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Introduction

“The curtain rises, andthacagvasygd Wattsan.ene pr
We are admitted behind the scenes like spectators at court, on a leveedayjitiht it
i's the court, the gala day of ¥0D384)tusd pl eas
Hazlitt wrote in a lecture on Wycherley, Coage, Vanbrugh and Farquhar. Immediately,
the parallel between the Restoration age and the court of Charles Il is matefTdiesed.
plays of the Restoration age are precisedgla day of wit and pleasurgherelibertines
controlthe stage showg off their wit andridiculing apuritan side of societyAt the court
of Charles I} libertines behavioudid not go unnoticedSimilarly, theatre explted their
popularity in order to create an unforgettable type of dramthomedy caostituted a

goodcompromiseor its entertaining abilityAs a matter of fact, uting the Restoration

age Dryden supported, often against his c
[ comedy] I's divertise men ahchoded i pus], ant
al wayes to |l aughter, yet to a plb7@8380ur e t har
Dryden’s statement reprises Haentunythdatres descr

and is particularly useful to understand whycomedies bertinescould be themselves
without beingreproached.

This study investigates the huge complex that is Restoration Comedy lending
particular attention to libertine charactersd their theatrical significanck will use ten
plays to provide examples tife arguments, these afiehe Gentleman Dancirllaster
(1672),Marriage ala-Mode(1673), The Country Wif¢1675),The Plain Dealef1676),
The Liberting(1676), The Man of Mod€1676), The Rove(1677),The DoubleDealer
(1693),Love for Lovg1695) andrhe Way of The World 700).Such selection has been
fundamentafor the logical development ¢iie topicto studyhowthetheatre is explored
in a largemperiodof time. The playwrights involvedWycherley,Dryden,Behn, Etherege
and Congreve- dealt with libertinism in several forms. Dryden d$ke theme as mere
entertainment, his libertines are playful and lack the component of adexadloped
schemerEtherege, Wychitey and Behremployeda similar attitude towamdibertinism
in its usual meaning of a senseless and amatiitude. Their libertines areakes,
strategist and gamester Distinguishably,Congrevestood out from the list for two
reasons. Firstlybecause hevas writing later in time— towards the very end of the
seventeenth century when the claim for moral refinemerat theatres and the need to

stage admirable charactgmaisal by Jeremy Collieforced the writersto revaluate the



desirability of rakisHibertines Secondly Congr eve’ s pl aysthear e i mm
rise of thesentimental comedthus his heroeweremorelike gentlemen in love whose
libertine past is hintedtbut never shownon the stageln theprevioudlist of playsfigures
also a tragedyS h a d wEhk Libeding which is explored in the first introductory
chapteras a way t@resenthe comic plays starting from their oppositée Libertine
concludes that whelibertinesaretreated in their darkesind coarsestideaccording to
moral terms, they are inevitabtioomed to a tragic enComediespn the other hand
still utiliselibertine beliefs but those are mitigated by theatrical tropdsiamices which
reform and refind i b e rbehauwoer,seven if, and it will banalysedthe last word
always lies withthe audience. In comedidbere is never a predictableay of reading
them,but theatregoers understand what they prefeariattitide whichreduce theatre
to a matter of appearance, justlas Restorationeality itself.
Libertinism, as a social and philosophicalestion was likely to be appreciated
ata court such as that of the 1660s. The closure of theatres eighteen years before and the
currentstruggle to find a proper form of governmentlifferent from the monarchy
were bothinterrupted by the return of the king. Charlesopiened asKeeble (2002)
underlinesin his perceptivestudy on the Restoraticeige a time of universal festivity
spreadingno | ess than “a carnival air”™ (41). Ke
proceedings surrounding the Restoration manifested the glory @frolgnand situated
onlookers in the position of subjects, spectators to be overawed by the lavish excess and
magni fi cence Thdfestivilythedcholgrrefers @arll whichhe parallels
to a theatrical environmengflects a generatanceof freethinking typically following a
period of repressiarSuch liveliness is also typically libertin&ho were those libertines?
As social figures of the Restoration age, libediwere members of the court and poets
Wilson (1948)calls themThe Court Witsvhose name encapsulatis link between the
libertines as members tfe court andheremarkableslement of wit. This latter wit —
is alsoa key element in comedids.is atermquastimpossibleto translate buivhich at
the same time contains the essence of the comedy of a wholeraden himself praised
Congreve in the preface ®he Double Deales t at i ng t hat the pl aywri
Hi gh on the throme[Cfonwirtevedndabtthaviklesbeaut i
the term is synonym with cleverness, briskness and raillery, none of these terms really

gives witvalue This is why Thomas Fujimura thought it was important to replace the

!Dr y d mstripioncan be found aittps://www.poetryfoundation.org/poems/44188tig-dearfriend-
mr-congreveon-his-comedycalld-the-doubledealer



https://www.poetryfoundation.org/poems/44188/to-my-dear-friend-mr-congreve-on-his-comedy-calld-the-double-dealer
https://www.poetryfoundation.org/poems/44188/to-my-dear-friend-mr-congreve-on-his-comedy-calld-the-double-dealer

name ‘ comedywith'f c onmaendnyefaamfj thevaoricepin a unique and
inimitable wgy in his The Restoration Comedy of VIB78). As a corollary aspect of wit
there is libertinismlf libertinism is generally conceived #se spirit of aperson of loose
morals, in the seventeenth century it constitutegecificcomplex body of behaviosr
rather than a doctrine andonsequently, these behaviours became theatrical. The
libertines staged in comedies were nottbagthe foils ofthe Restoation libertinesonly

freer todisclosethemselvesn a public space.

Yet, this study was not conceived as a mere exploration of libertine beliefs,
although | needed to hint at those in the first chapter, betaeisleeménasalreadybeen
extensivelyexaminedoy Dale Underwood in the preliminary chagtef Etherege and
the SeventeeriBentury Comedy of Manner$1957). Nor will it be a performative
analysis of libertine characters because Jeremy Webster has &iestithe matter nme
recenttyinPer f or mi ng Li berti nRshThesstudCwasarathees | |1 0s
envisageds a work which in dealing with libertines talks about the&tfeen a work of
art reflects art itself, so to speak, when a theatrical piece talks abauetheenter the
realm ofmetatheatre. s a selireflexive genremetatheatreses typically theatrical tools
to reflect on theatrdn doing so, thegengeoes * beyond’ tthattleeser e and
same tools are similarlgmployedin reality. The fact that the libertine is both a social
figure anda character whaonastergheatical devicesduring the performansas the first
instance of this concept. Nevertheless, one of the probleahs$ liad to face has to do
with the definition of metatheatre itself sinitevas originally associatedvith tragedy
(Abel 1963) Dur i ng a perfor mance, the spectators’
called reality effectWhen a playat some point,tepsto providethis effect, so to speak,
it shows its fictionality, becomewmetatheatricalOf course, metatheatre works well in
tragedy since thivias asuperior illusionary power. Tragedy, unlike comedy, moves
within worlds |l ess |ikely to exist and wher
Thus, the clash between theatre as fiction and theatre as reality is more evident in tragedy
wheremetatleatrecan easily pinpoinits theatricality. Comedy, instead, is inspired to
ordinary life and stages scenes et spectator caguickly identify as his/hers without
a huge effort. The comedies of the Restoratigastaged nothing but the reality of the
seventeentitentury London with &ividness andifelikeness that is often very similar to
that of city comedies. Yet, it is precisehroughthis paralle] theatre and realityhat this
study hastried to read metaeatre. By staging the Restoration age, comedies have

suggested that if the world of theatre is so similar to reality it is because reality itself
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tremendously resembles theatre. And it could not ber truean age such as the
Restoration wherthe libertnes

were actors who captivated spectators with their scandalous behaviour, the libertines were
playwrights who embodied their own reputations in their libertine protagonists, and,
through their activities and plays, the libertines were themselves tekts doalyzed,
interpreted, and evaluated (Webster 2005, 3).

Libertine plays are playsibout libertines written, in most of the cases, by
libertnesTher e i s a si mil e s pohePlanDeglewkidhnat a i n W)
only exemplifies the concept by relating the world to the stage but also includes the
libertine by making the metatheatrical argumamtaradigne ven mor e Tiger ounded
world is but a constant keeping gallant, whom we fail not to quarrel wigmwahything
crosses us, yet cannot pdrptd4lonBlizalmkstheafreor our
and libertinism in just one sentence while affirming that Bke,us, is a spectatarho
acceptsand understands the woudcritically and not § showing her disgusbwards it
becausgeven willingly, we cannot parfrom it.

It might appear that inmeaking of metatheatre, comedy and libertinisam
taking for granted the idea of realism. Therefore, bdfoegin, | need to make a further
clarification on the problem of realisnThe claim that Restoration Comedy aims at
vraisemblanceis widely discussedlt is grounded on the idea th#te Restoration
playwrights represented the reality of the Restoration time on the stage and the spectator
could identifythemselvesvith characters and situatiarisis true that comedy is more
realisticthan other genrdsut, as Hume (1973) underlines, thessivetreson realism
mi ght be generated from a confusion of the
intrinsically contained in the definition of comediccording to Hume, saying that
Restoration Comedy is realistic is om{roundaboutlattery of an audience which liked
to i magine that it was a | ittdnécamabee r aki ¢
completely truesince the audienceould have beenmnlikely happyto see themselves
ridiculed. Much of the content of the playgereindeed drawn on a natural imitatioh
attitudes and behaviaurtypical of theRestorationage but the extent to which the
audience found this identification real is not possiblstéde Therefore, his study will
use the realistic claim more as a matter of attitude and presentation. Characters are
realistic in the sense that they agther heightened as in tragedy nor ridiculed as in farce
They are, and in thisensethe present study imitagéJnderwood s | mpar ti al p O S

“at once r eal i(19574)cTheachadacters tie Rdstorationecbniedies are



artificial because they are aesthetic products, fictional as any work @uttheir
behaviours incredibly represent the realitytiod age. This view further aligns with the
concept of wit, defined by Fujimurd978) as natural. As language, wit is artificial
because itan bemanipulatedout the way characters usteon the stage is neveo
sumptuougo be considered completely fictional.

Another clarificationconcernsthe opposition between foppish characters and
Truewits, another pointon which several critics have written abowBuchcharacters
‘ 0 p p o s deeplyoootedn thesquestion of mamms where, reasonirtigroughbinary
oppositiors, if there is goroperway to behave it means that there is atsorgproperway.
Libertinesin the playdurtherthis opposition to show that their way is tiest since they
are always successful imbtaining whatthey crave for. The way in which foppish
characters are ridicudds not based on an imitation of reality but it is a fictional pattern
that theatre, and libertines, exploit in order to create playful situations phatiseand to
demonstrate their briskness.

The last clarification | wish to make concerns the theatrical appodaicts study.
Throughout the chapterthe analysis of theatsill often recall the semiotics of theatre.
Particularly, Ke i r EThea $emistics of Theatre and Dranf2002) and other
significant theories such as Austin’s or S
signs that theatre deploys to achieve meaning and to communicate with the audience.

Chapter 1( “ Th e b a srtines tholightrandLthie levelopment of libertine
c h ar a trdcesthesotigjns of libertinism by analysing the social context ofcthart
of Charleslland the King’ s inclination towards t h¢
theatrical innovations, sh@s thg@roscenium arcland the inclusion aictressesnstage
Shifting to libertinism, the topic will be faced in philosophical terms. Particular attention
will be given t thedthtebfimausehdshe pricaeva sgoistibfeeling
of selfpreservation the philosopher believes maaffected byHobbes’' s i deas w
wi despread among the Court Wit spoempsdcht he t oy
asA Satyr Against Reason and Mankimdtten in 1675 Rochester particularly lived his
life and poetry af theywere aneverendinggameand a fight fo power After analysing
the consequensef libertine beliefs such aghe overinclinationtowards the pleasures
of life, the only possibleutcomeis the inability for these figureso find a compromise
with society a point on which libertinism and Hobbes diverge. Therefore, the study
inquireswhether there is a dimensiarherelibertineinclinationsmight be harmless and

evenamusing The answer is thahe theatrical (comicdimensionof the Restoration
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theatreseems the fittest to analyse and understand libsrinChapter 2 to 4ocus each
on a diverse aspeciTheflitbhentirme’ sChagpnniepul2a
dupery, directionand preteric§ r ef |l ect s on t he g eappes al not i
it ona plotlevel by exploring the tricking motifOn a last note, the chapter analyses the
instances in wilth the libertine assumes the role of the director, namely, when he, as a
director does, instructs the other charaoterhow toassumea proper behaviour.

Drawing on the contemporary théss of speech astand assuming that all that
happens in a play takes place through language, ChaptérBi berti ne’ s met al
seducti on: a masntadrysek |t Aeg dadokelanguagee’ s ma |
without underestimating main linguistic theorefsthe seventeenth century. The main
focus ofthe chapter is the use of language in its deceiving paiviexh, actually,js not
misleadingbecause libertinégepartes are witty and have the power to outwit foppish
characters. In the chapter, will be discussed the plagfulistic phenomenon adlouble
entendrespften sexuatlouble senses. Thelemonstratehat language ithe theatre is
not equivalent tahe Saussuran notion of signified=signifying buit can be connotative
or denotative according to how characters prefer to read it. Finally, Chapter@r a mat i ¢
i rony: t he t he aexpleresaheamplicatedapparatdoi tbeate.eBY )
briefly retracingthe original meaning of theatre asmesisthe chapter focuses on the
metaphor ofTheatrum Mundithrough phenomenological lenses. As phenomenology
considers each experienggan existent phenomenger se so theatre can be addressed
as a unique but alternative reality. The audience only is part of the macrocdisen of
theatre and, aa supreme spectator of the theatrical reality and the reality outséde
theatre, plays a key role in makitigetheatre asnuchsimilar as possible to reality.

As this brief outline suggests, | have tried to give libertinism another voice and to
inscribeseventeentitenturylibertine characters in a role whidh the age immediately
following has been attacked fbeinglavishand madempossible taappreciatel have
insisted thathetheatres preciselyad i mensi on whi ch ‘saves’ |ibe
our moral judgmenaboutthem as social beisgand which makes them appealimgw
because of their wit, but in the Restoration age also because they were nothing but the
reflection of aspecialsocietythat in forty years fawritten a new page of English
dramatic history.



1. The basis for Libertine thought and thedevelopment of libertine

characters

Since Jer emy Cithetheatre in& Shert \bew tofaticekimmiorality and
Profaneness of the English Staige1698 the libertines became stigmatised figire
debauchees which conducted lewd actions on the stage. Playwrights were similarly
accuseaf encouraging such bad acyet, are libertineshesemiserable figures or would

it be worth re-examiningand tying to understandvho libertines actually wefeThs
chapter tries to explain, without moral implicatspithe meaning of libertinism in the
seventeenth century. It will start from a historjcacialand philosophicahnalysisin

order tocreatea specificcategoryfor libertinismfrom 1660onwardsT h o mas Hobbes ' s
ideas orthe state of natureonstitute the main philosophical background for libertinism
and his reflections were influential fthe court wits and specifically faltohn Wilmot

Earl of Rochester. &lwill provide a case study fdibertinism by incarnaing all those
libertine beliefs later attacked. Nevertheless, Rochester was also a brilliant poet and
although higpoemsdeal extremely with libertinisnthey arealso tinged with a fragility

which is typical of human beings. Aftdrdse premises, the chapter shiftshietheatre.

In the 1660s the theatre was full of novelties, starting from technological innovatamn

the main change of the age that allowed women to @agnedyin particular for its
dialogic vividnessthebriskness and freshnessthe plot constitutes a produchique to

the age and opens a new kind of drama which sees the same libertine beliefs exposed on
thestage. Yetthesefictional libertines reflect a real society maae appearances, roles

and albeit comicallythe Hobbesiaregoistic struggle fopersonal scopedll this lies on

a huge, metadramatic, paradox: libertines represent men playing the part of men playing
a part.In the great fair othe Restorationsociety appearance and reality are confused,
condensed and thus equalled. If the libertine exists in reality, he can also exist in the
alternative reality of theatre. The oryestiorremains howThus,let us pass gamatter

over to this intoductory chapter which ainte provide the mean®n whichto basehe

following nuclei of this study.

1.1 Charles 116s court and the Kingbds intere

The yearl660opened a new artistic era Englandandthe bunch of novelties
which supporéd the artistic panoramevere promotedby huge political changes. The
Civil War started in 1642ndcaused the execution of King Charles 11849 and the
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subsequent military dictatorship led by Cromiyeidhich lasted util 1658. In 1660 the
King s son, Ch asdmeysarsiofiexile iwframcejasaalled bagkeith t
the Declaration of BredaAlthoughat this stag¢he Republic seemed an old dredhe
years of Civil War (16422645) and military dictatorship did not leave the country
unaffected. Theighteen years preceding the return of the Kuege charactesed by a
staunch Puritanisnthat had modified the mindset and attitude of @éns. Besides
demandinga balancedand moral behaviour, artistically speakinguritans rejectedny
form of entertainmentincluding theatres.In Puritan termsthe act or ' s art
impersonating certain roleneantthe pretence of being someone different from himself
and this was considered immoral. Even more immoral was the practice of gender blurring,
typical of the Renaissance theatre, whici pposed t hat women’s r ol
young boys. Thdeliefin the insncerity and inappropriateness tifeatres caused their
closure in 1642The eighteeryeas of theatrical gap represented a gloomy moment in
English literature since drama had always been a major genre and Queen Elizabeth herself
had a keen understanding of the staging power.

When Charles lIreturnedfrom France his zestwas partly directed tovardsthe
promotion ofthetheatrical activityDuring his exile hehad the opportunity of observing
and admiringhe enthusiasm and dramdlieeliness ofFrench theatre and he wedto
transfer the same artistic ferment in his own courtsyusuakfter a period of repression
and deprivationthere is a welcoming attitude towards the introductibnovelies as
the need for seléxpressia. Thefavourablgpanorama was furthedby a hedonistiding,
appealingor hisfree andsensual natureschooled in a certain kind of elegant cynicism
by his years in exile which made him far more inclined to enjoy sexual and verbal licence
in a cultured but libidinousauirt. Satirically describetly Rochestein A Satyr on Charles
las t he “ easi-bersead Kmanigeddim poedravislésh sexual portia
of the King: “Peace is his aim, gentl eness
mu c (ifes8-9) and | at FheKihdRrells abbueform whore to whore,/ A
merry monar ch, s(lnesB0fB.IScandslous is also eaogaagehat
Rochester uses to describe the Kimgwever, it provides an exact picture of the

seventeenttt e nt ur ycourtmer r y’

20n the & of April 1660, the Declaration of Breda establistteemonarchy back in England. Charles I
promised indulgence for the crimes committeding the Interregnum, religious toleration and adequate
powers to the Parliament.



The court of King Charlesrasremarkable also becaube was surrounded by a
group known aghe‘Court Wits. Generally, its members weliterary and political men
whoshared h e Idelighgiri sengs, women and wirkéhey held a scandalous private
life, often drunk and with several mistresaésnce But they werealsovery loyal to the
King who grantedthem protection and public titlesCourt Wits were also called
Libertines Their beliefs will be discussed latdiut, so far it is enough to state that they
presented a dissolute life, regardless of any mamdl sensibldimit. Libertinism was
greatly debated outside the coushd common people wondered how fari ber t i nes’
licentiousness might go and actually often ended in disputes ormitités regardin his

book TheCourt Witsof the RestoratiohHarold Wilsonaffirms:

The Wits have been variously labelled cynics, skeptics, libertines, Epicureans, pagans and
atheists. To a certain extent, some of the terms apply, yet none is strictly accurate. They
were cynical (as the King, their master, was cynical) because their limited experience
demonstrated that no man was honest and no woman chaste. They were keptice, s

for they accepted the materialism of Lucretius and Hobbes. They were libertines by instinct
(as most young male animals are), but they were libertines by conviction as well, for they
saw no ethical values in their world, and no purpose of livirvg she gratification of their
sense$1948,16-17).

Apart from theKi n dhédenisticinclination, there were political elements which
contributed to the emerging of such figures. The events of the Interregnum left a strong
mark on thosewho in the previous age had belnked to the court. Since thei n g’ s
exile in France, Royalistsad treir landsconfiscated under the accusation of treason, in
favour of Cromwellians. The Wits witnessed this egoistic environgiané most of the
victims weretheir fathersandthis provoked a distasteful and cynical inclination of this
social layetowardssociety In addition,most of thefathers of thellegedCourt Witsnot

only were forced to leavEnglandbutthey also had to abandtreir children thefuture

Court Wits- whogrew up without an exampte emulatén a mainly patriarchal society
According to Tilmouth, thislast element has been crudiacause child is more inclined
to behaveas he wishes, thus lawlesslyhenheis raised without a modeWits were

raised with the idea they coutliscipline themselves to what they considgrkzhsant in

3 The work by Harold Wilson is very important in critical terms since it challetirge=ommon beliethat

libertines were only debauched, criminals and unruled amd whichcontribued to a demonization of

their image On the contraryWilson shows that,lbeit libertinespartly deserved that connotation, they also

were lovers and man of lettefs.the seventeenth centurifdrtinism was not only a dissolute conduct but

it also affected society and literagur Wi | son’ s st vadnded @malgsvof ttheefigurea wel |
including its implications in theatre.

4This interesting social and historical analysis is conducted in Chapf&r i | m o Rassiors $riumphs

Over Reason: A History of the Moral Imagination from Spenser to Rocheste88-294.
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every aspect of societfthey had been marginalised and detached from society during
the Interregnum and it was only when the King was restored thatthegidentification
and protectionAt the same time, their identification has to be intended within the values
thatthey considered right for themselvé$is seems possibleexplicationofi i ber t i nes’
cynicism, amorality and unconventionality. Alsshen the monarchy was restored in
1660, theAct of Indemnity and Obliviondid not mitigate the W& $pirit, on the contrary
it accentuatetheir inclinationssincethesameAct expected theriminalsof Interregnum
to beforgiven andormerRoyalists did not receive their lands bathkerefore, he society
where libertineswere living in 1660 was still indifferent to their birthrights and
consequentlythey were indifferent tsuch asociety This explainswhy they modelled
their philosophy out of H o babed srseff-intdrelste or i e s
passios and bodily pleasure.

It seemsnecessaryto name suchwits: Killigrew, George Villiers Duke of
Buckingham, Sedley, Wycherley, Etherege anchdhimot Earl of Rochester are part
of the list.As might be noted,maongthemaresome playwright&nd poets who besides
their courtly life were deeply involved in the artistic panoraiftee strong link they had
with the court shows how libertinism was an attitude widely supported by the king and
by the general stance of the aGdarles Il encouragdibertine behaviour and his court
has been defined as a “supercharged bordell
(Tilmouth 2007,259).1t is alsoSamuel Pepyshoillustrates this idea of the court. In his
diaries, attractive for themeticulausness and realisthe writest hat dur i ng Char |
reign“ t HKimg doth mind nothing but pleasures and hates the very sight or thoughts of
b u s i ngaosed ihKedble2002 99). Pepys also defines thiwurt Witsast he Ki ng’ s
“counsellors of pheas6&ob?®&rwhopravoaltntvite t st o
good advice(ibid.). Exemplary is the episodegcalled by Pepys, in which Lady
Castlemaynéad got pregnantith the Kingbutsince shavas alsengaged in a different
relationship,the King had efused to recognise his son (TilmowB07, 260). Such
episodednvolving jealousy, blackma#dnd impertinencevere, starting by the king, very

usual amongjbertines.

The Act of Indemnity and Oblivion was an “An Act of
generally forgiving who committed crimes during the Civil War and Interregnum, with some exceptions.
However, the lands confiscated to Royalists and rmogeneral to him who was considered a dissenter

during the Interregnum were sold rather than given back to its owners. In actual fabljtios refers to

the crimes ‘forgotten’, as the *“forgottenté rights
information about the act can be visitedhéips://www.britishhistory.ac.uk/statutesealm/vol5/pp226

234
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Accordingly, t becomes easier tonderstand Restoration Comeloly considering
thatthe libertine was a figurevery close tothe seventeentitenturyreality. The Court
Wits (or libertines) represent bridge between the court and the artistic life of that.time
Libertinismrepresented means to resist an unfair sociatyo in terms of dramdn the
course of the twentieth centuraere have been several stud@srace the figure of the
Libertine. The abowstated reflections constituta historical reason for it, the
phil osophi cal inclinations and especially

behaviour will be the object of the next paragraph.

As for the relation between court and drarh&60wasa watershediatebecause
theatresreopenedo the publicafter eighteen years The management of drama was
entrusted to two figures: Thomas Killigrew and William Davenbothconnected to the
King andthe onlytwo licensed to perforron the stage. Sir William Davenasthooled
from Shakespeare, was a playwright and librettist of court masques in the réanes
| andhe held a theatrical experience which he camlestin the training of the actors.
Thomas Killigrew was a playwright before the theatre closureaandmber of the Court
Wits, thusan intimate of theéKing. His social position became an advantage point he
exploitedsince he was favoured the best actors anththr@poly of classic English plays.

Killigrew's privileged position pushed his
whichwasembellished witlseverat e c hnol ogi cal i nnovations. K
called *The King’s Men’” and managed a theat

“*The Duke’s Man’ and they built a theatre i
two companies merged in 1682im o ne company named ‘United
becausat some pointhe King was not able to finance two different compsiieting

beame duringheRestoratioragemore likely a profession ands a matter of fact, people

attended theatres not onlyflow the events of the playut especiallyto judge how a

specific player was impersonating a certain rélee audience knew the actors by name

and the rolsthey werditter to play. Thencethe stockpatterns othe Restoration theatre

might find a possible explanation forh e  pucaess.” s

6 Actually, there isan account that privatperformances had been held-thiesamebetween 1642 and
1660. Yet , the reopening to the public awhidh the new
suggesthe rise of anew distinguished form of drama
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The new theatreweredifferent fromthose of theprevious agelf The Globehad
been the leading examptd an opentheatrewith standingaudience and no artificial
lights, the Restoration theatres weobosed roofed andlightened so that performances
could happen any time in the dayne of the major architectural innovatsowas the
proscenium arctwith flat wings', painted shutters and backcloth whiginforced the
illusion of the stagewhile changng of scens and whichfurther marked the separation
between the audience and performdtss latter elementnarksthe creation of a new
performative space. Instead of the action taking place inagiten stage in the
Restorationage plays were mainly stagedon the forestageind were ornamented with
realistic settings which moved the actor closer to the audiénta in terms of space
terms of identification. As a matter of fact, the audience belonged to the same social level
of the characters represented in the plaiyis whom they could identyf They wereeither
membes of the court or belonged tmiddleclass socigt in any case, they were
i nfl uenced by. Libdrtmesgewetallydctupied ta spedtiak gace the

theatreasWilson writes:

the Wits were the best critics of the period of Charles I, and thah®«(garticularly
comedy) was superior because a considerable part of the audience were qualified to judge
for themselves, and that they who were not qualifies, were influenced by the authority of
those who were (1948, 146)

The characters on the stagad thescenery particularly h comedieswere
inspired bylife-like situations occurring in Londofhe contactbetween the actor and
the audiencevasbased on shared values rather fteenin the previous traditiophysical
contact. Therefore, eithemas critics or dramatists, libertines influenced the theatrical
genre. Going to the theatre became the moment in which people could see themselves
reflected on the stage and gain some pleasure outlLdbétrtines were among the 1sto
devoted theatregoerjey enjoyed art and drama and theatre represented the occasion
where they could flaunt their personality and relate with women. Not surprisingly, many
of the libertine comedies have many scenes set in theatrggshalls which held masked

ballet$. These intertwined situations created many occasions where libertines could

7 All the stage innovations about theatre mark the beginning of a new age. Flat wiilggmaoves across

the stage, one behind the otheakingit possible to change the scene by slidingaosiet of flats. The scene

was mainly staged in the forestage gfhtonstituted a vantage point for everyone not only in visual terms

but in this way, the actor’s voice was clear and eV
structure along with the grooves were sufficient reasons to consider the comedirsv completely new

kind of theatre.

81 n Wy c hTae Goenyry Wifecheatre serves as an important social meeting place for gossip and to

meet fashionabl e peopl eoselstt ihd satl atdh eeat. r €l hteh aath aH arcrt
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employ their duping and seductive ability, precisely as happened in reall tiée.
RestorationagewasaMa s quer adi ng ThgGefitlenjeldgncing Bastere vy ,
act 1, scend, p. 163 where the real world and the world of the theatredibly
resemble each other.

Libertines interest in theatre was probably further accentuated by the hugest
innovation of Restorationdramawhich allowedthe women to play. InElizabethan
Drama, womeh gsoles were played by young boys, usually aged between ten and
eighteenAlthough therevas noreallava b o ut w0 me noh the stagdtwasias i 0 n
generally acceptedonvention On the contrary, Restoratiaitama allowed womaito
participate in the performances obviating thus to the difficulties arising from boys
impersonating womeit wasalsothe result of a changing social attitude towards women.

Intheseventeentc ent ur y, women’ s apogtonobinfdortytoas hi f t ed
necessary counterpart, s tbutadnindispersadlsexdie d f r om
addition, England was currently ruled by an openminded King lduba personal

experience of th€european theatricalradition where womenhad beenallowed to

perform long since, as in France, Spain or Italyencouraging the thtre, Charles I 1"’
could not overlook this aspecConsequently, according to records, in the first
performancan December 166Qhe first actress appeston the stagelaying the role of

Desdemona in groductiono f S h a k é€¢helle @owe '1394,19). From this

moment on, women constituted an importpatt oftheatresnot only as actresses but

also as spectatar3heatre becamé¢he place where appearance asexuality were

displayed. The concept of sensuabtythe stage is intrinsically connectedhe general

discourse of libertines and also to comedipertines used to attend theatres to choose

their mistresses among the beautiful and sensual aateegkthey were also allowed to

go behind the scenes and looking wttegywere dressindirect referencefor this habit

is found in comedies. Flint for example, who plays the part of a prostitutden

Gentleman Dancinglastera d dr es s es mem tolie t‘hgodE&k change” s
the pit already you are comeqrm; '"[Ti.]Js Yauu we
rat her see beWwedenEpibogue p. 263 end &se in thé Prologue of

Marriage &la-mode,Dryden calls the libemies * warri ors in red wali

TheRoverspend almost the whole play masked on the pretext of carnival freedom; for instance, Willmore

and Angelica will fall in |l ove because of their wit
t he end. Mamag&irlayMbeemaslsedballs provide a breeding ground for cuckolding since the

eventsare justified by the disguise.
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i n the actress@s6)ltisrecorded that ochesten mafd a yery long
relationship with Elizabeth Barry, the legetadls thathe trained heasthe best actress
of the age. The king himself hadme love affairs with actresses, Nell Gwyn was one of
thosé. Not too latea ¢ t r eepusatos Was compared to that of a prostitute, toeyd
notprotectthemselves r om mal e advances and, as Howe p
the Audience will be buzzing about her Horyt’ (1994,33).

Another consequence afomeri participaton on the stageoncerngher intent
of showing their sensualitgnd charmon the stage, creating what has beefined
‘“breeches parts’ . T whachihvelve momereshavingpartsof s u c h
their body,which becamen attractive popular pattern on the stage. These ceased
appealingopportunites forthe maleaudience, especiallpr libertines, and as the critic
Pat Rogerobserves'i t was centr al to the effect that
through’ (Howe1994,56). In comedies, breeches parts were further accentuatesksin
situations wheréor plot reasonsvomenhad to balisguised as men but their shape was
clearly feminine Conversely to the fashion of the tiraecording tovhich womencould
wearlow necklines but their lower bodyascoveredwith petticoats or long skirtén the
‘breeches partsvomen disguised as mehad their breastsoveredbut their backside
and legs were highlighted loyosefitting trousers So, whenawoman played the parf o
alady,she was dressditte the audience used to see her in ordinary Y&, in disguised

parts, the malspectatorgoulda d mi r e wo me n’, &avisiorewdpish, unlessnp u b | i ¢
private occasionshey wereunfamiliarwith. The situation entaileddelightfulambiguity

wherethe audiencevas aware of whatwvas happeningfrom the beginning while the

charactes on the stagenistook thea ¢ t r edensity throughout the play arshowed

their surpriseonly at the finalrevelation of thie gender In most of the cases,henthe
disguisewould eventually be unveiled and the female identity of the character revealed,

the woman unbuttoned her shamd revealed her breasfBhe practice wasxtremely
appeciated by the male audience for its sensual agpehivas considered a source of

“erotic over st i48wo).arhisbmughtsugh\dtenes mane add9more

%In A Satyr on Charles Ikvhile describing the easy, sexual inclinations of the KRaghester names two
of his mistressesdeardfallbisd€aast wel best heembetf lineE hi s dec
22-23). Rochester refers to Louise de Keroualle, Duchess of Portsmouth who seems the King was very
affectionate. Rochester also names Nell Gwyn, a famous actress with whom Rochester hirasedffaid
too. To her, he is even more straightforward, even
This you'd believe, had | but time to tell ye
The pains it costs to poor, laborious Nelly,
Whilst she employs hands, fingers, mouth, and thighs,
Ere she can raise the member she enjoys (lin€x128
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frequenly representeth theplays Anexampleid=i del i a’ sWNydihsegTlhées € si n
Plain Dealer Being secretly in love with the protagonist Maniydelia spends all the
play disguised as a mao that she can stand by his side just as a frienthel second

scene of the fourth act she is discovered by Vernish:

Fid: l am a woman, sir, a very unfortunate woman

Ver : Ho w! A very handsome woman, Il " m sure th
—[Pulls off her peruke and feels her breasts; then gsiffell, | am glad to find the tables

turned; my wife is in more daegs of cuckolding than | was.

Fid: Now, sir, | hope you are so much a man of honour, as to lgbymew | have satisfied

you, sir

Ver: When you have satisfied me, madam, | will.

Fid: | hope sir, you are too much a gentleman to urge those secrets fromaa wrhich

concern her honour. You may guess my misfortune to be love by my disguise: but a pair of
breeches could not wrong you, divycherley, act, scene 2p. 496.

Sucha scene igxemplary of the connection between libertines, sex and wdtnen.
must have been realigitriguing to havethe woman shoimg off her breast and the man
even touching them. Interesting is alsowwdplayon the verltsatisfy,by which Fidelia
obviously meas he is nowonvinceds he i s not wooing hi,s wife
of coursea sexual innuendo: he will be convinced aftehhsbeen sexually gratified.
Therefore, lhe attentiongiven to bodyand physical pleasumeminds ¢ libertine
ideasand becomes ithe Restoratiortheatrea pattern whictsuccessfullyworks on the
stage. More specificallif creates twdkey conce that worked irthetheatre as well as
in life: love limits pleasure and love after sex never ladtss also might explain why
Restoration actresses were |ibertines’™ favo
If ontheone handthe libertine of the plays mistredtis lovers on the other hand,
he eventuallyfinds his perfect match, a woman who equates his libertine spirit, who has
thesame view of love and who manipulatiee other characters and the audieagenuch
ashe This is why c¢r it i cradeofthd libertinebandiatwontamm e * g ay
who shaes his values and rhetoric of wit. Since this will be explored in the last paragraph
of the chapter,isenough to say that the wosetdea’ s appe
new way to explore the relationship betweensexea d t hat t hevenmlentber t i ne
in both art and society makes of him the briskasti most fashionablaovelty of
comediesApart from the realm of comedies, in realtye libertines were far from comic
characters. It seemsecessarythen, to explore the philosophical background of

libertinism.

16



1.2  Philosophical grounds for libertinism and its application in Restoration:
Hobbes, Rochester and Shadwell

Libertinism wasoriginally articulated in France at the end of #iseteenthcentury
in the philosophical ideas of Théophile de Viéle was part of a group nametes
libertins éruditsandpraisedt he power of Nature to favour
satsfaction. His view shortly became amdeg libertinesnore materialistiandmingled
with egoism and seihterestedness. Thematerialistic philosophyignored social
conventionswhich wereconsideredmerely artificial, andcelebrated thauperiority of
physical sensation over formal learning. The French backgrneasdhighly influential
on libertinismbut in Englandspecifically,libertines ideas were shaped @nbranch of
the philosophy othomasHo bbes known as ‘ mor al phil osoph
First and foremostmoral philosophystudes® t he moti ons of the m
appetite, aversion, love, benevolence, hope, fear, anger, emulation,&myyyhat
causes they have, aBaell2006 17)hanadithert deasywithithe c au s e
“passi ons and ibichg®0hBeforsproviding aneettef explanation what
Hobbes memat by passiosand what libertineseizedfrom hisargumentsit needs to be
mentioned what the philosopher affiedia b o ut  ma mHobbeswmitastthatrman is
born in annitial dimensionof state of naturga condition in which he acts out of egoism
and according to his personal interebighe present state,an does not accept any other
option thanwhat he feels since thstate of natura s sumes t hat “every ma
j udge” 20063 85)andcdnsidestruthful his reason onlyilfid., 186).Of courseijt
IS possiblethat in this statemen’ s per s on atausingha revemndings c | as |
competition. Prompted by a desire of galéservation, men generate a mechanism of
sdf-intereg as the result aheir egoistic natureHobbes does not seem to imply that the
state of naturés an enduring condition; on the comtrahe believes that politics the
meansforme di at i ng ma n’, whick lgeaefisewmatucal lavtThis wouwldd e
suggest men revaluate their passisnandkeep apeaceful stateHowever,libertines
emphasised he sel fi sh astgeeof haturebécauseathustdiesthes
dissolute lifestylebased on the appealing of senses and a freethinking kfpattines
inheritedHobbes satirical bent and rejection of dogmag using thestate of naturas
the representation of the life around thdmthis sense, the libertinemainsoutside
society he cannot be integratedarany mechanismether than his ownn the state of

naturethere is no compromise, no agreement, no morality and no interaction
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MoreinfluentialwasH o b b eiesv’alsout passionkle considers that masdriven
by intrinsic egoismand acts out ofselfinterest anddesire for power Nonetheless
passions have a primary rolehe driving force of our actions and as aonsequencge
Hobbes calls them motivators: “that materi a
motion first imparted to the senses by the o
(Tilmouth 2007, 222). Since the experience of pleasure eragesthe wishfor a
succeeding excitemerit t her e can be no conti@dy 22B)e nt but

Therefore,the consequence ofia n ’ sintesest lisfthe subjectiot® passionswhich

becomesmnan’ s onl y s our ctateobdonstanh gtrugglekceeardinglyy n  a
happiness can be found only in this ephemeral mechanism of achieving and moving

forward

Whether a beloved object has just been or is yet to be enjoyed, the reciprocal reEponse o

the appetite is always only focused upon the
to be obtained, appetite focuses on procuring it. But if it has been obtained, there is no

desire to continue experiencing that present pleasure, which woutdeb&ppetitious

equi valent of '‘aversion’ (the desire to esca
obtain a second, additional pleastit® move on (Timouth2007, 224)

This element isantamounto libertinismsince itevidences aense of restlessness
and dissatisfaction. d\thel &b & danstdmigpursuitqgcd ay den
new appetite, namely a lady,as end in itseland since the only aim to enjoy is the
enjoymentwhen it is over there is nothirlgft to cravefor. The aesthetic experience is
an experience of pleasure where the stimulation of the mind generates the stimulation of
the body as well. Hobbes calls this maani s m * | u s tFujimfiral®7B 80 mi nd’ [
implying that manongsfor desires which will never be completely satisfieig@ even
conceives lust in terms of egoisticselle | ebr ati on: “The sensual p
one of delighting in corporeal iliation, but that affection is also accompanied by the
ment al pl easure of recogni zing one’s own p
del i ght i n 007 228).The liberone is ever contentonstantly dissatisfied
— sohis life never suffers a setbackhe consequence of conceiving love as a physical
appetite is variety and inconstandg. libertine terms, it generates a tald system:
pleasure leads to pain atiebsearch for freedornecomes prison. This aspecté&vident
i n Rochester’ s [ThefLibertisewliich wilhbe Siscwassketlterlinlthe s
paragraph, and itis the result oftheabeve p| ai ned refl ecti ons on H

Thefamous critic Dale Underwood describes the libertine as:
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anat i rationali st, denying the power of ma n
Accordingly the libertine rejected the orthodox medieval and Renaissance concept of

uni ver sal order and of man’'s place and purp
‘Epiacnur,e and embraced the satisfaction of
‘reasonabl e’ —ihcattatiess, oifn Nahtiusr ec as e, one’ s

[ ... ] Finally the |l ibertine considered human
with the variations of societies and characteristically at odds with Nature as, of course,
‘“right reason’ [ ..] At Il east three philosophi

scepticism, and a type of primitivism or naturalism for which unfortup#itere is no other
received name but which will be readily recognized of both classical and modern thought
(1957, 1314).

Epicurus as mentionedin the passage aboveias another philosophelear to
libertines Hisidea of* c r i t i c,gualifiet asnthe ooortunity to enjoy everything
which Fortune puts on your way, medominantin Rochester’ sTheroti c
quintessence of the enjoyment is only achievable in &Jdd at the pursuit of pleasure,
either physical or sensoridkemarkable also the reference to tdectates of Natureto
be intended as the purest form of inclinattonfreedom and pleasur€or instance,
variety, inconstancy, physical appetite and unconventionality are parts of the law of
Nature.
A possible opposition which mightarises t he c¢cl ai m t hat Hobbes
man is rather that of a beast for the primary role he gives to pas&gasnatter of fact,
‘Hobbism was contested in theeventeentbentury with the assertion that it@uraged
wrongdoing. Yet Hobbes neveexcludel reason from his analysksut he believe the
two aspects-reason and passiermust compensate. The role ofreasaiwise nsur e t hat
the passions’ demands Tamoath20071236),tHeakdityofo t he n
reason beinghat ofselectingthe most suitable means to realise our passior&orell s
terms reason becomes 2006 27)sThis aspeetnstrugidl forr e a s o n i
libertinism as wellas will be even more evidemmt comedies the libertineoutsmars the
other characters ihis attempt, andurtherrealization, tahrive his passios. To behave
as such, he needs to be a stratagistder tobenefitfrom his wishesvhile maintaining
his persorundamagedyf the libertine represents the instinctual side of man and follows
pleasure, his reason is embodied by an intkte wit. With his reflections on human
nature, Hobbes has been giving the most important contribution to the comedy of the age.
Bearing in mind th8 philosophical background, libertinism in tkeventeenth
century isfurther presented as the rejection of social conventions and institutions,
especially marriagdgy aprefeeencefor instincts and impulses in the pursuit of pleasure.
Li berti nes,imtesensethat theywidingly considered customs and society

manners at odds wi Rather thantcontegtingsgenerallys graestadt i o n .
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dogmasthey replaced thoseiwt h t hei r o wn Amdrajitpwastadonly | i ber t
possibility they had to please Nature, and free themselves from what was artificial in
society, namely convention8s previously saidthe attitude was partly justifieat the
court of Charles 1) which byencouraqng! i b e r t i neatitlesl themo Ishiver she
law and pursueself-pleasure. Sometimes they were banned or sent abroad for their
misbehavious but they were never properly punished.

This elements well combined withhee x t r avagance, eteeness and
which either Humd&1977)or Jordan(1972)use in theiseminalstudies on the rakes of
some of the plays of Restoration comeflye libertine waso become atandardype in
Charl es | | astockschacacter in Restarati®@®omedy.Co medy ‘t akes’ t
character and saves him frdming atragic outcast Befare coming to that, it is worth
analysing firstly the tragic end the libertine is sentertoeahd thershifting to comedy.
It will be done by introducing the historical figure which deservesridm@eof The
Liberting Rochesteras wellasS h a d we | Thé Lsberfiné a y

Rochester, or better John Wilmstcond Earl of Rochester, was The Libertine at
the court of Charles Il. He was the son of Henry Wilmot, Earl of Rochesterf Gharles
' s chief advi sor s wdhFoanch e 1G>ksavingthhmefronk i ng t o
execution.The king was thus not to forget such a man and that explains the affection he
felt for his son John Wilmot, who soon became part of the fashionable Cougrdtitsd
the King.However, it also seems thbetween the Earl and the King there was a see
sawing relation, Rochester has dedicated few satiric lines to the King and often mocked
him instead of defending his image in front of the King of Fraftzeexample On other
occasions, on the contrary, Roshe er s uppor t eglalsa when nécessagy’ s c ho
i n public speeches. Perhaps this is just
personality. For sure, Rochester lived his life according to fashionable libertine
principles; a borderline figure lve¢en the political and artistic ferment of the time, he
has oftentrespassethe limit of what could be conceived socially acceptable, if not in
terms of moral. Hevas part of the wits group at the court and he shared libpracice
with them for exanple he kidnapped his future wife because her parents did not agree
to thar marriage.Rochester also participated in the habit of Restoration aristocrats of
keeping a mistress. One of the most famous is Elizabeth Barry, whom Rochester trained
for the stgeandto whom he dedicatesbme of his lyricsHe wasa friend of the most

famous playwrigtg of the age andoth Dryden and Etherege praised him: Dryden
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dedicaté to himthe preface of his playlarriage a-la-Modeby saying that he ltbcopied

“the gallantries of courts, the delicacy of
[ Ro c h elsared Etmeigye statethat Dorimant, the libertine dthe Man of Mode

was clearlynodelledout of Rochester.

Furthemore the Earllived two years of his life disguised as a quack doctor named
Alexander Bendpmaybe as an attempt to flee froamse punishmenBurnet reports that
Rochester practice of di sgui sing was very
hi msel f ™
i n odd shapes, I n whi c lguotecinVeeth 2002¢klii).hThis par t ¢

latter element is interesting because one ohibéfs in comedyis that of thdibertine-

f @il tl Mewr stoone mean Amour” or just “f

trickster who often has to disguiseask or simplyplay a different role thathathe is
already playing. Paradoxically, this metatheatrical device is allgatgdat Rochester s
own life. FollowingRochesteér s e x, theripeimezof the dissolute, debauched libertine
becomesa constant in RestoratioBomedy, asdoes thetheme of the disguise and
pretence. Disguisis a subterfuge which allows a character to step out of a dangerous
situation while confirming his ability of
beenamodelfor comedy and this adds importanceéheanalysisof his personality.

Further poof of his debauched life corady Vieth, one ofthe critics who has

beenextensiveye ngaged with Roches'‘tefivegearctagetleee r a s

o)

he was continually Drunk: not all the while under the visible effects of it, but his blood
was so inflamd, that he was not in all that time cool enough to be perfectly Master of
himself (Vieth 2002 xxvii). Chernaikalsodescribes Rochester in an interesting way

There were two Principles in his natural temper that being heighbgrthat heat
carried him to great excesses: a violent love of Pleasure, and a disposition to
extravagant Mirth. The one involved him in great sensuality: the other led him to
many odd Adventures and Frollicks, in which he was oft in hazard of his life. The
one being th same irregular appetite in his Mind, that the other was in his Body,
which made him think nothing diverting that was not extrava(g5,55).
and implieghat Rochestaactuallybelieved in libertinism but not as a masquerade
or a pretenceratherasa natural inclination. What Jorddh972)describes in terms of
extravagance, excess and wildnegss part of Rochester intrinsic natutdobbist
influences on Rochester are clear in the materialism and scepidismt he pqget s t h
yet, his linesaretinged witha fragility and preoccupation about pain and sufferance which

makethemtormented and beguiling at the same time
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Critics have often depicted Rochester as the poet who most evidently deals with
Hobbes’' s PAdiually,atsvoufnl g more adequate notgenerallystate that
s wor ks ar e toaralysdn@vrRochesterjpustifieio b b e s

his libertinismout of Ho b b e s ° and madeehia personalexperienceof them.

Rochester

Rochester is incredibly fascinating becahiseattitude icompletely libetine: Rochester
was the libertine. His poetry demonstrates thae had developedis own libertine
philosophy and significantly liveeout of itascontradictoryasit might be.

The | ibertine val ues ateddsdnteedibiofamousof Roc h«
Satyr Against Reason and Mankindtten in 1675First and foremost, Rochester wighe
hewereabet “anything but that vain aninemal / whoc

6-7). Undoubtedly, the rational animal is man. In line with the Hobbesian observations

on man’ s nat mdinationifRosodue his sensksthe poem, & describes
Reasonmasan Ignis Fauust® line12) “whi ch, | eavi plehindd ght of
Pat hless and dangerous wandering ways it ta

br a k(lmes1315). Men’ s desire of knowbeeadsgd and r e
spends his life trying to be wisehile facingt he sudden reali zation t
been done iline28).neghe attenophof Being(rationahan has forgotten to

be happysincehappinesss the result oindulging to pleasure. Hence, Reason is the

murderer of happiness its prewventing life to be taken simply as it idn addition,

Rochester criticise®Re a s on’ s e fhe pretensiors rof infinityby denying

Reason any role besides that of organizing our passiohse poet al so recall
di stinction of state of gdiurevhere eashandividual loelieteh ras

reasons to be right in the absence of paran

That reason which distinguishes by sense
And gives usules of good and ill from thence,
That bounds desires with a reforming will

To keep'em more in vigor, not to Kkill.

Your reason hinders, mine helps to enjoy,

10 Theignis fatwsis translated in English dairy light. It is a flickering light scientifically associated with

a phosphorescent swamp gas. In myths, legends or tales, it was believed to misletdveaiders, often

causing death. IRaradise Losbook IX, Milton compares Satan, disguised as asnakewytaam d 6 r i ng f i r e
(line 634).By comparing an evil spirit to thignis fatws, Milton underliresits deceiving power which will

then cause the Fall of mankind. With the same emphasis, Rochester says that Reaggmsddlesin

the mind, responsible for creating an obsession with knowledge and thinking, thus misguiding man.
ConsideringthatMtl on’ s wor k was conceived during Restoration
By comparing thdairy light to Satan, ifurther acquires a religious meaning since tfatulence was

attributed to an evil spirit which leads man into temptation. Is thiv i e w, Rochester’s compeé
strong because by wunderlining the misguiding power
questions he is not entitled to inquire.
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Renewing appetites yours would destroy.

My reason is my friend, yours is a cheat;

Hunger calls otj my reason bids me eat;

Perversely, your appetite does mock:

This asks for food, t hat answer s, “What's o
This plain distinction, sir, your doubt secures:

'Tis not true reason | despise, but yo{ines99-111)

Rochester does not reject reason in general, but that kind of reason detrimental to
enjoyment. He rejects reason which limits man, which ties thirsocial norms(for
example, in the verseshether exists most appropriate time to eat). In this sensastse
arewisestbecause theglwaysachieve what they aimit (lines115118) Rochestér glea
i's that all * Mieal6Oputeftaddsperate madwokesadfence.

Further considerations on ROAdétterfdmer ' s | i
Artemisia in the Town to Chloe in the Countyritten in versesRochestepretend to
bea woman who warns her friend in the country on love mattérgirh i sow’ dirvg d
33)and in particul ar lineb)ledadaheir I6ve affaerdnterestingly f  wi t ”
enough, she compares love to an act of trade, as happens in plays. The parallel underlines
the loss of any pure form of love, now reduced to an agreemtari,infterms of money.
The reference to a play is also significant because it underlines the fictionality of acting
love, as a playis only a pretence. This view is confirmed als¢hialinesthe poetvrote
to Elizabeth Barry &b @®ockestardongdined)dnutrdsy gi | de
sense, considering that love hasdme an artifice, a custom, also women decide to

pursue their pleasures. Libeiim is thus characterised as the pursue of vice:

To an exact perfection they have wrought

Theaction, love; the passion is forgot.

'Tis below wit, they tell you, to admire,

And ev’n without approving, they desire.
Their private wish obeys the public voice;

"Twixt good and bad, whimsey decides, not choice

(RochesterA Letter from Artemisia in th€wn to Chloe in the Countrines62-67)

Love is a whimsy, deprived of any emotional essefite poem is interesting
becausgapart from libertinismit also tackles a point which is a pattern in Restoration
Comedy, the opposition between the wits and the fools. Artemisia tells her friend the story
of a ‘' f i mevedfrandthe'countth 0 When | was alamodd ed, f oc
The men of wit vere then helincommodé RdchesterA Letter from Artemisia in the

Town to Chloe in the Countriines103-104). She associates men of wit with libertines

11 The date of composition of th&ongis unknown.
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since they are inconstant anbjectifieswomen at their pleasure. From this episode,
Artemisia reflects that, although witty men are more fascinating, they are also more
difficult to please, thus fools are the best match for worAgemisia seems to condemn
those women who pursue love for aelitine, which ends out being slavery since they
deliberagly choose to give up their freedom fwme hours of enjoyment.

As previously mentioned, libertines bore a sense of restlessness and motion. In
Against ConstangyRochestecalls constancy &frivolous pretence(line 2) or better a
“disease, and want of sehgkne 4), again involving the pretences of reasGonstancy,
especially in love, was for Rochester artificial since it is impossible to be loyal to a person
forever afterdiscoveringt h at  p‘ewn slafents (lne 10). Then,Rochestejumps
into the poem by including himself in the group whose behaviour diverges from constant

fools:

But we, whose hearts do justly swell,

With no vainglorious pride,

Who know how wen love excel

Long to be often triedRochesterAgainst Constangyines 13-16).12

The opposition marked blgut introduces a contraposition which becomes even
more evident whem the second lastlinee r eacheb’ kthechpangeé:a“mis
| ' dead (line 19). Therefore the formerweimpliesli ber t i n eb®comedhert i t ude,
I, a strong assertion of personal inclination. Rochester does not‘share easy hedrt
(line 5) but he is conscious of the social supremacy which his seixumaphalism accords
him (Tilmouth2007,322). Inconstancy complieasithHo b bes’' s i dea t hat ma
in the valueless repetition of the same action, as soon he achieves a pteslsaoemes
meaningless and he needs to pursue anotteels this nechanism gratifying in terms of

)

happinessMaybe it only wasRochest r * s p Wheen teenpleasure of the moment
has to be replaced, it is not implied that the same happiness and enjoyment will be
reproduced. Among the implications of i nco

S poshsdabl e &anédwer | i Wedong |

mi n wifeesRochester
t h gRothesterLove and Lifeline 14) is a transitory moment, it is and it is not at the

same timeTheEpicurean notiosuggests that one hi@sbenefitfrom a situation because

the experience of pleasure is unigmné it is exactly what Rochester affirms in his lines.

When inLove and Lifh e wr i t es “ Al | my past |ife i s mii

g 0 n Bdchegterinesl-2) and “Whatever 1 s to come i S nc

Ptalics aremine.
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(Rochesterlines 6-7) he suggests thahé livelong minute extends thmast andthe

present, or ratheit denies the existence of tim&heonly possibletime is thepresent

instant whichis at the same time alreaghast andsoonfuture, theformer felt in the

enjoyment, théatterin the imaginationTime is not wholly graspableot everthat time

lived out of libertinism. This explains what was hinted before, that pleasure leads to pain

and that the constant call for it beconmeiserabldtself. Life can beself-fulfilling, yet,

Rochester does not deny the sufferance impsedh impossibility is manifested in later

lyrics, such ag he Imperfect Enjoymemthen he describes the failure of the protagonist

to perform a sexual act and the visible cl &
Roc hest er tosex iga reélevant aspeah of his poetnd his sexual lyrics are

often scabrousbut similarly to other pleasurethe sexual act is depicted as false and

illusionary; it cannot provide the answer to that happiness he was describinatythe

Evidentlyyi t i s true that enj oy mRoohesterTisePlaenicel| y “ du
Lady, line 8). Therefore, vinen herhetoricallyasks: Then what room for despair, since

del i ght i sRodhesterd@he sSubmissibrine 12), it is an attempt of self

persuasion which no longer exists. In libertine terms, Rochester seems to impatitehat

a life spenin the pursuit of pleasure arrives a moment when you realize that everything

has been meaningless and that besides the moment of enjoyment, which nexstgier

only remairs the bitter flavour of pain. The fear of pain is materialiseglRo c he st er ' s
more maturgoetryinthefear bound! e § K o elpan ddathengline 9), which

the poet describes #se perpetual motion towards enjoyment which culminates in loss,
dissolution oblivion andeven deathThe idea of a boundless death is recurrent in his last
poemsand might also explain why he died repentant on his deatfletlpon Nothing
Rochestedismisses the Christian myth of God the Creator of the Universe but he rather
affirms that Nothings the raw material of every element of Creation. Man is precisely

doomed to return to that Nothinggt, Rochester cannot hide his preoccupasioout the

13 This idea originates from some writings of the bisk&ilbert Burneton Rochester’' s | ast mo
where he claims that the Earl did actually repent in the last moments before his death and embraced
otherworldly beliefs. He writes that Rochester, dugi h i gavelmarfy énstances, as theiwearing
Friendship, where they hated mortally; their Oaths..
never to make good; the pleasure they took in def ami
them to comply with theirill Desiglis ( quot ed i n Til moiun hhi2® OffBumdd 729 nt e w
argues thaRochesteb e c amec f ashamed of his former Practices..b
Beast, ad brought pai on his Body ibifl.). As a mater of fact, Rochester died at the age of thilgee

because of syphilis. I f Rochester did actually pronc
to redeem him is impossible to state. However, what reaches us is Rochester complicatetteversial

nature. Until death, Rochester had placed himself, as a libertine, in a conflictual position with morality and

society norms and this aspect remains undeniable.
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idea that hislif¢ i nt o t hy boundl ess s éref). Theword undi st
boundlesss often repeated in his lines terms ofoblivion and fear to suggest that

Rochester was aware of the intangibility of his moments of pleaghich, albeit licit,

would have been blown off by the irreversibility of death.

The | ast part of Rochester’ s pmevibusy wort |
relect i ons on society iIis the poet’s rejection
enough with Hobb s thaught, Rochester seems to reject any form of dodimere are
more than single attacks society and its norm3.he churchmarof the final sectia of
A Satyr Against Reason and Mankifides 191221)is condemned in his assertionttha
reason is thenly means through which men can come to know the intelligible. Rochester,
in a very subtle manner, asserts tliateason exigd the uncorrupted and hypocrite
clergymanwould not preach(lines 191-211). In The Disabled Debauchg&ochester
affirmsthatstatmen are “good for nbnesd548)gndergese [t ha
them to be wise. Of course, wisdom for Rochester is being a debauchee, is enjoyment, is
the rejection of dull morals. The aspecttoé challenge of authority did not come from
Hobbes, or rather, 1t cameiddapfestateafnaturesunder s
For the philosopherniorder to be part ofeemmunity it is indispensable to conform to
some rules oelsewe would live in a society when there is no discussiorgomparison,
no growth.However, this aspect is considered by Rochestan artificial construct and
has to been avoided at all costs since the sensual and physical experiences only are
altogether true. It is the immediacy of the experience, thenddracing research for self
satisfaction which scrimmages with the implications of morality.

That Rochester impingedpon some main libertine statements is clear for
historical and social reasgrwe know that he was part of the wits around the courteof
King. Itis also clear that he was a Libertine throughout his life and his lines lack any form
of morality and, at some exteni@lsodecencyBut Rochester left his readers with his
personal engagemeiatthe theme of libertinismand T his lyrics arenot admirable, they

areat leastdeeply felt

Completely different I s The Lhibertinp Doo doArg o ni st
seemstoentangtth e s ame phi |l osbotpehcpmpketsly l&Rksary &osnt er * s
of humanity A dissolute character, Don John does betray angign of repentance even
in the final, hellish scen&hadwell s char acter i s ndromTirsonovati v
d e Mo EliBarladorsde Sevilla y convédio de piedrgThe Trickster of Seville and
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the Stone Guespublished in 1624At the beginning of theeventeentltentury, Don
John’ s ¢ hed a Bumpeanrtradgiattavhich would last also in the following
centuries. In England creates what Underwood has defihed o c us o f 1964, ber t i ni
11), the staiihg pointof a pattern which would have repeated in those y€amsversely
from the original characte§hadwellmakesDon Johneven more senseless and amoral
in short,a monsterHe changeshe plot andmaintains only the last bdoncerning the
speakingstatue and the devilghichtakeDon John’ s $uwhefilstheplot he Hel
with rapes, crimes, murders and violenoable to be converted intedemptionindeed,
it seems also difficulto classify the play into a genr# is undoubtedly a tragedyut
there arealso some comic interludes represented by Jaxofor example, which
moderate the otherwise brutatetchednes®f the libertine.Even episodedsike Don
John’s six wives grouped, each of them com
the same time, are instances of comic insertadtfition, the several sexual innuendos of
the play?® also bring it closer to some patterns of the comedies of the time. For sure it is
a tragedy and neither Don John nor his friends are praiseworthy chansetegheless,
in its dealing withlibertine featuresn such extreme$he Libertinds an interesting play
on which to reflectvhen we shall go on to comedy.
Don John acts with othéwo Dons, DorLopez and Don Antonio, and the three of
them represent tse elements commonly associated with libertinism: rakishness,
freethinking and unconventionality. The element of extravagance, typical of lésertin
and recurrent also in Rochester is explicithedisy Shadwell. In the prefa¢e The
Libertine he begs the reader to pardon‘tiieegularities of the play when they consider
that the extravagance of the subject forffeglt o 1 t 7 . §.hSa thnwitséems
that extravagance &scorollary tolibertinism; S h a d w e $ekm nsore & prevdnsive
commentin his attempt tshow the dangerof such extravagance not mediated by any
kind of morality.l nt er estingly enough, t hteloaoais’ act.i
Hobbesian philosophy. As a matter of fabe playopens with a philosophical debate on

senseandreaschNat ur e gave us o0 u/Nosdeesasuersasonwdri c h we

14 Here it might be interesting the artichkyy SamuelWaxman‘The Don JuarLegend in Literature ,

published in 1908Generally, the original Don John is a gentleman, he kills but to save his honour and he

behaves as a trickster with women as well as with men. Thissdtmwin the course of the century, the

figure changes its chacteristic. For instance, Shadwell s Don John i
criminal and ashamed libertine

B“For exampl e, Fl avi a’ sShadwed, aab 3, scerh le 264 litebary meéaostac a mb | e’
enjoy a walk, however it aldtasthe sexual connotation of an escap&ignificantly, a poem by Rochester

which openly deals with sex is entitliddRamble in St. James Park
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against our sengeBy nature’ s order, S e (bsadwelsTheo ul d gu
Liberting actl, scene 1, line®8-30). It is a model to follow, or at least Don Lopez thinks
so when he def i ne’ asBgninghit thé ole af the preachar of| e’
truthfulness. then sia@ahementr dtMly isEnse instr.
r i g hbid., line 145),the result of thedobbesian philosophy @man enslaved to his
sensesand deprival of any form ofdiscipline. On the contraryDon Johnagreesthat
conscience poses a | imit to our passions: *
contradict/ The onl y dberlineglo-hl).Fgamihedaopening nf al | i
of the playthe Dongeverse the notion of common sense: what ordinary people conceive
as sin for them is attainable pleasure; what is believed conscientious for them is
cowardice Another typical aspect d@helibertine is the absence of lealom. A possible
explanation of Hobbes’ s -fafimedt-aew pleaguremséhe hani sn
fear of the absence of experience, thus boredom. The libertine behaves as such because
he hates the ordinary life and the setting of goals exhorts him. As we have seen, Rochester
embodies this same fear as the possibility of oblivion, or the possibility of not feeling any
pul si on. Dori mant , ThehMan df Mddenrthe firat scenedftheEt her e g
play affirms thahe hates boredom and loves drama, the reason wkselps discussing
with ladies(act1, scene 1p. 53. Similarly,Don J o h n The imbre damger, the *
more delight. | hate the common road of pleasus&{adwell,The Libertineact 1, scene
1,lines345346)and | ater “What an excellent thing i
I nsi pi d(Shkadwelllhe Libdarting’act2, scenel, lines188189).The ‘ common
road of pl easur e’ i's the c ontvsematiage ma | and
libertine termsa limit to love and which proves detrimental to pleasure.

More specifically, sSheacdawreslof other lilmetirer act er
charaters, Rochester included. The episode with the herrpiricularly brutal. After
the Dons are forced to escape because Don
shipwrecked on a shore and the hermit succours them and offers them to stay ae¢he hou
of Don Franci sco, 8hadweliTlehibeatinedct3hsoesep linésa | man”

41-42). However, the Dons have a request:

Don Johnl see thou art very civil, but you must supply us with one necessary more, a very
necessary thing and very refreshing.

Herm: What's that, sir?

Donohnlt i s a whore, a fine, young, buxom whor e

¥ nterest.i

ngly enough TheaMarsobMo@& definedagan oracle byhis fiemd e ge’ s
Medl ey: “whe

n | would know anything of woman, I wi ||
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Don Antonio andDon Lopez A whore, old man, a whore.

Herm: Bless me! Are you men or devils?

Don John Men, men, and men of lust and vigour. Prithee old sot, leave thy prating and

hel p me to a st rsutntpiempeta. filnek nsoaw aycd wuzmseal ot s
Women love your godly whoremasters.

Herm: O monsters of i mpi et y! Are you so | ately
provoke it?

Don Antonia How! By following the dictates of nature, who can do othee®i

DonLopez All our actions are necessitated; none command their own wills.

Herm: O horrid blasphemy! Would you lay your dreadful and unhe#érdices upon

heaven? No, ill men, that has given you free will to g@oid., lines60-78).

By stating that their actions are necessitated, preordddued|opez igecalling
again that moral relativism based on pleasure and the libertine belief that appetite, not
reason, governs human action. In libertine tennas,evenvolition is possible tcexist
since man is imprisoned in safeguarding-pe#fservatiorby appealingo the senses, thus
free will cannot exist but as the free run of appefitds passage is again inspired by
Hobbes who claims that in tiséate on naturesince men are all enges, there ismright
and no wrong, no good and no evil. As Jaf f
and Don Antonio are not interested in freedom of belief but rather freedom of action
that is, freedom to commit incest, fratricide, gnd t r i2600,89% Theirinterpretation
is thus a binary belief according to which societglasnagingwvhile nature is to praise.
For selfpreservation marriage is denjedbeing considered ahreatening
convention forpersonal satisfactiomonethelessit is interesting thain The Libertine
the antimatrimonial libertine assertion is made by women. At the eve of their marriage
day, Clara and Flavia enjoy their |l ast mom
(Shadwel] act3, scene 2ines344-345), both comparing the sacrament to death. It is the
typical libertine idea, inherited by Hobbes, that marriagés sexual enjoyment. It lacks
the necessary lust which makes the relation apmedlire two Spanish girldiscusshow

libertine behaviours are carried mnEngland:

Fla: In England, if a husband and wife like not one another, they draw two several ways

and make no bones on’t. Whil e t hecoéch,sband t
t he wif e, dakerputdos bes vizard ansl whips away in a hackney with a

gallant, and no harm done.

Cla: Though, of | at e, ti
her e. Yet "tis fashionab
act3, scene, lines279-289).

’

s as unf ashi onabl e
l e for IShadwetb,o | ove

And they envy womemwho havemore freedomt o choose for their

mat r i ndbhadwell act3, scene 2]ine 293). Ironically enough they will both be
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seduced by Don John and secretly marry Htowever, with the same irony, their
freedom is also the reason for their fall for when the truth comes to the surface, they
decide to become nuns for the shame. That Don John regrékeritnism is without
any doubt. The fact that Clara and Flavia flen it offers the reader a different but
privileged viewpoint on libertinism.

OtherRestoratioco me di es engaged with th&et heme,
Rovera n d Wy c AherGendeymmansDancinllaster, contrast the freedom enjoyed
by the Englishwomen with thactual restrictions of Spanishadies. What makes
Shadwell s pl ay di stingui shabl akesithese princgdeie xt r e mi |
seems legitimate to question whether there is a moralingabesides thisdevilish
p hi | o sShauwell, The L(iberting act3, scenel, line 104). The answer can open a
reflectionbuttheplay clearly evidencethatbeing a libertine and leadiraydissolute life
always leads to pain and deatmsmuch aslobbesian philosophy demonstistieatthe
relentless state of motion can be arrested only in death. In adth&amechanisrould
also be impossible texpirg for Don John states ithe fourthact But no acci dent
alter me fr om wibic,lined12442%), cligertimeavill alwags’reméin
a libertine.

Either for Rochester and Don John, alike and a fictional character, the reward
is an untamed and unrewarded.lifée liberine has his personal view of the world which
provides him with a room only at odds with society. The Libertine can inhabit only within
his world, where to live mearo consent to his lifestyle and reject anybehavioural
standardBeing outside the social systemtiee possibility he chooses but at the same
time, it constructs and end in itself becauise libertineis forced to a tragic end. In real
life as well as in fictionhe has to be reproached and not only morally speaking,
because a life lived asnewishesis not socially acceptahlét is a misrepresentation
Provided that the libertine can be a fashionable character but not admirable, the question
is whether there is a way for him to become as such. This is whar&estComedy is

about.
1.3 The new tradition of comedy: libertine character, comic patterns and its
metatheatrical implications

RestorationrComedy is a macroategory of the dramaf the lastforty years of the
seventeentleentury.Despite the facthatit might seem a short period of time, actually
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plays faced different phases. Generally, the comedy sé¥ears is defined ¢ o ynadf d

ma n n.dHowever,as also HuméL976)notices thenameis quitelimiting. It would be
restrictive to consider all the comedies of the algeutmannerssince, especially in the

last ten years, comedy transfadits functioning.The most influentiatritical writings

about Restoration comedy distinguish between different types of comedy such as the
London comedy, the sex comedlge Spanish plotrahe sentimental comedy, one type

prevailing over the other also accordinghe decade. Originally,

Comedy (says Aristotlesi an | mitation of the worst sort
Manners.. They must be exposed after a ridic
out of their Vices in Comedy. The business of Comedy [is] to render Vice ridiculous, to

expose it to publickber i si on and Contempt, and to make

Sordid Action(quoted inHume1976 33).

However, this view is unlikely to be maintainted Restoration Comedyecause it
is too simplistic. According to Dryden, the former description applies tdahsonian
‘“comedy of hwasmaneanodel of canedydurinthe Jacobean agdf that
model impliedt he representation of a 197636} r al i mi
Restoration comedy is a wittier and more refined tyjdike the comedy of humours,
there isneither a moral nor a satirical intention in those playsamore benevolent
disposition.While the comedy of humours laughed at human folly and encouraged the
appealing of lowest human emot&ithe comedy of 16605noves pleasufe(Corman
200Q 53).At the same timeyhetherthe aim of such comésswassatiricalor not is still
controversial, forthe boundary between benevolent irony and satireery subtle
Neverthelessstating that writers such as Wycherley and Etheregesktakcal intentios
would be debatableFor the purpose of the present stutihe guestion is not relevant, it
is enough to state that the main aim of Restoration comedyovas t er t ai n. I n Ht
words

The drama of this period wampular entertainmentot for the masses (it being both
expensive and ungodly), but for a relatively small group of Londoners for whom the plays
provided a frequent diversion. Although, for some thegtrieg was apparently a special
event, occasioned bypremiéreor a holidg season, for a lot of regulars to wander in of
an afternoon was commonplaeevery often people would simply lock in at each
playhouse to see what was d®976,29).

As has already been said, significanthg subject and some scenes of the plays
were eaily identifiablein Londonordinary life and especiallgtthe courtTh e Ki ng’ s
interestin and influenceon theatras undeniableand the libertine inclinations supported

by the courfoundits counterpart in theatre. Restoration audience wanted toEetire
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of themselve®n the stage and not ey actually were—which wouldhavebeenironic
—but agheythoughtthemselves$o be. Hence a witty, refined, cultural, brilliant collection
of plays. Since libertinism was a widespread attitudbéRestoratiorage the libertine
becomes a stoegharacter buit loses the defamatory connotation which society used to
give him and becomes, instead, a master of these plageriyolling the plot, the
conversations and even the audierci#s splendour stands in the way the different
playwrights make him interach the stageSutherland commentsn it bgncesayi ng:
comedy is traditionally a Dionysiac revel, expressinguheestrained and unregenerate
nature of man, it might be expected that from its first beginnings Restoration comedy
woul d show that | ibertine spiritquotettinch was
Hume 1976, 27). Since an elevated number of studiess already dealt with the
characteristisof Restoration Comedy, it is enough to reflect on two points about comedy:
the comic pattern and wiEachelement willbe present in theharacter of the libertine.

For some aspects, the comic pattexitects the tradition of the classic comedy for
we have a couple, the par ent splots oupkpldingi t i on t
and the helping maid/servant. What changes is the attention given to the libertine which
loses theepithet of° y o ul e ¢ a u andbe@me a man‘of Wit and Sense(Hume
1976,40). It seems that in the course of the forty years the libertine chafoyebis

‘

reasonHume tal ks of the extr av atha formerisa k e’ ar

“characterized by frantic intensity, prom
reckless frivolity, breezy vanity, and devasting sel§ s u r ébiad.c 38). He(is an

extreme cmic figure exaggeratd inhis libertine beliefs bueventually he reforms and

sets down to marriage. Rather than disturbingattiside becomes comic, as in the case

of Willmore!’ where hdunges from scene to scene to approach either Hellena or Angelica

but he completely forgets the former when h
gent | e ma h972,6)idkclodesinaonme vicious categories of libertines such as Horner

and Doimant, whose libertinism is real and palpabland a more genuine category

including characterssuch asRhodophil and Palametfewhose libertinism is the

alternative to an otherwise boring lifdorner isan interesting libertine becaysender

the pretence of being eunudte canlie with almostevery ladyin the play.At the same

YWi Il Il more is the | iTHeRovepiblishedmfil67Aphr a Behn' s

B¥Horner i's the pr otThegQounirydVife, pulblished/yinc167 rahdeDprimant is
protagoni stTheMan & Mbde or SgFepling Fluttein The Man of Modé.ady Woodvill
describes Dorimant as " a \Ethérebe act, sceret,@gy2ant fell ow of
®Rhodophil and Pal amede Mariage alamodelpubllstedini6h es of Dryder
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time, unlike Dorimant or the other libertines @he Country Wifehe will not marrybut
carry on with his libertine careeln his analysis oDorimant, Underwood describes

libertinism aghe

activities now explicitly and predominantly the expressiomwhbét in earlier plays was

largely implied and secondarya Hobbesian aggressiveness, competitiveness, and drive

for power and “ gl or y hgandecunMa;calsataniv mite) vandtyn di s s €
and malice; and, drawing upon each of these frames of meaning, an egoistic assertion of

self through t A%/, @ontr ol of others” (

Therefore, even in comic libertinisme mai ns Hobbes’' s vision o
then,the encounter with a girl as witty as himgslagood enough reason to abandon the
previous libertine life and to start hopefully, new life. In the case oRhodophil and
Palamed, it is not love what redeems them but jealotfsiMonethelesseven the vilest
libertines such a®orimant and Horner do not generate huge disapprualther
extravagance, either in terms of tiiegf, distraction or narcissistic sgifeasure becomes
more important in the plays than the fact they are libertines.

FromCo n g r e v ednatherpypeaof kbertinemergeswhat Hume callghe
“ref or melane 197 #9. This(libertineseems to have already paskefrakish
phase of life and wants now to coronate his [V libertine elements typical of comedy
remain suchas the attention to the relation of love and sex and the belief that marriage
and pleasure are not mut ual | ertinescarecoei vabl e.
capable of lovevalentineandMirabell?* declae at the opening of the play that they want
to marrya lady and their libertinisns employedss a comic trick rather than the sexual
ability to pursue such aim.nst ances of l i bertinism recur
former affair left him with the care of a baby for example, but what changes is that
libertinism hasnow become an internalised practice which brought the chasdoter
more refined conceptionftove.” Al mo st e v-gatteyn beywires-girt camedy

involving a love game requires a settlement which implies acceptance of new restrictions

20 Jealousy was alsmpossiblesolution given by Rochestéor the fear of not feeling which emerges in his

last poemsin The Mistressdate of composition unknowRo c he st er invokes the jeal
because it raises love to an extretime625-26). Jealousgelaysthe feeling of satisfactiotihat the libertine

feels after he has lain with a lady, and which was these of his constant dissatisfaction. Thus, it allows

him to keep the same mistress without losing interesk&nriage a-la-Modejealousyis the mechanism

which holds the two couples together. It simultaneously accomplishes two actions: it keeps k& coup
together because they gain new interest in each other but it also opens the possibility of holding future
affairs, which increases appetite. Interestingly enough, the play is not only dedicated to Rochester but in
thePrefaceit is hinted that the Earl read the play before it was staged.

2Val entine is the povefordavepunbliskedin @605. \Bimbelyis teepmtagenist

of The Way of the Worlghublished in 1700.
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inmarriagé wr i t €1876,49uantealsd Dryden, when he is accused of encouraging
libertinism, replies that hactuallyreclaimsitf r o m v i c’&#sto bé sapposedshey
are, when they resolve to marry; for then enjoying what they desimge, they cease to
pur sue t he Iquotecd inHurhe 1878 40y The (dea is that itomedy,
romantically or humorous|yhe extravagance of the rake is reformed.

Perhaps the changewards the end of the centumas also due to the circulation

of Jeremy Collier’ s c lwhichencdumgesheashift iathee mp|l ar y
1700s to ' sent AShernview ¢f thellmmoealityyanhd. Profameness of the

English Stagen 1698 he writes tta

The business of plays is to recommend virtue and discountenance vice; to show the
uncertainty of human greatness, the sudden wirfate, and the unhappy conclusions of
violence and injusticétis to expose the singularities of pride and fancy, to make folly and
falsehood contemptible, and to bring everything that is ill under infamy and nggletsd

in Combe2008, 297).

Accordingly for Collier, Caroine drama was inconsistent with the purposé
dramaand the portrait of thébertine was in his opinion* a f i ne gent | eman
neither honesty nor honor, conscience nor manners, good nature nor civil hypocrisy; fine
only in the insignificancy of |ife, the abu
(ibid.). The other aspect Collier criticised concerns the relation between the actor and the

audi ence: now here properly smevakamng t he
Fiction into Life. Here they converse with the Boxes, and Pit, and address directly to the
Au di e quoted’inHqwe 1994 93). He underlines how the Restoration Drama was
indeed based on a common philosopityich linkedthe audience and the actors, who
seemed to createlively situationon the fictional stage. This reflection is very important
for a later discourse on metatheatre

There isactuallya last type of Libertingjifferentfrom the previousnes because
he lacks the sexual aspecbr at leasthis is less evidentAs a matter of fact, these
libertinesaremor e connected to Hobbedahwy aeequdtiea of f
important for the claim of realism and idea of decarboth aspects of libertinisrwhich
areexplained by Fujimur§l978) They have wit, nonetheless, their wit does not contain
ambiguous double senses butealing of superiorityand awareness of the fictional
mechanisms of societyAmong these libertines there akéanly, the protagonist of
Wy c h e rThedhain Bealerand Mellefontin C o n g r Boulde Dgaleytheyserve
the plot unmasking some villains by employing hondsigrestingly, also for thepthe
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reward isa marriage which appears in the conasds a mitigating elementas will be
shortly explored.
Therole of wonen in the playsalso should be considerethe ibertine always
finds his counterpart inhe figure of a witty woman who playss same gameBy
equatingthe libertinein terms of cleverness and linguistic abilitheshallenges his
personality aneestablishes herself as the ypplossible match for hinLines like those
which Dorimantsayasi de “1 | ove her , &thaegefle™Man not | e
on Mode act4, scene 2p. 107 show that she has moved him in the same way he would
have made a woman fall in love atiek episode suggedtsat if Dorimant has to marry
at the end, Haret will be the ladyHarriet is a really interesting character in this sense
since in the play she is opposed to Belinda and Mrs Laweithe three of themarein
love with Dorimant. Unlike Harriet, Belinda and Mrs Loveit are unable to hide their
feelings for him andt is precisely for what they feel that Dorimant is able to manipulate
them. Harriet instead, manipulates him as much as he has beeraddipgetends she
hates him while she is completely in love with Dorimant. It is the clash betudgic
and private feeling where Belinda and Mrs Loveit fail and Harriet succeeds. She is gifted
with wit and it allows her to outsmart not only the two girls but also Dorimant. While
Belinda and Loveit merely emerge as cast mistresses at the englafythg representing
a problem for Dorimant, Harti¢riumphantly obtains what she has been wiskiamgrom
the beginningThe secalled* gay coupl e” (Bmith19WlipftResyoratow up |l e”
Comedy is a pattern which demonstsatieat libertinism dog not reject loveyet, it
cannot exist unless the couple shares the same vAki@stty as Harriet there are also
Millamant, Angelica, Hellena and Hippolffa They all have in common the same
impulse to preserve their freedom whiekll-e s pouse the | ibertines’
becomes a game praaycehde db yp | “dt9¥ed2swihergjéSingi t h
is the new mode of lov&onsequentlymarriage also acquires a different mearang
from a simple conventioit becomes & i nd o f , the putlire \ofias ideamatch

wherelove? is involved but without renouncing freedom. The difference betweeset

22 These girls are respectively the pratagi st s o f TheOWay of theWoeld sCo n d.ove fore * s

Love Behn' $he Rovema n d Wy c hihe GénteynandDancing Master

23 Many critics have seen Restoration plays lacking the pure and genuine sentiment hégvéaave

called them “gay flirtations of i mpéndeed, thasemdre c o x c o mb
plays about loveThat love is not boasted is true but it is neither denied. At the end, the gay couple cannot

do without each other and this one of the comic instances of the plays; however, marriage becomes

eventually a compromise. Even The Country Wifavhere Horner remains unpunished, Harcourt and

Alithea advocate such a love.
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women and the rest is that they do not want to play a—rtiat of the wife— but they
wantto be persons.Adi | | amant c¢cl aims “ 1" 1[I never marr.y
my wi | | a 1iGbngneve,Eha ¥/ay rofeaie Worldct4, scenes, p. 66. Indeed,
they are the perfect match because they also pursue their pleasures.

Connectedo the gay couples the question of marriag&ather than the convention
itself, libertinesdislike the forced and mercenanypeaning ofan act which limits their
freedom.As a matter of fact, marriage is despised because it represents an obstacle
between love and lust. In libertine belief, love without lust is fruitless since it flattens the
main source of pleasure. Marriage is boring because the libertine is restiessaSity,

Marriage a-la-Modeopens with a song against marriage:

Why should a foolish marriage vow,

Which long ago was made,

Oblige us to each other now,

When passion is decayed?

We loved, and we loved, as long as we could,

"Till our love was lovedut in us both;

But our marriage is dead, when the pleasure is fled:

"Twas pleasure first made it an oallry{den act 1, scene,b. 9.

In the passagd)oralice is not denying that she levieer husband, but it ithe
monotony of marriage whictioes not keepp the enjoymentThe point is neither that
sheis not fond of her husband nor that Rhodophil does not appreciate her for he describes
“a g rDeyddn acbleseenet, [y. 19. Rutitis what he believest he gr eat e s
mi sf ort une ibidinangriageaAlsb, eHarcoyt to Alithea comments that

her

marriage is rather a sign of interest tha
mi stress, (Wherlely,The @santnhwifeact 2, scene,p. 174 underlining

that marriage has nothing to share with Id¥ence the cuakding enterprises on the side

of libertines Cheating is the possibilitthat libertineshave not to fall ito the stereotype

of unattractivehusband becausdor themlove does not lasafter consummatiory et

eventually the libertine always haeto come to terms with sociéty for otherwiseghey

will end up as Rochestekarriage becomes lfesaverbecause istopstheir constant

feeling of restlessnessd endless motion. Love thus acquires a fineaning, it ends in

marriage it the proviso is that the gidill equatethe libertinesn terms of witwhich

keepstheir appetitealive. In the end, almost every part is ¢tented.

24 The only exception is Horneni Wy ¢ h &helCeuntty V& who seems will keep on moving from
mistress to mistress.
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To conclude in terms of patterndjetsecondmain innovation of Restoration
Comedy is the introduction of another staxtlaracter, usually opposed to the libertine,
which is the *“fop’. The fop embodrejecs every
and he attempto comply, as much exaggeratedly as he with,social conventions. His
figure is almost unimportant for the unfolding of the events and the attidssrves to
fill the plot by providing the libertine with the opportunitg exercise his wit. His
attention is directetbwards fashionable clothasd mannerdnevitably of Frenclstyle
Presumably, the most significant aspect of the fdpssonviction of beinga la mode,
his selfinvolvement which prevents him to understémat his complacency is the object
of theothers derision.

Hobbes’' s t hterasrwery sighificative wieh dealing with fpgsh
charactersand it is strictly connected to the analysis of emotigkecording to the
philosopher, laughter is not a passion itself but is a reaction to the manifestation of a
particular kind of passion, namely glory:

Sudden Glory, is the passion which maketh th@genaces called LAUGHTER; and is
caused either by some sudden act of their own, that pleaseth them; or by the apprehension
of some deformed thing in another, by comparison whereof they suddenly applaud
themselvesquoted inEwin 2001, 29)

It i s always generated by an egbeliefsti c in
of superiority.The human being is profoundly egocentric and has a natural aspiration for
self-preservationand by laughing at others hatensifies his quest for power é&n
advantages himself in the struggle against other people. However, it is not a
lightmindedness mechanism, laughing is different from jesting and this expiains
example,why the libertine laughs at the fops and not at the other libertines. The fop
provides a special point from which libertines can observe their own superiority while

]

pointing out the absurdities and 3)nfirmit.
The fop is not laughable ihimself but it is his living in his own world, made of
appearances, which makes him a comic chardgterat i sf yi n g beliefisef | i ber t
superiority AsGaminiSa | gballtlypoi nt s out : “The fop i1 s | ¢
he is trying to be something iitself contemptible, but rather because he is trying
unsuccessfully to be something which, if he
(1986, 17). In the same way the libertine is a comic device to divulge some defects of

society, the fop serves tnakethel i berti ne’ s wit emerge.
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The second aspect of Restorati@ymedy ighe importance given to win almost
Il mpossi ble word to explain, wit is defined
(Fujimural978 13)and establishes itself as the soul of Restoration plays. As a matter of
fact, the eventsf the playsare based on an almost unimportant plot sihisds not what
makes them extremely captivating. The best study on wit leascoaducted by Thomas
Fujimura in hisThe Restoration Comedy of Wi978)whered r awi ng upon Hobb
division of rational faculties into fancy and judgemdrd,distinguished between three
types of wit. The firsincludes both fancy and judgement which Fujimura identifies with
ingenium,a sharp and penetrating activity of the mifdijimura 198, 18-19). The
second type of wit includes only judgement
discriminated, thatgoer ned t he wunbri dl ed f aimd,0). or gani
This type concerns aesthetics. The third type of wit is equated with fancy and it involves
rhetoric and all the figures which adorn the work of art. These last twe @&fniit are
extremdy important for the plays because they create the basis to analyse two

breakthrough elementshéfirstisthec o me di e s c fortheportrayél ofthee a |l i s m
fashionable lives of the couahd the spontaneous mirrorlofv-life in London.Realism

is intrinsically connected to the ideadd#corum “expr essed more simply
natural thoughts naturally expressed; and decorum (true wit) in art meant the exercise of
judgement i n  (Fojimara 198 &1). dncthisi senise, wit’ acquires the
connotation of naturalness and simplicity adnid relatedto manners. Wit could belong

only to a gentlean who had frequented the best society and who had learned how to

behave and how to spedlhe samelecorumalso gplies to language where wit is maybe

shown in its splendour:

Decorum of style meant natur al t houghts nat
naked, natur al way of speaking” of the Roy
required that youngnen be portrayed naturalistically as amorous, mercurial, and easily

aroused, while old men should be feeble, avaricious, and uxorious. In actual practice, the

ideal of decorum usually led to idealization and to type characters, but critical discussions

of decorum often reveal a naturalistic substra¢Bajimura 198, 53).

In terms of rhetoric, wit is associated with a specific way of speaking. The vivid
and lively speeches of Restoration comic dialogues become througthemmost
distinguished elemest'Co nv er s at i @amneflectibreon theneature of comedy
itself, halfway between the claim of naturalness dedorumand the artificiality of
language. It might seem controversiaréder both to the artificiality and naturalness of

wit butit is not. Both in gestures and speeches wit csgaferential categories which are
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clear to the reader. We are not dealing with comedies which underline the absurdities of
human action in a pule aesthetic form but with comedies which draw upon real
situations with a genuine hedonistic awhich is real and tangiblefThe aim of the
Restoration Comedy is not to ridicule a society but to enter the domaiaisgmblance.
The use of wit becomesdt a social issue, it is exaggerated because we are riecine
of comedy, but at the same tipitds congenial Wit creates in the plot and in the dialogue
a new category of theatrical action, between reality and the fictional world of theatre, it
is metatheatrical.

Wit identifies in Restoration @Gmedythree types of characters: the Truewit, the
Witwound and the Witleswhich are at the basis of the comic situatibhe Truewit is

the libertine and consistently withHo b bes’ s descr i patsceptical o f ma n
freethinker, cynic, inconstant and incoreint He refuses any form of dogmatism and
moralism,and this isthe reason why he is often appointed as immoral. As Fujimura
(1978)puts it,libertineswere against any pretence of morality which they believed to be
hypocritical. I n short, “the motive for suc
truth an(@ujimueat%8 OyS'i gni fi cantl vy, Rochester d
and livelye x pr e s s i 0 nibidg 55), tNia because it cor(cerns reason &indly
because it concerns passionbjchforthel i ber ti nes were the | eade
Witwound and Witless constitute the foype of RestoratiolComedy, obsessed

with manners and masters of excess, they believe they are Truewits but they actually lack
that taste which onla Truewit can posses$hey are, in this sense, falde.comedies,
they becaneanobject of derision precisely because of their unnaturaliiesswits“on
the other hand, ridiculed those who deviated from nature: the affected coxcomb, the
superannuated coquette, the pretender to wit, the lecherous old man, and tihe lustf
woman who affects virtde(Fujimura 197853-54). Derision isclosely related to this
point. Truewits are less concerned with laughter becausewsives a* t i t i | | ati on o
mi nd” ( B Sl)Bueraar i ng i n mi n dhedteslalioeat bugly egoi st
Witwound and Witlessire the vercomicobjects.As also Congreve explains @letter
to the Earl of Montagueontained inThe Way of the Worldheformerare characterised
by an affectedthus falsewit. Thelatterar e t he f ool s, fops which
than (@) vert?”

Since their wit i®ither pretence @defectiveelementijt is the Truewit, with whom
the audience identifies, who poses Witwound and Witless in a condition of inferiority

where the term inferiority has twe intendedasignorance about the ways of the world.
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Hence, Wit is the ability not only of understandindpe workings of life and the
incongruities of human attitudes but of mastering and manipuléigrg And in this

sense, the libertine is talented.

Restoration Comedy offers the libertine a secondilifé a special placée is able
to become a leadend be included in the society from which either Rochester or Don
John were excludedThe writings of Rochester undoubtedly encouraged the
promulgation of libertine values in drama as well. Rochester was libertinism. However,
as has been shown in Shadwselplay the libertine as such could not be effectively
rewardedT he | i bertine in Rochester’s terms 1is
society. What Restoration Comedy seems to offer is a redeeming opportunity to the
character by making him possitdgimirable. Whilemaintainng the libertineconduct of
the age comedy wantsto give tlese libertines an opportunity on the stadéus,

l i berti ne’ s batancedoya \brasigwat.nAliee an extensive analysis of the
historical, social and philosophicabntextsto define who actually the libertingas it

has emerged how such a figure was out of the society. His convictions might have been
right for himself, or for the other liber@s, but they were irreconcilable with what was
generally conceived acceptab@medyprovides the opportunity for the libertsi® be
reinserted ito society through lovdt is not a mutual agreement anymore, instéawk
becomes genuine feeling possible to arise only in some people because it goes hand in
hand with a claim for freedom.

In terms of semiotics of theatre, every aspect of the theamgpabsentation
potentially carries a meaning. The scenery, the text, the gestures and theespeech
intrinsically create a connection between the actor and the audience and between
characters themselves. Each of them pulls out a meaning that might cragteement
or rather a disagreement with the other codes. In the,piaggine charactearmainly
manage these meanings. Under the statement
real as t (veeth 2002xa)IthHe libertme i undoubdly such identity.

Theplaysthis studywould like to explore deal with one or more libertine characters
and were written in forty-year span of time. Despite the fact that the character changes
some of its features, as has been showrrdke of Wycheley is differentfrom the
gentlemarof Congreve, the plays employ the libertine not only as a charadtamatis
persona but also as a metatheatrical device. Comedies bring the libertensuperior

position compared tthe other characterand contrast him with those in the payho
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are attached to their beliefs, unable to realisettie theatrical stagefistional as much

as the real one. With a mechanism which is possible only in comedyheh@es will

be confronted with this contradiction and with a crucial choice, which in most of the time
brings themnto terms with their nature in order to create a charadérh is acceptable

on the stage. The libertine becomes a means through which comedy can reflect on its
theatricality.The next chapters wikknalyse how this mechanism works on the stage in
three areas: the plot, the language and the audience. By éstagptisnself as the leader

of the plays, the libertine governs the gtothis abilityto dupeand trickthroughdisguise

and mistaken identitiegurther, he is a master of conversation which still allows him to
triumph becausethrough conversatin, he resolves most of the misunderstandings
generated by the comic pattetris in common conversation that the libertine extensively
employs a repeoire of ambiguity anddouble entendregvhich pose him in dorder
between fiction and reality. The last aspetisselation with the audience. By employing
theatrical devicesuch as the aside, he creates a metatheatrical dramatic pattern, a sort of
“dworl d’ where the play exists. Each of
three chapters ithe attempto demonstrate hoan analysi®n the implicatios of theatre

i tself i s tantamount to the |l ibertine’s
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2.Thel i berti neod6s manidppery, ditedtianandof t he
pretence

Il n May 1712 Richard Steele wrote that “Ii
and behold the different Employments of Mankind, you hardly see one who is not, as the
Playeris,inarma s s u me d Cduaed an ¢reeaman’ 2002, 1d)th evidence to the
theatrical nature ofthe early eighteenthcentury life. Drama createsa plausible
resemblancéo human action by modelling characters and settings to social conventions
as means of authenticatiols a matter of factthere is an implicit agreement between

characters andetweencharacters and spectators that what happens on the stage is real

becausedr ama i s al ways a representation of
reciprocally imitate each otheChapter 1 has provided some background information
about thdibertine & a social figurein the Restorationagewith particular attention to
RochesterThe result, although controversialasa general degrading of the person to a
soci al and mor al guestioner whose i'nterest s
woman, wit an dtragedypuaishesBdieerdineferlhis stubbornness and
impudence. It i®nly with the comeaes of writers such as Wycherley, Congreve, Aphra
Behn, Etherege and Dryd#matthelibertinecan reach different successomedytakes
placewhen impudencés disguised asvit. In The Ornament of ActiorReter Holland
notes that Restoration comedies
explore over and over again the two concept
Hobbesian preocial naturalistic aggression, in the same way that, for exai@pharles
Il himself combined the rituals of majesty with the freedom of instinctual action. The
formality of society is reflected in the forms of the comedy; there is a correct way of being
witty, of talking with a masked lady, of conducting an affaid #mat way is not merely a
bookish repetition of others’ brilliance bu
knowl edge of the Iimits of soci al procedur
reintegration into society at the end of a comedy is dig&non the extent to which

society is prepared to find the two aspects of the natural compatible with each other and
with society (979,58).

The question of t he | i bedealtwitmiadeemyi nt egr a
We b s tPerformisig Libertinism in Charle$d €ourt(2005) The authobelieves that
the force of libertinism in the comedies serves to reconstrucbtimeptof marriage ad
individual honour The idea of comediess manual of correct behaviouis the prelude
to the stagesuccess of the libertine and the ridiculing of foppish chargaef&ient in

wit. On the contrary, the i b e rrditerative sctions on the stage grant him a primary
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manipulative role in the plots. If in life his personality was hardly unrecognizable and his
manners a kind of show, his theatrical role cannot avoid the setting of some metatheatrical
patterns Although metatheatre is a concept which was developed just in recent®ears
Restoration drama is full of metatheatrical references: plays aingumith asides, tricks
meant to the creation of subplaetsdthe development daheplay-within-the-play device
Moreover,prologues and epilogueégcame unprecedently popular in this peviaith the
function of enabling players to speak about the play just perfoontedjive the audience
backgroundnformation about the play they were going $ee Plays were sometimes
used by dramatists to defend themselves, as happdieilain Dealerin this light
Restoration dramis extremelyinteresting becauserng¢presents on the stage the,dbge
‘ ma n rofethe $e, that ageold struggle between appearance and reality

Thelibertine isnot a casuall@aracter to create such mechanisms because on the
stagehe performsexactlyashe woulddo in real life. His abilities play with his social
behaviour buthey, insteadf beng consideredlamagingare comicHarold Weber notes
t hat “The rake necessarily raises ambivale
represents threatens the stability of the social order even wpilaniises to provide the
vitality that must animate the structures of that drdquoted in Webster 2005).9The
libertine menacgthe order of society, also dhestage, because his abilag atrickster
challengesthe reality of facts anadonsequentiythe fictionality of appearance. The
following chapter will explore how this mechanism works intthésand,more in detalil,
howthe libertineas acharactemanipulateghe stagingof the plot It will be argued that
the main feature of the libertines af metatheatrical characters in generalitssself
consciousness- the charactér awareness of being a character on the stage. This
constitutes the premise éxploretwo theatrical rolesf the libertine the trickster and the

director.

21 The c¢char amhseaushess s e | f

Only certain plays tell us at once that the happenings and characters in them are of the

pl aywr i ghn dndthat imefar astthieyowere discovered they were found by the

pl aywright’s imagining rather than by his
reality of the dramatic imagination.n st anced by the playwright's
characters (Ab€el963, 59)

Met at heatre was named for the first Metathmsgre:An 1963 af
New View of Dramatic Form. have defined the conceptclosardoourr ecent’
times than to Restoration drama.
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This is the definition that Lionel Abel, thaywright and essayist/ho coined the
term ‘ me foanuldtesl aftthe genrddb el ' s 1 n sattemptstofdesign st udy
and to giveaname to a gennehich, in his opinionhas replaced tragedy. Abel maintains
that in modern age tragedy no longer exists because the playswaérietdesigned as
suchhave failed to fulfil the main requisite tife genrethe creation ofllusion. Tragedy
had always relied on theharactersbdief that what theyvererepresenting on the stage
wasreal and thg convinced the audience of the saie.a matter of fact, thiheatrical
illusion is groundedon the audience sonviction that the stage is real, alkbiéy know
it is fictional. According to Abel, thiparadigmis no longer possible because characters
have stopped providintpatsense of reality and have become conscious of their fictional
potential. Theatrical illusion isunlikely to bereachedConsequently, Wathappens is that
we have on the stage one or more characters adne factthey are fictionabeings
they know that reality liesutside the stagealbeit reality is very similar to fictiorgnd
they perform according to this neawarenessSimilarly, the audience is not involved
anymore in a process of innate belief but is rather conscious of the limit between reality
and fiction as represented by characters on a stage. The kinds ofipialygprovide this
feelinghave been designed by Abel as ‘metatheat
The pr e fderixes from &reelt literally means b e y o ndérioteshen d
notion of sharing, pursuit and chade | n t he def beydndtihcerataofe’ ‘ t h
metatheatre impdis a theatre which reflects on its theatricality. Metatheatrical is then a
play whichincludes several theatrical aspects and represents them on the stage. The most
obvious trope is the playithin-the-play?’. Abel (1963)studies the device bgferringto
the model that Shakespeagenploysin Hamlet®* The Murt her of Gonzago
organised by the protagonist discoverthe murdeer of his fatherbut it also allows
Hamlet to exploit his characterizationratherthe consciousness a playwright thahe
shares with Shakespeafiéhe device represents the form of ptey excellencén which
the performance is setionscious and represents itself (Pavis 1998, 2Z¥9palso Anne
Righter notes, “Hamlet is a tragedy dominated

devel opment the play met apl9a2ns8alikevsains i n a

%The ¢ ymol ogy of t h e caw ber fdund'inthe OxdotdhEaglish Dietionary Online:
https://www.oed.com/view/Entry/117150#eid37412815

27 The playwithin-the-play happens when a play is performed as a part of another play which is being
performed at the same momenhiheexternal audience watches a performance within which an audience of
actors is also watching a performar{Pavis 1998, 270).
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Restoration dramaeveral theatrical tropes are employed witthi@ playsas modes of
theatrical seHconsciousness.

Already from its origins drama has posed a threat to reality because both the
actors and the stage simultaneowslyand are not what they seem to be. Through drama,
real elements acquire a fictional connotation and a persght become a character in
the same waya piece of chinaalludesto a sexual performance. Metadrambabitsa
sort oflimbo between reality and illusion, a space that once exploreates layers of
fiction and reality impossible tdistinguish After this premise, it needs to be clarified
that when Abel wrote his book aiming to design metatheatre as a new genre, he
underestimeed the metadramatic potential of comedy. s relegatethe genrdo an
attitude typical of tragedy and reduddeto a basiayad life as a dream and the world as
a stage. Metadramatic studies have then expanded to irehydeing thatin drama
becones a reflection of drama itself, a theatre centred around theatre and therefore which
‘“speaks’ and ‘represents’ itself. The idea
where people are meant to represent pewmpthe form of personagéas uniqueto the
theatrical genreThis means that the phenomenon can be studied not only in tiagedy

also in other genresuch as comedysor instance, irDictionary of the Theatréavis

explains that t he *“ phenomen oautondnooassplayn o t ne
contained within another [ ...] Al 1l that is required is tha
be one that is already theatrical” (1998, 2

of antitheate, in the sense that it renounces to theal illusion,where the line between

play and real life is eraseib(d.). Therefore, thenain assumption for theatrical reliability

— the illusion that the stage is real evhis actuallyfictional — is challengedEnlarging

uponthe concept of metatheatseggests thahe techniques involved ithe genreare

diverse: parallel situations through the creation of a-plélyin-a-play, roleplaying,

direct or indirect address to the audience, desaith aglisguise or hiding of dracters,

references to other plays tre employment of physicand metaphoricalmasks.In

comediesthe libertinels hewho exploits theetools to accomplish the aim of tpé&y.
Restoration drama is very metatheatriaal that of theRestorationis a very

controversial ageln Charlesl1 s | i centi ous r &woganizerandhe | i ber

moral opponenthis lifestyle was alreadyperformative for the rest of the society.

Rochestér dife demonstrated it. The Earl of Wilmot lived his life as if it were a

performance, disguising and captivating the spectators with his scandalous behaviour.

The term‘sc a n d afitsoRestorationsociety since itwas all about fagcade. Honour
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matteredout, at the same timgoing totheatreprovidedmen withtheopportunity to find
a mistress. Men were obsesseudth cuckoldrywhich reflected a almost ridiculouglaim
for respectability Womensharedthe same clainbut theywere not disconcerted about
spendingtime with libertines These ideas are widely explored in the comedibere
libertinism, as in societychallengs the social ideology on marriage, family and
government.As a characterf h e ‘ | gang ant enamneols staging potential in
dominating several theatrical aspe&isl it is precisely in his manipulatiaf thosethat
he becomes comic bsecetgwhickeimhiect ummatkIAsaf aect a
GaminiSal gndodtoes, “the new comedy proposed itse
manners both exempigd6l7)ednadndffeavasioadappe
of disguise; it is disguisehich is imperfectly aware of itswn nature and objests and
as such it comes halfay between conscious dissimulation and the candid presentation
of the ‘' r ealid, @Aer) s o madretathgathcalltytes imtlee’fast that
he s avwareof the doubleperspective offered by the stadie inhabits a fictional world
which mirrors the real one. Reality is extremely fictitiousifeattentionto appearance,
consequentlythe fictional worldis madevery much real. By way of consciousness, the
libertine canmove in both worlds. I3 pretence orthe stage is extremely fictional for
hi mself and the audi ence ubderstandirtgfittmakesits a me t i
real for the other charactetde play with his rolethroughpretence, duperywit and
disguise in many form®epending on the perspective, the libertineathfictional and
real; therefore he inhabits thalimbo spacebetween fiction and reality which is at the
core of ay metathatrical understanding.

The keywordherea r ®@h ar amdt @ o n s ¢ | ThaBictioeasy®f Theatre
marks how originally, the term'characterwas notusedtorefertod r amat i st ' s i de
it designatd the dramatic role in Greek theatre for the mask, opéisonaPavis1998,
122). Interestingly, the Latin worlgersonais the translatiorof the Greek wordnask
During the period of Roman plays, thersonagradually acquired the characteristic of a
human being anslatisfiedthe requisite of theatrical illusiom Leviathan Hobbes writes

thatthe wordpersonmeans he

whose words or actions are considered, either as his own, or as representing the words or
actions of another man . . . whether truly or by fiction. When they are considered as his

own, then is he called a natural person: and when they are considered as representing the
words and actions of another, t Beetmata s he a
Person, is the same that an Actor is, both on the Stage and in common Conversation; and

to Personate, is to Act, or Represent himself, or anogjuet€d in SorelP00§ 361).
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This definitionsuggestshat theperson is also an actahorepreserghimself a
selfimpersonator. Theoncepts at the core of the boundary between person and actor.
Theideaof ‘personis alsolinked tothe sociologicatoncept of identityvhere thestage
represents a ehicle for its construction The above reflections anelevant tothe
Restoration theatradiscoursesfor two main reasons. ifstly, seventeeth-century
theatregoers werkeen on seeinghemselvegepresented on the staggcondly the
question ofnatural or feignedperson is at the basié the distinctionof wit into natural
and unnatural. Natural is the wit of libertines, unnatural the wit of foblracterised by

distortion and caricature of social behavioAs.Elizabeth Burns sightfully notes,

this was a continuation of the use made of the play as a weapon in the battles of
the wits earlier in the century. The drama was operating on a level at which the
manners and style of conduct of the dramatic characters were very close to that of
the greatepart of the audience, the spectators who came from the Court and the
town, plus their servants and hangeng1972,10-11).

And she also states that the mechani sm w

way in which people compose their own charactewsiribute to situations and design

sett@bmpglst should be noticed that the concepg

different connotation in the years previoughe Restoration when Ben Jonsosedthe
word ©° Ch ar tomanera’section of the plays describeachdramatis persona

providing information on the nature of the character prior to his appearance on t¥8 stage.

Peter Holland notes that through descriptioao

that isopposite to the awareness of the character as acted. Devices of this type tend to
make the play literary not so much in the sense of untheatrical as in a novelistic, fictional
way”™ (1979, 104) . Characters thessinglgi st
entities.The idea of identity connected to charastevolves a conflict between outward
appearance and real persons, which is a deep concern of Restawaiéip and drama
attempts to balance these two unstable realities. If a charactdrdisplay manners on
the stage, why coultle not assume a fictional pose in real lifg?hether the stage is
mimetic or metadramatic is a question that the libertine raigbe seventeenth century
According to Abel, metatheatre indicates the modes of theatrical- self
consciousness in drama. It is an inclination of the text according to which the characters

exist before the playwright brings them to the stage because they are already aware of

28 Ben Jonson introduced these descriptions when he \Er@ey Man Out of His Humoun 1599, yet,
playwrights did nofully usedthemuntil the 1660s.
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their theatricality(1963 60) T h e ¢ h a elfxans$cieusriess sgaramountoncept

i n Abel’s analysis of the genre since it in
attitudeswilcause ot her c¢hat &b tusherpisWwhatevarsituatenns and
he [the seHconscious character] is intent on being in. He refers to himself because he has

the capacity to make others always srefer
awareness has also the poweérdmmatize otherqibid.), which means that the character

is transformed int@a dramatisableto makea situation more dramatic, i.e. fictional, than

whatthe playwright hadriginally conceivedlIn the world of metatheatretaging and

acting renouncéheillusion and are no longer presentedaashenticrealies but rather

stress the artistic techniques and devices used, accentuating the artificial nature of the

performance.
Webster i s quThe@damennof Ao forlhiadestriptsonof an
excellentactorasewho* by a full and significant actior

sit in a full Theater, and you will thinkgou see so many lines drawne from the
circumference of so many eares, whiles Alator is theCentef (1979,56). Borrowing

the same definition, libertineis that excellent actorgonscious of his theatrical

potential and with a highly superior awareness tbé world andits * ma n nier s’
comparison witlthe other characterd.he Restorabn libertine, Dale Underwood writes,

i salwdysfully and ironically aware of this reality. He insists, in fact, upon man as
naturallysefis e ek i ng i n mot i vat i o(h957a2M).dHe mightthus¢ e s s i n
develop and plan every situation to minimise the askailing. Instead of annihilating

the audience, by his behaviotine libertineconfirmsthat the action of the plagan be

compared taeality as well as theart that he playsA striking example isprovided by

the openingscene ofThe Country Wifevith a specific framework on which the whole

play will be basedHorner isasking the doctor whether he has spread in the town the

news that Horner ia eunuch. The plagtarts already with algn which involves only

Horner, the quack and the audience. The comic eBesgtifrom the beginning and this

scene iessentiat o t he wunf ol ding of -tomseiousnbkse dsea pl ay .
character is shown precisely in this conversation with dwodwho doubtsaboutthe

efficacy of the plan:

Quack [ ...] Wel l , I have beenemitédthgerywapg be
are the first would be thought a man unfit for woman

Hor.: Dear Mr Doctor, let vain rogues be contented only to be thought abler men than

they are, generallitis all the pleasure they have; but mine lies another(Wycherley,

act 1, scené, p. 154.
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The doctor points out thagienerally young men use rumours to beonsidered
more successful with women rather than.|€&mversely, Horner is aware that he already
has a virile reputation because he is a libertine and thus he cannot spend free time with
married women as he would like. Unlike the other men, he does not need to be
consideedwittier because he already lgslie servego changehe opinionother people
haveof him from ‘“harmful’”™ into ‘harmless’ and
before the pl ay sad,the wisest lawyel meweediscoeecs tme meritd o ¢ t
of his cause till the trial; the wealthiest man conceals his ricliedthe cunning gamester
hi s jbid.a Kotner{sacunning gamesteavithin the play. His awareness is inscribed
in a framing action that represents a framed action within itseRavis svords, this

would be an example ahiseen-abyme a device used to fr ame
perfor man2d&.” (1998,

In terms ofthes emi oti cs of theatre, the individ
whose activities function to create the appearance of aaeliaracterf or an audi enc
(Messinger, Sampson & Towne 1962, L0rhe self and the character are melted and the
attemptoyt he awar e character of “maintafning or
all ows him tlhli mags i(@d)l lathiggase,"the rest of the characters
are related to the libertine in terms of roles and parts thesupposedo play andvhich
are meant to create a s hoteclashwithhgintmiens.s t he

The ¢ har aasceusriess mandestself during the plotline in several
forms. disguise, mask balles — all of those are meant to achievéhaatrical effecand
to take advantage ¢iie performance. Is the use of the fictional tools inside g ylaigh
is already fictiongla way to justify the fictionality of the play? According to Elizabeth
Burns, fictionality cannot claim any reality, on the contrary, the situation on the stage is
only made doubly fictional. She explains t6F
situations in a fictious world (1972,31). In our plays this happens through disguise and
plotting; on the other hand, the spectator steps oainaipartial role and becomes,
though unintentionally, a fictionalised character tdmd(). Burns defines the device
“r h et orthigasdhe startamgodht by which the audience can accept the character's
ephemeralness his existence on the stage.

Another important convention is the interaction of the actors as characters in the
play. Their gestures and speeches imply a connection witivaid to which theatre
belongs Thetheatrical effect s not hing but the play’s reve

playfulness and the libertine the device for this medium to be achievelhe self
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consciousness of the character brings him to a form ofefelfentialityby way of a
duplicated performanceéis will be shown, the libertine is a metatheatrical character
because of his abilityo dramatizethe othersand manipulaé them whilst creatinga
situation in which he drives them to act as he had always intended them to act. In this
process, he not only accomplishes the dramatic aim but he also achieves what he wishes
in acompletelynaturalway for the audience. It is precisely tmsechanism which makes
the | ibertine a comic character -axsstingvel | as
boundary between the stage and life.

To conclude, the chapteiill explore, still in the field of seHconsciousness as the
premise for meta#tatre, the idea of rol&he Oxford Dictionaryd ef i nes t he rol e
persons allotted share, part, or duty in life and society; the character, place, or status
assigned to or 4% deeuiotendry dsp pomts puethesrafenmehce to
‘“paarntd in particular to the expression “to
to perf or m t hsdatter descaption of role 3 mdre intefekting because the
l i bertine is not a role in the sense of ‘ch
the values of a particulasocial kind of behaviour. In this sense of role, the libertine
becomes,sii ng Pav,ia’ plwoerdsf transition between
and the character and the actor actually staged, it acts as an outline of the search for the
final c(1098r348) Tthis motion is very similar to the ideagd#stustheattitudes
t hat characters assume on the gsstusisgth®e i n t he
trickster and he maintains it both in the actiem the interaction with the other players
—and in the role- as representing a social type. The stagmoes for the libertine the

opportunity tomanoeuvret he ot her s b e hjiepaidieeuthemotalu t al so

obligatiors he wouldhavehad although unconcerned, in real life.

22 fAComic deceito: disguise and plotting

A comic patterns usuallybased on the final resolution of the events of the play
after a series of tricks, reversals, mistaken identities and obstaetrgssuch agole-
playing and disguisingr e consi der ed ‘alteeticegercepstionftiee c aus e
audienceand highlight the ambiguity of the relationship between the actor and the
characterA mode of deception that thibertineemploysonthestage s t he '™t r i c kst

It has beerthe main structural elemenh comedysince its Greek originsThe central

29Saurceat https://www.oed.com/view/Entry/166971?rskey=xxk9Ux&result=1&isAdvanced=false#eid
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figure inOld Comedywas t he “masked buffoon” (Salinga
tant amount t oenjolyrheat ofathe doerfermanedVits the rise of New
Comedy, the trickster assuthedifferentrole, thoughmaintaining the same comic effect.
Severalwerethe uses of deception in Greek and Roman comedy, as Salingar summarises,
“tricks involving doubled or feignedersonaereproduce théagreeable mistakeshat
evidently cover (and then assuage) a eesggedf eel i ng ofl1l9M4iZprsi ness”
Castelvetro, a Renai ss anmnoemerely theodelasionsord e f i n e
impostures of the characters, but the structural deceptions that result from an unexpected
movement of things in another directiqiguoted in Salingat974 95).Thus,thoughthe
trickster is an ambivalent character, his function is indispensable tdheadidial sense
of comedy between thectional and the real. At a metatheatrical level, the deceit takes
the form of dramatic fictionvhen a character is aware of his manipulative poteatial
the libertine demonstrasthis by often commenng upon the deception he plafthen
consciously on the oher characters. In this sense, libertineis similar to thefigure of
Vice in Morality Plays whose dramatic rolasto usewit and cleverness in order to
successfullyfempt man. The Restoration plays about libertines use the trickster motif as
dupery at thelot levelwhere duping episodes flank a general dupe plot. An example
whenDorimant,in The Man of Modgpretends his name is Mr Courtage only to impress
Lady Waodvill. The episode is inscribed ithe general climate of pretence where
Dorimant has to lie now and then to keep his three contemporary relat®ssfgAs
Fujimuranotes* Dor i mant can see through the device
di ssembl e well enough so t 1OE8107p THea@aatsf canno
dissembling presumes a great deal of ease which the libertinsteggmssess and which
is key tohis success on the stage.

The most visible aspect of dupery is disguiBee libertine deploysdisguise and
explores the ambiguities produced by the costume on the Blisgeise appears in two
forms, the most obvious is the employmehphysical disguis whena character wears
amask oris dressd as anothedramatis personaThe other form is a metaphorical use
of disguiseas mere plotting, treates series of subplots aplay-within-the-play which
comically involve all the characters on tsiage who respondr fail to respongto this
performance within the performandgamini S a | gné@aititains thabn the Restoration
stagedisguise is mainly used in the acti@s a trope consciously employed and
symptomatico f thethew view whichthese dramatists take of the relationship between
out ward f or m 4985 18).As foreahe audienteyHamItl Weber statest
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our | ove of ratractyputoasswverldofehedr @ay in whicle the restricting
identities and respaibilities of the workingday world can be disregarded, forgotten,
anni hilb8s 870)MdDisguise then is comic and delightful also for the audiemce
responds to the paradgenerated bituations that turn ouinexpectedly ratheihan
beingplannedAs per the second meaning of disguibe,filaywithin-the-play is a device
thathad always existed in English literature, yet, in the late sixteenth and seventeenth
centuriesit came to be used very often. According to Elizabeth Burns, theed=mande

used i n three ways: as an instrument direc
a special sort of pressure to bear on the characters, or of preparing or arousing the
audi ence for c e (1972,44n In Rastordtisn plagf thediberine uses’
it in the first way, a s actiontdwardshisduectemt t o s
Pavis describes the disguise asomertheatricalizationof t he acti ng: “it
situation as an actor plays another and hi s
various masks depending on hiAs adr@amsticr es an
convention, disguise plays on the concepts oftatbaracters and identity and involves
a conscious deception where appearance and reality merge but confusedly.

Let us analyse how the libertinesesthe two strategiesA common formof
disguisein the playsis the pretence operforming anotherrole. In The Gentleman
DancingMaster, Gerrardis transformed ito a dancingmaster When Don Diego, a
fathermaster and Mr<Caution, the aunt obsessed with honaliscoverGerrard and
Hippolita together, the couple invents a story where Hippdit@kingdancing classes
for her marriage. The pretenaecomplishes a double aim: tre one hand, Gerrard is
saved from her . foa thée btlyetr Bandiheccouplsia grantedihs
opportunity of spendinghoretime alone. In terms of metatheatfg@errard will play the
dancingmastemntil the lastact* Wel | , mi ss, since it seems Yyc
me, give me leave to visit you as your danamgster, now you have honoured me with
t he char act actZ scgnddy. t95.€onscwusthatei s only a ‘ char
the dancingmaster becomes a charaetathin-character.The role played by Gerrard

equalsto wearing a sort of masklowever,hedoubts abouhis performative abilies

Ger.: But (whdts worse) how shall | be able to act a danemaster, who ever wanted
inclination and patience to learn myself?

Hip.: A dancingschool in half an hour will furnish you with terms of the art. Besides,
Love (as | lave heard say) supplies his scholars with all sorts of capacities they have need
of, in spite of nature:-but what has love to do with you?
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Ger.: Love, indeed, has made a grave gouty statesmen fight duels, the soldier fly from his
colours, a pedant a fineegtlemen, nay, and the very lawyer a poet; and, therefore, may
make me a dancing master.

Hip.: If he were your master (Wycherleagt 2, scene, . 196.

Gerrard’'s hesitation 1 s coHearfeaeofrheal anced
bringsher to protect herselThe performancehe andserrardareinvolvedin is a way
to obtain a marriage based on logenverselyto what would happen if she married her
cousi n, and a way to expose theegfamtllsi ty of
scene 1p. 167
Hip.: And would take all the innocent liberty of the towsto tattle to your men under a
vizard in the playhouses, and maan at night in masquerade.
Mr s . Caut . : [ ...] I know you woul d’'thagit masquer
has done to others whhave been in a masquerade, and are now virgins but in
masquerade, and will not be their own women again as long as thdy liv®, the fatal
liberty of this masquerading age! when | was a young wesman
Hip.: Come, come, do not blaspheme this masquegaaje, like an itbred citydame,
whose husband is half broke by living in Covgatden, or who has been turned out of
the Temple or Lincolrs-Inn upon a masquerading night. By whatel heard, tis a

pleasant, welbred, complaisant, free, frolic, goodtured, pretty age: and if you do not
like it, leave it to us that dgbid.).

The conversation between Hippolita and his aunt anticipates the masquerade that
will be the thread of the play and which draws a parallel between the world of the stage
andthe world outsidé. Thevizard in the playhousemd thenasqueradeefer to typical
libertine situations. Whereas the libertine attitudes of the age are attacked, Hippolita
seems to appreciateemand reject an oldfashioned view of female behavioum. this
respectGerrard by becoming a danciagnasteralso serves o f o o | Mr Paris, F
fiancé.Originally, it wasMr Parishe whopusted Gerrard towards Hippolitaut the only
effecthas beel e r r autsthartschim.

Another theatrical elementith which Wycherley plays is improvisatioks a
typical device of the ltaliart o mme d i a , wheréd thed @agrs veere meant to
improvise on the stage, Hippolita and Gerrard are forced to improvise the role of the
masterstucent even if neither of themand a nc e . When Gerrard tells
do?”answmers Lead me ab ou{Wydherlgy, adt2,rscere po. 087
188 and when some lines afteiGerrard is asked to play the violin, the sceneery

hilarious
Mons: ... i f you’'ll pl ay, Il "1l dance with her
Ger: I can’t play neither.

Don Diego: What a Danciagnaster, and not playibid.).
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Here the verlplay creates a very comic situatiody Paris, who is aware of the
plan, has a clear provoking intentitmwards Gerrard. Yetyhen Gerrard answers that he
cannot play, he might be referring to the role and not to the albilityis performative
action, Gerrard f i tustion dfa@worhanibeebutthe is@lsosa t ypi c
trickster in the traditional sense of buffoon becaasaversely to other libertingke is
more clumsy. The only person far from understandings Don Diego Hippolita and
Ge r r pretehtess then comic bothwtards Don Diego and Mr Paris, two characters
which choose tammobilise themselves in Spanish and French manmkish merely
serve to set off el®@@U36pt her’ s folly” (Fuji
A similar situationwhere pretence is deceptive happens Wy cher |l ey’ s t

comedy,The Country Wifebut here the playwright brings trickery a step furtfdre
alreadymentioneds i t uat i on of Hor aeunuthworkp aseatvehidlec e of L
for him to enjoyunhampered sexual freedofie is completely successfundby the

first act he has already convinced Sir Jasper about his innocetdeh gives him the

pretext to spend time both with Lady Fidget and Mrs Squeamish without arising
suspicion. The ther libertine, Harcourt also outwits Sparkish through disguise.
Promptelby hi s | ove for Al it hedaecides ®pmploy hish’ s i
character’s awar eness o0 n with the hopeta gall ibdff. t he co
Harcourt disguises agparsorand ceates a story by which he halratherin town who

is a chaplainAlthoughth e  “dul | tri ck” (,Wy2t)hseealiseeby, act 4
both Alithea and her maid Lucy, it comically exposes Sparkish who believes that Harcourt

and his (fictional)bo t her ar e *“ Ibid.tph210. Sparkash emerges asdol (

who struggles to perceive a rather obvious situati@mbelieves that he is too smart to be

fooled andthat if Harcourtwas pretending- as he actually is— he would have

acknowl edged it Harcourt' s t e viacutdiioenn c ma
spontaneous support of the HarceAlithearelationship.
As a typical Restoration dramatic technique to titillate the audjetisguise is
employedn The Country Wifalsoin anothetmoment.Pinchwifehaslearntthat Horner
is in love with his wife and his obsessiwith cuckoldry isnot evenpalliated by the

rumousaboutHor ner > s | mpot en cup MrsPiechwifeeas amdaies t o dr e
Alith.: Let her put on her mask.
Pinch.: Pshaw! a mask makes people but the more inquisitive, and is as ridiculous a

disguise as a stadmeeard: her shape, stature, habit will be knowrd Arve should meet
with Horner, he would be sure to take acquaintance with us, must wish her joy, kiss her,
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talk to her, leer upon her, and the devil and all. Nib,nbt use her to a maskiis
dangerous; for masks have made more cuckolds than tHatesthat ever were known.

Alith. How will you do then?

Mrs. Pinch. Nay, shall we go? The Exchange will be shut, and ldhened to see that.
Pinch.: Se—I have it—I'll dress her up in the suit we are to carry down to her brother,
little Sir Jamesnay, | understand the town tricks. Comée dgjo dress her. A mask!-re

a woman masked, like a covered dish, gives a man curiosity and appetite; when, it may
be, uncovered{would turn his stomach: no, no.

Alith.: Indeed your comparison is something aagieone: but | had a gentle gallant used

to say, A beauty masked, like the sun in eclipse, gathers together more gazers than if it
shined ou{Wycherley, act 3, scene fp. 188189.

Pinchwife refuses to put a mansk woenarhiinsg w
a ma s khesynereymm for being a prostitutdle decides then that the best option is to
disguise he which, in terms of theatre, is paradoxically the sarHewever, he
underestimateacore libertine notion that the more someone or something is kept secret,
the more suspenseises Horner, conscious of the device, will play on the situation and
while he believes that “he i1 s so dcta3nds ome
scene 2p. 203, he feels authorized to kiss higher) because he is doing no wrong.
Hornerthustraps Pinchwife whg consequentlyhas got himself in a ridiculous situation
from which he cannogxtricate himselbut he can only complaiabouthis despaiaside
to the audience.

With enough sophistication, iThe Country WifeHornet sasnd Har cour t’
sensitivity towards stage techniques allows them to see behind the guise of social pretence
by which society is affected and the play as such serves to laughtet phetences of
honour and to expose the hypocrisy of the t
matters is that a person’s identity | ies in
do” ( \WO0h92) preciselyasin the Restoratiorworld.

The Roverexplores the question of pretence and miaglsettng the playin
Carnival times in NaplesWritten after Wycherleyand Et herege’ s pl ay
inevitably displays thesame ambiguityin dealing withlibertines. The complexity is
further highlighted by the fact thaAphra Behnwasa woman and shdistinguishe
herself fromthemale writers because she dslee libertine not only as a social figure but
al so as a way to explore “the004i3bylktaer si de
play, the general Carnival atmosphere appears as a kind of ritual, a ceremony which
justifies the libertine attitud®. It provides the excuse to stage comic situations which at

30 Several studies have werdined how both in Eastern and Western countries drama emerged from rituals,
particularly religious ritualsAs a matter of fact, religious performances depended on rules which regulated
movements, gestures and speeches. Medieval drama in Enlanality and Miracle plays was strictly
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the same time remain tied to an amusing climBte. lively Carnival contexs referred

to from the beginning Hel | ena soon c¢cl aims her intent

t hi s Car niThed&ovérac( 1B €céna,lp. 2 and when her cousin Callis is

sceptical about going in Masqueradad., 5 ) , s he r whhch allrthet Vorfdt h a't
does, as | am told, be as mad (bid)tHere r est ,
audacity issharedp Wi I | mor e who, only some | ines | at
ashore was only to enjoy my self a little tRisa r n i Beh,THe R@veract 1, scene,1

p. 8. The Carnival setting is also confirmed by the reference to disguise in the stage
directiors and hroughout the textwe read:enter several Men in masquing Habits;

Women drest like CurtezansMen drest all over with Horns of several s@tid., p. 8-

9), the lattera clear reference to cuckolding as one of the main structural element of
libertine plots. Hellena indeeddsest like Gipsyibid., p. 10 and thidsto be the costume

she weas urtil the end of the playHellenais alwaysmaskegWillmore, on the contrary

only weas avizardnow and then. Their love, rather than physical, as happens between
Willmore and Angelicais caused byheir mutualwit. In act 2, Willmore asks his friend

Belvile why he is disguised and he replies:

Bel.: Because whatever Extravagances we commit in fh@ses, our own may not be
oblig d to answer ‘' em.

Wil I . : I should have chang’d my Eternal Buf
nor have found me out then: for if she should change hers, it is impossible | should know

her, unless | should hear her prattle (Befime Roverscene 1p. 17.

Belvile, who for his libertine attitude is more similar tdarcourt provides an
explanation for the disguise. Wi llmore’s re
charact er’ s fanatianofemetensesbutoefnarks hiechoice as a character
to remain as he is and provides a reason for thatto be recognised by Hellena.

linked to the Church and blended religious symbolism in it. Similarly, in popular tradition, comedy and

festivity were often associated, along with magic elements, to rituals as means to sweep away evil and start

a new gcle of life. It presumed that characters assumed different identities as per the outside circumstances

given by rituals. Also comedy, as folkloristic tales, explores the comic possibilities favoured by love,

marriage or family intrigues. Interestingboak®n t hes e t opi c sTheatricalityledpéciallg b et h Bur
chapter 3 ‘" From r it u&Hakespearedrdahmaraditiond of Com&dpdciallmy gar ' s
chapter 1 ‘“"The wunfaithful mirror’ a nAhtithdaticalas Bar i s
Prejudice’

31 Notice howrecurringis the quasbxymoronic association @finocentandfreedonin the playsHippolita

talks aboutnnocent libertywhen she discusses with her aunt atloistmasquerading ag&Vycherley, act

1, scene 1, p.aI7). Also Alithea uses the same expression in a discussion with her brother (Wycherley act

2,scene 1, p. 169). Freedom, as a metaphor for libertinism, is conceived by these females as a rather sensible
concept which clashes with the more conservativesidédirs Caution or Pinchwife. It must not be a case

that those who speak this way are the | ibertines’ wi
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Wil | mor e’ s r e fing,svlaidh reprdsents a ieftpati@nroratbeatre itself, is a
metatheatricatlaim for hs libertinism.

Interestingly, Adam Beacl(2004) describesB e h rplaysas a celebration of
English natioalism with veiled attacks on the cou.r awi ng upon Mi khai l
theories about carniv&land its developmenhe notes thdtby mirroring inher play the
carnival atmosphere of the theatre itself fBehnjat t empt s [ ...] to breal
already fragileéfourth wall that separates spectators from actors in Restoration theatre,
and to channel the unruly energies of the crowd into a nationalistic, unruly Rdyd)gm
Besides the political argument, should not be underestimated the meaning of Garnival
thussignalledby masks —as a metaphdor a lively society as Restoratiamewas.

Therefore, withinB e h mplaysCarnival symbolises a world of freedomwhich
mimetically mirrors Charle’ s ¢ o thelibertiaes \hlues. Yet, the playful setting
concedes some of the excessea mixture of violence and fascination. Elin Diamond
(1989)notablys uggests that the entity of *“ Wil Il mor
court womanizer Rochestedohn Wilmot-asalsdt he name contafins “the
“wi | | ’Previguslyl l@nted at the fact that the metatheatrical concept of role is very
similar to the idea ofestus,* t he moment in the performance
contradictory interactions of text, the r e appar at us, and contemp
(Diamond 1989, 519Vnlike other playsThe Roveshowsthe contradictionsf a society
victim of affectationas thelibertine in the play isa prototypefor a patriarchal law of
val ues. Yet , i f Wil |l more’ s isqustiBed bydhesness
Carnivalcontext. It will never be clear, albeitcomigwt he ext ent t o whi ch
interaction with Hellena and Angelica makes him forgeuabite former when he is with
the latter. It only insgébes the play andwWi | | mdbergnism in the exuberant
environment generated by Carnival.

As metaphas for theatre physical mask assume aleceptiverolei n Dr yden’ s
Marriage a-la-Mode.In thesecond scene tie fourth actPalamede and Rodophil enter
the scene-Maisglne% Vi nqDrydea,ipr58dndithey seflect on the
nature of the masquerading, one definingnitast glorious inventiorithe othelextremely

pleasant.The following lines are particularly interesting:

%2 In his analysis on Rabelais,akhtin argues that there is an opposition between the folk culture
characterised by spontaneity and lauglmethe spirit of carnivalandthe official culture, represented by
the Church anthe State. Thusyhat he defines aSarnivalesquethe Carnival spiritrepresents site of
resistancéo any form of repression. Its subversive presence in thereaties comic reversals and laughter.
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Rho.: Masquerade is only vizarask improved; a heightening of the same fashion.

Pala..No, masqueradeisvizonas k i n debauch, and | dike it
mask, we fool ourselves into courtshipr the sake of an eye that glanced; or a hand that

stole itself out of the glove sometimes, to give us a sample of the skin: But in masquerade

t here i s not hi n gerrdincogbita;anté thedbolchdiscowehleaps ashad, |

and takes his laamong the wild Indians and savages, without the vile consideration of

safety to his person, or of beauty, or of wholesomeness in his mi#hidss. 59.

It is precisely the masquerade with his comic potential which provides, as Carnival
did, the oppdunity to play a social gamén the sceneDoralice is dressed as aamand
she can openly flirt with Palamede in front of her husband, who believes her sick at home.
We have already seé@owthemaskis related to the conceptpérsonathusto character
and identity. Through masks, actors become otherttiey originallyareand gradually
set a pattern of act i onhevewyktgnoledicgl sehsefey 1 mp
‘going into a new maskin this play, as in generdbr Restoration dnaa, the mask
symbol i ses ‘' anplieecontraglist@y actiagroskibiliiets which represent
diversestates of selawareness. Yet, the character, who is aware of being a character,
understands thmaskprecisely in its functiorio create tensionsn the stageHe — the
characteris able tobalancethe externedemands of the social contdogt assunmg the
quality of disguiseln theatre about theatréne masks a hybrid element tha¢flectsboth
the reality of a social conteahdthe realityof the individual.

The charactsinDr yden’ s pl ay are aware of their
theatrical space. During the masquerade meeting between Doralice and Pakdreede

tells him shall we out of the pit, and go
drawing on a typial Restoration habit of men meeting actresses itiihg rooms.The

play draws on this device to underline the pretence of sbelaviour which the play
epitomises in marriage. “Yes, sure,,the sce

p.3di s Doralice’s exclamation after having er
in front of other characters. It underlines how marriage has to do with a social pretence

and is transformed in a series of performances and artificial exchanges. The ves,cou
RhodophitDoralice and PalamedeéMelantha switch their partners anthe pattern

constitutes the main comic action of the play. The struggle beneath maraagaemore

in general social conventionRss s a pur e g amamcoofn fisdoecadta bnvel iht y :
four the same design: "tis a pretty odd kin
stakes” ( Dr yd,en53. Thixgameid pnetkat thenlieertire is keen on

playing to overcome his philosophical quest for new pleaséegame which on the

stage, conversely to lifehe libertineneedsalsoto balance with asocialseng. If the
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libertine on the stage can comically reject his moral obligations, he still has eventually to
meet a sense of reality which would otherwisedammn him.

The | ast ‘“decei t’ t hat the | ib®etine me
l i bertine either employs madness as a disg
madnessDuring the Restorationage if on the one handmadness meant a lack of
judgement, on the other haralpossible nuance was the concept of hobbyhorse which,
accordingtoLocg led“t o t he compl ete transformation o
(Marshall 1989, 413)This conceptis connectedo thetheatre because it suggests that a
character s ‘“affect ed’makeyiti@possibldfdniendosi ve t e
read the realityand this becomes comic. On tRestoration stagecharactes such as
Sparkish and Pinchwife belong to these categotiesformerobsessedy honour and
the latter by the idea of cuckoldirmgnd theyare the object of ridicule in their distorted
sense of reality whi c(bid. 4@5) Bhesa tharacters faibtd | it
read the signs created by the libertines and lack perspidaaitijre contrarythe libertine
employs madneddifferently, conscious of its dramatic power and ofrictiors such a
charactergenerate among the other charactefBhus, they use ito heightenother
c h ar argid percepsios andconfinethem in theirfoolish roles. Generally,in the
depiction of a magherson there isalreadya double layeiof meaningconstituted by the
fictional reality that the mad person believes in, which is real according to that person,
and the reality which everyone elsecepts In Love for Love,madness becomes
V a |l e n tonsoi@desformance to covex doubleaimedplan notl osi ng hi s f atl|
heritage and t e Fhisimetgthea#rical aspect ¢s hintach felw dinaes
before it is performed d@tthe characterand the audienogould need preparation fdr i
The opening scene of the playagesVal ent i ne and Jeremy di sc.l
poverty since, as typical libertine, he hasquandereall his money. Nevertheless,
Valentine is aware that he still owsemething pricelessis wry wit, and he wants to

use it to write plays asontemporary poetso:

Val . : I will take some of their trade out o
Jer . : Now Heav’'n of mercy continue the tax
Val .: Yes, |  (@aongreve, act U, scemedi 26 a pl ay

The reference to poets might be to some contemporary playwright or even to
Congreve himself. However, by this affirmatjovialentine is already drawing on the

fictional layer of theatricality and h e ¢ h arammatid avarénsssuggeststhat
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writing a play means that hasthen tobe perforned and the performance is always
fictional. He also comments on the structuréRektoration comedies in his intention to

teach Jer emy to make couplets to tpag the ¢
269. As a matter of factin Restorationcomedies as also during Elizabethan and

Jacobean theatregharactersusually closethe acts, the dialogues or generally the
interactionswith a coupletlts function is to provide a commentary on a particular scene

or a themé®. Valentine seems not only aware of his theatricality but gi$beostructure

of a theatrical text. In a®, at some point Scandal and Valentine exit because the former

has “son@Esjhhaandy tion communi c atpe3l(t¢ \G@entiger eve, s
Scandal is the other libertine of the p&ayd his thoughtgredict a trick. However, despite
theseallusions it is not wuntil the fourth act that
is acted This is seti n Val ent i hug theough Socdagni dnagl and Jer e

conversationthe audience immediatelnderstangthey are conspiring a trick:

Sca.: Well, is your master ready? Does he look madly and talk madly?

Jer.: Yes, sir, you need make no great doubt of that. He that was so near turning a poet
yesterday morning can’'t dmantodaych t o seek i n
Sca.: Would he have Angelica acquainted with the reason of his design?

Jer..Nosir,notyetie has a mind to try whether his pl
her play the fool and fall in love with him, or at least own that she has loved Hinisall

while, and concealed it (Congreve, act 4, scene 32§.

Needless to say, this scene is wonderfully writi#asterdayefers to the opening
scene of the text and it marks an evolution in the character of Valentina plagwright
to-be to a perfect actot. nt er esti ngl vy, the verb *“to | ook
pretence. Then, the whole passagees a reason fahe planand shows Val ent |
smartness despite his debauchery.

The otherintentof h e | i pedorntance af maginess, which is stdted in
the previous exchanges to avoid signing a voluntarwaiver of his heritage.Sir
Sampson, V thér,einreluctang to entrdstahis son with his mobegause
Valentineis alreadyfull of debts He would rather like his second son Baliegedly
more responsibldo care about.il_etussee how the plan works. In the case of Angelica,
atfirst, shedobt s “to have a trick put,pB@joHer [ her]"”

BFrequent aceuplidtestonesi bertinism. Notice Mirabell
modesty’' s il/l manner s, "tis but fit/ TheWaytof Thempudence
World, scene9,p.23 or Horner's “But he who aims by woman to

must be des pi Bhedountry Wifgactd,esaethed yp, 2bNot less interesting are couplets
on | ove, marri age and wo mamare liletrickh by alight &f bahde/ Whicthne ™ s “ T
to admire, we shoul dLavefdrlLoueaa4 scene b p.846 ( Congr eve,
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intuition assumes several degrees of awareness, forsnexe st at 'éssatritckk f ancy
[ try. I would disguise to alibid)anthe wor |
then* Nay, then | 'm convinced, and i f | don’ t
pl easur e (id). Yet Valemigeestill dges not resign himself and wants to

c hal | e n g ecoviotigrehbtiheisnotamad. He takes adweayd of an overheard
conversation between Mrs Frail and Mrs Foresight in which the latter suggests Mrs Frall

should exploival ent i ne’ s matdbeAngdica aonttdt they lie togethet

and he will be forced to marry hevalentine creates a subpl@ts part of his already

fictional dramawhere he will play exactiir s Fr ai | an ¢landotathEor esi g |
mightc onvi nce Angelica of his ‘' rAgan,theplmadness

is presented first by @adal and Jeremy:

Sca. fo Jeremy]: And have you given your master a hint of their plot upon him?

Jer . : Yes, sir; he says he’' || favour it
Sca.: It may make sport

[ ..]

Val.: The sooner the better. Jeremy, come hithleser, that none may overhear us.
Jer emy, I can tell you news. Angelica is tu
marry one another in spite of the Pope. Get me a cowl and beads, that | may play my patrt,

for she’l |l meet atkandwhite, ahdmalongseiltoeaver the project, b |

and we won’'t see one another’'s faces, till
then we’' || bl ush once ,pm338340. | (Congreve, ac

, an

Val enti ne’ s | iandescéds préviouslwleawitora Scardadl and
Jeremyplus the instance o al enti ne’ s mad speech~- He is
pretending she is Angelieaand his lines are completely unconnected and without sense,
whichshows Valenting s  @ldlle ab the actor of his own performance. Curious is the
sentencé may play my parin a situationin which heis indeedplayinga part. Coming
back to Angelica, it is at this point thaér love contradicts her arsthe revaluatethe
whol e situation: *“ 1 neCGomgrevelaoty, sckdep B t i | | h e
As for the second ai nwitnfthepldyalloysihimto, Val en
preservehis money because the lawygforcedto question the validity ainy document
unt i | Val entine’ s sickness i s over: “Sir,
condition” (Con,pr3&)v\ea | eanctti nde,’ ss cperneet elnce has
a richer bachelor and he can marry tleman he loves now that he knows séteirnshis
love. Almost towards the final scene, everything has come back to the place it belonged

butthere is a passage which is worth mentioning:
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Val.: You see what disguises love makes put on. Gods have beaumiterfeited shapes

for the same reason; and the divine part of me, my mind, had worn this mask of madness,
and this motley livery only as the slave of love, and menial creature obgauty.

Ang.: Mercy on me, how he talks! Poor Valentine.

Val.: Nay, faith, now let us understand one another, hypocrisy ap@tcomedy draws

toward an end and let us think of leaving acting, and be ourselve¥ and since you

have loved me, you must own | have at length deserved you should confess it (Congreve,
act 4, sene 1 p. 344.

After claiming that his love justifid his pretence- we mustremember that
Congreve’' s |ibertines belong to tmeretradit.
genuiney — he also closes the play with a brilliant metatheatrical reference. There is a
moment between drama and realityere masks fall and what remsaisreal selvesThis
is what Valentine has done and what he wants the audiemem&mbemwhen he shall
leave the stage. What Rochesterd saidto his lover Elizabeth Barryith the lines
“Leave this gaudy §andlideelylValentireigteling foRloa hest er ,
world which is full of pretenceand masks he bi ds hi s audience tocC
clear stage won’t do, wi t houtove[fdr hawe, audi en
Epilogue p. 365

As is evidenttCongreve's treat ment of l i bertin
Wycherley e r Et her e g etting hamanddferemtl neeanirfig theoplaywright
For Congree, it always carries a more benevolent and genuine connotation which makes
the | ibertine’ s wit even more fascinating.

The Double DealeandThe Way of the Worldse disguise as plotting bwith a
different outcome. Thérmerplay is moral in its intention and lacks a wdkveloped
Truewit character. In thiatter, almost every character is plotting against each other and
this create a real divisiomf charactes in groups which confusethe plotline and
under mines t he r efahe @lay.Tke Daoubld Pealsid defmeldi by g
Harold Weber a play which shows “masked int
faces that obscure themselves even whilesa k i n g 1985¢378). The libértine (
villain Maskwell is a doubledealer, hewants tomarry Cynthia and plots against

Mellefont, in love with her too. His motto is to bavein thesameway bothwhen he lies

and when hedoesot because “dear dissimulation is
n a t uGomrgreve[he DoubleDealer, act2, scene 8p,y e t he also affirn
Mask | i ke open Truth to cover QomngewfheAs t o (g

%4 The bold is mine.
A1l the quotat i Ba PouflerDealer Cohgdedeia the present t e
online edition available dtttps://www.fulltextarchive.com/page/T+igouble Dealer/
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Double Dealeract 5, scene 1). For Maskwell deceiving means converting truth into a lie

so that it does not appear as a decegiigtrasa way ofturning reality into appearance.

Maskwell, as also his name suggests, is a bright deceiver, he embodiesdiben its

most cynical and egoistic forbout, unlike Mellefont, his plans cannauceedbecause

hecarries his egoism t@pointthatis destructive for societdne of the reasatibertines

were so fascinating on the stagéexause of theharacterssocial integration at the end

of the play After the audienceddexperienced four acts wfitty deception, thegttended

thel i ber t i ne which wasngémssqb endthegame of social pretenserThis

does not happen with Masell. A similar pattern characteris@fe Way of the World

where theMirabell-Waitwell plot is meant to deceive Lady Wishfort while Mirabell-

Mrs Fainall s aimed to unmask the couple Mainall-Marwood who created their own

plot to impede Mirabellantfli | | a mvedding. Alseady in the prologue, Mr Betterton

—the actor who played Fainalpr esent s the play asanisome pl
some new thought;/Some humour too, no farbeu t t h a’t CdrsgreeeProlague! t

p. 5, introducing a play about schemgdotting and full of jokes. The play opens with

Mirabell and Fainall playing cardswhen the former seems very anxious. In the next

scenehe talks to a servant asking‘ift he gr and affair [i1s] over’”
2, p. 13 which introducesa subplot wher&Vaitwell shoulddisguise as Sir Rowland,

Mi rabel |l ' s .sFomphe begidningMimabdll emerges as a schemer and
anticipates his role of directoAlso Fainall, when conversing with Mrs Marwqod

recognisest he need to *“ prWaietnweltlhleipl dtMi r(aerndr e
18 p.5) since *“’tis ag dghe]rswould lasé to one Whe has hot pl ay
wher ewi t h dbid., pt58). Asin The&kDolibleDealer, the two libertine characters,

Mirabell and Fainallare both plotting against each other so that at some theinthole

fiction seems a playvithin-the-play andthe audience also does not know which tiety

arewatching Relevantly, in the transition betweant4 and act, MirabelFWaitwell’ s

plan has beediscoveredvhile it seemed safe at the end of the previous act. The presence

3¢ Playing cards workas a metonymic aspect for therformance and this because it creates the opportunity

of raising some theatrical met aphor s. Fainall: Have
entertain yoyCongreve,The Way of the Worldct 1, scene 1, p. 9). Entertaining is the sap®unced

in the Prologue and Mirabell draws on the ambiguity that the term creates and might allude to the fact that

he, as a character, jdayingto entertainthe audience. It is really interesting how the awareness of the

character intermingles witliné awareness of the performance. Noticealdty, Way of the World not the

only play which ambiguously works on playing cards but alsbhie Country Wif©or i | ant c¢ | ai ms
Heavens keep me from beinganompré ay er wi t h t hem” I pwg8d)hAesacoddiegy, act 2
to the OED, th®©mbreplayeris a trick-taking card game for three people using forty cakihat Doilant

means here is that he does waint to be a tricked player in his lifg|ame with womemand he expresses it

by the playing cardperformance metaphor.
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of offstage plotting scesanarks Congreves t r tomamsthdr fype of drama, which
violates the conventions of Restoration stage while trying to #e=pwithin the plot.

Yet, what the | ibertine’s userewlatonpflthet t i ng i

play’s artificiality. Charles Lyons argues

a real world of human experience [whigchijn tension wittithe worlds created by personal

and social rituals which are, in a clear sense, disguises. The comedy concerns characters
who construct elaborate images of themselves because they are unable to function
successfully within their true identity or are unatdeapprehend their true identity. In

fact, the primary expenditure of energy in this work is the imposition of some form of
mask upon theeal self (971,259)

However, what the play still expleseis th e l i bertine’s mani f
appearanceto unveilthoseaspects of society hidden lymask of affectation. IThe

Way of the Worldthe most affected character is Lady Wishfeto, notably, remains

outside the plots but is unconsciously manipulated by. bfen she has to meet the

fictional Sir Rowland, she prepares herself and behaves according to the conventions of

the coy mistressShe believeshis will allow her to save her appearance while creating

an illusionoflovesi nce her | ogic of affectantheon supp

first Iimpression” p8@ongreve, act 4, scene 1

L. Wish.:[ ...] shall never recompose my features to receive Sir Rowland with any
economy of face. This wretch has fretted me that | am absolutely decayed. Look, Foible.
Foi.: Your ladyship has frowned a little too rashly, indeed, madam. There aresigks
discernilde in the white varnish.

L. Wish.: Let me see the glass.Cracks, sayst thou? Why, | am arrantly flayetlook

like an old peeled wall. Thou must repair me, Foible, before Sir Rowland comiles; or
shall never keep up to my picture.

Foi.: | warrantyou, madam; a little art once made your picture like you; and ridgthea

of the same art must make you like your picture. Your picture must sit fomyadam
(Congreve, act 3, scenepl 49.

The cosmetic mask is a metonymic element which foilsetement of disguise

and illusion.The meeting between Sir Rowland and Lady Wishfort is a briljiaoamic

scene which fulfils oumicrocosm oexpectatios of desirabilitythatwindsupin ridicule.
Examples of characters like thesea@s® recognisabl@ other plays, such daady Fidget

in The Country Wifer Lady Woodvillin The Man of ModeConversely, the reasaf
thelibertiné successon the stage is precisely because he goes against the mainstream
and does not fully matter about social conventions: he just accepts the world as it is.
Throughout the play, Mirabelias understood that planning for the worst while giving
people the optio to act well is a better approach than simply Fainaldoes thinking

the worst about other people and then acting terribly toward them. Chernaikhadibes
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thisplay“ by t he ingenious twists and twondns of t
of moral uncertainties, where all appearances deceive and no one is to be trusted, to one
i n which both | ove alfdh,39. IinThe WayofitheMoriddhe e p o s s
two swinging modes have the function of revealing how the libertineeaaved if only
he encourages generosity and affection, which is not detrimenited liberty, as the
proviso scensuggestgCongreveact4, scene 5)On the contrary, Fainaié converted
from a rake into a villainprecisely as Maskwell. lboth characters, thdobbesian self
preservation instinct is inimical to civil lifdnterestingly,way of the world means
precisely a world- or the world of thestage— where characters are continuously
concealing from each othéeFhe libertine is just tool to expose the way members of
society manipulate appearaneesl nasks and disguises arely parts of the social game
theya | | pl ay. Harold Weber says that the com
hardly exist apart from the masks they dithvg appearance they manipulate in order to
't ve with andl9853mMi)ndhe coheesti on between t
behaviour inthe Restorationage and the dramatic performance is one of the most
insightful aspecof these play.

It is interesting to point out how the mechanism of disguise is further employed
by the witty girl the libertine often marries at the end of the play as the opportutast to
each other. Taking as an example thedastusseglay, the metaphoric mask is worn by
Millamant in a game of indifference towards Mirabell. She pretesmia matter of fact
to be interested in some Witless of the play, a game that Mrs Marwoaml geni ses as
fine gay glossy fool should be given there, like a new masking habit, after the masquerade
is over and we have done with the disguise
never admitted by a woman of wit but to blind her affairwith | over of sense” (
The Way of the Wordct 3 scene 10p. 48.

The disguise is not the only device explored by the liberioave should now
expand on another brilliant role hichthe character manipulates the plot.

2.3  Playing the part: the libertine as a director

Apart from the tricksterthe other ability wherehe libertinedisplayshis staging
consciousness is the direction. Needless to underline, the directortas betonfuse
with the playwrightbutit refers to those instancesthe plays wheréhe libertine give

theatrical directions to other charactdtscorresponds t@# b e defingtion that® t h e s e
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characters are themsehadramatistscapable of makingtber situations dramatic besides

the ones they ori gi 83 62 Rolegayipgehappensthen an ” (Abe
character acts a role dramatis persond different from the one the playwright had
designed hi m. I n t heat rrptis wittem forahle acton heBur n s
does not invent the role. Yet it is precisely at this point that the limits of the analogy reveal

t h e ms ell9A2,e)s The gharacter the libertine in this case is converted into a
dramatistandcreaesdifferent dramatic situati@ The main task of direcbor is to give

“verbal or mimed instructions concerning an aspect of dctifdvis1998, 103) The

kind of plays which accomplish the definition are relished as occasions for exploring the
concerns ba particular age. When an actor esatar character, thus becoming-

character he brings on the stage the problem of the representation of identity. When a
character starts to use differédentitieson the stage, so to speak, he designs himself for

more than one rolghis means there is another existing sublevel that the audience has to
understand and which ties that character to a situational and artificial understanding.

Congreve’'s plays ar e Inivefor Lovgghelbertmé i1 n t hi

Tattle instrucs the naive Miss Prue on the right way of making fove

Tat.: You must let me speak Miss, you must not speak first. | must ask you questions, and
you must answer
M. Prue: What, is it like catechism? Come then, ask me.

Tat.: De’ e you think you can | ove me?

M. Prue.: Yes.

Tat . : Pooh, pox, Yyou must not say yes alrea
twinkling.

M. Prue: What | must say then?

Tat:Whyy ou must say no, or you believe not, or

M. Prue: Why, must | tell a lie then?

Tat.: Yes, if you would be welbred. All welkbred persons lidBesides, you are a woman,

you must never speak what you think. Your words must contradict your thoughts, but

your actions may contradict your words. So, when | ask you if you can love me, you must

say no, but you must love me too. If | tell you are hanaso/ou must deny it, and say |

flatter you. But you must think yourself more charming than | speak you, and like me, for

the beauty which | say you have, as much as if | had it myself. If | ask you to kiss me,

you must be angry, but you must not refuse knkeask you for more, you must be more

angry, but more comply;m. And as soon as ever | make you
be sure to hold your tongue.

M. Prue: O Lord, | swear this is pure. | like it better than ousfasthioned country way

ofspeki ng one’s mind. And must not you | ie tof
Tat.: Hum-yes. But you must believe | speak truth. (Congreve, act 2, 4cen&03

In this lengthy passagédd libertine is doing nothing more than teaching her the

ways of the worldTattle employs the verb mu s t in a mimetic sense
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the chaptert was hintedat the stage as a manual of behaviour: there is a right way of
being witty and a right way of making love. Passages like tietiee world of the stage
with the Restoration worldand oth share the notion that pretence is as much real in
theatre as in real life.

As a director might do with his ac®Tattle and Miss Prue makeehearsal of a

love scene and when bskshero gi ve him a kiss, she replie.
y o uibdid.).\When he askiserto lead himtoh er bedr oo nNo,s hendreeepdl,i enso r
IBut I 11 run there, and hi dd).Byehasllearntf r om vy

the lesson and she has besore angry, but more complyiag per the instructiagiven
to her. In her reply, Miss Prue seems avedmrehearsing othestage as a theatrical space
andthis is suggestedby the reference to the curtainpattern which many theatregoers
of the time must have appreciated for the comic and ambiguous meaning.
As any rehearsal to be respected, it needs then a performance. Miss Prue wanted
some instruction in order tonpressBen anda few pages later sheputsat t | e’ s | es s

into practice:

Ben: Come mistress, will you please to sit
by you.

M. Prue: You need not sit so near one. If you have anything to say, | can hear you farther

of f . |l an’'t deaf.

B e n: [ shortofftbe ¢hing is this, that if you like me, and | like you, we may chance

to swing in a hammock together.

M. Prue: [ don’t know what to say to you,
(Congreve, acs, scene ]1p. 313.

Still remaining on Congreve, the other ploitirector is Mirabellin The Way of
the World,in her planMrs Fainalldirectly askMirabell* Whom have you i nstr
represent your pretended ,pR3 heelténcevhiChongr ev e
shows Mirabel Bandaldsior etchd n@t hse&kri | d hasamct er ' s
i nstructor. The reference to Mirabell s in:
have instructed her as well as | could. If she can take your direcgsoreadily as my
i nstructions, sir, your affairs are iIin a p

i nstr udcQomgevenaet 2, scene@. 3839). When Waitwell has to disguise as

SrRowl and, Mi rabell asks hi melf—andltrdansfooro u e nd e
into Sir idRKgwl avhid?abe( | I's employing the pl
dramaand masteringg h e ¢ h adtians Newertheless, Mirabell shares this role with
Fainall. Ths latterordersMr s Mar wood: “hide your face, Vyo
wear it (Longnevenachz, Scene @ 3). The framework of the play where
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Mi rabell s pl ot | takes dhe goors & @dstruggle befneennveol | ' s
playwrightsbutonly one of tleir* decei t and f(ibid,p.80i®supmosedr et e n Cc ¢
to be successful. Actually, even in directing the key is always the:sarderstanding
theways of the worldrFainall has been so involved in his plan that he has forgotten to act
and he hadeft his egoism and greediness prevail over the spontaneity of love as
represented by Mirabell. The ending of the play is revealing. At the end of the last act all
the characters are gathered in the same stefay. day! what are you all got together
like Players at the end of the last Ac{€ongreve, act 5, scedg, p. 95 whose effect is
a continuous setting of the theatricality of the event: theatricality and reality are
interwoven.The epiloguef the play spokeby Millamant reinforces the ideaSo poets
oft do in one piece expose/ Whdielles assembléed coquettes and bedugCongreve,
p. 95). Should we look too closely to characters in the play, we would only discover that
they are based on reality

Anothe play in which this element of direction is beautifully explored i
Et h e r Thg Man ®f ModeYoung Bellair and Harriet have been matched by their
parents, yet, they know they are not in love with each other since the libertine Bellair is
in love with Emilia and Harriet really likes Dorimant. They create a subplot when they
pretend being in love:

Young B.: If we give over the game, we are ureldiWhat think you of playing it on

booty?

Har.: What do you mean?

Young B.: Pretend to be in love with oarother! Twill make some dilatory excuses we

may feign pass the better.

Har.: Let’s wus do’t, if it be but for the d
Young B.: Can you play your part?

Har.: | know not what is to love, but | have made pretty remarks by beingna then

where lovers meet (Etherege, act 3, scene &).

To play it on bootyasindicated in the footnoteS(a | 9188, &1),means “t o
join with other p | atheepassagahans Young Bellair and e " . Th
Ha r r plantof metence and dissembling further underlined by the metatheatrical
expressiorcan you play youpart? Their ability is soon tested by the entrance of Old
Bellair and LadyWoodyvill and the feigned couple is immersed in a play of mutual
directiors:

Young B.: Now for a look and gestures that may persuadel am saying all the

passionate things imaginable

Har.: Your head a little more on one side, ease yourself on your left leg, and play with
your right hand.
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Young B.: Thus, is it not?

Har.: Now setyour right leg firm on the ground, adjust your belt, then look about you.
Young B.: A little exercising will make me perfect.

Har.: Smile and turn to me again very sparkish.

Yong B.: Wil!|l you take your tur youreyed, be i ns
and then settle a kind look upon me.
Har.: So?

Young B.: Now spread your fan, look down upon it, and tell thestickewi t h a f i nger .
Clap your hands to your bosom, hold down your gown, shrug a little, draw up your breasts
andletem f al | agai n, gentl vy, with a sight or
your hands, snatch it to your mouth, smile, and with a lively motion fling your body a

little forwards. So- now spread it; fall back on the sudden, cover your face withdt, a

break out into a loud laughtertake up! Look grave, and fallfanning of yourself-

admirably well acted (Etheregéhe Man of Modeact 3, scene,2p. 8283).

In the first part of the passagis Harriet who gives instructions to Young Bellair
then he exchanges the favour. As a director, Young Bellair wants Harriet to perform well
and at the enche compliments her by sayingell acted.Furthermore, there is another
element which adds value to the metatheatrical essence of the passagelladiaénd
Lady Woodvill are observing as if they were the audieattendinggeneral rehearsal
They believe in the coupl e’ sspdilsthe pretende.i | e t he
Harriet recogrses in Young Bellair the libertinevh o  “ f r oninlooksnnmakec e
scandal ous ¢ o n cTheManiofModsact 3, scéne,.83. ¥oyrey Bellair

answers that he has | earnt by observing “ev
(Etherege,The Man of Modeact 3, scene,2p. 83. It is very compellingthat he is
paralleling the worlaf the stagavith something that commonl happened i n the

of fashionable societywheretheatre was one of the main sources of love affairs for
libertines. Interestingly enough, it is a comment which makes even more sense during a
play whichrefers toplays in general.

In the nextact Harriet is called to perform according to tfeeeivednstructions
in front of Dorimant who is caught by her manndrseir exchange (Etheregeéhe Man
of Mode act 4, scene,p. 106107) is all about manners, affectation and full of parallels
with theatre for she describes herself diffeefromthosew o me n wh o[maka]t pl ay s
the deux yeux to a whole audience and at ho
she says that “beauty runs a g staga,twherei sk e x|
the ugly and the f oolbid} Harriatlisla fizeraetresfheee t o
acknowledges the power she has over him and, through her performance, she achieves
the love oathsf a lover rather thaaf a rake which distinguishes &rfrom both Belinda
and Loveit.This playful game of direction and theatrical parallel is underlined by verbs

such agput on, turnanddrop“ I f it be on that i1dle subject,
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turn my head carelessly from you, dropmy lip, lstmey el i ds f al |l , an
eyes— thus— while you buss a speech of an hour long in my ear, and | answer never a
world. Why doyounotégi n?” (The tMénefiMedgaet 4, scene,lp. 107. It is
lovethatengageshemin this game of instructia@) rolesand fiction.

It seems rather playful to conclude the chapter with a&etample of direction
to further stress why the device is so brilliantly used by libertine. The example concerns
P i n c h weomiciestrustions tcis wife about the letter shas to writeo Horner.As
has already been stressed, Pinchwife is a ridiculous character, heéagconcernfor
cuckoldry with prompts him to act out of impulse. After his plan of disguising Margery
as her artificial brother had sorted no other effect then ridiculing him, he now wants her
to writeHorner a letter by her own hand. The scene is full of impesativeéch comically
echo all ©Dhet hexangplese vi ous

Pinch.: Come, beginDjictateg* S r ’

Mr s . ‘Pi nc h . . S h aYiou know onessayyg always Bognathing Sore thaf?

lI;ir(;lctrm:eWrite e?sll tzid you, or | will write whore Rithis penknife in your face.

Mrs. Pich.: Nay, good budShe writep * Si r ' Th&/@ourtineWifaet ¢, scene
2, p. 215.

The whole scene develops with the same pattern, Pinchivdsorders and Mrs
Pinchwife obeg them. Wycherley brilliantlyconfronts the stage direains about
Mar gery’'s act i onisectionswrites, tales thelpaper bna readls, kolds
up the penknife, reads, she writes, she writealbmespond to what Pinchwife has told.
By keeping her under contrdPinchwife unconsciously liberagher sirce he has now
taught her how to write a proper lettiis nota coincidence that the libertine is involved
—though passivelyin the situationAs soon as Pinchwife leaves the rotorget some
wax and a cand]éMargery writes her own letter to Horreand replaces the formaaith
much spontaneity and naivety, she skilfully deceives him by switchingvthketters so
that the right one might reach Horner. With undistinguishaiiéserness, Horner
understands the game and playspart: Is this a trick of his or hers? (Wycherl@je
Country Wifeact 4, scene,3d. 226§ and when Pinchwife asks him whether he expected a
kinder |l etter, he ansibeé,ps22) No fait h, no

Hor . : Well, I mu e’ en acquiesce then, a
Pinch.: [ assure it was voluntary wr
Hor.: | do believe thee, faith.

Pi nch.: And bel i amaentceaturet haonp didsemblingsirhher. s
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Hor.: Pray, however, present my humble service, and tell her | will obey her letter to a
tittle, and ful fi |l The €untrgdWikactd,escene[d..2§. ( Wycher |

Not only Margey has outwittedher husband after hasserplayed ragdgut Horner
alsoreinforcesthe comic effect of his ridiculindgJntil the moment of the letter, Debdra
Payne writes, “Margery fails to connect ac
| anguage, gesture, and meaning can be conne
(1986, 406). Horner ' s affacshepprelapsdannavetycd f f ect o
acountry wifePi chwi f e’ s di roppogedonHprned lsvhol justtintlees ar e
previousscene with the Quacknprovisel the role of a directoaind instruaddthe Quack
to behave aa member of thaudience* step behind thecreen there, and but observe; if
| have not particular privileges, with the women of reputation already, Doctor, dlready
(Wycherley,The Country Wifeact 4, scen8, p. 219. As a dramatist, Horner s stage
where he controls the Quatkand Lady Fidgét s a and,iwithrthe lattehe will stage
the famous “China Scene”. At sderhoestragertttht of t h e
he constantlyorcesthose around him to forget about common notions and to régpon

his samalistorted sense of realiBndmake play oft.

This chapter has tried to show what happens when a character gains awareness of
his artificiality and employs it in the mechanisms of the plot. As a figure, the libertine
uses manners, wit ardharms, all weapons he takes from the realitthefRestoration
context, to make his actions spectacular. By recognizing the ridiculing potential of his
contemporaries, epitomised in the other characters, he funnels their action, so to speak,
plays withtheir fagcade of honour and with a general baroque aesthetics which privileges
appearance over the essence. He does so by exploiting typically theatrical devices, such
as disguise, a main element of duping plots, and directingh€xme hand, the liberten
serves to display mimetically a cultural and social reality, on the other hand, he offers a
quastisatiricalallegory of the culturéself he displays.

The | i bertine’s manipulative abilities,
chapter, will also be reprised in the next section of this study but with particular attention

to the language that the character uses and its rrelpdeceiving value.
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3. Libertinebdés metalinguistic seduct

“Comedy is a Representat.i 689),ttsHeomemmon C
enters the huge debate about the comedy of manners and whether its aim was mere
entertainment or ridiculing. However, t he
‘common’ , swemusarefertolkanddasabositianguage theseventeenth

century First and foremostthe Oxford English Dictionarysuggests that the original

meaning of the word conversation i ndi cat e
world or in society; b e h a v duang Restorationdtteat or ¢ o |
Its meaning starts to shift to the more rec
di s cour ¥ getohe former ledaty of the word was still maintained until the first
half of the eighteenthentury. The fact thathe Restoration plays employ a language
implicated with manners and tinged with contradictory moral meanings is evident
enough, ag is evident that the libertine is a character who directly plays on these attitudes
by drawing on the idea that languageaigprimary vehicle to jeopardise the moral
obligations of speeches.

As we have seen, Hobbes was an inspiring philosopher for libertines but it has not
been pointed out yet that his thoughts also concerned language. Originally, language was
conceived as aeans to express the truth about a sentence, what first Plato and then
Aristotle definedlogos.| t meant t hat “speech endow[ ed]
provid[ed] the means to order our I|lives rel
331) and that no world could exist outside language. As a consequence, language was the
expression of trin. Contrarily, Roman rhetoricians, Cicero and Quintilian especially, had
used language differently, considering that not always what was expressed through
language was reliable but language was simptgkan by which we could express
something that mighdlso not be the case. Then, when language can be manipulated, we
enter the world of rhetoricReturning to Hobbes, the philosopher, in line with
seventeenttentury ethics, supports a scientific use of language because of its clarity and
lack of ambiguity yet, he still recognizes the power of rhetoric to improve social and
political mattersHobbes, as Foucault three centuries later, suggests that language has an
effect of power and, interestingly, such a theory started to take form, albeit

unsystematicdy, in the seventeenth century. Although Hobbes opposes an exclusive

37 Source ahttps://www.oed.com/view/Entry/4@B8?isAdvanced=true&result=1&rskey=rxGlat&
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rhetorical use of language, he still recognises that the power of speech on the mind is
partly rhetorical. He shares with the ancient schoolsitiien of ademagogic power of
speechhemaintains that truth without elocution is powerless and that any speech would
needenergeiathat force which makes it rhetorically compelling for an audience. If we
apply the concept to the libertine, it is not what he says in the comedies, which enight b
morally argued, but it is the way he conducts his discussions that simultaneously
convinces us and empowers him.

The diverse seventeentientury theories about language have all the same aim:
to dismantlethe former leading idea dingua humanathat is Adam’s natur al
ability to name things, which implies a univocal correspondence between signifier and
signifiec®®. We should keep in mind th#te Restoration years are transitory between
Renaissance and Enlightenment where the focus on scienca#ramatical discoveries
are symptomatic of the neéar a plainer language by which philosophers could speak
the truth. As a matter of fact, the main issue about language is whether rhetoric, with its

artifactuality, is able to do séit the beginning othe centuryJ ohn Mi |l t on’ s c| ¢
idea of rhetoric blames the speaker for the meaning of the words he uses. Milton believes

that the speaker can use words to manipulate a discourse and that eloguence is the best
ornament of a speech. Yet, he does myose eloquence touth but recognises that

el oguence shows “how good, how gainful, how
honesty and justice” (quoted in Thompson 189
know the subject the truth— of his speaking. Knowing the truth and knowing how to

persuade are complementary arts. Towards the end of the cemtLi6g9,John Locke

wrote An Essay Concerning Human Understandingere he trid to explain the
understandings of the mind. He cla&dthat, at first, our mind is &bula rasa,a blank

empty slate which acquires understanding thanks to the experience coming through the
senses. Theeacquisitionsthato ur mi nd g ai n sandbocke naathidde d * | d e
that our empirical knowledge of the world is made of complex and compound ideas. Also

language is an idea. Thus, Locke completely reverses the notioratfral languages

%8 The secalled Adamic language or Edenic speech is the language that, according to Genesis, Adam used

to name all things mandated by God. This golden myth of a transparent and pure language was very popular

in Renaissancphilology and influential in later theorieblilton, for example writes thatlinguae divitus

procludubio datae suptanguages are without doubt divinely given (Thomps®4193). Yet, the Genesis

al so nar r at edatenphtaréachaHeavenly knomdedge, $od confused languages in the Tower

of Babel. So, while mankind had originally spoken the same language, it had later become largely
influenced by man. The main theories about language in the seventeenth centuryrtrgte t or e’ t he or i
integrity that language had lost and to use it as a vehicle for truth.
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described in the Bible but implies that languagaristrary. And if language is an idea
marked in our mind, it can be manipulated by the use of reason.

The | ibertines w a -yvay thése svp positiknis andthesea p p e n' s
preliminary notions, the chapter will explore haweir ability works upon othe
charactersminds which is not a purely rhetorical ability but rather a deep awareness of

the notions of wit and societyThe emphass that Restorationsociety placeson
appearancand libertinism are the two poles on which the comedy of the age is based. If

by exploiting hisrole, asl have explored in Chapter the libertine can play on ¢ke

poles he can replicate the same behaviour with language. In partitdatibertine

exploresthrough languagéwo significantconceptdor the Restoratiorage the pursuit

of truth and a correct soci al ideol ogy.
implies a condemnation of lying. Yet, paradoxically, the libertine is able to express the

truth by lying and by employing suited® gent | emanliny oo rivhe moatoitdher
a parodic ai m. This is because the charact
introduced in Chapter 1. Before going deeptyihese matters as employed by the plays,

this chapter will hint at some ideaboutlanguage inle second half of the century and

alsoatthe more contemporary theory of speech acts, extremely important to understand

the performative potential of languag® the theatreand particularly the libertines ™

because, as Peter Holland sdgsery fragmet of t he event potenti al

(1979, 19) In this sense, the dramatic potential of verbal events beconmidedsn

3.1 AHe has witchcraft in his eyes and tong

In its function to impress the speaker, rhetoric bfisn been compared with
theatre because also the latter employs a series ofdigiuspeech but othestage. In a
very insightful work, Rose Zimbard@1998)works on language ideas in Restoration,
which she defines, borr oowgy,g ‘HzaéhesworBghtuinretn’b,e r
in which a prior order of thinking is deconstructed and it coincides with the predisposition
towards a new one. The point of departure
‘“reality’” nor to experiencefanyinlyiurag eé x dept
she has demonstratdtie impossibility of understanishg the Restoration comedies
without analysing the meaning of language because language is intrinsically connected
with experience. Let us then explore some of the main pointst ddoguage irthe

Restoratioragein order to approach the plays. The seventeeatiury breaks with the
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previous belief that |l ogic and rhetoric be
degree to which they amplified the truth they conjointhcdisv er ed (i . e. , “ 1 n\
the process of di sseminating it?” (Zi mbar do
manipulated, it means that truth, expressed through language, can be manipul&@ed too.
the contrarythe prevailing position of the centurytiet language must be mimetic. Both
Wilkins and Boyle Loc ke’ s p,rbelidve thatssisce meglity is empirically
observabl e, | anguage functions as the expr
indeed was a compulsory faculty which tested tralidity of any truth expressed through
language. For Locke, language is a psychological matter since, as a result of the Ideas of
ourmind,jiti s “t he servant of thought” an4g “a pas
21). The important step that languatijeéin the seventeenth century was to be considered
“di scour se”, t hat is to say, to be able to
itself. So to speak, judgment along with a language which spoke the truth were the two
basic requisites. Needless say, these philosophers were against the art of wit,
considered dangerous in terms of semioticssend t abl e i n i ts meaning.
inparticulars ees | anguade’ adswaap omwbdb, amdsiacemibi guous
cannot claim anyintrinsict r u t h Markldy1988'30) (t might also be ontologically
subversive. In particular, Boyle argues against wa dangerous form of discourse. On
the contrarythe gent | e manl'’y agqalite\idealasdéashiomable style of
conversationio be adoptedRhetoric starts to be reckoned as a corrupt way of speaking
and an obstacle to reasoning. Significantly, what these philosophers attack is the
rhetori@l use ofmetaphors Hobbes i n particular, says tha
ambiguais words, are likggnes fatui;and reasoning upon them, is wandering amongst
i nnumerabl e absurdities; and their end, con
Markley 1988, 42).

The purpose of this chapter is not to list the different positiodar@guage irthe
seventeenth centurgnd, since othescholarshave already done ¥ we might only
summarise that the main contradiction of the age is that, albeit almost every writer is

concerned with the implications of language, none is able to create a proper theory. In

®Really good texts on théeéamgtage &ane Wyespbhomly| d\hdsnpp b
Chapter 1 Restoration Philagphies of Languageand Chapter 2Restoration Ethics of Languagdrobert

Mar k|1 Tewo sEdg 6 d, esperiallp Chaster 1The Dialogics of Style Chapter 2'Contrary

Affections: Language and Ideology in the Late Seventeenth CérsndyChapter 3Nature in Disorder:
Fletcher,Drydenmd * t he Go nRiocske sZAtizdtoepbind oé speci al | ywoBlk apt er 1
to ExperimentaPhilosophy Language and Logic at Restoration zero
of Restoration DecoAstakectamesSassaygy’ ‘' @ahd RPwpuh of a
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addition, while these writers claimed that rhetoric was dettiahém the pursuit of truth,
sometimelaywrights continued using elements of rheterimetaphors, similes and
anaphors- for their dramatic potentiaFor the ethics of the century, all the components
of rhetoric should be banned as charged with a rgesastray from truth.

Dr yden’ s aboutstyleé and its snwelvement with comedye distinctive.
As one of the first playwrights in 1660s, he masters both the rhetoric of the previous age
— Shakespeare, Fletcher and Jonsamnd incorporates new styiic ideas in his own

plays. Dryden believed that duritige Restoratioragel anguage was ‘refinec

It is therefore my part to make it clear, that the Language, Wit, and Conversation of our

Age are improv’'d and fraesinLdt absveohshdeer] |
refinement of a language principally consists: that is, either in rejecting such old words

or phrases which are ill sounding, or improper, or in admitting new, which are more

proper, more sounding, more significant (quatedhompson 1984, 48)

This notion of refinement is intrinsical
the“propriety of words and thougfitgibid, 78) . Thi s propri-ety bel
willed rebel’” who knows ty. Acording tmDryden, viite t we e n
intermingles satiric truth and fashionable style and so it becomes a verbal construct that
does not reduce comedy to a low style but, on the contrary, brings the genre to a more
complex understandingRestorationComedy is bas& on the efficacy of linguistic
communication to create action and one of the functions that Dryden attributes to wit is
“the aesthetic ideal that gestures towards,
and b e hMarkieypl988 "78). Using wit represents a sort of compromise not to
sacrifice, in the comedies, an expected linguistic ideal. In Dryden, as also in the other
playwrights of the time, wit is mainly used by libertines as a way to justify their call for
pleasure and to verballpanoeuve the other charactens a pretencelevoted society.
Furthermore, wit is an important part of 1
the reasonthis has been mostly attacked is precisely its reading as sexual licencing. The
problem with languageand this is probably a problem ali times is that it is always
connected to a kind of ideology. All linguistic theories, Mary Pratt explains, encode

certa n soci al val ues or i deol ogi cal deter mir
wit; if it is meant to represent the ideology of a social form it is then defined as an
unnatural form of speaking because it does not constitute, for the ethics of ¢hea tim

plain form to express the truth.
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But how does the issue @presentingruth influence the plays? The seventeenth
century discourse about the obscurities of languageredelfentiality is actually
di smantled in the plays that, on -etdlgé dcontr
weapon’ , still expressing the truth about
comic masterpiecéylarriage &la-Mode uses linguistic wit to explore the limits of a
socially accepted ideology, in this case, about marriage plEysvright claims it from
the dedicational letter to Rochesterdaffirmsthati n t er ms o f iediihe |, he h
gallantries of the courts, the delicacy of expression, and the decencies of behaviour from
[ hi s] thasrestablshing ‘a clear linkith the use of language as the mirror of
social matters for its own sake. As Loftis and Rodes note,

The deployment of language Marriage Ala-Modeis indeed so accomplished that it

becomes not only an act of communication and lively characterization but of pleasure,

fulfilling, perhaps for the first time in Restoration comedy, at least to so highraejeg

Hobbess def inition of the fourth use of civildi
and others, by playing with our words, for g

oy

Al so, the reiterative use o tesushoethewor d
play by highlighting that all action is based on a social use of language. As for the
compromise between language and tritths also connected to the notion of wit. The
baroque aesthetiof Restoration pays much attention to appearandeackad by
|l i bertines as mechanisms of ‘ abyfteaseaft i on’
wit, what they considered falssda pretence of morality and religiovet, the reason
for such attacksrose from alesire for truth and honesty. Mgnl s pl ai n deal i r

precisely this aim: not to whi sper [ his] h
signs or mouths over his shoulders, whil st
(Wycherley,The Plain Dealeract 1, scene,lp. 397). The plain dealer recognises the

need for truth but al so t haibid,tphdd683where an ag
“truth is a fault a Bhe Mainl Deale@Psologwe pt 395. ( Wy c her
Relevantly, Hobbes links the idea of wit talpement so thdte does not considerit a

purely rhetorical concept, as attacked by the moralists of the eighteenth century, but a
guality of the intellect which corresponds to the idedemiorumThis concept has already

been analysed in the first chapbutlet us recall thalecorum* was never an art
code of manners [ ..] It was a vital i deal , a
intelligent and cultivated person aspired, and it implied not only intellectual

discrimination, elegancedn sound judgement, bug8 2Mm.at ur al n

77



Hobbes's reflections on wit show that the
clarity but is rather a means foaturalness:And where else, but on stage, do we see/

Truth pleasing, or rewarded honesty¥ycherley, The Plain DealerPrologue p. 395.

As a philosopher dear to libertines, Hobbes not only provides some indirect philosophical
background of their behaviour but also the direct justification that their verbaisere

not immoral as much as the expression of the true nature of a gentleman, which is

intell ectual . So j udgment 'seventeehteentudy ac ul t vy
philosophers of language, can also be an aspect of what they considered dangerous sinc
wit is a form of intelligence.

Nevertheless, the questionisnotsocleart because the | ibertd.i
dissembler, also in terms of language, complicates the matter. In the seventeenth century,
lying was controversialot onlyfor the questia of saying something faldmut rather for
speaking with the intention of deceiving. A
an age is this and what a world is this, that a man cannot live without playing the knave
and dissi mul ataampsor?1984,18).uBattaeedve sune that bur libertines
lie? And to which extend lying is to be condemn&ti@ ntention is at the core of lying
because words ‘weight’ and they are not r e
Bacon’ s eSsisnauyl at Ob n and Di ssimulation”, he

distinguishes between three stages of lying:

The first, secrecy, is when a man leaveth himself without observation, or without hold to
be taken, what he is. The second, Dissimulation, in the imegathen a man lets fall

signs and arguments, that he is not that he is. And the third, Simulation, in the affirmative;
when a man industriously and expressly feigns and pretends to be that he is not (quoted
in Dzelzainis 2002, 238)

So, there is a delibate simulation which intends to deceive and an acceptable
dissimulation which aims to mislead. These aims give rise to two lilgpstnomena:

when the | ibertine simul ates’ he consciou
when he ‘' dheouwwitsnthe adherelsatacters. Seventeeatitury scholars

argue over the literal and figurative use of language, so to speak, when words are not
natural but becomartificial. From thence, the afoigtated condemnation of metaphors
consideredinanaet r het oric “the infallible sign of
1984, 30) and the inclination by poets and playwrights to shift the linguistic focus to the

not i o m rAsédevice widely employed in poetry, a tigresponsible for suddenly

‘turning’, then changing, t hteedevicepantdbutedd a | i n
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to the "“pointedness and cons BnB)aahdewase!l eganc
appreciated because its vividness allowed characters to express their &dsungstopic

in a more natural and clear form. It worked eifeine topics used were not immediately

connected because the attenttomed from the quibbling rgme to the thought. This

shorthand communication is witty because it is plain, clear and lively. First examples of

turns are what Dryden recognisesaasademark in the poetry of Waller, particularly

appreciated by Rochester and often quotéthie Man & Mode*° Dryden says that once

he recognised those elements in Waller, he noticedhéiamselfhad already used them

in the plays, albeit random|yand that soomt her aut hors also start
elements for witty dialogues in th@ays (Fujimura 193, 23). Brilliant examples are

Hor nea "marriage vow is |ike a penitent game
penalties to stint himself to such a particular small sum at play for the future, which makes

him but the more eageand not being able to hold out, loses his money again and his
forfeit to DbToheGountry(WNsaat h scene,ipylfy,“ Women, as you

say, are like soldiers, made constant and loyal by good pay, rather than by oaths and

covenioidtpsleg, Pal amtfbaeu’ s e | i ke a gamester who
yet, in doing that, you have | earned the adc
(Dryden, Marriage &la-Mode act 1, scene,p. 13 or Wi Il |l more’ s “Virt

infirmity in Woman, a Disase that renders even the handsome ungrateful; whilst-the ill
favour’'d, for want of Sollicitatiofhe and At
Rover act 4, scene,. 5. Characters also use them in witty repartéasexample in

this exchange between Doralice and Palamede wihenaphora lends force to the turn

Dor.: O, you charge your faults upon your sex! You men are like cocks; you never make
love, but you clap your wings and crow when you have done.

Pala.:Nay, rather you women are like hens; you never lay, but you cackle an hour after,
to discover your nest (DrydeWarriage ala-Mode act 3, scene,?. 50.

Turns are particularly startling because they draw the listener into areas of
meaning alien to himand link semantically thevorld of fiction and reality.

Coming back to the question of lying and whether it constitutes a real obstacle to
the achievement dfuth, perhapshe best way to understand the question is to let the
plays speak. IThe Plain DealerfFi del i a foll ows Manly to sea
she is in love with him. Throughout the play, she is addressed as a man and when in the

final scene her gender is unveiled, she confesses that her lying was driven by her love for

40 See the opening of the play, act three or act five.
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Manly and the fear ohis refusal (Wycherley, act 5, scenegp4 523. Similarly, also

Val entine’s | ying about his madiComgevel s a wa
Love for Love A less genuine form of lie is what Dorimant makes Belinda tell Mrs

Loveit, that she salWwim with a lady at a ballet (Etheredgehe Man of Modeact 2, scene

2, p. 7). However, also irthis casdhe lie worls because Dorimant wanted Mrs Loveit

to be jealous and to distance herself from him. In an exchange between the two, Dorimant

113

justifiesh i ms el f : what we swear at such a ti me

passion, but to say the truth, inibidove ther
p. 79 . Al t hough Dor ielaborate, 'his spgethastrua becauser ieis
consistent with his statementh at after “the heat of the bus
“dul |t hi rnfhe’Mar( oEMobtegct 1esgeae, . 49. In fact, he can fall in love

only with a lady who dissembles as well as (iiharriet). ~ Wy ¢ h Ehe Coentry Wife

is maybe the most striking example of lying since the whole play is based on a lie. Yet,
Horner statement that he is a eunuch functions in theplayeil false pretences. When
Horner tells: “1 Kknow n ocetasmuthadyouyfacasrinvitece put at
me (Wycherley, act 5, scene @. 247, it leads to a discussion about honour when Lady

Fidget exclaims,

Our reputation! Lord, why should you not think that we women make use of our
reputation, as you men of yours, otdydeceive the world with less suspicion? Our virtue

is Ilike the statemen’s religion, the quaker’
honour, but to cheat those that trustibgl().

The scene unfolds with each of the ladieady Fidget, Mrs Squeamish, Mrs
Dainty Fidgetwh o unt i | that moment believed they
secretgaining knowledge thatctually all have been manipulated. Faced with the truth

there is nothing more to say:

Lady Fid: Well then,theres no remedy. Sister sharers, | et
of our honour. Though we get no presents, no jewels of him, we are savers of our honour,
the jewel of most value and use, which shins yet to the world unsuspected, though it be

counterfeit.

Hor.: Nay, and is e’ en as good as i f i1t were t
like beauty now, only depends on the opinion of othé/gcherley, act 5, scene p.

249).

While afew lines before Lady Fidget said that women do not care diomaiur,
then she affirms that honour is the only precious thing she possesses. \fiedada of
the truth, she has to retreat to save her appearance, and this is moved by a lie. Horner

knows that what matters in Restoration society is not how people behave but how people
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think they behavel a dy F idefigtiert of shonour as a value is extnely
contradictory becaussheandall the ladies hee blatantly lost it, yet, they are concerned

about pretending they have nébte r e, Horner’' s | ie served to
another way.

If we see words with the connotation that they had instheenteenth century,
namel vy, i mplying standards of right behavi
master language, molding words to his will, but rather struggles to fit his thought into an
unal terabl e order that exios1984, 3)ydcharactdre and |
appear less free about manipulating words fauta changethey consciously use words
to state things. This is the meaning of lying, to look at truth from another perspective.
This mockrhetoricand norisomorphicuse of languagm the plays showhow actually
is impossible not to include a metalinguistic argument in the Restoration analysis about

language and how a semiotic, rather thahetoric, approach is more adequate.

Already Bakhtin in the 1960s,had formulated a diafpc theory of language. He
rejects the idea that language is only semantic but he maintains that words constitute
living utterancestensionfilled speeches. His theory complicates the entire notion of style
and, in the plays, it has important consequefaethie concepts of identity and ideology
Language for him, is not ahistorical but it is involved in the social and ideological

conveyance of multiple meanings Thompson summari ses sty
performance. It seeks to represéntn a t, vet, explicitly advertises that it is a
representation, a fiction, or, in Dryden’ s
(1984, 26) . Bakhtin’s di altoagmome reeenté¢heoryof | an
about language, particularly gqeciated bytheatresemioticians: the speedéitts theory.

Firstly formulatedby John Austin in his pioneer woilkow to do things with
words,a collection of lectures published in 19@2e philosopher opposes the traditional
approach of ioriatrue ordafse, svhat Adistotlei caltianoia Austin
brings to attention the fact that, on the contrary, statements are almost always
performative utterances which seldom have something to do with truth or falseness. On
these premises, he says thia¢re are three types of performative acts: locutionary,
illocutionary and perlocutionary acts. lllocutionary and perlocutionary acts are those
more employed in dr ama. T h e infsayingisemethings t he
as opposed to performanceaf actofs ayi ng somet hi ngltistheAust i n

i1l ocution’ which constitut easd happendos peech
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examplewhen asking questions or making promisesThe | atter are “perf
of sayings o met hi ng, such as per suaidid)nNpt al o meone
illocutionary acts cause a perlocutionary effect but the reverse is not possible, so to speak,

every perlocutionary act is caused by an illocutionary one. The theory of speech acts
implies thata differentiation betweemexis and praxis stops to exisbut every act of

|l anguage i1is, in Pirandello’s words, a ‘spok
rides on a train of i1llocutions”of¢p€kahmann qu
acts is particularly relevant to drama because it claims that language is always concerned

with action. In drama, it is not so much the performahaerather the dialogyu& bethe

first instance of actior or interaction- onthestage. Theuestion foregrounding speech

acts theory is “what type of ElaanQ@08 140 e per f

Among the most valid contributions to thethearyh er e i s Grice’ s coopel
He formulates four rules, or maxifswhich should regulate each speaking if the aim of

speaking is coherence. Much of the comic action, indeed, happens when a character
abuses one or more conversational rules amidguistic cooperation. Despite the fact

t hat Gri ce’ s meattheorsticatnd regulativaysteamethew are seldom

applicable to every act of speakifdnis happens for two reasons. The first is what Mary
Pratt(1986) recognises as a problem of ideology, the fact that in linguistic interaction

each speaker brisghis own ideological background amelates it to the risks of
acceptance or critique; this happens becaus
The other problem is thedt thetheatre, these conversational principles are continuously

broken beause oftheplogtsa ke and t he characters’” conflic
outwitting the other characters). On the contrary, what the language of libeldie® is

to use these principles the other way round, creating acts of deception basezhon

abuses. And the abuse itself createmy of the ambiguities andnspoken meanings.

Another problem is fiction itselMary Pratt has defined the problem’ peetic language

fallacy , a critiqueagainsthose linguists who believe that language functions in literature

differently than it does in real life. | do not want to enter the technical problem of this
marginalization because it is not the subject of this studyhleyttetrspective that will be

adog ed i s that of a linguistic representat:i

di scourse is always engaged in both fittin

4l These are the maxims of quantity, the maxims of quality, the maxims of relation and the maxims of
manner. The first three maxims require timguistic contributionto be respectively restrained, true and
adequate. The maxim of manner requires to avoid obscurity and ambiguity.
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and trefprasentative discourses, fictional or nonfictional, must be treated as
simultaneously worlecreating, worlddescribing, and worldhanging undertakings”
(Pratt 198, 71). Fiction is still made of statements related tedicourses and as such
we can adopt the same view.

Among theclearestviolations of conversational princlps there is the lier, as
said, the disguise of trutlt violates the maximof quality.“ t ry t o make the <co
one t ha tElam 2002t 163)Eg€h if \iolated, the lie isre of the most obvious
strategies of linguisticnanipulation Dissimulation isthel i ber ti ne’ s most so
tricking ability also through languag®/hen Dorimant pretend®s be Mr Courtage, he
describes himself as the opposite of what he is:

Dor. [to Lady Woodvill]: All people mingle nowadays, mau. And in public places,
woman of quality have the least respect sholeeal

Lady W.: | protest you say the truth, Mr Courtage.

Dor.: Forms and ceremonies, the only things that uphold quality and greatness, are now
shamefully laid aside anteglected (Ethereg&he Man of Modeact 4, scene, . 103.

An ability that Harriet recognises as pe¢e
well, a little more and s heibb]p.104anddhat a ki s s
convincesLadWwoodvi I I : “1 protest, Mr Courtage, a

be enough atone for that wicked Dori mant,
(ibid.) . Dor i mant /p&tlocutiGnaryrimetorec dh@s’ cenvinced her but while
Lady Wo o dtencelislconsc becaugeis the result of a trick she &victim of,

Dori mant’'s violates a conversational rul e
shown throughout the play. All has happened through lamguag

The | ibertine’ s verbal actions represent
force is purely rhetorical when rhetoric 1is
of truth rather tharthe expression ofalseness. This is exemplified thec har act er s’
statement s: “Oh! He has a tongue they say
(EtheregeThe Man of Modeact 3, scene, .95 ; “ Oh, he has witchecra
tongue” (THeWMaygof teeWMorcct 5, scene,P. 89 ; 6w he is a devil,

but he has something the angel yet undefaced in him, which makes him so charming

and agreeabl e that | must | ovieManohModebe he n
act 2, scene,. 69; “His word go t hr on, TheRovepactl,he very
scene 1p.2%; “he has a way so bewitching that fe

hi m” ( EThdMan ef yledgact 2, scene,d. 79. Rhetori¢ dominating art in the
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ancient world,is in the seventeenth century commonly designating an artificial; over

elaborate dangerous language, subjected to the attacks of moralists. Precisely as happens

for dupe plots, thanks to wit, libertines employ a sort of metalangaaggfreflexive

use é language andhe awarenesthatit can be explained bgheir understandingf

languagerocesss Thefictional speecls borrowed as a comic object to reflect dramatic

contemporary concerns abagtyle. The entire performance might be considered as a

multi-message action, at once verbal, scenic and gestural. Bettdibdahae, as a

character, constitutes the play’s |inguist:
Let us explore some of these speech acts. In the first scene of tlaetfinst a

conversation with Medley, Dorimant explaioh i m “ hi s busi ness”

Dor.: | will make you comprehend the mystery; this mask, for a farther confirmation of

what | have been these two days swearing to her [Belinda], made me yesterday at the
playhoug make her a promise, before her face, utterly to break off with Loveit; and

because she tenders my reputation, and would not have me do a barbarous thing, has
contrived a way to give me a handsome occas
me this afernoon, to make Loveit a visit, and having the privilege by reason of a professed
friendship between’ em, to tal k of her conce
discourse of me, and artificially raise her jealousy to such a height, that, ttedspith

the first motions of her passion, she shall fly upon me with all the fury imaginable, as

soon as ever | enter. The quarrel being thus happily begun, | am to play my part, confess

and justify all my roguery, swear her impertinence and ill humolember intolerable,

tax her with the next fop that comes into my head, and in a huff march away, slight her

and leave her to be taken by whosoever thinks it worth his time to lie down before her
(EtheregeThe Man of Modeact 1, scene,Pp. 56.

In thirteen lines, Dorimant has already explained all the action of thdlag
audience and has transformed language into actiois. i$ aperceptiveexampleof a
performative use of language series of illocutionary actscommissive and directifé
—t hat wi || cause a perlocutionary =effect
suggests tt the action will take place in the form of amh-reactionconsequence
sentences (she will do this because | will do tHdtls happens because Dorimardsters
the arguments of a proper lover and he knows that Mrs Loveit, in love with him, will

follow the script.

Anotherform of metalinguistic reflectiohappensvhen language is used to talk

about languageA kind of stock situationconcerns the usef borrowings from other

42 Thedenomination oEommissive and directivilocutionaryacts belongs to the work of another linguist,
John SearletHe distinguishes betwedive types ofillocutionsandcreates a propért a x o of thesg '

acts lllocutionary acts can be representative, or mere assertions; directive, commands or directions;
commissive, promises @ows expressive, thanking or greeting; declaratstafements which create acts
such as marrying a couple or entitling to kingship
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languages, in particular from Frenah the plays Wycherley says that a synonym for
ignorance is the
Vanity of expressing our selves wbsoleteTerms, and out of the Road of polite
Conversation; of drawing down Words, perhaps good in themselves, that have not been
heard since our Forefathers wdétaffsandShoestringsWhereas fine Words out of Use
are as ridiculous as fine cloathes outFaShian. What is still more barbarous, is, that
every Scribbler thinks he has the Priviledge of mintivigrdsand Phrases of tossing
aboutMetaphorsat Discretion, and making his owargonthe Standard of a Language.
These are Fops in Literature, that makewkard a Figure as Apes in Humane Cloathing.
It is only the business of great Wits to legitimate Words and Modes of Speech, as it is of

great Gallants to invent and introduce the Modes and Fashions of(@ated in
Thompsorl9&4, 33).

Monsieur Paris is such a type of character and through him, Wycliptaley on

metalinguistic arguments

Mons.: Vel, vel, my father was a merchant of his own beer, as the noblesse of Franch of
their own wine—But | can forgive you that raillery, that bagince you say | have the
eyreFrancais—but have | the eyrBrancais?

Ger.: As much as any French footmanearhall.

Mons.: And do | speak agreeable ill Englis enough?

Ger.: Very ill.

Mons.:Véritablemerf?

Ger.:Véritablement

Mons.: For you must knovitis as ill breeding now to speak good Englis as to write good
Englis, good sense, or a good hd@wfycherley,The Gentleman Dancinilaster, act 1,
scene 2p. 17).

Monsieur Paris is wondering about his Engligieaking abilitiesywhich, albeit
ill, hebelievesagreeableYet, his talking about language, in a metalinguistic argument,
is characterised by words wronglyronounced(vel, Englis) and French insertions.
Gerrardonthecontrany, i t er al | y c odriialdesnenBeanonistsatinga huge r d
understanding of the linguistic argument and the proper use of language. Of course,
Gerrard’' ssreferement o the illness of Monsi el
latter fails torecogniseand so languagéor Monsieur becomes the representation of his
foolishness and for Gerrard the way to make Monsieur ridicule.

Wy ¢ h e rptewoysqguotationon the value of language pinpoints an important
use ofthe French borrowing in theplays: the metaphor of speaking as wearing a dress
The same metaphor &sorecognised byNormanHolland while discussing the feeling
that in the seventeenttentury human conduct was inclinedo s h o wuglwhoaté
bea true refl e&®dY %WNT hoef swhhaotl airs"salys that “I
regarded as an outsideclothing, ornament, or, in general, a shell of accidentsthin
which the real s u b s tibadn5d)elt,is int thisadefigiton that wea 'y h i d ¢
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understand that sisimulation is always also a matter of language and fhatewit is he
who is able to dissimulate, linguistically also, becaneenderstanslthat it is a necessity.
From thence al so c¢ o me theriditukng df thebfeprwhile the ™ s s uc
former knows how to dissimulate without never covering the truth, the lattenigtim
of affectation and simulates ¢tonceal and avoidr@ading beneath treppearancdn the
interaction— or linguistic action- between Monsieur Paris and Don Diego, the equation
between language and clothing is consisting and very comic because it seems rather an
important requisite foDon Diego He bids Monsieur Parido “leave off [his] French
dress, stammering, and tricks ( Wy c The Gdnteeipan Dancirlylaster, act 3, scene
1, p. 209 linking his bad dressing with his ill speaking. An action which Monsieur is not
keen on doing: “ How! must | | eave off my | e
Englis too, or not marry my cousimon oncleDon Diego? Do not break off the match,
do rot; for know, | will not leave off my pantaloon and French pronunciation farree
cousin in England , ididh)”In tiiis metaphor, there is an evident problerawface
both Don Diego and Monsieur are hiding behind good clothing and right speha&ing
foolish concerns forthe merits of French or Spaniskspectability. Gerrard, on the
contrary, is aentlemannot justin the moment in whiche becomes a dancimyastey
but because heas demonstratatiat he know$iow to be wise. In fact, the notion of wit
asdecorum s never an “artifici a8l23)bu ahéncliopaionmanner :
taughtby nature and conversation.
Dr yden' s iskmethex exanipke of such a character and she shares with
MonsieurParisher'Ga | | o nMelantha uses this linguistic trick to be more attractive
for Rhodophil and because, she beliegbgdoes not risk vulgdsy. In the third act, her

servant Philotis brings her a paper full of French words:

Mel.: O, are you thereninion? And, well, are not you a most precious damsel, to retard
all my visits for want of language, when you know you are paid so well for furnishing
me with new words for my daily conversation? Let me die, if | have not run the risque
already, to speak like one of the vulgar; and if | have one phrase left in all my store that
is not threaebareet uséand fit for nothing but to be thrown to Peasgig/den,

Marriage &la-Mode scene 1p. 4)).

And then they start reading apchctising:

Mel.: O, my Venus, fourteen or fifteen words to serve me a whole day! Let me die, at this
rate | cannot last till night. Come, read your works: Twenty to one, half of them will not
pass muster neither

Phil.: Sottises[Reads
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Mel.: Sottisesbon Thats an excellent word to begin withal; as for example, He, or she
said a thousan8ottiseso me. Proceed.

Phil.: Figure: as what digure of a man is therd\aive, and Naiveté

Mel.: Naivd as how?

Phil.: Speaking of a thing thatas naturally said; It was swive or such an innocent
piece of simplicity; 'twas suchraiveg.

Mel.: Truce with your interpretations: make haste.

Phil. Foible, Chagrin, Grimace, Embarrasse, Double entendre, Equivoque,
Esclaircissement, Suitte, Bevekacon, Panchant, Coup d' etourdy, and Ridid(ithd.,

p. 42.

This metalinguistic scenes made much comic by Mel anth
words and her scarce interest in learning their real meanings. Fapkeaking is like
wearing a dress, a mere ornament, and shewsdr itwhen interacting witiRhodophil.
An ability that he much appciatesyet, indirectly recognises asaffectation “ No | ady
can be so curious of anew fashionas she is of a new French \
of the nation; and as fast as any bullion comes out of France, coins it inmediately into
our | a rDgden, gariage @la Mode act 1, scene 1). Maybe this is the reason
why Melantha will be nothing more than a mistress for Rhodoghdin the play she is
“only the satiric outrunner of t&Rodepl ay’' s
1978, 482).

Sir Fopling FITheMar of Modanm sifbitarmbet tess doppists

exchange than Monsieur Parisises Frenctvords forclothing to show off his elegance:

Emi.: He wears nothing bat what are Originals of the Most Famous hands in Paris.
Sr. Fop. You are in the right, Madam.

L. Town.: The Suit.

Sr. Fop. Barroy.

Emi.: The Garniture.

Sr. Fop. Le Gras—

Med.: The Shoes!

Sr.Fop: Piccad

Dor.: ThePeriwig!

Sr. Fop:. Chedreux.

L. Town. and Emi.The Gloves

Sr. Fop. Orangeei You know thesmell, Ladies

Dor.: | could find in my heart for an arsementto have a Gallantry witsome of our
English ladies(Etherege, act 2, scene® 90.

In the passage, he translates every English word spoken by characters in the
equivalent French words. An affectation that Dorimant recogimstee ladies “t hat ' s
t he shape ouribidl). areii & r dangnage offers’a privileged rather
than confusing point to reflect on the ideology tbé Restorationand, like inThe

Gentl emandssteDawbi hg Sir Fopling' s speech i
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because in his two sentences he has remar ke
and defined Sir Fopling as ‘“witless’” by | et
Notice the remarkhat Dorimant makemt he f ourth act: “Sr Fop.
entertain himse#k—/ Dor..The shadow of hi mseiep.118.8eed” ( E
is still a remark that Sir Foing is all externals, appearance and there is no interiority,
andDorimantunderlineitby usi ng t he Whattpetisee charactens above s .
(Monsieur Paris, Melantha and Sir o) share is the belief that speaking French will
make thenbetter mannereand less affectedh e | i ber t i n enosabstrusena ment e
language show®n the contrarythat speaking is also an action and, in this case, it is a
jeeringone.

While the language of the fagpunintentionallibertines consciously use language
as the expression ofdfr libertinism.The | i bertine i s who, Val en:
the examples of the wisest and wittiest men in all ages; these poets and philosophers
whomyou naturally hate, for just another reason; because they abound in sense, and you
ar e a ohgoewel dve for Coveact 1, scene,P. 26§. In the plays, libertines voice
their core beliefs, such as the idea that a long relationship is unappéatinpe very
Thought of it quenches ThéRoverad h scene,.d9, Fir e i
the frenzied need of looking for a new mistress after an affadke xt t o t he ¢ o mi
good understanding with a new mistress, | love a quarrel withlald o ne ” TheEt her eg
Man of Modeact 1, scene,lp. 55 , “the pleasure of making a
being rid of an old one: and of all debts, love when it comes to be so, is paid the most
unwi | | i ngl yThe CGoumyydMifeact 1l, sEgne, . 157, the idea that love and
lust are complementary FI| esh and bl ood cannot hear thi
(EtheregeThe Man of Modgact 1, scene,}. 53 and that marriage is the end of sexual
enjoyment* and we | iacks toveiadh botheg sorfar distant, as if the fashion of
great beds was only invented to keep husba
Marriage ala-Mode act 1, scene, . 13.

The seductive appeal of the libertine is also a matter of languagdleeadigaracter
often usest as flattery To conque Angelica, Willmore uses a metaphwhich relates
her beauty toa fighting wound (which is particularlgonsistentsince he has just
participated in a duel) * | saw your ¢ hawounded: guitepthreaiyu r e , al
Soul ach pait ed Beaut yTherRoweract 2, Beererlp. 29. To conque
Hel | ena, he uses the | anguage of courtly | o

the Charms of those sprightly black Eyes, that strangely fae,Rall of Smiles and
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Dimples! Those soft round melting cherry lips! And small even white teeth! Not to be
exprest, but silently adored!Oh one Look more, and strike me dumb, or | shall repeat
nothing else till | am mad!(Behn,The Roveract 3, scené&, p. 3. A similar language
is used by Valentine who compares Angelica to an angel, as the name suggests, following
the tradition of courtly loveaswett You’ r e a woman; one to whom
when it grafted roses on a briar. You are thesatibn of heaven in a pond, and he that
leaps at you is sunk. You are all white, a sheet of lovely spotless paper, when your first
are borri (Congrevelove for Loveact 4, scene,Ip. 343. Gerrard flatters Hippolita by
imitating her because sheisave et Iomyirepeated the words because they were
yours, sweet miss; what we like we imitat@Vycherley, The Gentleman Dancing
Master, act 2, scene,. 183. These charming examples of languagggest how the
libertines were able to fit diffen linguistic and semantic contextnd their flexibilityis
whatgrants them appeal and success.
Thelastper f or mati ve aspect of tdfrmlofi ber t i n
linguistic cooperation characterised by illecutionary commissiveact of promigg.
These linguistic exchangekefined by critics as p r 'vare particularly interesting
because they exploit the potentiality of language to flatter, makeesesjand promises
in witty bantersThe most famous scene is when Mirabell and Millamant (Congiéwe,
Way of the Worldact4, scene bpp. 6667) outline the terms of their ideal marriage in a

language which seems almost contracsu@has in thisextract,

Mir.: | thank you.lmprimis then, | covenant that your acquaintance be general;
that you admit no sworn confidant or intimate of your own sex; no she friend to
screen her affairs under your countenance, and tempt you to make trial of a mutual
segecy. No decoyduck to wheedle you fop-scramblingto the play in a mask,
then bring you home in a pretended fright, when you think you shall be found out,
and rail at me for missing the play, and disappointing the frolic which you had to
pick me up andfq@ve my constancy.

Mill.:. Detestabldmprimid | go to the play in a mask!

Mir.: Item | article, that you continue to like your own face as long as | shall, and
while it passes current with me, that you endeavour not to new coin it. To which
end,together with all vizards for the day, | prohibit all masks for the night, made
of oiled skins and | know not whathog's bones, hate gall, pig water, and the
marrow of a roasted cat. In short, | forbid all commerce with the gentlewomen in
whatd'ye-call-it court. Item, | shut my doors against all bawds with baskets, and
pennyworths of muslin, china, fans, atlases,lezoy, when you shall be breeding

Mirabell is not inscribing her in a role, he is just asKitifamantnot to be as the

ladies ofthe Restoration society, as Lady Wishfort is, a pretence of social decorum and a
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pathetic creature. A similar language is adopted by Dorinmawmards Harriet — “ | wi ||
renounce all the joys | have in friendship and in wine, sacrifice to you all the interest |
have in other womer” ( Et Ahe MangEModeact 5, scene,?. 136 where the

verbsin a future form mpl y Dor i mant’ s repentance as a |
the only opportunity he has to be successful.

The extraordinary metadiscoursidensity othel i ber t i nes’ speeches
is the source of their rhetorical selvareness which infuses the plays with comic
complexity. This chapter will now analyse in detail tigyuistic situations where the

libertine chairs a performative use of language.

3.2 The |l ibertinebds outwitting the other <ch

The mechanism of outwitting the other characters, which is always linguistic, is
shaped in the plays in two ways. Firatldoremost, the libertine, through verbal actions,
draws the other characters to believe what he saysie Secondly, by dving their
actions, he not only achieves what he wémitisalso saves himseBuch tactic involves

the character’s deep awareness not only of
him to manipulate plot devices within the comedies but also the awareness of language

as a selreferential deviceThe language of wit in the plays both a natural device that

the libertine uses a reflection of his characterand a device for manipulatiowe have
suggested that the | itbhhdedondenmédss false speakiig | an g
but ratherto be regarded abe consciousngs of metalogisms as elements of speaking

T h e c h ahe@rc dirasrtédag the truth but in anothesay. For example, comparing

the speeches of libertinés those of the fops, we have seen Hib&rtinesare witier

even if not oveelaborate. Accoidng t o one of Addi sofdrues most |
Wit consists in the Resemblance of Ideas, fatgk Witi n t he Resembl ance c
(quoted in Holland 199, 51). Interestingly, the worcesemblancés very theatrical but

while the libertine is able to express his idpkg/ingon what is and what is shown, the

fop only careaboutwh at i s shown, t hence, ‘ foppishe mb | anc
charactersuse words at a shallow, superficial levélccording to this distinction,
‘“outwitting’ me a n s whiathase chardcters wantlioelistenthe e s p e al
process leading the affected charasterbelievethey arewittier thanthey actually are

and the libertine, understanding he has otwdithem, shows the key for his success on

stage. Another consequence is the creation of linguistic ambiguities, which will be
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explored in the next paragra@mdwhich work in a similar way: through the use of words
the libertine means something thatngerpretedjuite in the oppositavay and by which
every character is satisfied.
One of the most playful outwitting is the verbal deception in the third act of
Dr y d ®&arriage a-la-Modewhen Rhodophil and Palametegng their mistresses to
the samayrotto for the same reason énheytry to conceal the trutto each otherThe
guartet composed by Rhodophil and Doralice, married, and Palamede and Melantha, the
future couple, is disjoinea@s the main plot of the playy Rhodophil and Melantha being
lovers and Palamede and Doralice starting an affair. When Palamedps into
Rhodophil and Melantha and asksoutwhatis going on, Rhodophil says Wh vy , |l heard
you were here alone, and could not in civil
2).He is bringing his argumett a question o€ivility andintelligence.Some lines after,

Palamede betrays himself:

Pala.: But let me tell you, weame hither so very privately, that you could not trace us.

Rho.: Us! What us? You are alone.

Pal a.: Us! The dewimg, 1mseant Orusthatis,gouarenmesdra ki ng:
you, as we arebid)ri ends: That' s us (

Notice howjust the (mis)use ofhe deictic'us has created a different reality

obscurdo Rhodophiuntil that momentFurther complicating the situation is the entrance

of Doralice who unbal ances the scene since,
and Melantre. Yet Dor al i ce is much ready to sort t h
gentl emen, have | caught you i’ faith! Have

my suspicions (Wd)uAndd pRaolvaemetdreu er"et reats: “ 1’
the sameparty, who have you intelligence | was here, did not tell your wife you would

come hither. Now Ismelldgma |l i ce o n’ t ibid.nLahgoagdmasskifieditees ” (

point from a flirt (how the scene started) to a misunderstanding and then to a loke test

this situation, the four are both deceived and concealed and this because in this play there

are no real witless characters but both Rhodophil and Palamede are former examples of a
genuine | ibertinism. They ar e uws’'c)eianrd tbhye
reconciledby their ability to make up a stoip which, actually, none believes but

everyone pretends do.

N

Two yeas after Marriage a-la-Mode and ba r o wi ng Hol |l and’ s
Wycherl ey “ h(l9%9 78)with The@aumtrp Wite Perhaps this is the play
in which a verbal engagement is most evid€&he first linguistic action of the play is the
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rumour about Horner’'s i mpotence that wil/l (
the play The rumour is symptomatic tfe importance of pretence in Restoration society
and even moref the necessity of demonstrating that sexual deaneesot pursueg@vhile
of course they represent one of the main social affectgjioWy c her | ey’ s pl a\
probably the most apt tese Anguagdigurativedy and where we mostly see how Horner
gairs power over the other characters by exploiting their wavtigkley, for example,
notes that a | arge part of the dialogue of
similitudes arec o mme nt ed upon, expanded, compl et ed,
acute consci ous n(&98&73)abbsmlas tthe fac that thé device was
largely contested in the seventeecdmtury.

Let us explore howHorner uses language and rhetalidigures of speecho
outwit characters in the play. In the first scaieThe Country WifeHorner already

introduces us into the device:

Sir Jasp.: Nor can | stay longéTis, let me see, a quarter and half quarter of a minute
past eleven. Theouncil will be sat; | must away. Business must be preferred always
before love and ceremony with the wise, Mr. Horner.

Hor.: And the impotent, Sir Jasper.

Sir Jasp.: Ay, ay, the impotent, Master Horner; hah! hah! hah!

Lady Fid.: What, leave us with a filg man alone in his lodgings?

Sir Jasp.: Hes an innocent man now, you know. Pray stay, I'll hasten the chairs to you
(Wycherley,act 1, p. 156.

Sir Jasper believes in Horner’s i mpoten
when Horner underlest he * magi ¢’ , heperfecly doopgraies with tvhat
Sir Jasper wanted to listenchras a matter of fadhesc onvi nced of Hor ner ' s

andwill let himin his houseThe resultarenot long in coming

Sir Jasp.: Come, come, hiesa gamaster for you; let him be a little familiar sometimes;
nay, what if a little rude? Gamesters may be rude with ladies, you know.

Lady Fid.: Yes; losing gamesters have a privilege with women.

Hor.: | always thought the contrary, that the winning gamester had most privilege with
women; for when you have lost your money to a man, you'll lose anything you have, all
you have, they say, and he may use you as he pleases.

Sir Jasp.He! he! he! well, win or lose, you shall have your liberty with her.

Lady Fid: As he behaves himself; and for your sake I'll give him admittance and freedom.
Hor.: All sorts of freedom, madam?

Sir Jasp.Ay, ay, ay, all sorts of freedom thou canst taked so go to her, begin thy new
employment; wheedle her, jest with her, and be better acquainted one with another
(Wycherley,act 2, scené, p. 183.

While Sir Jasper believes he is humiliating Horner, it is actually Horner who is

mocking himbecause Sidasper not only does not understand what Horner means by
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freedombut alsoprovideshim with the ggahead f or enjoying * alll
Horner ' s | angu athenerdbersnaRestotatioraocietysbelievie sotmuch
in scandals that they prefer to beliegméhe most scandalousea( Hor ner ' s | mpot e
rather tha questioning whethreit is reality indeedto be so scandalougpretences of
honoury Hor ner tel l s Lady Fibdlygtaus establishingtaalikke [ hi s
between the language that he speaks, a figurative language, and the lahgusige
understanddn the samepassagefior ner t al ks about his desire
tried only, madam”) and Lady Fidget answer s
t he (Wecketley, act 2, scenk p. 184. The act closes with Horner havibgen
granted r ee admi ssi on t o Siingthérawitpleady FidgethMrau s e and
Dainty Fidget and Mrs SqueamidfurthermoreSi r J a sspnreus s“ ¢cadh,i ago, t o
business, | say, pleasure, whilst Igot my p | e a s uibick) closésuhe achby s s 7 (
legitimizing and approving verbalji o r n e r ’ whicla, clgarlychevsuldnot intend
to otherwise

Also the other libertine, Harcourt, uses language to outwit Spatkishe thrd

act:

Har.: Butwhy, dearest madam, will you be more concerned for his honour than he is
himself? Let his honour alone, for my sake and his. He! he has no kenour

Spark.: Hows that?

Har.: But what my dear friend can guard himself.

Spark.: O he-that s right again.

Har.: Your care of his honour argues his neglect of it, which is no honour to my dear
friend here. Therefore once more, let his honour go which way it will, dear madam.
Spark: Ay, ay; were it for my honour to marry a woman whose virtue | suspected, and
could nottrust her in a friend hands?

Alith.: Are you not afraid to lose me?

Har. He afraid to lose you, madam! No,-rgou may see how the most estimable and
most glorious creature in the world is valued by him. Will you not see it?

Spark: Right, honest Frank,have that noble value for her that | cannot be jealous of her
(Wycherley,scene 2p. 195196).

Again, the language plays on matters of honour. Harcourt is saying that Sparkish
cares for none but himsel f andheMmbansybuea und e
care not for m@éwdnorl whiohédhapasnedgdg, Sparkist
sentence because he does not want his friend to say something against him. Yet, Harcourt
rephrases the concept by usimygdleamgdhagenidn
“hi ms el f-tontaxtuaiseadvdrds whdch Sparkish interprets as he wishes. The use
of the deictic "“here” i s, -créabng eldmbne ant e mi ot i C

separates the reality that Alithea and Harcourt mean fr@ahof Sparkish. Sparkish
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believes that Alithea’s reactions are dict e
Har court ' scofisequeatyd hiends sis her not bylns wr est
words. Nevertheless, although Sparkish seems toerstdnd that words might be

deceiving, he fails to understand that he himself is deceived by wdedsourt is

speaking abou® p a r kfookslnéss in front of himvith wordswhich the lattertakes

as complimens. Complementary to speaking, there is also the role of gesture which,

hugely employed in theatris used both as speech act andnelement of deception as

well as language. Whddarcourt tells Alithean the same scene “ So much | conf
say | love ya, that | would not have you miserable, and cast yourself away upon so
unworthy and inconsiderable a thing as what youseé here Wy c her | eyp. act 3,
197) heclaps his hand on his breastd quickly points at Sparkish. This latter believes

that when Harcourt nametbe unworthy and inconsiderable tlgnhe is speaking about

Harcourt himself andhe is convinced* hi s me a n i ibig). Irorscallyp Whati n ”  (
Sparkish fails to catch is Harcourt’s doubl
confesses his love to Alithea (I confess, | love you) but he points at Sparkish when
referring to theunworthy and inconsiderable thindlso, the use of the ddic here

misleads Sparkishin the genericspacehere there are only Sparkish, Alithea and

Harcout; Alithea is obviously not the unworthy subjsciSparkishtakesfor granted that

Harcourtis talking about himselfSparkish falls ito the same trap also later, when

Harcourt cl ai ms who | oves you manisat t han w
Sparkish]” and Sparkish replies [phl8§. means r
Again the fop believes that Harcourt gesturerefess “ | ove”, whil e t he |
indicates himwhen he say$ f o.dhe”scene is a triangular metalinguistic game of
speaking and interpreting where Harcourt uses language and gesture figuratively and
Sparkish interprets them mimetically. Alithesho understands the allusionsesthe
right word to commento® par ki s h’ ¢he massagée tRu dle ciubbdp tns ! 7 (
addition,Harcourtmanifess a similar linguistic ability when his disguisedas a parson
in the fourth act: “1I must suit my style to
1, p. 212 and he starts to speak words such as
“muni ficent patroness” whi csignsdfhe larigiagen bel i e
of chaplairs and that again Alithea onlyets as a pretende a clear ironical vervé h e
speaks | i ke aibikdhapl ain indeed” (

Both HandeHascourt’'s verbal force | ies i

Their quicknessandaudaci ty not only distinguishes t
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unmatchable speeches, but further allows them to explore the boundaries of the most
common Restoration themes of love, lust, marriage, infidelity and honour in front of these
figures which rer es ent “the constant bl urring of [
(Markley 1988 85).

In The Man of Modewe have dealt more than once with the Dorimant/Mr

Courtagé spisopdand seen how Dori mant’s awareness o0

Lady Woodvil because he is able to utter her own view of the wddld.r i mant ' s

languageMarkleynotices i s “unusually concise and cont |
theatrical e dndl vehenthé spdalis 9n8 @ntinubudlyp adapts his language to
the dramatic role he plays so that language itself becomes dwalef the characters
that Dorimantverbally outwitsare Mrs Loveit and Belinda.
When Dorimant vigs Loveit in the second adte already knows wha going to

happen:

Mrs Lov.: Without sense of love, of honour, or of Gratitude. Tell me, for | will know,
what Devil masked she was you were with at the play yesterday?

Dor.: Faith, | resolved asuch as you, but the devil was obstinate, and would not tell me.
Mrs Lov.: False in this as in your vows to me. You do know.

Dor.: The truth is, 1 did all | could to know.

Mrs Lov.: And dare you own it to my face ? Hell and furi@®4rs her fan in piec

Dor.: Spare youfan,madam, you are growing hot, and will want it to cool yBtherege,

The Man of Modgscene 2p. 75.

It is evident from the passagewByo r i mant ' s way aéfinesipeaki ng
by criticssprezzatua, that composetinguistic skill which turns language into wit rather
than censurédorimant in the passage is speaking like an oracle, in generig smost
through idioms rather than properly answering to Mrs Loveit pr ovocati ons.
guestion also coplicates when he accuses BelimfdMr s L ov ei tdbauthissi scover

betrayal (which is part delindaD o r i m@am)t ' s

Bel .: Y  are the most mistaken man i ' the wor
Dor.: It must be so. And here | vow revenge, resolve to pursue, and persecute you more

i mpertinently than ever any | oving fop did
i "the Mall, dog you in every visit you make

room, hang my nose in your neck, and talk to you whether you will or no, and ever look

upon you with such dying eyes, till your friends grow jealous of me, send you out of

Town, and the world suspect your reputation.g lower voice At my Lasdy Townl
when we go from henceHg looks kindlyon Belinda] (bid., 74).

Dori mant ' s us e @afhyparloliciunderstanding df the passage t e
The final shift to Belinda, which is clearly a date, shows at r i mpreviods s
sentences were a falsaitburstof jealousy If by his feigned speech he has outwitted

95



Loveit, he is also granting himseladid Bel i nd
forcing her to maintain the role he had thought for her, that of a miskeskley also

notes that in this passage “ thereicveicealgopger at i C
emphasize that the hero, too, is part of a society that reduces gasgéoneplaying or
ridicule. Dorimant’s | anguage becomes his m
by placing it within the context of a created macle al i t y” DdAdRiI8B®antl 2s7) .
stratagem, apart from being comic, is also rhetorical sinbadtturned the situation

upside down and he can definitely free himself from Loveit by blamingaher

pretending jealousy for aallegedaffair with Sir Fopling which he himself hasreated

furtherinsinuating that she never loved him “ I a m expectifigahat ydu shouhal,
I begin to think you TheMaeof Modeact 5,Iscenedp. me” ( E!
127) and when she askghati s her faul t, he replies “A th

scorn and makes my anger as ribid)iMakieyous as
defines Dorimati s acting as a ‘dialogical actual i
expression to describe the libem dingugstic manipulative abilies whichmaximise his
own desires antis search fopower.His languages the expression of libertine wats
well as thesocial mask that he wears in order to play different roles within the plays.

A character who uses language in a similar way is Valeintibeve for LoveHe
first speaks the language ldfertines(Congreveact 1, scene 1and shifts then to the
language of madness both towards Angelica and Sir Sarmapsloputwits them to obtain
loveandmoney Yet, unli ke Horner orhasDegsthateant , Va
libertine pursuit and more of sentimental statemelntshis description of Angelica,
Valentine compares her to a series of witty images to reflect on the indecipherability of

his | over s attitude,

She is harder to be understood than a Piece of Eggniiyuity, or an Irishmanuscript;

you may pore till you spoil your Eyes, and notimprove yowowledgeg [ ...] They say
of a witch’”s prayer, and dreams and Dutch a
But there’s regularity and medebringcriptiom, t hat ;
for indifference has both sides alike. Yet, while she does not seem to hate me, | will pursue

her, and know her if it be possible, in spite of the opinion of my satirical friend, Scandal,

who says

That women are like tricks by sleighttmand,

Which, to admire, we should not understaf@ongreveact 4, scene, . 346.

In his statement, Valentine shows a huge awareness of langnagee ways of
theworld: women speak the contrary of what they meanribg his madnesa/alentine

largely employgroverbsto speaka devicevhich allows himto tell the truth even when
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he is dissembling and to condemn the hypoct
his father,

Wh o' s t doatfhis walg?al antruth, and can set him right. Hearkee, friend, the

straight road is the worst way you can bje that follows his nose always will very often

be |l ed into a stink. Probatum est. But what
couple of topics for youpo more like one another than oil and vinegar. And yet those

two beaten together by a stat@ok make sauce for the whole nation (Congreve, act 4,

scene 1p. 333.

convinces him that his son is mad, “Ouns
would p edomi nat e; a n dibidmy. 3330Atso, Vadentinkasd "r g peat ed
sentence dur i ng |bhmButhfésiveyrsignificam etause heshidés
beneath his mad speeches what he kriewrsie and peculiarly, he is able to condemn
hypocrisy by being he himself a pretence of what he is not. He demonstrates this in a

passage with Foresight:

Val.: Oh, prayers wilbe said in empty churches at the usual hours. Yet you will see such
zealous faces behind counters, as if religion were to be sold in every shop. Oh, things will
go methodically in the city: the clocks will strike twelve at noon, and the horned herd
buzz inthe exchange at two. Wives and husbands will drive distinct trades, and care and
pleasure separately occupy the family. Coffieeises will be full of smoke and stratagem.
And the cropt prentice, that sweepdityhi s mast
his sheets before niglaut there are two things that you will see very strange: which

are wanton wives with their legs at liberty, and tame cuckolds with chains about

their necks. But hold, | must examine you before | go further. You lookuspiciously.

Are you a husband?*

For.: 1 am married.

Val.: Poor creature! Is your wife of Covent Garden parish?

For.No ; St .-in-MeFields. n’ s

Val.: Alas, poor man; his eyes are sunk, and his hands shrivelled; his legs dwindled, and
his back bowedpray, pray, for a metamorphosis. Change thy shape and shake off age;
get thee Medea's kettle and be boiled anew;
chine of steel, and Atlas shoulders. Let Taliacotius trim the calves of twenty chairmen,
and makehee pedestals to stand erect upon, and look matrimony in the face. Ha, ha, ha!
That a man should have a stomach to a wedding supper, when the pigeons ought rather
to be laid to his feet, ha, ha, ha!

For.: His frenzy is very high now, Mr. Scand@ongreveact 4, scene,Jpp. 338339

Valentine is plainly telling Foresight that his wife cheats on hiamd we know
it is true since she has an affair with Scanddl u t Foresight consider

outcome pure follyWalentinedemonstrates that elds the platas well aghe linguistic

Bl am truth! And c o m€ongravelLgve fordoveaotd, scermeypl 3BQ t he Fbr e” (
my part, I am Tibid.t)h;, “aTrdu tcha nrihids pt 389 it v, € | g laac eT'r u(t h, an
teach thy t onQGpugeve bovera hoveactd, scdne,.339 ; “1 am Truth; | ne
t herbed)? (1 am Truth, and hate abid,p34) acquaintance w

44 Bold is mine
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power of the play, atoolthbelpshi m t o succeed while maintain
wit is not ambiguous or scanda®but proceeds through similes and images that shape
thefigure of asensitive and reflexive libertine.

The othethero of ® n g r eMirabellsuses language to outwtr Fainall, who
shares his same libertinism but has turned it into villainy which ptevem to achieve
successFrom the beginning we are meant to see the linguistic differences between the

two characters:

Fain.: You are a gallant man, Mirabell, and though you may have cruelty enough not to
satisfy a lady’'s |l onging, you have too much
Yet you speak with amdifference which seems to be affected; and confessesrgou a

conscious of a negligence.

Mir.: You pursue thergument with a distrust that seems to be unaffected, and confesses

you are conscious ofancern for which théady is more indebted to you, than yeufe.

(CongreveThe Way of the Worldct 1, scené, p. 1)).

This passage follows aisgussion where Mirabell blames Mrs Marwood for
confessing Lady Wishfort he is in love with Millamant asathe lady is impeding their
marriage. Fainall, on the contrary, believes that Miraa#l only himself to blamfor
the low opinion that othehave of him. Mirabell picks Fainalls s (foutspeak with
an indifference/ You pursue the argument with a distrust) using the same structure
“conscious of” and t r annsHurthermmirentbe excbagdeisge nc e
full of innuendos, while Fainall is accusing Mirabell of having seduced the lady only to
obtain her niece, Mirabell replies suggesting that Fainall hadwaterousffair with Mrs
Marwood — which is actually true. But Mitzell is still ahead, he knows that Mrs
Marwood is in love with him and that Fainall is only a seebast. This innuendo further
rai ses Fainall’'s jealousy. Mir alcaustitallyi s a tr
but at the same timéis wit and decorum are matters of the hedite hi nt s at Fai |
infidelity because he knathat (Restoration) society is a world of affaitdnlike
Mirabell, F a i n speechessarthe hateful reactiors to verbal defeat The libertine
villain speeches a@ways overelaborate, Machiavellian, constructed through antgéhes

and in a consequential logic:

Fai n. : Why , faith, Il m thinking of —1t. Let
my Wi fe has plaid the | ade ovedthér, onifd hadwel | , t
why that would have been over too by this time. Jealous of her | cannot be, for | am
certain; so there’s an end of jealousy. Weal
of that; No, no, that were too much to hope. Thus faceming my repose. Now for my
reputati on: as to my own, I married not for
par t i n—whyshehad parted with hers before; so bringing none to me, she can
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take none fr om me play, that Ishoadyl@se to ane, wiaolhds netul e of
wherewithal to stake.

Mrs Marw.: Besides you forget, marriage is honourable

Fai n.: Hu m! Faith, and that’'s well thought
so, wherefore should cuckoldom be a discréudiing derived from so honourable a root?
(CongreveThe Way of the Woréct3, scene 18p. 59.

This is how Fainal/l reasons, t hrough
convince himself he is superior, that he does not love his wife anantratage and
cheating go hand in hand. Conversely, Mirdbdigic is always plainer, which does not
mean he is not a libertinleut that as aTruewit, he embodies that intelligence and
awareness of the world which teseadsast hi m ‘'t
scene of the plagCongreve ,The Way of th&Vorld, act 5, scene 13)henhe reveals that
Mrs Fainall’'s fortune was e thtoughasdoeuent o hi m
signed during an evehappenedefore the playook placeThi s i s Mirabel |l ' s
ironically enoughheoutwitted Fainalevenbefore the play started.

By outwitting the other characters, the libertines create a verbal fiction. This
fiction divides the characters into who is able to read the meanings oammcontext

and who understandisemas the denotative relation between signifier and signified.

3.3 Linguistic ambiguity and double entendres

Lingustic ambigutiesin the comedies derive frotheabuseof theconversatioal
maxims of mannewhi ch suppose to “avoid obscurity”
comedy, languagdoes not always holds a mimetic meaning but it can also be used
ambiguously The entire action of comaxs happens through language (speech acts)
where characters can lotassified according to their speaking abiliti@sugwits and
Witless). It is through wit and outwitting the other characters that the libertine achieves
his conquest. Thus, wit involvedso a linguistic manipulation and the stratagem that the
libertine adopts to circumscribe words in the sense that he means and relegate fools in a
literal, unambiguous level.

The theory of language gameSpfachspiél proposed by Wittgenstein is
completely alien to the period. Yet, similarly to the theory of speech\Afgenstein
empl oys the term game to indicate any “di st
rules and defined within al984il0) eakihgimehavi oui
consideration that *“words <c¢anmnoonlinduisticunder st

human activities into which the use of the language is interwoven: the words plus their
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behaviour al surroundi n gilid., bia peakingpvittity forea | an g u a
l' i bertine is always a gAsmadgpe of play thedopbtea k equ
entendresare among the most interestirfigrms of linguistic deception in the plays as

well astheir maincomics our c e . The term means “doubl e r
having a double sense, especiall $fands used
interestingly enough, it seems thattheo r d was used for the firs
Marriage a-la-Mode,precisely inthe aforec o mment ed scene of Mel ant |
This is significant because it signals the fact that in this petable entendreare

widely explored in comedies and thétteir comic value lies in the meanings that

characters intend or understaryet, it is neither detrimental nor alien to seventeenth

century requestfor truthfulnessDouble entendreloes not mean to lie but to speak the

truth that each character wants to understantarks thelivision between the literal and

figurative meaningof words not mutually exclusivein terms of semants but
simultaneously trueln terms of the semioticef theatre,double entendresould be
defined as misframing what i s said or i mplied about | a
with what i s being ddoaeamnplket he i $dmé E¥Y amb 1918ec
to be flat on a surfacec an al s e - to say Something that is not truehe

ambiguity is clear to Hellena who asks Wil
to |l ove me, and | e a\Vvlee Roveract 1, sceng 2).t Hers ima ? ” ( B
languagegame, she plays on tladliterai on “ldveelaivee” i n a debate wit

about love and lust. Then, the pleasure of exploring language medepgds on how
charactes readthemand we cannot say that one meaning is more appropriate than the
other.

Among the most comic andaughtydouble entendreghere are thosavhich
implicitly refer to sex. Wycherley is maybe the writer who explditem more
ambitiously. InThe Gentleman Dwing-Master, after Don Diegois convinced that
Gerrard is actually a dancisigaster, Gerrard and Hippolita finally gain some time alone

t o p & daocing atagdVhenGerrardthanks Don Diego, heeassurghim that they

“ [ wmdké Jooduse of [thei] t i me when [ he i s] g@ne” ( Wy
212). The sexual implication is clear to everybody but Don Dieguo believes in the

l iteral sense HTf pp adpmottuaify impgrove hedameiagskilla s

To remarkhis misunderstanding, after a whil2on Diegoexclaims “ We | | I hope

45 The source is the online OEDhttps://www.oed.com/view/Entry/57032?redirectedFrom=double
entendre#teid
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this time [ ..] pd,p. 2bhjaTheequi/acatienof tneé dxchange does
not escape even if it is held in generic tesimeethe ambiguityraised bythee r m * al |
refers to another use dietime thatthe couple hasmade and noto what Don Diego

suggestedGerrardcontinues to play on the situation and tells Hippdbt&eep in mind

the instructios, such gpiece ofadvice that Don Diego o mp | et el y shares “ A
sure you do” ( Wy ¢ 2Ly Wkilg Don Biegd belgyes thectapinie 1
still t he dance, Gerrard’s instructions ar

scene creates two semantic levels of understgndne literal, one allusive.
Wycherley seems particularly keen on such scenes and profmalilyis reason
critics haveoftenlocatedhis comediesn the subgenre of tHes e x ¢ Shen€adintry .
Wife provides maybe the most notorious explanationhaf definition for its* ¢ hi n a
s ¢ e mndhis passageMarkleybr i I | i antly notes that “al/l o]
they are perpetrating jokes on others, yet all are victims of languages thén#igy
cannot cont r.dHefnnoderitM@e8&8ni nlgr 39gf *“chi na’ s in

corrupted. The scene starts with Horner and Lady Fidget discusaitgys ohonour,

Lady Fid.: Ay, but if you should ever let other woman know that dear secret, it would
come out. Nay, you must have gt care of your conduct; for my acquaintance are so

censorioussoh “ti s a wicked, cehsayaré soeensonwusr | d, Mr
and detracting that perhaps they’'l |l talk to
not let them know the deaecret.

Hor.: Nay, madam, rather than they shal/l pr
to serve yoboun all’'ll,l mMaike wihteh secret their own

a Machiavel in love, madam (Wycherl&he Country Wifeact4, scene 3p. 220.

and while Lady Fidget prays him to ketieir affairsecret to save their honour,
he is already suggesting that he will “1lie
seng. Yet , in this case, Horner condenses both
he has several mistresses and his plotbisuha lie. Then Horner is not wrong in
identifying his role as a Machiavelnd highlighing his selfconsciousness as an actor
(schemer). The scene is interrupteddiyJaspérs entr ance. Lady Fidg
husband t hat Hor nelrand‘h&srhimsel very goodpbut will eat lgt  w e |
[ her] see it | e s(bid.,[p.s2B) $hepsovidesher Husblarevith ao n e ”
preliminary explanationfor chasingHorner, but the misunderstanding liesthe three

char acsgerdmd i nterpretation of the word ‘ch

Exit Lady Fidget and locks the door, followed Biornerto the door.
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Hor.: [ ..] Oh women, more impertinent, more
monkeys, and to me almost as ugly! Now is she throwinghings about, and rifling all
I have, but | will get into her back way, and so rifle her for it.
[ ...]
Sir Jasp.: Wife! My Lady Fidget! Wife! He is coming into you the back way.
Lady Fid.: Let him come, and welcome, which way he will.
Si r J a <gich you ahe use yiou roughly, and be too strong for you.
Lady Fi d.: Don’t you troubl eThe Gauntrg Wile f , | et
act 4, scene, . 223

Needless to say, even the most innocent reader would understand the sexual

innuendo behind the scene. Firsthor ner addresses Sir Jasper
calling himmonkeyas alsdMarkley (1988, 173) noteand then a series of sexual double
meanings proliferate without control. While Sir Jasper uses directions in #éspace,
HornerandLady Fidget use them obliquely. Ironically enough, it has been Htmneer

first to use the expressiofback way with a figurative meaning and Sir Jasper
understands anméplicates theeferenceavith aliteral meaning. Lady Fidget, stead, does

not mind corruptingh er honour , she is ready to wel con
senses multiplicateven morevhen Mrs Squeamish and Old Lady Squeamish eéhéer

scenethe formed oo ki ng f or s oSwdasperctdilthemthat himvafe isve | |

“pl ayi ng(Wychedey,Viha §duntry Wifeact 4, scene 3, p. 22%)ith Horner

However, while he uses the expression quite ironically, Mrs Squeamish interprets it

mischievously and suspects that Lady Fidgetwkeo Hor ner ' s secr et . L

ambiguity is reached when Horner and Lady Fidget come back to the scene:

EnterLady Fidgetwith a piece of China in her hand, ahidrnerfollowing.

Lady Fid.: And | have been toiling and moiling for the prettiest piecghafa, my Dear.
Hor.: Nay, she has been too hard for me, do what | could.

Mrs Squeam.: Oh LordIl have some China too, good Mr. Horner. Diathink to give
other people China and me none. Come in with me too.

Hor.: Upon my honour, | have none left now.

Mrs Squeam.: Nay, nay | have known you deny your China before now, but you shan
put me off so, Come

Hor.: This Lady had the last there.

Lady Fid.: Yes indeed, Madam, to my certain knowledge he has no more left.

Mrs Squeam.: ®, but it may be he may hawsome you could not find.

Lady Fid.: Wha?D ' yhenk if he had had any left, | would not have had it too? For we
women of quality never think we hagkina enough.

Hor.: Do not take it ill. I cannot make China for you all, but | will havelkwagon for
you too, another time.

Lady Squeam.Thank you, dear toad (Wycherleéfhe Country Wifeact 4, scene,J.
224).

This passagewhich critics never tireof quoting, seems a linguistic struggle

bet ween which character masters t hdr meani ng
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example,how Hornerc at ches t he meaning of Lady Fidge
makes it I roni cal | y alktkeplloautmnaty acts t(deataratiorssr d ' . A
promises), no sentence escaie realm of ambiguityThe proof that the whole speech

has been constructed in double meanings is provided by Horner hivhsalivitesLady

Fidget not to worry because Mrs Squearhi has an “i nnocent l i te
(ibid.), confirming the fact that the scene should not be taken literally but metaphorically.

Lady Fidget and Horner, on the contrary, divoitmen the words commonly accepted

meaning to entertain themselvesithin the boundaries of language corruptibilignd
fHorner’' s | anguage abounds i n si milhats, Lady
shealsohas beenaught how to manipulate language. How do we respotiae play? If

on the one hanchte audi ence is called to share Hor n
the other they aralsomeant to judge themmorally. Nevertheless, Horner seems to have
beennothing different from what he has established as his role from the begiaharg:

The play is a clear example of the way men and women use language to indicate the
subversive morality of Restoration socidtpr exampleChernaiksignificantlynotes tlat

Wycherley anatomise a society in which sex is ‘equantifiable commodity both for

women and for men, and in which, as in the model of human behaviour proposed by
Hobbes, all members of a society are locked in an unceasing struggle for dominance,
masked by the polite formula$ decorumi ( 1995, 5) .

Onre of the mask of polite formulas of decoruns the arnbiguous use that
charactersmake of the word‘honout. When Mrs Squeamish understands the true
meaning of the expression “play thehewag” sh
has to protect her corrupted reputation. Tdring of the fifth act is genuinely
sympathetic towards women trapped in adif@ypocrisy and they hope that by drinking,
just as men do, they can THetChunty Wifefcénb £ i r ] ma ¢
p.249 . Lady Fidget’'s final sentence *“we are ¢
necessary and she implies tha i$ an eternakircuit thatoscillaesbetween cuckoldry
and pretence. The only character who does not understaMargery the country wife.

She still beli eves that marriage i s based o
| see, evenyday at London here, women leave their first husbands and go and live with

ot her men as their wives? Pish, pshaw! You
mainly’ (Wycherley,The Country Wifeact 5, scene,$. 250) Yet,as her statement also
demonstrees, her London sojourn has taught her tlmate can be successful just

pretending and so when she is asked whether she isinrwceot s he repli es *
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you [Horner] | | have meytsl | nhébaedp. 256. Mardery, as all

the chaactesoft he Rest oration stage, has under st oc
matters and if the price is to pretend, then all life is a lie. The libertine is the character

who observeshis mechanisnrom the outsidehe useshetheatricaldevices consciously

and his actioesmirror hisview of life as a pretence. And at least in this,speaks the

truth and does not need simulate The word honour is often replaced by similar words

“

suchas qual i ty” or r espmistisa thair meahing bAlithea says éhata c t e
she must marry Sparkish otherwise her “roefg
(Wycherley,The Country Wifeact 2, scene,lp. 175 and Harcourt remarks that on the

contrary, it is by marrying him that here pu t au fi foear s | ibid) Witha wor | d”
playful anaphoraHarcourt remarks that her view of honour is based only on keeping an

oath while she would suffer more by marrying a fool. Alithea has a different
understanding of honodrr o m L a d yfor FEadydFgdget "lsol ds t hat a * w
guality’ 1 s o0neYelythegplaynsuggests thad both mearvings agexvrong

and that the character’s usage of the word
that people understand whagghwant to understah It is not a case thalhe characters
that mostly use the surface of decorum are
we women | ove honour TheRandealemdt 2 scerie,Jp( Wy c her |
4395,Bel i ndsda e n‘dlde o f EthgregéilberMaruaf Modgdact 5, scene,2
p.140or Lady Wi shfort, “you have found a per s
cause’” (TheWay ofthe Warléct 4, scene 1. 75.

Anotherdouble entendres the figurative use of words belonging to the semantic
group of fruit. Both Etherege and Wycherley explore the ambiguity created by fruit and
physicalappetite. In the first act @fhe Man of Modean orangevoman enters the scene
and she is the firstne who comparessomen to fruit Nay, gad, there are few finer
women, | tell you but so, and a hugeous fortune they say. Here, eat this peach, it comes
fromthestonet i s better than any (Nedvhiemr gtgemp. ya'ch avie
50). Dorimante at s t he peach but excl ai ms, “Thi s f
awkwardilf as hi oned (@ba.ucountergosirgloe arthge of a tasteful fruit to
that of a toadBy opposing his deductioto her statementDorimantis shown as
concernedo displayhis verbal superiority and create a linguistic world where he can play
with irony. Yet, themetaphorof fruit also takes a sexual connotation when Belinda
realises that Dorimant has betrayed her and séefaint, the explicatongive i s “ She

has eaten too much frml2y.” (Etherege, act 5,
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The same metaphaof fruit is also maintained by Wycherley who, in the scene
between Horner and Mrs Pinchwiéhen she iglressed as a boy, udesits to justify

what happened betwe¢he two characters:

Hor.: What, not gone yet? Will you be sure to do as | desired you, sweet sir?
Mrs. Pinch.: Sweet sir, but what will you give me then?
Hor.: Anything. Come away into the next walkhe Country Wifeact 3, scene, 2. 204.

And when they come back, Margeryfudl of oranges and dried fruit:

Mrs Pinch.: O dear bud, look you here what | have got, see!

Pinch.: And what | have got here, too, whic
Mrs Pinch.: The fine gentlemen has given me better things yet.

Pinch.: Has he so? Out of breath and coloured! | must hold yet.

Hor.: | have only given your little brother an orange.

Pinch.: Thank you sir. You have only squeezed my orange, | suppose, and given it me

again (bid.).

It is the sequence of the two passages which makes the scene egHivioecain e r * s
promise of giving Margery ‘“anything’ refl e
promises to Hippolita, yetfaguenesss the comic key. The image of fruit solves and
complicates theaeadingandas f or * chi na’ |, it acquires a

same timealso appears to ban innocent gift. If something physical has happened
between Horner and Margery it will remain hidden in the image of the fruithe
passge, there is also a cooperation between language and gesture. In the semiotics of
theatre kinetic signals are intrinsically connected to langusigee both belong to the
physical context of the stagend transform a deictic gesturdara statement. \Wen
Pinchwifereplies to the scene by statithgit he alsthasgot somethingdputit is notvisible,
he refers to the cuckold’”s horn, tWhats addi n
further links fruit andsexis the reference to China orangedere‘'chindi s Hor ner ' s
codeword for sexn a latersceneehen Mr s Pinchwife says, “He
was there for some dri ed fThaGotuntrydNif@gct4,hi na or
scene 2p. 213 . I nt er e st i-migqeétiguse oflanguage makess these scenes
the most obvious examples that language is dialogical and that meanings can be corrupted
accordingtc har acter’s own purposes.

A last example oflouble entendres thealternativeuse ofthe verbramble which
literally meansto walKk. Already Rochester had corrupted its meaningd Ramble in
St. James Parlgcelebrated poem which openly adopts a sexual langRagaester uses
the poem to oppose an idealised view of the park and aims to tell what actually went on

during his promenadel the plays, someharacters use the wowdth this ambiguous
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sexualsense. What does Hippolita mean when in the opening @ildlgdaments not to
“take a rambl e t eg atrhdee nP a r( Ky @ehtlemahbBbynairgr r vy
Master, act 1, scene,Ip. 157? Not a case that the Mulberry Garden was situatdteat
extremity of t he ,Madame placehe®Rachestea satehis poem P ar k
andwhich waspraised or its widernessAlso Lady Fidget uses the word in a context
where she is complaining that nobl emen spe
shame sisters! Whither shall we rantblfe  ( Wy cTheeCountey Wijfeact 2, scene,1
p. 179. Hellenatoo uses it ambiguolgwh en she says to her siste
dull Humour with your Clothes, and assume one as gay, and as fantastic as the Dress my
Cousin Valeriaand | have pravie d, and | et The Rovaraotil| seehe,1( Be h n,
p. 5 and, according tdhe unfolding of the play, ramble has natianocent meaning.

As a productive source of verbal comedy, ambiguities and double senses place
language in the realm afietacommunication, where a charaeténe libertine- exploits
language more freely than any other genre

The analysis conducted in this chapgtestried to demonstrate that language is
not an impartial medium but rather al@arful metatheatrical device employed in the
plays.Keeping in mind the Restoration concerns about rhetoric, the chapter has suggested
that the contemporary theory of speech actsfilsiastrument to study the phenomenon
of language withirthe theatre. By claiming that every linguistsign is an action, the
libertine has been able to occupy a privileged position in the plays by outsmarting the
other characters in a twofold way. Thest step has been to explonew the libertine
possesses a linguistic awarengggerior to the other characters. The second has been to
analyse the playful presence dbuble entendresn the plays.| t is the | iber
involvement in thdRestoratiorvivid dialoguesvhichlendsforce to wit comedyThenext
and last sectioof this study will bededicated tdhe metaphor oTheatrumMundi to
show how the libertine and the audience coopesdiigin the theatrical worldand to
demonstrate that if the libertine is succesefuktaget is becausef his sensitivity tats

met a’ G aparexxglencemderstanding of the fact that the Restoration world

and the world theatre mirror eacther.
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4. Dramatic Irony: the theatre and the audience

“l have considered our whole I|Iife is |ike ¢
is in travail with expression of another, though the most be players, some must be
spect at oqusttdinBired872dlnp. Ben Jonson’ofightfwoot at i on
corollary aspects dheatre, the parallel between the world and the theatre and the role of
the audiencdn Chapter 21 havepresente@great paradox of theafrdne waythe genre
exploresreality and fictionby way of a charactethe libertinewho has aigh theatrical
awareness.Yet, | approached thanetatheatricalmatter on a pletevel, without
considering the other theatrical element which renders the performatizabie: the
audience.The reason why have not introduced, if not only accidentally naméw
audience befores dictated by the logical development of my argument. If so far | have
just focused onthe s mal | ° wo r 9 bédcausd by its uredeaguingal gan now
expand on the macrocosm that theaetpresentsAs a matter of fact theatrical pieces
writtento be represented and wibetter tha human beings caparticipate in a fictitious
social space of other human beings?

This following and finalchapter will examine the modef Theatrum Mundi
alreadyemployed in theéheatre of thesixteenth centurandsurely notalien to the poets
of the seventeenth century. In order to understand the model and explore its significance
for Restoration Comedy, | will use a phenomenological approach. Since phenomenology
is based on a theory of perceptions, the idea of theatre as a phenomenon is particularly fit
both to understand thmetaphor ofTheatrumMundi, since it assumes that the theatrical
world is to be perceived as real, atwdstudy the role of the audienagdirectly and
indirectly implicated in the modeThe same fact that theatre presents itself as a social
reality entails the mutual acceptanbg characters anthe audienceof a shared code of
conventionsAmong tlese, the idea of theatre as space is particularly interesting w&ithin
modelw i ¢ h t r places i o tsaithg.' The alternation of public and private
settings, of characters wlsee and characters who are seen mirrors the world of theatre.
I will show, for instancehow the play usethe setting and, often connotatiyetie it to
the themes of the plays.

At the basis of the model dheatrumMundi, also interseang the main topicof
the chapter, there is the ideadrmatic irony,a mechanism by which the audience is

involved in the world of the plagnd observegarts of it thatsomecharactersmight
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ignore. Dramatic irony confuses characters and spectafmsducinghe same game of
reality and illusion that the stage ath@world propound. Notinexpectedlythe libertine
drivesthe audience in the world die play and becomesbridgecharacter between the
stage and the world@ helibertiné ®gseof some dramatic techniques, such as the aside or
eavesdroppingwill be addressed gsarticularly useful to understars relation to the
audience anthec har act er ' sessered. at heatri cal

4.1 The model ofTheatrum Mundiand the theatrical space

The model ofTheatrum Mundigxemplified inthe metaphor of the world as a
stageis as oldas the firstorms of representatiogver In 300 B.C. Aristotlewas already
engaging with theatre and hdsctrine of mimesis holds that theatre is a natural imitation,
a transpositi®dheftmeatsi aalti omechanism of
1958, 6) suggests that the spectator enjoys the play becats#lasionary powerThe
illusion comes from théeliefthat the performance is real while it is actuallfictional
representationf real life.Such illusionforegrounds théheatrical effectand leads to the
huge paradox of theatre, namglye feelng of pleasur¢hat the spectat@etsby seeing
somethingthat he knows to befictional. Bor r owi ng Col eri dgéa’ s f amo
involvesawilling suspension alisbeliefof what is external to the world of the play. This
is why the theatre imagic: t suspends our view of reality allowing us toenteran
alternative fictional world which we believe real adefor the time of a play.

In Middle Ages the metaphoof TheatrumMundiwas implicated withituals and

religion and itbestowed orGod the role of the master playwright of the world/here

imperfecthuman beingperform. Therefore, ritual play and religighy mb ol i s e
relationtotheworld ot al i t y” (IKtheeRenaissange/ 2Zhen tr&nslations of

ma n

Ar i s tPodtidsorculated, theiristotelian idea of theatre as imitatioreatedan idea
of reality as valuable as the external one becahse@hilosopherbelieved that through

reproduction, i.e. imitation, the artiss able to capture and represent the form of things,

46 Actually, even before Aristotle, Plajodged art andalked about e c,ltwhidimeans “art, techni
and that he associat¢o the model of craftsmanship. Similarly to a craftsman, the poet also creates his
product, which is art. Yet, whviattkee paehpeoducéesanlfyans man’' s p |
appearancélhus,Plato defindar t as “ mi mesi s mi més e qanteitisdimited mi t at i o1
to be areproduction of events that are, in tuareproduction othe ideas(the only ontological reality

where things exist and which serves as the perfect nobaelr imperfect world) Therefore, artor Plato

is illusionary and has tbe bannedAristotle develops the same concept of imitation but allocates to art a

different worth. He considers that the mimetic quality of art is not illusory since it is netappearance

but a representation of reality which can become an object of knowledge.
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namely reality.It is Castelvetrpa Renaissance scholée who reads and spreads the
Aristotelian concepbf realism and identification of the character with the spectator.
Theatre thens the place whereeality and illusioncan becondensedin the sixteenth
century, Shakespeare transformed the metaphor from an allagmeyproper paradigm

of understanatig and some of his characters manédstis concermon the stagéHamlet,
Prospero) From Shakespeare on, the metaphor of the world as a refgeed the
comparison between acting on stage and behaving in real life, implying that the world of
the stag could also represent socially acceptablesality. The idea of drama as a self
contained world is at the bass$ a metatheatrical approath plays andof the idea of
theatre as a phenomendiine TheatrumMundi metaphowas acquainted by the writers

of the RestoratiogndWy c her | ey’ s verses, for exampl e,

Why are harsh statutégainst poor Players made,

When Acting is the Universal trade?

The Worlds but one wide Scene,

Our Life the Flay

And every Maran Actor in his way (quoted in Marshall 1982, 1)

His verses are redundant wgbmeofSha k espear e’ s passages al
a stage and the stage as a worlddrYou likeive r ead: “Thi s wide and
Presents more woef ul pageantasndt HaAn It hd es aven
a stage/ And all t he nBhakespeedact @, comreedinesner el y |
10341038 and inMacbetha br i I | i ant passage is “Life’s
player/ That struts and frets his hour upon the stage/ And then is heard no more. It is a
tale/ Told by an idiot, full of sound and
scene 5lines 24-28). For Shakespeare, life atiek stage are a mirror of each other and
as life on the stage quickly fades away, similarly deeflife itself.

The world ofthe Restoration particularly is extremélfyctional’, several scholars
haveunderlined the liveliness and licentiousness of the period where social pretences of

respectability were the core valu&disabeth Burns, for instance, notes that

the new Restoration theatres belonged exclusively to the world of pleasure and
entertainmet) to the secular sector of life. Attention was focused less on the fundamental

conception of life as dramatic invention, more on the histrionic aspects of ordinary public

and private behaviour. Interest in the theatre was stimulated by the comparisoasltha

be made between acting on the stage and acting in ordinary life, a comparison later
stereotyped by Richard Steele: The player acts the world, the world the player;/ Whom
still that world unjustly disesteems./ Though he alone professes what he ($6&2s

10).
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The libertine distinguished himself from this reality awed precisely as Burns
describesThis is whythe charactemprovides thecomic occasion for the playhe was
concernedvith making his realife extremely fictional by hidbehaviour similato how
he tried to convert the life of the play intoue and valuableeality, also if this meainto

pretend- or perform—in orderto exposehe social reality of Restoration.

| have already analysed the meaning of metatheatre arsigitgicance for
comedy which, in the definition of the genre, is an imitation of human behaviour. | have
also considered that metatheatre works on two poles: the theatrical and reality effects.
However, a point on which | have not expanded yet con¢kensature of the supposed
metatheatricatupture of reality and illusion anahich has a lot to do with the model of
TheatrumMundi. Metatheatre makes use of the metaphorexpkcs us to step outf
the illusionary world of theatre and understand tahgestas a paradigm of human life. As
Elizabeth Burns notethrough metatheatre,t he wor |l d of the play be
and frangi bl eandaNet gbon( ndv 2 pidc®&dethéatreat “t he
mirroring only a piece or a portiofo soci et vy, of fering only a
theatre no longer contains the world, it is itself contained in the Wwd¢llé58 9).
Therefore, lhe semiotis of theatreassumes that reality and illusion are shifting terms
complementaryconceptsboth providing apartial image of the world. For thigason
metaheatrerelies on some conventions, devices and tools by which the audience can
connect the stage tber knowledge of the worldnd by the same knowledge understand
the stage. lrerestingly,in the twentieth century theatre semioticians Haeeised more
on the concept of realityhanon thatof illusion*’, on analysing the fact that not only the
play is an illusion but reality itsetfemendouslyesemblesheillusion of the play This
approachsharesmuch more with the model oTheatrumMundi. As has already been
stated in Chapter Metatheatre cannot be reduced tody@dof the world as a stage and
life as a dreamasthe metatheatrical modalsoinvolves the characterthe audiencand

the conventions that bridgkese twaelements

47 By reality and illusion | mean the effects generated by the theatrical piece. The theatrical illusion is what

the audience achieves, the suspension of the beliefhtbed ts a world outside the play. Thence, the

audience believes the play is réalhat the audience labels gslity is the world in which they believe.

The audience’s conception of this reality,orthe ‘1 en
the model ofTheatrum Mundi
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In her analysis of the nineteertintury theatr®, Katherine Newey provides a
brilliant definition of metatheatre. She defineast’ a -meferéntial sign system which
exploits the playfulness and artfulness of the theatre to a high degree. Suchsartfulne
assumes that the spectator understands and accepts these codes and conventions, not
simply as theatrical ploys, but as an approach to theatrical representation which is
deliberately selconscious andseif ef | exi ve” (1997, 85t)e. The e
as deliberately seltonsciousmeans that the genmakes of the clash between the
perception of reality and the theatrical illusion its trademark.

A response that | consider particularpertinentis the genomenological
approachwhich tackles thempblem of reality in the relation between the knowen
this casdhe audience and the object of knowledgetheatre Developed by the German
philosopher EdmuhHussel at the beginning of the twentieth century, phenomenology
is primarily concerned wittherepresentationf things before our consciousnedsisserl
maintains that ouexperiences alwaysan experienc®f something, so to speakur
consciousness is inteonal, always directed towards arperienceable objedn order
to understand our consciousness, Husserl outlines a metiaidhe calls the
phenomenological reduction epoché The termepochés translated asabstention a n d
generally addr e #meads thatsvheh Wwe eaperierceé a pherdmenon,

w e bracket’ that particular kind of event
world and events external t o tEppehéneans asi on
the construction of an alternative frame in which we excthéeworld around us. For

Husserl, this is the only way to abandarsuperficialidea of the world and adopt a
phenomenological attitudehich considers the worldnensmble of acts ofperception.

The actual experience of art, phenomenol ogy
purpose of art is to impart the sefBsation
374). In this way, objects and actions become estraingettheir’ u s meahingand

acquire some anewlso because such perceptanealways personalincethetheatre

is based orthe perception of realityyhatphenomenologghares with metatheatretise

attention to the theatricglerceptionwhich similarly to the perception of reality is self

reflexive The epoché suggests a double leveif reality, one which includes our

commonly accepted view of the world and one which frames and brackets the

“Kat heri ne NMeaodragnaand Metathaagre: Theatricality in the Ninete€eifitury Theatre
written in 1997 provides a metatheatrical analysis of some.dases if the period is not that of the plays
| amanalysing here, | am using her definition of metatheatre since I find it particularly incisive
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phenomenonSimilarly, metatheatre is not exclusively about doaflict between reality
and illusion but such an approach converts the metatheatrical méstieei overlapping

of two realities and one of thesea s t he ‘“bracketed’ real i f
Phenomenologically, t her e i s a sense in whi-afdinsi gns [
turn the vitality of theater not simply by signifying the world buieingofi t * ( St at es

1983, 373)As a matter of fact, metatheatre is a theatre that reflects on theatre itself, a
theatre which takes the direct experience of theatre and encourages a theatrical reading of
reality. This is the meaning @heatrumMundi, a theatre whichiconsumes the read its
real esibid.,3&8Y) m” (

| n t h eAPbkesmnanglogical Approach to tiieeatrum MundMe t a p,hor 0

Pearceconducts ghenomenological analysis sfich metaphcand states that

the privileged reality that we accept as certain, substantial, and enduring is converted by

the protracted metaphorical relations. In calling into question that base of certain reality,

the metaphor reduces the distinction between the real and the ficimhaaises the

ont ol ogi cal qguestion. [ ...] Our i maginati ve ¢
phenomenologicakpoché places the actual world and assumptions about it in that

dialectic of similarity and difference, mutual féection, that opens ther than resolves

the question of reality; that is, the play of imagination produces, not a Coleridgean
suspension of disbelief, but a suspension of belief. The solid world stands back, yielding

to the play, as the play speculates about redl®g0, 44)

The idea is thahe only way to avoid dyadicreading of theatre is to suspend the
real exi stence and “to put i ndtagenefaghyr], t he po
in which subject and object are engaged in
(ibid., 46). Theatre is but the phem@nal representation of something perceiveeémwh
the stage represents thpoché

Eugen Fink develops Husserl’'s phenomenol
devoted to understanding the ontological p
Fi n k' gance af the play aligns with the phenomenological probletheofelation
of the play with thevorld as a totality, which, as a problem that Aristotle had formerly
formulated asimitation’, has interested and continues being a fascinaspgcif the
theatrel n hi s seminal essay “Beyond Things: T
according to Eugen Fink?”, Hal ak approaches
reality. If by reality we mean what is observable, the phenomenon whielkpeeience,
the outcome Pa play is uncertaiand indefinite a mixture of being and ndme i nng :  *
consequence, if we strive to understand play, we need to adopt the perspective of play

itself, which is that of players, or of its understanding spectatoitsthat of those who
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describe it as a matter of fact” ¢épbchd 4k 201
promotesThe play i nterconnects some el ements
i ntegr at ed ibidhandsomeothergpwhialglohg tq the imaginary world of

the play, so, to understaadplay we shoul d *
how it I s ¢ o nhide 208).eBdit howodoes thee ptay reléte to the world?

Fink s anal ysi s geeodr tPicantemionmf tlze playr and generally of

transcend mere r

art, as an inferior and imperfect reproduct
arguments against Plato since | would go beyond the scope of this section, but I will just
summarise that Fink concludesh a t Pl ato’s interpreanagation o
“ome ded” ( Hal aktheobjacband it8 @@oduct®m arecnet necessarily
connected but “the bearer of the appearance
i t sel f " caseafsa paimingbidy, 207).Consequently, Fink postulates that the
phenomenon o finterperepatioa of itsiinsagirtary and real dimensions, the
imaginaryimplantedin-r e a | ibid., Y08) Hec oncl udes that “play peé
(Haldk2 16, 209) in the *‘as if’ mode, drawing ¢
use of time and space) but simultaneously being an independent stitszlird he

metaphor ofTheatrumMundii s t hus transformed into a sym
symbol of the world, this means that the individual realities we encounter inside the world

are, when integrated into play, again connected with the totality of the world from which

they were separated insofar as understood as circumscribed individuglst{®lalak

2016, 209210). Therefore, the world of the play and the realrld mirror each other

insamuch asthe world of the playimports some elementsf real life. Yet, this
“borrowi ng’ dtheplay as anosac dfagmeniof reatityebu it simply

assistghe play-world in thecreation ofits own reality.

The ‘as i fs'the mae andwhighfmetajheatre is based. In the
performanceit is as if human beings are human beings, as if a city is a city, as if a
bedroom is a bedroom and a chair is a clBrrowingHa ml et ' s f ambass sent
pl ay’ s (Shakespednéjamlgtact 2, scene 2ife600), the playstablishegself
as a supreme moment of revelatiopnshowing thingsas ifthey weretrue The ‘' as i f
mode i mplies that theatre is a “hypotheti
recognized *
actual her e and Also 8tdnislaveky sayath@'of0’ 2 ,i s9 0t)h.e | ever

|l ifts us out of the world of reality into t

as counterf act uaflinpedresdiretbe of af f
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in Shaughnessy 2018, 3%/ycherley use ‘i f ’ exactly in this se
themetaphor ofTheatrumMundi. In The Gentleman Dameg-Master,Hippolita states:

| am thinking if some little, filching, inquisitive poet should get my story, and

represent it to the stage, what those ladies who are never precise but at a play

would say of me nows-that | were a confident, cominmece, | warrant, and they

would damn the poor poet for libelling the sex. But sure, though | give myself and

fortune away frankly, without the consent of my friends, my confidence is less

than theirs who stand off only for separate maintenance (Wychade§, scene

1, pp. 252253

Ensconced in the world of the play, Hippolita and Gerrard have created an
alternative reality, a plaan abymevhich has placed them in comparison with the other
characters’ follies and blylcompdrisg.ittofdtignpol i t a
and wondering whether a contemporary poet would find her story interesting enough to
convert it into a dramatic piedder story is to be understood in the creative and aesthetic
world as ifit were a theatrical performancghe further compares herself to the ladies of
the age who, converselgtand off only for separate maintenanéppolita brings the
outside world wihin the world of the stage and reminds the audience that what they are
looking at is a play, but also that the playlife-like. Hi ppolita’s statemer
theatrical and reveals the charattoeh’' s con:
the playwithin device connectinghe audience tthetheatrical world

The Restoration age develops a hedonistic view of life where ostentation and
exhibitionismappertain taan aesthetiof excessAs asocial figure and aharacter, the
libertine participates in this metatheatrical world and is himself, and the characters he
sometimes involves, the cause of #pechénd responsible for creating ad hocframe
of reality. Interestingly, the libertine is a figure directhprrowed from the reality of the
Restoration agbutthat albeit maintaining the same characteristic, is transposed on the
stage as a new, successful figure. A phenomenological reading TheatrumMundi
might also explain while metatheatre is the only dimension where the libertine can be
comic: in theepochéhe audience is freer to suspend any moral judgeBgnising the
phenomenological approach we can create a metatheatrical level where reality and
illusion coexist. | will return o the phenomenologicajpochén the following paragraph
aboutthe audience s p e r and thdir pastiniation in the playsuBlet us highlight
that through this reading of metatheatre, the libertine and the audieacs vantage

point The audienceés offeredthe lensesby which thg can meditate on the theatrical
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nature of the world In doing so, the audience often becomes a character in the

performance or simply shares with the libertine a diffene@&ningof the play.

A phenomenological approach to theatre provokes some refleaionthe
theatical space since the metaphor TieatrumMundi considershe space of theatre
equalto the space of the world. Peter Hollatr@ats the theme in his brilliarithe

Ornament of Actiomnd st ates that the “the peculiar
Restorationsage all owed the audience to ‘read’ t
19). It was comedythat, aiming atvraisemblances hows “t he actor as i

potentially anal ogous to theiribido2MTher at her
new setting othe Restoration theatres employed elaborate scenery which framed the
physical world of theatreontributing to the idea that the dramatic world is just an
alternative reality® Thus, aphenomenal view of space implies that the spadtkeoplay

is analogous to a social spaceeant as acaled reproduction of the outside world.
Interestingly Elizabeth Burnsmaintainsthat space and she is commentingn the

Restoration stagéas a double effect in theatre:

it set limits to the theatrical world into which the audience was not supposed to stray. It
also presented this world as a contrary or alternative reality. The illusion could be created,
with the ceoperation of the audiee, that the events that occurred on the stage were
temporarily as real as those that occurred outside the theatre. In fact the audience was
now asked to make a greater imaginative effort to sustain the illusion that the stage itself
represented the worldf the play rather than the world of the act@@72, 77)

The gatial setting thus, works similarly to languagend it constitutes a
authenticatedhared code between the actor and the speetioh relaesit to social
reality. Space becomes a container of a-selitained playThe space dahetheatre, this
frame of an alternative realitglraws on the legitimization of theatrical codes which
would otherwiserender the performance incomprehensible action and the settingea
mutuallydependingnd the audience might also witness different settingsingleplay.
The scene, paramount to the action, often offers a reading or a commeikergation
itself. Before shifting to some examples from the plays, let us approach some ideas about
the theatrical space, both semiotic and phenomén@heDictionary of TheatrePavis

distinguishes between tlstage spacethe actual space where characters move, and th

49 In the seventeentbentury theatrical architecturdaet introduction of th@roscenium archinherited by
a previous use in masquésparticularly significat in terms of setting since it visually put a frame around
the action, a sort of border out of which the audience enjoyed the play.
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theatre spacehe space occupied by the audience and actors during a performance (1998,
344).Yet, there is also a third dimension, dhmatic spacewhich is the space of the
imagination, the fictionalised space that the audience creates in hisThiadpace is

particularly important since dllows the plays to be set in Sicily, in Naples or London

travelling throught h e a u dnagnatiorePawss then,considess pace as a ‘' si
which oscill ates *“ bsgnifyiegepace and thegextériagnifiguge r cep t i
S p a d$98,369), yet

what is represented on stage is not the manifestation of another reality that is not
represented, and therefore not figlive — it is as much the reality of the observer who
projects himself into it as of the director who outlines it through the stage location and
the presence of actors. To represent or figure the stage is to use a rhetorical figure to make
the transition fom one element tangible space-to another, imagined space, what is
beyond the stage, and dramatic sp@ue.).

His definition introduceshe idea of spacas* t r ansposi tion’”, the
reproduction-thus theepoché—of a social event in a reality framed as phenomenal. Only
through transposition, objects are likely to becomeal objects that can be
hermeneutically identified in the fictional worl@ransposition, whiclper seneed that
the process of authenticated conventions between the audience and the performers has
concluded, namely, that both elements have accepteepthdé, is what renders the
theatre Mundus. Henri Lefebvre, drawing on main phenomenological concerns,
specifically deals with space as a social prodistPavis, he philosophealsopostulates
a threedimensional analysis of spacthe spatial practice is the physical, material
dimension of social interactiorthe representation of spagefers to space as it is
conceived and thepaces of representatiare the symbolic dimension of space. The
three dimensions correspond to the respective phenological concepts of perceived,
conceived and lived. Perception, which we have already highlighteeat the basis of
phenomenol ogy, means that space calast be ‘ pe
dimension(spaces of representatiois)interesing for theatre sinc&efebvreidentifies

thelived space ofepresentatiorasthe space of artt is a space

directly lived through its associated images and symbols, and hence the space of the

“Ii" nhabitants, ” and “users,” but al so of soIm
writers and philosophers, widescribeand aspire to do no more than describe. This is

the domimted—and hence passively experieneespace which the imagination seeks to

change and appropriate. It overlays physical space, making symbolic use of its objects.

Thus representational spaces may be said, though again with certain exceptions, to tend
towards more or less coherent systems of-werbal symbols and signkdfebvrequoted

in Prigge 2008, 52)
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Lefebvreconceives space mhialectical terms, aonstant process of concealment
and uncorcealmentof the social reality which both the actors and spectators have to
subdue. The theatrical reality asks the aucf
of the situation which theyeed to grasp the composition of action deployed on the stage.
[ ...] cl &tion derives from] conventionalised renderings of rhetorical procedures
familiar enough i n ThewoildofldiahaasalwgyBhasedathd 9 7 2 ,
world of thespectatorsthus it is always accessiblEhe accesses that the audiencagai
in the theatrical spa@reprovided through languagé&he problem of space is, above all,
a linguistic problem sincthetheatre is made of languajend characters refer to space
by theuse of languagéVhen Rhodophil greets Palamede back in Sicily, he is providing
information about the plag@®ryden Marriage ala-Modeg act 1, scene,lp. 1). Also

PedroinTheRovegi ves Bel vil e an appointment at St
to fill; and thatwe may not be observ’'d, do you walk
wi | | meet you, and concl ude ,p®uwWwhenrHadypi nes s’
Wi shfort has to receive Sir Rowland, she de
No, It wsadn’', —dy | wdlk fwaltHe door upon his entrancé!, and then

turn full upon him. No, that will be too suddén. | +a y ,i el,” 'l | i e down. I
in my little dressingoom;t her e’ ssyascoyebk, [ give the
couch.” (ThedMagaf thes Worldact 4, scend, p. 61). These are probably

simplistic examples ad much vaster conceptet, the ideasithatcharacters on the stage
“ b or r owplacestapdaicetti@from the world outside and they ask the audience
to imagine and conceithemwithin asymbolicspacé?. Characters agk consider Lady
Wi shfort’s c¢ouch aa nat ana stageaiming adedio@andpaca® m
thepoint of interaction between the real gahdnonreal.
Timein the playsvorksalike. The Aristotelian belief of the action of a play set in
one day and condensed in a thneair play is probably the most unlikely he adaped
Often in the plaglibertines are coming back froajourney, like Willmore or Palamede
a process which highlights how theatre agpandgime asf itwerereal Wh o t hought

to have seen you in Sicily?” asks Rhodophi

50 Both the semiotic and the phenomenal approathetheatre are grounded in theories of language and
signs.

51 The bold is mine

52 Relevant to the topic might be a theatrical reading ofritezesting semiotic theomyf the semiosphere

by Yuri Lotman defined as the culturapace wherall semiotic signs coexist in generating new meanings.

A theatricalsemiospherenight be the theatrical space embracing the stage, the audience and the characters
all involved in creating an alternative reading of the world.
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“Who thought to have found t hMarageldtat so f al
Modeg act 1, scene,1p. 11 underlining that the period abroad impliesemporary
dislocation of experiences and, in this case, also of aslesgnalled by the absence of a
royal figure.Like space, time is only an analogue of real time, an imitatidgheafeat
time world. Whenin the opening ofThe Way of the Worl§lirabel excl ai ms, “ H
Al most one a’' adl, scenk?2p. 10 idsosentemce provider semblance
of reality, a symbolic way to underline that he has been waiging themise-en
scene and Pavis uses a brilliant expressicHe texte deviant textute(1996, 129
highlightingthe fact thathe performances the makephysicalof language and gestures
the codes of social behaviour in the real world.
In dealingwith space and the usésymbolic spacgin Restoration Comed{eter
Holland (1979) produces a case study of discovery sceBesn if the main action was
staged in the forestage, the Restoration stage made large use of the space behind the
shutters, .e. flat wings as scenic space. The shuttews in grooves across the stage,

making it possible to change the scane d di saovéeher scene behin
device was exploited in comedy afdllandanalyses the use of discovery scanemme

plays to show how the theatrical space could align with a symbolic understanding of the

play orwith some of its themedn addition, the Restoration stage, conversely to the

previous age, made large use of painted scenery to arrange a semblance of reality. Thus,

the audience had no longer to use only imagination but the movement of painted flats
allowed them taealise where the soes were seiThe visual aspect was, thartferly

engagingn the Restoration playsimong the workghat Hollandcommentsupn, there

is The Manof Mode(39-40). The scholamaintainsthat Dorimant makes his entrance

from the proscenium doors directly onto the forestage. This device allows the libertine to
sympathise with the audience ameposes theeading of himself as a bridge between

the audience and the world of the play. Inthe ur t h act, the scene i s
| odgi ng wh aying upHrerh BtferegeIhe Man of Modescene 2p. 115.

Dorimant and Belinda entan the forestage whichn terms of spaceplaces Handy

“behindt he s (Hellangl 4979, 39land makes his preangence a
sordidness of Dor i miid) Dosimast asksuHahdy ta brind eet i ci s
chair on the scene and whereas Belinda e:
engagement with the setting clearly suggestsshesx u a | i ntenti ons. The
shoul d do it , EtherbgeTihe Man of &odeact 4,'scene (. 116§ and

Dori mant’'s subsequent confessi tid,ptldj) Medl ey,
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are indexes atfhe fact thasomethingphysicalhas happened ithe bedroom During the

pl ay, Do r i meprederd the place dvigererheg plans, plots and drinks as if that
setting was r e dnqoepassibilitg to &co Also imche Coungry Wife

the setting has a deeper significance for the audidhest. of the scenes are set either in
Homer s b earm® o mc h Wwdging Acsording to Holland, these two settings
confront* sexual excess/ success and simpotermd f ai | u
i n fact” ( HoAcknawledgind tBe7athbivaldn®e) the audience is brought
more in the world of the playAn aspect thathe Country Wiféurtherbrings to light is

Hor ner ' s ahetheateerag & spaceoof performamndeere a cdain behaviour

can be the result of pretence, just as people feign in real life. In the first scene of the
opening act, Harcourt and Horner discuss the fact that they went to a play the day before.
As a usual social habit, going tioe theatre is immediately recognisadparallelingthe

world of the stage and the audience. Actydhgir conversation is transposing them and

the audience in a setting alike, he is describing something that he has done in relation to

whatthe audience isxperiencing righhow:

Har.: Come, your appearance at the play yesterday has, | hope, hardened you for the future
against the women’'s contempt adabyouwerr men’' s 1
wont?

Hor.: Did | not bear it bravely?

Har.: With a mat theatrical impudence; naypore than the orang@enches shew there,

or a drunken vizarthask, or a great bellied actress; nay, or the most impudent of

creatures, an ill poet; or what is yet more impudent, a selcand critic(Wycherley, act

1,scene 1p. 15§.

Thetheatrical impudenceés just another theatrical strategy of the libertine. This
speech has transformed the setting in aa®ikcious reflection on the theatrical nature
of life where Londonersttend thetheatre as a social placer fmmouring about other
fashionable peoplefor making an appearance rather than watching the play, just as
characters do on the stagegée stresses the visual aspect as crucial in the idea of the
what isetyewatbhany itselfbpprtee i s 1 n

worl d as a stage:

stage [ ..] in a play in which fiction and r e

truth, no | asting commitment is possible” (
Aphra Behn, critics have noticed, is the writer who more than angbmest

obsessivelplays with scenery andiscovery scenes in her plays The Roverthere are

stage di r e cThasoeneschasges; and dissovets Blunt, creeping out of a

Common Shore, his Face, &c., all ditt{Behn, act 3, scene p. 42 wherethe scene

changes from a house to a shore and that was meant to be comic since the audience knows
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that Blunt has been deceived by a woman ang#iniless on the roadlso, there are
twodiscovees i n the fourth act . DiScovers Belvile,asby scene,
Darkalon€ ( B e h n, p.4%. The seeondlscene changes from a street to a chamber
a n discovers [Blunt] sitting on Couch in his Shirt and Drawers, readghn,p. 65.
Apart from the discoveries, also within the scenes not properly marked as disgoveries
there are sudden changesscenes happenihghilst a n o t hsgmptorsaticeohtlee
fact that Behn was keen on playing with the theatrical space. Derek H(RG% 39)
pinpoints that the playwright, in alternating all those setting, plays with the idea of
boundary. Whereas women are often framed in
appearance in act i the Balconydrawing aSilk Curtain(Behn,TheRover scene 1, p.
20) or Florinda communicating with Belvile from a window (Befiithe Roveract 3,
scene 1p. 37, men are shown freer to move amaingdoors on the stagmterestingly,
Angelica’s first appear anc etonymically desribgdl ay i s
through a painting outside a do®he insertion of the painting in the play is only another
form of representation which directly plays with thealfee painting is a miniature of
people just as actors are miniatures of human beiRghowing phenomenology,
Heidegger talks about the work of art not as a portrait of how things look like but as the
occasion for those things to present themselves, pnochim who is experiencing art
with an aesthetic feeling. Heidegger’'s exan
why Behn’'s wuse of a p-andshewilli g samethinyg simiere nt An
alsowi t h  F I or i n-deaharses a matheatricalieffect of dislocation for the
audience, as a reminder that they are witnesgitignal objects on the stage but that that
fictionality is inspired to real people and the stage, just as the world, is symbolically
representing themA symbolismthat in The Roverspecifically, is emphasised by the
carnivalesque atmosphesbich directly plays with maskingnmasking devices Be hn’ s
threedimensional use of the stage to represent huge roads where rdéfiléascould
be staged-a symbol that isnetatheatricgbar excelence— servedo stage the ambiguity
of reality and fiction. I n this way, “neith
“can become comfortable with patent i nter
reeval uate discourse and 33).clhigisthetregult ofthe at t ai n
phenomenologicapochénd the essence of metatheatre.

Additionally, the onstage door before which the painting lies i¥he Rovera
symbol f or ‘ ilimgavho cangdls the sitdatiod and who does Wdhen
Willmore steals the painting, he suggetishe audience that in the scene there is a
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division between an untamed male libertine and a manipulated w&igaificantly, the

door has a similar nidaCountrtygWif&a h s 6 hae ns cedarcen’'e.r |

In that case, the door symbolises the clash between two understandings of the scene, one

denotative embodied by Sir Jasper and one connotative performed by Lady Fidget and

Horner and understood by the audience and the quack (who is hiGaetie one side

of the door Horner and Lady Fidget are having a sexual intercourse, on the other side

Lady Fidget’'s husband believes his wife is
In all these examp$amabout space and scengaycontact point is the libertine. In

the majority ofthe plays the first scene opengith a libertine who literally takes the

scené and recognises his privileged position with the audiefide libertine is

responsible tinvolve the audience in the world of the play

4.2 Inter-dramatic referencesand the audience

In the Restoration agthere was a strong connection between actors and the roles
they played and the audience was acquainted
never stopped being an actor also outsidewtbdd of the theatre. A similar process
involves the audience as well. The theatrical illusion is constructed within the paradigm
of turtte wdlol t“hiemmatgriena,r yanwal |l separating st act
spectators watch an action thatupgosed to be unfolding independently of them, behind
a transparent barrier. They are invited, as voyeurs, to observe the actors, who behave as
if they were protected by a f oBRavis,1®98wal | an
154) Yet, the role of the audienceparamounfor the performance to be considered as
such. The phenomenological concept edoché functions both to understand the
TheatrumMundi modelandalso to define the role of the audience. The audienca has
huge resposibility to createatheatrical framelt can be donenly by accepting the fact
thatthe theatre represents an alternative redlitye audience is subjected to the effects
of transposition | have talked about the previous paragtaplaudience has transpose
human actions and events in a fictional wodshother effect that of dislocation, is
typical of metatheatre. When thpectatounderstangthe theatrical effect, thus identifies
theatre as theatrbis knowledge becomes metatheatrical, heis, El am’ s t er mi no
“privileged onl ooker’ (2002, 79). Therefore
world of the play as they like. But how comes to the audience to be dislocated? In

Restoration theatre, it ike libertine who mediates beten the audience and the fictional
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world of the theatrel n chapter 2 and 3 | anal ysed
understanding ahe playasfictional through plotdevices and language gaméss aind
the nextparagraph will be dedicated to an anayf the dramatic devices that connected
the audience to the dramatic worldtloé Restoration.

In comedies, e way in whichcharacterexemplify this concept is through the
use of interdramatic referencess modes of textual embeddirig.the third act ofThe
Gentleman Dancing/lasterMonsieur Paris discusses the role he plays by referring to the
ltalianCo mme d i a :[d.e]l |10 ad it dethkan aradeny at Parik thricehaek
to learn to play de fool of Signior Scaramouche, who is the most excellent personage in
the world for dat noble sciencAngel is a dam English fooltohim ( Wy cher | ey,
1, p. 20Q. Scaramouchwas the mask of a foolish military braggart and the actor who

interpreted the mask inimitably was Tiberio Fiorillo. Significantly, the actor was playing

t

S

at the Italian theatre in FrandearingWy c her I ey’ s t i mes. Monsi eur

and in thenext lines to Nokes and compares their foolishness to that of Scaramouche.
Angel and Nokes, Holland notes, were the actors plaggspectively Don Diego and
Monsieur Paristhe two fools of the play (1979, @3l). By acclaiming his acting
superiority, Pa i s / N ooknie meferencectakes the form of a galdisethroughthe
comparison with a weknown comic actor but it also engages the audience in a
metatheatrical commentary on roles and -pégying. Insertios like these are not

uncommonMirabell inthe second act dthe Way of the Worldraws a parallel with Ben

Jonson’s notorious character: “1'f your mot

marry my pretended uncle, he might, like Moscairfine st and (Cpngrave,t er ms”

scene 4, p. 33). In the passage, Mirabell is discussitty Mrs Fainall the role of
Waitwe | | Mi r a b el Fplotgshatwirdbell elaborates to twin Billasat

VolponeMosca is Vol pone’ s servant and he has

b

(

the news of Vol poneVolp on pobkstle sesthateacdontdasn vi nci n

been namediaitwell and Mosca are both servants and endorse the role of the servant

helper/deceiver. A parallel that the Restoration audience would have quickly understood.

In the same playhereisalsoarefereac t o a char actMachAdonAboBhakesp

Nothing “D’ye think my niece wil!/l ever endure

Borachi o” TkKeGMay df the Werldact 4, scene 10p. 7). As the name
suggest s, S h a k Romgh®las beeén sisectbly lbadyaashf@rtrto refer to a
drunk person, in the play, Sir Willful.
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Congr dheeDousble Dealea|l so pl ays with Shakespea
soliloquy (act 4, scen®) after having discovered his w
Congree uses the same metaphor that Othello addidsse De s de mona, “O my
Pl yant , you were chaste as i ce, but you ar
| ament was si mil ar , (SHalsebpearewaats, s€egdifs ¥59).as wat e
Pl aygoers would have understood and appreci
play is a tragedylLet us remembethat although Shakespeare was writing almost a
century earlier, when theasree-opened in 1660the licensed companiegartedwith
staging Shakespeareglays Also, lines in theplays were strongly linked to actcasd
when playwrights wrotghem,they had in min@particular actor for that part so ttsich
intertextualities gained more power as for the player who pléngd.

A very interesting passageL ady Wi s hof tlerbaokson heboakghelf
in The Way of the Worldn the first scene of the third act, she suggésitsvirs Marwood
might rradsomeone of thosevhile waiting. Amongherlist, there is theéShort View of
the Stage) beli eve a c| e aiShort édweof teenlmmoraliycandCo | | i e
Profaneness of the English Stagablished two years befo@o ngr ev.dntlis pl ay
pamphletCollier attacks contemporary writers such as Dryden, Wycherley and Congreve
with arguments lying on the amorality, blasphemyiadécency of their plays. His major
accusation was that those playsited to debauchery and viéelt is not a casual choice
thatthe book is praised by character such as Lady Wishfatpretended moralistho
in the play inveighs against Mirabell bartly because he has refused her. Lady Wishfort
is one of those characters whikke Lady Woodvill or Olivia, hide their mischievous
inclinations under a mask of social rigorism. And where else than the stplygy ton
this? The antitheatricargumentisclosed by the intedtramatic referencis subtle and
complex but aims aiffering to the audience contemporary views about theatre, actually
provingthatthetheatrereflectsthe Restoratiosocietyandis a pretence.

Wycherley skilfully masters th sameargumentin The PlainDealer. In the
second act, Oliviaand Elizwmed i scussing the obscenities of
The Country Wifeut from two distinct viewpointghus formulating &utureresponse to
Col I'i er’ svenavengyweass hdfore. Oliviaondemns a lady just because she
went to see th€ountry Wifeat the theatreholding that a modest woman is unlikely to

53In his pamphlet, Jeremy Caili attacked botfihe Double DealeandLove for Loveor some lines that
he considered blasphemoarsd brought Congreve to revise them. Ardépth analysis of the topic is in
Hol | and’ Bextand pegddarneance (3): the comedies of Condrevg 1 A4284). 20
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“see the hideous *Country Wifestatiitcdhmuadf bil"
(Wycherley,The Plain Dealeract 2, scene, . £9). Shemaintains that theamename

Horner recalls the image of a tovonu | | t hat , consequentl vy, def
and couches, rapes upon sleeping and [wakes] country virgin hedges, and on

h a y c oibik)livia @ssociatethe theatrical plays to obscenities and gheisgusted

by t h échipalscang.’Far her, he word china has been so erotically connotated that

she is unable to separdtee sexualfrom the social use of the word Such inability

prompted her to throw away all the o&iobjectsin her house, blaminthe poetfor

creating an ofit meaning of the wrd. Ol i vi a’ s ar gument iI's a prc
meanings which actuallyainly liein her own imagination. Contrarilfgliza considers

s Eleaeantbioan esx dMyxiewvd ey’ s attit ui

her cousin
specifically to defend his text, but to pinpoint the siskinterpretng the signs of a play
ambiguouslyevenb ey ond t he aut haoedofrushingthe addiencendsant i ons
consequencento thatarbitrary interpretationEliza reflects upon the present and upon
writing: “All this wil!l not put me out of
tooday, or anot her o f the same beastly aut hi
(Wycherley, The Plain Dealeract 2, scene,lp. 43Q. Thatchinafiguratively indicates
sex i s undeniable but Olivia’s dangerous i
misreading Her statement immediately loses value whethe end othe play shes
unveiled as a manipulatof puritan appearancgseciselyas the same charactersidfe
Country Wifeshe is attackinglt is her cousin Elisa to notice it when in the fifth act
promotes a series ofdeadcumges “tYouOlcionida' man dd¢
modern plays only that you may not be censured for never missing the most obscene of
t he ol d o neTEéPlainWgatehots, dceng,dp. 499. In this, Olivia is very
similar tothe Restoratiotheatregoers?

A similar critiqueof theatreis provided inThe Country Wiféself. | might dare
say that the whole play is based aparadoxicalantitheatrical paradignit is during a
play that Horner noticed Margery and Pinchwife does not want Margery to see the plays
because she might “li ke the” atWypcher aay aadb
scene 1p. 17). Theatre is perceived in the play as a place where libertines could gaze in
admirationat female playgoers and also players thus starting a network of high jinks

and cuckoldry. The perception of theatre in Restoratometywa s ¢l ose t o Wy c he

540n the topic, | suggestreadingo enni f er L. Airey’'s seminal essay ‘' Fo
Antitheatricalism and the Female Spectator in The C
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description,a market for appearances where fancy people entertained themselves. Also
Sparkishpromotes a argumentgainst theatre but his selfientedvision is dismantled
by Horner, Harcourt and Dorilanin the third act, Sparkistterides Horner underlining

that people at the previowlay play were laughing at his impotence:

Har.: Yes, but | thoughtyouda gone to plays to | augh at poe
Spark.: Your servant, sir, no. | thank you. Gad, | go to a play as to a country treat, | carry

my own wine to one, and my own wit to t’'othi
either. Andthe reason why we are so often louder than the players is because we think
we speak more wit, and so become the poet' s

truth, we hate the silly rogues. Nay, so much that we find fault even with their bawdy
upon he stage, whilst we talk nothing else in the pit as loud.
Hor.: But why shouldst thou hate the silly poets? Thou hast too much wit to be one, and

they, | ike whores, are only hated by each o
Spar k. : Yywusto kndw, Iccorm eritig. But women, women, that make men
do all foolish things, make ’ ‘Tem wrvietni mg < ®mg

with lovers as playing with fans; and you can no more help rhyming to your Phyllis than
drinking toyour Phyllis.
[ ...]
Dor.: But the poets damned your songs, did they?
Spark.: Damn the poets! Theyturnee m i nt o burl esque, as they
is a hocugpocustrick they have got, which by the virtue of hictius doctius, tofiseyey
they makea wise and witty man in the world a fool upon the stage you know not how.
And 'tis therefore | havéem too, for | know not but it may be my own case; foythé |
put a man into a play for lookingsmuint. Their predecessors were contented to make
servirg men only their stage fools, but these rogues must have gentlemen, with a pox to
e m, nay, knight s. And i ndeed, you shall har
and to tell you the truth, they have kept me these six years from being aikrdghtest,
for fear of being knighted in a play, and dubbed a fool.
Dor..Blame’ em not; they must follow their copy,
Har.: But why shouldst thou be afraid of being in a play, who expose yourself everyday
in the playhouses, and as public spaces?
Hor.: ' Tis but being on the stage, instead of standing on a bench in the pit.
[ ...]
Spark: Come, damn all your silly authors whatever, all books and booksellers, by the
world, and all readers, courteous and uncourteous (Wychsdeye 2pp. 192193).

This lengthy passage is a metatheatrical reflection on theatre and theatregoers.
Sparkishgoes to the theatte nurturehis ego, hébelieves he is funnier than the players.
It seems that Wycherley is displaying tbesrespectfulattitude of many Restoration
theatregoersvho attend the theatre just to show tifét they are fashionable people.
Sparkish hints at an episode in whichWrete some songs that the poets used for foolish
characters. He accuses them to have thus offenideplosition in societyurning him
from a ‘“knight’ into a ‘fool’”. What Doril an
notices is that poetfllow their copy, the agenderlining that the main task of a
Restoration playwright is to portray andrispose on the stage the world as it is. As an

alleged writer, Sparkish would like to be flattered for his talent but he does not risk being
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mocked on the stage, yet, whea is in the pit, he anonymously laugi®l cries at the
players. Intheir attackgo Sparkish Horner, Dorilant and Harcourt are foils to Wycherley

in theiridea of theatre as an ironic, albeit comic, social irony.

Hiding and eavesdropping are also devices directly connected to the aultience.
The Way of The WorldCongreve useBoth situationgo create a third subplot which
contr ast snaiMubplattieelplay’Mss Marwoodhidesout n Lady Wi shf or
closet when the |l atter receivepp 245 . bl e’ s
However, Mrs Marwood remains in the closet also after the scene ends so that she
overhears another conversation between Foible and Mrs Fainall, wbeenly the

former spoils Mirabell’' s plan (Mirabell ma k
Lady Wishfort) butshealso warns Mrs Fainall against Mrs Marwood. This is a striking
example of dramatic i r onyMadamiMarwod watchds! e e x c |
me” ( Congr ev ep. 49atbetaud@ncexslusieclyl@mows that it is literally
happening. Againgspecially comibecomedMrs Marwood subsequent asi de,
shal | wabngreve,aa,8cene(/p. 49 which reprisedoible s same verb.
C o n g r Ehe [Eoulde DealeMellefont hidesbehind the hanging&ct 4, scene 10f
Lady Touchwood s chamber to di scoverthubheisabketod Mas kv
identify Maskwell s trrod &chodr yt hkee vtiHd sai chi.s ¢'d
utters when leaping out, accentuating the use of the theatrical device.

Something similar happens alsalihe Country Wifevhere Horner usdsdingto
provet o t he quack that also women of honour *
act 4, scene, 3. 219 and that his trickbeing afeigned eunuchs successfulThis scene
happendbeforethd amous ‘china scene’: “Nowmes talk
one. Step behind the screen there, and but observe if | have not particular privileges with
the woman of reputation already, doctor, already. (Qbébés behind scre¢h ibig.).
The libertine uses the devibdly aware ofits dramatic potential, hieides the doctor to
make him discover a piece of information. Whereas Horner is a conscious performer and
during the following scene he knows he is being watched, the duzasckeerexpelled
by the world of the play and has assumed the position of theranadiWith the audience,
the quack shares tlwwnditionof him who sees but is not seand hislocation* b e hi n d

the scr een’ ,mghtalkudedo amurtaih, suggestcheunetaphoricallythe
guackphysicallyenters in the world of the audiendeterestingly, the quacger seis a

hybrid figure because he is not properlyplaysicianbut he is believable enough to
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di agnose Horner’s i mpotency. Hi s false diag
nature btialso his positiomsa spectator with the audienceisstomments on the themes

of the play might easily be those of the audience such as when during the china scene he
exclaims “This indeed, I could not have be!
(Wycherley, act 4, scene, . 223 and “I wi || now believe &
(Wycherley, act 4, scene3.225.Hi s comment ary further helps
of some events such as Pinchwife’” dookentr ance
l i ke one, and none el se, sihid.)e., Thhaev e q uaancyk ’
identification with the audience, made possible by Horrferces us to consider the
metatheatrical aspect of the pl&ince the quack merges with the audience, theeacei

alsolapss more than ever, into the world of thi

redirected performance.

Diverting the audience’s attention is th
they are no novelty introduced in tRestoration agkut they were already similarly used
in Elizabethan or Jacobean theathey gain unprecedented popularity in this period, in
this “blessed times of R®&éhn ThemRoverEpilogue as Aphr
p. 89. Apart from refermg the audience, Prologues and Epilogues seem to become
proper reflectioson the age and parallel the world of the glayhat of the theatréirst
and foremost, they metaphorically frame the play bectigsesignal its beginning and
endAs devices of ‘presentation’” for the semi
century employ them not only as apologies for their plays but alstete the play to the
audience. Prologues and epilogues abowitidl lines describing the Restoration society
and its theatregoer&nother aspect is that they were desigreedparts in the playfr
specific actorsa fact thatalso thematicallytjesthe personvhodeliverstheverses to the
role he/sheplays within the playLet meremindthe readers that actors in the Restoration
age usually played stock rolen the plays and they were hired by companies fugriod
of time to perform the santgpe of character, almost as if the actor himself became a
stockactor.During the performancé he audi ence used to appreci
performancef a role rather than the role itsalithin the plot.In this regard, famous was
the "mdi nteichni que that consists in “bracke

action and directing that speech, along wit
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2002, 31) which the audience immediately recogh&e specific of a certain actér

Often, the Prologues and Epilogueslicated the actowho spoke itIn The Way of the

Word,for example, the prologue is spoken by Mr Betterton, the actor who played Fainall

The fact that the actor, rather than the character, speaks the prologue symbolise
Congreve’' s pl ay i-rolgdialectchighlightmg thachlaractees aré jast

pretending in a play whicbonsistentlyemphasises pretence. Similarly, the Epilogue of

The Country WiféWycherley, p. 357)s spoken by Mrs Kneep, tteetress who played

Lady Fidget. Her role in the play, we have
attitude. In the Epilogue, she lists severalent®haviours, there i@ man whd* | ea d s

wo me n o0 nesnotdaliow thdno once seducedhnewho like* Fal st af fs of fi
fooled since he courts a woman who cheats on him (she might be referring to Sir Jasper

or Pinchwife) andone who uses women only to show off his vanity (like Sparkish).
Eventually,among the publicthere isthe last categorywhich includes mersuch as
Horner, but she warns them: ®“But gall ants,
which to no man his due will give,/ You by experience know you can deceive,/ And men
may still believe you vigorous,/ But then, we womeh hene’ € 0z ’'.Imitheg wus”
world of the Restoration, similarly to the play, men can strut about how beautiful or rich

arethey, yet, women are not easily fooled and will only be impressed by men who satisfy

them as loversThe Prologue oThe Man of Modenderlines how characters of the play

are drawn on real peopl e: “Nor is it stran
wi t for most of yours is such/ [ ...] The st
(Etherege, Prology@. 47. The main materldor playwrights comes from observing the

audience’s follies, w h a tefledtshviat theeys alimieerinc e s e e
everyday life. This is redundant witine Epilogue ofrhe Rovewhere Behmmore fiercely
claims that her play mocks the audiermed that as much her play might seem
exaggeratedeal lfe will be always more ridiculou@Behn,p. 90).

On a final note, the Prologue ©he Plain Dealeneeds some attention too. As a
libertine, Manly diverges for his shaspnse of plainnes¥et,ont he st age he only
a part?” oVve9L hbyl wpj ch he wishes to display

“But the coarse dauber of the coming scene

55 As Horner imparts to the audience in the ProloguEhe Country Wif¢p. 149) the role of the etor is

highly different from the playwright. The former is just an actor whose main aim is to please the audience
even if that might implicate a bad performanicgerestingly, Horner underlines that the performance is
entirely controlled by the characteudience relation.
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displays y ou a s ibig.)o The fact thdt the audienices nat ure i s akir
charactesal i gns the world with the stage and *“
world depictedn the playsand call attention to the acting that is a crucial part of the life
t her e” 1982Ka6). If ther play ishe way to reflect the world of the audience, it
means thatrealitydls i n t hat worl d and so the characte
in the playhouseand [theplss)] not hi ng but a play wethin th
1989, 92) Epilogues and Prologuesvhich dramahas always employed as playwrights
defencs or apologies for the outcome of the play, serve now as a strong reminder to the
audience that by closely looking at characters they discover only that those are based on
reality.

To establish a stronger link with the audience, characters often address directly to
them as to involve the audience in thaypir to divert their attention to a particular action.
Hellena does it in the last actDfie Rovewhen she confesses her brother that she would

rather marry thabecomea nun:

Hel | . : | have consider’”d the matter, Brot her
my uncle left me (and you cannot keep from me) will be better laid out in Love than in
Religion, and turn to as good an Accottiet most Voices carry i for Heaven or the

Captain?

All cry, a Captain, a Captain.

Hel | . : Look ye, Sir, ‘“tijps83a clear Case (Beh
‘ Mo st Voi ces’ i's the audi iemerers theeh o, t h

text/performance by sympathising with Helle®&metimes, characters were talking to
the audience directly on stage. Butem the audience &ldresseth the dark about other

characterswe are talking of asides.

4.3 Aside

To conclude the chapteone of the most interesting examples of dramatic irony
is the aside, a technique that Restoration comedies exploit for its incredible comic
potenta. The asi de i s a mediating device “by
d e s c r iemadence Mmighttbe referred to indirectly without disturbing the illusion of
t he A%38)WHen she talks about *disturbing t
asideinvadeghe authenticated conventions between the characters and the audience that
allow the play to be considered another reality. Yet, the effect is not confGieglso
states thathe asideassociates the world withthestage d t hat it iénceemi nd[ s
that elements of illusion are present in ordinary life, and that between the world and the

129



stage there exists a complicated interplay of resemblance that is part of the perfection and
nobil ity of t he idd).aAsyeritdsensoke definitianstheasideisa m”  (
“spetehcaht i s not meant for anot hspecificallgar act er
meant for the character himself and the audience. Unlike the other conventional devices

of language, like monologues or, maremmonly in tragedies, soliloquies, asides are
shorter. The asi de appibid)rwhichmesultsh aaomit sl i p o1
revelation or commentamather thara structured speecandaims more successfully

than any other topht shorteing the dstance between the actor who delivers it and the
spectatorsThis is far from saying that monologues and soliloquies dorelatethe
charactesto the audiencecontrarily, theyare mostlyusedte x pl or e char acter s’
themesf which the audience is askeddioarethe depthHowever, the aside completely

involves the audience in the playorld andin some cassit serves to providéhemwith

the possibility of a different reading afplay. None t he | ess, ioft enhan
theatre’ ( Bandivolvestot the audie6cé and the characters genuine

and enjoyable complicityin comedies,he aside jeopardises the action and creates a

double play, one witnessed by the audience and the character who speaksdside

other by the other characters who continue playRestoratiorcomedies use the device

clearly to create equivocal dramatic situai@h hermeneutic irony that encourage the
identification of the audience with the protagonidte protagonist, the manipulator of

interpretations, the catalyst tfieau di enc e’ s a ddftlg weapomizes theh e who
deviceis the libertineThe aside is uskby libertines in a twofold way. If they address it
to the audience to reveal some comic information as if the audience were their confident,
|l i bertines also use the tool to gain the al
characters.

In The Country Wife the role of the aside is evident from the beginning since
Hor ner ' s adider s'ta Iqiumec ki s s as fit for a pi mp
still but in their way both hellpwheh of nat
i mmedi ately introduces t hkisaunmsuastactiegfdro Hor n
a play, the pimp and the bawd are not socially respectable figum@smparewith a
doctor. Yet, the pimp, the bawd atie midwife are somehow related byxsand so will
be the quack inthe play whose role is to spread. the ne
Robert Markley offers an interesting readin
appears corrupted because the aside reduces it to a matter afl sext y , the ‘' sti

construction mitigates such a negative constructio88,162-163).T her ef or e, Hor n
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opening aside functiort® present to the audience the theme of the play and to suggest

thatthe ends justify the megnso that, even if Horner will embody that same sexual
corruption, he will merely use it to expose the vicethefRestoration society. His role

is to wear a mask to unmask the other charactetrsradding sohe needs the complicity

of the audience anithe quackThe unmasking process happens also aside and Horner is

very witty in this. Inthe secondact Sir Jasper comments on his
dear , dear of honour, thou hast still SO m
endsthesentec e asi de, “That BNMydherléydse Couotny &ifee | s ewh e
scene 1p. 174. His knowledge clearhalludesto their sexual affairHorneruses the

aside al so t o readirgeofa steheesuch aschée doefsre¢he shina

scene, “China house, that ' The @oyntrycWifeagt4,] mu st
scene 3p. 220. That 6 s givey to the audience the key to read the scene and
establ i sh t heacodewmord for sexh Also an’the éimal scene, when all
characters are gathered on the stage each one bringing his/her convoluted information,
Horner prepares the audience, “Now must | w
no new thing with me; forin hese case | am stil!/| on the

i nnocent” ThaNGoentryeWifeaetyb, scend, p. 250. Since he audience

knows that Margery, in order to deceive her husband, has dressed herself up as Alithea

and pretended that Alithea was in love with Herne t hey readily wunder ¢
sentence.

It is ironic to notice that Pinchwife, whose former libertinism is turimed
foppery, tries to Iimitate Horner’'s use of
becoming more intimate with the audienkejndirectly promotes his setidiculing. In
the third act, Horner and Margery dressed as agjbdyehind the sces@lone. She returns
with ahandfulof orangesattemptingto solve the ambiguous appearance of the situation.
Pinchwife thanks Horner but then turns asi
suppose, and given it me again; yet | must have a city patiangeherley,The Country
Wife, scene 2p. 205. The fact that he understands but is unable to act preaagt
sympathetic respon$®m the audienceonversely tdhewho uses the aside very wittily

Gerrard, inThe Gentlema®ancingMaster,commenton Don Diegd mability

to grasp his affair with Hippolitdirectly with the audience aside

Don.: What! You do not steal her, according to the laudable custom of some of your
brother dancingnasters?
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Ger.: No, no, sir; stedler, sir! Steal her! You are pleased to be merry, sir, ha! Hat-Ha!
[Asidg | cannot but laugh at that question (Wycherley,3acicene [1p. 208§.

This exchange is comic for two reasons. Birbecause Don Diego believes that
Gerrard is a dancinmaster and the audience knows that it is not true. Secondly, Gerrard
cannot avoid laughing becausis plan is preciselyo escape with Hippolitavhich the
audience knows as welWhen he addresses du@ sentence to the audience, he is also
asking them to laugtvith him. He will, in factreformulate the same sentence in several
asidess, “ I shall not be able to hold | aughing”
yet | cannot hold ibi¢l., 209 throughout the scene.
Al s o i n MarragedaiModethe aside confers on the audience the role

of the caretaker of plot’s even{ps262A secti o
contains seven asides, all disclosing a piece of information that each of the main four
characters of the playi#s to conceal. Palamede shows his mistress, Doralice, to
Rhodophil and the audience knows that she |
feeling with the audi ence,. Ddraicg isshéwho t hat ' s
apparently manages the problem with the characters onstage because she claims that she

had never seen Palamede before, yet, she retracts it with the audience by stating her

jealousy towards him *“[ Asi de] Il find he ha:
anger me, if he should | ove Mel antha”. Pal &
commenting on Doralice’s action, bétnéflsanks,6 f

from Mel antha’s entr an c dsmistbessqsagis actliatlythis he me ¢

fiancé)At t his point, the audience discovers,

iI's Rhodophil’'s mistress, “Nolwgvdd;colulfdi red/ em
be married to my mistress”. Palamede realis
What a bl ockhead was I, not to find it out!
adds, “I must keep ionvewihihs Rsiofdeo”p.h iT h e shee caasui

a confusing game of revelations which immerses the aud@gén the intrigue of the
play. Such intrigue will be shared by the single charaaad the audience because

neither Rhodophil nor Palamede will evetbpcly unearth it but aside.

A device which works similarly to the aside is thpart®, when a character

delivers parts of his speech only to another character. Whereas in the aside only the

%The ‘apart’' wildl b e suchdedide,cualikeehd aside is mot abwhys maskedvire c a u s e
theplays as a proper stage direction.

132



audience and the character share a piece of information, iaptdre an additional

characters involved toa Etheregeunlike Wycherley for example, sesthe apart far

more frequenththan asides Although they are normal speechethe aside is usually

marked as something different in the textpart has a comic effect on the audiercel

seems to be used by Et her e ctitude.ghisgsashowvn of Dor

from the first scene of the play between Young Bellair, Medley and Dorimant:

Young Bell.: fo Dorimant]. How stand your affairs with Belinda of late?

Dor . : She’s a little jilting baggage.

Young Bell.: Nay, | believe her fal&en o u g h , but she’s ne’ er the \
she was with you yesterday in a disguise at the play.

Dor.: There we fell out, and resolved never to speak to one another more.

Young Bell.: The occasion?

Dor.: Want of courage to meet me at ph&ce appointed. These young women apprehend

loving as much as the young men do fighting at first; but once entered, like them too, they

all turn bullies straightEtheregeThe Man of Modgeact 1, scene, . 60.

The audience knows that this is an apaldo because Young Bellair had
anticipated to Medley that he was going to whisper something to Dorimant. In the
passage, Young Bellair is commenting Dor i mant ' s rel ationship
Dorimant seply confuses both Young Bellair and the audience. l ¥@gue simile
intended not to be understood. When Young B
was that whisper?” to whom Dorimant replies
but | did not thnk it fit to tell him; it might have frighted him from his honourable
i nt ent i on sibid,fp.6MRkinstand forergost, Medley pinpoints that the speech

happened apart. Further more, Dori mant ' s p
commenting th passage, Saud©93, 37kuggests that since the audience does not know

Dori mant yet and at this point of the play
apartserves but as an Etheregean doubly deceiving staging dasiaematter of factfi

we take a passage when Dorimant speaks aside, for examaleonversation with
Harriet, ®“I | ove her, and dare not | et her
may revenge the wrongs The MawofeModbswtdeseneer sex”
1, p. 109 he seemto usethe device with its theatrical significance of a confession to the
audienceDorimant is in love with Harriet but he informs the audience that he will not
confesshis love toher straightaway but rather pretend a little min@nically enough,

Harri et had anticipated the same aeerde, “I

know it " THe Manlfeviodsegt&,,scene,d. 99, beinglikely to use the device
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as Dorimart’. In this way, the audience looks already with another perspective at the
following scenegThe Man of Modeact 4 and 5)so to speakthe audienc&nows that
thefuture exchanges between Harriet and Dorimant are literally fictidxrabther irony
of the play takes place in the fifthtaghe audience knows about the DorimBn¢ | i nda’ s
plan and that Belinda is pretending friendship tsMrLovei t whil e she i :
lover. Out of desperation and after a quarrel with Dorimant, Mrs Loveit confesses to
Bel i nda, “1 find out t, lpleck henrhagknoffarel c au s e
expose herbark a c e d t o (EthéregeTtedlan ofiModescene 2p. 13). Mrs
Loveit does not need to look too far since that person is in front oBleénda who
grasps her sentence, can only contesthe audiencéer feelings asidgd Let me but
escape this ti menpr @bid). [Actualle the audienwe nsupureme
interpreter of the play, has alreadyasked her offEven more, dramatic irony works
insofarasthe audience hdsrtherridiculed Belinda since they know that Dorimaniris
love with Harriet and thaprobablyBelinda will soonbe abandoned precisely as Mrs
Loveit.

Returning to thepart, Etherege uses it ambiguously also at the erithefMan
of Mode whoseronic crossfiein the final scensuggests that things are not always what
they seem, nevertheless, the andecan interpret the play at their convenigntaving
beentheaccomplice of charactérapartsandasidesduring the whole playDorimant has
agreed tanarry Harriet and to movetimthe country with her, an act which is profoundly
controversial for his libertine nature but that at the same time is the only demonstration
he ould give Harriet of his love. Not less significantly, it is the only way a conuash
end if Dorimant wargto remain an agreeable character. Actually, the contradiction is
highlighted by the twapartsspoken to Belinda and Mrs. Lovedfter the two ladies

come to know about his marriage with Harriet

Dor.: [to Loveit]: | hastrusted you with this secret but that | knew the violesicgour
nature would ruin my fortune as now unluckily it has: | thank you madam.

[ ...]

Mrs Lov.: Was it no idle mistress then?

Dor.: Believe me, a wife, to repair the ruins of my state that nedds.ifBelinda!

Bel.: Do not think of clearing yourself with me, it is impossible. Do all men break their
words thus?

This use of the aside, to conceal theevealthemrtcact er s’ t
the audienceoccurs alsoinotherplayd.i ppol i ta and Gerrard’s i mpressions
aside. Gerrardusaysltbayvohfhalistheags” and Hippol it
(Wycherley, act 2, scene 2, p. 182he audienceés thus able taecognise theifollowing speech as

coquettish flirt, a play with each othieecause they have bailreadydeclaed they are in lo
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Dor.: Th’ extr avagan tTisasunrehsonabldite expest weeshokld i n | o
perform all we promise then, as do all we threateenwive are angry. When | see you
next— (Etherege, act 5, scene® 140.

To Mrs Loveit, Dorimant begins blaming that she has ruined his plan by wooing
Sir Fopling and thato save himself economicalliigis forced tomarryHarrietbecause
she is an heiress. Simultaneousliferapologising he tries to date Belinda the future
“We must migide).tlt has dpeem rioted (Sauer 1993n a t Dori mant’ s a
mightbereadaa n att empt t o soot healandteatheig@lkings' f ee
for their benefit and nadccording tahis feelings. This might be confirmed by his final
decl aration to Harriet “The f iggofloveudaponme 1| s a
me, and this day my soul has quite given up theelir Ethietegeflhe Man of Modeact
5, scene 2. 144. Yet, the less mischievous migbhnly read the finaapartsas some of
the ironies of the play. What is certain, is that both the aside arapénecatapult the
audience intie world of the playnd reveathatthosearefavourable toolsThe audience

can trust Dorimant’ s go o dlafgeerithemselvesvouldpr ob abl
understandhat the play is deliberately left open for the audience to choose whether
Dorimantis lying to one or to all of them.

The aside, that Burns c|(E82s6R)enaldesthneas a de
audience to “formulate the appropriate def
onstage actionVNhat she interestingly underlines is
the theatrical occasion but [is] a conventionalised renderindneibrical procedures
familiar enough in real life. The difference lies in the need to make public to the whole
audience what is ordinarily a matter of confidential conversational traffic or remains
unvoiced in the bulsd).Alewsrld o theatevisearwgridrarg | i f e ”
both the character and the audience take a step toward each other and the libertine with

his theatrical knowledge is the helper of such a process.

In this chapterl have explored the extensive concept of theatticaind tried to
use Restoration Comedy to better understand it. | have used the phenomenological
method as a framework to read fHeeatrumMundi paradign because itoncludes that
“i9f art is a way of endowing the world with
to express 1334 and, sincé iBis raaink grouid@d3on perception, the
approach suggests that theatre is a world where thingxacdy what they seem to be.

TheTheatrum Mundmodel is not only the metaphor of the world as a stage but it includes
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those mechanisms that in redelmight be theatrical and that on the theatrical stage are
made real. This not only allows the audiec appreciate the play but encourages their
full participationas wel | as the creation of an ‘“inte
where the audience’s and t he cTheRestomtiorr ' s co
age is staged as a fair of exassand vanity where t s mefeaboé nidiguling, of
damagingtheir reputatio is discoveredbyt he | i berti nes’ use of tt
spacetofoolteec har acter’ s ruling passions. The |
a kaleidoscopic employment of dupery, disguise,éitin devices, asides and rhetoric
in a process which involves the audience with no other aim Busés- and confuse-
the Restoration world to the world of the theatre .

| shall leave to the Conclusisma reconstruction of the threads connecting the

thematicunits of this study.
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Conclusion

This study was conceived as an analysis of the development of lilvéraeters
in the forty years from 1660 to 170 their fascinating and contradictomeatrical
attitude. | approached the problem by analysing the libertine as a social figure. Barely in
the history of theatre characters have absorbed so much byfgpoed. There are kings,
queens, maidens and servants but those are drawn on stereotypes coming from every age.
On the contrary, the Restoration libertine is peculiar tdibstoratiorage.In this study,
| concentrated on theatre but | did not overltiod historical period of Restoration and

the reason for Charles II1’s reign being par
Before introducing the theatrical themleyemindedthe reader that libertines were
member s of Ch a rcdurewits $olthatd couldonatrignhore thidtayevere
first of all historical and social figures. Behind their unethical and sinful behaviour in
society lies a holistic approach to the nature of mantladeed to preserve himself in
society, an instinctriginated in fear. This view of the manimherited from the ideas of
Thomas Hobbes who was writingst before those yearés theatrical charactsr
libertines areindeed rooted in theaditionof Don Johna ruthless womanizer, reluctant
to respect the law and unwilling to restrain also before deathurike Don John, the
libertine is not a tragic figure. In Restoration Comgdithertine characters transpose their
ideas about the world and use the theetd stage them before an audiewtw, if it does
notsharehis same ideast leasts able to understarttiem.

In developing the argument of this study | wondered why libertine characters
became so engaginigis a given facthatin literature bad characters are mat&active
than moral oned believe that a reason for this lies in theilains * a b mpersangte t o |
our primaeval passionsUnlike moral characters who act for an explicit moral purpose,
bad characterseldomexplicate their aim. They are never villainous just for the pleasure
of committing harmful actions but they act according to a wider spectrum of rehabns
we, as readers or spectatoran onlyponder over most of the time®/e find those
characters fecinating because by entering in their fictitious world, we find a dimension
where we also came amoral but withoutaringanexternajudgmentHobbes maintains
that man is born in atate of naturewhere he is confronted with his passions. The
philosopher describes passiondfas® b e d aboetfwhat sort of power we possess and
what we can d»a006wiB4).As amattéer of(faBtio thisdtatewhere man

lives unregulated, he can onlyc#tito thosebeliefs and considdre is right if what he
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does procures him pleasuscknowledging thismechanismHobbes further develops

the idea that rules are important because if men do not find a compromise with society,

they will always be left astya o f it The Restoration |ib
philosophy but they just focus on the idea ofdtade on naturdjving within society but

driven by theiroutmostpassions.This is why in the Restoration society they were

appointed as amordtor this reasonl went through an analysis lbertine philosophical

concerngrying to explain their amoral behaviourdid not negleca poet member of the
courtwitswho deserved the name of “The Libertin
criticised because of his licentious behaviour at court but whose sophisipceets

demonstrate that the aesthetic dimension is often the only one where controversial
characters migt expose themsel ves. Rochester’'s | if
The Libertinethat unites the strong Hobbist beliefs of the seventesaritury libertines

to Don John’s myth in the creation of a ti
protagon st does not repent, he wil/l die. The ¢
brought me to wondewhetherthere was a dimension in whithoselibertine beliefs

might be accepted. The answer is that this dimension is colyethetheatre libertines

behave as if they were in tiséate of naturdut their opportunities of unleashing their

passions are limitless because inscribed in the doraine diction Neverthelesshese

opportunities are not tragic because of the libertiabgity to mask them miming on the

stage the same game of reality and appearances that the Restoration society gkeposed.

a character, the libertine was particlygoopular in Restoration Comedy, a genre that

Dryden describes a8 a nat ur al i mitation of folly?” (|
entertaining ai m. Neverthel dogsnot inplyyanl e n’ s d
i nclination towards the ridicule but rather

r ef i n eibide Ba6). In ¢omedy, the libertines mask their ruthless battle against
society with politeness and natural decorum. Dissimulation and pretentbeati@e
values that the character shares with the theatre but wibiclot annoy the spectator
because they directly play with the boundsarof nature and art. Significantly, the
Restoration age works alike, things are never what they seémand peple conceal
reality from each othelf in the Restoration age there was a brancRusitan rigorism
which refusedthe idea thasex might beenjoyable the libertinecuriously stagesthe
contraryaspectthat is the pleasing nature aoquetry andsex The sexual paradigm
foregrounds many of the comedies and has also been particularly useful in Chapter 3

talk about language games atalible entendres.
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Apart from the first chapter, each following section of this study aiaed
analysng how libertine characters were successful on the stage because of their
employment of theatrical tropes. Metatheatre as a genre suggests that there are some
characters irthe history of theatre that stand out for their ability to separate the theatre
from reality but that on the stage consciously use theatre to provide a sense of reality.
Among the writers of Restoration, Rochester, Etherege and Wycherleycaeteawits
somost of the plays here analysed are plays about libertines written by libertines. | have
chosen three main theatrical aspects to focus on which constitute a common thread for all
the writers. On a plet e v e | | I have analysedsbytne | i ber
character’s use of the tr i edsenttaletheatresince f . | t
it allows the performance toesemblehuman condug¢tto show howthe libertines ’
persuasive and superior linguistic strategies madenmamipulate theother characters
Finallyy] have described the audience’s invol verl
an alternative of the real worldthe libertine can do this only through a conscious use of
theatrical strategieshehas thus offered a new reag of theTheatrum Mundimetaphor.
Behaving on the stage as he would have done in real life, the libertine draws a different
reading of Restoration society, a tofigyvy of attitudes and values by which he emerges
as a victim rather than a perpetrat®y.the use of the aside, for example, libertines offer
the audience their reading of the play, manipulating it.

One of my goals in pursuing this research was to apply the wider notion of
metatheatre to a genre, the Restoration Comedy, that has nevenypbbepertiesigned as
such. This has happened partly because, in its origins,(A8é8)defined metatheatre
as a genre alternative to tragedy and partly because the majority of critical works about
Restoration comedy has costenfhasetiabhet har
intrinsically connectedo thet h e a t r-reflexsvity dezdude the stage displays the
manners of the adaut | tried to avoid a separation of the world of fiction and reality to
state that these two worlds are connettgdhe significance dibertines, which can be
theatrical precisely becauseey argoo real.

On afinal note, a further brief remark on figstudies on this theme. Each section

of my study concentrates on a specific theatrical leared, although they are connected

by the | i bert i neahsedidneight daitheraxpanded. m€hagtegy i e s ,

2, I have anal ytsre df a tritketer dniy hietingt at some @weviaus
traditionofthec har act er . I found r e(d9b2onthdtmadtienr est i ng
ofcomedy. I n analysing Shakespeare’s comedi ¢

139



tradition and the Morély plays. She identifies in the character of Yee the schemer

and the manipulator of plot and more generally, of theatrical strategies. The same tradition

is, for example, reprised by the Jonsonian trickstehénearly seventeenttenturyas

Tosi (1998) highlights in Chapter 1o f her anal ysicemediecsTh8en Jon
libertine shares with thosgharactes some duping aspects ahdould be interesting to

outine the char acter ' s |l egacy and evolution frec
representation in Englang his more recent modeldn Chapter 3, | have dealt with

language and a point whichdld not develop noto stray fromthe main focus of i

study is the lint between irony and satire. Irony is maybe the most difficult rhetoric

device to capture in a text gridr this reasonit has often been confused with satirae

Restoration writers use of |l anguage 1is alw
literal meaning. YetCharactersaas Manly and Horner have been definagiconsistent

with the satyrsatirist tradition (Zimbardd 961, 198). Rose Zimbardo considerseth

classical satiric form as a bipartite structure of thesis and antithesis. The thesis is the attack

on a specific vice, the antithesis represents the opposite \@tweedemonstrates how

Restoration playwrights, especially Wycherley, respect this stejctevertheless |

refrain from saying that any of the writers | have dealt with has particular satirical
purposes: they are often critical with the display of Restoration society but they never

show a code of value strong enough to become an alternativat tof the Restoration

age.

I n analysing the |libertines’ theatrical
Etherege, Wycherley, Behn and Congreve | have also tried to reflect on the meaning of
“play’ and | consider ed t maeapthoaimdersteachtitel ogi c a
boundary between reality and fiction and the metaphor of the world as a stage. The

framed’ real ity of a r tmight beal believe) ahburisecn appr o
starting point forfurther research on Restoration plays.
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