attractive heiress, Sellndaj a strutting army captain; an 

amorous peer, Lord C.j a roguish porter; and a town gallant 

(Farquhar himself), Peregrine,3 

The heroes that Farquhar presented to the public, not 

only Peregrine In the Adventures, but also the heroes in the 

plays he wrote, are adventurous, but not knavish or cold-blooded. 

Their honesty Is usually of as much importance as their bold-

ness or audacity. They overcome their difficulties and bring 

about their "hair-breadth * scapes" by wholehearted enthusiasm 

and adherence to high principles of gallantry and honor. They 

are portrayed as Imposters, but at heart they are really 

gentlemen. By contrast Vanbrugh's heroes lack generosity or 

even a pretense to virtue. They manifest no sentiments, warmth, 

or feeling, and understandably their audience was unable to 

evince any warmth towards them. On the contrary, one feels 

affectiortate towards Farquhar's gallants, even though they 

take part In as many escapades and roguish tricks as Vanbrugh's. 

We like Farquhar*s heroes because Farquhar himself possessed 

a great deal of warmth and humor, with a spirit of sincere 

2Ibid., pp. 65-66. 

3Ibld., p. ?2. 
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gaiety and enjoyment, which abounds and sparkles in all that 

he did or said. Farquhar introduced a comic hero described 

by William Hazlitt as "the warm-hearted, rattle-brained, 

thoughtless, high-spirited young fellow, who floats on the 

back of his misfortunes without repining, who forfeits appear-

ances, but saves his honour." Consequently Farquhar*s plays 

have a greater appearance of naturalness than the plays of 

the Restoration dramatists. His wit is easy and spontaneous, 

not forced. His style is animated, buoyant, and free-flowing. 

His characters are spirited, full of life and energy, though 

sometimes, from either haste or carelessness on the part of 

their creator, they seem left in a "crude, unfinished state. 

Unless depicted as evil, Farquhar*s rakes, unlike their 

Restoration counterparts, do not show utter disrespect for 

virtue. Even during their selfish endeavors to gain love or 

money, these gentlemen find opportunities to behave honorably. 

In Farquhar*s world of fiction we even find honest friends, 

something nearly unheard of In Restoration comedy. One can 

readily perceive that genuine friendship exists between True-

man and Hermes Wouldbe in The Twin-Rivals and between the "good 

Tummas" of The Recruiting Officer and his Costar. Farquhar*s 

heroines, such as Silvia in The Recruiting: Officer. Angelica 

in The Constant Couple, Constance in The Twin-Rivals. Dorlnda 
- , _ _ _ _ . 

William Hazlitt, Lectures on the English Comio Writers 
(London, 1819), pp. IbjEmr. 



* n T h e Beaux * Stratagem, frank and unreserved though they be, 

appear shining and fresh In contrast to the merciless women who 

preceded them.5 

*n T h e Constant Couple, or A Trip to the Jubilee (1699), 

we come In contact with Farquhar*s first major character, Sir 

Harry Wildalr, a part created for Robert Wllks. By this time 

Farquhar was developing Into a "diarist of drama." He ab-

sorbed the life around him and put it down on paper. The 

scenes of his plays came from the notes he took of the daily 

occurrences which he had experienced.^ In writing this play, 

Farquhar made use of the current interest in the jubilee of 

Pope Innocent XII, which was to be celebrated aMddttmuahu 

festivity. At this time London became a hub of excitement as 

travelers gathered to depart to Rome, In titling his play 

A Trip to the Jubilee, Farquhar had no intention of laying 

any scenes In Rome, but instead simply wrote this play to 

utilize the topicality of the Jubilee year.7 In this play 

one senses something new, something individualistic. Fresh 

air has been brought in, along with a certain brightening of 

the theatrical landscape. If Etherege can be called airy, 

Wycherley lusty, Congreve witty, and Vanbrugh lively, then 

^Louise Imogen Guiney, "Gentle George Farquhar," 

Poet-Lore. VI (August, 189*0, **09-410. 

^Connely, pp. 90-91* 

''ibid., p. 90. 
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Farquhar can be called exuberant but perhaps should be called 

gay. A person may possess gaiety, but not everyone can com-

8 

municate It as Farquhar does. 

To a certain degree Sir Harry 1s a typical Restoration 

rascal who would not be permitted to remain in a society of 

high moral standards. However, he has a certain naturalness 

which sets him apart from the cruel, steely Restoration rakes 

who are seemingly cast in an iron mold, a mold that shapes 

nearly all of the Restoration heroes. But Sir Harry brings 

to this monotonous and cramped atmosphere an envigorating 

quality, a quality of liveliness, of vitality, of pure and 

enjoyable humor,9 if he is not quite an admirable figure, he 

assuredly is an affectionate one, endowed with a good humor and 

a naturalness which constitute his major appeal. In Act J, 

Scene i, Vizard describes the background and qualities of 

Sir Harrys 
Viz. Why not? dost think bravery and gaiety 

are Inconsistent? He's a gentleman of most happy 
circumstances, born to a plentiful estate, has 
had a genteel and easy education, free from the 
rigidness of teachers and pedantry of schools. His 
florid constitution being never ruffled by misfor-
tune, nor stinted in its pleasures, has rendered 
him entertaining to others, and easy to humour, 
by which he chooses rather to rejoice his friends 
than be hated by any; as you shall see.*0 

8 
Louis Kronenberger, The Thread of Laughter (New York, 

1952), pp. 167-168. 
o 
William Archer, editor, George Farquhar (London, 19^9)# 

P» 19. 

i0Ibld.. p. **7. 
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There Is about Sir Harry a "touch of the French beau's 

affectation," but he Is, to say the least, an attractive and 

appealing figure, even lovable, who certainly delighted the 

pleasure-loving audiences.11 The very character of the 

author himself Is clearly evident In the portrayal of this 

Individual, making the entire design live and move briskly, 

spontaneously, with an Individualistic style.12 The por-

traiture of Sir Harry breathes life Into the play and gives 

It Its exhilarating Impact. He Is not what one would call 

an exceptional character! he does nothing new nor says any-

thing brilliantly witty. Even though his main objective (the 

attempted seduction of Angelica, In which he Is led to believe 

her "virtue" is for sale) is "farcical," his reactions and 

motivations are completely realistic. He does not display 

hypocrisy or heroics, nor does he need to.1^ in Act IV, Scene 1, 

Colonel Standard challenges Sir Harry to a duel, which the 

latter refuses. Standard says, "I hope you're no coward, sir." 

Sir Harry replies: "Coward, sir! I have eight thousand pdunds 

a year, sir."1^ No statement could be more nearly honest or 

sensible. Why should Sir Harry, who possesses everything he 

11Henry Ten Eyck Perry, The Comic Spirit In Restoration 
Drama (New York, 1962), pp. 110-lil. 

12Connely, p. 99• 

1^Kronenberger, p. 169. 

1^Archer, George Farquhar, p. 97. 
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needs to be happy, duel with a man whom he likes because of a 

woman who means nothing to him? Sir Harry Is the type of 

person who does things to suit himself, politely If possible, 

perhaps forcibly If necessary. 15 

Sir Harry's relations with Lady Lurewell are In accord 

with the tone of the Restoration comedy of manners, but his 

dealings with Angelica are farcical, half romantic and half 

rowdy. These very scenes with Angelica, In which Sir Harry 

has been led to believe by Vizard that Angelica Is a prosti-

tute full of virtuous affectations and that her mother Is "a 

procuress with the manner of a grande dame,M offer the audience 

ample opportunity for pure enjoyment of comedy at Its highest 

pitch. After springing this classic situation upon us, Far-

quhar's resourcefulness, Imagination, and sparkling humor 

enable him to bring these scenes off In a hilarious fashion. 

Having had more experience with courtesans than with fine 

ladles, Sir Harry Interprets the stilted talk of Angelica and 

her mother to be only a device to make him raise his price,*6 

In Act V, Scene i, when Sir Harry, somewhat burdened with 

Burgundy, visits Angelica and propositions her once more, she 

becomes virtuously Indignant, after which Sir Harry becomes 

unvlrtuously Irritated? 

Sir Har. (Aside.] This is thg first whore 
In heroics that 1 havB met with.--LAIoudT] Look 
ye, madam, as to that slender particular of your 

l^Kronenberger, p. 170. 

16Ibid., pp. 170-171. 
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virtue, we aha1n't quarrel about it; you may be 
as virtuous as any woman in England, if you 
please; you may say your prayers all the time.— 
But pray, madam, be pleased to consider what is 
this same virtue that you make such a mightly 
noise about? Can your virtue bespeak you a front 
row in the boxes? No; for the players can't live 
upon virtue. Can your virtue keep you a coach 
and six? No, no, your virtuous women walk a-foot. 
Can your virtue hire you a pew in a church? Why, 
the very sexton will tell you, no. Can your virtue 
stake for you at picquet? No. Then what business 
has a woman with virtue? Come, come, madam, I offered 
you fifty guineas; there's a hundred.—The devil! 
Virtuous still! Whv, 'tis a hundred, five score, 
a hundred guineas. ' 

Following this speech Angelica denounces Sir Harry, saying only 

a coward would "affront" a woman. Sir Harry becomes even more 

provoked: 

Affront! 'Sdeath, madam! a hundred guineas will 
set you up at basset, a hundred guineas will furnish , 
out your lodgings with china; a hundred guineas will 
give you an air of quality; a hundred guineas will 
buy you a rich escritolr for your billets-doux, or 
a fine Common-Prayer-book for your virtue. A 
hundred guineas will buy a hundred fine things, 
and fine things are for fine ladies; and fine ladles 
are for fine gentlemen; and fine gentlemen are— 
egad, this burgundy makes a man speak like an angel.— 
Come, come, madam, take it and put it to what use 
you please. 

This speech by Sir Harry is characteristic of Farquhar and also 

Is one feature of his style that is most pleasant and enjoy-

able, Sir Harry spins about from one point to the next, 

seemingly caught up in a whirlwind of associations, but his 

language is also very much to the point, very direct. In 

this speech one sees a sense of reality mixed with the humorous 

^^Archer, George Farquhar, pp. 116-117. 

*8Ibid., p. 117. 



and farcical, the same combination evident throughout Farquhar's 

works.^ 

In the two plays in which Sir Harry Wildalr plays a promi-

nent role, The Constant Couple and its sequel, Sir Harry Wildair, 

we find another character who is of a higher or finer nature 

than the hero. Colonel Frank Standard is a brusque, straight-

forward soldier, with admirable honesty, not fully a saint but 

certainly not an out-and-out scoundrel.20 This character 

was based upon the amorous captain in Farquhar's pamphlet 

Adventured of Covent Garden but is certainly more nearly orig-

21 

inal in type than the captain and more broadly developed. 

Just as Sir Harry, this hero somewhat resembles the typical 

Restoration rake, although Sir Harry comes closer to fitting 

the type. But Colonel Standard says and does things that the 

Restoration hero, even in a drunken stupor, would never dream 

of. For example, in Act I, Scene ii, Standard, after losing 

hla commission, has too much honor to continue pursuit of Lady 

Lurewell, having lost his title and income: 
I once, madam, hoped the honour of defend-

ing you from all injuries through a title to your 
lovely person; but now my love must attend my lor-
tune. This commission, madam, was my passport to 
the fair; adding a nobleness to my passion, it 
stamped a value on my love; *twas once the life of 
honour, but no# its hearse, and with it must my 
love be buried.22 

1 9 ' 
Kronenberger, pp. 170-171* 

20 
Archer, George Farquhar, p. 20. 

^*Connely, pp. 92-93. 

22 
Archer, George Farquhar, pp. 55-56# 
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This statement could have been uttered by a Restoration rake 

only If he were making a final effort to impress a would-be 

mistress. He would certainly never utter it in sincerity. 

But Colonel Standard, very heroically and dramatically, does 

Just that. In this same scene, Standard makes a speech typical 

of a modern soap opera* 

Stand. This only last request I make, that 
no title recommend a fool, office introduce a 
knave, nor a coat a coward, to my place in your 
affectionsj so farewell my country! and adieu my 
love!23 

With a swirl of his dashing red coat and amidst fanfare, the 

brave soldier, head held high, undaunted, marches fearlessly 

forth to face the cruel pitfalls of life, and so much for 

Colonel Standard. 

The other men in The Constant Couple play somewhat more 

minor roles than those of Sir Harry and Colonel Standard. 

Perhaps the next highest ranking male character would be Viz-

ard, his very name denoting his nature, that of a hypocrite, 

and a debauched one at that. His outward appearance is pious, 

extremely moralistic and virtuous, but behind this mask lies 

the real man, one of lust, sensuality, debauchery.^ In 

hypocrisy, Vizard vies with Tartuffe for supremacy. In Act IV, 

Scene iil, Vizard, speaking to a person he thinks is Lady 

Lurewell but who is really his uncle Smuggler disguised as a 

woman, describes his own character! 

23Ibld., p. 56. 

2^Connely, p. 93. 
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Propitious darkness guides the lover*s 
steps, and night that shadows outward sense, 
lights up our inward Joy. Night! the great 
awful ruler of mankind, which like the Persian 
monarch, hides its royalty to raise the veneration 
of the world. Under thy easy reign dissemblers 
may speak truth? all slavish forms and ceremonies 
laid aside, and generous vlllany may act without 
constraint.25 

In this self-revelatlon, Vizard discloses his true nature, 

that of a dissembler and hypocrite. He plays this role for 

two main reasons. One reason Is that because of his spotless 

reputation women who fear the loss of their honor by being 

wanton are in no danger of having their reputation besmirched. 

Nothing means as much to him as his good name. His second 

reason for "wearing a mask" is to deceive his rich uncle, 

Smuggler (to whom he has been revealing all his vlllany un-

knowingly). By appearing virtuous and religious, Vizard may 

be able to become Smuggler's sole heir by flaunting his own 

shining character. Unfortunately for poor Vizard, his uncle, 

having been disabused, later vows to leave his nephew pen-

niless. 

Next in Importance is Vizard's uncle himself, Smuggler. 

As his name suggests, he has gained most of his material wealth 

by smuggling. At the present time he Is engaged in a lawsuit, 

in which he has been accused of importing French wine in 

Spanish casks. Such a method of smuggling in French goods 

"under cover of another nationality" was a major practice In 

the art of smuggling.2^ we See in Alderman Smuggler the 

2^Archer, George Farquhar. pp. 107-108. 

26Ibld.. p. M*, fn. 1. 
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stereotype of the merchant; towards him his creator shows no 

sympathy whatsoever. Smuggler is treated mercileissly by 

nearly all of the other characters, and Justifiably so, 

Farquhar does not present to his audience the aged characters 

of sentimental drama, the too-good and sickeningly-sweet type. 

Herein Farquhar retains some of the detachment of Congreve's 

spirit,^7 Scene iv of Act II contains a speech by Smuggler 

best exemplifying his absurdity. In this scene he has brought 

Lady Lurewell some money which rightfully belongs to her, and 

she demands the money, putting out her hand for it* 

Smug. Ah, that hand! that hand! that 
pretty, soft, white—I have brought it, you 
see; but the condition of the obligation is 
such, that whereas that leering eye, that 
pouting lip, that pretty soft hand, that—you 
understand me; you understand, I'm sure you 
do, you little rogue— 

Lady Lure. . . . Upon my word, Mr. Alder-
man, you make me blush; what d'ye mean, pray? 

Smug. See here, madam.—jPuts a piece 
of money in his mouth."! Buss an3TJguTnea, 
Buss and guinea, buss and guinea! 

The silly repetition of this absurd phrase "buss and guinea" 

is very suggestive of Antonio and the "Nicky Nacky" scenes 

in Thomas Otway's Venice Preserved, although Antonio is even 

more ridiculous (and at times repulsive or disgusting would 

be more fitting words) than Smuggler. Smuggler is as hypo-

critical as his nephew, if not more so, in that he denounces 

Vizard harshly for the very thing that he himself is guilty of. 

2?Elisabeth Mignon, Crabbed Age and Youth (Durham, North 
Carolina, 19 W , pp. 160-T5T; 

28 
Archer, George Farquhar. p. 71, 
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Some thought should next be given to the Clincher brothers, 

or primarily to Clincher Senior, for we can dispense with Clin-

cher Junior by saying that he is merely a country dunce and is 

Introduced only for stock comic response. In thinking of these 

brothers, one is reminded of Witwoud and his half-brother from 

the country, Sir Wilful, in Congreve*s Way of the World, Clin-

cher Senior is a would-be wit and even would-be fop who is 

planning a trip to the Jubilee (from which this play gets its 

subtitle), a trip for which he is ludicrously unqualified, both 

culturally and intellectually. By no means is Farquhar ridi-

culing the Jubilee itself, but Instead directs his jibes at a 

simpleton who thinks of the Jubilee as Just a "carnival" full 

of "raree-shows."29 

The heroine of The Constant Couple, Angelica, is also 

worthy of her name, since she is certainly angel-like. In 

contrast to the usual Restoration heroines, she has no cal-

lousness, no lciness about her. Angelica is the epitome of 

modesty, beauty, and chastity. But she is not prudish or naive. 

When she first meets Sir Harry, thinking he has come to court 

her, she is prepared to accept, admiring his features and his 

reputation. If he had approached her in gentlemanly fashion, 

the engagement would have been made on the spot. But unfor-

tunately, since Sir Harry, all credit due to Vizard, believes 

her to be "available" for a price, his approach is most un-

gentlemanly. In Act V, Scene i, Angelica questions Sir 

29richard Morton and William K. Peterson, "The Jubilee 
of 1?00 and Farquhar*s 'The Constant Couple,*" Notes and 
Queries. CC (1955), 523# 
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Harry's base intentions toward hers 

What madness, Sir Harry, what wild dream 
of loose desire could prompt you to attempt this 
baseness? View me well. The brightness of my 
mind, methinks, should lighten outwards, and 
let you see your mistake in ray behaviour. I 
think it shines with so much innocence in my 
face, 

That it should dazzle all your 
vicious thoughts. 

Think not X am defenceless 
'cause alone. 

Your very self is guard against 
yourself: 

I'm sure, there's something 
generous in your soul; 

My words shall search it out, 
And eyes shall fire it for my 

own defence.30 

This is unlike anything one of Congreve's or Wycherley's 

heroines would have said. Angelica speaks with all modesty, 

much as the sentimental heroines of the next dramatic decade 

were to speak. Here we see a girl priding herself not upon 

her wit nor the number of her admirers but her virtue, a 

characteristic not of the Restoration comedy of manners but 

of sentimental drama. Again, in the final scene, Angelica 

makes a speech appropriate to a sentimental heroine, when she 

addresses Alderman Smuggler in a didactic manners 
Come, Mr. Alderman, for once let a woman 

advise. Would you be thought an honest man, 
banish covetousness, that worst gout of age; 
avarice is a poor pilfering quality of the soul, 
and will as certainly cheat, as a thief would 
steal.—Would you be thought a reformer of the 
times, be less severe in your censures, less 
rigid in your precepts, and more strict in your 
example.31 

30Archer, George Farquhar, p. 116. 

3*Ibid.. p. 132. 
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But Lady Lurewell, the other "leading lady" in this play, 

is a Restoration-type character. Her role unifies the play 

in that the plot is centered upon her love life, involving 

her relations with five different men. Here again Farquhar has 

gone back to his prose-piece, Adventures of Covent Garden, 

having remodelled the Emilia of that story into Lady Lurewell, 

much as he fashioned the amorous Captain into Colonel Stan-

dard.-^2 Having been seduced when she was Just fifteen and 

forsaken by that young man, her first and only love, Lady 

Lurewell has since sworn vengeance on all mankind (Act Ij 

Scene ii): 

Therefore I scorn him. I hate all that don't 
love me, and slight all that do. Would his whole 
deluding sex admire me, thus would I slight them 
all! My virgin and unwary innocence was wronged 
by faithless man, but now glance eyes, plot brain, 
dissemble face, lie tongue, and be a second Eve o-s 
to tempt, seduce and damn the treacherous kind. . . . 

The next play under study in this paper is Farquhar's 

The Twin Rivals (1702), the first play by this author in 

which he lines up against the Restoration tradition, reacting 

3k 
against the cynicism of that period. Here Farquhar allows 

the forces of good--Hermes Wouldbe and Trueman—to triumph 

over the forces of evil—Benjamin Wouldbe, Richmore, Subtleman, 

and Mrs. Mandrake-^-a result which is more moral in tone than 

32Connely, p. 93 • 

-^Archer, George Farquhar. p. 5^* 

^WllliAm Archer, The Old Drama and the New (Boston, 1923)» 
pp. 206-20?. 
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any witnessed in plays of the Restoration.35 This play is 

primarily serious drama, with very little comedy. Farquhar*s 

view that "virtue must be rewarded and vice punished" removes 

this play from comedy into the domain of heavy sentiment.36 

In writing such a play, Farquhar intended not only to expose 

the immorality and depravity of his day but also to inflict 

poetical Justice upon the guilty ones. Here Farquhar con-

ceivably was yielding to the demands of Jeremy Collier and 

his A Short View of the Immorality and Profaneness of the 

English Stage, published in 1698. In this essay Collier 

attacked the stage for its using "foul" language and oaths, 

for ridiculing the clergy, and for falling to punish vice. 

In 1702, four years after Collier's attack on Restoration 

drama, Farquhar put upon the stage The Twin-Rivals, both re-

alistic and humorous in setting, and extremely moralistic and 

sentimental in tone.37 

As the title of the play suggests, two men, twins, are 

rivals for money and a woman. The Wouldbe brothers personify 

good and evil, with Hermes, the elder by half an hour, being 

the ultimate in handsomeness, honor, and nobility, and with 

Benjamin, the younger, being as villainous a person as a 

Restoration audience would want. With his cohorts Subtleman 

and Mrs. Mandrake and his "friend" Richmore, Benjamin is 

35ibld., pp. 208-209. 

36perry, pp, 11^-115, 

37connely, p. 190. 
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engaged in cheating Hermes out of his inheritance and his sweet-

heart, and does not hesitate at any measures, no matter how 

unscrupulous, to achieve those ends. What with his "being de-

formed and also being the younger brother, he certainly has 

enough motivation to be cruel and malicious towards his more 

fortunate brother. But his hunchback, similar to that of 

Richard III, is more of an indication of the evil of his nature, 

than a point about him that the audience could sympathize with. 

Regarding his brother, Benjamin says in Act I, Scene ii: MMy 

twin-brother! Ay, Hwas his crowding me that spoiled my shape, 

and his coming half an hour before me that ruined my for-

tune. . . ,"38 Nor does Benjamin have a higher opinion of 

his father, for upon hearing of the old gentleman's death, 

again in Act I, Scene 1, he exclaims: wMy father!—Good night, 

my lord!--Has he left me anything?"^ But even this most 

despicable of Farquhar's characters expresses noble attitudes. 

In Act IV, Scene i, when apparently Hermes, for a time anyway, 

is confirmed as the rightful heir and shows his magnanimity by 

offering Benjamin a thousand pounds, the latter disdainfully 

sayss "I scorn your beggarly benevolence! Had my designs suc-

ceeded, I would not have allowed you the weight of a wafer, 

iiA 

and therefore will accept none—. . . . w Such a proud 

statement would have been appropriate for a heroic figure to 

Archer, George Farquhar, p. 15^. 
?-

1*0, 

^Ibid. f p, 159, 

Ibid.. p. 210, 
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utter, perhaps Hotspur if Prince Hal had offered to grant him 

mercy. 

Hermes Wouldbe Is a typical sentimental hero. He is an 

ideal son--virtuous, honorable, trustworthy, devoted, gentle-

manly. Benjamin and his friends fit into the Restoration 

pattern, but not so Hermes, as evidenced by his following state-

ment in Act III, Scene lis 

. . .—But why should I repine? Let man 
but view the dangers he has passed, and few 
will fear what hazards are to come. That Provi-
dence that has secured by life from robbers, 
shipwreck, and from sickness, is still the same; 
still kind whilst I am just. . . M 

Hermes seems to be another Sir Gawain, in that as long as he 

upholds honor or virtue, he Is undefeatable; but if he ever 

lapses, then ill fortune may fall upon him. But his armor of 

morality is never pierced, and he remains Invincible. Even In 

the final speech of the play, Hermes pats himself upon the 

back for being such a good person: 

• . .—And now, Captain, we set out for 
happiness:— 

Let none despair what'er their for-
tunes b e — 

Fortune must yield, would men but 
act like me. 

Choose a brave friend as partner 
of your breast, 

Be active when your right is in 
contest; 

Be true to love, and Fate will 
do the rest. 2 

Ibid., p. 19**. 

**2Ibld.. p. 239. 
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Such an overflowing of pride, a characteristic of sentimental 

comedy, if the most distasteful element in this play, as it 

is in sentimental comedy. This superabundance of goodness 

and honesty and virtue becomes most annoying after just a short 

dose. The vivacity of wit and bantering in Restoration comedy 

is in marked contrast to the sweetness evident in The Twin-

Rivals. 

Mrs. Mandrake, Benjamin's cohort, fits irlto the Res-

toration mode. She is both a midwife and a procuress, and is 

as sinister and unscrupulous as any of the villains in this 

play, although she is more of a humorous character than Ben-

jamin or Richmore. She readily agrees to aid Benjamin in 

cheating Hermes out of his rightful inheritance. She secures 

the help of her equally unscrupulous nephew Subtleman, the 

"vermin" of the law, according to Hermes. These three form 

quite an imposing obstacle for Hermes to overcome. By no 

means does being a woman make Mrs. Mandrake the weakest of 

the three; mentally she is the most alert. When Hermes comes 

to his father's house to take possession, Subtleman produces 

his two witnesses, who supposedly were present when Hermes*s 

father bequeathed everything to Benjamin. However, one witness 

is none other than Hermes*s servant, Teague. At this catas-

trophic moment, when Benjamin and Subtleman seem to have lost 

everything--thanks to the stupidity of Subtleman—Mrs. Mandrake 

comes to the rescue. All this time she has been hiding in a 

closet to avoid meeting Hermes, She steps forth and very 

humbly testifies that Benjamin was the firstborn, but that 
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his father had. bribed her to say Hermes was, because he was 

developed perfectly, whereas Benjamin was hunchbacked. This 

trickery works because it unsettles Hermes, but he puts up a 

fight and has to be carried away. 

While this rivalry between Hermes and Benjamin has been 

going on, Mrs. Mandrake, doing her duty as a procuress, has 

also been trying to help Richmore (another character who fits 

the Restoration mold) seduce Aurelia, Trueman's sweetheart. 

Richmore is the uncle of Trueman, Hermes*s "brave friend.w He 

has abandoned Clelia, his former mistress, because she is 

going to have a baby. In Act I, Scene ii, Mrs. Mandrake is 

pleading with Richmore to help poor Clelia, so that Clelia's 

plight will not in any way disturb Mrs. Mandrake's "business" 

as a bawd. He shows the typical Restoration callousness in 

his refusal; 

Mrs Man. And won't you marry her, Mr. 
Richmore? 

Rich. My conscience won't allow it; for 
I have sworn since to marry another. 

Mrs Man. And will ^ou break your vows 
to Clelia? 

Rich. Why not, when she has broke hers to me? 
Mrs Man. How's that, sir? 
Rich. Why, she swore a hundred times never 

to grant me the favour; and yet you know she 
broke her word. 

Mrs Man. But she loved, Mr. Richmore, 
and that was the reason she forgot her oath. 

Rich. And I love Mr. Richmore, and that 
is the reason I forgot mine. Why should she 
be angry that I follow her own example, by 
doing the very same thing from the very same 
motive?^3 

^Ibid., p. l6l. 
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There is in Richmore's argument an ironic note, but also a 

humorous one, especially in his statement that both he and 

Clelia have broken their vows for the same reason, love for Mr. 

Richmore. Further evidence of this ironic humor is present in 

the same scene, when Mrs. Mandrake again asks Richmore to help 

Clelia: 

Mrs Man. But won't you provide for poor 
Clelia? 

Rich. Provide! why, ha'n't I taught her a 
tradeT Let her set up when she will, I'll engage 
her customers enough,, because I can answer for the 
goodness of the ware.w 

Richmore*s reaction is the typical Restoration one, but his 

callousness is characterized by an ironic humor which is 

different from what one usually encounters in Restoration 

comedy. 

Trueman, Richmore's nephew, lives up to his name. He 

is good, just, and honest, devoted and loyal to his friends, 

as he demonstrates to Hermes. Just as Hermes, Trueman does 

not quite fit into the Restoration picture. It is possible 

that, to a certain extent, he fits into the same classification 

as Young Bellair in Etherege's The Man of Mode, being well-

bred and mannerly but not quite the central or leading figure 

of the play. Moreover, Trueman and Young Bellair play some-
t 

what the same role, that of marrying a young woman for the 

convenience of someone else. Dorimant, the gallant in The 

Man of Mode, wants Young Bellair to marry Emilia in hopes 

that she might be more willing to submit to his desires after 

^Ibid., p. 162. 
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her marriage with Bellalr. Somewhat similarly, Trueman is to 

marry Olelia, Richmore's cast-off mistress, thus providing 

her with a husband and father for her child, releasing Rich-

more from his responsibility. But this is as far as the 

similarity goes. Trueman, like Hermes, is a typical sentimen-

tal character. In Act V, Scene iv, Teague, Hermes's servant, 

has found a letter written by Olelia to Richmore and has given 

it to Trueman, who is disguised as a constable. In this dls- -

guise Trueman interrupts Richmore's attempted rape of Aurella 

and reveals himself to Richmore, denouncing him not only for 

trying to ravish Aurella but also for forsaking Olelia; 

Rich. Ghosts and apparitions! Trueman! 
'true. Words are needless to upbraid you: 

my very looks are sufficient; and, if you have 
the least sense of shame, this sword would be 
less painful in your heart than my appearance 
is in your eye. 

Rich. Truth, by Heavens! 
. True. Think on the contents of this,— 
[Showing the letter"} think next on me; reflect 
upon your vlllainy"to Aurella; then view thy-
self.^5 

Seemingly the very goodness of Trueman would make Richmore 

realize how wickedly he has acted. Here, as in sentimental 

comedy, the sinful person looks upon virtue in another per-

son, realizes his iniquity, begs forgiveness, and strives 

to attain the goodness of the virtuous one who has redeemed 

him from his evil state.46 Richmore humbly says to Trueman, 

*5lbld.. pp. 231-232. 

46paul E. Parnell, "The Sentimental Mask*" PMLA. LXXVIII 
(December, 1963), 533. 
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"your youthful virtue warms my breast, and melts it into 

tenderness." 

The two heroines of this play< Constance and Aurelia, 

play relatively minor roles. Constance occupies her time by 

remaining "constant" to Hermes and either avoiding or ignor-

ing the advances of Benjamin. Aurelia keeps very active 

most of the time in either defending herself from the repeated 

onslaughts of Richmore or being somewhat indifferent to True-

man's display of adoration. In Act II, Scene i, the women 

discuss the plight of Clelia, who has become pregnant through 

her "associations" with Richmore: 

Con. I'm glad you mentioned her; don't you 
observe her gaiety to be much more forced than 
formerly? Her humour don't sit so easy upon her. 

Aur. No, nor her stays neither, I assure 
you. 

Con. Did you observe how she devoured the 
pomegranates yesterday? 

Aur. She talks of visiting a relation in 
Leicestershire. 

Con. She fainted away in the country dance 
t'other night. 

Aur. Richmore shunned her in the Walk last 
week. 

Con. And his footman laughed. 
Aur. She takes laudanum to make her sleep 

a'nights. 
Con. Ah, poor Clelia! What will she do, 

couslnT" 
Aur. Do! Why, nothing till the nine months 

be up. 
Con. That's cruel, Aurelia. How can you make 

merry with her misfortunes? I am positive she was 
no easy conquest; some singular villainy has been 
practised upon her.^° 

^Archer, George Farquhar, p. 233. 

**8Ibld.. pp. 166-167. 
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This discussion is not exactly like the gossip or scandal 

sessions in Sheridan's The School for Scandal. Nor is it 

typical of Restoration comedy. But there is some similarity, 

Aurelia speaks rather mercilessly of Clelia, but Constance 

is more sympathetic, as it would be contrary to her role to 

be as vicious as Aurelia, This appearance of compassion on 

the part of Constance towards the unfortunate girl contrasts 

with the reaction of Restoration ladies. 

Louis Kronenberger artfully describes exactly what takes 

place in The Twin-Rivals that makes it different from Res-

toration plays: 

The plain fact is that in the last half of The 
Twin-Rivals Morality so brazenly triumphs tKaF 
Comedy is pushed clean over the precipices, . , . 
The trouble goes far deeper, in the way virtue eviety-
where wins out, in the way that vice itself bolts 
to virtue's side. The rake is reformed: Rlchmore 
takes Clelia in matrimony. Romantic comedy sits 
enthroned, with Restoration comedy dead at its 
feet, . , ,^9 

The first three acts, with the villains dominating nearly all 

of the scenes, are appropriate to Restoration comedy. But 

when Hermes appears in the latter part of Act III, "romantic" 

comedy pushes to the front and never allows itself to be 

displaced. 

In March, 170^, the Duke of Ormonde, Lord-Lieutenant of 

Ireland, gave Farquhar a commission as Lieutenant of Grena-

diers. 5® As a consequence of this commission Farquhar was 

^Kronenberger, pp. 17^-175. 

"^Connely, p. 222. 
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sent as a recruiter to Lichfield and to Shrewsbury.51 In 

his early plays, Farquhar had portrayed the characters whom 

he identified himself with as either soldiers or rakes. Now 

Farquhar decided to write another play, using his experiences 

as a recruiting officer in Shrewsbury. The hero would be 

a recruiting officer who was both rake and soldier, but for 

prestige Farquhar elevated his persona to the position of 

captain.52 

After the poor reception of The Twin-Rivals. Farquhar 

realized that if he wished for his next play to be a success, 

he would have to eliminate the enveloping moral tone which 

he had used in his "sentimental" play. As a result of this 

reasoning, he wrote The Recruiting Officer (1706), a frolicking, 

fun-loving play about the love life and military life of a 

gay, carefree recruiting officer. In The Constant Couple 

and The Twin-Rivals Farquhar took steps away from Restoration 

comedy by having characters act and moralize unlike the Res-

toration stereotypes. In The Recruiting Officer Farquhar 

takes a different step, not away from the immorality of Res-

toration comedy, but away from the constricted scenes of 

London society into the fresh air of the Shrewsbury country-

side. This play does not stress the manners of the Restoration 

53-lbld.. p. 232. 

52Ibld., p. 241. 
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court nor the morality of the eighteenth century.53 Rather 

it emphasizes fun and humor. 

Captain Plume, the hero of The Recruiting Officer, is, 

in the words of William Archer, "a loose-living soldier" 

who "belongs rather to the company of Fielding's Tom Jones 

than to that of Wycherley's Horner or Manly, Congreve's 

Bellmour or Vainlove, Vanbrugh's Loveless or Worthy."5^ 

He is not an out-and-out libertine, given up to lechery and 

debauchery. Plume confesses as much to Wilful (Silvia in 

disguise) in Act IV, Scene i: 

31lv. 0 fy! lie with a common soldier! 
Would not you rather lie with a common woman? 

Plume. No, faith, I'm not that the world 
imagines; I have £ot an air of freedom, which 
people mistake for lewdness in me, as they 
mistake formality in others for religion. The 
world is all a cheat; only I take mine, which 
is undesigned, to be more excusable than theirs, 
which is hypocritical. I hurt nobody but my-
self, and they abuse all mankind. . . .55 

Plume does not seek sensual pleasure as does, for example, 

Wycherley's Horner in The Country Wife. He does have scruples, 

Horner wants to possess any woman, any time, whether she be 

an acquaintance's wife, mistress, sweetheart, or sister. 

But Plume willingly agrees to let Wilful (Silvia) have Rose, 

for Plume does not want to lose such a promising recruit as 

Wilful. Horner would never have relinquished his prior 

claim. 

53Kronenberger, p, 175• 

5^Archer, George Farquhar, p. 21. 

55ibld., p. 308. 
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Nevertheless, Plume is not an Innocent in love. Just 

as Richraore in The Twin-Rivals, Plume has upon his hands a 

former mistress who is with child by him. The day he arrives 

in Shrewsbury "Molly at the Castle" gives birth to a son and 

is visited by Plume's "broad-minded" sweetheart Silvia. 

However, Plume handles this indelicate situation very ably 

by having Sergeant Kite, his recruiting aide, marry Molly, 

although Kite already has five wives. Still Plume does not 

think he has acted humanely enough. He puts the name of the 

baby boy on his list of recruits but has him "absent upon 

furlough." Thus Molly and her son will be receiving a 

grenadier*s wages to live upon. 

Throughout this play Plume is engaged in performing his 

duties as both a soldier and rake, those of recruiting and of 

romancing. Plume is a very effective recruiter. In Act II, 

Scene iii, his impressive appearance and talk wins one country 

lad, Costar Pearmain, who in turn persuades his closest friend, 

?Tummas" Appletree, to join: 

Plume. Come, my lads, one thing more I'll 
tell you; you're both young tight fellows, and the 
army is the place to make you men for ever: every 
man has his lot, and you have yours. What think 
you now of a purse full of French gold out of a 
monsieur's pocket, after you have dashed out his 
brains with the butt of your firelock, eh? 

Pear. Wauns! I'll have it, Captain~-give 
me a shilling, I'll follow you to the end of the 
world. 

Apple. Nay, dear Costar, duna; be advised. 
Plume. Here, my hero, here are two guineas 

for thee, as earnest of what I'll do farther for thee. 

36perry, p. 116. 
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Apple, Duna take It; duna, dear Coster! 
(Cries, and. pulls back his arm, ^ f-v - - • — - " — 

Pear. I"wull} 1 wulli—Wauns, my mind, gives 
me, that I .shall be a captain myself—I take your 
money, sir, and now I am a gentleman. 

Plume. Give me thy hand, and now you and I 
will travel the world o'er, and command it wherever 
we tread.—fAslde to Costar PearmairQj Bring your 
friend with^you, i"F~you can. 

Pear. Well, Tummas, must we part? 
Apple. No, Costar, I canno leave the?.— 

Come, Captain, I'll e'en go along too; and if 
you have two honester simpler lads in your -
company than we two been, 1*11 say no more,-'' 

This touching and heart-warming scene, so real and natural, 

is a primary difference between Farquhar's plays and the 

typical Restoration comedy of manners. Such a sincere and 

devoted friendship between two men is nowhere evident in 

Restoration drama. Restoration men cared more for exploiting 

friendships than for enjoying them. In contrast to Restoration 

ruthlessness and cruelty, Farquhar's humanity is a most en-

dearing quality. 

The other leading male figure of The Recruiting Officer 

is Worthy, "a lovelorn country gentleman distracted by the 
<58 

fickleness of his beloved," Melinda.-̂  When Plume had been 

in Shrewsbury a year before, Melinda was about to agree to 

become Worthy's mistress. Plume had suggested that Worthy 

offer her five hundred pounds a year for doing him the honor 

of being his mistress, and she was about to agree when a rich 

aunt of hers died and left her twenty thousand pounds. 

-^Archer, George Farquhar« p. 280. 

"^Connely, p, 2**2, 
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Acquiring financial independence, Melinda became rather 

haughty, and Worthy had to change his approach. He made one 

final effort to persuade her to be his mistress, and when that 

failed, he began trying to win her hand in marriage instead 

of simply possessing her body. Now with Worthy's love affair 

in this situation, Plume gives him advice again: 

Plume. So as you grew obsequious, she grew 
haughty;and because you approached her as a 
goddess, she used you like a dog? 

Wor. Exactly. 
Plume. 'Tis the way of 'em all. Gome, 

Worthy, your obsequious and distant airs will 
never bring you together; you must not think to 
surmount her pride by your humility. Would you 
bring her to better thoughts of you, she must be 
reduced to a meaner opinion of herself. Let me see: 
the very first thing that I would do, should be to 
lie with her chamber-maid, and hire three or four 
wenches in the neighbourhood to report that I had 
got them with child. 

Fortunately for the sake of morality Worthy does not take this 

plan of action, but he does heed Plume's advice about not 

being humble. Worthy's new attitude, along with a little 

"help" from Plume's aide, Sergeant Kite (who disguises himself 

as a fortuneteller), enables Worthy to obtain Melinda's 

promise of marriage. 

Plume's aide, Kite the fortuneteller, proves himself to 

be a very artful recruiter, as was his predecessor in literary 

^ / history,Falstaff, Falstaff proved himself to be an able 

recruiting officer, at least as far as filling his own pockets 

with money. Kite, too, Indulges in unscrupulous recruiting 

KG 
-^Archer, George Farquhar. p. 258, 

J 
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60 

measures, which Fnrquhar satirizes. One deceitful method 

that Kite resorts to is tricking Costar and Tummas into 

accepting enlistment money. After getting the two victims 

drunk, Kite suggests making a toast to the Queen, following 

which he asks them if they want to see a picture of the 

Queen set in gold. When they assent, he gives each of them 

a coin, which they accept, technically receiving enlistment 

money. When Plume appears and Kite introduces the "volunteers," 

Costar and Tummas protest. Plume then discovers what Kite 

did, rebukes him for it, and "beats him off the stage,'* 

after which his power of persuasion induces the men to enlist. 

However, this method of recruiting is elementary in 

comparison with Kite's other system, in which Kite uses his 

"ability" as a fortuneteller. Being disguised in this fashion, 

Kite is able to amaze the town blacksmith and the butcher by 

his miraculous knowledge of them and their personal lives. 

To each man he reveals something marvelous that will happen 

to them when they are soldiers, thus influencing each to 

enlist. Kite tells the smith that he soon will be making 

"bombs or cannon-bullets" and that in "two years, three months, 

and two hours, you will be made captain of the forges to the 

grand train of artillery, and will have ten shillings a day 

and two servants.Kite then describes to the s&lth a man 

^°B. Ifor Evans, A Short History of English Drama 
(London, 1950), p. 95. 

^Archer, George Farquhar. p. 314, 
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dressed in a certain way whom he will meet in one hour, a 

man who will be the "maker" of the smith's "fortune." Kite's 

remark?? to the butcher are similar: 

Kite. . , . Give me your hand.—You're by 
trade either a butcher or a surgeon. 

Butcher. True, I am a butfcher. 
kite. And a surgeon you will be, the em-

ployments differ only in the name: he that can 
cut up an ox, may dissect a man; and the same 
dexterity that cracks a marrow-bone, will cut 
off a leg or an arm. 

Butcher. What d'ye mean, doctor, what d'ye 
mean? 

Kite. Patience, patience, Mr. Surgeon-
Gene raTT,, the stars are great bodies, and move 
slowly. 

Consequently, after Kite adds a few more details, the butcher 

leaves, anxiously awaiting his rendezvous with a gentleman 

who will aid him in the fulfillment of this prophecy. 

Perhaps the most memorable passage in this play, and 

perhaps in all of Farquhar's works, is the speech Kite makes 

to Worthy in Act III, Scene i, describing the composition of 

•a recruiting sergeant: 

Kite. Yes, sir, I understand my business, 
I will say it.—You must know, sir, I was born a 
gipsy, and bred among that crew till I was ten 
year old. There I learned canting and lying. 
I was bought from my mother, Cleopatra, by a 
certain nobleman for three pistoles; who, liking 
my beauty, made me his page; there I learned 
impudence and pimping. I was turned off for 
wearing my lord's linen, and drinking my lady's 
ratafia, and then turned bailiff's follox?er: 
there I learned bullying and swearing. I at 
last got into the army, and there I learned 
whoring and drinking: so that if your worship 
pleases to cast up the whole sum, viz., canting, 
iying, impudence, pimping, bullying, swearing, 

62 Ibid., p. 316. 
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whoring, drinking, and a halberd, you will 
find the sum total will amount to a recruiting 
serjeant."3 

This expression of wit is by no means the sum total of Kite's 

ability at saying witty things. In Act V, Scene v, Kite shows 

that his wit is sharp. The scene takes place in a court, where 

several men are being tried under the Mutiny Act of 1689 and 

Impressment Act of 1705» a portion of which stated that 

Justices of the peace had the power "to raise and levy such 

able-bodied men as have not any lawful calling or employment, 

or visible means for their maintenance and livelihood, to 

serve as soldiers." One of the men being tried works in 

the coal mines, and Kite retorts wittily: 

Scrup. Look'ee, gentlemen, this fellow has 
a trade, and the act of parliament here expresses, 
that we are to impress no man that has any visible 
means of a livelihood. 

Kite. May it please your worships, this man has 
no visible means of livelihood, for he works under-
ground. 

Farquhar introduces an innovation in this play in the 

character of Silvia, who does not resemble the Restoration 

heroine. She is not affected nor moody, waspish nor witty, 

but is straightforward, generous, and "tomboyish." This 

tendency to think, talk, and act like a man is indeed dif-

ferent from the talent of any woman in Restoration comedy. 

Plume describes Silvia in Act I, Scene 1, as having a "frank, 

63Ibid., p. 286. 

^Quoted from Archer, George Farquhar. p. 336, fn. 1. 

65Ibid., p. 339. 
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generous disposition/' "something" in her "more than woman." 

The rest of her sex, possessing "ingratitude, dissimulation, 

envy, pride, avarice, and vanity" is "but a foil to her."66 

Indeed there is something in Silvia that is "more than wo-

man," and Plume is not alone in noticing it. Melinda, a 

cousin who acts as a foil for Silvia, states that Silvia has 

the "constitution of a horse," which she says is the reason 

for their difference in temperament, after which Silvia 

describes her own "constitution": 

Sllv. So far as to be troubled with neither 
spleen, colic, nor vapours. I need no salts for 
my stomach, no hartshorn for my head, nor wash 
for my complexion; I can gallop all the morning 
after the hunting-horn, and all the evening after 
a fiddle. In short, I can do everything with my 
father, but drink, and shoot flying; and I am sure, 
I can do everything my mother could, were I put 
to the trial."' 

Silvia's disposition contrasts with those of Restoration 

women; indeed, her "constitution" is more akin to that of 

the male sex rather than the female. She also is broad-

minded in regard to a man's sexual experiences before marriage: 

Mel. . . . O'my conscience, Silvia, hadst 
thou been a man, thou hadst been the greatest 
rake in Christendom. 

Sllv. I should have endeavoured to know the 
world, which a man can never do thoroughly without 
half a hundred friendships, and as many amours. 

One could say that Silvia is at least looking at this situation 

66Archer, George Farquhar. p. 259. 

67rbld., p. 262. 

68Ibld.. p. 263. 
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from the man's point of view. Nor is this the only time that 

she expresses herself in a mannish fashion. In this same scene 

with Melinda, Silvia rebukes her cousin for treating Trueman 

indifferently: 

Silv. I say, that you should not use that 
honest fellow so inhumanly. He's a gentleman of 
parts and fortune; and besides that, he's my 
Plume's friend, and by all that's sacred, if you 
don't use him better, I shall expect satisfaction. 69 

Silvia's pugnacious attitude is perhaps different from that of 

any female character who precedes her in literary history, 

And certainly if Melinda had accepted the challenge and the 

two had fought, that duel would have been the first of its 

kind ever seen on the English stage. 

After this outburst by Silvia, Melinda comments that 
70 

Silvia imagines herself "in breeches in good earnest." This 

statement is prophetic. Following this quarrel, Melinda, in-

censed by Silvia's attitudes, sends a letter to Justice Balance, 

Silvia's father, in which she reveals that Plume has "dishonor-

able designs" upon Silvia and that the judge should send her 

immediately to the country to prevent their accomplishment. 

The judge does this, but Silvia comes back, dressed in her 

dead brother's clothes, thus being "in breeches in good 

earnest." She not only dresses the part of a man but acts 

like one, particularly like a rake (Act IV, Scene i): 

Silv. Had I but a commission in my pocket, 
I fancy my breeches would become me as well as any 
ranting fellow of 'em all; for I take a bold step, 
69ibia. 

70ibid. 
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a rakish toss, a smart cock, and an impudent air, 
to be the principal ingredients in the composition 
of a captain. . . .71 

Being thus disguised, Silvia is able to remain close to Plume. 

She keeps him true to her by competing with him for the affec-

tions of Rose, and since Plume always prefers obtaining a 

good soldier to winning a woman, he concedes to let Wilful 

(Silvia) have Rose. 

Mellnda, Silvia's cousin, resembles the splenetic Restor-

ation woman who becomes upset over trivial and insignificant 

matters. As seen in Act I, Scene ii, she acts and speaks 

very affectedly, typifying many of the women portrayed by 

Congreve and Wycherley; 

i— fsalutel 
r; for Shf4 

Mel. Welcome to town, cousin Silvia-
I envied you your retreat in the country; for ShFews-
bury, methinks, and all your heads of shires, are the 
most irregular places for living. Here we have smoke, 
noise, scandal, affectation, and pretension; in short, 
everything to give the spleen—and nothing to divert 
it. Then the air is intolerable. 

Silv. 0 madam! I have heard the town commended 
for its air. 

Mel. But you don't consider, Silvia, how long 
I have lived in't! for I can assure you, that to a 
lady, the' least nice in her constitution, no air 
can be good above half a year. Change of air I take 
to be the most agreeable of any variety in life. 

Silv. As you say, cousin Melinda, there are 
several sorts of alrs,'̂ ' 

Mellnda very pretentiously complains to Silvia of her unfor-

tunate plight, but Silvia, the "natural" woman, chides her 

by saying there were "several sorts of airs." This continual 

contrasting of the "constitutions" of Melinda and Silvia only 

7*Ibld.« p. 303« 

72Ibid., pp. 261-262. 
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Silvia. 

In Captain Brazen, the other recruiting officer, one 

sees Farquhar's return to -pure comedy, the comedy of per-

sonalities. "73 Used as a foil to Plume, Brazen is a foppish 

comic playing the male counterpart of Melinda. In Act III, 

Scene i, Worthy and Balance see Brazen approaching, and Worthy 

quite lucidly draws his picture: 

Wor. But I engage he knows you, and every-
body, at first sight: his impudence were a prodigy 
were not his ignorance proportionable. He has the 
most universal acquaintance of any man living; for 
he won't be alone, and nobody will keep him com-
pany twice. Then he's a Caesar among the women, 
Venl, vldl, vlci, that's all: if he has but talked 
with the maid, he swears he has lain with the mis-
tress. But the most surprising part of his character 
is his memory, which is the most prodigious and the 
most trifling in the world.7*+ 

Brazen unabashedly pretends to know or be acquainted with rela-

tives of anyone he meets. A humorous episode occurs when 

Brazen and Plume meet for the first time (Act III, Scene ii): 

Braz. Who's that, madam? 
Mel. A brother officer of yours, I suppose, 

sir. —j 
Bras. Ay!—/To PlumeJ My dear! 
Plume. My dear! /Run and embrace. 
Braz. My dear boy, how is't? Your name, 

my dear? If I be not mistaken, I have seen your 
face. 

Plume. I never saw yours in my life, my dear.— 
But there•s a face well known as the sun's, that 
shines on all and is by all adored.75 

73connely, p. 253* 

7^Archer, George Farquhart p. 288. 

75ibid., p. 296. 
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The final character for consideration in this play is 

Silvia's father, Justice Balance, who is unlike most stage 

fathers. He is not a doddering old fool who is simply in the 

way. Instead., he is generous and tolerant, both to his daugh-

ter and others "worthy" of his regard, such as Worthy and 

Plume. He is not always reminiscing nor denouncing the pre-

sent generation. He is candid enough to admit that ,he, too, 

in his youth, chased women as Plume does now. Balance is an 

elderly gentleman from the country; yet he is not a figure of 

ridicule as he would have been in a play by Congreve or Wycher-

ley, but is Instead an admirable person.^ 

The Recruiting Officer, with its country setting and re-

freshing characters, was followed in 1707 "by The Beaux' Stratagem, 

Farquhar's last play. This play, too, contains some tradition-

al Restoration elements as well as moral overtones. Men of 

fashion are present but in a country setting; immorality rears 

its head but is moderated to a great extent. Aimwell and 

Archer, two gallants in financial distress, are in Lichfield 

to carry out a scheme whereby one will play the master and the 

other the servant. Their plan is for the one playing the 

master to win the hand of a rich lady. If their endeavor 

fails, they go on to the next town and change positions. In 

Lichfield Aimwell plays the master and Archer the servant 

as they seek financial relief. While engaged in this scheme, 

76Mignon, pp. 170-171. 

7?Ibid., p. 172. 
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the gallants meet two women: Mrs. Sullen, a "fine lady from 

London" who Is married to a surly sot, and her sister-in-law, 

Dorinda, who has a fortune of ten thousand pounds. Aimwell, 

pretending to be Viscount Aimwell, his older brother, hits 

his mark, but after he and Dorinda are engaged, he reveals his 

disguise. To most Restoration women, who primarily seek 

money and titles, this unveiling would have meant the end 

of the courtship. But Dorinda says that she was at first 

proud of his "wealth and title" but that now she can show 

him that she "had no aim but love." However, Farquhar does 

not allow the lovers to marry under slight financial dif-

ficulties, for word comes that Aimwell's older brother has 

died so that the pretended becomes the true Viscount Aimwell. 

Aimwell's purpose in coming to Lichfield is a traditional 

Restoration one, the penniless rake out to capture a rich prize, 

However, Aimwell's heart lacks the indifference, the callous-

ness of the usual rake. In Act I, Scene i, Archer and Aimwell 

are discussing women: 

Arch. . . . I can be charmed with Sappho's 
singing without falling in love with her face; I 
love hunting, but would not, like Actaeon, be eaten 
up by my own dogs; I love a fine house, but let 
another keep it; and just so I love a fine woman. 

Aim. In that last particular you have the 
better of me. 

Arch. Ay, you're such an amorous puppy, that 
I'm afraid you'll spoil our sport; you can't counter-
feit the passion without feeling it,7" 

?®Archer, George Farquhar, p. 366. 
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to expressing tenderness than Archer. In Act III, Scene ii, 

the two fortune hunters have just returned from church to 

their quarters at the inn. At church Aimwell had seen Dorinda 

and Mrs. Sullen, and the loveliness of Dorinda enraptured him: 

Aim. Aimwell! call me Oroondates, Cesario, 
Amadis all that romance can in a lover paint, and 
then I'll answer. 0 Archer! I read her thousands 
in her looks, she looked like Ceres in her harvest: 
corn, wine and oil, milk and honey, gardens, groves, 
and purling streams, played on her plenteous face. 

Arch. Her face! her pocket, you mean; the corn, 
wine and oil, lies there. In short, she has ten 
thousand pounds, that's the English on't.79 

Archer becomes quite upset at Aimwell's romantic nature and 

angrily starts to leave: 

Aim. Pray excuse me, my passion must have vent. 
Arch. Passion! what a plague, d'ye think these 

romantic airs will do our business? Were my temper 
as extravagant as yours, my adventures have something 
more romantic by half."0 

Aimwell's heart seems to have taken control at this time: 

love, not money, is the foremost thought in his heart now. 

The riches of Dorinda's beauty hold him entranced, but this 

entrancement causes Archer some apprehension, and justifiably 

so. Again, in Act IV, Scene ii, Aimwell reveals his intense 

passion for Dorinda: 

Arch. And the awkward kindness of the good 
motherly old gentlewoman--

Alm. And the coming easiness of the young one— 
Sdeath,' 'tis pity to deceive her! 

79Ibld.. pp. 389-390. 

8oIbid. 
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Arch. Nay, if you adhere to those principles, 
stop where you are. 

Aim. I can't stop; for I love her to distrac-
tion. 

Arch. 'Sdeath, if you love her a hair's breadth 
beyond discretion, you must go no farther. 

The battle raging in Aimwell's heart between honor and deceit 

has been decided, with honor the victor, A typical Restoration 

rake would not let his passions overrule his Intellect. But 

Aimwell is not a Restoration rake. His intentions are rakish., 

but his reactions are noble and just. In Act V, Scene v, Aim-

well takes the final step into sentimental comedy: 

Aim. [Asid.n Such goodness who could injure J 
I find myself unequal to the task of villain; she has 
gained my soul, and made it honestJ.ike her own— 
L.cannot, cannot hurt her.—fAloudTj Doctor, retire.— 
(Exit FoigardH Madam, behoxTl youT lover and your 
proselyte, ana judge of my passion by my conver-
sion!—I'm all a lie, nor dare I give a fiction to 
your arms; I'm all counterfeit, except my passion. 

Dor. Forbid it, Heaven! a counterfeit! 
E m . I am no lord, but a poor needy man, come 

with a mean, a scandalous design to prey upon your 
fortune; but the beauties of your mind and person 
have so won me from myself, that, like a trusty 
servant. I prefer the Interest of my mistress to 
my own.sz 

Once again in a Farquhar play vice has been redeemed by looking 

upon virtue. Aimwell's honesty severs him from the heroes of 

Congreve or Wycherley and places him in eighteenth-century 

drama. 

Archer might be considered as the real hero of this play. 

He is the last of the Restoration rakes, a roguish rake 

characteristic of the comedy of manners. Virtue can not 

61Ibld.. p. 426. 

82Ibid., pp. 446-447, 
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reform him, as it did Aimwell, for Archer belongs to the old 
Q O 

comedy, where virtue was disregarded. He is unscrupulous 

but not evil, sly but not sinister, heartless but most delight-

ful. He impudently steals a kiss from Cherry, the innkeeper's 

daughter, when they are first alone. He very "archly" parries 

the queries of Boniface, the Innkeeper, who wants to find out 

whether Aimwell is a highwayman, for Boniface himself is a mem-

ber of a gang of thieves. Archer also shows he can hold his 

own in banter with Mrs. Sullen and Dorinda, the two women 

wanting to find out also who "Martin's" master is. But these 

pleasantries of Archer's are for a purpose, for he has his 

eye upon Mrs. Sullen. In Act IV, Scene i Aimwell feigns being 

ill, and Lady Bountiful, Dorinda*s mother, "cures" him. The 

two young ladies are showing the two gallants Lady Bountiful's 

house, giving Aimwell time to recuperate fully. Archer very 

slyly tries to maneuver Mrs. Sullen into her bedrooms 

Arch. There's the finest bed in that room, 
madam! I suppose 'tis your ladyship's bedchamber. 

Mrs Sul. And what then, sir? 
Arch. I think the quilt is the richest that 

ever I saw. I can't at this distance, madam, dis-
tinguish the figures of the embroidery; will you 
give me leave, madam—? — 

(Goes into, the chamber. 
Mrs Sul. The devil take his impudence!— 

Sure, if I gave him an opportunity, he durst 
nflt offer it?—I have a great mind to try.--
(Going in, returnsTl 'Sdeath, what am 1 doing?— 
And alone, too!—Sister! sisterL. 

IRuns out.0-

®^Stark Young "The Beaux* Stratagem," New Republic, LV 
(June 20,. 1928), 123. 

84 
Archer, George Farquhar, p. 422. 
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Archer has no qualms about attempting to seduce her, for 

surely he would have made an effort If she had entered the 

bedroom. 

Nevertheless, Scene 111 of Act V brings to mind a similar 

scene in Sir John Vanbrugh's The Relapse; Or, Virtue In Danger# 

In Act IV, Scene iii of Vanbrugh's play Loveless conceals 

himself in Berinthia's closet. When she is by herself, he 

comes out and carries her into the dark closet, with her 

protesting "very softly." In Farquhar's play, Gipsy, Mrs. 

Sullen*s maid, is to lead Count Bellair, an admirer of Mrs. 

Sullen, into her mistress's closet. It is dark when she does 

so, but she can not see that she is really leading Archer. 

While Archer is concealed, Dorinda and Mrs. Sullen oomie into 

the bedroom: 

Mrs Sul. I don't know what to do.— 
Height! 

Dor. That's a desiring sigh, sister. 
Mrs Sul. This is a languishing hour, sister. 
Dor. And might prove a critical minute, 

if the pretty fellow were here. 
Mrs Sul. Here! what, in my bedchamber at 

two o'clock o'th' morning, I undressed, the family 
asleep, my hated husband abroad, and my lovely 
fellow at my feet!—0 'gad, sister! 

Dor. Thoughts are free, sister, and them 
I allow you.—So, my dear, good night. 
r- Mrs Sul. A good rest to my dear Dorinda!— 
[Exit DorindaJ Thoughts free! are they so? 
Why, then, suppose him here, dressed like a 
youthful, gay, and burning bridegroom, 

Here Archer steals out of the closet. 
with tongue enchanting, eyes bewitclTing, knees 
imploring.-—/Turns a little o* one side and, sees 
Archer in theposTure she describesT] --Ah i— __ 
{Shrieks and runs to the other sld^of the stage.] 



48 

Have my thoughts raised a spirit?—What are you, 
sir?—a man or a devll?"^ 

At this point Archer speaks and declares that he is a man. 

After hearing her "thoughts," he thinks that she will fulfill 

his desires, but his Impudence arouses her dignity and she 

screams. Archer then kneels once more and implores her to 

forgive his boldness; she does and says he must leave, but 

Archer insists on a kiss first. She allows him that privilege, 

but his passion taking control again, he starts to carry her 

into the closet. However, Mrs. Sullen cries far louder than 

Berinthia did, and this ravishing is opportunely interrupted 

by the innkeeper*s gang of thieves breaking into the house. 

This unique intrusion devised by Farquhar demonstrates his 

power of imagination in delivering this "stock situation from 

the relentless issue in Vanbrugh."86 The unsuccessful rob-

bery also allows Archer an opportunity to demonstrate his 

bravery, thus winning the admiration of Mrs, Sullen. In Act V, 

Scene iv, Almwell and Archer subdue Hounslow and Bagshot, the 

two remaining thieves, and Archer is wondering what to do with 

thems 

Arch. Shall we kill the rogues? 
Aim. No, no, we'll bind them. 
Arch. Ay, Ay.—(To Mrs Sullen who stands by 

hlmTi Sere,' ma^am, Tend me your garter. :, mad 

-• LA '"Irs Sul. rAsideTl The devil's in this fellow! 

8^Ibld., pp. ^36-^37. 

^George Henry Nettleton, English Drama of the Restora-
tion and Eighteenth Century (New York, 1923)• p» 139* 
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h£ fights, loves, and banters, all in a breath.-« 
rAloudT? Here's a cord that the rogues brought 
TTith 'em, I suppose.0' 

However, Archer Is still concerned principally with money. 

After the robbers are tied up, he speaks to Aimwell concern-

ing the latter's marital endeavors: 

Arch. No matter for my adventure, yours is 
the principal.—Press her this minute to marry 
you--now while she's hurried between the palpi-
tation of her fear and the joy of her deliverance, 
now, while the tide of her spirits are at high-
flood—throw yourself at her feet, speak some 
romantic nonsense or other—address her like 
Alexander in the height of his victory, confound 
her senses, bear down her reason, and away with 
her.—The priest is now in the cellar, and dare 
not refuse to do the work.®" 

Archer's cool reason will not allow itself to forget his pri-

mary objective. The romanticism displayed by Aimwell is not 

seen in Archer. He loves women well enough, but only in a 

physical sense. Archer announces that he has been wounded, 

and in the flurry of action on the part of Lady Bountiful and 

Mrs. Sullen, Aimwell slips away with Dorinda so that he can 

privately woo her. Because of the seriousness of Archer's 

wounds, Lady Bountiful says that Archer must go to bed—a 

suggestion which delights him--and asks Mrs. Sullen to con-

duct him to a bhamber. While Lady Bountiful retires to obtain 

medicine, Archer pleads with Mrs. Sullen: 

Arch. Come, madam, why don't you obey your 
mother * s commands? 

H2L2. Sul. How can you, after what is passed, 

®?Archer, George Farquhar. p, kkj, 

88Ibld., pp. kkjJM. 
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have the confidence to ask me? 
Arch. And if .you go to that, how can you, 

after what is passed, have the confidence to deny 
me? Was not this blood shed in your defence, and 
ray life'exposed for your protection? Look'ye, 
madam, I'm none of your romantic fools, that fight 
giants and monsters for nothing; my valour is 
downright Swiss; I'm a soldier of fortune, and must 
be pald."° 

Archer candidly admits that his objective in fighting for her 

was not to obtain glory or honor but her person. He told her 

as much when Scrub had informed them about the robbers (Act V, 

Scene ill): 

Arch. What, thieves? 
Scrub. Under favour,, sir, I think so. 
Mrs Sul. What shall We do, sir? 
Arch. Madam, I wish your ladyship a good 

nlghTT^ 
Mrs Sul. Will vou leave me? 
Arch. Leave you! Lord, madam, did not you 

command me to be gone just now, upon pain of 
your immortal hatred? 

Mrs Sul. Nay, but pray, sir—/Takes hold of him. 
Arch. Ha, ha, ha! now comes -my turn to be 

ravished.—You see now, madam, you must use men 
one way or other; but take this by the way, good 
madam, that none but a fool will give you the 
benefit of his courage, unless you'll take his 
love along with it. — . . ." 

Thus in Scene iv Archer, having given Mrs. Sullen the "benefit 

of his courage," is now demanding that she "take his love." 

But once more Farquhar allows Mfs. Sullen to be rescued from 

an urgent situation, this time by the announcing of the arrival 

of her brother, Sir Charles Freeman. In Scene v Archer con-

fronts Almwell, expecting the latter already to have married 

89lbld.« pp. W - ^ 5 . 

9°ibld.. p. *K59. 
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Dorinda. Unfortunately Almwell has allowed his heart to become 

master, and he has confessed his scheme to Dorinda. Archer 

greets him very hopefully: 

Arch. Courage, Tomt—Shall I wish you Joy? 
Aim. No. i 
Arch. Oons, man, what ha* you been doing? 
Aim. 0 Archer! my hone 

me. 
Arch. How! 
Aim. I have discovered 
Arch. Discovered! and without my consent? 

What! have I embarked my small remains in the 
same bottom with yours, and you dispose of all 
without my partnership? 

Aim. 0 Archer! I own my fault. 
Arch. After conviction—'tis then too late 

for pardon.—You may remember, Mr. Almwell, that 
you proposed this follyi as you begun, so end it. 

Henceforth I'll hunt my fortune single—so farewellI91 

Archer is bitter about Almwell's display of honesty, especially 

his volte-face, which has apparently destroyed Archer*s oppor-

tunity to capitalize on his investment. But Dorinda is still 

willing to marry Almwell, and she, too, suffers a pang of con-

science, confessing to Almwell that he is now the true Viscount 

Almwell, as she has learned from Sir Charles Freeman, who has 

just arrived from London. Learning this, Archer demands his 

half of Dorinda1s fortune, his share being five thousand pounds. 

But Almwell gives him a choice, Dorinda or the entire ten 

thousand pounds, knowing which choice Archer will make. 

Mrs. Sullen, Dorlnda's sister-in-law, is a Restoration 

figure comparable to Archer. Being "a fine lady from London," 

she is unhappy both with her husband, a "sullen, silent sot," 

91Ibid., p, ¥*7, 
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and with the country life in Lichfield. In Act II, Scene i, 

Dorinda mentions to her sister-in-law "all the pleasures that 

the country affords": 

Mrs Sul« Country pleasures! racks and tor-
ments! Dost think, child, that my limbs were made 
for leaping of ditches, and clambering over stiles? 
or that my parents, wisely foreseeing my future 
happiness in country pleasures, had early instructed 
me in the rural accomplishments of drinking fat 
ale, playing at whisk, and smoking tobacco with 
my husband? or of spreading of plasters, brewing 
of diet-drinks, and stilling rosemary-water. with 
the good old gentlewoman my mother-in-law?°z 

Needless to say, having been accustomed to the pleasures of 

London, Mrs, Sullen finds the entertainment in Lichfield ex-

tremely sedate. But her distaste for the country is mild in 

comparison to her feelings for her husband. In this same scene 

Squire Sullen has just left to have his head shaved, after re-

fusing to apologize to his wife for coming in drunk at four 

o*clock that morning. Mrs. Sullen expresses her rage to Dorinda: 

Mrs Sul. Have a care of coming near his tem-
ples, Scrub, for fear you meet something there 
that may turn the edge of your razor.--Inveterate 
stupidity! Did you ever know so hard, so obsti-
nate, a spleen as his? 0 sister, sister! I shall 
never ha' good of the beast till I get him to town; 
London, dear London, is the place for managing and 
breaking a husband. 

Dor. And has not a husband the same opportuni-
ties there for humbling a wife? 

Mrs Sul. No, no, child; *tis a standing maxim 
in conjugal discipline, that when a man would en-
slave his wife, he hurries her into the country; 
and when a lady would be arbitrary with her hus-
band, she wheedles her booby up to town.--A man 
dare not play the tyrant in London, because there 

92 Ibid., p. 373. 
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are so many examples to encourage the subject to 
rebel. 0 Dorlnda! a fine woman may do anything 
in London: o* my conscience, she may raise an 
army of forty thousand men."-' 

Mrs. Sullen is the typical Restoration lady who realizes the 

power a woman can exert over her husband in London. The beaus 

in the town are the weapons she can use to make her husband do 

her will. However, since Mrs. Sullen is not in London, she is 

trying to find a rival for her husband in hopes of forcing him 

to treat her with more kindness. Mrs. Sullen uses Count Bellair, 

a French prisoner-of-war quartered in Lichfield, as the Squire*s 

first rival. Yet, after she first sees Archer, Mrs. Sullen at 

once allows him preference over the Count, as she reveals to 

Dorlnda (Act III, Scene iii): 

Mrs Sul. The Count happened to be the most 
agreeable man upon the place; and so I chose him 
to serve me in my design upon my husband. But I 
should like this fellow better in a design upon 
myself.9^ 

While showing her disregard for her marriage vows, Mrs. Sullen 

also displays her disregard for the misfortune of others. In 

Act IV, Scene i, a countrywoman has come to Lady Bountiful*s 

house, seeking medical help, for Lady Bountiful is known 

throughout the countryside for her ability to cure people, 

Mrs, Sullen quite vivaciously pretends to be her motheJr-ln-law 

so that she may find some diversions 

Worn. I come seventeen long mall to have a 
cure for my husband*s sore leg. 

93Ibld,. pp. 375-376, 
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Mrs Sul. Your husbandf what, woman, cure 
your husband! 

Worn. Ay, poor man, for his sore leg won't 
let him stir from home. • 

Mrs Sul. There, I confess, you have given 
me a. reason. Well, pood woman, I'll tell you what 
you must do. You must lay your husband's leg upon 
a table, and with a chopplng-knife you must lay it 
open as broad as you can; then you must take out 
the bone, and beat the flesh soundly with a rolling-
pin; then take salt, pepper, cloves, mace and ginger, 
some sweet herbs, and season it very well; then roll 
it up like brawn, and put it into the oven for two 
hours,95 

Fortunately Lady Bountiful arrives and prescribes her "cure" 

for the man. The old lady, defending herself from Mrs. Sullen*ft 
« 

doubt of her medical ability, claims to have saved her son's 

life with one of her remedies. This declaration affords Mrs. 

Sullen further opportunity of demonstrating her caustic humor, 

for she retorts with the statement, "I suppose, madam, you 

made him drink plentifully of ass's milk."9^ This obvious dis-

cord between Mrs. Sullen and her husband is terminated at the 

end of the play with their divorce by mutual consent. 

Dorinde, Squire Sullen's sister, is a heroine somewhat 

similar to Silvia of The Recruiting Officer, In that she, too, 

Is a country girl, wholesome and refreshing, loyal and sincere. 

Being naive and Inexperienced In the art of love, she contrasts 

ttfith the worldly Mrs. Sullen. Dorinda is devoted to her mother 

and her half-brother, but adores her sister-in-law, and is 

therefore torn between two loyalties when Mrs. Sullen asks 

95Ibld., pp. ^11-^12. 96Ibld.. p. U13. 
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her assistance in forcing the Squire to show more kindness. 

Dorinda assents, but the two women agree that when Mrs. Sullen 

steps beyond the boundaries of honor, Dorinda may cease being 

her ally. 

Although Dorinda is an amateur in the art of love, she 

does not hesitate in trying to obtain all available information 

about Aimwell—Just as any normal female would do—after she 

has seen the young man in church. Moreover, like any other 

woman, Dorinda has a certain amount of pride, and she quite 

frankly declares to Mrs. Sullen how she feels after Aimwell 

"offered marriagew (Act IV, Scene i): 

Dor. . . . Why, my ten thousand pounds may 
lie brooding here this seven years, and hatch 
nothing at last but some ill-natured clown like 
yours! Whereas, if I marry my Lord Aimwell, there 
will be title, place, and precedence, the Park, 
the play, and the drawing-room, splendour, equip-
age, noise, and flambeaux.—Hey, my Lady Aimwell1s 
servants there!—Lights, lights to the stairs!— 
My Lady Aimwell's coach put forward!--Stand by", 
make room forlier ladyship!* . . . .9? 

In this same scene Dorinda discloses that Aimwell has said she 

has "more wit and beauty than any" of her sex, and she serenely 

says to Mrs. Sullen that she thinks "the man is sincere," 

thereby manifesting her naivety. 

Nevertheless, Dorinda has a certain quality of goodness, 

of unwavering trust and faith in all mankind. She reveals this 

virtue to Aimwell in Act V, Scene v, when the two are about to 
* 

9?Ibld,. p. i+25. 
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be married by Folgard, the "French" (Irish) priest. When she 

asks Aimwell to consider for a moment exactly what the two are 

about to embark upon, he thinks she doubts his honor or his 

lovej on the contrary, she doubts nothing about him: 

Dor. Neither: I do believe you equally Just 
as brave: and were your whole sex drawn out for 
me to choose, I should not cast a look upon the 
multitude if you were absent. But, my lord, I'm 
a woman; colours, concealments may hide a thou-
sand faults in me--therefore know me better first, 
I hardly dare affirm I know myself, in anything 
except my love."° 

Her sincerity and Integrity overwhelm Aimwell*s tender emotions, 

causing him to reveal his deceit. But Aimwell's disclosure gives 

Dorlnda further opportunity to show her virtuous nature, for 

she insists upon her abiding love for him: 

Dor. Matchless honesty!—Once I was proud, 
sir, of your wealth and title, but now am prouder 
that you want it: now I can show my love was justly 
levelled, and had no aim but love. . . 

After these confidences, Aimwell tells Archer that everything 

is lost. The two men are about to sever their relationship when 

Dorinda appears again, still most willing to marry Aimwell. 

However, after viewing the nobility of Aimwell*s confession, 

Dorinda herself has a confession to make, that she knows Aim-

well is now the true Lord Viscount Aimwell, By making this 

discovery before the ceremony, Dorinda gives Aimwell the oppor-

tunity of calling the marriage off, if his changed status makes 

98Ibid., p. I&6. 

99lbld,, p. M>7. 
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any difference. But the two aife a perfect match in generosity 

and nobility, for Aimwell welcomes her hand in marriage, title 

or not. 

Lady Bountiful, Dorindafs mother, is another amiable elder-

ly person, much like Justice Balance of The Recruiting Officer, 

In the first scene of Act I, Will Boniface, the landlord of the 

inn, calls her Mone of the best 

cured more people in and about 

the doctors have killed in twen 

tiful's daughter-in-law, respec 

her as "the good old gentlewoma 

Archer has a word of appreciatl 

rakes have Just returned from t 

Aimwell has feigned illness. L 

"cured" him, and after leaving 

Aimwell "the awkward kindness o 

woman."102 Like Justice Balanc 

of ridicule as an old person us 

Her remedies may be a laughable 

Farquhar's heroes and heroines 

comedy and sentimental drama. 

100Ibid., pp. 361-362. 

10^Ibid., p. ^26. 

of women" and says "she has 

Lichfield within ten years than 

ty,"100 M r s # sullen, Lady Boun-

ts the lady also, referring to 

n" (Act II, Scene i).101 Even 

on for Lady Bountiful. The two 

he old woman*s house, where 

.ady Bountiful has benevolently 

the house, Archer remarks to 

f the good motherly old gentle-

e, she is not as much a figure 

lually is in Restoration comedy, 

matter, but no one doubts her 

sincere intentions.103 

In conclusion, one can see the transitional position that 

hold in relation to Restoration 

Some characters evince a 

101 Ibid.t p. 373• 

10^Mignon, p. 17^4 
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combination of traits distinctive of both genres, but others 

are completely Restoration or sentimental in nature. 

Among major male characters studied, Vizard and Smuggler 

of The Constant Couple, Benjamin Wouldbe of The Twin-Rivals, 

and Archer of The Beaux' Stratagem fit into the Restoration 

mode, being lecherous, unscrupulous, and deceitful. With 

little difficulty these men, along with several minor male 

characters in Farquhar's plays, could easily be inserted into 

plays by Congreve, Wychereley, or Vanbrugh, and would not 

seem out of place, Richmore of The Twin-Rivals is an appro-

priate member of this crew until his redemption scene; then 

he becomes a sentimental character. Sir Harry Wildalr of The 

Constant Couple is motivated by the same force as Congreve's 

and Wychereley1s heroes—sensuality—but his delightful and 

fun-loving personality contrasts with those of Restoration 

rakes. Captain Plume of The Recruiting Officer is in nearly 

the same category as Wildalr, except that he is further from 

the Restoration pattern than Sir Harry, Plume is the dashing 

woman-chaser of the comedy of manners, but he, too, is delight-

ful and gay. Moreover, in contrast with the typical rake, 

Plume cares more for obtaining a good recruit, a man, than he 

does for possessing a woman, 

A more significant contrast to the Restoration mode can 

be seen in the comparison of Hermes Wouldbe and Trueman of 

The Twin-Rivals and Aimwell of The Beaux' Stratagem, These 

men are clearly representative of a different type of comedy 
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than the conventional comedy of manners. The goodness of Hermes 

and the noble virtue of Trueman set them adrift from Restora-

tion comedy and float them near the shores of sentimentality* 

Aimwell's romanticism and honesty ultimately make him a compan-

ion of Hermes and Trueman. 

Farquhar's female characters hold the same transitional 

position his male characters do in relation to Restoration and 

sentimental drama. Mrs. Mandrake of The Twin-Rivals is decided-

ly a Restoration figure. The same could be said of Lady Lurewell 

of< The Constant Couple. although her happy reuinion with her 

first and only lover would be somewhat out of place in the com-

edy of manners. Aurelia of The Twin-Rivals. Melinda of The 

Recruiting Officer, and Mrs. Sullen of The Beaux' Stratagem 

also conform to the standards of the Restoration, mainly in 

the disdainful treatment of their lovers. Mrs. Sullen's treat-

ment of Count Bellair is typical of the comedy of manners, but 

her treatment of her husband would be appropriate in any dramatic 

period. However, such female characters as Angelica of The 

Constant Couple. Constance of The Twin-Rivals, Silvia of The 

Recruiting Officer, and Dorlnda of The Beaux' Stratagem do not 

conceivably fit the Restoration pattern. The names of the first 

two heroines denote their difference from the typical heroine 

of the comedy of manners, but their virtuous natures connect 

them with sentimental drama, as does Dorinda's goodness. Silvia, 

however, is in a separate class. Her naturalness and masculin-

ity set her apart from any heroine seen in eighteenth-century 

drama. 
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Thus In a study of Farquhar's characters, one concedes 

the transitional role which Farquhar played in the field of 

drama. One can see in such figures as Captain Plume or Rich-

more qualities present in both Restoration comedy and in 

sentimental drama. Yet Farquhar also produced such charac-

ters as Benjamin Wouldbe and Archer, Hermes Wouldbe and 

Trueman, figures either entirely in the Restoration or sen-

timental tradition. 



CHAPTER III 

THEMES 

In the four plays of Farquhar under consideration, the 

dramatist uses primarily conventional Restoration themes, with 

the usual one of "a love chase culminating in marriage" pre-

sent in each play.l For example, in The Constant Couple the 

main theme is Sir Harry's pursuing Angelica; believing her to 

be a prostitute, he tries to purchase the fulfillment of his 

desires. However, when Sir Harry realizes his mistake, he 

asks for her hand in marriage as a recompense for his boorish 

actions. Another theme, although very minor, in this play is 

an attack on dueling. Sir Harry's refusal to duel for honor's 

sake, similar to Falstaff's refusal to risk his life in battle, 

expresses Farquhar's view concerning that nonsensical and bar-' 

baric gentleman's code. A third theme brought out in this play 

is revealed in the title Itself. Lady Lurewell was seduced 

by a young man when she was fifteen, a young man who said he 

was "under an obligation to his companions of concealing him-

self. "2 The lovers, swore their constancy, after which Lady 

Lurewell gave her lover a ring with the motto "Love and Honour" 

*John Loftls, Comedy and Society from Congreve to Fielding 
(Stanford, California" 1957X7 p. 

p 
William Archer, editor, George Farquhar (London, 19**9), 

p. 95. 
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Inscribed upon it. The young man left, and his forlorn sweet-

heart never saw him or heard from him again. Some twelve years 

have passed since then, and, according to Lady Lurewell, she 

has never allowed a man to possess her; instead she accepts 

the gifts and flattery of men while repaying them with deceit 

and disdain.3 After this long separation, Lady Lurewell*s 

lost lover reappears and turns out to be none other than one 

of her present suitors, Colonel Standard, who had vowed that 

he would never marry anyone else but his young mistress of 

long ago. This theme no doubt warmed the hearts of senti-

mentalists, who saw in this Joyous coincidence Farquhar*s 

repaying Lurewell and Standard for their virtue. However, 

this interpretation seems faulty when one considers that Stan-

dard^ intentions toward Lady Lurewell (before their revelation 

scene) are far from virtuous. He seems to have been "constant0 

to her only to the extent that he would not marry someone else, 

for assuredly he would have united with Lady Lurewell physi-

cally, though not legally.^ 

Still another minor theme in The Constant Couple is the 

oppressed role of the younger son. When Colonel Standard and 

Vizard are discussing the colonel's plight of being disbanded 

in Act I, Scene i, Standard begins a parade of statements re-

garding elder and younger sons. During this discussion Vizard 

^John Harrington Smith, The Gay Couple in Restoration 
Comedy (Cambridge, Massachusetts, 19^8), pp."T82-ib3# 

, ? 

Ernest Bernbaum, The Drama of Sensibility (Boston, 1915)» 
p. 85# 
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consoles Standard by saying that the latter has good friends, 

but the colonel thinks otherwise, retorting with the state-

ment that his father was a lord and his Welder brother a beau." 

He thus expresses the well-known fact that, under the law of 

primogeniture, the younger brother had little hope for finan-

cial aid from his father or older brother. In Act II, Scene lii, 

Sir Harry Wildair mentions the circumstances relating fto younger 

brothers, when he and Standard are talking about occurrences 

that could vex Sir Harrys 

Sir Har. The resurrection of my father to 
disinherit me, or an Act of Parliament against 
wenching. A man of eight thousand pounds per 
annum to be vexed!--No, no; anger and spleen are 
companions for younger brothers.* 

However, the theme of the downtrodden younger son in this play 

is mainly concerned with Clincher Senior and Clincher Junior. 

In Act I, Scene 1, Sir Harry and Vizard are conversing when 

Clincher Senior intrudes, then leaves to greet his brother 

"just arrived in town." Vizard describes Clincher's positions 

Viz. Why, he's in mourning for his father; 
the kind old man, in Hertfordshire t'other day, 
broke his neck a fox-hunting; the son, upon the 
news, has broke his indentures, whipped from be-
hind the counter into the side-box, forswears 
merchandise, where he must live by cheating, and 
usurps gentility, where he may die by raking. He 
keeps his coach and liveries, brace of geldings, 
leash of mistresses, talks of nothing but wines,; 

intrigues, plays, fashions, and going to the 
Jubilee." 

Thus Clincher Senior shows no compassion for the death of 

^Archer, p. 66. 

6Ibid., p. 53« 
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his father, but begins immediately to live the life of a beau. 

When Clincher Junior sees his brother's gay apparel and equally 

gay demeanor, he questions his brother concerning the pro-

priety of such behavior (Act II, Scene i): 

Clinch. Jun. I thought, brother, you owed 
so much to the memory of my father as to wear 
mourning for his death. 

Clinch. Sen. Why, so I do, fool: I wear 
this because I have the estate, and you wear 
that because you have not the estate: you have 
cause to mourn indeed, brother. . . .7 

The theme of younger brother versus elder brother plays an 

even larger role in Farquhar's The Twin-Rivals. Benjamin 

Wouldbe, the younger by half an hour, indulges in numerous 

unscrupulous devices and schemes in his effort to usurp the 

rightful position of Hermes as heir to the Wouldbe estate. In 

Act I, Scene i, Benjamin bitterly laments his position as 

younger brother: 

Ben. Would. . . . Curst fortune! I am a 
younger brother, and yet cruelly deprived of 
my birthright of a handsome person; seven 
thousand a year in a direct line would have 
straightened my back to some purpose. . . . 

Rich. Come, come, 'tis no misfortune, 
your father is so as well as you. 

Ben. Would. Then why should not I be a v . 
lord as well as he? Had I the same title to 
the deformity I could bear it.° 

Thus it was conventional that the younger brother should be 

resentful toward his older brother, although it is safe to 

say that Benjamin reverts to more drastic measures in revolting 

7Ibid.. p. 61. 

8Ibld.. pp. 153-151** 
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against the constraints of primogeniture than the ordinary 

second male child. 

Even though the theme of rivalry between male heirs is 

prevalent throughout most of the play, yet the theme of virtue 

triumphant over vice is the major one. The evil characters--

Benjamin, Mrs. Mandrake, Richmore, Subtleman—dominate the 

first three acts, but when Hermes once appears on the scene, 

Virtue has her champion in the battle, and the ultimate ques-

tion is only forhen these "forces of good" will emerge victorious. 

In the process of having his virtuous characters triumph, 

Parquhar also inserts comments upon the corrupt legal practices 

of the day. In Act IV, Scene i, Hermes gives his definition 

of the lawyer Subtleman, Mrs. Mandrake's nephew, who is aid- -

ing Benjamin to "legally'1 claim the inheritance: 

Herm. Would. Thou art the worm and maggot 
of the law, bred in'the bruised and rotten parts, 
and now art nourished on the same corruption that 
produced thee. The English law, as planted first, 
was like the English oak, shooting its spreading 
arms around, to shelter all that dwelt beneath 
its shade: but now whole swarms of caterpillars, 
like you, hang in such clusters upon every branch, 
that the once thriving tree now sheds infectious 
vermin on our heads,9 

Needless to say, Farquhar did not have a high opinion of law-

yers. 

Still another theme that Farquhar uses in this play is the 

redeemed rake. Richmore, seemingly heartless and cruel to his 

9lbld«. p. 207. 
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his cast-off mistress Clella, repents of his Inhumanity when 

virtuous Trueman confronts him with the evidence of Richmore's 

sinful deeds. 

*n T*16 Recruiting Officer the love pursuit is again pre-

valent, although Captain Plume spends as much time chasing 

men as he does chasing women. In condemning the recruiting 

by Plume and Kite, Parquhar injects satiric comments on their 

devious professional practices. When Plume had been in Shrews-

bury one year before the time covered in the play, he had 

persuaded "Molly at the Castle" to be his mistress, but upon 

his arrival at this later date, she has just given birth to 

his illegitimate son. Hearing of this, Plume persuades Ser-

geant Kite to marry her, thereby giving the child a "legitimaten 

father. To help still further, Plume enters the boy's name on 

his recruiting list, with the notation of the "recruit*s" be-

ing "absent upon furlough," thus allowing the baby a man's pay. 

Later Farquhar describes Kite's unsuccessful attempt, all 

thanks due to Plume, to enlist Costar and Thomas by tricking 

them into accepting a "picture", of the queen engraven In gold. 

Farquhar also brings out in this play, though briefly, a 

theme which plays a large role in The Beaux' Stratagem. In 

Act I, Scene i, he allows Plume to make a comment on marriage, 

a comment which shows that Farquhar was "deeply concerned about 

unhappy marriages, which he attributes to a lack of pre-marital 

intimacy.Plume has Just told Worthy that Silvia insisted 

10G. Wilson Knight, The Golden Labyrinth (London, c, 1962) , 
pp. 171-172. 
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upon being wedded before she would allow him to go to bed with 

her. Although Plume was for consummation before marriage, 

Silvia had refused. Worthy then asks him a question concern-

ing marriage: 

Wor. But do you Intend to marry upon no 
other conditions? 

Plume. Your pardon, sir, 1*11 marry upon 
no condition at all. If I should, I am resolved 
never to bind myself to a woman for my whole life, 
till I know whether I shall like her company for 
half an hour. Suppose I married a woman that 
wanted a leg!—such a thing might be, unless I 
examined the goods beforehand. If people would 
but try one another's constitutions before they 
engaged, it would prevent all these elopements, 

divorces, and the devil knows what.J-1 

Some three years before the production of this play Farquhar 

supposedly married a woman who was an heiress of seven hun-

dred pounds a year, only to find that the woman had duped 

him. Nevertheless, F&rquhar remained with the woman, doing 

what he could to support her and her children.^ From this 

unfortunate occurrence one could surmise that Farquhar was 

having Plume speak from the sad experiences of his creator.. 

Farquhar's next play, The Beaux' Stratagem, uses also 

the love-pursuit theme, with Archer chasing Mrs. Sullen and 

Cherry while Almwell pursues Dorinda, However, the main theme 

of this play is that honesty begets honesty. Since Aimwell's 

virtue will not allow him to continue his deception of Dorinda, 

he reveals his disguise. Later her turn arrives to make 

11Archer, p» 259, 

12Ibld., p. 10. 
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confession, when, before allowing the ceremony to begin, Dorinda 

reveals to Aimwell that he is indeed the true lord, his brother 

having died. 

The only other major theme in this play Is that of divorce, 

Farquhar*s discussion df this topic was an unprecedented first 

in eighteenth-century drama.*3 Mrs. Sullen definitely has a 

problem, for, as she puts it, she and her husband "are united 

contradictions, fire and water," having nothing in common. But 

the two cannot be legally separated, for Squire Sullen is most 

faithful to his wife. However, according to Wlllard Connely, 

Farquhar had been reading John Milton's Doctrine and Discipline 

of Divorce, and the young dramatist lavishly set down in his 

play phrases and sentences from that pamphlet.1^ Milton's 

belief in divorce by consent had not been presented on the Eng-

lish stage before.*5 

Connely, in his work on Farquhar, points out many paral-

lels between passages in Milton's work and speeches in The Beaux' 

Stratagem. Connely lists nineteen parallels between the two 

works in question.^ As an example, in Act III, Scene lii, 

Squire Sullen and his wife are conversing in their usual marital 

l^jean Elisabeth Gagen, The New Woman (New York, c. 195*0# 
p. 157. 

l^Wlllard Connely, Young George Farquhar (London, 19^9)» 
p. 2?2. 

^Frederick S. Boas, An Introduction to Eighteenth Cen-
tury Drama (Oxford, 1953) t p. 63. 

l^Connely, p # 331, 
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manner : 

Squire Sul. You're Impertinent. 
Mrs Sul.. I was ever so, since I became 

one flesh with you. 
Squire Sul. One flesh! rather two car-

ca snes joined unnaturally toge ther. 
M m Sul. Or rather a living soul coupled 

to a cHiadH5ody. *' 

In Chapter XVI, Book II, of The Doctrine and Discipline of Di-

vorce, Milton used almost the same words! ". . . nay instead 

of being one flesh, they will be rather two carkasser? chain'd 

unnaturally together; or as It may happ'n, a living soule 

bound to a dead corps. . . ,"18 Again, in Act III, Scene ill, 

Mrs. Sullen says that "radical hatreds" can never be "reconciled" 

and that "Nature is the first lawgiver; and when she has set 

tempers opposite, not all the golden links of wedlock nor iron 

manacles of law, can keep 'em fast."^9 Milton's words from which 

Farquhar paraphrased are as follows: 

Hato is of all things the mightiest divider, 
nay, in division it self. To couple hatred 
therefore though wedlock try all her golden 
links, and borrow to her aid all the iron 
manacles and fetters of Law, 1J; does but neek 
to twist a rope of sand. . . ,c® 

Farquhar dips into Milton's pamphlet once more to cJ ose the play 

by having Archer speak the following verses: 

^Archer, p. Ô'l-. 

John Milton, The Doctrine and Discipline of Divorce, 
Vol* III of The Works of John Milton, edited by F. A." 'Patterson, 
18 vols. (NerTorlcrT9^75T7 P- W 

59Arah#ir, p. ^09, 

?0Milton, p. 500. 
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Doth happy In their several states we find, 
Those parted by oon^ent, and those conjoined. 
Consent, If mutual, saves the lawyer's fee— 
Consent in law enough to .set you free. 1 

Ap;reeinp: with Milton, Farquhar believed that forcing two people 

of incompatible minds and natures to remain married to each 

?? 

other wan just an immoral as the crime of adultery. ' 

Admittedly Farquhar broke with the Restoration tradition 

in usin/?: such themes as the problems of divorce or that of 

honesty's bep;ettinp: honesty. One must take into consideration 

that he was more moralistic in tone than the representative 

Restoration writers, such as Con^reve or Wvcherley. But on 

the whole, Farquhar used mainlv conventional themes which had 

been in vop;ue since the writings of Ethere^e. 

Archer, p. *1-55. 

22Ibid., PP. ?8-Z9. 



CHAPTER IV 

COMIC DEVICES 

In the four plays of Farquhar under consideration, the 

author made use of several major comic devices—repetition of 

Idiosyncratic words or phrases, military Jargon, beatings, and 

disguises—as well as some minor comic devices. One minor con-

trivance that Farquhar employed for comic effect Is Irish 

dialect. Farquhar was the first Irishman to place his fellow 

countrymen on the English stage.* In The Twin-Rivals. Teague, 

Hermes*s servant, is an Irishman, as denoted by his name and 

his language. In Act III, Scene ill, when Teague first ap-

pears in the play, Hermes asks him how he likes London, to 

which Teague replies: "Fet, dear Joy, 'tis the bravest plaase 

I have sheen in my peregrinations, exshepting my nown brave 

shitty of C a r i c k - V e r g u s . O n e sees another example of Teague9n 

humorous speech In Ant V, Scene ii, when he and Trueman are 

trying to break into Mrs. Mandrake's house. After beating on 

the door a while, Teague saysi ". . . Arah, maishter, get a 

great long ladder to get In the window of the firsht room, 

and sho open the door, arjd let In yourshelf.w3 

lj. 0. Bartley, Teague. Shenkln and Sawney (Cork, 195*0» 
p. 109. 

^William Archer, George Farquhar (London, 19^9)# p. 190. 

3lbld». p. 226. 
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Then in The Beaux* Stratagem Farquhar used another Irish 

character, Foigard, a "French" priest, whose language is also 

comical. In Act IV, Scene i, Foigard is persuading Gipsy, 

the maid of the Bountiful household, to allow Count Bellalr 

and himself to enter the house at night: 

Glp. What would you have me do, doctor? 
Foi. Noting, Joy, but only hide the Count 

in Mrs Sullen's closet when it is dark. 
Glp. Nothing I is that nothing? It would 

be both a sin and a shame, doctor. 
Foi. Here is twenty Lewldores, joy, for 

your shame} and I will give you an absolution 
for the shin. 

Glp. But won't that money look like a 
bribe ? 

Foi. Dat is according as you shall tauk 
It. If you receive the money beforehand, 'twill 
b®» logics» a bribe; but If you stay till after-
wards, iwl 11 be only a gratification.^ 

Moreover, Archer, as well, speaks with an Irish brogue when he 

pretends to be Foigard's oousln In an attempt to dlsoover what 

plot Foigard and Gipsy are Involved in (Act IV, Scene 11)* 

Foi. The devil hang you, joy I by fat 
acquaintance are you my cussen? 

Arch. Oh, de devil hang yourshelf, joy I 
you know we were little boys togeder upon de 
school, and your foster-moder's son was married 
upon my nurse's ohlster, joy, and so we are 
Irish cussens.5 

Thus Farquhar parodied the language of his compatriots, achiev-

ing the desired humorous effeot. 

One other minor device which Farquhar uses only onoe, but 

which is quite humorous, is found in The Twin-Rivals. In Aot II, 

*Ibld., p. 419. 

5Ibid.» p. 429, 
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Scene lii, Mrs. Mandrake asks Benjamin Wouldbe for the letter 

in which Clelia had pleaded for Richmore's aids 

Ben. Would. I have posted it up in the 
ohocol&te-house. —* 

Mrs Man. Yawl—/Shrieks.1 I shall fall 
into fits; hold me— ^ 

Ben. Would. No, no, I did but Jest; here 
it is. But be assured, madam, I wanted only 
time to have exposed it.® 

Mrs, Sullen1s remarks to the oountrywoman with the ailing hus-

band are somewhat similar.7 

Another device which Farquhar uses for comlo effect is 

the repetition of words or phrases peculiar to an Individual 

character. This category would include such expressions as 

Clincher Junior's Jupiter Ammon. Teague's be me shoul, Brazen*s 

my dear, Foigard's joy, and Boniface's as the saying is. Also, 

in Act V, Soene iii, of The Beaux' Stratagem. Gibbet, one of 

the thieves, who is at this moment robbing Mrs. Sullen, uses 

a word repetltiously and thus comicallyi 

Mr3 Sul. Who are you, sir? what would you 
have? d'ye~"oome to rob me? 

Gib. Bob you I alack a day, madam, I'm 
only a younger brother, madam; and so, madam, 
4 -f 11 m n l r A rt m m 4 n a T » 1 1 nV»A A + i r a i t 4* 11 if you make a noise, I'll shoot you throjigh 

'.""/Jay the head; but don't be afraid, madam.—/"Laying 
his lantern and pistol upon the table"7 These 
rings, madam—don't be concerned, maSTam, I have 
a profound respect for you, madam! Your keys, 
madam—don't be frighted, madam, I'm the most 
of a gentleman.—/Searching her pocketsT) This 
necklace, madam—r never was rude to a ^ d y j — 
I have a veneration--for this necklace--" 

6Ibld.. p. 173. 

7Ibid., pp. 411-412. 

8Ibid., p. *40. 
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Moreover, in Act I, ."nono 1, of The Constant Couple Forquhar 

Ufirn o repetitionn word pnttern, n. devir.p which coulrl be called 

mimicking. Colonol ntnndord end Vizord desire to know the 

name of WJldnir'n mintrens: 

otnnd. Her nemo, pray, nir Harry? 
V17.. Ay, ay, her name; perhaps wo know hor. 
. 'lr liar. Tier no me I Ay,--"ho hnri the fto^t-

ont, whito.':I; hand thot ever wo.*! mnde of fle.nh and 
blood, hor H p n no bolm.y nweet! 

~tnnd. But hor nnme, nir! 
.1 r Tlar. Then hor nock end bren.^tj.— "Hor 

brenn lr, '1 o r-o hoove, no honvn"— foin^inp;. 
VI;:. But her name, nir, her qua! lty! 
olr liar. Then her ohope, Colonel ! 
•''Itn'nrl. " But her nome 1 went, nir! 
"lr Har. Then her eyes, Vizard! 
ritand. Pnho, "ir Horry, hor name or nothing! 
nir I-Iar. Then, if you munt hove it, she*n 

callerl the Lady- -But then her foot, gentlemen! 
^he dnncon to a mirocle. . . . 

Following thin dinnunnion, when njr Harry onkn Vizard for the 

name of o mlntronn thot he mirht vin.it in the nbnence of Lady 

Lurewellt 

olr Har. Ay, oy, but her nome, Vizard? 
Vl'z. H°r name! .yen, — nhe hon the nofte.nt, 

whitent hand that ever won made of flenh end 
blood, her lipn no balmy nweet! 

Sir Har. Well, well, but where nholl I 
find her, man? 

Viz. Find her!—but, then, her foot, Gir 
Horry! -~nhe doncen to a mirncle.'^ 

Vizo.rd proven thet he can teo.no and torment junt on Tlr Hnrry 

con. 

Another comicol device t-rhich Farquhor unen in one onnociated 

with nlapntick comedy, beating* In Act II, Icene v, of The 

9lbld.. p. 50. 

! niUd,, p. 5?. 
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Constant Couple Lady Lurewe11 scek^ revehire ar.ain^t or 

for hln tryinp: to buy her submission to M m with her own money. 

She rains her revenrT by tellinn Sir TTnrry that Smuggler has 

born spreading a lie about M m , accusing him of "dishonourable 

deal ings." TTearinn this, Wildalr seeks out Smuggler to say 

that ho is "reduced bo on indispensable necessity of being 

obliged" to Smuggler Tor a beating. The merchant scoffs at 

the Irion of his beating n "knight-baronet," whereupon Sir 

Harry bits him with the cane, saying he Is doing it "in jest," 

Smutfgl er says that "a man might imagine by the smartness of 

the stroke" that Sir Harry in in "downright earnest," Sir 

Haj*ry replies, "Not In the leant-;' and bits him again. Hy 

thin time Smuggler rtoar, nothing at all humorour; in 31 r Harry * a 

Jesting, laying his Jo at a "arc the bluntest that I ever knew." 

Wlldair cracks the merchant still again with the cane, begging 

his pardon for doing so. Smuggler declarer: that he In about 

to grow angry, following which Sir Harry repeats his "jesting" 

and knocks him down, now hitting the merchant repeatedly. After 

Lady Lurewell. "roacuea" h.lm, -muggier demands satisfaction 

from '-ir Harry, but Instead of giving the merchant satisfac-

tion, Wildair giver? him snuff in the eyes. 

Another beating occurs in Act III, Scene v, of The Constant 

Couple, standard bar; sent a challenge to Sir Harry by Tom 

Errand, the porter. However, Standard goon to Lady Lurewe]1'n 

house, sees her flirting with Clincher Senior on the balcony, 

and enters the house In a rage. But Tom Errand opportunely 

enters Lady Lurewell. fs room, looking for Sir Harry, and he and 
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Clincher 'lenlor o*change clothes. When "tandard rcach^ hor 

room, ho finds Tom TCrrand mih^r than Clincher oenlor. Baffled 

and frustrated, -bandnrd km-o;? bub encounbers Clincher "enlor, 

who Is Kloabln^ over the trick he bar? played on ntandard. Tho 

colonel mistakes Cllnchcr for bhc porter and asks him whether 

he h'v! found Wlldair. Understandably, Clincher In confused. 

However, ntandard Interprets Clincher^ behavior as more stupidity 

and soundly boats him, 

Minor beatings occur in both The Twin-Rivals and The Re-

cruiting Officer. In the first play Benjamin Wouldbe arks 

Balderdash, the wine seller, for 0 loan. When Balderdash re-

fuse" f Benjamin kicks him off the sbap;e. Then in The Recruiting 

Officer Bullock, the country bumpkin, ask,-? to borrow the cane 

of Justice Bn In nee that he mlp;ht show the judfre how he can Mex-

«>rol•:pw a^ a soldier. Balance giv^s it bo him by hitting him 

over bha haad with it. 

In addition to these comics! devices, Far^uhar also uses 

military Jargon for tho purpose of amusement. As nn oxampla, 

in Act II, "cene lv, of The Cons bant Couple, nir Harry and 

Lady Lurewell nr« renewing the acquaintance which they formed 

In Paris? 

Lady Lurn. Ah, olr Harry! I've been almost 
ruined, postered to donth here, by bhc incessant 
attack- of n mighty colonel; he has besieged me as 
closo :v; our army did Namur. 

"Ir TTar. I hope your ladyship did not sur-
render though? 

Lady Lure. No, no, but was forced to capi-
tulate; but since you are come to raise the slep;e, 
we'll dance, and sing, and laupch. ' * 

11Ibid., p. 73. 
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•Such mil. 1 tarv term*! pre also found In The Twin-Rivals, as In 

Act II, f'cene 1: 

Con. Whet, Captain, you're afraid of every-
thing "Kut the enemy. 

True. I have reason, ladies, to be most 
apprehensive where there Is most danger. The 
enemy Is satisfied with a lep; or an arm, but 
here I'm In hazard of losing my heart. 

Aur. None In the world, sir. Nobody here 
designs to attack It. 

True. But suppose It be assaulted and 
taken already, madam? 

Aur. Then we will return it without ran-
som. 

True. But suppose, madam, the prisoner 
chooses to stay where it is? 

Aur. That were to turn deserter, and you 
know, Captain, what such deserve. 

True. The punishment it undergoes this 
moment--shot to death.12 

Then in Act II, Scene v, Richmore and Trueman, discussing Au-

rella, employ such words as sieves, capitulations, surren-

drles, winter-quarters, and billeted in a comic context.13 

Farquhar used such terms as well in The Recruiting Officer, in 

Act I, 'Icene i. In an extremely lonp; passage Plume nnd Worthy 

discuss the letter's love affair with Mellnda, and, In an 

amusinp; fashion, utter such words and phrases as capitulate, 

surrender, honourable terms, settlement, town was relieved, 

siege, blockade, convoy of provisions, reducing it by famine, 

redoubled your attacks, taken the town by storm, died upon 

the breach, general assault, and repulsed.^ Also Farquhar 

12Ibid.t pp. 168-1^9. 

nIbld., p. 1R0. 

^Ibld.. pp. ^57-^58. 
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euipl oyr? thin device In Tho Bceuix* '.̂ trat.'î cm. In Art III, 

Hnono H , Aitm'rell doniro" to purnuo Cherry himself while 

Archer .in at Lady nountlful ' n house, but Archer quickly vetoes 

nuch n proposal, Although tho term'? Archer unen arc tho,so re-

lated to privateering, they r»re similarly Minus in p;: 

Arch, No, no, friend, nil her corn, wine 
and oTT, in in^ronned to my market. And once 
more I x̂ rnrn you to keep your anchorage clear of 
mine; for if you foil foul of me, by thin lir;ht 
you shall po to the bottom! What! make prize 
of my little frigate, while T am upon the cruine 
for you!—*J 

Ar;r<ln, in Act TV, ncene i, M m . null en in encouraging Dorinda 

to put forth every effort to capture Alirmell: 

Hrn 3ul. . . . nmmnon nil your Tire into 
your eyon, plant th^ whole artillery of your 
1 ookn np;ainnt hi b m a nt, and 'Inw with him. 

Dor. 0 "inter! 1*111 but a younr: gunner; 
I "hr> 11 'be efr"ld to nhoot, Tor fear tho piece 
-hould recoil, end hurt myself. 

M m Jul. f W r r fear! You shall nee me 
nhoot before yon, if yon will. 

Dor. No, no, dear .sinter; you have minncd 
your mark no unfortunately, thnt I nha'n't care 
for beinr: Instructed by you,'" 

A final major comic device thnt Farquhar employs in din-

r:uinen. Thin device in uned frequently In The Conn tan t Couple. 

In speaking of thin nlny, one needn to remember thnt the basic 

comic nltuatlon in the plav 1 rt Ur Harry's believing Anrellca 

to be n prontitute nnd her mother to be n bawd. Thin confunlon 

p;i'/en ri so to a number of hilarious ncenen. Rut dinp;uine is 

a"! rn u.nnd for minor comic effect. An prevlounly mentioned in 

15lbid., p. 301, 

1 ̂ Ibld.. pp. 
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the d1ncnralon of bortln/;n# Clincher rienlor and Tom Ermnd C7-

( ; ,'" , i r r c lnthca, both thur b^irtr; d lnr.nl nod. Clincher*n d l ^ u i n e 

not only remjltn In bin beln,»; mi-tnk'-n for Tom nnd consequently 

receiving n ben tin";, but*, Clincher 1 - nl ro r,elyied by n mob, 

Thi n mob J n lot! by none other than Tom Errand * n wi fe , who think? 

tlr-t Clincher ban murdered him and ntolen bin c lo thes . r',ome 

membnrr of the mob nur^e~t pnl l inp Clincher to plecen or drown-

ing Mm, the in at njr;p;o~tlon cannln- Clincher to lonr; for the 

""•wl mmln/^-^lrdle" which he planned to carry with him to the 

Jubi lee . But a countable opportunely arrlven, or no Clincher 

thJnkn. After hoarinr: the problem, the o f f i c e r In nbout to 

relnnne Clincher wh^n he nenrchen the would-be ber,u and findn 

hi" pnlr of pi n tnl n, Thin discovery renultn in CIincher'n 

b"lnr; put in prison. 

Meanwhile, Torn Errand In faring nomewh.nt be t ter . Clincher 

.Timlor end hi" -or-nnt Dicky meet Tom wearing Clincher Hen 1 or*a 

Jubilee clothnn, miming 'the two to nnmime that Tom ha- murdered 

the nnpirinr, trave ler . Clincher Junior nayn that If Totn will 

confenn that he Ir'i k i l l ed the would-be benu, he will r-ive the 

porter a hnlf crovrn. If Tom refuaes to confenn, Clincher Junior 

threaten-: to have him hanp;ed, Tom ran norm with himnelf, nryinr, 

that "tPl lhir the truth Imn/̂ n n mnn, but confer.-:! np; a l i e cmi 

do no hnrmj bcnlden, i f the womt comea to the wo.rnt, I can 

but deny i t a ^ l n . w17 Ho Tom confeanea to murdering Clincher 

Oenlor, he and Clincher Junior exchange c lo thes , and the l a t t e r 

1 7 I b l d . . p. 103. 
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happily prepares to to to the Jubilee himself. However, in the 

final pot Clincher Senior "comes to life" ami assumes his right-

ful place an heir, 

still another use of dlsgul.se in this ploy concerns Smug-

gler. Lady Lurewell, motivated by revenge, agrees to let 

Smuggler come to her bedroom at night, but says that he must 

be dressed as a woman, for no man must ever be seen entering 

her house after dark. When Smuggler arrives wearing a woman's 

dress, Parley, Lady Lurewell's maid, slips two spoons into his 

pockets. Later the butler and some footmen begin searching 

for the spoons and find Smuggler, who claims to be Lurewell's 

nurse, hiding in a closet. But Lady Lurewell denies ever hav-

ing seen the "old woman," after which the butler takes Smuggler 

to prison. 

The Recruiting Officer Kite disguises as a fortune-

teller, producing comical results from this method of gaining 

recruits. Another use of disguise for a comical effect in this 

piny occurs when Lucy, wearing a mask nnd posing ns Melinda, 

Is about to run off with Brazen nnd be married. However, Worthy 

learns of the rendezvous and apprehends the two lovers, believ-

ing Lucy to be Melinda. He challenges Brazen to a duel with 

pistols, but Lucy reveals herself before any physical damage 

results, Silvia also disguises herself, but as a man, talking 

and acting as rakish as any soldier. Because of her disguise, 

she is accused of ravishing poor Rose, Bullock's sister, after 

the two have slept together. This supposedly immoral conduct 

results in Wilful'a (Silvia's) being brought before Justice 
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Balnnce, Her father, to be Impressed Into the army. Her repu-

tation and bonntlng language aid the Judges in deciding to have 

"him" r>ut Into the army, 

Flnnlly In The Beaux' Stratagem, Farquhar uses the comical 

device of disguise again. To begin with, Aimwell is disguised 

es his older brother, Lord Aimwell, while Archer is disguised 

an Aimwell*s servant. In Act IV Mrs, Sullen "disguises" her-

self, posing as Lady Bountiful when a countrywoman comes for 

medical advice on her ailing husband's condition. In the same 

act Archer proclaims to be Foigard's "cussen" in an attempt 

to make the priest confess to being Irish. Then in Act V one 

could say that Archer is disguised when Gipsy leads him in-

stead of Count Bellair to Mrs. Sullen's closet. 

Thus Farquhar makes use of relatively standard comic 

devices in his plays, such as his use of beatings, disguises, 

and mistaken Identity. These artifices have been in use since 

the beginning of comedy Itself. However, his parodying of the 

Irish dialect and especially his use of military jargon are 

not common devices, Farquhar stands alone in relation to his 

extensive use of military words or terms for the purpose of 

amusement. 



CHAPTER V 

CONCLUSION 

In nummary, George Farquhar bears the distinction of be-' 

lng a transitional figure in dramatic history. In a study of 

the characterization in his plays, one finds evidence to sup-

port this statement. Farquhar created four types of characters, 

types which designate him as a transitional figure. One signifi-

cant p;roup possesses qualities appropriate to characters of 

both Restoration and sentimental drama. For example, Colonel 

Standard of The Constant Couple seems to be a typical lusty 

rake, but, as brought out in the chapter on characterization, 

Standard makes statements too honorable and sentimental for a 

representative Restoration rogue.1 standard's mistress, Lady 

Lurewell, fits the Restoration mode to a great extent, being 

heartless, cruel, and disdainful toward men, but she leaves 

the reader with the Impression that she has never been unfaith-

ful physically to her first lover. Such constancy to a departed 

sweetheart over a twelve-year period is uncommon in Restoration 

drama. On the contrary, this quality is reminiscent of the 

faithful, constant, dutiful women of sentimental drama. Rich-

more of The Twin-Rivals also has characteristics representative 

of both genres, beinp: a typical Restoration rake up to his 

redemption by Trueman; then he becomes a sentimental figure, 

*See above, pp, Ik-15* 
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Two < 11,1 if r nlrvm c ber type'- croatod by Farquhar arc lb or:'1 

rl 'rim n m olttior completely F?or: bora ' I on or aenbiiiK'ntal 

In nature. Vh^rd pud f.muggl cr of The Con •; tan t Couple, Bon-

*'nl>i Von Id bo and Mrs, Mandraire of Tho Twin-Rivals, and Archer 

of The Bnruiy,' C.trabar.cm fib tho Hostoration mode, All of 

th^ -r> Infli "Jduals aro lecherous, unscrupulous, deceitful, 

characteristics distinctive to typos in the comedy of mannerH• 

TTmravor, such figures as Angelica of The Coir;tout Couplo; Hermes 

Wouldbo, Trueman, and Constance of The Twin-Rivals; ami A1.wo 11 

Tho Beaux * stratagem nr^ clearly representative of scnti-

in̂ nt'il drama, nil being excessively noble, virtuous, or honent. 

The fourth character type which Farquhar presented bo the 

literary vrorld was a group of figures peculiarly Farquhar's own. 

I.lr Harry Wlldnir of The Constant Couple and Captain flume of 

Tho Rccrultlnr, Offlccr aro Farquhar* s contribution to drama, 

nn in 'lllvla of The Recruiting Offlepr. Wlldair and Plume are 

distinctive for their gaiety end refreshing delightfulnoss, 

qualities rnroly noon in eighteenth-century drama, and l.llvja's 

naturalness and masculinity net hor apart from tho typical 

elgbtoentb-century heroine, 

Farquhar used mainly conventional theme-! in his drama, 

such ar: a love chase ending In marriage, the pursuit of money, 

and tho difficultly of younger nonn, In addition to these 

standard themes, Farquhar also satirized dueling, corrupt legal 

practices, and dishonest recruiting methods. However, Farquhar 

departed from convention when he used such themes as virtue 

triumphing over vice, honesty begetting honesty, or incompati-

bility Justifying divorce. 
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As n.rf his themes, Fafqulm r1 n comic devices nre primarily 

convent 1 onnl, imp! oycd such artificer* an beatings, dis-

guises, and mistaken identity. But his use of the Irish dialect 

for comic effect and specifically bis u^e of military jargon 

for amusement are out of the ordinary. 

Thus Farquhar, in n literary sense, belong to both the 

Restoration comedy of manners and sentimental drama. Yet, 

even though bin presence on the dramntic scene marked the de-

cline; of the comedy of manners, he brought to drama a lasting 

quality all his own, a quality appreciated by lovers of comedy— 

gey, frivolous, delightful, refreshing humor. 
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