A STUDY OF JOHN DRYDEN'S
CONCEPTION OF THE POET

A THESIS
SUBMITTED IN PARTIAL FULFILLMENT OF THE REQUIREMENTS
FOR THE DEGREE OF MASTER OF ARTS IN ENGLISH
IN THE GRADUATE SCHOOL OF THE
TEXAS WOMAN'S UNIVERSITY

COLLEGE OF

ARTS AND SCIENCES

BY
SANDRA LAURINE WILLIAMS, B.A.

DENTON, TEXAS
AUGUST, 1964




LEXAS .M),w'vf‘ 'f,'..< LY

Texas Woman's University

Denton, Texas

August, 19 64
We hereby recommend that the thesis prepared under
our supervision by —Sandra Laurine Williams

entitled A Study of John Dryden's Conception of

The Poet

be accepted as fulfilling this part of the requirements for the Degree of

Master of Arts.

Committee:

” . D) ray ) |
o vl once)  h UA 0oL \‘
Chairman

_mﬁ_w&.‘___

Accepted:

i Dean of Graduate Studies

194895




PREFACE

When I first began my study of John Dryden, I
could not realize the variety of his interests. This
variety was represented in poetry, plays, operas, and
prose., However, the more I began to read material both
by and about him, the more I began to appreciate his
contribution to each of these genres, particularly to
literary criticism., His ability to write as a repre-
sentative of the seventeenth century at the same time

made him a literary pioneer of trends of future centuries,

The purpose of this study is to present a picture
of the poet as conceived by John Dryden. This picture,
or conception, includes a description of the poet as pre-
sented by Dryden, the responsibilities of the poet to his
society and to his art, the wit of the poet as described
énd defined by Dryden, and, finally, Dryden's vogue and

importance as a poet.

I am grateful to Dr. Autrey Nell Wiley, without
whose aid this study of the poet would not have been possi-
ble. I extend especially my appreciation to Dr. Constance
Beach, who kindly and patiently advised me, to Dr. Gladys

Maddocks, who, as a member of my examination committee,

iii
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read this thesis, and to my mother, who cheerfully made

trips to the library in my behalf.

Sandra Laurine Williams

August, 1964
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I. THE POET DESCRIBED

John Dryden has been a "poets' poet" for over two
hundred years. During those years his considerable influ-
ence has reached such literary figures as Pope, Dr. Johnson,
the Romantic poets--especially, Byron, Keats, and Coleridge,
and two contemporary poets, Mark Van Doren and T. S. Eliot.
The two representatives of the modern movement which has re-
newed interest in Dryden, Van Doren and Eliot, have spoken
and written about Dryden as a poet, a critic, and a drama-

tist.

As a matter of fact, Eliot's book about John Dryden
is divided into these three areas of Dryden's genius: his
genius as a poet, as a critic, and as a dramatist. Eliot
praised Dryden for his ability to see in seventeenth-century
ﬁoetry the qualities of timelessness, the qualities that
would exist and always be important in poetry of any age,
and his ability to discard the qualities that were not
worthy of development. He called him in his role of critic

the "defender of sanity," .

the writer who preached simplic-
ity of style, of subject matter, and of language, in a period

that needed simplification. Eliot, the poet, studied Dryden's

. T. S. Eliot, John Dryden: The Poet, The Dramatist, The
Critic (New York: Terence & Elsa Holiday, 1932), p. 67.




critical notes because in these notes the poet Dryden passed
on to the poet Eliot a commentary upon what he believed the

poet's style should be.

Van Doren called Dryden a "great writer." 2 1n his

introduction to the critical book, John Dryden: A Study of

His Poetry, he said that Dryden's prose was '"the best English

prose," 3 and he applauded Dryden's sense of harmony in the
sound of poetry, his ear for language and music that was sensi-

tive to any harshness or discordant sounds.

Eliot said the dramatic work of John Dryden was an
integral part of his work because it strengthened his verse
and enabled him to develop a worthy critical style. “ van
Doren also remarked on the value of the dramatic poetry to
Dryden in his growth as a poet. "The dramas which Dryden
wrote in verse," said Van Doren, "were of the first importance
in his metrical development; for it was in them that he be-
came fully aware of the energy which is latent in the heroic
couplet, and it was in them that he cut the rhythmical pattern

which was to serve him during the remainder of his career." 5

£ Mark Van Doren, John Dryden: A Study of His Poetry
(New York: Harcourt, Brace and Howe, 1920), p. viii.

5 1bia., p. x.
% Eliot, p. 45.

5
Van Doren, p. 85.
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Thus, in three specifically related areas, Dryden proved
himself a master to poets of his own time and in genera-
tions following his; for, according to poets Van Doren and
Eliot, Dryden passed along poetic theories of enduring value
to poetry itself. In the Restoration, which was character-
ized by an interest in literary arts and theories, Dryden
developed his image of the poet--the poet and his qualifi-
cations--in numerous prefaces, a major portion of his prose
work. The principles that he insisted upon may be studied

in his own work and in the background of his age.

Dryden lived in an age that was marked by intellec-
tual development and mass confusion. When Charles II was
brought back from exile in France and his monarchy was re-
stored, there were outbursts of joy and enthusiasm from the
leading figures of England. Writers noted the parallel of
this occasion with the return of Augustus to the Roman throne
in 31 B.C., and they noted still other parallels of the Rome
of long ago and the England of 1660. Their neo-classical
attitude was part of the prevalent interest in the "Roman
classics, thought, and way of life." 6 From France, Charles
had imported the Continental love of "wit, gallantry, ele-

gance, and artistic deftness." 7 French elegance, French

6 A Literary History of England, ed. Albert C. Baugh
(New York & London: Appleton-Century-Crofts, Inc., 1948),
p. 699. Thenceforth this will be referred to as Baugh.

7

Ibid., p. 700.



classicism, interest in Latin and Greek literature, interest
in science--such social and intellectual pursuits as these
impressed the Restoration leaders, who were aware of the in-
tellectual growth and who watched it with keen interest.
01d practices were dying slow and rebellious deaths while
new practices were demanding their proper due. The scien-
tific movement, a major new trend that was sweeping England,
fell into three main trends--scepticism, experimentalism and
ocbservation, and the inductive method of reasoning:
The scientific movement comprised a few defin-

ite main principles: the demand for a sceptical mind,

freed from all preconceptions, and maintaining a

critical attitude toward all ideas presented to it;

observation and experimentation were insisted upon

as the only sufficient data; the inductive method of

reasoning was to be employed on these data.

The establishment in 1662 of the Royal Society ad-
vanced the cause of the new science; the most important work
was being done by men in this organization. It gathered to-
gether scientific groups that had been meeting previously at
Oxford or at other universities. Its achievements lay in the
fields of mathematics, chemistry, and astronomy. The Society
was composed of a group of men who were religious and who did

not intend to disprove, or to discredit, orthodox religious

beliefs. 9 Experimentation was the basic principle of the

8 Richard Foster Jones, "Science and Criticism in the
Neo-classical Age of English Literature," The Seventeenth
Century, ed. Richard Foster Jones et al. (Stanford, California:
Stanford University Press, 1951), p. 42.

9

Baugh, p. 701.



Royal Society; no statement was approved until proper evi-

dence was observed. The members believed in opemmindedness,
but they never disparaged religion. They spent a great deal
of thought and time on unifying science and religion or, at

least, keeping the two compatible.

The establishment of the Royal Society and the pro-
gress made therein alerted the men of letters to the admir-
able qualities which science possessed, qualities that they
hoped to transmit successfully to writing. Thus, many liter-
ary men were inducted into the Society with the hope that a
branch for the refinement of language might be started, fol-
lowing the example of the French Academy. Like the French
Academy, this branch would improve the language and fix stan-
dards by which it would become more uniform. In 1664 a com-
mittee was appointed to work on the improvement of language;
included in its membership were Dryden, Evelyn, Waller, and
Sprat. Also attending the meeting were Cowley and George

10 41though the committee be-

Villiers, Duke of Buckingham.
came disorganized because of interruptions caused by the
death of Cowley and the plague of 1665 and finally disbanded,
Bishop Sprat summarized the ideals agreed upon by the com-

mittee in his History of the Royal Society (1667):

They (the Society) have therefore been most
rigorous in putting in execution the only Remedy
that can be found for this extravagance, and that

10 quoted in Baugh, p. 701.



has been a constant Resolution to reject all ampli-
fications, digressions, and swellings of style; to
return back to the primitive purity and shortness,
when men deliver'd so many things almost in an equal
number of words. They have exacted from all their
members a close, naked, natural way of speaking,
positive expressions, clear senses, a native easi-
ness, bringing all things as near the Mathematical
plainness as they can, and preferring the language
of Artisans, Countrymen, and Merchants, before that
of Wits or Scholars. 11

These principles, combining the necessary plainness of sci-
entific discourse and the elegance of French drawingroom
conversation, constituted a revolt, a change from the florid
and magnificent in discourse to a "clear and naked style,
approaching mathematical plainness." 12 ynder the influence
of the new science, a completely new attitude was developed
in every branch of intellectual activity; the new attitude
stressed the "useful and the plain" rather than "the ormnate,
the rich, the complex." 13 And this search for the simple
and useful was extending as far afield as religion. The con-
troversies between the Catholics and the Protestants, the
Anglicans and the Puritans, the Quakers and the Catholics,
and the reason of the Deists against everybody else did not
contribute to peace, and many pathetically bewildered think-
ers pleaded for some sort of order in religion. Also in
politics battles were raging. The disagreements between leg-
islature and monarchy became more frequent and more heated

as the years passed.

11 paugh, p. 702.

12 Martin S. Day (ed.), History of English Literature
1660-1837 (New York: Doubleday & Company, Inc., 1963), p. 9.

13 Baugh, p. 702.



All the activity in science brought a new vernac-
ular to the lips of the upper classes, particularly to the
gentlemen and the men of letters, and Dryden, ever inter-
ested in language, took note. As a member of the Royal
Society and the committee for the improvement of language,
he was aware of the developments of the age; he learned the
scientific vernacular easily enough and adapted it to his
work. "He was not a scientist. Yet he picked up the new
language, and adopted the new airs; he established what
Macaulay named the 'scientific vocabulary' in verse." 14
The literary movement was also affected by the neo-classical
attitude, which preached imitation of nature and the moral
purpose of art, 15 two qualities which Dryden emphasized in
his discussions of the poet. Literary criticism was influ-
enced by neo-classic dogma, with Aristotle, Horace, Cicero,
and Quintilian setting the pattern for traditionalism and
rationalism. 16 By following in the footsteps of their
classical forbears, seventeenth-century critics employed
methods either analytical or rhetorical. While the ana-
lytical method was used to lay down principles for the
structure of certain types of poetry and the parts therein,
the rhetorical method delved into the "creative processes
and methods of affecting the mind of a reader." 17 From
the classical tradition came three terms--invention, or the

finding of material; disposition, or the arrangement of

1% yan Doren, p. 5.
15 jones, p. 44.
16 Baugh, p. 710.
7 1pid., p. 711.



material; and eloguence, or the embodying of matter in fit
style. The first term, invention, is important tc us be-
cause it was a term used frequently by Dryden. To Dryden
and to most English critics, the term was associated with
the "creative imagination™ of the poet. As far as criti-
cism was concerned, the age was one that admired simplicity,

reason, and propriety. 18

But there were other major principles that were wide-
ly accepted by Restoration critics and that affected Dryden's
critical writing and his poetry. Horace had declared that
poetry was meant to please, although it was better if plea-
sure and moral instruction were combined. Dryden held this
opinion, although he conceded that pleasure came first. The
accepted method of imitation was derived from Aristotle, who
defined imitation or mimesis as the representation of the
actions of men. The poet imitated "by means of a lan=-
guage alone, and that either in prose or verse." 1In his
Poetics Aristotle said that imitation was one of man's ear-
liest instincts, as it was by imitation that man learned.
This imitation, which taught and which gave pleasure, united
with an instinctive harmony and rhythm, were the two inher-

ent qualities stemming from man's poetic nature. 19 In the

18 Ibid.
Aristotle's Poetics, trans. S. H. Butcher (New York:
Hill and Wang, 1961), pp. 50-55. Thenceforth this edition
will be referred to as Butcher.




thinking of the Restoration critics, imitation referred
to action--both the action itself and the principle of
the action. Perhaps the theory of imitation was related
to the idea of moral instruction, for much of the mimesis
gave idealistic pictures of how men ought to act rather

than realistic pictures of what they were. =6

That these developments of the time influenced
Dryden is evident in his prose writing. He said, in the

Defence of an Essay on Dramatic Poesy (1668), "Is it not

evident, in these last hundred years (when the study of
philosophy has been the business of all the Virtuosi in
Christendom) that almost a new Nature has been revealed to
us?-:that more errors of the school have been detected,
more useful experiments in philosophy have been made, more
noble secrets in optics, medicine, anatomy, astronomy, dis-
covered, than in all those credulous and doting ages from
Aristotle to us?" 21 Clearly Dryden had been keeping up
w;th the discoveries and, like the rest of England, was in
turn exhilarated, awed, and proud of his countrymen's achieve-
ments. After all, he was on a committee that hoped for

progress in language, and even when the committee broke

up, he individually continued his mission. He hoped un-

2
O Baugh, p. 712.
21
The Essays of John Dryden, ed. W. P. Ker (Oxford:
-37 L]

Clarendon Press, 1926),, 1, 3 Thenceforth this will be
referred to as Ker.
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ceasingly that "if natural causes be more known now than
in the time of Aristotle, because more studied, it follows
that poesy and other arts may, with the same pains, arrive

still nearer to perfection" (Defence of an Essay on Drama-

tic Poesy). ®2" In the Discourse of Satire (1693), twenty-
five years after his Defence, he remarked that "something
new in philosophy and the mechanics is discovered almost
every year; and the science of former ages is improved by
the succeeding." 23 The questioning attitude encouraged by
the scientists of the Royal Society, that attitude often
bordering on scepticism, was mentioned by Dryden in his

Defence of the Epilogue (1672). His reference had a wist-

ful, sad air as though he regretted the attitude that called
for the proof of a statement, although the sceptical at-
titude must have been part of his makeup. He said, "For

we live in an age so sceptical, that as it determines little,
so it takes nothing from antiquity on trust." 2% with

these statements Dryden portrayed his awareness of the fast-
moving, ever-changing developments of the Restoration Age.
Yet in his singular, critical fashion, he foreshadowed the

principles of modern literature; and in his devotion to

22 1pid., p. h4.

23 Ibid., 11, 34.

2% ypid., 1, 163.
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and agreement with the classicists, particularly the
Roman, he represented the attitudes of classical times.
Thus, Dryden was a man of the past, a man of his own

time, and a man of the future.

An examination of Dryden's life also revegls the
influence of his age upon him as a writer and as a critic.
Like all other young gentlemen of the upper class in Eng-
land, he had a strict grammar school and university edu-
cation, with stiff drill in the classics and in science,
He received his "first learning" 25 at Tichmarsh and en-
tered Westminster School, possibly in 1644. 26 ~Although
we know very little about his particular experiences at
Westminster, we are able to glean from information about
the grammar school curriculum of the Restoration a reason-
ably accurate picture of study at Westminster. The emphasis
on Latin was a Restoration characteristic, for Latin was
considered by the elite the noblest language, and an in-
téﬁse indoctrination in the Latin classics, particularly
Virgil, was strictly adhered to. The students kept note-

27

books in which they collected Latin phrases, and

2
5 Dictionary of National Biography (London: Smith,

Elder, & Co., 1888), XV, 64.

26 James M., Osborn, Some Biographical Facts and Prob-
lems Concerning Dryden zNew York: Columbia University Press,
19L0)7, pp. L-6.

27

Van Doren, p. 5.
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they were encouraged to embellish their themes with the
Latin terminology that they had learned. At Westminster
Dryden's appreciation of the classics, an appreciation
which he always urged on young poets, commenced; and at
this early stage in his training such Latin characteris-
tics as clarity and strength (which were to become nota-
28

ble qualities of his own work) appealed to his mind.

His Dedication of Troilus and Cressida, 1679, indicates

that Dryden continued to be enchanted with the order and
the precision of the linguistic structure of Latin:

I am often put to a stand in considering
whether what I write be the idiom of the tongue,
or false grammar, and nonsense couched beneath
that specious name of Anglicism; and have no
other way to clear my doubts, but by translating
my English into Latin, and thereby trying what
sense the words will bear in a more stable lan-
guage.

Through his study and imitation of the ancients (a rule
for beginning poets to remember and a thought which takes
us back to Aristotle), Dryden learned stylistic and ma-
terial qualities from Virgil, Persius, Lucretius, Ovid,
Homer, and Theocritus, among others. "He had learned
from Virgil that in sudden fright the knees tremble and

the breath deserts the frame. He had learned from Lu-

cretius the terminology of physical love." 30 Years later

&5 Osborn, p. 6.

29 Ibid.
30 Ibid., p. 10.
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he wrote of his respect for and gratitude to Sir Richard
Busby, the most famous schoolmaster of his time. An in-
credible number of outstanding men were educated at West-
minster during Busby's years there. Since the school
stressed Latin, Busby stressed Latin, although he had
written a Greek grammar, and Westminster was famous for

31 1n his tramslation of Persius, which

its Greek studies.
was published in 169%, Dryden dediecated the Fifth Satire

to Bushy, the man "to whom I am not only obliged myself for
the best part of my own education, and that of my two somns,

but have also received from the first and truest taste of

Persius." 32

If at Westminster Dryden learned the Latin style
that he preached to aspiring poets, at Trinity College,
which he entered in 1650, he acquired broader tastes and
more liberal thought concerning divergent matters. It was
during his residence at Cambridge that he "proceeded to
widen his acquaintances with the Latin poets, to store his
mind with the old scholastic forms of speculation and dis-
course to become aware of néw trends and processes, to
dabble in natural science, to read Descartes and Hobbes." 33
At this time the Puritans were in control, and the whole

of England was excited about the progress being made in

31 Van Doren, p. 5.
32 1pid.
33 1bid., p. s.
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science and philosophy. Of course, one would find the

hub of such intellectual scurrying in an institution of
higher learning; therefore Dryden was surrounded by the
new philosophies and the new science. His curious, ana-
lytical mind probably became engrossed with the new think-
ing, for we know that he was by nature a student and a
reader. A fellow student at Cambridge, Dr. Crichton,
declared that Dryden had read and apparently digested all
the Latin and Greek poets; but, he later remarked, that
Dryden was too restless for college life and was eager to

begin his career in London. 4

In London, Dryden must have continued studying,
perfecting, and examining the craft which he had adopted
as his life work. He began to turn to the works of the
established poets for inspiration and imitation. He
admired Cowley, "The darling of my youth." 35 Cowley was
a man of the age, a man interested in everything. He
dabbled in medicine, botany, philosophy; he delighted in
verse and used it as an instrument for transmitting his

varied interests. Dryden a#idly copied his style.

Waller and Denham were models before Dryden was
reckoned as a poet, or even reckoned at all. Waller pos-

sessed the enviable talent of writing with ease, and Den-

3% 1bia., p. 7.

35 1bid., p. 20.
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ham possessed a certain dignity, a loftiness of expres:
sion, which Dryden always admired. Waller's ease was an
"ease of mind as well as of meter. He was cool and gra-
cious at the same time." 36 Dryden sought to acquire from
Denham that "ratiocinative dignity which is secured by
quiet rhetorical questions, restful aphorisms, and medi-
tative enjambement." 37 He listened to the schools of
Hobbes and Davenant, who preached "adequacy" and "pro-
priety"and who presented new philosophical and poetic laws.
Davenant, whose concern lay in the field of the poet,
stressed the poet's propriety of language used in character-
ization and in presentation; that which was adequate was
enough, and too much was too much. 38 Hobbes introduced

a new philosophy which was a rival to the beliefs of the
Royal Society. He dissected the imagination, a fact which
was of great interest to Dryden: "Time and Education be-
gets Experience, Experience begets Memory; Memory begets

Judgment and Fancy." 39

Even after he became the established man of let-
ters, the Poet Laureate of England, Dryden was ever the
student, a qualification which he encouraged in young

poets. "Dryden had a generous conception of the learning

36 Ibid., p. 1.
37 .

Ibid., p. 23.
38 .

Ibid., p. 24,
39 .

Ibid., p. 25,
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necessary to a poet and his intellectual interests, thus
closely integrated to his calling." “0 ge was an avid
reader, and he sought all information. 1In his Life of
Plutarch, 1683, he remarked that he "mnever read anything
but for pleasure."™ He was continuously perfecting his
art, improving his work, never deeming anything of his
worthy enough to stand untouched. His desire was to be
remembered as a man who forever studied, who constantly

read, drilled, and polished.

With his statements about the poet and the quali-
fications which a poet needs, Dryden made an important
contribution to the literary criticism of the seventeenth
century and of today, for that matter. He stressed many
qualities which are still sought after, and he set many
principles which were new in the history of literary crit-
icism. Other critics have considered him the first critic,

the father of practical literary criticism.

By looking at the poet through the eyes of John
Dryden, we may view the various pictures of the poet that
Dryden sketched. 1In several instances, he saw the poet as
a builder, once with a blueprint of what he wanted to build,
and once using his judgment as a builder of fine, reason-

able work. 1In the first illustration, the reference being

40
Louis I. Bredvold, The Intellectual Milieu of John

Dryden (Ann Arbor, Michigan: University of Michigan Press,
1934}, pp. 50-51.
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found in Dryden's Preface to The Fables (1700), he stated

that "'Tis with a Poet, as with a man who designs to build,
and is very exact, as he supposes, in casting up the cost
beforehand; but, generally speaking, he is mistaken in

his account, and reckons short of the expense he first in-
tended. He alters his mind as the work proceeds and will
have this or that convenience more, of which he had not

s 1 Although Dryden stressed his

thought when he bega
opinion that it is important for the poet to have goals in
his work, he granted that the poet changed his mind before
the work was finished. Yet if the poet exhibited strong
judgment, he would be able to stay on the good side of
reason and emerge with his gdals intact. It is the "em-
ployment of the judgment . . . as a master-builder," 42

which determines whether the work follows the pattern

(Preface to Secret Love, 1667). This pattern, model, or

play that Dryden mentioned refers to the Restoration the-

ories of imitation.

The idea of the poet as imitator, or actually of
man as imitator, goes back to Aristotle's Poetics, as we
have already seen. His theory was that imitation is an

instinet in all men and that it is by this imitation that

*l ger, 11, 246.

42 The Works of John Dryden, ed. Sir Walter Scott and
George Saintsbury (Edinburgh, 1883), IT, 4#18. Thenceforth
this edition will be referred to as Scott-Saintsbury.
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man learns. The extension of imitation into art--paint-
ing, music, and literature--was defined by Aristotle as
the representation of man's actions. The seventeenth
century literary man, who was reading Aristotle among
other classicists, adopted this theory of mimesis and it
became a popular goal. Dryden stated that "to imitate
well is a poet's work" (Defence of an Essay of Dramatic
Poesy, 1668). *3 He also utilized imitation and stated
that he accepted Aristotle's theory that the hero ought
to be drawn better than he actually is, rather than por-
trayed realistically (A Parallel of Poetry and Painting,
1695), 4

The foregoing suggestion of "drawing" the charac-
ters introduces Dryden's parallel of the poet to an artist.
As an artist portrayed his model in a manner more flatter-
ing than realistic, also the poet portrayed his model in an
idealistic manner, reaching above reality. In his essay

A Parallel of Poetry and Painting, Dryden stated that

poetry was like painting in that both were "so far mathe-
matical as to have likeness and proportion." Dryden intro-

duced his parallel by quoting the words of the artist Phil-

43 ' '
-7 Ker, I, 113.

4 ger, 1T, 146.



ostratus, who declared that "the art of painting has a
wonderful affinity with that of poetry; and that there

is betwixt them a certain common imagination. For as

the poets introduce the gods and herces, and all those
things which are either majestical, honest, or delight-
ful, in like manner the painters, by the virtue of their
outlines, colours, lights, and shadows, represent the
same things and persons in their pictures." 4“5 prom this
introduction, Dryden listed the principal parts of paint-
ing and poetry, the first of which was invention, "the
particular gift of Heaven." 46 He defined the gift of
invention as the ability "to put all things in a beauti-
ful order and harmony, that the whole may be of a piece." 7
The composition of the picture or poem was to be kept nat-
ural and proper without the obstruction of "trifling orna-
ment" in painting or "tedious and unnecessary descriptions"
in poetry. 48  phe poet and painter used skillful charac-
terization in the placing of figures in their artistry.
Principal figures occupied prime spots while lesser char-
acters were placed in distant positions. And the skill of
expression in a poem was compared to the coloring in a

painting., "The colours well chosen in their proper places,

*5 Ibia., p. 124.
% 1pia., p. 138.
%7 1pia.

“8 1pida., p. 139.
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together with the lights and shadows which belong to them,
lighten the design, and make it pleasing to the eye. The
words, the expressions, the tropes and figures, the versi-
fication, and all the other elegancies of sound, as cadences,
turns of words upon the thought and many other things, which
are all parts of expression, perform exactly the same of-
fice both in dramatic and epic poetry." 49 As for subject
matter, Dryden expressed his belief in the idealistic pre-
sentation of the good and the beautiful and not of the bad
or filthy in both mediums of art. Thus, while a painter's
tools were paints and brushes, the poet's tools were pens

and ink; yet many of their ultimate goals were identical.

Elsewhere the poet was compared with a gunsmith or
a watchmaker, both skilled craftsmen; it was the skill of
these craftsmen which made their handiwork valuable, and,
similarly, it was a poet's skill which made his work worth-
while. Dryden stated, "The employment of a poet is like
thgt of a curious gunsmith or watchmaker; the iron or sil-
ver is not his own, but they are the least part of that
Which gives the value: the price lies wholly in the work-

manship" (Preface to The Fables, 1700). °°

From these parallels and images we gain an insight

into Dryden's aspiration and his goals as a poet. The images

&9
Ibid- 9 po 1470

50 1bid., p. 246.
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of the poet as a builder, an imitator, an artist, and a
skilled craftsman exemplify both the beauty and the imag-
ination that distinguish Dryden's prose and Dryden's char-
acter as an individual poet. Through him we become ac-
quainted with the poetic ideals of the Restoration Period
and his relation to them. Unlike the neo-classical critics
who went completely by the rules, ignoring the qualities of
a poem that was written counter to rule, Dryden showed per-
ception and sensitivity to poetry of merit. He also had
the ability to see immediately the point or problem of a
work, These two qualities made him the first great modern

critice,



IT. THE RESPONSIBILITIES OF THE POET

In most of his prose work, Dryden discussed, men-
tioned, or hinted at the function of the poet in the world.
The responsibilities that he talked about are many and
varied, but they can be organized into two main classifi-
cations, responsibility to society and responsibility to

art.

The belief that the poet has a responsibility to
society has a long tradition. Plato assigned to the poet
the task of speaking for the gods; the poet was a mediator
between the gods and man, as he said in his Ion: "There-
fore God takes the mind out of the poets, and uses them as
his servants, and so also those who chant oracles, and di-
vine seers; because he wishes us to know that not those we
hear, who have no mind in them, are those who say such pre-
cious things, but God himself is the speaker, and through

them he shows his meaning to us." 1 1In The Republic, Plato

set forth the responsibilities of the poet in the perfect
society. The poet should imitate "men who are brave and
temperate, pious, free and all things of that sort." 2

For, Plato continued, "imitations settle into habits and

1
Plato, Great Dialogues of Plato, trams. W. K. D.
Rouse (New York: Mentor Books, 1956), p. 19.

2
Ibid., p. 193.
22
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become nature if they are continued from early youth in
body and voice and mind." 3 Dryden examined this same

problem, but he called it "instructions of morality." i

Aristotle's theory of imitation, or mimesis, dis-
cussed in Chapter I, referred not to particular events or
characters, but to universalities gained through the ob-
servation of real life. According fo Aristotle in his
Poetics, Part IV, people enjoyed observing drama, as well
as all art,because there is pleasure in seeing an imitation
of life which, in reality, would be painful. "The instinct
of imitation is implanted in man from childhood, one dif-
ference between him and other animals being that he is the
most imitative of living creatures, and through imitation
learns his earliest lessons; and no less universal is the
pleasure felt in things imitated . . . Objects which in them-
selves we view with pain, we delight to contemplate when re-
produced with minute fidelity." 5 It was also Aristotle's
theory that people learned something by observing art, and
that learning gave pleasure: "to learn gives the liveliest
pleasure, not only to philoéophers, but to men in general." 6
Aristotle stated the poetic responsibility of pleasing the

audience which Horace repeated.

3
Ibid., p. 194.

& The Critical and Miscellaneous Prose Works of John

Dryden, ed. Edmund Malone (London: H. Baldwin & Som, 1800),

I, Pt. 2, 347. Thenceforth this edition will be referred to as
Malone.

5 Butcher, p. 55.
6 Ivid.
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Like Plato and Aristotle, Dryden considered the
social responsibilities of the poet. As poet laureate,
he was certainly in a position to recognize such respon-
sibilities and to present them to prospective poets. As
the leading poet and the poet most serutinized, he felt
keenly the responsibility placed on him to present his
very best work for society's appraisal. 1In order to pre-
pare himself to fulfill his obligation, he studied lan-
guages, read the classics and the established poets, and
revised many of his plays and works. In the Dedication of

The Spanish Friar (1681), he made this statement: "I have

both so just a diffidence of myself and so great a reverence
for my audience; that I dare venture nothing without a strict
examination; and am as much ashamed to put a loose indigest-
ed play upon the publick, as I should be to offer brass

money in a payment." 7

The poet had a responsibility, called by Dryden the
"ancient right of poetry," 8 to praise and transmit public
heroes to posterity and to record memorable or remarkable

events. In the Dedication of All for Love (1678), he said

that great men should "cherish the Chroniclers of their ac-
tions ., ., . for such records are their undoubted titles to

the love and reverence of afterages." 9 Thoughtfully, he

7 Malone, II, 55,
8 Ibid., p. 47.
9 1Ibid., pp. 2-3.
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added that the poet and the hero had something in common,
for both participated in the heroic act. "There is some-
thing of a tie in nature betwixt those who are born for
worthy actions, and those who can transmit them to poster-
ity and though ours be much the inferior part, it comes at
least within the verge of alliance.™ 10 Dryden exemplified
this theory in his own poetic life, for two-thirds of his
poetry consists of occasional poems, or poems celebrating
famous persons. His very first poem, written when he was
still at Westminster in 1649, was a memorial to the young
Henry, Lord Hastings, who died of smallpox at the age of
nineteen. Other poems celebrating public figures are the
following: '"Heroique Stanzas to the Glorious Memory of
Cromwell" (1659), a memorial poem written at Cromwell's
death in September, 1658, when Dryden was twenty-eight years
0ld and coming into his own in poetry; his poem Astraea
Redux (1660), written on the occasion of the restoration

of Charles II to the throne; "To His Sacred Majesty" (1661),
wfitten for the coronation of Charles II; "To My Lord Chan-
cellor" (1662), a tribute to Edward Hyde, created Lord

Clarendon at the coronation; Threnodia Augustalis (1685),

a tribute to Charles II at his death, and praise of James
as the next King of England. His most successful occasion-

al poem, one which he called historical in scope, was Annus

10
Ibid.
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Mirabilis (1666). This poem recounted the heroisms of
James, the Royal Admiral, Prince Rupert, and Prince Al-
bemarle in the sea victory of the Dutch War. Also de-
scribed in the poem was the Great Fire, which swept Lon-
don for nearly a week. Dryden lauded Charles for his
actions during the crisis and praised The Town itself for
its endurance. Dryden stated in the Dedication of Troilus

and Cressida (1678-79) that it was the poet's right to

"point out and prophecy the man who was born for no less an
undertaking, and whom posterity shall bless for its accom-

plishment." 11

As poet laureate, it was part of his duty
to publicize the political and social figures to the con-

temporary audience and to future audiences as well.

While thus instructing his readers, the poet had
also to accept the responsibility to please or entertain.
Dryden discussed this responsibility in many of his prose
works, particularly the prefaces to his plays. In fact,
for him the responsibility to please carried with it a great
deal of weight, and Dryden appeared to worry considerably
about the problems involved‘in pleasing the contemporary
audience., He insisted that a poet avoid going to extremes
in attempting to please the many. In the Preface to The

Husband His Own Cuckold (1695), the play written by his son,

11
Ibid., p. 47.
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he was scornful of the fact that some bad plays pleased
audiences, and he fretted over the possibility that the
success of poor plays could encourage his son to "endeav-
or to please by writing worse, and by accommodating him-
self to the wretched capacity and liking of the audience."
Dryden added firmly that a poet had to "live by the many;
but a good poet will make it his business to please the

12 His denunciations of the common dramatic taste

few."
which reduced "delight" or "pleasure" to the level of deg-
radation were scathing and bitter. Seemingly he was at

war with the public. He said in his Defence of the Essay

on Dramatic Poesy (1668) that "to write unnatural things,

is the most probable way of pleasing them, who understand
not nature; and a true poet often misses of applause, be-
cause he cannot debase himself to write so ill as to please

his audience." 43

We can only wonder whether Dryden was not denounc-
himself, too, for he was accused of catering to the whims
of}his audience to the exclusion of his art. A man so
conscientious and sensitive as Dryden could not keep from
being aware of inferior work. Often he appeared to be
on the defensive concerning his plays. 1In the Dedication

of Love Triumphant (1694), for instance, he declared that

"We love variety more than any other nation; and so long as

5 ,,
Scott-Saintsbury, XV (1892), %411.

1

3 Malone, I, Pt. 2, 178.



the audience will not be pleased without it, the poet is
obliged to humour them. On condition they were cured of
this publick vice, I could be content to change my method,

14

and gladly give them a more reasonable pleasure." And

in the Defence of the Essay on Dramatic Poesy (1668), he

said that the poet's goal was to please his audience; and

if his audience deéired low comedy, then the poet must pre-
sent comedies. "To please the people ought to be the poet's
aim, because plays are made for their delight; but it does
not follow that they are always pleased with good plays, or
that the plays which please them are always good. The hu-
mor of the people is now for comedy; therefore, in hope to
please them, I write comedies." 15 Thus, the poet wished

to entertain his audience, but he was to use compunction

in doing so. Often the poet was forced to make a choice

between fame and his art.

In the Conquest of Granada (1672), Dryden submitted

this quotation by Rapin: "The chief aim of the poet is to
please; for his immediate reputation depends on it. The
great end of the poet is to instruct, which is performed

by making pleasure the vehicle of that instruction." 16 In
his attempt to instruct, the poet needed to excite pleasure

through his work, for a combination of pleasure and instruc-

14
Ibid., TI, 240.
15 1bid., 1, Pt. 2, 169.

16 1pi4., p. 218.
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tion was the surest way of keeping an audience. In his

essay On the Origin and Progress of Satire (1693), Dry-

den said that "pleasure is one of the chief aims of poetry,
but that it is only a means of compassing the only end,
which is instruetion . . . but . . . without the means of
pleasure the instruction is but a bare and dry philosophy:

a crude preparation of morals." e

One may surmise that a poet had to acknowledge the
inevitable fact that an audience or a reader wanted to be
entertained; therefore any moralizing had to be subtly
presented and couched in humor or in beauty or in whatever
else the poet had at hand. Dryden meant for the poet to
give moral instruction. He said in the Dedication of The

Conquest of Granada (1672) that "that kind of poesy which

excites to virtue the greatest men, is of greatest use to

18

human kind." In the essay On the Origin and Progress

of Satire (1693), he stated that "a poet is bound to give
his reader some one precept of moral virtue, and to caution

him against some one particular vice or folly." 19

The poet's responsibility to give moral instruc-

tion extended to all poetic endeavors. In satire the poet

17
Ibid., ITI, 220.

18 rpia., 1, Pt. 2, 224,

19 1vid., 11, 205.



was to use his pointed humor to ceriticize weaknesses,

"It is an action of virtue to make examples of vicious
men, They may and ought to be upbraided with their
crimes and follies," 20 Dryden asserted. In tragedy, a
poet is to use the characters as examples of the vices of

sin. In the Preface to The Mock Astrologer (1671), he

said that "tragedy fulfills one great part of its insti-

21 The down-

tution; which is by example to instruct."
fall of a tragic hero is to be used as a pattern for the
audience to behold and avoid. "To raise, and afterwards

to calm the passions--to purge the soul from pride, by the
examples of human miseries, which befall the greatest"
(Dedication of the Aeneis, 1697) Be is the effect desired
by the poet. 1In comedy the writer is to ridicule humorous-
ly the follies and weaknesses of man. The audience is

"moved to laugh by the representation of deformity; and the

shame of that laughter teaches us to amend what is ridicu-
23

lous in our manner" (Preface to The Mock Astrologer, 1671).
All poetic works, in short, should, without sacrificing

delight, instruct men or regulate the manners of men.

20
., TPid., p. 172,

1 Malone, 11, 200.
29

Ker, II, 154,
2
3 Malone, I, Pt. 2, 201.
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According to Dryden, one of the main areas of
social responsibility was satire. Several of his writ-
ten critical rebukes were in the form of satire, partic-

ularly Absalom and Achitophel and The Hind and the Pan-

ther. He appreciated the subtlety and the grace of sat-
ire and admired such skill as was necessary to employ
artful satire. In defining this field of writing, Dryden

reverted to his beloved classicists for aid. In his Dis-

course Concerning the Original and Progress of Satire
(1693), he relied on Heinsius' definition: "Satire is a
kind of poetry, without a series of action, invented for the
purging of our minds; in which human vices, ignorance, and
errors, and all things besides, which are produced from

them . . . are severely reprehended; partly dramatically,
partly simply, and sometimes in both kinds ... . but, for
the most part, figuratively, and occultly; consisting in a
low, familiar way, chiefly in a sharp and pungent manner of
Speech; but partly, also, in a facetious and civil way of
Jesting; by which either hatred, or laughter, or indignation

is moved," 24

Hence, we may visualize two goals materializ-
ing from this definition. The one end is to "purge the

passions" 25 and the other end, what Dryden called '"the true

24
Ker, II, 54.

25 Ibid.
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end," is the "amendment of vices by correction" (Preface

to Absalom and Achitophel, 1681). 26

In his Discourse Concerning the Original and Prog-

ress of Satire (1693), Dryden presented the origin of the
term satire and its meaning. He said that satire was de-
rived from the Roman word satura, '"which signifies full

and abundant, and full also of variety, in which nothing

is wanting to its due perfection."” &7 He then proceeded

to give the history of satire, placing its origin in the
hands of the Romans. 28 However, he admitted that the
Greeks had satirical poetry, although it differed from the
satire of the Romans. He pointed out that the Romans were
using farces, "which were the rudiments of their poetry," 29
before they began communicating with the Greeks. Having
established that satire began with the Romans and that the
Greeks did not influence their rivals, Dryden proceeded,

in his Discourse, to state that the first use of satire was
in "extemporary reproaches; the next was farce, which was
bréught from Tuscany; to that succeeded the plays of An-
dronicus, from the 0l1d Comedy of the Grecians; and out of
all these sprung two several branches of new Roman satire,

like different scions from the same root." 20

26 Scott-Saintsbury, IX (1884), 214,

27 Ker, II, 54.
28 1bid., p. 53.

29 tpid., p. 45.

2 Ibid., p. 59.
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In describing the constitution of a satire, Dryden
praised Persius for being "the first who has discovered to
us this important secret, in the designing of a perfect sat-

ire" (A Discourse Concerning the Original and Progress of

2k

Satire). The principles are pertinent to many forms of
writing. He said that "it [satire| ought only to treat of
one subject; to be confined to one particular theme; or at
1east; to one principally. If other vices occur in the man-
agement of the chief, they should only be transiently lashed,
and not be insisted on, so as to make the design double." 32
That unity of subject was essential for clarity and empha-
sis; and if any variety was used, it needed to be subordi-
nate and related to the chief subject. This one subject
could be illustrated with examples or precepts; yet the poet
had to apply such variety to the principal subject. Also,
Persius mentioned the poet's duty to treat one vice or folly.
Similar to the chief subject, the one vice was to be the
principal thought; and any other vice or sin was to be subordi-
nate to it. The same theory was true of virtue. Dryden
said in his Discourse on Satire, "Under this unity of

theme, or subject, is comprehended another rule . . . The
poet is bound . . . to give his reader some one precept

of moral virtue, and to caution him against some one partic-

51 )
Ibid., p. 102,

32 1pid.




ular vice or folly. Other virtues, subordinate to the
first, may be recommended under that chief head; and other

vices or follies may be scourged." 33

This duty of satire, which was to praise virtue
and to blame sin and which was one of the two ends of
satire as presented by Heinsius, was the duty to society
that Dryden maintained in all forms of writing. He recom-
mended purity in poetry, in drama, in opera, and in prose,.
The statements that he made about moral instruction in sat-
ire could be made-:and generally speaking, were made--in
these other areas. He said, "In general, all virtues are
everywhere to be praised and recommended to practice; and
all vices to be reprehended, and made either odious or ri-

diculous; or else there is a fundamental error in the

whole design" (Discourse on the Original and Progress of

Satire). °* Unlike the other areas of writing to which
Dryden also applied this theory, satire was to attack some
part}cular person or type of person. Dryden preferred the
latter direction, for he was hesitant about aiming personal
lampoon at a man. He called the lampoon, that type of
personal satire which England was adapting, a "dangerous

sort of weapon, and for the most part unlawful" (Discourse

3
Ibid., p. 104.
34
Ibid.
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of Satire). 75 He further declared, "We have no moral
right on the reputation of other men. 'Tis taking from
them what we cannot restore to them." 36 He admitted

in the Preface to Absalom and Achitophel (1681) that he

had rebated "the satire . . . from carrying too sharp an
edge." 37 He acknowledged that there were perhaps two
motives which justified personal satire, or lampoon: to
seek revenge and to attack corruption. However, he amend-
ed, the first reason was not particularly justifiable, as
"in Christian charity, all offences are to be forgiven"

38

(Discourse of Satire). The second instance, exposure

of a corrupt person to society, was more forgivable. He
said, "'Tis an action of virtue to make examples of vicious
men., They may and ought to be upbraided. . . both for their
own amendment, if they are not yet incorrigible, and for the

terror of others" (Discourse of Satire). 2~

It required considerable ability on the poet's part
to write good satire. Dryden mourned the lack of good sati-
rists, stating how few there were at his time who were capa-

ble of what he termed the duty of satire (Discourse on Sat-

0
ire). ¥ 1% fook an inbers talent to produce the "deli-

cate touches of satire." 41 Dryden loved satire because

55 Ibid., p. 79.
36 1pid.
7 Scott-Saintsbury, IX (188%4), 212,
38 Ker, II, 80.
9 Ibid., p. 81.
%0 1piaq.
1 1pia., p. 92.



it made its strongest effect when it was used in the

gentlest manner. The soft raillery of satire appealed

to the refined sense of humor in Dryden, who enjoyed deft

employment of wit in any form. Again, he appreciated

the cunning of satire, and he enjoyed the knowledge that

satire pointed at a wise man was admired, however reluc-

tantly, by the victim. But satire pointed at a dull-

witted man was either misunderstood or unnoticed. He said

in his Discourse that the satirist was a man to be admired,

for his art required special ability:

How easy it is to call rogue and villain,

and that wittily! But how hard to make a man ap-
pear a fool, a blockhead, or a kna‘e, without us-
ing any of those approbrious terms'! To spare the
grossness of the names, and to do the thing yet
more severely, is to draw a full face, and to make
the nose and cheeks stand out, and yet not to em-
ploy any depth of shadowing. This is the mystery
of that noble trade . . . . Neither is it true,
that this finemness of raillery is offensive. A
witty man is tickled when he is hurt in this man-
ner, and a fool feels it not.

Thus, the true talent of satire for Dryden and his con-

temporaries lay in the dexterous application of wit at the

expense of the subject——applicétion which was artistically

fine and subtle. On discussing Zimri in Absalom and Achit-

ophel, Dryden illustrated the goal of satire. He said, "If
I had railed, I might have suffered for it justly; but I

managed my own work more happily, perhaps more dexterously.

42 .
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I avoided the mention of great crimes, and applied myself

to the representing of blindsides, and little extrava-
gancies." 43 Satire, when applied skillfully, had a *"sharp,
well-mannered way of laughing a folly out of countenance." it

Perhaps the word well-mannered describes John Dryden as a

writer. Perhaps it also explains his interest in satire

instead of the more robust types of humor.

According to Dryden, another one of the poet's re-
sponsibilities is to inspire in his audience beauty of
thought and goodness of soul. With his poetry, he should
produce a kind of intellectual or pure happiness. Presen-
tation of any material that could be termed "barefaced bawd-

ry" (from the Preface to Sylvae: or The Second Miscellany,

1683) “5is beneath contempt. Dryden stated that comedy

should not be the "low" variety, which he described as

!

"much of conversation with the vulgar" 6 (from the Preface

to The Mock Astrologer).

The poet had also a certain religious responsibility,
according to Dryden. He said that "pleasure was not the
only end of poesy, and that even the instructions of moral-

ity were not so wholly the business of a poet as that the

“3 Ibid., p. 94.
*% 1pia., p. 105.
45 ger, 1, 263.

*6 1pid., p. 135.
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precepts and examples of piety were to be omitted" (Pref-

ace to Tyrannick Love, 1670). 7 He added that "religion

was first taught in verse" and that "patterns of piety,
decently represented, and equally removed from the ex-
tremes of superstition and prophaneness, may be of excel-
lent use to second the precepts of our religion." 48 mphe
virtues maintained by religion were, generally speaking,
the same virtues that Dryden maintained as moral responsi-
bility in his writing and in his life, which was open to
the public. Through the beauty of language, the poet is
able to elevate the mind of the audience to "a sense of
devotion . . . and by the lively images of piety, adorned
by action, through the senses allure the soul; which, while
it is charmed in a silent joy of what it sees and hears,

is struck at the same time with a secret veneration of
things celestial." 49 Dryden admired morality and upright-
ness of life; in this respect, the poet, whose duty it is
to uphold beauty and purity of morality, was an oracle of

God.’

In addition to the poet's responsibility to society
is his responsibility to the art of poetry. Since a major
portion of Dryden's poetic work was written for the stage,

he concentrated his criticism on the need of skillful handling

4
7 Malone, I, Pt. 2, 347.
48

Ibid.
%9 1pia.
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of characterization as the poet's artistic responsi-
bility. Dryden defined character as "that which dis-
tinguishes one man from another" (Preface to Troilus

and Cressida, 1679). 50 Therefore, it was the drama-

tist's artistic responsibility to portray characters
well, making them appear natural but preferably better
than in reality and using them to complement each other.
In this portrayal of characters Dryden stated that the
writers needed to rely upon methods and theories compar-
able to those of the portrait painter. The painter, after
studying the subject, proceeds to draw the subject in a
more idealistic manmner, emphasizing the flattering points
and diminishing the not-so-flattering points. Yet if the
painter left out évery defect, no matter how small, the
result would be a pleasant picture bearing no resemblance
to the subject. The idea was to strike a happy medium;
every person had blemishes, but the portrait painter was
allowed to shadow the outstanding ones. This compromise
was épplied to both poetry and painting by Dryden in his

Parallel of Poetry and Painting (1695): "For an ingenious

flattery is to be allowed to the professors of both arts,

so long as the likeness is not destroyed." 51

0
5 Ker, I, 215.

51 1pbid., 11, 125.
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The poet's characters needed to comprise the
traits of good and bad that are found in people, to
contribute to the actions and reactions of the stage
character, and thus to move the plot. "Yet," Dryden
added, "it is still to be observed that one virtue, vice,
and passion, ought to be shown in every man, as predom-

inant over all the rest" (Preface to Troilus and Cres-

52

5122). The idea of perfection in a portrait and in
comedy or tragedy was equally unrealistic, in that there
was no relationship to life. Therefore, the characters
were "never to be made perfect, but always to be drawn

with some specks of frailty and deficience" (é Parallel

of Poetry and Painting). 53 In tragedy, the poet was to

use the best image for his main character that he could
possibly conjure up or that he could find in descriptions
if the character happened to be taken from a historical
figure, for the idea in tragedy was to present a superior
man who happened to have one tragic flaw which eventually
led io his misfortune and final downfall. To Dryden,
tragedy "represents the figures of the highest form amongst

4

mankind" (Parallel of Poetry and Painting). 5 If the

poet presented a character who was completely virtuous and
saintly and who was dogged by misfortune despite his good-

ness, the audience would perhaps consider morality worth-

52 1pid., I, 215.
53 1pid., IT, 125.
5% 1pid.
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less. On the other hand, the poet cannot portray a 1ead§
.ing character who does not gain the sympathetic interest
of the audience because of his perfect example of wick-
edness. '"We can never be grieved for their miseries who
are thoroughly wicked, and have thereby justly called
their calamities on themselves . . . . If, on the other
side, their characters were wholly perfect . . . , his or
her misfortunes would produce impious thoughts in the be-

55

holders" (Parallel of Poetry and Painting). In passing

on suggestions of responsibilities to prospective poets,
Dryden praised tragedy for the moral instruction, emotion-
al catharsis, and spiritual uplifting that it gave to the
audience; he seemed to have his doubts about comedy, hav-
ing very little to say about characterization in that
genre. The truth of the matter is that Dryden worried
about the impact of the comedy of the day; he feared that
comedy was low and had much in common with the vulgar. 1In

1671 he stated in the Preface to An Evening's Love or The

Mock Astrologer that he did not "value a reputation gained

from Comedy . . . for I think it, in its own nature, infer-
ior to all sorts of dramatic writing. Low comedy especial-
ly requires . . . much of conversation with the vulgar, and

much of ill nature in the observation of their follies." 56

55
56

Ibid., p. 126.
Ibid., I, 134-135.
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And in the Essay of Dramatic Poesy, 1668, Dryden speaking

as Neander said, "Comedy . . . is the imitation of common
persons and ordinary speaking." 57 Our critic did grudg-
ingly bestow upon comedy superiority over farce, which he
said "entertains us with what is monstrous and chimerical"

(Preface to An Evening's Love, 1671). 58 on the matter

of characterization our critic said that while tragedy
ought to use the highest of traits, comedy uses the low-

est, "the worst likeness" (Parallel of Poetry and Paint-

ing). 59
Besides the main character, who must '"outshine
the rest of all the characters," 60 lesser characters are

inserted into the background by the poet. These charac-

ters are "parts of the piece, and seem to carry on the

same design in a more inferior manner" (Parallel of Poetry

and Painting). 61 All of these characters, the main ones

and the lesser ones, make up the play the same way that
central figures and figures placed in the background make
up a painting. And, as in a painting, the "persons of a

play, whatsoever is said or done by any of them must be

Ibid., p. 100.

58 Ibid., 11, 126.

59 Ibid., p. 143.
60

Ibid.
61 1pid.
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consistent with the manners which the poet has given

them distinctly; and even the habits must be proper to
the degrees and humors of the persons, as well as in a
picture." 62 Thus the poet must employ a talent for mak-

ing his characters natural-acting and natural-looking in

accordance with their stations in the play.

Another responsibility of the poet to his art was
refinement of language. It was Dryden's hope that use of
the choicest, most elegant words by the poet could enrich
vocabulary and improve the English tongue., He said, "'Tis
all we <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>