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3.3.1NTRODUCTION 
From Philip Sidney in Paper 2 to John Dryden in Paper 3 is indeed a long transition in the history of English literary criticism. While the rest of this Paper acquaints you with the multiple and complex nature of Restoration literature by example, this Unit will provide the theoretical base for understanding the nuances of the literary output of the period. To begin with, you will be provided with an outline of Dryden's critical thought and temperament, and then on, the textual portion that has been selected for detailed study will precisely formulate an understanding of his perspective on Shakespeare, Ben Jonson and two other Jacobean playwrights, Beaumont and Fletcher who wrote a number of plays mostly in collaboration, and at times individually. In effect therefore, at the end of this Unit, you should be able to develop a new point of view for looking back at some of the Elizabethan literature that you have already studied. 
3.3.1 THE CONTEMPORARY LITERARY-CRITICAL SCENARIO
As you have gathered by now, the Restoration (also variously called the Age of Dryden, given his over-arching presence in almost all fields of literary productivity) pre-eminently took a Neo-Classical view of literature and concurrently its critical tendencies too veered on those lines. This naturally meant a close observance of the rules of classical decorum in the writing of poetry, without really allowing much scope for humanistic thought as espoused by the post-Renaissance Elizabethan era; nor the imaginativeness that was to characterize Romantic poetry that followed more than a century later. In such a scenario we shall now try to place the critical acumen of John Dryden. To aid your understanding, we shall first acquaint you with Dryden’s critical oeuvre (you have already come across Dryden the poet in Mod 2 Unit 1, Dryden the dramatist follows in Mod 4 Unit 3); then guide you on the thematic design of the ‘Essay’ and finally read the prescribed passages of the text in an easy intelligible manner. 
3.3.2. JOHN DRYDEN: THE LITERARY CRITIC 
As stated earlier, the period to which Dryden belonged is known as the Restoration period, and he remained/ stood out as an outstanding literary figure of the age because of his versatile and multifarious literary activities as a poet, playwright and a critic. It is on the third aspect of his career that we shall be concentrating in this Unit. 
There are diverse opinions and views on the merit of Dryden’s literary criticism. While Jonathan Swift wryly commented on them that they were “merely writ at first for filling, to raise the author’s price a shilling”, Dr Johnson spoke of his critical works as “the criticism of a poet; not a dull collection of theorems, nor a rude detection of faults, which perhaps the censor was not able to have committed; but a gay and vigorous dissertation, where delight is mingled with instruction.” 

For more on this, you may log on to http://www.jstor.org/stable/456662?seq=1#page_scan_tab_contents 

While the two opinions mentioned above show two ends of the spectrum and give you an idea of the divergent reception accorded to Dryden the critic, Dr Johnson’s words bring out the age old classical ring of the dual functions of art – ‘delight’ and ‘instruct’ or gratification and edification. In The Lives of the Poets, Dr Johnson calls Dryden ‘the father of English criticism’, and this is clearly not meant just in the sense of chronology. For one thing, you will definitely remember that much before Dryden, Philip Sidney had written a tract theorizing on the function of poetry. Even if we leave out minor theorists, one cannot be oblivious of Sidney as an Elizabethan literary critic. Why then does Dr Johnson call Dryden thus? 

Here again, it will be seen that the Neo-Classical principles of composition reign supreme in the consideration: Dr Johnson writes of Dryden that he was the ‘writer who first taught us to determine upon principles the merit of composition’. He brings into reckoning the treatises of Webb and Puttenham; mentions (Ben) Jonson and Cowley, but goes on to assert that ‘Dryden’s Essay on Dramatic Poetry was the first regular and valuable treatise on the art of writing’.   
As a literary critic Dryden establishes his scholarship, profound wisdom and erudition most often through his elaborate Prefaces. As a poet- critic, he invites comparison with Philip Sidney at the earlier stage of English criticism and with the succeeding generation of critics, including Wordsworth, Coleridge, Shelley and Matthew Arnold, to name only the more prominent ones. Dryden’s uniqueness lies in the fact that his close familiarity with the classical literatures of ancient Greece and Rome notwithstanding (unlike Sidney), he has never tended to be Aristotelian in his critical arguments. On the contrary he has adopted for himself the critical principles of Neo- Classical France, particularly the French School of Boileau and Rapin. Even here, Dryden is free from any slavish adherence to what is often blindly held as the Neo-Classical principle. There is in him an easy adaptability to pragmatic necessities and the availability of clarity of thought backed by logical interpretation. His criticism is wide ranging, although the most- notable pieces are An Essay of Dramatic Poesy (1668) and Preface to the Fables (1700). 
We shall definitely understand these generalized statements better when we relate them to the particular context of An Essay of Dramatic Poesy, an extract from which is our prescribed text for now. 
3.3.3. OVERVIEW OF AN ESSAY OF DRAMATIC POESY 

Written probably during the Plague Year of 1666 and published in 1668, Dryden’s Essay takes up the subject that Philip Sidney had set forth in his Defence of Poesie (1580) and attempts to justify drama as a legitimate form of "poetry" comparable to the epic, as well as defend English drama against that of the ancients and the French. The purpose of the treatise is thus significant, coming as it does at a time that follows on the heels of the re-opening of theatres in London after the ardour of Puritan rule. It needs to be mentioned that Dryden’s work, unlike Sidney’s, is not in response to any assault per se on poetry or drama. It is, by and large, an exposition of several of the major critical positions of the time, set out in a semi-dramatic form that gives life to what would otherwise appear as abstract theories. The Essay not only offers a capsule summary of the status of literary criticism in the late seventeenth century; it also provides a succinct view of the tastes of cultured men and women of the period. Dryden synthesizes the best of both English and Continental (particularly French) criticism; hence, the essay is a single source for understanding neoclassical attitudes toward dramatic art. Moreover, in his discussion of the ancients versus the moderns, in his defense of the use of rhyme, and in his argument concerning Aristotelian prescripts for drama, Dryden depicts and reflects upon the tastes of literate Europeans who shaped the cultural climate in France and England for a century. 
At the beginning of the text, Dryden writes about “that memorable day”. Historically and chronologically the day refers to 3rd June, 1665, when the famous Spanish Armada was defeated by the English Navy. Therefore, it was a day of national pride and glory. The inflated feeling of being English and the high patriotism that surrounded it are clearly evident in Dryden’s famous critical discourse. If you look at the text in the full form, you will realize that right from the beginning, it is written in a dialogue form. This is indeed strategic, not only because the topic of conversation relates to drama; but also because he is dealing with and presenting opposed points of view that will finally need to be synthesised. So it makes perfect sense to keep the different points of view distinctly apart to begin with. Let us see how Dryden does this. 
There are four speakers, all of them having classical names- Eugenius (the real- life counterpart being Charles Sackville, or Lord Buckhurst, to whom the ‘Essay’ is dedicated), Crites (the real life counterpart being Sir Robert Howard, one of the writers of the Restoration heroic plays), Lisideius (in real life Sir Charles Sadley), and Neander, the name has the meaning of ‘new man’. It is interesting to note that Neander represents the new and upcoming generation of Englishmen, who glorifies the legacy and tradition of English drama and dramatic practices. The last one is Dryden himself! These four cultivated gentlemen have taken a barge down the River Thames to observe the combat and, as guns sound in the background, they comment on the sorry state of modern literature; this naval encounter will inspire hundreds of bad verses commending the victors or consoling the vanquished. The four speakers make comparisons between classical drama with that of contemporary England and France; French Drama with English, and English drama of Elizabethan period with that of Dryden’s own day. Dryden’s Essay is evidently the first systematic discourse on dramatic principles in English, and for this reason it may be comparable with the French playwright Corneille’s Examenes and Discours (1650-56). 
Although it is clear in course of the treatise that Dryden uses Neander as a mouthpiece for his own views about drama, he is careful to allow his other characters to present cogent arguments for the literature of the classical period, of France, and of Renaissance England. More significantly, although he was a practitioner of the modern form of writing plays himself, Dryden does not insist that the dramatists of the past are to be faulted simply because they did not adhere to methods of composition that his own age venerated. For example, he does not adopt the views of the more strident critics whose insistence on slavish adherence to the rules derived from Aristotle had led to a narrow definition for greatness among playwrights. Instead, he pleads for commonsensical application of these prescriptions, appealing to a higher standard of judgment: the discriminating sensibility of the reader or playgoer who can recognize greatness even when the rules are not followed. Herein lies the greatness of Dryden as a Neo-Classic critic who showed the flexibility of privileging the demands of art over the rigour of rules. 

For this reason, Dryden can champion the works of William Shakespeare over those of many dramatists who were more careful in preserving the unities of time, place, and action. It may be difficult to imagine, after centuries of veneration, that at one time Shakespeare was not held in high esteem; in the late seventeenth century, critics reviled him for his disregard for decorum and his seemingly careless attitudes regarding the mixing of genres. Dryden, however, recognized the greatness of Shakespeare’s productions; his support for Shakespeare’s “natural genius” had a significant impact on the elevation of the Renaissance playwright to a place of preeminence among dramatists. You can thus see for yourselves how balanced and honest criticism comes to play a major role in reorienting writers and their texts to particular social contexts. 

Let us now proceed to the syllabised portion of the text for a more detailed understanding of what Dryden has to say. 
 

3.3.4. TEXT (EXTRACT) FROM AN ESSAY OF DRAMATIC POESY 
To begin then with Shakespeare; he was the man who of all Modern, and perhaps Ancient Poets, had the largest and most comprehensive soul1. All the Images of Nature 2 were still present to him, and he drew them not laboriously, but luckily3: when he describes anything, you more than see it, you feel it too. Those who accuse him to have wanted learning, give him the greater commendation: he was naturally learn'd; he needed not the spectacles of Books to read Nature; he look'd inwards, and found her there. I cannot say he is everywhere alike; were he so, I should do him injury to compare him with the greatest of Mankind. He is many times flat4, insipid5; his Comick wit degenerating into clenches6; his serious swelling into Bombast7. But he is alwayes great, when some great occasion is presented to him: no man can say he ever had a fit subject for his wit, and did not then raise himself as high above the rest of the Poets,

Quantum lent a solent, inter viberna cupressi.8
The consideration of this made Mr. Hales9 of Eaton say, That there was no subject of which any Poet ever writ, but he would produce it much better treated of in Shakespeare; and however others are now generally prefer'd before him, yet the Age wherein he liv'd, which had contemporaries with him, Fletcher and Jonson never equall'd them to him in their esteem: And in the last Kings Court, when Ben's reputation was at highest, Sir John Suckling10, and with him the greater part of the Courtiers, set our Shakespeare far above him.
Beaumont and Fletcher11 of whom I am next to speak, had with the advantage of Shakespeare's wit12, which was their precedent, great natural gifts, improv'd by study. Beaumont especially being so accurate a judge of Playes, that Ben. Jonson while he liv'd, submitted all his Writings to his Censure13, and 'tis thought, us'd his judgement in correcting, if not contriving all his Plots. What value he had for him, appears by the Verses he writ to him; and therefore I need speak no farther of it. The first Play which brought Fletcher and him in esteem was their Philaster14: for before that, they had written two or three very unsuccessfully: as the like is reported of Ben Jonson, before he writ Every Man in his Humour15. Their Plots were generally more regular than Shakespeare's, especially those which were made before Beaumont's death; and they understood and imitated the conversation of Gentlemen much better; whose wilde debaucheries, and quickness of wit in reparties, no Poet can ever paint as they have done. This Humour16 of which Ben Jonson deriv'd from particular persons, they made it not their business to describe: they represented all the passions very lively, but above all, Love. I am apt to believe the English Language in them arriv'd to its highest perfection; what words have since been taken in, are rather superfluous then necessary. Their Playes are now the most pleasant and frequent entertainments of the Stage; two of theirs being acted through the year for one of Shakespeare's or Jonson’s: the reason is, because there is a certain gayety in their Comedies, and Pathos in their more serious Playes, which suits generally with all mens’ humours. Shakespeares language is likewise a little obsolete, and Ben Jonson's wit comes short of theirs. 

As for Jonson, to whose Character I am now arriv'd, if we look upon him while he was himself, (for his last Playes were but his dotages) I think him the most learned and judicious Writer which any Theater ever had. He was a most severe Judge of himself as well as others. One cannot say he wanted wit, but rather that he was frugal of it. In his works you find little to retrench or alter. Wit and Language, and Humour also in some measure we had before him; but something of Art was wanting to the Drama till he came. He manag'd his strength to more advantage than any who preceded him. You seldome find him making Love in any of his Scenes, or endeavouring to move the Passions; his genius was too sullen and saturnine to do it gracefully, especially when he knew he came after those who had performed both to such an height. Humour was his proper Sphere, and in that he delighted most to represent Mechanick people. He was deeply conversant in the Ancients, both Greek and Latine, and he borrow'd boldly from them: there is scarce a Poet or Historian among the Roman Authours of those times whom he has not translated in Sejanus17 and Catiline18. But he has done his Robberies so openly, that one may see he fears not to be taxed by any Law. He invades Authours like a Monarch, and what would be theft19 in other Poets, is only victory in him. With the spoils of these Writers he so represents old Rome to us, in its Rites, Ceremonies and Customs, that if one of their Poets had written either of his Tragedies, we had seen less of it then in him. If there was any fault in his Language, 'twas that he weav'd it too closely and laboriously in his serious Playes; perhaps too, he did a little too much Romanize our Tongue, leaving the words which he translated almost as much Latin as he found them: wherein though he learnedly followed the Idiom of their language, he did not enough comply with ours. If I would compare him with Shakespeare, I must acknowledge him the more correct Poet, but Shakespeare the greater wit.20 Shakespeare was the Homer21, or Father of our Dramatick Poets; Jonson was the Virgil22, the pattern of elaborate writing; I admire him, but I love Shakespeare.23 To conclude of him, as he has given us the most correct Playes, so in the precepts which he has laid down in his Discoveries24, we have as many and profitable Rules for perfecting the Stage as any wherewith the French can furnish us. 
3.3.5. GLOSSARY AND NOTES 

1. … the largest and most comprehensive soul- By the particular phrase it is suggested that Shakespeare’s creative and imaginative faculty was all- embracing.
2. … the images of nature: the characters, objects and situations of real life.

3. Luckily: Perhaps in the sense of spontaneity.

4. Flat- lacking depth or intensity.

5. Insipid- dull

6. Clenches- clichés.

7. Bombast- Pretentious inflated speech or writing.
8. “Quantum lenta solent inter viburna cupresse.”- A quotation from Virgil’s Eclagues. The English translation of the Latin sentence is “As cypresses oft do among the bending osiers.”
9. Mr. Hales of Eton- John Hales (1584- 1656), scholar and divine. Born in Bath and educated at Oxford, where was a distinguished student of Greek and philosophy.
10. Sir John Suckling – English poet (1609 – 41) of the Cavalier tradition, best known for his poem ‘Ballad Upon a Wedding’.  
11. Beaumont and Fletcher- Francis Beaumont (1584- 1616), John Fletcher (1554-1625). Around 1608 Beaumont began the famous collaboration with Fletcher which lasted for about five years. Among the plays, produced by the Beaumont- Fletcher collaboration the most famous are Philaster (1610), The Maid’s Tragedy (1611) and A King and No King (1611).

12. Wit- An intellectual person ( in the archaic form).
13.  Censure: Act of blaming.

14. Philaster- A tragic- comedy by Beaumont and Fletcher, written in blank verse, and produced in 1611.
15. Everyman in his Humour- The first important play by Ben Jonson, published in 1598. By ‘humour’ is to be understood a passion, generated by irrational egotism, and amounting sometimes to a mania.
16. Humour- the archaic meaning of ‘ whim’ or ‘mental inclination’is suggested here.
17. Sejanus- A satirical tragedy by Ben Jonson, published in 1603. The central character is a historical figure, a favourite of the Roman emperor Tiberius.
18.  Catiline- A tragedy by Ben Jonson, published in 1611. The play may be considered as an example of Jonson’s great classical scholarship.
19. Theft- In the sense of blind imitation.
20. “If I would …greater wit.”- By this famous statement Dryden suggests that Shakespeare’s dramatic genius is spontaneous and hence demands appreciation over and above rules; while the art of Jonson is strictly in keeping with classical (read neo-classically) rules of composition.. There is very little that is conscious or constrained in Shakespeare’s dramatic dramatic art. This is a line of thought that is later taken up by Dr Samuel Johnson as well. This explains Dryden’s comparison, in the next line, with Homer, the great pioneer of classical drama, who has his relevance even in our own time. So with Shakespeare’s plays, that never fade across ages and generations.
21.  Homer (10thc. B.C)- famous classical Greek poet, celebrated for his ethics.
22.  Virgil (70 -19 B.C)- The well known classical Roman/ Latin poet. His poetic fame rests on the epic Aeneid and  Eclogues.
23. “Shakespeare was …love Shakespeare”- Dryden’s attempt to equate Jonson with Virgil suggests that Jonson’s dramatic art is more conscious and so less spontaneous than Shakespeare’s. For the ‘correctness’of his dramatic craftsmanship he is admired by Dryden. But looked at from the point of view of content (as over form), even a neo-classical like Dryden is bowled over by Shakespeare!
24. Discoveries- Published posthumously in 1640, written by Ben Jonson. It actually is a set of notes which he prepared for his lectures at Gresham College, London. 
3.3.6. ANALYSIS AND DISCUSSION OF TEXTUAL PORTION 

Neander’s comparative study of Shakespeare, Ben Jonson and Beaumont and Fletcher is earlier preceded by his emphatic assertion that the English dramatic practices are much superior to the French because English drama in every respect is original and is characterized by creative ingenuity. Thus Neander declares: “We have borrowed nothing from them (i.e. the French) ; our plots are weaved in English loans. We endeavour therein to follow the variety and greatness of characters which are derived to us from Shakespeare and Fletcher; the copiousness and well- knitting of the intrigues we have from Jonson...”. Neander’s statements seem to suggest a fusion of his natural pride and patriotic fervor with his close acquaintance with the immediately preceding playwrights of England. The same mood, feeling and attitude of Neander are expressed when, being requested by Eugenius, he continues to deliberate on Shakespeare, Ben Jonson, Beaumont and Fletcher.

Neander begins his deliberation with Shakespeare. His is the representative voice of his own time and, therefore, it reflects the spirit of the Restoration in relation to Shakespeare and other English dramatists. Neander initiates his discussion with words of appreciation for Shakespeare. The appreciative deliberation on Shakespeare contains Neander’s unqualified admiration for the great English dramatist. For instance, Shakespeare, according to Neander, had “the largest and comprehensive soul.”Shakespeare depicted the “images of nature” with essential care and spontaneity. There is nothing like constrained deliberateness or artificiality in his presentation of human nature, and human life in general. There were persons who accused Shakespeare of being ignorant of classical literature and language. But his lack of learning was simply a surface appearance. He was “naturally learned”. His responses to life and nature were never bookish and they were rooted in his inwardness. 
With critical neutrality and objectivity, Neander also points out some limitations in the dramatic art of Shakespeare. He comments, “He (i.e. Shakespeare) is many times flat and insipid; his comic wit degenerating into clenches, serious swelling into bombast.”Despite these limitations, Shakespeare is always great because in the treatment of different subjects in his plays he stands far above the other English playwrights. In this connection, Neander refers to one of the comments, made by Mr. Hales of Eton, “that there was no subject of which any poet ever writ, but he would produce it much better than in Shakespeare.”According to Neander however, Shakespeare’s reputation as a dramatic artist far exceeds either Ben Jonson’s, or Beaumont and Fletcher’s. 

Beaumont and Fletcher are the next two playwrights who come within the orbit of Neander’s assessment of English dramatists. Beaumont and Fletcher, according to him, have the intellectual capacity of Shakespeare, which is “improved by study”. Beaumont particularly had the critical acumen of his own, so much so that “Ben Jonson, while he lived, submitted all his writings to his censure.”The particular play that made Beaumont and Fletcher famous, was Philaster. As playwrights, according to Neander, they have maintained greater regularity in the plot- management than Shakespeare. The dialogues, exchanged among characters are essentially witty; the treatment of love in their plays, is essentially lively. Their comedies are enriched with a great amount of gaiety, while their tragedies are remarkable for their pathos. The plays of Beaumont and Fletcher agree with the taste of men of all types.

Neander now takes up Ben Jonson for his critical observations. He appreciates the quality of compactness and precision in Jonson’s dramatic art. Wit, language, and humour are proportionally interlinked in his plays. Neander rightly points out that “Humour was his (i.e. Ben Jonson’s) proper sphere; and in that he delighted most to represent mechanical people.”
 Neander now focuses his attention on Jonson’s close familiarity with the ancient writers, that is, the writers belonging to the classical past of Greece and Rome. Jonson as a playwright remains indebted to Greek and Latin writers, as it is evident in his plays, Sejanus and Catiline. Jonson has exploited the richness of classical legacy with bold confidence; “He (i.e. Jonson) invades authors like a monarch.”In a play like Volpone, he has faithfully represented old Rome, its rites, ceremonies and customs with flawless and meticulous details. Even the language in his plays is highly Latinised (“Romanize our tongue” is the expression used by Neander).

Now we come down to the most- meaningful and significant section of this particular unit in An Essay of Dramatic Poesy- the brief comparison between Shakespeare and Ben Jonson. Neander admits that Ben Jonson is a “correct poet” from the neo- classical critical perspective, but Shakespeare has a greater dramatic genius and philosophical wisdom. Shakespeare, Neander claims “was the Homer, or father of our dramatic poets”. On the contrary Jonson, being more conscious and therefore, less spontaneous, “was the Virgil, the pattern of elaborate writing”. The statements are supplemented by the sentence, which is quite unlikely in a person with neo- classical critical attitude, since it breathes the spirit of subjectivism and impressionism: “I admire him (i.e. Jonson) but I love Shakespeare.” Considering the excerpt chosen for your syllabus, these lines stand out as the most succinct proof of the fact that Neo-Classicism as a creed never chained down one like Dryden slavishly to rules. He always had the catholicity to look beyond the immediate and appreciate the greater context of art and its requirements.
Jonson, Neander declares, should also be remembered for his ‘Discoveries’ where he laid down some rules for the perfection of the English stage.

It has already been pointed out that Neander is the alter ego to Dryden, and for this reason we may consider Neander’s arguments as Dryden’s also. One of the interesting aspects of the passages from An Essay of Dramatic Poesy, prescribed in your syllabus, is that here Dryden introduces himself as a critic of Shakespeare together with Jonson and Beaumont and Fletcher. Dryden’s observations on these English dramatists reveal both his virtues and limitations as a critic. It is said of Dryden that his virtues are his own, his faults those of his age. Nowhere is this better illustrated than in his attitude to Shakespeare. When he judges according to those critical canons which the Restoration derived from Italian and French Aristotelian formalists of the 16th and 17th centuries, he deplores Shakespeare’s irregularities, his lapses of good taste and the improper use of language. But when he speaks from the fullness of his intuitions, he reveres Shakespeare as “the man who of all modern, and perhaps ancient poets, had the largest and most comprehensive soul.”On the whole Dryden, however, remains an exceptional critic of the age of Restoration on account of his flexibility of critical temper. 
3.3.7. SUMMING UP 
· The first systematic theorizing on the nature of contemporary English drama vis-à-vis Elizabethan drama, the Neo-Classical impact factored in, continuities with and innovations upon classical drama traced with clarity. Continental influences are also analysed threadbare.

· The use of the dialogue form among 4 speakers, each representing a particular point of view, gives the whole essay a dramatic form itself. This also enables readers to distinguish between the respective points of view. 

· It becomes evident why Dryden is justly called the ‘Father of English Literary Criticism’ – his rational thought process and unprejudiced freedom to steer clear of any Neo-Classical pedantry, while remaining true to its essence is amply revealed. 

· New genres like the English Tragi-Comedy are justified. (This portion is strictly not within the given excerpt, but the treatise has a lengthy discussion on it. 

3.3.8. COMPREHENSION EXERCISES  

Long Answer Types (20 marks) 

1. Analyse Dryden’s Essay and show how it can be looked upon as a text that is written within the Neo-Classical milieu and is yet not bound by its general rigour. 

2. How does Neander sum up the achievements of Shakespeare as a dramatist? Do you agree with his view? Give reasons for your answer. 
3. Summarise and present in your own words, the central arguments of each of the four speakers in Dryden’s Essay. 

Medium Length Answers (12 marks)  

1. Why does Neander reach the conclusion that Beaumont and Fletcher are “more correct” than Jonson and Shakespeare?

2. What, according to Neander, are the special qualities of Jonson as a dramatist?

3. Comment on the following: “Shakespeare was the Homer, or father of our dramatic poets; Jonson was the Virgil, the pattern of elaborate writing.” 

Short Answer Types (6 marks) 

1. Give the English meaning of the Latin quote: “ Quantum lenta solent inter viburna cupressi.” From which classical text is it taken?

2. Write short notes on (i) Philaster, (ii) Everyman in His humour.
3. Write short notes on (i) Sejanus, (ii) Catiline. 

4. Who are Homer and Virgil? Why are Shakespeare and Jonson respectively compared with them?

5. Why does Neander declare that he ‘admires’ Jonson but ‘ loves’ Shakespeare? 

3.3.9. READING LIST 
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Activity for the Learner 


Since your syllabus has only a part of the Essay, you might find the beginning of the text all too abrupt. For this, you are advised to click on the following link and go through the lessons and self- check mode exercises that will wonderfully serve the purpose of introducing you to Dryden’s Essay of Dramatic Poesy: 


http://wikieducator.org/Dryden_Dramatic_Poesy








