 “Cruel but graceful, cynical but witty, poxed but beautiful,” (Traugott 1) the Restoration rake is one of the most interesting and paradoxical ‘stock characters’ ever to occupy the British stage.  A wildly popular figure in the mid and later sixteen hundreds, the rake represented the new era of Charles II and an outright rejection of the interregnum ideals.   Harry Horner, the antihero of William Wycherley’s The Country Wife, stands apart as a quintessential rake.  Admired by fellow wits, successful in every enterprise, devastatingly seductive, and completely unrepentant, Horner embodies the deviant ascendancy and underlying charm that earmarked a rake during 1675.    However, over the last two decades of the Restoration, a noticeable change occurred within the landscape of British drama. As a keener sense of morality reentered “that fickle mistress the stage” (Highhill vol. 16 pp. 126), the British reacted against such flagrant disregard for moral values in their theaters, and the escapades of such glorified profligates were gradually checked.  The Rake-Hero gradually disappeared, replaced by harmless fops and moralistic Penitent Rakes.  The Country Wife too fell victim to the shift in public opinion, and audiences and critics alike began to react negatively to its most debaucherous aspects.  Because Horner is indicative of the Restoration Rake-Hero, his character’s transformation can be read as a case study of attitudes towards sexual promiscuity during the era.  By analyzing the progression of actors playing Horner and the successive omissions and editions to The Country Wife, it is possible to gain an understanding of the changing social clime in Britain from 1675 through the end of the Restoration era.         
