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4.2.0 Introduction
You are by now well aware of the fact that the Restoration, as a period, takes its name from the Restoration of the monarchy, with Charles II assuming the throne in 1660. On a more specific note, the preceding Unit has also made you aware of the seminal importance of Restoration drama, which to many cultural historians, virtually epitomises the era. This was basically because, with the reopening of Theatres in 1662, play-going became a very significant part of the reaction against the Puritanism of the previous decades. In a variety of forms that included adaptations of Shakespeare and also new drama, the entire culture seemed to see itself as a kind of play on community life, as commentators repeatedly emphasized the ways everyone seemed to be playing roles as they negotiated new mores and social conditions. This Unit will acquaint you with William Congreve’s The Way of the World, a play that exemplifies many of the key features of what became popular as the Restoration Comedy of Manners. The major feature to look out for in this and such other plays are the complex, multi-faceted characters who combine urbanity and wit in treating love and wealth as a game they play through concealment, artifice, and plotting. This Unit will also show how unlike some of the plays from the first decade of the Restoration that have been mentioned in the previous Unit, Congreve’s play does not end up embracing all out cynicism. Instead, you will see that true love, devoid of sentimentality, even wins out and leaves with wealth. Congreve’s intent was not on writing the sentimental comedies that were later to become so popular on the eighteenth century stage. His works stood unique as it showcased the subtle balance that he achieved between the cool disenchantment of the Restoration and the emotional warmth of the 18th century. His characters have their moral failings and they more than handle themselves in a world of false appearances, banter, and sexual double-dealings, but they are redeemed in the end. As you go along with this Unit, you are therefore advised to look upon Congreve’s play as a bridge between earlier Shakespearean drama and evolutions in dramaturgy that follow him. 
4.2.1 THE RESTORATION COMEDY OF MANNERS
Module 4 Unit 1 has already given you a fair acquaintance with this type of comedy. Let us just take the threads of that a bit further and try understanding the basic features of what came to be known as the Restoration Comedy of Manners. We shall then try reading Congreve's play in that light.

· Comedy: Very broadly a light and humorous drama with a happy ending. 

· From your reading of Shakespearean comedy, you already know that the genre also provides an ample view of contemporary life and times by way of motivations and actions of characters.

· The Comedy of Manners, in the same vein satirises the manners and affectations of a social class, often represented by stock characters. The plot of the comedy, often concerned with an illicit love affair or some other scandal, is generally less important than its witty and often bawdy dialogue. You will realize that this can be related to the volatile socio-cultural formations of the times. And the stage for one, in any era, is a dynamic representation of social life.

· Restoration Comedy is a kind of English comedy, usually in the form of the comedy of manners that flourished during the restoration period in England (i.e. from 1660 to about 1700), when actresses were first employed on the London stage. Appealing to a fairly narrow audience of aristocrats in the recently reopened theatres, Restoration comedy relied upon sophisticated repartee and knowledge of the exclusive code of manners in high society. Plots were based on the complex intrigues of the marriage market. The frequently cynical approach to marriage and sexual infidelity in Restoration comedy invited accusations of immorality. Significant examples are George Etherege’s The Man of Mode (1676), William Wycherley’s The Country Wife (1675), and William Congreve’s The Way of the World (1700). 

4.2.2 WILLIAM CONGREVE: A SHORT BIO-NOTE
“Heaven has no rage, like love to hatred turned,

Nor hell a fury, like a woman scorned…

Music hath charms to soothe a savage breast”
The Mourning Bride
William Congreve was born in 1670 in the village of Bardsey, in Yorkshire. When his father was commissioned a garrison four years later, the family moved to Ireland, and Congreve went to school at Kilkenny College, and then, at the age of 16, to Trinity College, Dublin. Congreve was lucky enough to have Jonathan Swift as schoolmate.

The family returned to England in 1688, and in 1691 Congreve began to study law at Middle Temple in London, although he employed much of his time writing. While writing poetry and working on translations of Latin Poetry, he became known to other writers in London. He published an essay, Incognita under the pseudonym “Cleophil” in 1692. He wrote The Old Bachelour, his first play during an illness. It was performed in 1693. Although the play was derivative, with no characters or plots, it was witty, the dialogue was clever and the play was widely acceptable by the audience. Dryden, the venerable playwright and poet, commented it to be the best first play he had ever seen, and Congreve became a celebrity overnight.

We can see with this first play the seeds of Congreve’s later work: The Cambridge History of English and American Literature writes, “Congreve is playing supremely well the tune of the time.”

Congreve wrote four more plays between 1693 and 1700:

· The comedy, The Double Dealer, which earned the approval of the queen. Influential 17th century man of letters John Dryden compared Congreve to Shakespeare;

· The comedy, Love for Love, which triumphantly opened Betterton’s new theatre, only the third in London, in Lincoln’s Inn Field in 1695;

· The poetic tragedy, The Mourning Bride, which was a historical curiosity to us but in 1697 is hailed as a masterpiece and appeared on the stage for many years;

· And the comedy, The Way of the World, which appears in 1700, and was considered his masterpiece, although it was a critical failure at the time,

The poor reception given to The Way of the World may be the reason that Congreve stopped writing plays. He maintained his connection with the stage managing Lincoln’s Inn Fields and collaborating in writing Squire Trelooby in 1704. He studied music, and won a prize for the libretto he wrote for The Judgement of Paris. He wrote the opera Semele, about a woman in love with Jupiter.

Congreve belonged to the Kit Cat Club whose members are amongst the most illustrious men of the age. They include eight Dukes, Earl, famous soldiers like Marlborough, and fellow writers, Sir John Vanbrugh and Richard Steele. William Congreve was interred in the Poet’s Corner of Westminster Abbey, near the grave of Aphra Behn (the famous Restoration woman writer). 

4.2.3 HISTORICAL CONTEXT OF THE PLAY
In 1700, the world of London theatre-going had changed significantly from the days of, for example, The Country Wife. Charles II was no longer on the throne, and the jubilant court that revelled in its licentiousness and opulence had been replaced by the far dourer and utilitarian Dutch-inspired court of William of Orange. His wife, Mary II, was, long before her death, a retiring person who did not appear much in public. William himself was a military king who was reported to be hostile to drama. The political instabilities that had been beneath the surface of many Restoration comedies were still present, but with a different side seeming victorious. 

One of the features of a Restoration comedy is the opposition of the witty and courtly (and Cavalier) rake and the dull-witted man of business or the country bumpkin, who is understood to be not only unsophisticated but often (as, for instance, in the very popular plays of Aphra Behn in the 1670s) either Puritan or another form of dissenter. In 1685, the courtly and Cavalier side was in power, and Restoration comedies belittled the bland and foolish losers of the Restoration. However, by 1700, the other side was ascendant. Therefore, The Way of the World's recreation of the older Restoration comedy's patterns is only one of the things that made the play unusual. 

The 1688 revolution concerning the overthrow of James II created a new set of social codes primarily amongst the bourgeoisie. The new capitalist system meant an increasing emphasis on property and property law. Thus, the play is packed with legal jargon and financial and marital contracts. These new legal aspects allow characters like Mrs. Fainall to secure her freedom through an equitable trust and for Mirabell and Millamant's marriage to be equal though a prenuptial agreement. 

This shift in social perspectives is perhaps best shown in the characters of Fainall and Mirabell, who represent respectively the old form and new form of marital relations: sexual power at first and then developing into material power. 

4.2.4: SYNOPSIS OF THE PLAY
A ribald tangle of deceit among upper-class English households is revealed as Mirabell, a philanderer, cynically comforts Mrs. Fainall, his mistress. Mrs. Fainall is complaining that she completely detests her husband, and asks why Mirabell compelled her to marry him.

Observing that it is well to "have just so much disgust for your husband as may be sufficient to relish your lover," Mirabell reminds her: "If the familiarities of our loves had proved that consequence of which you were apprehensive, where could you have fixed a father's name with credit but on a husband?" As for his choice of Fainall, he says: "A better person ought not to have been sacrificed to the occasion; a worse had not answered the purpose."

Mrs. Fainall's passion for Mirabell, nevertheless, leads her to help him in his next scheme, even though it involves her own mother, Lady Wishfort, also infatuated with Mirabell. Mirabell wants to marry the beautiful and wealthy Millamant, niece of Lady Wishfort, but her aunt--who is also her guardian--is jealously withholding her consent. With Mrs. Fainall's connivance, Mirabell arranges to have his servant, Waitwell, in the guise of an uncle called Sir Rowland, pay court to Lady Wishfort. Then, since he already has accomplished a secret marriage between Waitwell and Lady Wishfort's maid, Foible, he proposes to expose the scandal. His prize for silence is to be Millamant and her fortune.

The scheme perfected, Foible tells Lady Wishfort that Sir Rowland has seen her picture and is infatuated by her loveliness. A meeting is arranged, but the plot is overheard by a woman named Marwood, another of Mirabell's conquests and herself no mean schemer. Desiring Mirabell for herself, she promptly influences Lady Wishfort to agree that Millamant shall be married to Sir Wilfull, a rich and amiable dunce. Then Marwood, to make sure of success, enlists the help of Fainall who is infatuated with her and jealous of Mirabell. Fainall is a willing tool, complaining: "My wife is an errant wife, and I am a cuckold....'Sdeath! To be out-witted, out-jilted, out-matrimoney'd!... 'Tis scurvy wedlock!"

Deceived by her caresses and angered by her reminder that Mirabell, his foe, may otherwise get Millamant's fortune, Fainall agrees to Marwood's plan: she will write a letter to be delivered to Lady Wishfort when Waitwell, as Sir Rowland, is with her. The letter will expose the fraud and Mirabell, she says, will be ruined. Marwood in the while, neglects to tell Fainall of her scheme to save Mirabell for herself.

Lady Wishfort is all gaga as she awaits the bogus Sir Rowland. She is informed by Foible that candles are ready, that the footmen are lined up in the hall in their best liveries, and that the coachman and postilion, well perfumed, are on hand for a good showing. Assured by Foible that she looks "most killing well," Lady Wishfort ponders on how best to appear before her beaux. 

Sir Rowland arrives. He and Lady Wishfort get along famously at once, and Sir Rowland begs for an early marriage, declaring that his nephew, Mirabell, will poison him for his money if he learns of the romance. The jealous Lady Wishfort promptly agrees, suggesting that Sir Rowland starve Mirabell "gradually, inch by inch." Then Mrs. Marwood's letter, denouncing Sir Rowland as Waitwell, arrives, but Sir Rowland deftly declares the letter to be the work of his nephew, and he hies himself off "to fight him a duel."

Lady Wishfort learns of the deception that is being practiced, and turns on Foible: "Out of my house! To marry me to a serving-man! To make me the laughing-stock of the whole town! I'll have you locked up in Bridewell Jail, that's what I'll do!"

The frightened Foible confesses that it is Mirabell who has conceived the whole plot, and Lady Wishfort is planning a dire revenge when more trouble comes: Fainall, her son-in-law, demands that his wife turn over her whole fortune to him, else he and Mrs. Marwood will reveal to the world that Mrs. Fainall was Mirabell's mistress before her marriage and that she still is. Lady Wishfort is dazedly reflecting upon this new humiliation when Mirabell comes to her with another plan.

"If," he says, "a deep sense of the many injuries I have offered to so good a lady, with a sincere remorse and a hearty contrition, can but obtain the least glance of compassion, I am too happy.... Consider, madam, in reality it was an innocent device, though I confess it had a face of guiltiness. It was at most an artifice which love contrived--and errors which love produces have ever been accounted pardonable."

The susceptible Lady Wishfort offers to forgive Mirabell if he will renounce his idea of marrying Mrs. Millamant. Mirabell offers a compromise: if she will permit her niece to marry him, he will contrive to save Mrs. Fainall's reputation and fortune. If he can do this, Lady Wishfort agrees, she will forgive anything and consent to anything. Mirabell then tells her: "Well, then, as regards your daughter's reputation, she has nothing to fear from Fainall. For his own reputation is at stake. He and Mrs. Marwood--we have proof of it--have been and still are lovers.... And as regards your daughter's fortune, she need have no fear on that score, either: acting upon my advice, and relying upon my honesty, she has made me the trustee of her entire estate.

In a closing observation to the audience, he adds:

"From hence let those be warned, who mean to wed,

Lest mutual falsehood stain the bridal bed;

For each deceiver to his cost may find,

That marriage frauds too oft are paid in kind."

4.2.5: THE MAJOR CHARACTERS IN THE PLAY
Mirabell: A young man-about-town, in love with Millamant.

Millamant: A young, very charming lady, in love with, and loved by, Mirabell. She is the ward of Lady Wishfort because she is the niece of Lady Wishfort's long-dead husband. She is a first cousin of Mrs. Fainall.

Fainall: A man-about-town. He and Mirabell know each other well. Fainall married his wife for her money.

Mrs. Fainall: Wife of Fainall and daughter of Lady Wishfort. She is Millamant's cousin and was Mirabell's mistress, presumably after her first husband died.

Mrs. Marwood: Fainall's mistress. It does appear, however, that she was, and perhaps still is, in love with Mirabell. This love is not returned.

Young Witwoud: A fop. He courts Millamant, but not seriously; she is merely the fashionable belle of the moment.

Petulant: A young fop, a friend of Witwoud's. His name is indicative of his character.

Lady Wishfort: A vain woman, the mother of Mrs. Fainall and the guardian of Millamant. She is herself in love with Mirabell.

Sir Wilfull Witwoud: The elder brother of Young Witwoud. He is Lady Wishfort's nephew, a distant, non-blood relative of Millamant's, and Lady Wishfort's choice as a suitor for Millamant's hand.

Waitwell: Mirabell's valet. At the beginning of the play, he has just been married to Foible, Lady Wishfort's maid. 

Foible Lady Wishfort's maid, married to Waitwell.

The following list describes the characters by their type, since members of the same type often are either allies or opponents in the plot.
· Rakes: Fainall (the antagonist, now married to Mirabell's ex-mistress, though Fainall doesn't know it); Mirabell (the co-protagonist [with Millamant], now scheming with his ex-mistress to wed Millamant).  Though their manners usually conceal it, they are both dangerous men, and like all competent non-servant males, armed with rapiers with which they can "demand satisfaction" for insults, real or imagined.

· Would-be Rakes and Wits: Witwoud and Petulant are nearly rendered asexual by drink and affectation, they live for wit--neither of the rakes can really be insulted by them though Petulant comes close).  Their faulty manners give them away as not being real contenders for the role of "rake," but they do set themselves up to be "wits."  As Witwoud's name suggests, he's a pretender to the title (compare "Sir Politic Would-Be" in Volpone, the play to which this play openly alludes in Act II).  Petulant's name sums up his entire stock and trade, though he's a wonderfully useful "flat character" who satirizes any normal social convention he tries to imitate.
· Country Aristocrat: Sir Wilfull Witwoud (an elderly outsider), who talks about people's pasts and money and other things "one doesn't mention" while remaining both astoundingly shy around Millamant and yet courageous in a crisis--a bit of "old England" from the provinces among these "new men" of the Town.  His one failing, apart from his country manners, is a complete lack of literary, musical, or artistic learning.  In short, he is no "courtier," but he has deep roots in the comedia del artetradition with origins in Greek and Roman type-character comedy as a fusion of the "miles gloriousis" (braggart warrior) and "senex" ("out-of-it" old man).

· Established (older & more powerful) City Woman: Lady Wishfort is an old rich woman who controls the wealth of her young, rich, widowed daughter-in-law, Millamant.  Before the play's action commences, she had discovered that Mirabell had only been pretending to love her in order to get closer to Millamant--she hates him fiercely for it.  Nevertheless, she secretly believes that with the right make-up, dress, and seductive behavior, she can still compete with the younger women for sexual attractiveness.

· Younger (marriagable or seducible) City Women: Millamant's name means "loved by thousands." Congreve has made her well-educated, unlike Mrs. Fainall, but also so proud of her wit she nearly cannot accept any man's love lest he diminish her attractiveness.  Mrs. Marwood is Fainall's mistress, but also a double agent torn between loyalty to Fainall and her secret love for Mirabell, the sadest creature in the play because she has no money of her own and must live on Fainall's ability to fleece heiresses who are her friends.  Mrs. Fainall, a widowed heiress who became Mirabelle's mistress before having to marry Fainall, is torn between her mother's power [Lady Wishfort], her past association with Mirabell, and her loveless marriage to Fainall.  She tries to help Millamant escape a fate like her own but risks humiliating divorce if her scheming with Mirabell becomes public knowledge in court.

· Servants: Foible is Mrs. Wishfort's chief maid, but secretly an ally of Mirabell who offers her a chance to escape the tyrannically Lady Wishfort's household by marrying his servant, Waitwell, in return for helping Mirabell's scheme against Fainall and Wishfort.  Peg, Mrs. Wishfort's underservant, subordinate to Foible, is an innocent foil to reveal Wishfort's vanity.  Mincing, Millamant's maid, supports her mistress's vanity and helps her fend off suitors. Waitwell, Mirabell's servant and ally against Fainall and Wishfort, plays the part of "Sir Rowland," Mirabell's "uncle who hates him" in hopes that he will be rewarded by Mirabell with a farm and thereby escape being servant for the rest of his life.  He is Mirabell's "Mosca" in the play's allusive relationship to Jonson's inheritance plot.  Both Foible and Waitwell have deep roots in the comedia del arte tradition that arose from Greek and Roman type-character comedy as "the wily servant."  Betty is a servant in the chocolate house, a good-hearted gal who keeps the boys happy, later a familiar type in thefilm noir tradition.

4.2.6: Act-wise Summaries

Act I

· Mirabell is not very happy to leave the company of Millamant.

· If Millamant marries against the will of her aunt she will lose half her fortune.

· Lady Wishfort plans to get Millamant married with Mirabell’s uncle to avenge Mirabell’s pretentious love affair with her.

Act 2

· Mrs. Marwood and Mrs. Fainall are trying to show false hatred for Mirabell.

· The embittered relationship between Mr and Mrs. Fainall is revealed.

· A strange situation advances as we see Mrs. Marwood coming to know about the intimate conversation between Foible and Mirabell.

Act 3

· Mrs. Marwood tells Lady Wishfort about the intimate conversation between Foible and Mirabell.

· Millamant expresses her anguish over Witwoud and Petulant because she doesn’t like their company.

· Marwood talks about some strategy with her lover Mrs Fainall in order to acquire half of the fortune of Millamant. 

Act 4

· Lady Wishfort looks well prepared to receive her so called admirer and suitor Sir Rowland (Dramatic irony when the reader knows the actual identity of Sir Rowland).

· Conversation between Mirabell and Millamant deals with conditions in marriage.

· Mr. Fainall threatens to divorce his wife Mrs. Fainall on the basis of infedility.

· Mr. Fainall puts condition in his relation with Lady Wishfort that her entire fortune will go to Mr. Fainall.

Act 5 

· Last act of the play opening with an unpleasant scene – Lady Wishfort is aware of the identity of Sir Rowland, thanks to Mrs Marwood. 

· Foible informs Mrs Fainall about the love affair of Mrs Marwood and Mr Fainall.

· Mr Fainall informs Lady Wishfort that he is thinking of a divorce from his wife.

· Mirabell emerges as the real hero – protects Lady Wishfort, saves the property of Millamant and foils the evil attempt of Mr Fainall and Mrs Marwood.

· Lady Wishfort forgives and allows the marriage of Mirabell and Millamant.

4.2.7: DISCUSSION AND ANALYSIS OF SIGNIFICANT SECTIONS 
· The Dedication


Congreve dedicates his play, The Way of the World, to Ralph, Earl of Montague, whose company and conversation have made it possible for Congreve to write this comedy. The dedication also constitutes a statement of purpose. Congreve writes that he is aware that the world may charge him with vanity for dedicating his play to the Earl. However, he is certain that the world cannot think "meanly" of a play that is meant for the earl’s perusal. Conversely, if the play is attributed "too much sufficiency," it would be an extravagant claim, and merit the test of the earl’s judgment. Congreve humbly states that the earl’s favourable reception of the play will more than compensate for the play’s deficiencies, and he praises the earl lavishly for his patronage. 

Congreve does not expect the play to succeed on the stage, since he is aware that he is not catering to the current tastes of Restoration society. Congreve states his dissatisfaction with the kind of comedies being written. He points out that the characters meant to be ridiculed in these comedies are largely "gross fools" who can only disturb an audience, rather than stimulate their reflective judgment. Congreve asserts that instead of moving the audience to laughter, comic characters should excite compassion. 

Congreve’s dissatisfaction with the contemporary comic mode has led him to design comic characters who will do more than merely appear ridiculous. The "affected wit" of his characters shall be exposed and held up for the audience’s ridicule. Congreve defines this as "a wit, which at the same time that it is affected, is also false." Congreve is aware of the difficulty involved in the creation of such complex characters. He is also aware that his play may not succeed on stage because many people come to the theatre prepared to criticize a play without understanding its purpose. Congreve then apologizes for his digression and entrusts his play to the earl’s protection, claiming that only his patronage and the approval of like-minded people will provide recognition to writers of merit. 

Congreve holds Terence, an ancient Roman author of comedies, as his model. He states that Terence benefited from the encouragement of Scipio and Lelius. Congreve laments that the majority of Terence’s audience was incapable of appreciating the purity of his style, his delicacy of plot construction, and the aptness of his characters. Congreve then sketches a brief history of classical comedy in which he mentions Terence's models and traces the source of his inspiration back to Aristotle. Congreve emphasizes the importance of patronage and claims that contact with such superior people is the only means of attaining perfection in dialogue. 

Congreve proceeds to attribute all that is best in his style to the society of Ralph, Earl of Montague. He further praises the earl by stating that if this play suffers from any deficiency, it is his (Congreve's) fault, since he could not rise to the stature of Terence even though the earl was his patron. Congreve then mentions that although poetry is "the eldest sister of all arts and parent of most," the earl has never before given a poet his patronage. Poetry addresses itself to the good and great. This relationship is reciprocal: it is the privilege of poetry to address them, and it is their right alone to grant it patronage. 

Many writers dedicate their works to the good and the great. But Congreve pleads that his address may be exempt from all the trappings of a typical dedication. He states that he is dedicating his play to the earl because he considers him to be the most deserving and is aware of his "extreme worthiness and humanity."

· Prologue 
In the Prologue, or the introduction to the play, Congreve categorizes poets as those who fare the worst among Nature’s fools, for Fortune first grants them fame and then "forsakes" them. Congreve laments this unfair treatment meted out to the poets, who are Fortune’s own offspring. Poets have to risk the fame earned from their previous work when they write a new work. If his new endeavour fails, the poet must lose his seat in Parnassus. (Parnassus was a mountain near Delphi in Greece, sacred to Apollo and the Muses. Apollo was the sun-god and patron of the arts, while the Muses were the nine goddesses of the arts. Parnassus was regarded as the seat of learning, poetry and the arts.) 

Congreve states that although he has worked hard to write this play, if the audience does not like it, they should not spare him for his trouble but damn him all the more. He tells the audience not to pity him for his stupidity. He promises that he will blame the audience if they heckle any scene. He proceeds to state that his play has "some plot," "some new thought," "some humor" -- but "no farce." This is regarded as a fault by some. He comments wryly that the audience should not expect satire since they have nothing for which to be reproached. Nobody can dare to correct them. His sole aim has been to "please" and not to "instruct," since this might offend the audience. He takes the role of a passive poet who has left everything to the judgment of the audience. He bids the audience to "save or damn" him according to their own discretion.
· Exposition
The title establishes the theme of the play straightaway and Congreve makes it clear that his play is concerned with the problem of social living. Act 1 gives us the exposition. It introduces practically all the male characters, informs us with others and supplies us with necessary background information. The opening scene between Fainall and Mirabellis echoed and paralleled by a similar duel of words between Mrs Fainall and Mrs Marwood at the beginning of Act II. With the progress of the play we get to know the love of Mirabell for Millamant. We then hear the practical obstacle to their marriage. Half of Mirabell’s fortune is controlled by her aunt, Lady Wishfort whose prior consent to marriage is necessary if the money is to be claimed. This constitutes the main problem of the play and against this background the story begins.
· Proviso Scene 
In the Proviso Scene of the play The Way of the World, we find Mirabell and Millament meeting together to arrange an agreement for their marriage. The scene is a pure comedy with brilliant display of wit by both of them, but, above all, provides instructions which have serious dimensions in the context of the society. Here, Congreve seems to come to realise the importance for providing an ideal pair of man and woman, ideal in the sense that the pair could be taken for models in the life-style of the period. 

However, the Proviso Scene is one of the most remarkable aspects of Congreve's The Way of the World and this scene has been widely and simultaneously admired by the critics and the readers. In fact, it serves as an excellent medium through which Congreve conveys his message to his readers. 

The most noteworthy aspect of the Proviso Scene is Millamant's witty style in which she puts her condition before her lover Mirabell. According to her first condition, she wants equal amount of love and affection on the part of her would husband throughout her life. Behind her above mentioned condition we notice the pitiable condition of a wife after marriage. Just before marriage when men and women are lovers they declare full support and love for each other but things take a turn when they marry each other. So Millamant appears anxious because of this reason and that is why she puts this condition. Again, Millamant says that she hates those lovers who do not take proper care of their beloved. She further wants that her husband must be a loyal and good natured man. 

She says to Mirabell that she wants her liberty after her marriage; she informs Mirabell that she can't forgo her independence, she says, "My dear liberty, shall I leave thee? My faithful solitude, my darling contemplation, must I bid you adiue?... My morning, thoughts, agreeable wakings, indolent slumbers, all ye douceurs,... Adieu -- I can't do it, 'tis more than impossible." She also adds that "I will lie a bed in a morning as long as I please" 

Millamant on her part makes it clear that a lover’s (Mirabell’s) appeals and entreaties should not stop with the marriage ceremony. Therefore, she would like to be ‘solicited’ even after marriage. She next puts that “My dear liberty” should be preserved: 

“I’ll lye abed in a morning as long as I please…” she wants that she will have liberty "to say and receive visits to and from who I please; to write and receive letters, without interrogatories or Wry faces on your part ; and choose conversation with regard only to my own taste.....come to dinner who I please, find in my dressing room who I'm out of humour, without giving reason. To have my closet inviolate; to be sole empress of my tea table, which you must never presume to approach without first asking leave. And lastly whenever I am, you shall always knock at the door before you come in." 

Millament then informs that she would not like to be addressed by such names as “wife, spouse, my dear, joy, jewel, love, sweet-heart; and the rest of that nauseous can, in which men and their wives are so fulsomely familiar.” Moreover, they will continue to present a decorous appearance in public, and she will have free communication with others. In other words, after marriage they maintain certain distance and reserve between them. 

Mirabell listens to all the conditions of Millamant with patience. Although he was not very happy with some of the conditions, he did not raise any objection. Now he informs Millamant about some of his own conditions. When we go through his conditions we observe that it is a witty satire on the affectations of women in that society. Mirabell wants that after their marriage Millamant should follow some guidelines. Millamant should not be in company of any woman who has a notorious background or who indulges in scandalous activities. He says 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 secrecy. No decoy-duck to wheedle you a FOP-SCRAMBLING to the play in a mask." 

The next condition is that she should not use the artificial things to cover her real appearance. If says that " I prohibit all masks for the night, made of oiled skins and I know not what--hog's bones, hare's gall, pig water, and the marrow of a roasted cat. " 

Mirabell’s conditions are quite different: they are frankly sexual in content, directed to his not being cuckolded or to her bedroom manners. “Just as Millament’s are developed femininely” as Norman N. Holland points out, “Mirabell’s are developed in a typically masculine way.” Each of Mirabell’s provisos begin with its item: first, the general principle, “that your Acquaintance be general”, then specific instructions, “no she-friend to screen her affairs”, no fop to take her to the theatre secretly, and an illustration of the forbidden behaviour, “to wheedle you a fop-scrambling to the play in a mask”. Nevertheless, Mirabell denounces the use of tight dresses during pregnancy by women, and he forbids the use of alcoholic drinks. The conditions are stated by both parties in a spirit of fun and gaiety, but the fact remained that both are striving to arrive at some kind of mutual understanding. 

Through this scene appears very funny but it is a serious comment on the degradation of conjugal relations. The conditions as set down by the two lovers, confirm the sincerity of their motives and their wish to live a married life which was different from others. Both of them accept each other's conditions. It is a guideline or memorandum of understanding between a husband and a wife, which would enable them to spend a happy married life. After following these guidelines there will have no possibility of misunderstanding. Thus Congreve throws light on the vital aspects of married life. This is a parody on the social expectations of men and women upon becoming husband and wife. The requirements make the union far from romantic. Instead, the parties involved are expected to comply with formalities that continuously remind them that their union is one based on networking and convenience, rather than love. 

Another important significance is that they both discover each other's penchants with this behavior pact, and wonder about each other. Again, this is satirical. Millamant says that she wants to be free, and allowed basically to do as she pleases. Mirabell takes this sourly and says that his future bride better not be scandalous nor a "fashion victim".  In turn, Millamant takes that personal and cannot believe he would think her to be that way. Even funnier is the fact that all this weird transaction has to be rushed as another character, Fainall, enters the scene. 

Yet, it is possible that one of the most important parts of the bargaining scene is the underlying shallowness of the pact. Mirabell says that, upon marriage, he would be exalted to the rank of husband. Contrastingly, Millamant says that she will be demoted to the rank of wife. This is a clear indicator that Millamant is not marriage material, and that Mirabell may not be the dream husband that we assume he wants to be. Hence, the significance here is that Mirabell and Millamant are rushing through the very complex process of pre-nuptial planning with very little evidence of what they really want out of their marriage.

· Ending 

We see in the fifth and the final act the climax of the drama. Lady Wishfort turns Foible out of the house. Fainall and Mrs Marwood are now totally in ascendant and they bear down upon Lady Wishfort’s demanding, with threat and blackmail, the fortunes of both Millamant and Mrs Fainall. Mirabell has not however been idle, and the first hint of recovery appears in the person of Sir Willfull. He and Millamant appear before Lady Wishfort, and consent to her wish that they should marry. Millamant’s share of money is thus retrieved. The play ends with these lines:

From hence let those be warn’d, who mean to wed;

Lest mutual Falsehood stain the Bridal Bed:

For each Deceiver to his cost may find,

That Marriage Frauds too oft are paid in kind.

This conclusion echoes the lines from Horace which Congreve quoted on the title page of the play – “Audire est Operae pretium… Metuat doti deprensa,” through which Congreve expects his audience to remember that disasters wait on adulterers and that they are hampered on all sides.
· Epilogue

The Epilogue is spoken by Mrs Bracegirdle, an actress of great repute of that day. Congreve has created the role of Millamant for her. She speaks with the spectators expressing her concern about how the essential insufficiency of critics who criticise plays without knowledge, and how the present audience will criticise this play without showing any mercy.
4.2.8: CENTRAL THEME(S) AND KEY ISSUES IN THE PLAY
· Themes
•   Social Convention 
Congreve’s “comedy of manners” takes the fashionable or conventional social behaviour of the time as the principal subject of satire. Conflicts that arise between and among characters are prompted by affected and artificial social mores, especially with respect to relationships between the sexes. Social pretences and plot complications abound in The Way of the World. Women are compelled to act coyly and to dissemble in courtship, couples deceive one another in marriage, friends are double-dealing, and conquests have more to do with dowries and convenience than love. All moral principle is risked for the sake of reputation and money. However, what makes the action comic is the subterfuge. What one says is hardly ever what one really thinks or means. To judge by appearances, for example, no one could be happier in his marriage than Fainall, who in reality disdains his wife and is carrying on an adulterous affair with his wife’s close friend. Congreve intimates that, in fashionable society at the turn of the eighteenth century, it is crucial to preserve the outer trappings of beauty, wit, and sophistication no matter how egregious one’s actions and words might prove. 

•   Dowries, Marriage, and Adultery 

In the male-dominated, patriarchal society of Congreve’s time, a woman was little more than property in a marriage transaction. Her dowry (money, property, and estate) was relinquished to her husband at marriage and she became, by law, his chattel. In the upper classes, women had little voice in their own fate, and marriages were usually arranged according to social status, size of fortune, and family name. In the play, Millamant’s dowry is at the centre of the struggle that pits Mirabell, her true lover, against Fainall and Mrs. Marwood, the two adulterers plotting to gain control of Millamant’s fortune as well as Fainall’s wife’s. Cunningly, Mrs. Fainall has had a large part of her estate signed over in trust before her marriage to prevent her husband from acquiring it. 

While marriages are important economic contracts, they are also convenient vehicles for protecting social reputations. Mrs. Fainall has made such a marriage, which is socially acceptable and even expected, as long as the pretense of civility is maintained. However, getting caught in an adulterous relationship puts both reputation and fortune at risk. Hence when the relationship between Fainall and Mrs. Marwood is discovered, the two become social outcasts. Fainall has staked his reputation on a plot to disinherit his wife. As punishment, he will have to bear the humiliating exposure, continuing to live with his wife and depend on her for his livelihood. Mrs. Marwood’s reputation is ruined, her future hopes destroyed. Congreve’s intent is to reflect the way of the world in all its manifest greed. The lesson is that those who cheat get their just desserts in the end. 

· Marriage 
After Charles II revived theatre in 1660, a new kind of comedy, the comedy of manners exploded onto the English drama scene and remained the preferred style of theatre for the rest of the century. The aim of these plays was to mock society, or rather to hold it up for scrutiny by those very people whose social world was being characterized on stage. The Way of the World reflects Congreve's personal view of Restoration society and city life, full of its artificiality, rigidity, and formality. As is typical of Restoration Theatre, this play's main themes are centred on that of marriage and the game of love. However, unlike the relationships depicted in earlier works, the couple at the heart of the play - Mirabell and Millamant, have the potential to become a true partnership even by modern standards. The love and trust shared between two intelligent and independent characters, set against the tableau of falsehoods, greed, and jealousy that was exemplified by the social world around them, was revolutionary for Restoration comedy. By comparing and contrasting Mirabell and Millamant with the characters and relationships surrounding them, Congreve reveals his view of the true meaning of marriage and how it should be seen by Restoration society. 

The strength of character of our two protagonists is crucial to their status as an almost ideal couple. The stark contrasts set up between them and the secondary characters, especially the contrast between Fainall and Mirabell, allow Mirabell and Millamant's individual characters and the ensuing relationship to hold that much more merit in the eyes of the audience. At first glance, Fainall and Mirabell appear to be similar, but even as their first conversation progresses at the beginning of Act I, their distinct personalities emerge. Both are witty and rakish. It is only by the gradual revelation of their inner natures that one is able to distinguish between our hero and the villain. Fainall's cynicism is contrasted with Mirabell's role as commentator on the society of which he is also a part. If Mirabell is to be seen as our representative as the ideal Restoration gentleman, Fainall is that of the antagonist and compilation of all that is wrong with the social scene at present. As the action progresses, he reveals himself to be only a manipulator and a fortune hunter. Throughout the play, his character is unredeemed by a single act of humanity. His cynicism is revealed in his very first remark to Mirabell, "I'd no more play with a man that slighted his ill fortune than I'd make love to a woman who undervalued the loss of her reputation". His attitude towards marriage is equally negative. He recommends marriage as a remedy for love, "be half as well acquainted with her charms as you are with her defects and my life on that, you are your own man again”. Fainall is a backstabbing, money-grubbing man who admits to having married his wife for her fortune, and is eager to get his hands on funds intended for other characters within the play. Love doesn't exist for him, except for that of himself and money. 

Fainall provides a perfect contrast for the chief male protagonist. At first glance, Mirabell appears to be the typical Restoration beau, envied by the other characters for his wit and attractiveness. But Mirabell is far from perfect, and is much more real and human than that description would imply. He has had his share of debauchery and indulgence, as seen with his affair with Mrs. Fainall. He is also a manipulator, controlling events to his advantage, often resorting to being devious or amoral. In spite of his weaknesses, Mirabell follows a gentleman's code of honor, never losing control of his emotions. He also balances his desires with consideration for the needs of others. When the play opens, the audience learns that Mirabell has already failed in his first attempt to obtain Millamant. His "sham addresses" to Lady Wishfort have earned him the matron's hatred. His vivid portrait of his courtship of Lady Wishfort seems to go against the very values that he apparently cherishes. He declares that he "proceeded to the very last act of flattery with her" and that "an old woman" cannot be "flattered further, unless a man should endeavor downright personally to debauch her; and that my virtue forbade me". His wooing of Lady Wishfort clearly shows the shady side of Mirabell. Although Mirabell is not a saint, he shows himself to be a completely decent fellow at the end of the play, when he gives Mrs. Fainall back her money. He is aware of his own failings and has the ability to laugh at himself, which makes a more human and humane character. 

Mirabell definitely loves Millamant, but his love for her is not that of the sentimental kind portrayed in many Restoration comedies. Instead of praising Millamant's virtues, he engages in an analysis of her faults. He tells Fainall that once, when he was angry with Millamant, he "took her to pieces, sifted and separated her failings; I studied 'em, and got 'em by rote. The catalogue was so large that I was not without hope one day or other to hate her heartily". He, therefore, is realistic about his true love, but loves her in spite of her faults, that her flaws make her even more appealing in the end. Mirabell claims, “her follies are so natural, or so artful, that they become her”. At times, Millamant's weaknesses test his patience, and he comes close to losing his control; but Mirabell always reigns himself in, even when Millamant's wit outshines his own. It can be safely said that Mirabell's feelings for Millamant are more motivated by true love than by considerations of money, unlike any of the other relationships within the context of the play. 

Mirabell's love interest, the formidable Millamant is the ideal comic heroine, ideal for both her time period and today. She has beauty, wit, intelligence, and vivaciousness, and is a perfect match for Mirabell. At first glance she appears to be a very coquettish woman, who plays the role of the belle effortlessly. But beneath the mask of the coquette, Millamant possesses a deep understanding of the seriousness of life and a depth of character that distinguishes her from her contemporaries both within this play and others. She dislikes superficiality and realizes that she needs both emotional and physical companionship in marriage; however, at the same time, she values her freedom and independence. It is evident that Millamant enjoys the power she has over Mirabell. She knows he loves her, she asks him what he would give that he "could help loving" her. During the battle of wits in the park, she laughs at his moralized tone and asserts her independence, declaring that she will not "endure to be reprimanded nor instructed; 'tis so dull to act always by advice, and so tedious to be told one's faults - I can't bear it". It’s of no wonder that Mirabell is so taken with her. An intelligent woman, Millamant insists on choosing her own marriage partner instead of simply marrying whoever is chosen by her aunt, Lady Wishfort. Since she is capable of whole-hearted love, she wants to find the perfect match who can love her for who she is and allow her to retain her individualism after marriage. She believes Mirabell is such a man. 

Both Millamant and Mirabell take marriage very seriously, rejecting the sentimental kind of union normally depicted in Restoration comedy. The infamous "proviso" scene characterizes their relationship. They love each other very dearly; however, fortunately, the lovers temper their romance with realism and rise above the typical sentimentality of plays of this time period. Mirabell does not propose to Millamant before discussing the conditions under which they will be able to live together. Millamant insists that she will not be "called names . . . as wife, spouse, my dear, jewel, love". She also requests that they shall not be "familiar or fond, nor kiss before folks". After Millamant has stated her conditions, Mirabell lays down some of his own. They decide in a business-like manner to retain their independence after marriage. But this entire scene is conducted in a witty, flirtatious tone, and Mirabell rounds it off by telling Millamant that "when you are dwindled into a wife, I may not be beyond measure enlarged into a husband" (p.367), relaying that he hopes he can grow to be a husband that matches the wife she will be to him. The two characters are presented as equals, and see themselves as such. They both enjoy the power they have over the other, particularly Millamant, and live for the flirtatious battle-of-the-wits banter that characterizes their conversation. Mirabell and Millamant seem to be an ideal match for each other. 

In of itself the relationship between Millamant and Mirabell seems to be idyllic. They love each other, they respect each other, and they treat each other as equals. When placed in the context of the play, their relationship represents more than just a happy couple; it speaks to the progress of the view of marriage from being merely a contract, a way of gaining money or of saving one's honor, to a more modern conception. Now, in present times, marriage is seen as an affirmation of the mutual love and respect between two people. This is what the leading couple in The Way of the World seems to be aiming at, and what Congreve would claim should be a model for Restoration society. Though Mirabell and Millamant's relationship is not completely devoid of negative influence, for Millamant's six thousand pound fortune is repeatedly an issue, they are still honourable in contrast to the relationships surrounding them. Marriage is depicted as entirely centered around greed for money, and protection of honor. Debauchery, greed, and deceit permeate this social world and all its interactions. It is exactly this "way of the world" that Congreve believes should be improved. 

Congreve offers a critique of this whittled down and desensitized view of marriage by using the secondary characters to flesh out the negative aspects of society. He contrasts the situation those characters find themselves in at the conclusion of the play with that of Mirabell and Millamant. All of the characters who married with false intentions, or who stood in the way of the marriage of the two protagonists ended up unhappy or dissatisfied upon the closing of the play. In particular, the key antagonist of the play, Mr Fainall characterizes this obsession with money and as previously mentioned, he provides great contrast to Mirabell. Furthermore, all of his relationships are full of falsehood and deceit. He admits to never having loved his wife "wherefore did I marry but to make a lawful prize of a rich widow's wealth", and he has already squandered the wealth of his mistress, Mrs. Marwood. His jealousy and greed drive him to ruthlessly blackmail Mrs. Wishfort who only wants to protect the reputation of her daughter. However, his debauchery comes full circle in the end, when he finds his reputation preceded him in marrying his wife. Not only did he lose all moral standing with his social world, but lost all chances at acquiring any money from any of the women in his life and is finally left to fend for himself. The parasite finally got his due. Similarly all those who married under false pretenses, such as Mrs. Fainall, or who was an obstacle to the model couple, such as Mrs. Marwood, were punished in the end. Mrs. Fainall, even though she recovered her fortune from Mirabell, is left with an ambiguous and not entirely joyful future. She has officially lost the one love of her life. It is also unknown whether she will try to fix her disintegrating marriage or even if she wants to. This punishment is due to her marrying Fainall not because she loved him, but because she needed to cover up her affair with Mirabell, in case she was with child. Her receiving the money in the end is justified by her having benevolently supported Mirabell in his quest to win Millamant, even though she still loves him. Mrs. Marwood, on the other hand, never redeems herself, and has backstabbed all of her friends, and was a leading figure in the counter-plot to prevent the marriage of Mirabell and Millamant. She is rewarded for her efforts at the end of the play, when Foible and Mincing reveal her adulterous affair with Fainall. She loses her sole possession of value, her flawless reputation. 

In contrast to their compatriots, Mirabell and Millimant, exemplifying the loving, realistic, and modern couple, are allowed happiness and each other. By allowing them to end up together, Congreve is claiming that this type of union should be favored and sought after by members of Restoration society. Rather than being boiled down to the mere desire for wealth, or looked at as a cover for some dishonorable affair, marriage should require the mutual love, respect, and appreciation that exist between Mirabell and Millamant. In addition, he seems to be claiming that this union can only take place between those who are equally matched in wit and appearance, and who are human in that they each have flaws of their own. Both lovers are just such characters, and each accept and love the other, complete with their faults. Mirabell elucidates Congreve's claim about marriage in the final four lines of the play, 

“From hence let those be warned who mean to wed,  Lest mutual falsehood stain the bridal bed; For each deceiver to his cost may find That marriage-fraud too oft are paid in kind…” 

•   Decorum and Wit 

Congreve invents several characters who, as fops, dandies, and fools, provide fitting foils to the romantic hero and heroine. He pits these purported “wits” against Mirabell and Millamant to comment on the social decline of manners. Since the play is a comedy, audiences are to take it both as serious social satire and also as an amusing romp. No one, of course, escapes Congreve’s satirical pen entirely. All people are sometimes fools, Congreve suggests, or sometimes too earnest or too busy inventing counterfeit personas in order to hide their own moral turpitude. Petulant and Witwoud make good fools for they epitomize the shallowness and silliness of fashionable society, but they both also are capable of voicing through their wit the real motivations behind people’s actions. They mistake fashionable behaviour for decorum and good manners, but they are basically harmless. The comic hero, Mirabell, unscrupulously uses blackmail and trickery to promote his own interests, yet he also represents what is wise and decent in society, and he protects and thoughtfully provides for his friends. Millament, while she acts capriciously and spends time with fops, is inherently thoughtful and able to distinguish between fashion and principles. Lady Wishfort is perhaps the most sympathetically comic character in that, for all her desperate attempts to preserve decorum and for all the power she wields as the wealthy matriarch of the family, she is at heart a lonely widow who will do anything for a husband. 

4.2.9: THE WAY OF THE WORLD AND RESTORATION DRAMA
The Restoration, as a period, takes its name from the Restoration of the monarchy, with Charles II assuming the throne in 1660. The Restoration of the monarchy meant the end of the Puritan Parliament’s rule, but it also meant the return of the theatre. Because of the theatre’s long-standing connection with royalty and aristocracy and because of the Puritans’ view of the theatre as licentious and blasphemous, theatrical performances were banned during parliament’s rule. In 1662, the theatres re-opened, and play-going became an important part of the reaction against the Puritanism of the previous decades. Restoration theatre, for many cultural historians, epitomizes the era. While many plays from the Shakespearean era were reproduced, new plays commenting on the renewed monarchy and a new culture of performance, wealth, and more open sexuality flourished. In a variety of forms, the entire culture seemed to see itself as a kind of play, as commentators repeatedly emphasized the ways everyone seemed to be playing roles as they negotiated new mores and social conditions. 

While the theatre of the Restoration era attempted to return to its earlier form, it innovated on the theatre of the first part of the 17th century in many ways. First, it became accessible and respectable, as the theatres themselves moved into better parts of London and started to attract a broader array of patrons. At the same time, playhouses opened up professionally for women, as they began to appear on stage in large numbers for the first number and several women, most famously, perhaps, Aphra Behn, became successful playwrights. The presence of women on the stage and in larger numbers in the audiences directly contributed to the intensive exploration of sexual themes in the theatre of the period. Actresses were often seen as little more than prostitutes, and many famous actresses were well-known consorts of the king and other nobles. Their performances on stage often played with their supposed sexual availability, while women in the audiences often similarly were seen or displayed themselves as performers as they traded witty conversation laced with double entendre with men about town. In many accounts, the flirtations in the audience mirrored or rivalled the performances on stage. 

The Restoration comedy of manners reflected and commented on this culture of performance. These plays often featured rakes—men on the prowl for sexual conquest—who elaborated complicated schemes for bedding as many women as possible. Over the course of the play, their attempts were often forwarded, rebuffed, and foiled by various women whose sexual knowledge and wit frequently equalled their male counterparts. These comedies usually featured incredibly complex plots and counterplots—emphasizing their characters’ ability to manipulate others through their self-display, control of language, and psychological calculations as they attempted to win both sexual favours and wealth. Yet, even as the plays displayed the power of performance that their very audiences indulged in, they often critiqued that culture for its duplicity and depravity. With the Glorious Revolution of 1688 and the return to power of parliament, a reaction against the excesses of the Restoration set in, with much of the focus on the theatre and the culture of performance and display and, in particular, its sexual licentiousness. 

Appearing in 1700, Congreve’s play represents a late version of the Restoration comedy of manners, one that consolidates many of the features of earlier plays even as it responds to increasing critique of the theatre (the play mentions one of the most famous critiques in Act 3. Implicitly describing the way of the world as one of cynical self-interest, the play follows the reformed rake Mirabell as he attempts to win the hand of Millamant, the woman he actually loves. Before the play begins, Mirabell, we later learn, has had an affair with Mrs. Fainall, whose husband married her only for her wealth and is having an affair with Mrs. Marwood; we only learn most of this in the second act. Millamant is the niece and ward of Lady Wishfort, who is Mrs. Fainall’s mother, and stands to inherit a great deal of money, but only if Lady Wishfort approves of her suitor. Mirabell has offended Lady Wishfort, so he needs not only to win Millamant’s hand but also to win over Lady Wishfort. As with most Restoration comedies, Mirabell creates a complicated scheme involving impersonation and artifice to get both wealth and love. He has his valet, Waitwell, pretend to be his uncle and woo Lady Wishfort. His plan is to then rescue Lady Wishfort from being seduced by a servant and thus gain her approval. While Millamant knows of the plot and does love Mirabell, she takes pleasure in teasing him about the uncertainty of their eventual union. 

However, things go awry for Mirabell when Mrs. Marwood learns of the plot and of Mirabell’s former affair with Mrs. Fainall. Mrs. Marwood informs Mr. Fainall, and they begin a plot against Mirabell. Millamant has accepted Mirabell’s proposal, turning down Sir Witful Witwoud (Lady Wishfort’s choice). Fainall uncovers the plot to Lady Wishfort and attempts to blackmail her by threatening to reveal her daughter’s (Mrs. Fainall’s) adultery. He wants all of Millamant’s fortune as well as complete control of Mrs. Fainall’s potential inheritance. Millamant then decides she will marry Sir Witwoud in order to save her fortune, and Mirabell appears with two servants to prove Mr. Fainall’s adultery with Mrs. Marwood. Fainall, however, is not cowed and continues to threaten Mrs. Fainall’s reputation. Then, Mirabell plays his last card. Before she married Mr. Fainall, Mrs. Fainall, out of fear of Mr. Fainall’s character, had made Mirabell the trustee of her fortune. Without control of that money, Mr. Fainall is left without any resources, and the play ends with Mirabell and Millamant engaged. 

The Way of the World exemplifies many of the key features of the Restoration comedy of manners— complex, multi-faceted characters who combine urbanity and wit in treating love and wealth as a game they play through concealment, artifice, and plotting. Unlike some of the plays from the first decade of the Restoration, however, Congreve’s play does not end up embracing the cynicism of some of its characters; instead, true love—while far from sentimentalized—wins out and leaves with wealth. His characters have their moral failings and they more than handle themselves in a world of false appearances, banter, and sexual double-dealings, but they are redeemed in the end. 

4.2.10: SUMMING UP 
So as we reach to the end of the play we learn quite much about William Congreve’s The Way of the World, a play that exemplifies many of the key features of what became popular as the Restoration Comedy of Manners.
· Congreve’s intent was not on writing the sentimental comedies that were later to become so popular on the eighteenth century stage. His works stood unique as it showcased the subtle balance that he achieved between the cool disenchantment of the Restoration and the emotional warmth of the 18th century.
· The representations of the old form and new form of marital relations we see sexual power at first and then developing into material power. 

· Congreve’s “comedy of manners” takes the fashionable or conventional social behavior of the time as the principle subject of satire.
· While marriages are important economic contracts, they are also convenient vehicles for protecting social reputations.
· Congreve invents several characters who, as fops, dandies, and fools, provide fitting foils to the romantic hero and heroine.
· The Way of the World exemplifies many of the key features of the Restoration comedy of manners— complex, multi-faceted characters who combine urbanity and wit in treating love and wealth as a game they play through concealment, artifice, and plotting.
4.2.12: COMPREHENSION EXERCISES 

Long – answer type (20 marks each):

1. How would you apply the main features of ‘Comedies of Manners to The Way of the World?
2. ‘The Proviso scene between Millamant and Mirabell is a significant event which strengthens the plot of the play’. Illustrate.
3. Highlight the vices and follies of contemporary society that Congreve hints at through his play The Way of the World.
Mid – length questions (12 marks each): 

1. Comment on the minor characters of the play, bringing out the significance of any two of them.

2. Give a comparison between Comedy of Manners and Comedy of Humours.

3. Show how verbal wit contributes to the overall humorous intent in The Way of the World.

Short answer type questions (6 marks each):

1. Comment on the character of Lady Wishfort.

2. Comment on the Dowry, Marriage and Adultery as a theme in The Way of the World.
3. Bring out the significance of the Prologue of the play.  
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4.2.11: ACTIVITY FOR THE LEARNER 





Make an extensive reading of the text and try to answer the following multiple choice questions:


Act I Scene I of the play The Way of the Word takes place in –


St. James Park


A Chocolate House


A Room in Lady Wishfort’s House


In a tavern





The dedicatory preface to the first edition of The Way of the World is a –


Letter to Oliver Goldsmith


Letter to Jacob Tonson


Letter to the Earl of Montagu


Letter to Dryden





The Restoration form owes much to the brilliant dramas of the French writer –


Jean Racine


Moliere


Oliver Goldsmith


Sheridan


























