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ADVERTISEMENT.

T
HE want of a system of Rhetorick upon a concise

plan, and at an easy price, will, it is presumed , render this

little volume acceptable to the publick . To collect know

ledge , which is scattered over a wide extent, into a small

compass , if it has not the merit of originality, has at least

the advantage of being useful. Many, who are terrified at

the idea of travelling over a ponderous volume in search of

information , will yet set out on a short journey in pursuit of

science with alacrity and profit. Those for whom the fol

lowing Essays are principally intended , will derive peculiar

benefit froin the brevity with which they are conveyed . To

youth , whoare engaged in the rudiments of learning ; whose

time and attention mustbe occupied by a variety of subjects,

every branch of science should be rendered as concise as pos.

sible . Hence the attention is not fatigued, nor the memory

overloaded .

That a knowledge of Rhetorick forms a very material

part of the education of a polite scholar must be universally

allowed. Any attempt, therefore , however imperfect, to

make so useful an art more generally known , has claim to

that praise which is the reward of good intention . With

this the Editor will be sufficiently satisfied ; since being ser

viceable to others is the most agreeable method of becoming

contented with ourselves.
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INTRODUCTION .

A PROPER acquaintance with the circle of

Liberal Arts is requisite to the study of Rhetorick and

Belles lettres. To extend the knowledge of them

must be the first care ofthose who wish either to write

with reputation, or so to express themselves in pub

lick , as to command attention. Among the ancients it

was an essential principle, that the orator ought to be

conversant in every department of learning . No art

indeed can be contrived which can stamp merit on a

composition , rich or splendid in expression , but bar

red or erroneous in sentiment. Oratory, it is true,

has often been disgraced by attempts to establish a

false criterion of its value . Writers have endeavour

ed to supply want of matter by graces of composi

tion ; and courted the temporary applause of the

ignorant, instead of the lasting approbation of the

tiiscerning . But such imposture must be short and

transitory. The body and substance of any valuable

composition must be formed of knoipledge and sci

Rhetorick completes the structure, and adds

the polish ; but firm and solid bodies only are able to

receive it .

ence .
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INTRODUCTION

.

Among the learned it has long beeii a contested ,

and remains still an undecided question , whether Na

ture or Art contribute most toward excellence in

writing and discourse . Various may be the opinions

with respect to the manner in which Art can most

effectually furnish aid for such a purpose ; and it

were presumption to assert, that rhetorical rules, how

just soever, are sufficient to form an orator. Private

application and study , supposing natural genius to

be favourable , are certainly superior to any system

of publick instruction . But, though rules and in

structions cannot effect every thing which is requi

site , they may be of considerable use . If they cànnot

inspire genius, they can give it direction and assist

ance . If they cannot make barrenness fruitful, they

can correct redundancy . They present proper mod

els for imitation ; they point out the principalbeau

ties which ought to be studied, and the chief faults

which ought to be avoided ; and consequentiy tend

to enlighten Taste , and to conduct Genius from un

natural deviations into its proper channel . Though

they are incapable of producing great excelencies ;

they may at least serve to prevent considerable mis

takes.

In the education of youth , no object has appeared

more important to wise men in every age, than to

excite in them an early relish for the entertainments

of Taste . From these to the discharge of the higher

and more important duties of life the transition is

natural and easy . Of those minds, which have this

elegant and liberal turn , the most pleasing hopes

may be entertained. On the contrary, entire insensi

bility to eloquence, poetry, or any of the fine arts

22



8 INTRODUCTION .

may justly be considered as a bad symptom in youth ,

and supposes them inclined to low gratifications, or

capable of being engaged only in the common pur

suits of life .

Improvement of. Taste seems to be more or less

connected with every good and virtuous disposition .

By giving frequent exercise to the tender and hu

mane passions, a cultivated taste increases sensibility ;

yet at the same time it tends to soften the more vio

lent and angry emotions.

Ingenuas didicisse, fideliter artes

Emollit mores, nec sinit esse feros.

These polish'd arts have humaniz'd mankind ,

Soften'd the rude, and calm'd the boisterous mind .

Poetry, Eloquence, and History continually ex

hibit to our view those elevated sentiments and high

examples, which tend to nourish in our minds pub

lick spirit, love of glory , contempt of external for

tune , and admiration of every thing truly great, no

ble and illustrious.



Lectures on Rhetorick.

ABRIDGED :

TASTE .

TASTEASTE is “ the power of receiving pleasure

« or pain from the beauties or deformities of Nature

u and of Art.” It is a faculty common in some de

gtée to all men . Through the circle of human na

ture, nothing is more general, than the relish of Beau

ty of one kind or other , of what is orderly, propor

tioned , grand, harmonious, new, or sprightly. Nor

does there prevail less generally a disrelish of what

everisgross, disproportioned, disorderly, and discor

dant. In children the rudiments of Taste appearvery

early in a thousand instances ; in their partiality for

regular bodies,their fondness for pictures and statues,

and their warm attachment to whatever is new or

astonishing The most stupid peasants receive plea

sure from tales and ballads, andare delighted with the

beautiful appearances of nature in the earth and hea

vens. Even in the deserts of America, where human

mature appears in its most úncultivated state , the

savages have their ornaments of dress, their war and

their death songs, their harangues and their orators.

The principles of Taste must therefore be deeply

founded in the human mind . To have some discern -

ment Beauty is no less essential to man, than to

possess the attributes of speech and reason ,
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Though no human being can be entirely devoid of

this faculty, yet it is possessed in very different de

grees. In some men only faint glimmerings of Taste

are visible ; the beauties which they relish are of the

coarsest kind ; and of these they have only a weak

and confused impression ; while in others Taste rises

to an acute discernment , and a lively enjoyment of

the most refined beauties .

This inequality of Taste among men is to be as

cribed undoubtedly in part to the different frame of

their natures ; to nicer organs, and more delicate in

ternal powers, with which some are endued beyond

others ; yet it is owing still more to culture and edu

cation . Taste is certainly one of the most improva

ble faculties of our nature . We may easily be con

vinced of the truth of this assertion by only reflecting

on that immense superiority, which education and

improvement give to civilized above barbarousnations

in refinement of Taste ; and on the advantage, which

they give in the same nation to those, who have studi

ed the liberal arts, above the rude and illiterate vulgar.

Reason and good sense have so extensive an influ

ence on all the operations and decisions of Taste , that

a completely good Taste may well be considered , as

a power compounded of natural sensibility to beauty

and of improved understanding. To be satisfied of

this, we may observe, that the greater part of the

productions of Genius are no other than imitations of

nature ; representations of the characters, actions, or

manners of men . Now the pleasure we experience

from such imitations or representations is founded on

mere Taste ; but to judge , whether they be properly
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executed, belongs to the understanding, which com

pares the copy with the original .

In reading, for instance , the Æneid of Virgil, a

great part of our pleasure arises from the proper con

duct of the plan or story ; from all, the parts being

joined together with probability and due connexion ;

from the adoption of the characters from nature, the

correspondence of the sentiments to the characters ,

and of the style to the sentiments . The pleasure,

which is derived from a poem so conducted , is felt or

enjoyed by Taste, as an internal sense ; but the dis

covery of this conduct in the poem is owing to reason ;

and the more reason enables ustodiscover such pro

priety in the conduct , the greater will be our pleasure.

The constituents of Taste, when brought to its

most perfect state, are two , Delicacy and Correctness .

Delicacy of Taste refers principally to the perfec

tion of that natural sensibility , on which Taste is

founded . It implies those finer organs or powers,

" which enable us to discover beauties, that are conceal

ed from a vulgar eye. It is judged of by the same

marks, that we employ in judging of the delicacy of

an external sense. "As the goodness of the palate is

not tried by strong flavours, but by a mixture of ingre

dients, where,notwithstanding the conſusion , we re

main sensible of each ; so delicacy of internal Taste

appears by a quick and lively sensibility to its finest,

most compounded, or most latent objects.

Correctness of Taste respects the improvement this

faculty receives through its connexion with the un

derstanding. A man of correct taste is one, who is

never imposed on by counterfeit beauties ;who carries

always in his own mind that standard of good sense,
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which he employs in judging ofevery thing. He es.

timates with propriety the relative merit of the several

beauties, which he meets in any work of genius ; re

fers them to their proper classes ; assigns the princi

ples.as far as they can be traced , whence their power

of pleasing is derived ; and is pleased himself precise

ly in that degree, in whichhe ought, and no more.

Taste is certainly not an arbitrary principle, which

is subject to the fancy of every individual, and which

admits no criterion for determining, whether it be

true or false. Its foundationis the samein every hu

man miod. It is built upon sentiments and percepi

tions, which are inseparable from our nature ; and

which generally operate with thesume uniformity, as

eur other intellectual principles. When these senti

ments are perverted by ignorance or prejudice, they

may be rectified by reason . Their sound and natural

state is finally determined by comparing them with

the general Taste ofmankind . Letmen declaim as

much as they please, concerning the caprice and un.

certainty of Taste ; it is found by experience, that

there are beauties, which if displayed in a proper

light, have power to command lasting and universal

admiration . In every composition ,what intereststhe

imagination , and touches the heart, gives pleasure to

allages and nations. There is acertain string, which

being properly struck , the human heart is so made

as to accord to it.

Hence the universaldesumony, which themostim

proved nations of the earth through a long series of

ages have occurred to bestow on somefew works of

genius , such as the Wiad of Horace, and the Æneid

of Virgil. Hencethe authority , wbich such works
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have obtained , as standards of poetical composition ;

since by them we are enabled to collect, what the

sense of mankind is with respect to those beautics,

which give them the highest pleasure , and whichi,

therefore, poetry ought to exhibit. Authorily or

prejudice may in one age or country give a short-lived

reputation to an indifforent poet, or a bad artist ; but

when foreigners, or posterity examine his works, his

faults are discovered, and the genuine Taste of human

nature is seen . Time overthrows the illusions of

opinion, but establishes the decisions of nature .

Criticism.... Genius.... Pleasures of Taste ...,

Sublimity in Objects.

TRUERUE Criticism is the application of Tasio

and of good sense to the several fine arts . Its design

is to distinguish , what is beautiful and what is faulty

in every performance. From particular instances it

ascends to general principles; and gradually forms

rules or conclusions concerning the several kinds of

Beauty in works of Genius.

Criticism is an art, founded entirely on experience ;

on the observation of such beauties, as have been

found to please mankind most generally . For exam

ple, Aristotle's rules concerning the unity of action

in dramatick and epick composition were not first dis

covered by logical reasoning, and then applied to

poetry ; but they were deduced from the practice of

Homer and Sophocles. They were founded upon cb

B



14 GENIUS

serving the superior pleasure, which we derive from

the relation of an action , which is one and entire,

teyond what we receive from the relation of scatter

ed and unconnected facts..

A superior Genius, indeed , will of himself , unin

structed , compose in such manner, as is agreeable to

the most important rules of Criticism ; for, as these

rules are founded in nature, nature will frequently

ausgest them in practice. Ilomer was acquainted

with no system of the art of poetry . Guided by

Cenius alone, he composed in verse a regular story,

Tbich all succeeding ages have admired . This , how

ever, is no argument against the usefulness of Criti

cism . For since no human genius is perfect, there is

no writer, who may not receive assistance from critical

observations upon the beauties and faults of those ,

who have gone before him . No rules indeed can sup

ply the defects of genius, or inspire it , where it is

wanting ; but they may often guide it into its proper

channel ; they may correct its extravagances, and

teach it the most just and proper imitation of nature .

Critical rules are intended chiefly to point out the

faults , which ought to be avoided. We must be in

debted to nature for the production of eminent

beauties.

Genius is a word, which in common acceptation

extends much farther, than to objects of Taste . It

sigailes that talent or aptitude, which we receive

from naturee , in order to excel in any one thing what

ere! A man is said to have a genius for mathe,

maricks as well as a genius for poetry ; a genius for

war, for politicks, or for any mechanical employ,
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Genius inay be greatly improved by art and study ;

but by themi alone it cannot be acquired. As it is a

higher faculty than Taste, it is cyer, according to the

common frugality of nature, more limited in the

sphere of its operations. There are persons , not un

frequently to be met, who have an excellent Taste

in several of the polite arts ; such, as musick , pociry,

painting, and eloquense ; but an excellent performer

in all these arts is very seldem found ; or rather is

not to be looked for . A universal Gerius, or onc

who is equally and indiferently inclined toward ser

eral diferent professions and arts, is not likely to excil

in any . Although there may be some few exceptions,

yet in general it is true , that when the mind is whol

ly directed toward some one objekt exclusively of

cthers, there is the fairest prospect of eminence in

that, whatever it may be . Extreme heat can be pro

duced, only when the rays converge to a single point .

Young personsare highly interested in this remark ;

since it inay teach them to examine with care , and to

pursue with ardour, that path , which nature las

marked out for their peculiar exertions .

The nature of Taste , the nature and importance of

Criticism , and the distinction between.Taste and Gen

ius, being thus explained ; the sources of the I'leas

ures of Taste shall next be considered . Here a very

extensive field is opened ; no less, than all the Pieas .

ures of the Imagination, as they are generally called ,

whether afforded us by natival objects, or by init:

tions and descriptions of them . It is not , however ,

necessary to the purpose of the present work, that ail

these be examined fully , the pleasure, which we

receive from discourse or writing, being the principal
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/

object of them . Our design is to give some opening

into the Pleasures of Taste in general, and to insist

more particularly upon Sublimity and Beauty .

We are far from having yet attained any systemi

concerning this subject. A regular inquiry into it

was first attempted by Mr. Addison, in his Essay on

the Pleasures of the Imagination . By him these

Pleasures are ranged under three heads , Beauty,Gran

deur, and Novelty . His speculations on this subject,

if not remarkably profound, are very beautiful and

entertaining ; and he has the merit of having discov

ered a track , which was before untrodden . Since his

time the advances, made in this part of philosophical

criticism , are not considerable ; which is owing,

sloubtless , to that thinness and subtility , which are

discovered to be properties of all the feelings of Taste.

It is difficult to enumerate the several objects, which

give pleasure to Taste ; it is more difficult to define all

thoss , which have been discovered , and to range them

in proper classes ; and , when we would proceed far

ther, and investigate the efficient causes of the plea .

sure, which we receive from such objects, here we find

ourselves at the greatest loss . For example, we all

learn by experience that some figures of bodies appear

inore beautiful than others ; on farther inquiry we dis

cover that the regularity of some figures and the

graceful variety of others are the foundation of the

l'eauty, which we discern in them ; but, when we en .

Geavour to go a step beyond this , and inquire, why re

gularity and variety produce in our minds the sensa

tion ofbeauty ; any reason , we can assign, is extreme

jy imperfect. Those first principles of internal sen

sation nature appears to have studiously concealed.
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It is some consolation , however , that, although the

efficient cause is obscure , the final cause of those seni

sations lies commonly more open ; and here we must

observe the strong impression which the powers of

Taste and Imagination are calculated to give us of the

benevolence of our Creator . By these powers he bath

widely enlarged the sphere of the pleasures of human

life ; and those too of a kind the most pure and inno

cent . The necessary purposes of life might have been

answered , though our senses of seeing and hearing

had only served to distinguish external objects, with

out giving us any of those refined and delicate sensa

tions of beauty and grandeur, with which we are now

so much delighted .

The pleasure , which arises from sublimity or gran

deur, deserves to be fully considered ; because it has

a character more precise and distinctly marked, than

'any other of the pleasures of the imagination , and be

cause it coincides more directly with our main subject.

The simplest form of external grandeur is seen in the

vast and boundless prospects, presented to usby na .

ture ; such as widely extended plans, of which the

eye can find no limits ; the firmament of heaven ; or

the boundless expanse of the ocean . All vastness pro

duces the impression of sublimity. Space, however,

extended in length , makes not so strong an impres .

sion , as height or depth. Though a boundless plain is

a grand object; yet a lofty mountain , to which we look

-up, or an awful precipice or tower , whence we look

down on objects below , is still more so . The excessive

grandeur of the firmament arises from its height,

added to its boundless extent ; and that of the occan ,

not from its extent alone, but from the continual mo :

B 2
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SUBLIMITY

OF OBJECTS
.

tion and irresistible force of that mass of waters.

Wherever space is concerned , it is evident that am

plitude, or greatness of extent, in one dimension or

other , is necessary to grandeur. Remove all bounds

from any object, and you immediately render it sub

lime . Hence infinite space, endless numbers, and

eternal duration , fill the mind with great ideas.

The most copious source of sublime ideas seems

to be derived from the exertion of great power and

force . Hence the grandeur of earthquakes and

burning mountains ; of great confiagrations ; of the

boisterous ocean ; of thetempestuous storm ; of thun.

der and lightning ; and ofall the unusual violence of

the elements. A stream , which glides along gently

within its banks , is a beautiful object ; but when it

rushes down with the impetuosity and noise of a tor

rent, it immediately becomes a sublime one. A race

horse is viewed with pleasure ; but it is the war -horse,

whose neck is clothed with thunder," that conveys

grandeur in its idea . The engagement of two pow

erful armies, as it is the highest exertion of huinan

strength , combines various sources of the sublime ;

and has consequently been ever considered, as one of

the most striking and magnificent spectacles, which

can be either presented to the eye, or exhibited to

the imagination in description .

All ideas of the soleinn and awful kind, and even

bordering on the terrible , tend greatly to assist the

sublime ; such as darkness , solitude, and silence . The

firmament, when îlled with stars, scattered in infinite

numbers and with splendid profusion , strikes the in

agination with more awful grandeur, than when we

behold it eolightened by all the splendour of the sun .
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The deep sound of a great bell, or the striking of a

great clock, is at any time grand and awful; butwhen

heard amid the silence and stillness of night , they be

come doubly so . Darkness is very generally applied

for adding sublimity to all our ideas of the Deity .

“ He maketh darkness his pavilion ; he dwellcth in

" the thick cloud .” Thus Milton

-How oft amid

Thick clouds anddark does heaven's all-ruling Sire

Choose to reside, his glory unobscur’d ;

And with the majesty of darkness round

Circles his throne

Obscurity is favourable to the sublime . The de

scriptions given us of appearances of supernatural

beings, carry some sublimity ; though the conception ,

which they afford us, be confused and indistinct .

Their sublimity arises from the ideas, which they al

ways convey , of superiour power and might connect

ed with awful obscurity. No ideas, it is evident , are

so sublimé as those derived from the Supreme BC

ing , the most unknown, yet the greatest of all ob

jects ; the infinity of whose nature and the eternity

of whose duration , added to the omnipotence of his

power, though they surpass our conceptions, yet ex

ait them to the highest.

Disorder is also very compatible with grandeur ;

nay , frequently heightens it . Few things, which are

exactly regular and methodical, appear sublime . We

see the limits on every side ; we feel ourselves con

fined ; there is no room for any considerable exertion

of the mind. Though exact proportion of parts en
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ters often into the beautiful, it is much disregarded

in the sublime. A great mass of rocks, thrown to

gether by the hand of nature with wildness and con

fusion , strikes the mind with more grandeur, than if

they had been adjusted to each other with the most

accurate symmetry .

There yet remains one class of Sublime Objects to

be mentioned , which may be termed the Moral or

Sentimental Sublime, arising from certain exertions

of the mind ; from certain affections and actions of

our fellow creatures. These will be found to be

chiefly of that clašs which comes under the name of

Magnanimity or Heroism ; and they produce an ef

fect very similar to what is produced by a view of

grand objects in nature, filling the mind with admi

ration and raising it above itself. Wherever in some

critical and dangerous situation we behold a man un

commonly intrepid , and resting solely upon himself ;

superiour to passion and to fear ; animated by some

great principle to contempt of popular opinion , of

selfish interest , of dangers, or of death ; we are there

struck with a sense of the sublime . Thus Porus,

when taken by Alexander after a gallant defence, be

ing asked , in what manner he would be treated ; an

swered , “ Like a King : " and Cæsar, chiding the

pilot, who was afraid to set out with him in a storm ,

“ Quid times ? Cæsarem vehis,” are good instances

of the Sentimental Sublime .

The sublime in natural and in moral objects is pre

sented to us in one view, and compared together, in

the following beautiful passage of Akerside's Plea

sures of the Imagination .
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Look then abroad through nature to the range

Of planets , suns, and adamantine spheres,

Wheeling, unshaken , thro ’ the void immense ;

And speak , O Man ! does this capacious scene,

With half that kindling majesty , dilate

Thy strong conception , as when Brutus rose

Refulgent from the stroke of Cæsar's fate

Amid the crowds of patriots ; and his arm

Aloft extending, like eternal Jove ,

When guilt brings down the thunder, call'd aloud

On Tully's nanie, and shook his crimson steel,

And bade the father of his country hail !

For lo ! the tyrant prostrate on the dust ;

And Rome again is free.

It has been imagined by an ingenious Author, that

terror is the source of the sublime ; and that no ob

jects have this character, but such as produceimpres

sions of pain and danger . Many terrible objects are

indeed highly sublime ; nor does grandeur refuse alli

ance with the idea of danger. But the sublimedoes

not consist wholly in modes of danger and pain . In

many grand objects there is not the least coincidence

with terror : as in the magnificent prospect of widely

extended plains and of the starry firmament; cr in

the moral dispositions and sentiments, which we con

template with high admiration . In many painful and

terrible objects, also , it is evident, there is no sort of

grandeur. The amputation of a limb, or the bite of

a snake, is in the highest degree terrible ; but they

are destitute of all claim whatever to sublimity . It

seems just to allow that mighty force of power, whe

ther allended by terror or not , whether employed in

protecting or alarming us, has a better title , than any

thing yet mentioned, to be the fundamental quality
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of the sublime . There appears to be no sublime obo

ject , into the idea of which strength and force either

enter not directly, or are not at least intimately asso

ciated by conducting our thoughts to some astonishing

power, as concerned in the production of the object.

Sublimity in Il riting.

The foundation of the Sublime in Coniposi

tion must always be laid in the nature of theobject de

scribed . Unless it be such an object, as, if presented

to our sight, if exhibited 10 us in reality, would excite

ideas of that elevating, that awful, and magnificent

kind, which we call Sublime; the description, low

ever finely drawn , is not intitled to be placed under

this class . This excludes all objects, which are mere

ly beautiful , gay or elegant . Besides, the object must

not only in itself be sublime, but it must be placed be

fore us in such a light, as is best calculated to give us

a clear and full impression of it ; it must be described

with strength , conciseness and simplicity. This de

pends chiefly upon the lively impression , which the

poet or orator has of the object, which he exhibits ;

and upon his being deeply affected and animated by

the sublime idea, which he would convey . If his own

feeling be languid, he can never inspire his reader

with any strong emotion . Instances , which on this

subject are extremely necessary , will clearly shot

the importance of all these requisites .

It is chiefly among ancient authors, that we are to

look for the most striking instances of the sublimes
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The early ages of the worid and the uncultivated state

of society were peculiarly favourable to the emotions

ofsublimity . The genius of men was then very prone

to admiration and astonishment . Meeting continual

Jy new and strange objects, their imagination was

kept glowing, and their passions were often raised to

the utmost. They thought and expressed them

selves boldly without restraint . In the progress of

society the genius and manners of men have under

gone a change more favourable to accuracy , than to

strength or sublimity .

Of all writings, ancient or modern , the sacred

scriptures afford the most striking instances of the

sublime. In them the descriptions of the Supreme

Being are wonderfully noble , both from the grandeur

of the object, and the manner of representing it .

What an assemblage of awſui and sublime ideas is

presented to us in that passage of the eighteenth

Psalm , where an appearance of the Almighty is de

scribed ! “ In my distress I called upon the Lord ;

" he heard my voice out of his temple, and my cry

came before him . Then the earth shook and

6 irembled ; the foundations of the hills were mov

“ ed ; because he was wroth . He bowed the heav

" ens, and came down, and darkness was under his

“ feet ; and lie did ride upon a cherub, and did ily ;

“ yea, he did fly upon the wings of the wind . He

“ made darkness his secret place ; his pavilion round

6 about him were dark waters and thick clouds of

The circumstances of darkness and

terror are here applied with propriety and success

for heightening the sublime.

" the sky."
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66

The celebrated instance, given by Longinus , from

Moses, “ God said, Let there be light ; and there

was light,” belongs to the true sublime ; and its

sublimity arises from the strong conception it con

veys, of an effort of power producing its effect with

the utmost speed and facility. A similar thought is

magnificently expanded in the following passage of

Isaiah : (chap. xxiv . 24 , 27 , 28 ) , “ Thus saith the

“ Lord, thy Redeemer, and he that formed thee from

" the womb ; I am the Lord, that maketh all things ;

" that stretcheth forth the heavens alone ; that spread

" eth abroad the earth by myself ; that saith to the

" deep, be dry , and I will dry up thy rivers ; that

" saith of Cyrus, he is my shepherd, and shall per

“ form all my pleasure ; even saying to Jerusalem ,

“ thou shalt be built ; and to the temple , thy founda

" tion shall be laid ."

Homer has in all ages been universally admired for

sublimity ; and he is indebted for much of his gran

deur to that native and unaffected simplicity which ,

characterizes his manner. His descriptions of con

flicting armies ; the spirit , the fire, the rapidity, which

he throws into his battles, present to every reader of

the Iliad frequent instances of sublime writing . The

majesty of his warlike scenes is often heightened in

a high degree by the introduction of the gods. In

the twentieih book , where all the gods take part in

the engagement, according as they severally favour

either the Grecians or the Trojans, the poet appears

to put forth one of his highest efforts, and the descrip

tion rises into the most awful magnificence . All na

ture sppears in commotion . Jupiter thunders in the

heavens ; Neptune strikes the earth with his trident ;
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the ships, the city, and the mountains shake ; the

earth trembles to its centre ; Pluto starts from his

throne, fearing, lest the secrets of the infernal regiotis

should be laid open to the view of mortals . We shall

transcribe Mr. Pope's translation of this passage ;

which, though inferiour to the original, is highly ani

mated and sublime .

But when the rowers descending swelld the sight,

Then tumult rose, fierce rage , and pale affright.

Now thro ' the trembling shores Minerva calls ,

And now she thunders from the Grecian walls .

Mars , hov'ring o'er his Troy, his terror shrouds

In gloomy tempests, and a night of clouds ;

Now thro' each Trojan heart he fury pours

With voice divine froin Ilion's topmost towers ;

Above the sire of gods his thunder rolls ,

And peals on peals redoubled rend the poles .

Beneath , stern Neptune shakes the solid ground ,

The forests wave, the mountains nod around ;

Thro' all her summits tremble Ida's woods,

And from their sources boil her hundred foods ,

Troy's turrers totter on the rocking plain ,

And the tossid navies beat the heaving main .

Deep in the dismal region of the dead

Th' infernal monarch reard his horrid head ,

Leapt from his throne , lest Neptune's arm should lay

His dark dominions open to the day,

And pour in light on Pluto's drear abodes,

Abhorr’d by men , and dreadful e’en to gcds .

Such wars th ' iniinoriais wage : such horrors rend

The world's vast coucave, when the gocis contend .

Conciseness and simplicity willever be found essen

tial to shblimewriting . Simplicity is properly oppos

ed to studied and profuse ornament ; and conciseness

to superfluous expression. It will easily appear , why a

с
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1

defect cither in conciseness or implicity is peculiariy

Burtful to the sublime. The emotion excited in the

mind by some great or noble object, raises it consid

crably above its common pitch. A species of enthu

siasm is produced, extremely pleasing , while it lasts ;

but the mind is tending every moment to sink into įts

ordinary state . When an author has brought us, or

is endeavouring to bring us into this state, if he mul

tiply words unnecessarily ; if he deck the sublime ob

ject on all sities with glittering ornaments ; nay , if he

throw in any one decoration , which falls in the least

below the principal image ; that moment he changes

the key ; he relaxes the tension of ihe mind ; the

strength of the feeling is emasculated ; the beautiful

may remain ; but the sublime is extinguished. Ho

mer's description of the nod of Jupiter, as shaking the

heavens, has been adınired in all ages, as wonderfully

sublime. Literally translated, it runs thus :

6 spoke, and bending his sable brows, gave the awful

6 nod ; while he shook the celestial locks ofhis im

66 mortal head , all Olympus was shaken .” Mr. Pope

translates it thus :

66 He

He spoke ; and awful bends his sable brows ,

Shakes his ambrosial curls , and gives the nod ,

The stamp of fate , and sanction of a God ;

High heaven with trembling the dread signal took,

And all Olympus to its centre shook .

The image is expanded , and attempted to be beau

tified ; but in reality it is weakened. The third line-

“ The stamp of fate, and sanction of a God , " is en

tirely expletive , and introduced only to fill up the

rhyme; foritinterrupts the description, and clogs the
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image. For the same reason Jupiter is represented,

as shaking his locks, before he gives the nod ;

6 Shakes his ambrosial curls, and gives the nod ;"

which is trifling and insignificant; whereas in the ori

ginal the shaking of his hair is the consequence of his

nod , and makes a happy picturesque circumstance in

the description .

The boldness, freedoin , and variety of our blank

verse are infinitely more propitious than rhyme, to

all kinds of sublimepoetry . The fullest proof of this

is afforded by Milton ; an author', whose genius led

him peculiarly to the sublime. The first and second

books of Paradise Lost are continued examples of it ,

Take, for instance , the following noted description of

Satan , after his fall, appearing at the head of liis ini

fernal hosts :

watumis He, above the rest ,

In shape and gesture proudly eminent,

Stood like a tower ; his form had not yet lost

All her original brightness, nor appear'd

Less than archangel ruin'd , and the excess

Of glory obscur'd : Aswhen thesun, na
new risen,

Looks through the horizontalmiste

air,

Shorn of his beams ; or , from behind themoon ,

In dim eclipse , disastrous twilight sheds

On half the nations , and with fear of change

Perplexes monarchs. Darken'd so , yet shone

Above them all th ' archangel .

Here various sources of the sublime are joined to

gether : the principal object superlatively great ; a

high , superiour nature, fallen indeed, but raising itself

against distress ; the grandeur of theprincipal object

heightened by connecting it with so noble en idea, as
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that of the sun suffering an eclipse ; this picture,

shaded with all those images of change and trouble ,

of darkness and terror ; which coincide so exquisitely

with the subliine émotion ; and the whole expressed

in a style and versifcation easy, natural , and simple,

but magnificent .

Beside simplicity and conciseness, strength is es

sentially necessary to sublime writing . Strength of

description proceeds in a great measure froin concise

ness ; but it implies something ruore , namely, a ju

dicious choice of circumstances in the description ;

such as will exhibit the object in its full and most

striking point of view . For every object has several

faces, by which it may be presented to us , according

to the circumstances with which we surround it ; and

it will appear superlatively sublime, or not, in pro

portion as these circumstances are happily chosen,

and of a sublime kind . In this, the great art of the

writer consists ; and indeed the principal difficulty of

sublime description. If the description be too gen

eral, and divested of circumstances ; the object is

shewn in a faint light, and makes a feeble impression,

or no impression on the reader. At the time, if any

trivial or improper circumstances be mingled, the

whole is degraded.

The nature of that emotion , which is aimed at by

sublime description, admits no mediocrity, and cannot

subsist in a middle state ; but must either highly

transport us ; or, if unsuccessful in the execution,

leave us exceedingly disgusted . We attempt to rise

with the writer ; the imagination isawakened,and put

upon the stretch ; but it ought to be supported ; and ,if

inthe nifdst of its effort it be deserted unexpectedly, it
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falls with a painful shock . WhenMilton in his bat

tleof the angels describes them , as tearing upmoun

tains, and throwingthem at one another ; there are in

his description , asMr.Addison hasremarked, no cír

cumstances, but what are truly sublime :

From their foundations loos'ningto and fro ,

They pluck'd the seated hills with all their load ,

Rocks, waters, woods ; and bythe shaggy tops

Uplifting, bore them in their hands .

This idea of the giants throwing the mountains,

which is in itself sogrand, Claudian rendersburlesque

and ridiculous by the single circumstance of one of

his giants with the mountain Ida upon his shoulders ,

and a river, which flowed from the mountain ,run

ning down the giant's back, as he held it up in that

posture. Virgil in his description of mount Ætna, is

guilty of a slight inaccuracy of this kind. After sevo

eral magnificent images, the poet concludeswith per

sonifying the mountain under this figure ,

" Eructans viscera cum gemitu ” .

« belching up its bowels with a groan ;" whichi, by

making themountain resemble a sick or drunken per

son , degrades the majesty of the description. The

debasing effect ofthis idea will appear in a stronger

light, from observing what figure it makes in a poem

of Sir Richard Blackmore ; who, through an extra

vagant perversity of taste,selected it for the principal

circumstance in his description ; and thereby, as Dr.

Arburthnot humourously observes, represented the

mountain as in a fit of the cholick.

c ?
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Ætna and all the burning mountains find

Their kindled stores with inbred stormsof wind

Blown up to rage, and roaring out complain ,

As torn with inward gripes and torturing pain ;

Labouring, they cast their dreadful vomit round ,

And with their melted bowels spread the ground.

Such instances show how much the sublime de

pends upon a proper selection of circumstances ; and

with how great care every circumstance must be

avoided , which, by approaching in the smallest de

gree to the mean , or even to the gay or trifling,

changes the tone of the emotion.

What is commonly called the sublime style , is for

the most part a very bad one, and has no relation

whatever to the true Subline. Writers are apt to

imagine that splendid words, accumulated epithets,

and a certain swelling kind of expression , by rising

above what is customary or vulgar, constitute the sub

fime ; yet nothing is in reality more false . In genu

ine instances of sublime writing nothing of this kind

appears. " God said, let there be light ; and there

was light. ” This is striking and sublime ; butput it

into what is commonly called the sublime style :

“ The Sovereign Arbiter of nature, by the potent

“ energy of a single word, commanded the light to

« exist ; ” and, as Boileau justly observed, the style

is indeed raised , but the thought is degraded . In

general it maybe observed , that the sublime lies in

the thought, not in the expression ; and, when the

thought is really noble , it will generally clothe itself

in a native majesty of language.

The faults, opposite to the Sublime , are principally

two, the Frigid and the Bombast. The Frigid coasists
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in degrading an object or sentiment, which is sublime

in itself, by a mean conception of it ; or by a weak,

low, or puerile description of it . This betrays entire

absence , or at least extremepoverty,of genius. The

Bombast lies in forcing a common or trivial object

out of its rank, and in labouring to raise it into the

sublime ; or in attempting to exalt a sublimeobject

beyond all natural bounds.

Beauty and other Pleasures of

Taste.

BEAUTY next to Sublimity affords the highest

pleasure to the imagination . The emotion , which it

raises, is easily distinguished from that of sublimity.

It is of a calmer kind ; more gentle and soothing ;

does not elevate the mind so much, but produces a

pleasing serenity . Sublimity excites a feeling, too

violent to be lasting ; the pleasure proceeding from

Beauty admits longer duration . It extends also to a

much greater variety of objects than sublimity ; to

a variety indeed so great, that the sensations which

beautiful objects excite, differ exceedingly, not in de

gree only, but also in kind , from each other. Hence

no word is used in a more undetermined signification

than Beauty . It is applied to almost every external

object, which pleases the eye or the car ; to many of

the graces of writing ; to several dispositions of the

mind ; nay, to some objects of abstract science. We

speak frequently of a beautiful tree or flower ; a
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beautiful poem ; a beautiful character ; and a beau .

tiſul theorem in mathematicks.

Colour seems to afford the simplest instance of

Beanty . Association of ideas, it is probable, has

some inliuence on the pleasure, which we receive

from colours . Green , for example; may appear more

beautiful from being connected in our ideas with

rural scenes and prospects ; white with innocence ;

Blue with the serenity of the sky Independently of

associations of this sort, all that we can farther ob

serve respecting colours is , that those, chosen for

Beauty , are commonly delicate, rather than glaring.

Such are the feathers of several kinds of birds, the

leaves of flowers, and the fine variation of colours,

shown by the sky at the rising and setting of the sun .

Figure opens to us forms of Beauty more complex

and diversified. Regularity first offers itself as a

source of Beauty . By a regular figure is meant one,

which we perceive to be formed according to some

certain rule, and not left arbitrary or loose in the con

struction of its parts. Thus a circle, a square, a tri

angle , or a hexagon , gives pleasure to the eye by its

regularity, as a beautiful figure ; yet a certain graceful

variety is found to be a much more powerful principle

of Beauty . Regularity seems to appear beautiful to

us chiefly , if not entirely , on account of its suggesting

the ideas of fitness , propriety, and use , which have

always a more intimate connexion with orderly and

proportioned forms, than with those which appear

not constructed according to any certain rule . Na

turé, who is the most graceful artist, hath , in all her

ornamental works pursued variety with an apparent

neglect of regularity , Cabinets, doors, and windows
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are made after a regular form , in cubes and parallelo

grams, with exact proportion of parts , and thus

formed they please the eye ; for this justreason , that,

being works of use, they are by such figures betior

adapted to the ends for which they were designed.

But plants, flowers, and leaves are full of variety and

diversity . A straight canal is an insipid figure , when

compared with the meanders of a river. Cones and

pyramids have their degree of beauty ; but trees,

growing in their natural wildness, have infinitely

more beauty than when trimmed into pyramids and

cones. The apartments of a house must be disposed

with regularity for the convenience of its inhabitants ;

but a garden , which is intended merely for beauty,

would be extremely disgusting, if it had as much

uniformity and order as a dwelling -house .

Motion affords another source of beauty, distinct

from figure. Motion of itself is pleasing ; and bod

ies in motion are , “ cæteris paribus," universally pre

ferred to those at rest. Only gentle motion , however,

belongs to the Beautiful; for when it is swift, or very

powerful, such as that of a torrent, it partakes of

the sublime . The motion of a bird gliding through

the air is exquisitely beautiful ; but the swiftness

with which lightning darts through the sky , is mag .

nificent and astonishing. Here it is necessary to ob

serve that the sensations of sublime and beautiful are

not always distinguished by very distant boundaries ;

bat are capable in many instances of approaching 10

ward each other . Thus a gentle running stream is

one of the most beautiful objects in nature ; but, as it

swells gradually into a great river, the beautiful ly

degrees is lost in the sublime. A young tree is a
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beautiful object; å spreading ancientoak is a venera

ble and sublime one. To return , however, to the

beauty of motion , it will be found to hold very gener

ally , that motion in a straight line is not so beautiful

as in a waving direction ; and motion upward is com

monly move pleasing than motion downward . The

easy, curling motion of flame and smoke is an object

singularly agreeable . Hogarth observes very ingen

iously, that all the common and necessary motions

for the business of life are performed in straight or

plain lines ; but that all the graceful and ornamental

movements are made in curve lines ; an observation

worthy of the attention of those who study the grace .

of gesture and action .

Colour , figure, and motion, though separate princi

ples of Beauty , yet in many beautiful objects meet to

gether, and thereby render the beauty greater and

more complex . Thus in flowers, trees, and animals,

we are entertained at once with the delicacy of the

colour, with the gracefulness of the figure, and some

times also with the motion of the object. The most

complete assemblage of beautiful objects, which can

be found is represented by a rich natural landscape,

where there is a sufficient variety of objects ; fields in

verdure, scattered trees and flowers, running water,

and animals grazing. If to these be added some of

the productions of art suitable to such a scene ; as, a

bridge with arches over a river, smoke rising from

cottages in the midst of trees, and a distant view of

a fine building, seen by the rising sun ; we then en

joy in the highest perfection that gay , cheerful , and

placid sensation , which characterizes Beauty .
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The beauty of the human countenance is muro

complex than any we have yet examined . it compre

hends the beauty of colour, arising from the delicate

shades of the complexion ; and the Beauty of figure,

arising from the lines, which constitute different fea

tures of the face. But the principal Beauty of the

countenance depends upon a mysterious expression ,

which it conveys of the qualities of the mind ; of

good sense,or good humour , ofcandour,benevolence,

sensibility , or other amiable dispositions. It may be

observed , that there are certain qualities of the mind,

which , whether expressed in the countenance, or by

words or by actions, always raise in us a feeling simi

lar to that of Beauty . There are two great classes of

moral qualities ; one is of the high and the great vir

tues ,which require extraordinary efforts ,and is found

ed on dangers and sufferings ; as, heroism , magnan .

imity , contempt of pleasures, and contempt of death .

These produce in the spectator an emotion of sublim :

ity and grandeur. The other class is chiefly ot the so

cial virtues ; and such as are of a softer and gentler

kind ; as,compassion ,mildnessand gencrosity. These

excite in the beholder a sensation of pleasure, so near

ly allied to that excited by beautiful external objects,

that, though of a more exalted nature , it may with

propriety be classed under the same head .

Beauty of writing in its more definite sense cliarac

terizes a particular manner ; signifying a certain grace

and amenity in the turn either of style or sentiment,

by which some authors areparticularly distingaished .

In this sense it denotes a manner neither remark : sly

sublime, nor vehemently passionate, nor uncommonly

sparkling ; but such as excites in the reader an ez
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tiga of the placid kind , resembling that which is rais

ed by contemplation of beautiful objects in nature ;

which neither lifts the mind very high, nor agitates

it to excess ; but spreads over the imagination 3

pleasing serenity. Addison is a writer of this cha

racter , and one of the most proper examples of it ,

Fenelon, the author of Telemachus, is another exam

ple. Virgil, also, though very capable of rising oc

casionally into the sublime, yet generally is distin

guished by the character of beauty and grace, rather

than of sublimity . Among orators, Cicero has more

of the beautiful than Demosthenes, whose genius led

him wholly toward vehemence and strength .

So much it is necessary to have said upon the sub

ject of Beauty ; since next to sublimity it is the most

copious source of the Pleasures of Taste. But ob

jects delight the imagination not only by appearing

under the forms of sublime or beautiful ; they like

wise derive their power of giving it pleasure from

several other principles.

Novelty, for example, has been mentioned by Addi

son , and by every writer on this subject . An object

which has no other merit than that of being new, by

this quality alone raises in the mind a vivid and an

agreeable emotion . Hence that passion of curiosity

which prevails so generally in mankind . Objects

and ideas which have long been familiar, make too

faint an impression, to give an agreeable exercise to

our faculties. New and strange objects rouse the

mind from its dormant state , by giving it a sudden

and pleasing impulse. Hence, in a great measure ,

the entertainment we receive from fiction and ror

mance. The emotion , raised by Novelty, is of a
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more lively and awakening nature, than that produc

ed by Beauty ; but much shorter in its duration .

For, if the object have in itself no charms to hold

our attention , the gloss, spread over it by Novelty,

soon wears off.

Imitation is another source of pleasure to Taste.

This gives rise to what Addison terms the Secondary

Pleasures of Imagination , which form a very exten

sive class . For all imitation affords some pleasure to

the mind ; not only the imitation of beautiful or sub

líme objects, by recalling tlie original ideas of beauty

or grandeur,which such objects themselves exhibited ;

but even objects which have neither beauty nor gran

deur ; nay , some which are terrible or deformed ,

give us pleasure in a secondary or represented view .

The pleasures of melody and harmony belong also

to Taste . There is no delightful sensation
, we re .

ceive either from beauty or sublimity, which is not

Capable of being heightened by the power of musical

sound . Hence the charm of poeticalnumbers ; and

even of the concealed and looser measures of prose .

Wit, humour, and ridicule , open likewise a variety

of pleasures to Taste, altogether different from any

that have yet been considered .

At present it is not necessary to pursue any farther

the subject of the Pleasures of Taste. We have opened

some of the general principles; it is time now to ap

ply them to our chief subject. If it be asked, to what

class of those Pleasures of Taste , which have been

enumerated, that pleasure is to be referred, which we

receive from poetry, eloquence, or fine writing ? The

answer is , not to any one, but to them ail. This pe

culiar advantage writing and discourse possess ; they

D
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encompass a large and fruitful field on all sides, and

Have power to exhibit in great perfection, not a single

set of objects oniy , but almost the whole of those

which give pleasure to taste and imagination ;whether

that pleasure arise from sublimity, from beauty in its

various forms , from design and art, from moral senti.

ments from novelty , from harmony from wit,humour,

or ridicule. To which soever of these a person's taste

is directed, from some writer or other he has it als

ways in his power to receive thegratification of it,

It has been usual among critical writers to treat of

discourse, as the chief of all the imitative arts. They

compare it with painting and with sculpture, and in

many respects prefer it justly before them . But we

must distinguish between imitation and description .

Words have no natural resemblance of the ideas or

objects which they signify ; but a statue or picture

has a natural likeness of the original .

As far, however, as a poet or historian introduces

into his work persons really speaking, and by words,

which he puts into their mouths, represents the con

versation which they inight be supposed to hold ; so

far his art may be called imitative ; and this is the

case in all dramatick composition . But ih narrative

or descriptive works it cannot with proprietý be so

called . Who, for example, would call Virgil's descrip

tion of a tempest in the first Æneid an iinitation of a

storm ? If we heard of the imitation of a battle , we

night naturally thinkof some mock figlft, or repre

sentation of a battle on the stage ; but sfiould-never

imagine it meant one of Homer's descriptions in the

Iliad . It must be allowed at the same time, thatimita- ,

tion and description agree in their principal effect that
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of recalling by external signs the ideas of thing's

which we do not see. But though in this they coin .

cide, yet it should be remembered , that the terms

themselves are not synonymous; that they importdif

ferent means of producing the same end ; and conse

quently make different impressions on the mind ,

Origin and Progress of Language:

To form an adequate idea of the Origio of

Language, we must conteinplate the circumstances of

mankind in their earliest and rudest state. They were

then a wandering, scattered race ; no society amons

them escept families ; and family society also věry

imperfect, as their mode of living, by hunting or pas

turage, must have separated them frequently from

each other. In such a condition , how could arij onc

Set of sounds or words be universally agreed on , as

the signs of their ideas ? Supposing that a few , whom

chatice or necessity threw together, agreed by some

means upon certain signs ; yet, by what authority

could these be , so propagated among other tribes or

families, as to grow up into a language ? One would

imagine thatmen must have been previously gathered

' together in considerable numbers, before language

could be fixed and extended ; and yet on the other

hand there seems to have been an absolute necessity of

speech previous to the formation of society . For

by what bond could a multitude of men be kept to

gether, or be connected in prosecution of any com

noninterest, before by the assistance of speech they
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could communicate their wants and intentions to each

other ? So that, how society could subsist previously

to language, and how words could rise into language

before ihe formation of society, seem to be points at

tended with cqual difficulty. When we consider far

ther that curious analogy which prevails in the con

struction of almost all languages, and that deep and

subtle logi on which they are founded ; difficulties

increase so much upon us on all sides , that there

seems to be no small reason for referring the origit

of all language to divine inspiration .

But supposing language to have a divine original,

we cannot imagine that a perfect system of it was at

once given to man . It is much more natural to sup

pose that God taught our first parents only such lan

guage as suited their present occasions ; leaving them ,

as he did in other respects, to enlarge and improve it

as their future necessities should require. Conse

quently , those rudiments of speech must have been

poor and narrow ; and we are at liberty to inquire, in

what manner, and by what steps, language advanced

to the state in which we now find it.

Should we suppose a period existed before words

were invented or known ; it is evident that men

could have no other method of communicating their

feelings, than by the cries oi passion , accompanied by

such motions and gestures, as were farther expressive

of emotion . These indeed are the only signs which

nature teaches all men , and which are understood by

all. One, who saw another going into some place ,

where he himself had been frightened, or exposed to

danger, and who wished to warn his neighbour of the

danger, could contrive no other method of doing it,
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than by uttering those cries, and making those gesta

ures, which are the signs of fear ; as twomen at this

day would endeavour to make themselves understood

by eacli other, if thrown together on a desolate island,

ignorant of each other's language. Those exclama

tions, therefore , by grammarians called interjections,

uttered in a strong and passionate manier, were un

doubtedly the elements of speech .

When more enlarged communication became re

quisite, and names began to be applied to objects ; how

can we suppose men proceeded in this application of

names,or invention of words ? Certainly by imitating,

as much as they could , the nature of the object nam

ed by the sound of the name given to it . As a paint

er who would represent grass , must employ a green

colour ; so in the infancy of language one, giving a

name to any thing harsh or boisterous,would of course

employ a harsh or boisterous sound . He could not

do otherwise , if he desired to excite in the hearer the

idea of that object which he wished to name . To

imagine words invented , or names given to things,

without any ground or reason , is to suppose an effect

without a cause . There must always have been some

motive which led to one name, rather than another ;

and we can suppose no motive, which would more

generally operate upon men in their first efforts to .

ward language , than a desire to paint by speech the

objects which they named in a manner more or less

complete, according as it was in the power of the

human voice to effect this imitation .

Wherever objects were to be named , in which

sound, noise, or motion was concerned , the imitation

by words was sufficiently obvious . Nothing was more

p2
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natural , than to imitate by the sound of the voice the

quality of the sound or noise which any external ob

ject produced ; and to form its name accordingly .

This in all languages we discover a multitude of

words , which are evidently constructed on this prin

ciple. A certain bird is called the Cuckoo, from the

sound which it emits. When one sort of wind is

said to whistle , and another to roar ; when a serpent

is said to hiss ; a fly to buzz ; and falling timber to

crash ; when a stream is said to flow , and hail to rattle ;

the resemblance between the word and the thing sig

nified is plainly discernible. But in the names of

objects which address the sight only, where neither

noise nor motion is concerned ; and still more in

terms , appropriated to moral ideas, this analogy ap

pears to fail. Yet many learned men have imagined

that , though in such cases it becomes more obscure,

it is not altogether lost ; and that in the radical words

of all languages there may be traced some degree of

correspondence with the objects signified.

This principle howeverof a natural relation between

words and objects, can be applied to language only in

its most simple and early state . Though in every

tongue some remains of it may be traced, it were ut

terly in vain to search for it through the whole con

struction ofany modern language . As terms increase

in every nation , and the vast field of language is fill

ed up, words by a thousand fanciful and irregular

methods of derivation and composition deviate widely

from the primitive character of their roots, and lose

all resemblance in sound of the things signified.

This is the present state of language. Words, as we

now use thein , taken in general, inay be considered
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as symbols, not imitations ; as arbitrary or institutea,

not natural signs of ideas . But there can be no doubt

language, the nearer we approach to its rise among

men , will be found to partake more of a natural ex.

pression .

Interjections, it has been shown, or passionate ex

clamations, were the elements of speech . Men la

-boured to communicate their feelings to each other

by those expressive cries and gestures, which nature

taught them . After words, or names of objects, be

gan to be invented, this mode of speaking by natural

signs could not be all at once disused . For language

in its infancy must have been extremely barren ; and

there certainly was a period among all rude nations,

when conversation was carried on by a very few

words, intermixed with many exclamations and earn,

est gestures . The small stock of words which men

then possessed, rendered those helps entirely necessa

ry for explaining their conceptions ; and rude, uncul

tivated individuals, not having always ready even the

few words, which they know, would naturally labour.

to make themselves understood by varying their tones

of voice , and by accompanying their tones with the

most expressive gesticulations..

To this mode of speaking,necessity gave rise. But

we must observe that , after this necessity had in a

great degree ceased, by language becoming in process

oftimemore extensive and copious, the ancient man

ner of speech still subsisted among many nations ; and ,

what had arisen from necessity , continued to be used

for ornament. In the Greek and Roman languages , a

musical and gesticulating pronunciation was retained

in a very high degree . Without attending to this, we
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shall be at a loss in understanding several passages of

the Classicks,which relate to the publick speaking and

theatrical entertainments of the ancients. Our mod

ern pronunciation would have seemed to them a life

less monotony . The declamation of their orators and

the pronunciation of their actors upon the stage ap

proached to the nature of recitative in musick ; was

capable of being marked by notes , and supported by

instruments ; as several learned men have proved .

With regard to gesture, the case was parallel ; for

strong tones and animated gestures always go together.

The action both of orators and players in Greece

and Rome was far more vehement than that to

which we are accustomed . To us, Roscius would ap

pear a madman. Gesture was of such consequence on

the ancient stage that there is reason for believing that

on some occasions the speaking and the acting were

divided ; which , according to our ideas, would forin

a strange exhibition . One player spoke the words in

the proper tones , while another expressed the corres

ponding motions and gestures . Cicero tells US , it

a contest between him and Roscius , whether he could

express a sentiment in a greater variety of phrases, or

Roscius in a greater variety of intelligible significant

gestures . At last,gesture engrossed the stage entirely;

for under the reigns of Augustus and Tiberius, the

favourite entertainment of the publick was the Panto

mime, which was carried on by gesticulation only.

The people were moved, and wept at it as much as at

tragedies ; and the passion for it became so violent,

that laws weremade for restraining the senators from

studying the pantomime árt. Now, though in decla

tions and theatrical exhibitions both tone and ges

was
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ture were carried much farther than incommon dis

course ; yet publick speaking of any kind must in ev:

ery country - bear some proportion to the manner

which is used in conversation ; and such public enter

tainments could never be relished by a nation whose

tones and gestures in discourse were as languid as

ours .

The early language of men being entirely compos

ed of words descriptive of sensible objects, became of

necessity extremely metaphorical. For,to signify any

desire or passion , or any act of feeling of the mind ,

they had no fixed expression which was appropriated

to that purpose ' ; but were obliged to paint the emotion

or passion , which they felt, by alluding to those sensi

ble objects which had most connexion with it, and

which could render it in some degree visible to others.

But it was not necessity alone , that gave rise to this

pictured style. In the infancy of all societies, fear

and surprise, wonder and astonislıment, are the most

frequent passions of men . Their language will nec

essarily be affected by this character of their minds .

They will be disposed to paint every thing in the

strongest colours . Even the manner, in which the

first tribes of men uttered their words, had considera

ble influence on their style. Wherever strong excla

mations, tones, and gestures are connected with con

versation , the imagination is always more exercised ;

a greater effort of fancy-and passion is excited . Thus

the fancy, being kept awake and rendered more

sprightly,by this mode of utterance, operates upon

style , and gives it additional life and spirit.

As one proof among many, which might be pro

duced of the truth of these observations , we shall
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transcribe a speech from Colden's History of the Five

Indian Nations, which was delivered by their Chiefs,

when entering on a treaty of peace with us, in the

following language . “ We are happy in having buri

" ed under ground the red axe, that has so often been

« died in the blood of our brethren . Now in this

" fort we inter the axe , and plant the tree ofpeace.

* We plant a tree, whose top will reach the sun ; and

“ its branches spread abroad, so that it shall be seen

« afar off. May its growth never be stified and chok.

6 ed ; but may it shade both your country and ours

5 with its leaves ! Let us make fast its roots, and ex.

" tend them to the utmost of your colonies. If the

“ French should come, to shake this tree , we should

“ know it by the motion of its roots reaching into our

a country. May the Great Spirit allow us to rest in

* tranquillity upon cur mats, and never again dig up

" the axe to cut down the tree of peace ! Let the

* earth be trodden hard over it , where it lies buried .

" Let a strong stream run under the pit, to wash the

" evil away out of our sight and remembrance. The

« fire that had long burned in Albany , is extinguish

«6 ed . The blcody bed is washed clean, and the tears

“ are wiped from our eyes . We now enew the

" covenant chain of friendship . Let it be kept bright

" and clean as silver, and not suffered to contract any

“ rust. Let not any one pull away his arin from it. "

As language in its progress grew more copious, it

gradually lost that figurative style, which was its early

character. The vehement manner of speaking by

tones and gestures became less common . Instead of

poets , philosophers became the instructors ofmen ;

and in their reasoning on all subjects introduced that
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plainer and more simple style of composition which

wę now call Prose. Thus the ancient metaphorical

and poetical dress of Language was at length laid

aside in the intercourse ofmen , and reserved for those

occasions only , on which ornament was professedly

studied .

Rise and Progress of Language and of

Writing

WHEN we examine the order in which the

words are arranged in a sentence , we find a very

remarkable difference between ancient and modern

tongues. The consideration of this will serve to un

fold farther the genius of Language, and to shew the

causes of those alterations, it has undergone in the

progress of society .

To conceive distinctly the nature of this alteration ,

wemust go back , as before, to the earliest period of

Language. Let us figure to ourselves a Savage be

holding some fruit, which he earnestly desires, and

requests another to give him . Suppose him ynac

quainted with words, he would strive to make himself

understood by pointing eagerly at the object desired ,

and uttering at the same time a passionate cry . Sup

posing him to have acquired words, the first word

which he would utter would be the name of that obo

ject . He would not express himself according to our

order of construction, “ Give me fruit ;" but accord

ing to the Latin order, " Fruit give me ,
?? 6 Fructum

“ da mihi, ” for this plain reason, that his attention

was wholly directed toward fruit, the object desired ..



48 RISE AND PROGRESS OF

Hence we might conclude a priori, that this was the

order in which words were most commonly arranged

in the infancy of Language , and accordingly we find

in reality that in this order words are arranged in

most of the ancient tongues, as in the Greek and La

tin ; and it is said likewise in the Russian, Sclavonick ,

Gaëlick and several American tongues .

The modern languages of Europe have adopted a

different arrangement from the ancient . In their prose

compositions very little variety is admitted in the col

location of words ; they are chiefly fixed to one order,

which may be called the Order ofthe Understanding.

They place first in the sentence theperson or thing,

which speaks or acts ; next, its action ; and lastly, the

object of its action . Thus an English writer, paying

a compliment to a great man , would say,'' It is im

“ possible for me to pass over in silence so distinguish

« ed mildness, so singular and unheard of clemency,

" and so uncommon moderation , in the exercise of

“ supreme power.” Here is first presented to us the

person who speaks, “ It is impossible for me ;” next,

what the same person is to do, “ to pass over in silence; ".

and lastly, the object which excites him to action,

.the mildness, clemency and moderation of his pao

tron . ” Cicero, from whom these words are translat

ed, reverses this order . He begins with the object.;

places that first, which was the exciting idea in the

speaker's mind, and ends with the speaker and his ac

tion , " Tantam mansuetudinem , tam inusitatam in

s6 auditamque clementiam , tantuinque in summa po

“ testate rerum omnium modum , tacitusnullo modo

« præterire possum ." Here it must be observed,the

Latin order is more animated ; the English more.

clear and distinct.



LANGUAGE AND OF WRITING .

Our language naturally allows greater liberty for 3

transposition and inversion in poetry, than in prose.

Even there however this liberty is confined within

narrow limits,in comparison with the ancientlangua

ges. In this respect, modern tongues vary from

each other . The Italian appoaches the neem 51

its charactor to the ancient transposition : the

lish has more inversion than the rest ; and the French

has the least ofall .

Writing is an improvement upon Speech and con

sequently was posterior to it in order of time to

characters are oftwokinds, signs of things, and sigas

of words. Thus the pictures, hieroglyphicks, and

symbols, employed by the ancients, were ofthe for

mer sort.zahe alphabetical characters, now emplayed

by Europeans, of the latter.

Pictives were certainly the first attempt toward

Writing. Mankind in all ages and in all nations have

been prone to imitation. This would soon be ein

ployed for describing and recording events. Thus ,

to signify that one manhad killed another, they paint

ed the figure ofoneman lying on the ground, and of

another standing by hiin with a hostile weapon in his

hand. When America was first discovered , this was

the only kind of writing with which the Mexicans

were acquainted . It was however a very imperfect

mode of recording facts ; since by victures external

events only. could be delineated.

Hieroglyphical characters maybe considered asthe

second stage of the Art of Writing. They consist of

certain symbols, which are made to stand for invisible

objects on account of their supposed resemblance af

the objects themselves . Thus an eye represent

E
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knowledge ; and a circle, having neither beginning

nor end, was the symbol of eternity. Egypt was the

country where this kind of writing was most studied,

and brought into a regular art . By these characters

all the boasted wisdom of their priests was conveyed ..

They pitched upon animals to be the emblems of

moral objects, according to the qualities with which

they supposed them to be endued . Thus imprudence

was denominated by å fly ; wisdom, by an ant ; and

victory, by a hawk. But this sort of writing was in

the highest degree enigmatical and confused ; and

consequently a very imperfect vehicle of knowledge.

Froin hieroglyphicks some nationsgradually advanc

ci to simple arbitrary marks, which stood for objects,

though without any resemblance of the objects signi

fied . Of this nature was the writing of the Peruvians.

They used small chords of different colours ; and by .

knots upon these, ofdifferent sizes and variously rang

ed, they invented signs for coinmunicating their

thoughts to one another. The Chinese at this day use

written characters of this nature . They have no al

phabet of letters or simple sounds of which their

words are composed ; but every single character,

which they use , is expressive of an idea ; it is a mark

which signifies some one thing or object. The num

beroſthese charactersmust consequently beimmense,

They are said indeed to amount to seventy thousands

To be perfectly acquainted with them is the business

of a whole life ; which must have greatly retarded

among them the progress of every kind ofscience .

It is evident that the Chinese characters , like hiero

glyphicks, are signs of things, and not of words. For

we are told, that the Japanese, the Tonquinese, and
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the Corcans, who speak different languages from

each other, and from the inhabitants of China, use ,

however , the same written characters with them , and

thus correspond intelligibly with one another in writ

ing, though mutually ignorant of each other's lan

guage . Our arithmetical figures, 1 , 2 , 3 , 4 , &c . are

an example of this sort of writing. They have no

dependence on words ; each figure represents the

number for which it stands ; and consequently , is

equally understood by all nations, who have agreed in

the use of these figures .

The first step to remedy the imperfection , the

ambiguity, and the tediousness ofeach of the methods

of communication , which have been mentioned, was

the invention of signs, which should stand not direct

ly for things, but for words by which things were

named and distinguished . An alphabet of syllables

seems to have been invented previously to an alpha

bet of letters . Such a one is sald to be retained at

this day in Æthiopia and some countries of India .

But at best it must have been imperfect and ineficc

tual'; since the number of chacters, being very

considerable, must have rendered both reading and

writing very complex and laborious .

To whom we are indebted for the sublime and re

fined discovery of letters is not determined . They

were brought into Greece by Cadmus, the Phænician,

who, according to Sir Isaac Newton's Chronology,

was contemporary with king David . His alphabet

contained only sixteen letters. The rest were after

ward added according as signs for proper sounds were

found to be wanting. The Phoenician, Hebrew ,

Greek, and Roman alphabets agree so much in the
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igure, names , and arrangement of the letters aš

amounts to demonstration , that they were derived

originally from the same source.

The ancient order of writing was from the right

hand to ibe left. This method , as appears from some

very old inscriptions, prevailed even among the

Grecks. They afterward used to write their lines

alternately from the right to the left, and from the

left to the right. The inscription on the famous Si .

gaan monument is a specimen of this mode of writ.

ing, which continued till the days of Solon, the cele

brated Legislator of Athens. At length , the motion

from the left hand to the right, being found more na

rural and convenient , this order ofwriting was adopt

ed by all the nations of Europe .

Writing was first exhibited on pillars and tables of

stone ; afterward on plates of the softer metals. As

it became more common, the leaves and bark of cer

tain trees were used in some countries ; and in oth

ers , tablets of wood , covered with a thin coat of soft

wax , on which the impression was made with a stylus

of iron . Parchi wnt, made of the hides of animals ,

was an invention of later times. Paper was not in .

vented before the fourteenth century .

Structure of Language.

The common division of Speech into eight

parts , nouns , pronouns, verbs, participles, adverbs, pre

positions, intcojections, and conjunctions, is not very

accurate ; since under the general term of nouns it

comprehends both substantives and adjectives, which
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are parts of speech essentially distinct. Yet as we

are most accustomed to this division , and, as logical

exactness is not necessary to our present design, we

shall adopt these terms, which habit has made famil

iar to us .

Substantive nouns are the foundation of Grammar,

and the most ancient part of speech . When men had

advanced beyond simple interjections or exclamations

of passion , and had begun to communicate their ideas

to each other, they would be obliged to assign names

to objects by which they were surrounded. Where

ever a savage looked, he beheld forests and trees. To

distinguish each by a separate name would have been

endless. Their common qualities, such as springing

from a root, and bearing branches and leaves would

suggest a general idea and a general name . The ge

nus, tree, was afterwards subdivided into its several

species of oak, elm, ash , &c . upon experience and

observation .

Still however only generaltermswereused in speech .

For oak , elm, and ash, were names of whose classes of

objects, each of which comprehended an immense

number of undistinguished individuals. Thus, when

the nouns man, lion , or tree were mentioned in con

versation , it could not be known ; which man, lion, or

tree was meant among the multitude, comprehended

under one name. Hence arose a very useful contriva

ance for determining the individual object intended,

by mean of that part of speech called the Article.

In English, we have two articles, a and the ; a is more

general , themore definitc. The Greeks had but one,

which agreeswith our definite article the. They sup

plied the place of our article a by the absence of their

E 2
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article ; thus, enthropos significs a man, ha anthropos,

the man . The Latins had no article ; but in the rooni

ofit used the pronouns hie, ille , iste. Tiis, however,

seems a defect in their language ; since articles cer

tainly contribute inuch to perspicuity and precision .

To perceive the truth of this remark, observe the

different imports of the following expressions : « The

“ son of a king , the son ofthe king, a son of theking's."

Each of these three phrases has a separate meaning,

100 obvious to be inisunderstood . But, in Latin ,

" filius regis" is entirely undetermined ; it may bear

either of the three senses mentioned.

Beside this quality of being defined by the article,

three affections belong to nouns, number, gender and

cases which deserve to be considered.

NUMBER, as it makes a noun significant of one or

more, is singular or plural ; a distinction found in all

longues, which must have been coevalwith the ori

gin of language, since there were few things, which

men had more frequent necessity of expressing, than

the distinction between one and more . In the He

brew, Greek, and some other ancient languages, we

find not only a plural, but a dualnumber ; the origin

of which may very naturally be accounted for, as sep.

arate terms of numbering were yet undiscovered, and

one, two, and many, were all, or at least the principal

mumeral distinctions, which men at first had any of

casion to make .

GENDER, which is founded on the distinctionof

the two sexes, can with propriety be applied to the

names ofliving creatures only. Allother nouns ought

to be of the neuter gender, Yet in most languages

the same distinction is applied to a great number of
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inanimate objects. Thus, in the Latintongue, ensis,a

sword, is masculine ; sagitia, an arrow, is feminine ;

and this assignation of sex to inanimate objects often

appears entirely capricious . In the Greek and Latin ,

however, all inanimate objects are not distributed into

masculine and feminine ; but many of them are class

ed, where all ought to be , under the neuter gender ; as

saxum, a rock ; mare , the sea. But in the French and

Italian tongue , the neuter gender is wholly unknown,

all their names of inanimate objects being put upon

the same footing with those of living creatures, and

distributed withoutreserve into masculine and feinin

ine . In the English language, all nouns, literally used ,

that are the names ofliving creatures, are neuter ; and

oursis, perhaps, the only tongue (except the Chinese,

which is said to resemble itin this particular) in which

the distinction of gender is philosophically applied .

CASE denotes the state or relation which one object

bears to another, by some variation of the name of

that object; generally in the final letters, and by

some languages in the initial. All tongues, lowever,

do not agree in this mode of expression. Declension

is used by the Greek and Latin ; but in the English,

French ,and Italian , itis not found ; or atmost, it exists

in a very imperfectstate . These languages express

the relations of objects by prepositions, which are the

names of those relations prefixed to the names of

okjects. English nouns have no case , except a sort

of genitive, commonly formed by adding the letter &

to the noun , as when we say “ Pope's Dunciad,"

meaning the Dunciad ofPope.

Whether the moderns have given beauty or utility

to language, by the abolition of cases, may perhaps be

doubted. They have, however, certainly rendered it
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more simple, by removing that intricacy which arose

from different forms of declension , and from the irre

gularities of the several declensions. But in obtain

ing this simplicity, it must be confessed, we have filled

language with a multitude of those little words, call

ed prepositions, which, by perpetually occurring in

every sentence, encumber speech ; and by rendering

it more prolix, enervate its force . The sound ofmo

dern language is also less agreeable to the ear, being

deprived of that variety and sweetness, which arose

from the length of words, and the change of termina

tions, occasioned by cases in the Greek and Latin .

But perhaps the greatest disadvantage we sustain by

the abolition of cases, is the loss of that liberty of

transposition , in the arrangement of words, which the

ancient languages enjoyed .

PRONOUNS are the representatives of nouns, and are

subject to the şame modifications of number, gender,

and case. We
mayobserve, however, that the pro

nouns of the first and second person, I and thou, have

no distinction of gender in any language; for, as they

always refer to persons present, their sex must be

known, and therefore needs not to be marked by their

pronouns . But, as the third person may be absent,

or unknown, the distinction of gender there becomes

requisite ; and accordingly in English it hath all three

genders, he, she, it.

ADJECTIVES, as strong, weak, handsome, ugly , are

the plainest and most simple in that class of words,

which are termed attributive . They are common to

all languages, and must have been very early invent

ed ; since objects could neither be distinguished nor

treated of in discourse, before names were assigned

to their different qualities,
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Structure of Language....English

Language.

OF all the parts of speech, Verbs are by far

the most complex and useful. From their import

ance we may justly conclude , that they were coeval

with the origin of language ; though a long time

must have been requisite to rear them up to that ac

curacy which they now possess.

The tenses were contrived to mark the several dis

tinctions of time . We commonly think of no more

than its three great divisions, the past, the present,

and the future, and we might suppose that, if verbis

had been so contrived as merely to express these, no

more was necessary. But language proceeds with

much greater subtilty . It divides time into its sever

al moments ; it regards it as never standing still, but

always flowing ; things past, as more or less distant ;

and things future, as more or less remote by different

gradations. Hence the variety of tenses in almost

every language.

The present may indeed he always regarded as one

indivisible point, which admits no variety ; “ I am ,"

But it is not so with the past. Even the

poorest language has two or three tenses to express

its varieties. Ours has four. 1. A past action may

be represented as unfinished , by the imperfect tense :

“ I was walking, ambulabam.” 2. As finished by the

perfect tense , “ I have walked . ” 3. Asfinished some

time since , the particular time being left undetermin .

ed ; “ I walked, ambulavi:" this is what granima

sum .
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rians call an aorist or indefinite past. 4. As finished

before something else, which is also past. This is

the plusquamperfect ; “ I had walked , ambulaverum .

« I had walked before you called upon me.” Our

language, we must perceive with pleasure, has an

advantage over the Latin , which has only three vari

tions of past time.

The varieties in future time are two ; a simple or

indefinite future ; « I shall walk, ambulabo ; ” and a

future having reference to somcthing else, which is

likewise future ; “ I shall have walked, ambulavero ;

* I shall have walked , before he will pay me a visit.”

Beside tenses, verbs admit the distinction of voices,

viz. the active and passive ; as, “ I love, or I am loved .".

They admit also the distinction of modes, which are

intended to express the perceptions and volitions of

the mind under different forms. The indicative mode

simply declares a proposition ; ' s I write ; I have

« written ." The imperative requires, commands, or

threatens ; “ Write thou ; let him write." The sub

junctive expresses a proposition under the form of a

condition, or as subordinate to something to which

reference is made ; « I might write ; I could write ;

1 I should write, if the matter were so ."

pression of the perceptions and volitions of the mind

in so many various forms, together with the distinc

tion of the three persons, I, thou , and he, constitutes

the conjugation of verbs, which makes so gecat a part

ot the Grammar of all languages.

Conjugation is reckoned most perfect in those lan

guages,which ,by varying the termination ,orthe initial

syllable of the verb , expresses the greatest number of

important circumstances without the help of auxiliary

This ex
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verbs. In the Oriental tongues verbs have few tenses ;

but their modes are so contrived , as to express a

great variety of circumstancesand relations. In the

- Hebrew they say in one word, without the aid of an

auxiliary, not only , “ I taught.” but," Iwastaught ; I

6 caused to teach ; I was caused to teach ; I taught

“ myself." The Greek , which is commonly thought

to be the most perfect of all languages, is very regular

and complete in the modes and tenses. The Latin ,

though formed on thesame model , is not so perfect ;

particularly in the passive voice, which forms most of

the tenses by the aid of the auxiliary sum . ” In

modern European tongues, conjugation is very defec

tive . The two great auxiliary verbs, to have and to be

with those other auxiliaries, which we use in English ,

do, shall, will, mar , and can , prefixed to a participle, or

to another verb in the infinitivemode, supercede in

great measure the different terminations of modes

and tenses which formed the ancient conjugations .

The other parts of speech , as they admitno vária

tion , will require only a short discussion .

Adverbs are for the most part an abridged mode of

speech, expressing by one word that might, by a cir

cumlocution, be resolved into two or more words be.

longing to other parts of speech . “ Here," for in

stance, is the same with " in this place.” Hence ad

verbs seem to be less necessary,and of later introduc

tion into speech , than several other classes of words ;

and accordingly most ofthem are derived from other

words , formerly established in the language .

Prepositions and conjunctions serve to express the

relations which things bearto one another, their mu

tual influence, dependence, and coherence ; and so to

a
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join words together as to formintelligible propositions.

Conjunctions are commonly employed for connecting

sentences, or members of sentences ; as, and, because,

and the like. Prepositions are used for connecting

words ; as, of, from ,io, &c. The beauty and strength

of every language depends ina great measure on a

proper use of conjunctions, 'prepositions, and those

relative pronouns, which serve the same purpose
of

connecting different parts of discourse.

Having thus briefly considered the Structure of

Language in general , we will now enter more particu

larly into an examination of our own Language.

The English , which was spoken after the Norman

Conquest, and continues to be spoken now, is a mix

ture of the ancient Saxon and the Norman French, to

gether with such new and foreign words, as comerce

and learning have, in a succession of ages, gradually

introduced. From the influx of so many streams,

from a junction of so many dissimilar parts, it natur

ally follows, that the English, like every compounded

language, must be somewhat irregular. We cannot

expect from it that complete analogy in structure,

which may be found in those simpler languages,whicli

were formed within themsclves, and built on one

foundation. Hence our syntax is short, since there are

few marks in the words themselves which show their

relation to each other, or, point out either their con.

cordance of their government in a sentence. But if

these be disadvantages in a compound language, they

are balanced by the advantages which attend it, par

uicularly by the number and variety of words by

which such a language is commonly enriched . Few

languages are more copious than the English . In all
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grave subjects especially, historical, critical, political,

and moral , no complaint can justly be made of the

barrenness of our tongue. We are rich too in the lan

guage of poetry ;our poetical style differs widely frona

prose, not with respect to numbers only, but in the

very words themselves ; which proves whát a com

pass and variety of words we can select and employ,

suited to different occasions. Herein we are infinite

ly superior to the French, whose poetical language, if

it were not distinguished by rhyme, would not be

known to differ from their ordinary prose . Their

language,however,surpassesours in expressing what

ever is delicate, gay , and amusing . It is, perhaps, the

happiest language for conversation in the known

world ; but for the higher subjects of composition ,

theEnglish is justly considered as far superior to it.

The flexibility of a language , or its power of be

coining either grave and strong , or easy and flowing,

or tender and gentle , or pompons and magnificent, as

occasions require , is a quality of great importance

in speaking and writing. This depends on the co

piousness of a language ; the different arrangements

of which its words are susceptible ; and the variety

and beauty of the sounds of its words: The Greek

possessed these requisites in a higher degree than

any other language. It superadded the graceful vari

ety of its different dialects ; and thereby readily as

symed every kind of character, an auihor could wish ,

from the most simple and faniiliar, to the mostmajes

tick The Latin , though very beautiful, is inferior in

this respect to the Greek. It has more of a fixed

character of stateliness and gravity ; and is supported

by a certain senatorial dignity, of which it is dificult

F
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for a writer to divest it. Among modern tongnies,

the Italian possesses much more flexibility than the

French ; and seems to be on the whole the most per

fect of all the modern dialects which have arisen out

of the ruins of the ancient. Our language, though

unequal to the Italian in flexibility, is not destitute

of a considerable degree of this quality . Whoever

considers the diversity ofstyle in some ofour best wri

ters, will discover in our tongue such a circle of ex

pression, such a power of accommodation to the vari

ous tastes of men, as redounds much to its honour.

Our language has been thought to be very deficient

in harmony ofsound ; yet the melody of its versifica

tion, its poirer of supporting poetical numbers, with

out the assistance of rhyme, is a sufficient proof, that

it is far from being unharmonious. Eventhe hissing

sound of which it has been accused, obtains less fre

quently , than has been suspected. For in many

words, and in the final syllables especially , the letter

s has the sound of zo which is one of the sounds on

which the ear rests with pleasure ; as in has, these,

ioves, hears, & c .

It must however be admitted , that smoothness is

net the distinguishing property of the English tongue.

Strength and expressiveness, rather than grace and

melody, constitute its character. It possesses also

the property ofbeing the most simple ofall the Euro

pean dialects in its form and construction . It is free

from the intricacy of cases, declensions, modes and

tenses. Its words are subject to fewer variations

from their original form , than those of any other lan

guage. Its nouns have no distinction ofgender, ex.

cept what is made by nature ; and but one variation in

case. Its adjectives admit nochange, except what ex
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presses the degreeofcomparison . Its verbs, instead

ofthe varieties of ancient conjugation , admit only four

or five changes in termination. A few prepositions

and auxiliary verbs effect all the purposes of signifi

cancy ; while the principal words for the most part

preserve their form enaltered . Hence our language

acquires a simplicity and facility, which are the cause

of its being frequently written and spoken with inac .

curacy . Weimagine that a competent skill in it may

be acquired without any study ; and that in a syntax

so narrow and limited as ours, there is nothing which

requires attention . But the fundamental rulesof syn .

tax are common to the English and to the ancient

tongues ; and regard to them is absolutely requisite

for writing or speaking with propriety .

Whatever be the advantages or defects of our kn .

guage, it certainly deserves in thehighest degree, cui

study and attention, The Greeks and Romansin the

meridian of their glory, bestowed the highest cultiva

tion on their respective languages. The French and

Italians have employed much study upon theirs ; and

their example is worthy of imitation . For, whatever

knowledge may be gained by the study of other lan

guages, it can never be communicated with advantage,

unless by those who can write and speak their own

language with propriety. Let the matter of an author

be ever so good and useful, his compositions will al

ways suffer in the publick esteein , iſ his expression

be deficient in purity or propriety . At the same

time, the attainment of a correct and elegant style is

an object which demands application and labour. It

any one suppose he can catch it merely by the ear, or

acquire it by a perusal of some of our good authors,

he will be much disappointed: The many grammat
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çical errors, the many impure expressions, which are

found in authors who are far from being contempti.

ble, demonstrate that a careful study of our language

is previously requisite for writing it with propriety,

purity, and elegance.

Style, Perspicuity, and Precision .

STYLE is thepeculiar ranner in which a man

expresses his thoughts by words. It is a picture of

the ideas in his mind, and of the order in which

they there exist.

The qualities of a gösd style inay be ranged under

exo heads, perspicuity and ornament. It will readily

se admitted , that perspicuity is the fundamental qual

ity of a good style . Withoutthis,the brightest orna

ments only glimmer through the dark, and perplex

instead of pleasing the reader. If we be forced to fol

low a writer with much care ; to pause , and to read

over his sentences a second time, in order to under

stand them fully, he will not please us long. Men

are too indolent to relish so much labour. Though

they may pretend to admire an author's depth, after

they hare discovered his meaning, they will seldomi

be inclined to look a second time into his book.

Perspicuity requires attention , first to single words

and phrases, and then to the construction of senten

When considered with respect to words and

phrases, it requires these three qualities, purity , firo

priety, and precision .

Purity and propriety of language are often used

indiscriminately for each other ; and indeed they are

ces.
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very nearly allied . A distinction , however, obtains

between them . Purity is the use of such words and

constructions as belong to the idiom of a particular

language, in opposition to the words and phrases

which are imported from other languages, or which

are obsolete, or newly coirfed , or employed without

proper authority. Propriety is the choice of such

words as the best and most established usage has

appropriated to those ideas which we intend to ex

press by them . It implies a correct and happy appli

.cation of them , in opposition to vulgar or low ex

pressions, and to words and phrases less significant

of the ideas we intend to convey. Style may be

pure , that is, it may be strictly English without Scot

ticisms or Gallicisms , or ungrammatical expressions

of any kind, and yet be deficient in propriety . The

words may be illy selected ; not adapted to the sub

ject, nor fully expressive of the author's meaning.

Hetook them indeed from the general mass ofEng

lish words ; but his choice was made without skill.

But style cannot be proper without being pure ; it is

the union of purity and propriety, which renders it

' graceful and perspicuous.

The exact meaningof precision may be learnt from

the etymology of the word. It is derived from fire

cidere," to cut off ; and signifies retrenching all eu

perfluities, and pruning the expression in such man

ver ; as to exhibit neither inore nor less than the ideas

intended to be conveyed .

Words, employed to express ideas, may be faulty

in three respects. They may either not express the

ideas which the author means,but some others which

are only related ; or they may express those ideas, bet

F 2
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not completely ; or they may express them together

with something more than he intends. Precision is

opposed to these three faults ; but particularly to the

last, into which feeble writers are very apt to fall.

They employ a multitude of words to make them

selves understood , as they think, more distinctly ;

but they only confound the reader. The image,

as they place it before you , is always seen double.

When an author tells us of his hero's courage in the

day of battle ; the expression is precise, and we un

derstand it fully. But if, from a desire of multi

plying words, he praise his courage and fortitude ;

at the moment he joins these words together, our

idea begins to waver. Hé intends to express one

quality more strongly ; but he is in fact expressing

two . Courage resists danger ; fortitude supports pain .

The occasions of exerting these qualities are differ

ent ; and, being led to think ofboth together, when

only one of them should engage attention , our view

is rendered unsteady , and our conception of the ob

ject indistinct .

The great source of a loose style, the opposite of

precision , is the injudicious use of words called synon .

imous. Scarcely in any language are there two words

that convey precisely the same idsa ; and a person ,

perfectly acquainted with the propriety of the lan

guage, will always be able to observe something by

which they are distinguished. In our languagemany

instances may be given of difference in meaning

among words, reputed synonimous ; and, as the sub

ject is iinportant, we shall point out a few of them.

Surprised, astonished , amazed, confounded. We are

surprisest at what is new or unexpected ; we are as

tonished at what is vast or great ; we are amazed at
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what is incomprehensible ; we are confounded by a

what is shocking or terrible .

Pride, vanity . Pride makes us esteem ourselves ;

vanity makes us desire the esteem of others.

Haughtiness, disdain . Haughtiness is founded on

a high opinion of ourselves; disdain on a low opinion

of others .

To weary , to fatigue. Continuance of the same

thing wearies us ; labour fatigues us . A man is

wearied by standing ; he is fatigued by walking.

Toabhor,to detest. To abhor imports simply strong

dislike ; to detest imports likewise strong disapproba

tion . We abhor being in debt ; we detest treachery.

To invent, to discover . Weinvent things which are

new , we discover what is hidden . Galilæo invented

the telescope ; Harvey discovered the circulation of

ihe blood .

Entire, complete. A thing is entire , when it wants

none of its parts ; complete , when it wants none of

the appendages - which belong to it . A man may

occupy an entire house ; though he have not one

complete apartment.

Enough, sufficient. Enough relates to the quantity ,

which we wish to have of a thing. Sufficient relates

to the use that is to be made of it . Hence enough

commonly signifies a greater quantity than sufficient

does. The covetous man never has enough ; though

he has what is sufficient for nature .

These are a few among many instances of words in

our language, which by careless writers are apt tobe

mistaken for synonimous. The more the distinction

in the meaning of such words is regarded, the more

accurately and forcibly shall we speak and write ... '
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Structure of Sentences.

A PROPER construction of sentences is of

such importance in every species of composition , that

we cannot be too strict or minute in our attention to

it . For, whatever be the subject, if the sentences be

constructed in a clumsy, perplexed , or feeble manner,

the work cannot be read with pleasure, or even with

profit. But by attention to the rules which relate to

this part of style we acquire the habit of expressing

ourselves with perspicuity and elegance ; and if a dis

order happen to arise in some of our sentences, we

immediately see where it lies, and are able to recti

fy it .

The properties most essential to a perfectsentence

are the four following. l . Clearness. 2. Unity .

3. Strength . 4. Harmony.

Ambiguity is opposed to clearness, and arises from

two causes ; either from a wrong choice of words, of

a wrong collocation of them . Of the choice of words,

as far as regards perspicuity ,we have already spoken.

Of the collocation of them we are now to treat . From

the nature of our language a capital rule in the ar

rangement of our sentences is, that words or mem

bers most nearly related, should be placed as near to

each other as possible, that their mutual relation may

clearly appear . This rule is frequently neglected

even by good writers. A few instances will show

both its importance and application .

In the position of adverbs, which are used to qualify

the signification of something which either precedes
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or follows them, a great deal of nicety is to be observ.

ed . “ By greatness,” says Addison, “ I do not only

mean the bulk of any single object, but the large

“ ness of a whole view ." Here the place of the ad

verb only makes it limit the word mean ,
ri I do not

“ only mean. " The question may then be asked,

What does he more than mean ? Had it been placed

after bulk , still it would have been wrong , for it might

then be asked, What is meant beside the bulk ? Is it

the colour, or any other property ? Its proper place is

after the word object : “ By greatness I do notmean

« the buik of any single object only ;" for then, when

it is asked , What does he mean more than the bulk

of a single object ; the answer comes out precisely as

the author intends, the largeness of a whole view ."

“ Theisn ," says Lord Shaftesbury , “ can only be op

posed to polytheism or atheism ,'' It may be asked

thein." Is theism capable of nothing else, exceptbeing

oriosed to polytheism or atheism ?" This is what the

words literally mean through the improper colloca

tion of only . He ought to have said, " Theism canbe

“ opposed only to polytheism or atheism . " Inaccu

racies of this kind occasion little ambiguity in com

mon discourse , because the tone and emphasis, used

by the speaker generally make the meaning perspicu

But in writing, where a person speaks to the

eye , he ought to be more accurate ; and so to connect

adverbs with the words they qualiſy , that his meaning

cannot be mistaken on the first inspection .

When a circumstance is interposed in the middle

of a sentence, it sometimes requires attention to place

it in such a manner as to divest it of all ambiguity.

For instance, “ Are these designs, " saysLord Boling.

Ous .
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broke, " which any man , who is born a Briton, in any

as circumstances, in any situation , ought to be asham

“ ed or afraid to avow ?” Here we are in doubt whe.

ther the phrases, " in any circumstances, in any situ

ation , " be connected with “ a man born in Britain ;"

or with that man's “ avowing his designs." If the

latter, as seems most likely, was intended to be the

meaning, the arrangement ought to be this, “ Are

" these designs, which any man who is born a Briton,

ought to be ashamed or afraid in any circumstan

ces, in any situation , to avow ? ”

Still more attention is requisite to a proper disposi

tion of the relative pronouns who, which, wiat, whose 3

and of all those particles which express the connexe

ion of the parts of speech . As all reasoning depends

upon this connexion , we cannot be too accurate with

regard to it . Asmall error may obscurethe meaning

of a whole sentence ; and even where the meaning

is apparent, yet if these relatives be misplaced, we

always find something awkward and disjointed in the

structure of the period. The following passage in Bi

shop Sherlock's Sermons will exemplify these observa

tions : “ It is folly to pretend to arm ourselves against

* the accidents of life, by heaping up treasures which

u pothing can protect us against, but the good provi .

dence of our heavenly Father . ” Which grammatic

ally refers to the immediately preceding noun , which

here is " treasures ; " and this would convert the whole

period into nonsense. The sentenceshould have been

thus constructed : “ It is folly to pretend, by heaping

up treasures; to arm ourselves against the accidents

of life, against which nothing can protect us, but

6 the good providence of our heavenly Father ."
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We now proceed to thesecond qualityof a wellar

ranged sentence, which we termed its unity. This

is a capital property . The very nature of a sentence

implies one proposition to be expressed . It may con

sist of parts ; but these parts must be so closely bound

together, as to make an impression of one object only

upon the mind.

To preserve this unity, we must first observe, that

during the course ofthe sentence the subject should

be changed as little as possible. There is generally

in every sentence some person or thing which is the

governing word . This should be continued so , if

possible from the beginning to the endofit . Should

a man express himself in this manner : “ After we

6 cametoanchor, they putmeon shore, where Iwas

« saiutedby all iny friends, who received me withthe

“ greatest kindness”—Though the objects in this

sentence are sufficiently connected ; yet by shifting

so often the subject and person , we, they, I, and whwo ,

they appear in so disunited a view, that the sense and

connexion are nearlylost. The sentence is restored

to its proper unity by constructing it thus ; Having

" come to anchor, I was put on shore, where I was

" saluted by all myfriends, who received me with the

“ greatest kindness.""

The second rule is , never crowd into one sentence

ideas, which have so little connexion , that they might

well be dividedinto twoormore sentences. Violation

of this rule never fails to displease a reader. Its effect

indeed is so disgusting, that of the two it is the safest

extreme, to err by rather too many short sentences,

than by one, that is overloaded and confused. The

following sentence from a translation of Plutarch will
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3

justify this opinion : “ Their march , ” says the author ,

speaking of the Greeks, “ was through an uncultivat

“ ed country, whose savage inhabitants fared hardly,

“ having no other riches than a breed of lean sheep,

* « whose flesh was rank and unsavoury by reason of

u their continual feeding upon sea fish. ” Here the

subject is repeatedly changed. The march of the

Greeks, the description of the inhabitants , through

whose country they passed , the account of their sheep ,

and the reason of their sheep being disagreeable food,

make a jumble of objects, slightly related to each

other, which the reader cannot without considerable

difficulty comprehend in one view.

The third rule for preserving the unity of a sen

tence is, keep clear of parenthesis in the middle of it.

These may on some occasions have a spirited appear

ance, as prompted by a certain vivacity of thought,

which can glance happily aside, as it is going along.

But in general their effect is extremely bad ; being

a perplexed method of disposing of some thought,

which a writer has not art enough to introduce in its

proper place . It is needless to produce any instances,

as they occur so frequently among incorrect writers.

The fourth rule for the unity of a sentence is, bring

it to a full and perfect close . It needs not to be ob

served that an unfinished sentence is no sentence with

respect to grammar. But sentences often occur,which

are more than finished . When we liave arrived at

what we expected to be the conclusion ; when weare

come to the word, on which the mind is naturally led

to rest ; unexpectedly some circumstance is added ,

whichought to have been omitted, or disposed of else

where . Thus, for instances in the following sentence
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from Sir William Temple the adjection to the sentence

is entirely foreign to it. Speaking of Burnet's Theory

of the Earth, and Fontenell's Plurality of Words ;

“ The first, ” says he, " could not end his learned trea

« tise without a panegyrick of modern learning in com

“ parison of the ancient ; and the other falls so grossly

" into the censure of the old poetry, and preference of

6 the new , that I could not read either ofthese strains

“ without some indignation ; which no quality among

men is so apt to raise in me, as self sufficiency .',

the word " indignation" concludes the sentence ; for

the lastmember is added after the proper close .

65

Structure of Sentnnces .

We now proceed to the third quality of a

correct sentence,which w termed Strength. By this

is meant such a disposition ofthe several words and

members as will exhibit the sense to the best advan

tage ; as will sender the impression , which the period

is intended to make, most full and complete ; and

give every word and every member its due weight and

force. To the production of this effect, perspicuity

and unity are absolutely necessary ; but

requisite . For a sentence may be cleara sit may

also be compact, or have the requisite unity ; and

yet, by some unfavourable circumstance in the struc

ture, it may fail in that strength or liveliness of im

pression, which a more happy collocation would pro

duce.

more is
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The first rule for promoting the strength of a sen

tence is, take from it all redudant words . Whatev.

cr can be easily supplied in the mind ,is better omitted

in the expression ; thus, " Content with serving a tri

“ umph, he refused the honour of it, ” is better than

“ being content with deserving a triumph , he refused

" the honour ofit.” It is one of the most useful'exer.

cises on reviewing what we have written , to contract

that circuitous mode of expression , and to cut off

those useless excescences which are usually round in

a first draught. But we must be cautious of prun

ing so elosely, as to give a hardness and dryness to the

style. Some leaves must be left to shelter and adorn

the fruit.

As sentences should be cleared of superflous words,

so also of superfluous members. Opposed to this is

the fault we freqnently meet, the last member of a

period being only a repetition of the former in a dif

ferent dress. For example,speaking ofbeauty, “ The

very first discovery of it," says Addon , strikes

* the mind with invard joy, and spreads delight

“ through all its faculties . " In this instance scarcely

any thing is added by the second member of the sen.

tence to what was expressed in the first. Though the

flowing style ofAddison may palliate such negligence,

yet it is generally true, that language divestedof this

prolixity is more strong and beautiful.

The second rule for promoting the strength of a

sentence is, pay particular attention to the use offcop

nlative, relatives, and particles, employed for transi

tion and connexion . Some observations on this sub

ject, which appear useful, shall be mentioned .

GC
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1

Whatis termed splitting ofparticles, or separating a

preposition from the noun which it governs, is ever

to be avoided . For example, " Through virtue bor .

5 rowsno assistance from , yet it may often be ac .

“ companied by , the advantages of fortune." In such

instances we suffer pain from the violent separation of

two things, which by nature are closely united.

The strength of a sentence is much injured by an

unnecessary multiplication of relative demon

strative particles. If a wricer say , " there is nothing

« wlich disgusts me sooner than the emty pciap of

« language ;" he expresses himself less forcibly, than

if he bad said , “ Nothing disgusts ine sooner than

" the empty pompof language. ” The former inode

of expression in the introduction of a subject, or in

laying down a proposition , to which particular atten .

tion is demanded , is very proper ; but in ordinary

discourse the latter is far preferable.

With regard to the relative we shall only observe ,

that in conversation and epistolary writing it may lie

omitted ; but in compositions of a sericus or dignified

kind it should constantly be inserted .

On the copulative particle and , which occurs so of

ten , several observationsare to be made. It is evident,

that an unnecessary repetition of it enfeebles style.

By omitting it we often make a closer connexion , a

quicker succession of objects, than when it is inserted

between them . “ Veni, vidi, vici , ” expresses with

more spirit the rapidity of conquest, than if connect

ing particles had been used. When , however, we

wish to prevent a quick transition from one object to

another ; and when enumerating objects which we

wish to appear as distinct from each other as possi
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ble ; copulatives may be multiplied with peculiar ad

vaſtage. Thus Lord Bolingbroke says with proprie

ty, “ Such a man might fall a victim to, power ; but

“ truth , and reason , and liberty , would fall with him,"

The third rule for promoting the strength of a sen

tence is, dispose of the principal word or words in that

part of the sentence, where theywill make the most

striking impression . Perspicuityought first to be stud

ied ; and the nature of our language allows no great

liberty of collocation . In general the important words

ard placed at the beginning ofa sentence . Thus Mr.

Addison : " The pleasures ofthe imagination , taken

k in their full extent, are not so gross as those of

* sense ; nor so refined as those of the understand

“ ing ." This order seems to be the most plain and

natural . Sometimes, however when we propose giv .

ing weight to a sentence it is useful to suspend the

meaning a liule, and then to bring it out fully at the

close. “ Thus, " says Pope, “ on whatever side we

contemplate Homer, what principally strike us is

his wonderful invention ."

The fourth rule for promoting the strength of sen

tences is, make the members ofthem go on rising in

their importanee one aboveanother. This kind of ar

rangement is called a climax,and is ever regarded as

a beauty in composition. Why it pleases is sufficient

ly evident. In all things we love to adrance to what

is more and more beautiful rather than to follow a

retrogade order . Having viewed some considerable

object, we cannot withont pain descend to an infe

riour circumstance , “ Cavendum est,” says Quintilian ,

" ne decrescat oraio , et foetior subjungatur aliquid infir

es mius." A weaker assertion should never follow a
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stronger one ; and , when a sentence consists of two

members, the longest should in general be the con :

cluding one. Periods, thus divided, are pronounced

more easily ; and , the shortest memberbeing placed

first, we carry it more readily in our memory, as we

proceed to the second, and see the connexion of the

twomore clearly. Thus to say, “ When our passions

“ haveforsaken us, weflatter ourselveswith the belief

that we have forsaken them ," is both more grace

ful and more perspicuous, than to begin with the

longest part of the proposition : « We flatter our.

« selves with the belief that we have forsaken our pas

“ sions, when they have forsaken us. "

The fifth rule for constructing sentences with

strength is, avoid concluding them with an adverb , a

preposition , or any significant word . By such con

clusions style is always weakened and degraded .

Sometimes, indeed, where the strains and significancy

rest chiefly upon 'words of this kind, they ought to

have the principal place allotted them. No fault, for

example can be found with this sentence of Boling

broke : “ In their prosperity my friends shall never

“ hear of me ; in their adversity always ;" where

never and always, being emphatical words, are so

placed as to make a strong impression . But, when

these inferiour parts of speech are introduced , as cir

cumstances, or as qualifications of more important

words, they should always be disposed of in the least

conspicuous parts of the period .

We shouldalways avoid concluding a sentence or

member with any of those particles which distinguish

che cases of nouns ; as, of, 10 , from , with, by. Thus it

is much better to say, « Avarice is a crime, of which

G 2
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“ wise men are often guilty,” than to say , “ Avarice

“ is a crime which wise men are often guilty of."

This is a phraseology which all correct writers shun .

A complex verb , compounded of a simple verb and

a subsequent preposition , is also an ungraceful con

clusion of a period ; as, bring about, clear up ,give over,

and many others of the same kind ; instead of which ,

if a simple verb be employed, it will terminate the

sentence with more strength . Even the pronounit,

especially when joined with some of the prepositions,

as, with it, in it, to it, cannot without violation of

grace be the conclusion of a sentence. Anyphrase,

which expresses a circumstance only , cannot conclude

a sentence without great inelegance. Circumstances

indeed are like unshapely stones ina building, which

try the skill of an artist where to place them with

the least offence . We should not crowd too many

of thein together ; but rather intersperse them in dif

ferent parts of the sentence, joined with the principal

words on which they depend. Thus, for instance,

when Dean Swift says, “ What I had the honour of

“ mentioning to your lordship sometime ago in con

« versation , was not a new thought ; " these two cir

cumstances, some time ago and in conversation , which

are joined , would have been better separated thus :

16 What I had the honour some time,ago of mention

“ ing to your lordship in conversation .”

The sixth and last rule concerning the strength ofa

sentence is this , in the members of it, where two

things are compared or contrasted ; where either re

semblance or opposition is to be expressed ; some re

semblance in the language and construction ought to

be observed. The following passage from Pope'spre .
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face to his Homer beautifully exemplifies this rule .

" Homer was the greater genius ; Virgil the better

« artist , in the one we admire the man ; in the other

* the work . Homer hurries us with a commanding

“ impetuosity ; Virgil leads uswith an attractive ma

“ jesty. Homer scatters with a generous profusion ;

* Virgil bestows with a careful munificence. Homer,

" like the Nile , pours out his riches with a sudden

6 overflow ; Virgil, like a river in its banks, with
6

constant stream . When we look upon their ma

" chines,Homerseems like his ownJupiter in hister

rors, shaking Olympus, scattering lightnings, and

k firingthe heavens. Virgil like thesame power in

“ his benevolence , counselling with the gods, laying

" plans for empires, and ordering his whole creation."

Periods, thus constructed,when introduced withpro

priety, and nottoo frequently repeated , have a sensi

ble beauty. But,if such a construction be aimed at in

every sentence, it betrays into a disagreeable unifor

mity, and produces a regular jingle in the period ,

which tires the ear, and plainly discovers affectation .

Structure of Sentences .... Harmony.

HAVING considered sentences with regard

to their meaning under the heads of Perspicuity,

Unity, and Strength ; we shall now consider them

with respect to their sound.

In the harmony ofperiods two things are to be con

sidered . First, agreeable sound or modulation in gene

ral,withoutany particular expression. Next,the sound
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so ordered as to become expressive of the sense. The

first is the more common ; the second the superiour

beauty .

The beauty of musical construction depends upon

the choice and arrangementof words. Those words

are most pleasing tothe ear, which are composed of

sinooth and liquid sounds, in which there is a proper

intermixture of vowels and consonants without too

many harsh consonants , or too many open vowels in

succession . Long words aregenerallymore pleasing

to the ear than monosyllables ; and those are themost

musical, which are not wholly composed of long and

short syllables, but of an intermixture of them ; such

as delight, amuse , velocity , celerity, beautiful, impetu .

osity. . If the words, however, which composea sen .

tence, be ever so well chosen and harmonious ; yet, if

they be unskilfully arranged, its music is entirely lost.

As an instance of a musical sentence, we may take

the following from Milton : 16 We shall conduct you

“ to a hill side, laborious indeed at the first ascent ;

“ but else , so smooth, so green, so full of goodly

• prospects and melodious sounds on every side, that

“ the harp of Orpheus was not more charming."

Every thing in this sentence conspires to render it

harmonious. The words are well chosen ; laborious,

smooth, green , goodly, melodious, charming ; and so

happily arranged, that no alteration can be made

without injuring the melody.

There are two things on which the musick ofa sen

tence principally depends ; these are , theproper dis

tribution of the several members of it, and the close

or cadence of the whole.
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First thedistribution ofthe severalmembers should

be carefully regarded . Whatever is easy to the or

gans of speech, is always grateful to the ear. While

a period advances, the termination of each member

forms a pause in the pronunciation ; and these pauses

should be so distributed, as to beara certain musical

proportion to each other. This will be best illustrat

ed by examples. " This discourse concerning the easi

ness of God'scommands does allalong suppose and

" acknowledge the difficultiesofthe first entrance up

on a religious course ; except only in thse persons

« whohave had the happinessto be trained up to relig .

ion by the easy and insensible degrees ofa pious and

« virtuous education ." This sentence is far from be

in harmonious, owing chiefly to this, that there is but

one pause in it , by which it is divided into two menia

bers ;each of which is so long as to require a consid

erable stretch ofbreath in pronouncing it. On the

contrary ,let us observe the grace of the following pas

sage from Sir William Temple, in which he speaks

sarcastically of man. " But, God be thanked , his

“ pride is greater than his ignorance ; and what he

"Wants in knowledge. he supplies by sufficiency.

When he has looked about him as far as he can ,

6 he concludes there is no more to be seen ; when he

6 is at the end of his line,heis at the bottom ofthe

“ ocean ; when he has shot his best,he is sure

" ever did , or ever can shoot better, or beyond it.

« His own reason he holds to be the certain measure

" of truth ; and his own knowledge, of what is possi.

“ ble in nature.''Here every thing is atonce easy to

the breath , and greatful to the ear.
Wemust how .

none
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ever observe, that if composition abound with sen

tences which have toomany rests , and these placed

at intervals apparently measured and regular, it is

apt to savour of affectation .

The next thing which demands attention, is the

close or cadence of the period. The only important

rule, which can herebe given, is this, when we aim

at dignity or elevation , the soundshould increase to

the last ; the longest members of the period , and the

fullest and most sonorous words should be reserved.

for the conclusion . As an instance of this the follow

ing sentence of Addison may be given . “ It fills the

“ mind with the largest variety of ideas , converses

" with its objects at the greatest distance ; and conti

“ nues the longest in action without being tired or

u satiated with its proper enjoyments.” Here every

reader must be sensibleof beauty in the just distribu

tion of the pauses, and in the manner of rounding the

period and ofbringing itto a full and harmonious close.

It may be remarked, that little words in the conclu

sion of a sentence are as injurious tomelody, as they

are inconsistent with strength of expression. Amu

sical close in our language seems in general to require

either the last syllable, or the last but one, to be a long

syllable. Words which consist chiefly ofshortsylla

bles, as contráry, particular, retrospect, seldom termi.

nate a sentence harmoniously,unless a previousrun of

long syllables have rendered them pleasing to the ear.

Sentences, however, which are so constructed as to

make the sound always swell toward the end, and rest

either on the last or penult syllable:give a discourse the

tone of declamation . If melody be not varied , the ear

is soon cloyed with it . Sentences constructed in the
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same manner, with the pauses at equal intervals,

should never succeed each other. Short sentences

must be blended with long and swelling ones, to ren

der discourse sprightly as well as magnificent.

We now proceed to treat of a higher species of

harmony ; the sound adapted to the sense . Of this

we may remark tivo degrees. First, the current of

sound suited to the tenor of a discourse. Next, a pe

culiar resemblance effected between some object and

the sounds that are employed in describing it.

Sounds have in many respects an intimate corres

" pondence with our ideas ; partly natural, partly pro

duced by artificial associations . Hence any one mo

dulation of sound continued, stamps on style a certain

character and expression . Sentences, constructed

with Ciceronian fulness, excite an idea of what is im

portant, magnificent, and sedate . But they snit no

violent passion , no eager reasoning, no familiar ad

dress. These require measures brisker, easier, and

often more abrupt. It were as absurd to write a pan

egyrick and an invective in a style of the same cad

ence , as to set the words of a tender love-song to the

tune of a warlike march .

Beside the general correspondence ofthe currentof

sound with the current of thought, a more particular

expression of certain objects by resembling sounds

may be attempted . In poetry this resemblance is

chiefly to be sought. It obtains sometimes indeed in

prose composition ; but there in an inferiour degree .

The sounds of words may be employed for repre

senting chiefly three classes of objects ; first, other

sounds ; secondly , motions; and thirdly , the emotions

and passions of the mind .
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In most languages the names of many particular

sounds are so formed , as to bearsome resemblance

of the sound which they signify ; as with us the

whistling of winds, the buzz and hum of insects, the

hiss of serpents, and the crash of falling uimber ; and

many other instances, where the name is plainly

adapted to the sound it represents. A remarkable

example of this beauty may be taken from two passa

ges in Milton's Paradise Lost ; in one of which he

describes the sound, made by the opening of the

gates of hell ; in the other, that made by the opening

of the gates of heaven . The contrast between the

two exhibits to great advantage the art of the poet.

The first is the opening of hell's gates ;

On a sudden open fly

With impetuous recoil and jarring sound

Th ' infernal doors ; and on their hinges grate

Harsh thunder .

Observe the smoothness of the other ;

Heaven open'd wide

Her ever during gates, harmonious sound !

On golden hinges turning

In the second place the sound of words is frequent

ly employed to imitate motion ; as it is swift or

slow , violent or gentle, uniform or interrupted, easy

or accompanied with effort. Between sound and

motion there is no natural affinity ; yet in the imag

ination there is a strong one ; as is evident from the

connexion between musick and dancing.

can therefore give us a lively idea of the kind ofmo

tion he would describe, by the help of sounds which

The poet
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in our imagination correspond with that motion.

Long syllables naturally excite an idea of slowmotion ;

as in this line of Virgil ,

Olli intersesemagna vibrachia tollunt .

A succession of short syllables gives the impression

of quick motion ; as,

Sed fugit interea, fugit irreparabile tempus .

The works of Homer and Virgil abound with in

stances of this beauty ; which are so often quoted and

so wellknown, that it is unnecessary to producethen .

The third set of objects,which the sound of wordsis

capable of representing, consists of emotions and pas

sions of the mind . Between sense and sound thero

appears to be no natural resemblance. But if the ar

rangement of syllables by their sounds alone recallone

set of ideas more readily than another, and dispose

the mind for entering into that affection which the

poet intends to raise ; such arrangement may with

propriety be said to resemble this sense . Thus, when

pleasure , joy , and agreeable objects are described by

one who feels his subject, the language naturally

runs in smooth , liquid, and flowing numbers .

-Namque ipsa decoram

Czesariem nato genetrix, fumenque juventæ

Purpureum , et lætos oculis afflarat honores .

Brisk and lively sensations exact quicker and more

animated numbers.

-Juvenum manus emicat ardens

Littus in Hesperium .



ORIGIN AND NATURE

Melancholy and gloomy subjects are naturally con

nected with slow measures and long words.

In those deep solitudes and awful cells

Where heavenly pensive contemplation dwells.

Abundant instances of this kind are suggested by a

moderate acquaintance with good poets, either ancient

or modern.

Origin and Nature of Figurative

Language.

FIGURES maybe described to be that language

which is prompted either bythe imagination or passions.

They are commonly divided by rhetoricians into two

great classes, figures of words, and figures ofthought.

The former are commonly called tropes andconsist in

a word's being used to signify something differentfrom

its original meaning. Hence, if the word be changed

the figure is destroyed. Thus, for instance, “ light

bi ariseth to the upright in darkness . " Here the trope

consists in “ light and darkness " not being taken liter

ally , but substituted for comfort and adversity ; to

which conditions oflife they are supposed to bear some

resemblance. The other class, termed figures of

thought, supposes the figure to consist in the senti

ment only, while the words are used in their literal

sense ; as in exclamations, interrogations, apostro

phes , and comparisons ; where , though the wordsbe

varied , or translated from one language into another,

the same figure is still preserved. This distinction
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however is of small importance ; as practice cannot

be assisted by it ; nor is it always very perspicuous.

Tropes are derived in partfrom the barrenness of

language ; but principally from the influence, which

the imagination has overall language. Theimagina.

tion never complates any one idea or object as sin

gle and alone, but as accompanied by others which

may be considered asits accessories. These accesso

ries often operate more forcibly upon the mind, than

the principal idea itself. They are perhaps in their

nature more agreeable, or more familiar to our con

ceptions ; or remind us of a greater variety of import

ant circumstances . Hence the name of the accessory

or correspondent idea is substituted ; although the

principal has a proper and well known name of its

own. Thus, for example , when we design to

point out the period in which a state enjoyed most

reputation or glory , we might esily employ the prop

er words for expressing this, but as this in our imag

ination is readily connected with the flourishing peri

od of a plant or tree, we prefer this correspondent

idea and say, “ The Roman Empire flourished most

“ under Augustus.” The leader of a faction is a plain

expression ; but, because the head is the principal part

of the human body, and is supposed to direct all the

animaloperations ; resting on this resemblance, we

say , 6 Catiline was the head of his party."

We shall now examine, why tropes and figures con.

tribute to the beauty and grace ofstyle . By them lan

guage is enriched, and made more copious. Henee

words and phrases are multiplied for expressing all

sorts of ideas ; for describing even the sinallest differ

ences ; the nicest shades and colours of thought ;
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which by proper words alone cannot possibly be ex

pressed. They also give dignity to style, which is de

graded by the familiarity of common words. Figures

have the same effect on language, that a rich and

splendid apparel has on a person of rank and dignity.

In prose composition assistance of this kind is often

fequisite ; to poetry it is essential. To say,
" the sun

“ rises,” is common and trite ; but itbecomes a mago

nificent image, as expressed by Thompson :

Sut yonder comes the pow'rful king of day

Rejoicing in the east.

܀ܳܕ

Figures furnish thepleasure of enjoying two objects

presented at the same time to our view, without con

fusion ; the principal idea togetherwith its accessory ,

* hich gives it the figurative appearance . When, for

example, instead of youth , " we say, " the morning

" of life ; ” the fancy is instantly entertained with all

the corresponding circumstances between these two

objests. At the same instant we behold a certain pe

riod of human life, and a certain time of the day so

connected , that the imagination plays between them

with delight, and views at once two similar objects

without embarrassmert.

Figures are also attended with the additional advan

tage of giving us a more clear and striking view of

the principal object, than if it was expressed in sim .

ple terms and freed from its accessory idea. They

exhibit the object , on which they are employed, in a

picturesque from ; they rénder an abstract conception

in some degree an object of sense ; they surround it

with circuinstances,which enable the mind to lay hold

of it steadily, and to contemplate it fully. By a well
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adapted figure, even conviction is assisted, and a truti

is impressed upon the mind with additional liveliness

and force. Thus in the following passage of Dr.

Young : “ When we dip too deep in pleasure, we

always stir a sediment, that renders it impure and

6 noxious." . When an image presents such a resem

blance between a moral and sensible idea, it serves like

an argument from analogy, to enforce what the au

thor advances , and to induce belief.

All tropes being founded on the relation which one

object bears to another, the name of one may !ribe

substituted for that of the other ; and by this the

vivacity ofthe idea is generally increased . The rela :

tion between a cause and its effect is one of the first

and most obvious. Hence the cause is sometimes

figuratively put for the effect. Thus Mr. Addison ,

writing of Italy, says,

Blossoms, and fruits , and flowers, together rise ,

And the whole year in gay confusion lies .

Here the “ whole year" is plainly meant to signify

the productions of the year. The effect is also often

put for the cause ; as “ grey hairs ” for “ old age,"

which produces grey hairs ; and “ shade," for the

" trees,” which cause the shade. The relation be

tween the container and the thing contained is so in

timate and apparent, as naturally to give rise to tropes .

-Ille impiger hausit

Spumantem pateram , et pleno se proluit auro .

Where it is obvious, that the cup and gold are put

for the liquor, contained in the golden cup .
The

name of a country is often used to signify its inhabit

2 M
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ants . To pray for the assistance of Heaven is the

same with praying forthe assistance of God , who is in

heaven . The relation between a sign and the thing

signified is another source of tropes. Thus,

Cedant arma togæ ; concedat jaurea linguæ .

Here the “ toga, " which is the badge of the civil

professions, and the “ Jaurel,” that of military hon

ours, are each of them put for the civil and military

characters themselves. Tropes, founded on these

several relations of cause and effect, container and

contained , sign and thing signified, are called by the

name of metonymy.

When a trope is founded on the relation between

an antecedent and its consequent, it is called a meta

lepsis ; as in the Roman phrase, “ suit,” or “ vixit, "

to signify that one was dead . “ Fuit Ilium et ingens

- gloria Teucrum " expresses that the glory of Troy

is no more.

When the whole is put for a part, or a part for the

whole ; a genus for a species, or a species for a genus ;

the singular number for the plural , or the plural for

the singular ; in general, when any thing less, or any

thing more, is put for the precise object meant ; the

figure is then termed a synecdoche. We say, for in

stance, “ A fleet of so many sail," instead of so many

ships ;” we frequently use the “ head ” for the sper.

“ son ,” the “ pole ” for the 6 earth ," the “ waves" for

the “ sea. ” An attribute is often used for its subject;

as, “ youth and beauty " for the “ young and beauti,

ful ; ” and sometimes a subject for its attribute . But

the relation by far the most fruitful of tropes, is sima

flitude, which is the sole foundation of metaphox.
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Metaphor.

METAPHOR is founded entirely on the

resemblance which one object bears to another. It

is therefore nearly allied to simile or comparison ;

and is indeed a comparison in an abridged form .

When we say of a great minister, “ he upholds the

6. state, like a pillar, which supports the weight of

« an edifice ,” we evidently make a comparison ; but,

when we say of him , he is the pillar of the state ," it

becomès a metaphor .

Of all the figures of speech none approaches so near

to painting, as metaphor. It gives light and strength

to description ; makes intellectual ideas in some de

gree visible ,by giving them colour, substance and sen

sible qualities . To produce this effect, however, a

delicate hand is requisite ; for by a little inaccuracy

we may introduce confusion instead ofpromoting per

spicuity . Several rules therefore must be given for

the proper management of metaphors .

The first rule respecting metaphors is, they must

be suited to the nature of the subject; neither too nu

merous, nor too gay , nor too elevated for it ; we must

neither attempt to force the subject by the use of them

into a degree of elevation , not congruous to it ' ; nor

on the contrary suffer it to fall below its proper digni

ty. Some metaphors are beautiful in poetry , which

would be unnatural in prose ; some are graceful in

orations, which would be highly improper in historic

al or philosophical composition . Figures are the dress

of sentiment. They should consequently be adapted

to the ideas which they are intended to adorn.
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The second rule respects the choice of objects,

whence metaphors are to be drawn . The field for

figurative language is very wide . All nature opens

her stores and allows us to collect them without re

straint . But we must beware of using such allusions

as raise in the mind disagreeable, mean, low, or dirty

ideas . To render a metaphor perfect, it must not only

be apt, but pleasing ; it must entertain as well as en

lighten . Dryden therefore can hardly escape the im

putation of a very unpardonable breach of delicacy,

when he observes to the Earl of Dorset, that “ some

“ bad poems carry their owners' marks about them ;

* some brand or other on this buttock, or that ear ;

" thac it is notorious who are the owners of the cattle .”

The most pleasing ,metaphors are derived from the

frequentoccurrences of art and nature , or from the

civil transactions and customs of mankind. Thus, how

expressive, yet at the same time how familiar, is the

image whichOtway has put into the mouth of Metel

lus in hisplay of Caius Marius,where he calls Sulpicius

That mad wild bull, whom Marius lets loose

On each occasion , when he'd make Rome feel him ,

To toss our laws and liberties in the air .
ܕ

In the third place a metaphor should be founded on

a resemblance, which is clear and striking, not far

fetched , nor difficult to be discovered . Harsh or forc

ed metaphors are alwaysdispleasing, because they per

plex the reader, and instead of illustrating the thought,

render it intricate and confused . Thus, for instance,

Cowley , speaking of his mistress, expresses himself

in the following forced and obscure verses :



METAPHOR . 93 .

*Woe to her stubborn heart ; if oncemine come

Into the self-sameroom ,

"Twill tear and blow up all within ,

Like a grenado, shot into a magazine .

Then shall love keep the ashes and torn parts

Of both our broken hearts ;

Shall out of both one new one make ;

From her's the alloy , from mine the metal take :

For of her heart he from the flames will find

But little left behind ;

Mine only will remain entire ;

No dross was there , to perish in the fire .

Metaphors, borrowed from any of the sciences,

especially from particular professions, are almost al

ways faulty by their obscurity.

In the fourth place, we must never jumble meta

phorical and plain language together ; never construct

a period so, that part of it must be understood meta

phorically , part literally ; which always,produces con

fusion . The works of Ossian afford an instance of the

fault we are now censuring . " Trothal went forth

6 with the stream of his people, but they met a rock ;

" for Fingal stood unmoved ; broken , they rolled back

“ from his side . Nor did they roll in safety ; the

spear of the king pursued their flight," Themeta

phor at the beginning is beautiful; the " stream,"

the “ unmoved rock ," the “ waves rolling back brok

“ en ," are expressions in the proper and consistent

language of figure; but in the end, when we are told

6 they did not roll in safety, because the spear of the

“ king pursued their flight,” the literal meaning is in

judiciously mixed with the metaphor ; they are at the

same moment presented to us as waves that roll, and

as men that may be pursued and wourded by a spear .

3
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In the fifth place, take care not to make two differ

ent metaphors meet on thesame object. This, which

is called mixed metaphor, is one of the grossest abu

ses of this figure. Shakespeare's expression , for ex

ample, “ to take arms against a sea of troubles," makes

a most unnatural medley, and entirely confounds the

imagination. More correct writers than Shakespeare,

are sometimes guilty of this error. Mr. Addison

says, “ There is not a single view of human nature,

which is not sufficient to extinguish the seeds of

pride.” Here a view is made to extinguish , and to

extinguish seeds.

In examining the propriety of metaphors it is a

good rule to form a picture of them, and to consider

how the parts agree, and what kind of figure the

whole presents , when delineated with a pencil.

Metaphors, in the sixth place, should not be crowd

ed together on the same object. Though each of

them be distinct, yet, if they be heaped on one ano

ther, they produce confusion . The following passage

from Horace will exemplify this observation :

Motum ex Metello consule civicum

Bellique causas , et vitia, et modos,

Ludumque fortunæ , gravesque

Principum amicitas , et arma

Nondum expiatis uncta cruoribus,

Periculosæ plenum opus alex,

Tractas , et incedis per ignes

Suppositos cineri doloso.

This passage, though very poetical, is rendered

harsh and obscure by three distinct metaphors crowd

ed together. First, “arma unct crucribus nondum ,

expiatis :" next , “ ohus plenum periculosa ;” and then ,

" incedis per igned suppositos cincri doloso ."
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The last rule concerning metaphors is, they should

not be too far pursued . For, when theresemblance,

which is the foundation of the figure, is long dwelt

upon, and carried into all its minute circumstances,

an atlegory is produced instead of a metaphor ; the

reader is wearied ,and the discourse becomes obscure .

This is termed straining a metaphor. Dr. Young

whose imagination was more distinguised by strength ,

than delicacyis often guilty of running downhis met

aphors. Speaking of old age, he says, it should

Walk thoughtful on the silent , solemn shore

Of that vastocean it must sail so soon ;

And put good works on board ; and wait the wind

That shortly blows us into worlds unknown .

The two first lines are uncommonly beautiful; but

when he continues the metaphor by “ putting good

« works on board , and waiting the wind,” it is strain

ed , and sinks in dignity.

Having treated of metaphor, weshall conclude this

chapter with a few words concerning allegory .

An allegory is a contiuued metaphor ; as it is the

representation of one thing by another that resembles

it . Thus Prior makes Emma describe her constancy

to Henry in the following allegoricalmanner :

Did I but purpose to embark with thee

On the smooth surface of a summer's sea,

While gentle zephyrs play with prosperous gales,

And fortune's favour fills the swelling sails ;

But would forsake the ship , and make the shore,

When the winds whistle, and the tempests roar ?

The same rules that were given for metaphors,may

be applied to allegories on account of the affinity be
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tween them . The only material difference beside the

one being short and the other prolonged is, that a

metaphor always explains itself by the words that are

connected with it in their proper and literal meaning;

as, when we say, “ Achilles was a lion ;" an able

“ minister is the pillar of the state ." Lion and pillar

are here sufficiently interpreted by the mention of

Achilles and the minister, which are joined to them ;

but an allegory may be allowed to stand less connect

ed with the literal meaning ; the interpretation not

being so plainly pointed out, but left to our own re.

flection .

Hyperbole.

HYPERBOLE consists in magnifying an ob

ject beyond its natural bounds. This figure occurs

very frequently in all languages, even in common

conversation . As swift as the wind ; as white as

snow ; and our usual forms of compliment are in

general extravagant hyperboles. From habit, how

ever, these exaggerated expressions are seldom con

sidered , as hyperbolical.

Hyperboles are of two kinds ; such as are employ

ed in description , or such as are suggested by passion.

Those are far best which are the effect of passion ;

since it not only gives rise to the most daring figures,

but often renders them just and natural . Hence the.

following passage in Milton , though extremely hyper

bolical, contains nothing but what is natural and prop
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er. It exhibits the mind of satan agitated by vage

and despair.

Me miserable ! which way shall I dy

Infinite wrath , and infinite despair ?

Which way I fly is hell : myself am heli :

And in the lowest depth , a lower deep

Ştill threatning to devour me , opens wide,

To which the hell I suffer seems a heaven .

In simple description,hyperboles must be employed

with more caution . When an earthquake or storm

is described, or when our imagination is carried into

the midst of a battle , we can bear strong hyperboles

without displeasure . But, when only a woman in

grief is presented to our vicw , it is impossible not to

be disgusted with such exaggeration, as the following:

in one of our dramatick poets :

I found her on the floor

In all the storm of grief, yet beautiful ,

Pouring forth tears at such a lavish rate ,

That were the world on fire, they might have drown'd

The wrath of heaven , and quench'd the mighty ruin .

This is mere bombast. The person herself who

laboured under the distracting agitations of grief,

might be permitted to express herself in strong hyper

bole ; but the spectator, who describes her, cannot be

allowed equal liberty . The just boundary of this

,figure cannot be ascertained by any precise rule.

Good sense and an accurate taste must ascertain the

limit, beyond which, ifit pass, it becomes extravagant.

1
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Personification and Apostrophe.

We proceed now to those figurės hich lie
altogether in the thought, the words being taken in

their common and literal sense. We shall begin with

personification , by which life and action are attributed

to inanimate objects . All poetry, even in its most

humble form , abounds in this figure. From prose it

is far from being excluded ; nay , even in common

conversation , frequent approaches are made to it .

When we say , the earth thirsts for rain, or the fields

sinile with plenty ; when ambition is said to be restless,

or a disease to be'deceitful ; such expressions show the

facility with which the mind can accommodate the

properties of living creștures to things inanimate, or

abstract conceptions.

There are three different degrees of this figure ;

which it is requisite to distinguish , in order to deter ,

mine the propriety of its use . The first is, when

some of the properties of living creatures are ascribed

to inanimate objects ; the second, when those inani

mate objects are described as acting like such as

have life ; and the third, when they are exhibited

either as speaking to us, or as listening to what we

say to them .

The first and lowest degree of this figure , which

consists in ascribing to inanimate objects some of the

qualities of living creatures, raises the style so little,

that the humblest discourse admits it without any

force. Thus “ a raging storm, a deceitful disease, a

« cruel disaster,” are familiar expressions. This in
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deed is so obscure a degree of personification , that it

might perhaps be properly classed with simple meta

phors which almost escape our observation.

The seconddegree of this figure is, when we rep

l'esent inanimate objects acting like those that have

life. Here we rise a step higher , and the personifica

tion becomes sensible. According to the nature of

the action which we ascribe to those inanimate objects,

and to the particularity with which we describe it, is

the strength of the figure. When pursued to a con

siderable length , it belongs only to studied harangues ;

when slightly touched, it may be admitted into less

elevated compositions. Cicero , for example, speak

ing of the cases where killing a man is lawful in self

defence, uses the following expressions : “ Aliquando

“ nobis gladius ad occidendum hominem ab ifisus porri

“ gitur legibus," Here the laws are beautifully per

sonified as reaching forth their hand to give us a

sword for putting a man to death .

In poetry , personifications of thiskind are extreme

ly frequent, and are indeed the life and soul of it . In

the descriptions of a poet , who has a lively fancy,

every thing is animated . Homer, the father of poet

ry, is remarkable for the use of this figure, War,

peace, darts, rivers, every thing in short, is alive in his

writings. The same is true of Milton and Shake

speare. No personification is more striking, or intro

duced on a more proper occasion , than the following

of Milton upon Eve's eating the forbidden fruit :

So saying , her rash hand in evil hour

Forth reaching to the fruit , she pluck'd , she ate !

Earth felt the wound ; and nature from her seat,

Sighing thro'all her works , gave signs of wo,

That all was lost.
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The third and highest degree of this figure is yet to

be mentioned ; when inanimate objects are represent

ed, not only as feeling and acting, but as speaking

tº us or listening , while we address them . This is

she boldest of all rhetorical figures ; it is the style of

strong passion only ; and therefore should never be

attempted, except when the mind is considerably heat

ed and agitated. Milton affords a very beautiful ex

ample ofthis figure in that moving and tender address

which Eve makes to Paradise immediately before she

is compelled to leave it .

O unexpeeted stroke , worse than of death !

Must I thus leave thee , Paradise ? Thus leave

Thee , native soil ; these happy walks and shades,

Fit haunt of gods ; where I had hope to spend

Quiet, though sad, the respite of that day,

Which must be mortal to us both ? O fowers !

That never will in other climate grow,

My early visitation , and my last

At even, which I bred up with tender hand

Prom your first opening buds, and gave you names :

Who now shall rear you to the sun , or rank

Your tribes, and water from the ambrosial fount ?

This is the real language of nature and of female

passion ,

In the management of this sort of personification two

rules are to be observed . First , never attemptit, un

less prompted by strong passion , and never continue it

when thepassion begins to subside . The second rule

is never personify an object which has not some dig .

nity in itself , and which is incapable of making a pro

per figure in the elevation to which we raise it . To

address the body of a deceased friend is natural; but

to address the clothes which he wore introduces low
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and degrading ideas . So likewise,addressing the sev

eral parts ofthe body ,as if they were animated, is 101

agreeable to the dignity of passion . For this reason

the following passage in Pope's Eloisa to Abelard is

liable to censure .

Dear fatal name ? rest ever unreveald ,

Nor pass these lips , in holy silence seald.

Hide it, my heart , within that close disguise ,

Where, mix'd with God's his loy'd idea, lies ;

o write it not, my hand !_his name appears

Already written-blot it out, my tears.

Here the name of Abelard is first personified ;

which, as the name of a person often stands for the

person himself, is exposed to no objection. Next,Eloisa

personifies her ownheart ; and , as the heart is a dig .

nified part of the human frame, and is often put for

themind, this also may pass without censure . But ,

when she addresses her hand, and tells it not to write

his name, this is forced and unnatural. Yet the fig .

ure becomes still worse, when she exhorts her tears to

blot out what her hand had written . The two last

lines are indeed altogether unsuitable to the tendernes

which breathes through the rest of that inimitable

poen .

APOSTROPHE is an address to a real person ; but

one who is either absent or dead , as if he were pre

sent, and listening to us . This figure is in bolulness

degree lower than personification ; since it requires

less effort of imagination to suppose persons present

who are dead or absent, than to animate insensible

beings, and direct our discourse to them . The poems

of Ossian abound in beautiful instances ofthis figure .

1 2
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“ Weep on the rocks of roaring winds, O Maid of.

“ Inistore . Bend thy - fair head over the waves, thou

5 fairer than the ghost of the hills, when it moves in a

“ sun -bcam at noon over the silence of Morven . He is

“ fallen ! Thy youth is low ; pale beneath the sword

* - of Cuchullin ,"

Comparison , Antithesis, Interrogation, Exclamation ,

and other Figures of Speech .

A COMPARISON or simile is, when the re

semblance between two objects is expressed in form ,

and usually pursued more fully than the nature of a

metaphor admits. As when we say,“ The actions of

“ princes are like those great rivers, the course of

“ which every one beholds,buttheir springs have been

“ seen by few ." This short instance will show that a

happy comparison is a sort of sparkling ornament,

which adds lustre and beauty to discourse.

All comparisons may be reduced under two beads,

explaining and embellishing comparisons. For, when a

writer compares an object with any other thing, it al

ways is , or ought to be, with a view to make us

derstand that object more clearly ,or to render it more

pleasing. Even abstract reasoning admits explaining

parisons. For instance , the distinction between

the powers of sense and imagination is in Mr. Harris's

Hermes illustrated by a simile : “ As wax," says he;

- would not be adequate to the purpose of signature,

54 jf it had not the power to retain as well as to re

un
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\ ceive the impression : the same holds of the soul

" with respect to sense and imagination . Sense is its

" receptive power, and imagination its retentive. Had

6 it sense without imagination, it would not be as wax ,

but as water ; where, though all impressionsbe in

« stantly made , yet as soon as they are made, they are

“ lost." In comparisons of this kind, perspicuity and

usefulness are chiefly to bestudied .

But embellishing comparisons are those which

most frequently occur. Resemblance, it has been

observed , is the foundation of this figure. Yet re

semblance must not be taken in too strict a sense for

actual similitude. Two objects may raise a train of

concordant ideas in the mind, though they resemble

each other, strictly speaking, in nothing. For exam

ple , to describe the nature of soft and melancholy mu

sick , Ossian says, “ The musick ofCarrylwas , like the

memory of joys that are past, pleasant and mourn

“ ful to the soul.” This is happy and delicate ; yet

no kind of musick bears any resemblance to the mem

ory of past joys .

We shall 110w consider when comparisons maybe in

troduced with propriety . Since they are the language

of imagination, rather than of passion , an author can

hardly commit a greater fault, than in the midst of

passion to introduce a simile. Our writers of trage

dies often err in this respect. Thus Addison in his

Cato makesPortius, just after Lucia had bid him fare

well forever, express himself in a studied comparison ,

Thus o'er the dying lamp the unsteady fame

Hangs . quivering on a point, leaps off by fits ,

And falls again , as loth to quit its hold:

Thou must not go ; my soul still hovers o'er thee,

And can't get loose.

66
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As comparison is not the style ofstrong passion , so

when designed for embellishment, it is not the lan

guage of a mind totally unmoved. Being a figure of

dignity , it always requires some elevation in the sub

ject, to make it proper . It supposes the imagination

to be enlivened, though the heart is not agitated by

passion. The language of simile lies in the middle

region between the highly pathetick and the very hum

ble style. It is however a sparkling ornament, and

must consequently dazzle and fatigue, if it recur too

often . Similies, even in poetry , should be employed

with moderation ; but in prose much more so ; other

wise the style will become disgustingly luscious, and

the ornament lose its beauty and effect..

We shall now consider the nature of those objects

from which comparisons shall be drawn.

In the first place, they must not be drawn from

things which have too near and obvious a resemblance

of the object with which they are compared . The

pleasure we receive from the act of comparing, arises

from the discovery of likenesses among things of dif

ferent species, where we should not at first sight ex

pect a resemblance .

But , in the second place, as comparisons ought not

to be founded on likenesses too obvious, much less

ought they to be founded on those which are too faiitt

and distant. These, instead of assisting, strain the

fancy to comprehend them , and throw no light upon

the subject.

In the third place, the object from which a compa

rison is drawn, ought never to be an unknown object,

nor one of which few people can have a clear idea .

Therefore similes, founded on philosophical discova
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eries, or on any thing, with which persons of a partic

ulartrade only , or a particular profession , areacquaint

ed, produce not their proper effect. They should be

drawn from those illustrious and noted objects, which

most readers have eitherseen , or can strongly conceive.

In the fourth place , in compositions of a serious or

elo ated kind, similes shouldneverbe drawn from lot

or mean objects. These degrade and vilify ; whereas

similes are generally intended to embellish and dig

nify. Therefore , except in burlesque writings, or

where an object is meant to be degraded , mean ideas

should never be presented .

ANTITHESIS is founded on the contrast or oppo

sition of two objects. By contrast, objects opposed

to each other , appear in a stronger light . Beauty, for

instance never appears so charming as when contrast

ed with ugliness. Antithesis therefore may, on many

occasions, be used advantageously to strengthen the

impression which we propose that any object should

make. Thus Cicero,in his oration for Milo , represent

ing the improbability of Milo's designing to take away

the life of Clodius ,when everything was ur favourable

to such design , after he had omitted many opportuni

ties of effecting such a purpose, heightensour convic

tion of this improbability by a skilful use of this fig .

“ Quem igitur cum omnium gratia interficere no

luit ; hunc voluit cum aliquorum querela ? Quem jure,

quem loco, quem tempore, quem impune, non est ausis ;

“ hunc injuria ,iniquo loco,alieno tempore periculo cufiiis,

" szon dubitavit occidere ?” Here the antitiresisis render

ed complete by the words and members of the sen.

tence ,expressing the contrasted objects being similar.

ly constructed,and made to correspond with each other.

ure .
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We must however acknowledge that frequent use

of antithesis , especially where the opposition in the

words is nice and quaint, is apt to make style unpleas

ing. A maxim or moral saying very properly receives

this form ; because it is supposed to be the effect of

meditation , and is designed to be engraven on the

memory, which recalls it more easily by the aid of

contrasted expressions. But where several such sen

tences succeed each other ; where this is an author's

favourite and prevailing mode of expression ; his style

is exposed to censure .

INTERROGATIONS and Exclamations are pas

sionate figures. The literal use of interrogation is to

ask a question ; but, when men are prompted by pas

sion , whatever they would affirm , or deny with great

earnestness, they naturally put in ihe forin of a ques

tion ; expressing thereby the firmest confidence of the

truth of their own opinion ; and appealing to their

hearers for the impossibility of the contrary. Thus

in scripture ; " God is not a man , that he should lie ;

nor the Son of Man, that he should repent. Hath

“ he said it ? And shall he notdo it ? Hath he spoken

“ it ? And shall he not make it good ? ”

Interrogations may be employed in the prosecution

of close and earnest reasoning ; but exclamations be

long only to stronger emotions of the mind ; to sur

prize, anger, joy , grief, and the like. These, being

natural signs of a moved and agitated mind, always,

when properly employed, make us sympathize with

those who use them, and enter into their feelings.

Nothing, however, has a worse effect, than frequent

and unseasonable use of exclamations. Young, inex .

perienced writers suppose, that by pouringthem forth
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plenteously they render their compositions warm and

animated . But the contrary follows ; they render

them frigid to excess. When an author is always

calling upon us to enter into transports,which he has

said nothing to inspire, he excites our disgust andit

dignation .

Another figure of speech , fit only for animated

composition , is called VISION : when, instead of relat

ing something that is past, we use the present tense,

and describe it as if passing before our eyes. Thus

Cicero in his fourth oration against Cataline : « Vide

" or enim mihi hanc urbam videre, lucem orbis terrarum

" atque arcem omniumgentium , subito uno incendia conci

" dentum ; cerno animo sepulta in fratria miseros atque in

s sepultos acervos civium ; versatur mihi anne oculos

“ aspectus Cethegi, et füror, in vestra cæde bacchantis."

This figure has great force when it is well executed,

and when it flows from genuine enthusiasm . Other

wise, it shares the same fate with all feeble attempts

towards possionate figures ; thatofthrowing ridicule

upon the author,and leaving the reader more cool and

uninterested than he was before.

The last figure which we shallmention and which is

offrequentuse among all publick speakers,isCLIMAX,

It consists in an artful exaggeration of all the circum

stances of some object or action which we wish to

place in a strong light. It operates by a gradual rise

of one circumstance above another, till our ideas is

raised to the highest pitch .We shall give an instance

ot this figure from a printed pleading of a celebrated

lawyer in a charge to the jury in the case of a wo

man , who was accused of murdering her own child .

sl Gentlemen, ifoneman had any how slain another ;
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* if an adversary had killed his opposer ;. or a woman

* occasioned the death ofher enemy ; even these crim

u inals would have been capitally punished by the

“ Cornelian law . But, if this guiltless infant, who

could make no enemy, had been murdered by its

own nurse, what punishments would not the mother

u have demanded ? With what cries and exclamations

“ would she have stunned your ears ? What shall we

say then , when a woman , guilty of homicide ; a

“ mother, of the murder of her innocent child, hath

“ comprised all those misdeeds in one single crime ;

“ a crime, in its own nature detestable ; in a woman

prodigious; in a mother incredible ; and perpetrated

against one whose agecalled for compassion ; whose

“ near relation claimed affection ; * and whose inno

" cence deserved the highest favour ?”. Such regular

climaxes, however, though they have great beauty,

yet at the same time have the appearance of art and

study ; and, therefore, though they may be admitted

into formal harangues , yet they are not the language

ofpassion , which seldom proceeds by steps so regular.

C6

General Characters of Style ....Diffuse, Concise .... -

Feeble, Mervous....Dry, Plain , Neat,

Elcgant, Flowery .

THAT different subjects ought to be treated

in different kinds of style, is a position so obvious, that

it requires no illustration. Every one knows that

treatises of philosophy should not be composed in the

same style with orations. It is equally,apparent, that
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different parts of the same composition require a va

riation in the style. Yet amid this variety, we still

expect to find in the composition of any one man

somedegree of uniformity in manner ; we expect to

find some prevailing character of style impressed on

all his writings, which will mark his particular genius

and turn of mind. The orations in Livy differ consi

derably in style , as they ought tb do, from the rest of

his history. The same maybe observed in those of

Tacitus. Yet in the orations of both these historians,

the distinguishedmanner of each may be clearly trac

ed ; the splendid fulness of the one, and the senten

tious brevity of the other. Wherever this is real gen.

ius, it prompts to one kind of style, rather than to ano

ther. Where this is wanting ; where there is no

marked nor peculiar character in the compositions of

an author ; we are apt to conclude, and not without

cause , that he is a vulgar and trivial author, who writes

from imitation , and not from the impulse of genius .

One of the first and most obvious distinctions in

style arises from an author's expanding his thoughts

more or less . This distinction forms whatare term

ed the diffuse or concise styles . A concise writer

compresses his ideas into the fewest words ; he em

ploys none but the most expressive ; he lops off all

those which are noi a material addition to the sense .

Whatever ornament he admits, is adopted for the

sake of force, rather than of grace . The same thought.

is never repeated . The utmost precision is studied

in his sentences ; and they are generally designed to

suggest more to the reader's imagination than they

express .
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A diffose writer unfolds his idea fully . He places

it in a variety of lights, and gives the reader every

possible assistance for understanding it completely.

Ile is not very anxious to express it at first in its full

strength because he intends repeating theimpression ;

and, what he wants in strength , he endeavours to sup

ply by copiousness. His perieds naturally flow into

some length, and , having room for ornamentof every

kind, he gives it free admittance.

Each of the styles has its peculiar advantages ;

and each becomes faulty , when carried to theex

treme. Of consciseness, carried as far as propriety

will allow , perhaps in some cases farther, Tacitus the

historian and Montesquieu in « l'Esprit de Loix are

remarkable examples. Of a beautiful and magnif

cent diffuseness , Cicero is undoubtedly the noblest

instance which can be given . Addison also and Sir

William Temple may be ranked in the same class.

In determining when to adoptthe concise,andelen

the diffuse manner,wemust be guided by the nature of

the composition. Discourses that are to be spoken ,

require amore diffuse style than books which are to be

read. In written compositions a proper degree of con

ciseness has great advantages. It is more lively ; keeps

up attention ; makes a stronger impression on the

mind ; and gratifies the reader by supplying more ex

ercise to his thoughts . Description, when we wish

to have it vivid and animated, should be concise . Any

redundant words or circumstances encumberthe fancy

and render the object we present to it , confused and

indistinct . The strength and vivacity of description ,

whether in prose or poetry, depend much more upon

a happy choice of oneortwoimportantcircumstances,
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sire to strike the fancy, or to move the heart , we

than upon themultiplication 2 When we de

should be concise ; wlien to ipform the understanding,

which is more cieliberate in its motions, and wants the

assistance of a guide,itis better to be full. Historical

narration may be beautiful either in a concise or dil

fuse manner, according to the author's ģenius. Liyy

and Herodotus,arc difttise ; Thucydides and Sallust

are concise'; yet they are allagreeable.

The nervous and the feeble are generally consider

ed as characters of style of the same import with the

concise and the diffuse. Indeed they frequently cois

cide } yet this does not always bold ; since there are

sastances of writers, who , in the midst of a fal and

pample style,have maintained a considerable degree of

strength . Livy is an instance ofthe truth of this oly

servation. The foundation of a nervousor weak style

altid in an author's manner of thinking. If he con

sceive an object strongly, he will express it with ca

ergy ; but, if we have an indistinct view of this sub

ject, it will clearly appear in his style . Unmeaning

words and loosepithets will escape him ; his expres

sions will be vague and general ; his arrangements

indistinct ; and our conception ofhis meaning willbe

faint and confused. But a nervous writer,be his style
concise or extended , gives us always a strong idea of

his meaning. His mind being full of his subject, his

words are always expressive ; every phrase and every

figure renders the picture which he would set before

us, nuore striking and complete.

It niust, however, be observed , that too great study

ofstrength is aptto betray writersinto a harsh manner.

Harsliness proceedsfroin uncommon words,from for

ced inversions in the construction of a sentence, and
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from neglect of smoothness and ease . This is recke

oned the fault of sone of our earliest classicks ; such

as Sir Walter Raleigh , Sir Francis Bacon , Hooker,

Herrington, Cudworth, and other writers of consider

able reputation in the days of Queen Elizabeth , James

I. and Charles I. These writers had nerves and

strength in a high degree ; and are to this day distin

guished by this quality in style . But the language in

their hands was very different from what it is now,

and was indeed entirely formed upon the idiom and

construction of the Latin in the arrangement of sen

tences. The present form of our language has in

soine degree sacrificed the study of strength to that of

ease and perspicuity. Our arrangement is less for

cible, but more plain and nataral ; and this is now

considered as the genius of our tongue.

Hitherto style has been considered under those cha

Tacters which regard its expressiveness of an author's

ineaning. We shall now consider it with respect to

The degree of ornament employed to embellish it .

Here the style of different authors seems to rise in

The following gradation ; a dry , a plain, a neat, an

clegant, a flowery manner.

A dry manner excludes every kind of ornament.

Content with being understood, it aims not to please

cither the fancy or the ear . This is tolerable only in

Fure didactick writing ; and even there, to make us

bear it, great solidity of matter and entire perspicuity

of language are required.

A plain style rises one degree above a dry one . A

writer of this character employs very little ornament

of any kind , and rests almost entirely upon his

sense. But , though he does not engage us by the arts

.
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of composition, he avoids disgusting uslike a dry and

a harsh writer. Beside perspicuity, he observes pro

priety; purity, and precision in his language, which

formno inconsiderable degree of beauty . Liveliness

and force are also compatible with a plain style ; and

therefore such an author, if his sentiments be good,

may be sufficiently agreeable. The difference be

tween a dry and a plain writer is this , the former is

incapable of ornament ; the latter goes not in pursuit

of it. Of those who have employed the plain style,

Dean Swift is an eminent example .

A neat style is next in order ; and here we are ad

vanced into the region of ornament ; but not of the

most sparkling kind . A writer of this character shows

by his attention to the choice of words, and to their

graceful collocation, that he does not despise the beau

ty of language. His sentences are always free from

the incumbrance of superfluous words; of a moderate

length ; inclining rather to brevity , than a swelling

structure ; and closing with propriety . There is vari

ety in his cadence ;"but no appearance of studied hai

miony. His figures, if he use any , are short and ac

curate, rather than bold and glowing. Such a style

may be attained by a writer, whose powers of fancy

or genius are not great, by industry and attention .

This sort of style is not unsuitable to any subject

whatever. A familiar epistle , or a law paper on the

driest subject, may be written with neatness ; and a

sermon , or a philosophical treatise in a neat style, is

read with satisfaction .

An elegant style implies a higher degree of orna

inent than a neat one ; possessing all the virtues of or

nament withoutany of its excesses or defects. Com

plete eleganceimplies greatperspicuity and propriety ;
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purity in the choice of words ; and care and skill in

their arrangement. It implies farther the beauties of

imagination spread over style as far as the subject per

mits ; and all the illustration which figurative lan

guage adds, when properly employed. An elegant

writer in short, is one who delights the fancy and the

ear, while he informs the understanding ; who clothes

his ideas in all the beauty of expression, but does not

overload them with any of his misplaced finery.

A florid style implies excess of ornament. In a

young composer it is not only pardonable, but often a

promising symptom . But, although it may be allow

ed to youth in their first essays , it must not receive

the same indulgence from writers of more experience.

In them judgment should chasten imagination, and

reject every ornament which is unsuitable or redun

dant. That tinsel splendour of language which some

writers perpetually affect, is truly contemptible.

With such it is a luxuriance of words, not of fancy.

They forget that unless founded on good sense and

solid thought, the most florid style is but a childish

imposition on the publick .

Style. Simple, Affected , Vehement. Directions for

forming a proper Style.

SIMPLICITY, applied to writing, is a term

very commonly used ; but, like many other critical

terms , often used without precision . The different

meanings of the word simplicity are the chief cause

of this inaccuracy . It is therefore necessary to show
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in what sense simplicity is a proper attribute of style

There are four different acceptations, in which this

term is taken .

The first is simplicity of composition, as opposed to

too great a variety of parts. This is the simplicity of

plan in tragedy, as distinguished from double plots

and crowded incidents ; the simplicity of the Iliad in

opposition to the digressions of Lucan ; the simplici

ty of Grecian architecture in opposition to the irregu .

lar variety of the Gothick . Simplicity in this sense

is the same with unity.

The second sense is simplicity of thought in oppo

sition to refinement. Simple thoughts are those

which flow naturally ; which are suggested by the

subject or occasion ; and which, when once suggest

ed , are easily understood by all . Refinement in writ

ing means a less obvious and natural train of thought,

which, when carried too far, approaches to intricacy,

and displeases us by the appearance of being far

sought. Thus Parnell is a poet of much greater sim

plicity in his turn of thought than Cowley . In these

two senses simplicity has no relation to style .

The third sense of simplicity regards style, and is

opposed to too much ornament, or pomp of language .

Thus we say Mr. Locke is a simple, Mr. Hervey a

florid writer. A simple style, in this sense, coincides

with a plain or neat style .

The fourth sense of simplicity also respects style ;

butit regards not somuch the degree of ornament em.

ployed, as the easy and natural manner, in which our

language expresses our thoughts. In this sense sim

plicity is compatible, with the highest ornament .

Homer, for example, possesses this simplicity in the

I
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greatest perfection ; and yet no writer has more or

nament and beauty. This simplicity is opposed not

to ornament, but to affectation of ornament ; and is

a superior excellence in composition.

A simple writer has no marks of art in his expres-*

sion ; it appears the very language of nature . We see

not the writer and his labour, but the man in his own

natural character. He may be rich in expression ; he

may be full of figures and of fancy ; but these flow

fromhim without effort ; and he seems to write in this

manner, not because he had studied it, but because it

is the mode of expression most natural to him. With

this character of style a certain degree of negligence

is not inconsistent ; for too accurate an attention to

words is foreign to it . Simplicity of style, like sim .

plicity of manners, shows a man's sentiments and turn

of mind without disguise. A more studied and arti

ficial mode of writing, however beautiful, has always

this disadvantage, that it exhibits an author in form ,

like a man at court, where splendour of dress and-the

ceremonial of behaviour conceal those peculiarities

which distinguish one man from another. But read

ing an author of simplicity is like conversing with a

person of rank at home and with ease , where we see

his natural manners and his real character.

With regard to simplicity in general, we may ob

serve, that the ancient original writers are always

most eminent for it. This proceeds from a very ot

vious eause ;,they wrote from the dictates of genius,

and were not formed upon the labours and writings

of others .

Ofaffectation,which isopposed tosimplicity of style,

we have a remarkable example in Lord Shaftesbury.
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.

kind ;

Though an author ofconsiderable merit, he expresses

nothing with simplicity. He seems to have thought

it vulgar and beneath the dignity of a man of quality

to speak like other men . Hence he is ever in bus

kins ; full of circumlocutions and artificial elegance .

In every sentence we see marks of labour and art ;

" nothing ofthatease which expresses a sentiment com

ing natural and warm from the heart . He abounds

with figures and ornament of every
is some

times happy in them ; but his fondness for them is too

visible ; and , having once seized some metaphor or

allusion , that pleased him, he knows not how to part

with it . He possessed delicacy and refinement of

taste in a degree that may be called excessive and

sickly ; but he had little warmth of passion ; and the

coldness of his character suggested that artificial and ,

stately manner which appears in his writings. No au

thor is more dangerous to the tribe of imitators than

Shaftesbury ; who amid several very considerable

blemishes, has many dazzling and imposing beau

ties.

It is very possible, however, for an author to write

with simplicity, and yet without beauty . He may be

free from affectation, and not have merit. Beautiful

simplicity supposes an author to possess real genius;

and to write with solidity, purity, and brilliancy of im

agination . In this case, the simplicity of his manner

is the orowning ornament ; it heightens every other

beauty ; it is the dress of nature , without which all

beauties are imperfect. But , if mere absence of affec

tation were sufficient to constitute beauty of style,

weak and dull writers might often lay claim to it .

A distinction therefore must be made between that
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simplicity which accompanies true genius and is en

tirely compatible with every proper ornament ofstyle ;

and that which is the effect of carelessness.

Another character of style, different from those al

veady mentioned is vehemence. This always implies

strength ; and is not in any respect incompatible with

simplicity. It is distinguished by a peculiar ardour ;

it is the language of a man whose imagination and

passions are glowing and impetuous ; who, neglecting

inferior graces, pours himself forth with the rapidity

and fulness of a torrent. This belongs to the higher

kinds of oratory , and is rather expected from a man

who is speaking, thian from one who is writing in his

closet, Demosthenes is the most full and perfect ex

ample of this kind of style .

Having explained the different characters of style,

we shall conclude our observations with a few direc

tions for attaining a good style in general.

The first direction is, study clear ideas of the sub

ject on which you are to write or speak. What we

conceive clearly and feel strongly, we naturally ex

press with clearness and strength . -We should there .

fore tuink closely on the subject, till we have attained

a full and distinct view of the matter which we are to

clothe in words ; till we become warm and interested

in it ; then , and then only, shall we find expression

begin to flow .

Secondly, to the acquisition of a good style, frequen

ey of composing isindispensably necessary . But it is

not every kind of composing that will improve style .

By a careless and hasty habit of writing ,a bad style will

be acquired ; more trouble will afterward be necessa

ry ' to unlearn faults, than to become acquainted with
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the rudiments of composition. In the begining there

fore we ought to write slowly and with much care . Fa

cility and speed are the fruit of practice. We must be

cautious,however, not to retard the course of thought,

nor cool the arlour ofimagination , by pausing too long

on every word . Oncertain occasions a glow of com

position must be kept up, if we hope to express our

selves happily, though at the expence of some inac

cruacies. A more severe examination must be the

work of correction . What we have written should

be laid by some time, till the ardour of composition be

past ; till partiality for our expressions be weakened ,

and the expressions themselves be forgotten ; and then,

reviewing our work with a cool and critical eye as if

it were the performance of another, we shall discover

many imperfections which at first escaped us .

Thirdly ,acquaintance with the style of the best au

thors is peculiarly requisite. Hence a just taste will

be formed , and a copious fund of words supplied on

pverysubject. No excercise perhaps will be found more

useful for acquiring a proper style, than translating

some passage from an eminent author into our own

words . Thus to take , for instance , a page of one of

Addison's Spectator, and read it attentively two or

three times,till we are in full possession ofthe thoughts

it contains ; then to lay aside the book ; to endeavour

to write out the passage from memory as well as we

can ; and then to compare what we have written

with the style of the author. Such an exercise will

shew us our defects ; will teach us to correct them ;

and, from the variety of expression which it will ex

hibit, will conduct us to that which is most beaua

tiful.
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Fourthly, caution must be used against servile imi

tation of any author whatever. Desire of imitating

hampers genius, and generally produced stiffness of

expression. Theywho follow an author closely ,com

monly copy his faults as well as his beauties. No one

will ever become a good writer or speaker, who has

not some confidence in his own genius. We ought

carefully to avoid using any author's peculiar phrases,

and oftranscribing passages from him. Such a habit

will be fatal to all genuine composition . It is much

better to have something of our own, though of mod

erate beauty, than to shine in borrowed ornaments,

which will at last betray the poverty of our genius.

Fifthy, always adapt your style to the subject, and

likewise to the capacity of your hearers, ifyou are to

speak in publick. To attempt a poetical style,when it

should be our business only to reasonis in the highest

degree awkward and absurd. To speak with elaborate

pomp of works before those who cannot comprehend

them , is equally ridiculous. When we are to write

or speak ,weshould previously fix in our minds a clear

idea of the end aimed at ; keep this steadily in viev ,

and adapt our style to it.

Lastly, let no attention to style engross us so much

as to prevent a higher degree of attention to the

thoughts. This rule is more necessary ,since the pre

sent taste of the age is directed more to style than to

thought. It is much more easy to dress up trifling

and common thoughts with some beauty ofexpression

than to afford a fund of vigorous, ingenious, and use

ful sentiments. The latter requires genius : the for

be attained by industry . Hence the crowd

of writerswho are rich in style,but poor in sentiment.

mer may
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Custom obliges us to be attentive to the ornaments of

style, if we wish our labours to be read and admired.

But he is a contemptible writer, who looks not beyond

the dress of language ; who lays not the chief stress

upon his matter, and employs not such ornaments of

style to recommend it, as are manly , not foppish.

Critical Examination of Mr. Addison's Style in

No. 411 of the Spectator.

HAVING fully insisted on the subject of lan

guage, we shall now commence a critical analysis of

the style of some good author. This will suggest ob

servations, which we have not hitherto had occasion

to make, and will show in a practical light the use of

those which have been made.

Mr. Addison, though one of the most beautiful

writers in our language, is not the most correct ; a

circumstance which makes his composition a proper

subject of criticism . We proceed therefore to exa

mine No.411 , the first ofhis celebrated essays on the

pleasures of the imagination, in the sixth volume of

the Spectator. It begins thus :

Our sight is the most perfect, and most delightful of all

our senses .

This sentence is clear , precise and simple. The

author in a few plain words lays down the proposition,

which he is going to illustrate . A first sentence

should seldom be long, and never intricate.

He might have said , our sight is the mostperfectand

the most delightful. But in omitting to repeat the par

L
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ticle the, he has been more judicious ; for, as between

perfect and delightful there is no contrast, such a repe

tition is unnecessary. He proceeds :

It fills the mind with the largest variety of ideas, con

rerses with its objects at the greatest distance, and contin

ues the longest in action , without being tired or satiated

with its proper enjoyment.

This sentence is remarkably harmonious, and well

constructed . It is entirely perspicuous. It is loaded '

with no unnecessary words. That quality of a good

sentence, which we termed its unity, is here perfectly

preserved. The members of it also grow, and rise

above each other in sound , till it is conducted to one

of the most harmonious closes which our language

admits . It is moreover figurative without being too

much so for the subject. There is no fault in it what

ever, except this, the epithet large, which he applies

to variety , is more commonly applied to extent than

to number. It is plain , however, that he employed it

to avoid the repetition of the word great, which oc

curs immediately afterward.

The sense of feeling can , indeed, give us a notion of er

tension , shape, and all other ideas that enter at the tye , er

cept colours ; but, at the same time, it is very much strait

ened and confined in its operations, to the number, buk ,

and distance of its particular objects. But is not every

sense confinedas inuch as the sense of feeling, to the

number, bulk , and distance of its own objects ? The

turn of expression is also very inaccurate, requiring

the two words, with regard , to be inserted after the

word operations, in order to make the sense clear and

intelligible. The epithet particular seems to be used

instead of peculiar ; but these words, though often
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confounded, are of a very different import. Particu

lar is opposed to general ; peculiar stands opposed to

what is possessed in common with others.

Our sight seens designed to supply all these defects, and

may be considered as a more delicate and diffusire kind of

touch that spreads itself voer an infinite multitude of bod

ies, comprehends the largest figures, and brings into our

reach some of the most remote parts of the universe .

This sentence is perspicuous, graceful , well arrang

ed and highly musical. Its construction is so similar

to that of the second sentence, that, had it immediate

ly succeeded it , the ear would have been sensible of a

faulty monotony . But the interposition of a period

prevents this effect.

It is this sense which furnishes the imagination with its

ideas ; so that, by the pleasures ofthe imagination or fancy

( which I shall use proniscuously ) I here mean such as

arise from visible objects, either when we have them actual

ly in our vieru , or when we call up their ideas into our

minds by paintings, stalues , descriptions, or any the like

occasion .

The parenthesis in the middle of the sentence is

not clear . It should have been , terms which I shall

use promiscuously ; since the verb use does not relate

to the pleasures of the imagination, but to the terms,

fancy and imagination , which were meant to be synon

imous . To call a painting or a statue an occasion is

not accurate ; nor is it very proper to speak of calling

up ideas by occasions. The common phrase any such

ineans, would have been more natural.

We cannot indeed hare a single image in the fancy,that

did not make its first entrance through the sight; but we

have the power of retaining,alteriny,and compounding those
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images which we have once received, into all the varieties

of picture and vision , that are most agreeable to the ima .

gination ; for, by this faculty, a man in a dungeon is ca

pable of entertaining himself with scenes and landscapes

more beautiful than any that can be found in the whole

compass of nature .

In one member of this sentence there is an inaccu

racy in syntax . It is proper to say, altering and com

pounding those images which wehave once received , into

all the varieties of picture and vision . But we cannot

with propriety say , retaining them into all the vari

eties ; yet the arrangement requires this construction .

This error might have been avoided by arranging the

passage in the following manner : “ We have the

“ power of retaining those images which we have

" once received ; and of altering and compounding

them into all the varieties of picture and vision."

The latter part of the sentence is clear and elegant.

There are few words in the English language, which

are employed in a more loose and uncircumscribed sense than

those of thefancy and the imagination .

Except when some assertion of consequence is ad

vanced, these little words, it is and there are, ought to

be avoided , as redundant and enfeebling. The two

first words of this sentence therefore should have been

omitted . The article prefixed to fancy and imagina

tion oughtalso to have been omitted , since he does not

mean the powers of the fancy and the imagination , tut

the words only . The sentence should have run thus :

“ Few words in the English language are employed

* in a more loose and uncircumscribed sense than

fancy and imagination ."
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I therefore thought it necessary to fix and determine the

notion of the two words, as I intend to make use of them

in the thread of myfollowing speculations, that the reader

may conceive rightly what is the subject which I proceed

ироп ..

The wordsfix and determine, though they may ap.

pear so, are not synonimous. Wefix what is loose ;

we determine what is uncircumscribed. They may be

viewed, therefore , as applied here with peculiar del

icacy .

The notion of these words is rather harsh , and is not

so commonly used , as the meaning of these words .

As I intend to make use of them in the thread of my

speculations is evidently faulty. A sort of metaphor,

improperly mixed with words in their literal sense .

The subject which I proceed upon is an ungraceful

close of a sentence ; it should have been , the subject

upon which Iproceed.

I must therefore desire him to remember, that by the

pleasures of imagination , I mean only such pleasures as

arise originally from sight, and that I divide these plea

sures into two kinds .

This sentence begins in amanner too similar to the

preceding. Imean only such pleasures --the adverb only

is not in its proper place . It is not intended here to

qualify the verb mean , but such pleasures ; and ought

therefore to be placed immediately after the latter.

My design being, first of all,to discourse ofthoseprimary

pleasures of the imagination, which entirely proceed from

such objects as are before our eyes ; and, in the next place ,

to speak ofthose secondary pleasures oftheimaginationwhich

flow from the ideasof visible objects, when the objects are

not actually before the eye , lut are called up into our mems
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ories , or formed into agreeable visions of things, that are

either absent or fictitivus.

Neatness and brevity are peculiarly requisite in the

division of a subject. This sentence is somewhat

clogged by a tedious phraseology . My design being,

first of all to discourse in the next place to speak of

such objects as are before our eyes -- things that areeither

dbeenl or fictitious. Several words might have been

omitted, and the style made more neat and compact.

The pleasures of the imagination , taken in their full er

tent, are not so gross as those of sense, nor so refined as

those of the understanding ,

This sentence is clear and elegant.

The last are indeed more preferable, because they are

founded on some new knowledye or improvement ofthe mind

of man ; yet it must be confessed, that those of the imagi

nation are as great and as transporting as the other .

The phrase , morepreferable, is so palpable an inac

curacy, that we wonder how it could escape the obser

vation of Mr. Addison . The proposition, contained

in the last member of this sentence, is neither clearly

nor elegantly expressed . It must be confessed , that

those of the imagination are as great and as transporting

as the other . In the beginning of this sentence he had

called the pleasures of the understanding ihe last ; and

he concludes with observing, that those of the imagi

nation are as great and transporting as the other.

Besides that the other makes not a proper contrast

with the last, it is doubtful whether by the other are

meant the pleasures of the understanding, or the

pleasures of sense ; though without doubt it was in

tended to refer to the pleasures ofthe understanding

enly .
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A beautiful prospect delights the soul as much as a de

monstration ; and a description in Homer has charmed more

readers than a chapter in Aristotle.

This is a good illustration of what he had been as

serting, and is expressed with that elegance, by which

Mr. Addison is distinguished.

Besides, the pleasures of the imagination have this ad

vantage over those ofthe understanding, that they are more

obvious, and more easy to be acquired.

This sentence is unexceptionable.

It is but opening the eye, aud the scene enters.

Though this is lively and picturesque , yet we must

remark a small inaccuracy . A scene cannot be said

to enter ; an actor enters, but a scene appears or pre

sents itself.

The colours paint themselves on the fancy , with very little

attention of thought or application of nind in the beholder.

This isbeautiful and elegant , and well suited to

those pleasures of the imagination of which the au

thor is treating

Wee are struck, we know not how, with the symmetry of

any thing we see ; and immediately assent to the beauty of

an object, without inquiring into the particular causes and

occasions of it .

We assent to the truth of a proposition ; but cannot

with propriety be said to assent to the beauty ofan ob

ject. In the conclusion, particular and occasions are

superfluous words ; and the pronoun it is in some

measure anbiguous.

A man of a polite imagination is let into a great many

pleasures that the vulgar are not capable of receiving .

The termpolite is oftener applied to manners, than

to the imagination . The use of that instead of which
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is too common with Mr. Addison. Except in cases

where it is necessary to avoid repetition which is pre

ferable to that, and is undoubtedly so in the present

instance .

He can converse with a picture, and find an agreeable

companion in a statue. He meets with a secret refreshment

in a description ; and often feels a greater satisfaetron in

the prospect of fieldsandmeadows, than another does in the

possession . It gives him , indeed , a kind of property in

every thing he sees ; andmakes the most rude uncultivated

parts of nature administer to his pleasure : so that he looks

upon the world , as is were, in another light, and discovers

in it a multitude of charms that conceal themselves from

the generality of inankind .

This sentence is easy , flowing, and harmonious .

We must, however , observe a slight inaccuracy . It

gives him a kind of firoperty to this it there is no an

tecedent in the whole paragraph . To discover its

connexion , we must look back to the third sentence

preceding, which begins with a man of a polite imagin .

ution . This phrase, polite imagination, is the only an

tecedent to which it can refer ; and even this is not a

proper antecedent, since it stands in the genitive case

as the qualification only of a man.

There are , indeed , but very few who know how to be

idle and innocent, or have a relish of any pleasures that

are not criminal ; every diversion they take, is at the er

pense of some one virtue or another,, and their very first

step out of business is into vice or folly .

This sentence is truly elegant, musical and correct.

A should endeavour, therefore, to make the sphere

of his innocent pleasures as wide as possible, that he may

retire into them with safety , andfind in them such a satis

faction as a wise man would not blush to take .

man
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This also is a good sentence and exposed to no

objection .

Of this nature are those ofthe imaginaton, which do not

require such a bent of thought as is necessary to ourmore se

rious employments ; nor , at the same time, suffer the mind

to sink into that indolence and remissness,which are apt to

accompany our more sensualdelights ; but like a gentle er

ercise to the faculties,awaken them from sloth and idleness

without fiutting them upon any labour or difficulty .

The begining of this sentence is incorrect . ofthis

nature, says he , are those of theimagination . It might

be asked , of what nature ? For the preceding sentence

had not described the nature of afany class of pleasures .

He had said that it was every man's duty to make the

sphere of his innocent pleasures as extensive, as possi

ble , that within this sphere he might find a safe

retreat and laudable satisfaction. The transition there

fore is loosely made. It would have been better, if he

had said , “ This advantage we gain ,” or “ this satis

faction we enjoy,” by means of the pleasures of the

imagination. The rest of the sentence is correct.

Wemight here add , that the pleasures ofthe fancy arc

nuore conducive to health than those of thee understanding,

which are worked out by dint of thinking, and attended

with too violent a labour of the brain .*

Worked out by dint of thinking is a phrase which bor

ders too nearly on the style of common conversation

to be admitted into polished composition.

Delightful scenes ,whether in nature,painting, orpoetry

have a kindly iuftrence on the body , as well as the mind,

and not only serve to clear and brighten the imagination ,

but are able to disperse griefnnd melancholy , and to setthe

animal spirits in pleasing and agreeable motions. For this
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reason , Sir Francis Bacon, in his essay upon health, has

nol thought it improper toprescribe to his reader a poem or

a prospect, where he particularly dissuades him from knotty

and substile disquisitions and advises him to pursue studies

that fill the mind with splendid and illustrious objects, as

histories, fubles, and contemplations ofnature.

In the latter of these twoʻperiods a member is out

of its place . Where he particularly dissuades him from

knotty and substile disqusitions ought to precede has not

thought it improper to prescribe, & c .

I have in this paper,by way of introduction settled the

notion of those plensures of the imagina tion , which are the

subject ofmypresent undertakingand endeavored by sev

eral considerations to recommend to my readers the fiursuit

of those pleasures ; I shall in my next paper examine the

several sourcesfrom whence these pleasures are derived .

These two concluding sentences furnish examples

ofproper collocation of circumstances. We former

ly showed that it is difficult so to dispose them as not

to embarrass the principal subject. Had the follow

ing incidental circumstances, by way of intraluction

by several considerations in this paper in the nert pa

per, been placed in my other situation , the sentence

would have en neither so neat, nor so clear, as it is

on the present construction .

Eloquence . Origin of Eloquence , Grecian Eloquence:

Demosthenes .

ELOQUENCEis the art of persuasion. Its most

essential requisites are solid argument, clear methail,
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and an appearance of sincerity in the speaker, with

..such graces of style and utterance , as command at

tention . Good sense must be its foundation . With

out this, no man can betruly eloquent ; since fools

can persuade none but fools. Before we can persuade

a man of sense, we must convince him , Convincing

and persuading , though sometimes confounded, are

of very different import. Conviction affects the un

derstanding only persuasion the will and the prac

tice . It is the business of a philosopher to convince

us of truth ; it is that of an orator to persuade us to

act conformably to it by engaging our affections in its

favour. Conviction is, however, one avenue to the

heart and it is that which an orator must fifirst attempt

to gain ; for no persuasion can be stable, which is

not founded on conviction. But the orator must not

be satisfied with convincing ; he must address him

self to the passions ; he must paint to the fancy, and

touch the heart. Hence, beside solid argument and

clear method, all the conciliating and interesting arts

of composition and pronunciation enter into the idea

of cloquence.

Eloquence may be considered ,asconsisting ofthree

kinds or degrees. The first and lowest is that which

aims only to please the hearers . Such in general is

the eloquence of panegyricks, inaugural orations , ad

dresses to great men, and otherharrangues of this

kind . This ornamental sort of composition may in .

nocently amuse and entertain the mind : and may be

mixed at the same time with very useful sentinents,

But it must be acknowledged , that, where the speaker

aims only to shine and to please, there is great danger

of art being strained into ostentation, and of thecom

position becoming tiresome and insipid .
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The second degree of eloquence is, when the speak

er aims, not merely to please, but also to inform , to

instruct, to convince ; when his art is employed in

removing prejudices against himself and his cause ; in

selecting the most proper arguments, stating them

with the greatest force, arranging them in the best

order, expressing and delivering them with propriety

and beauty : thereby disposing us to pass that judg

ment, or favour that side of the cause , to which he

seeks to bring us. Within this degree chiefly is em

ployed the eloquence of the bar.

The third and highest degree of eloquence is that

by which we are not only convinced, but interested ,

agitated , and carried along with the speaker ; our pas

sions rise with his ; we share all his emotions ; we

love, we hate , we'resent, as he inspires us ; and are

prompted to resolve, or to act, with vigour and

warmth. Debate in popular assemblies opens the

most extensive field to this species of eloquence , and

the pulpit also admits it .

This liigh species of eloquence is always the off

spring of passion . By passion we mean that state of

mind in which it is agitated and fired by someobject

in view . Hence the universally acknowledged power

of enthusiasm in publick speakers for affecting their

audience. Hence all studied exclamation and labour

ed ornaments of style , which show the mind to be

cool and unmoved, are inconsistent with persuasive

eloquence . Hence every kind of affectation in ges

ture and pronunciation detracts so much from the

weight of a teaker. Hence the necessity of being,

and ofbeing selieved to be , disinterested and in ear

nest in order to persuade.
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In tracing the origin of eloquence it is not necessary

to go far back into the early ages of the world, or to

search for it among the monuments of Eastern or

Egyptian antiquity . In those ages, it is true, there

was a certain kind of eloquence ; but it was more

nearly allied to poetry , than to what we properly call

oratory . While the intercourse of men was infre .

quent, and force was the principal mean employed

in deciding controversies, the arts of oratory and

persuasion , of reasoning and debate , could be little

known. The first empires were of the despotick kind .

A single person , or at most, a few, held the reins of

government. The multitude were accustomed to blind

obedience ; they were driven , not persuaded . Con

sequentiy none of those refinement of society, which

make publick speaking an object ofimportance, were

introduced .

Before the rise of the Grecian Republicks, we per

ceive no remarkable appearances ofeloquence as the

art of persuasion ; and these gave it such a field , as it

never had before , and perhaps has never had again

since that time.Greece was divided intomany little

states. These were governed at first by kings ; who

being for their tyrannysuccessivelycxpelled from their

dominions , there sprung up a multitude of democrat

ical goverments, founded nearly upon the same plan,

animatedby the same high spirit of freedom,mutually

jealous,and rivals of each other. Among these Athens

was most noted for arts of e verykind , but especially

for cloquence. We shall pass over the orators,who

flourished in the earlyperiod of this republick and take

a view of the great Demosthenes, in whom eloquence

shone with unrivalled splendour. Not formed by na

M
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ture either to please or persuade, he struggled with ,

and surmounted , the most formidable impediments.

He shut himself up in a cave that he might study with

less distraction . He declaimed by the sea shore,

that he might be used to the noise of a tumultuous

assembly ; and with pebbles in his mouth, that he

might correct a defect in his speech . He practised

at home with a naked sword hanging over his shoul

der, that he might check an ungraceful motion, to

which he was subject. Hence the example of this

great man affords the highest encouragement to every

student of eloquence ; since it shows how far art and

application availed for acquiring an excellence, which

nature appeared willing to deny .

No orator had ever a finer field than Demosthenes

in bis Olynthiacks and Philippicks, which are his cap

ital orations ; and undoubtedly to the greatness ofthe

subject, and to that ingenuity and publick spirit, which

breathe in them, they owe much of their merit. The

object is to rouze the indignation of his countrymen

against Philip of Macedon, the publick enemy of the

liberties ofGreece ; and to guard them against the ins

sidious measures, by which that crafty prince endeav

oured to laythem asleep to danger. To attain this end ,

we see him using every proper mean to animate a peo

ple , distinguished by justice, humanity , and valour ;

but in many instances become corrupt and degene

rate . He boldly accuses them ofvenality ,indolenceand

indifference to the publick cause ; while at the same

time he reminds them ofthe glory oftheir ancestors, &

of their present resources. His contemporary orators,

who were bribed by Philip, and persuaded the people

to peace,heopenly reproaches ,astraitors to their coun,
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try. He not only prompts to vigorous measures, but

lays down the plan of execution . His orations are

strongly animated, and full of the impetuosity and fire

ofpublick spirit . His composition is not distinguished

by ornament and splendour . It is energy of thought ,

peculiarly his own , which forms his character, and

sets him above all others . He seems not to attend to

words, but to things . We forget the orator, and think

of the subject. He has no parade ; no studied intro

ductions ; but is like a man full of his subject, who ,

after preparing his audience by a sentence or two for

hearing plain truths, enters directly on business.

The style of Demosthenes is strong and concise,

though sometimes harsh and abrupt. His words are

very expressive , and his arrangements firm and manly.

Negligent of litile graces, he aims at that sublime

which lies in sentiment. His action and pronunciation

were uncommonly vehement and ardent. His cha

racter is of the austere, rather than of the gentle

kind . He is always grave , serious, passionate ; never

degrading himself, nor attempting any thing like plea

santry. If his admirable eloquence be in any respect

faulty , it is in this, he sometimes borders on the hard

and dry . He may be thought to want smoothness

and grace ; which is attributed to his imitating too .

closely the manner of Thucydides, who was his great

model for style , and whose history he transcribed

eight times with his own hand . But these defects

are more than compensated by that masterly force of

masculine eloquence, which, as it overpowered all

who heard it, cannot in the present day be read with

out emotion ,
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Roman Eloquence.... Cicero ....Modern Eloquence.

HAVING treated of eloquence annong the

Greeks, we now proceed to consider its progress

among the Romans ; where we shall find one model

at least of eloquence in its most splendid form . The

Romans derived their eloquence, poetry , and learn.

ing , from the Greeks, and were far inferior to them

in genius for all these accomplishments. They had

neither their vivacity , por sensibility ; their passions

were not so easily moved , nor their conceptions so

lively ; in comparison with them they were a phleg

unatick people . Their language resembled their cha

racter ; it was regular, fir and stately ; but wanted

that expressive simplicity, that flexibility to suit every

different species of composition , by which the Greek

tongue is peculiarly distinguished . Hence we always

find in Greek productions more native genius ; in

Roman , more regularity and art .

As the Roman government, during the republick,

was of the popular kind , publick speaking early be

came the mean of acquiring power and distinction.

But in the unpolished times of the state , their speak

ing hardly deserved the name of eloquence. It was

but a short time before the age of Cicero , that the

Roman orators rose into any reputation. Crassus

and intonius seem to have been the most eminent ;

but, as none oftheir works are extant, nor any ofHor

tensius's, who was Cicero's rival at the bar, it is not

necessary to transcribe what Cicero said of them and

of the character of their eloquence ,
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The object most worthy of our attention is Cicero

himself ; whose name alone suggests every thing

splendid in oratory. With his life and character in

other respects we are not at present concerned. We

shall view him only as an eloquent speaker ; and en

deavour to mark both his virtues and defects. His

virtues are eminently great. In all his orations art

is conspicuous . He begins commonly with a regular

exordium , and with much address prepossesses the

hearers and studies to gain their affections. His me

thod is clear, and his arguments arranged with great

propriety . In clearness ofmethod he has advantage

over Demosthenes . Every thing is in its proper

place .: he never attempts to move before he has en

deavoured to convince ; and in moving , particularly

the softer passions, he is very successful. No one

ever knew the force of words better than Cicero. He

rolls them along with the greatest beauty and pomp ;

and in the structure of his sentences is eminently cu

rious and exact. He is always full andflowing ; never

abrupt. He amplifies every thing ; yet , though his

manner is on the whole diffuse, it is often happily va

ried, and suited to the subject. When a great publick

object roused his mind , and demanded indignation and

force, he departs considerabiy from that loose and de

clamatory manner, to which he at other times is ad

dicted, and becomes very forcible and vehement.

This great orator, however, is not without defects.

In most of his orations there is too much ait . He

seems often desirous of obtaining admiration , rather

than of operating conviction . He is sometimes there

fore showy, rather than solid ; and diffuse, where he

ought to be urgent. His periods are always round

M 2
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and sonorous ; they cannot be accused of monotony's

for they possess variety of cadence ; but, from too

great fondness for magnificence, he is sometimes de

ficient in strength : " Though the services which he

performed for his country, were very considerable,

yet he is too much his own panegyrist. Ancient

manners, which imposed fewer restraints on the side

of decorum , may in some degree excuse , but cannot

entirely justify his ranity ,

Whether Demosthenes or Cicero were the most

perfect orator is a question, on which criticks are not

agreed . Fenelon , the celebrated Archbishop of Cam

bray, and author of Telemachus, seems to have stated

their merits with great justice and perspicuity. His

judgment is given in his reflections on rhetorick and

poetry . We shall translate the passage , though not ,

it is feared, without losing much of the spirit of the

original. “ I do not hesitate to declare," sayshe, “ that

* I think Demosthenes superior to Cicero. I am per

ob suaded , no one can admire Cicero more than I do.

“ He adorns whatever he attempts . He does honour

“ to language. He disposes of words in a manner

peculiar to himself. His style has great variety of

is character . Whenever he pleases, he is even con

“ cise and vehement ; for instance , against Catiline,

s against Verres , against Anthony. But ornament is

“ too visible in his writings. His art is wonderful , but

« it is perceived. When the orator is providing for

* the safety of the republick, he forgets not himself,

“ nor permits others to forget him . Demosthenes

seeins to escape from himself,and to see nothing but

* bis country . He seeks not elegance of expression ;

56 unsought,hepossessesit. He is superiour to admira
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46 tion . He makes use of language as a modest man

“ does of dress , only to cover him . He thunders,

“ he lightens. He is a torrent which carries every

“ thing before it. We cannot criticise, because we

« are not ourselves. His subject enchains our atten

« tion , and makes us forget his language. We lose

6 him from our sight; Philip alone occupies our

6 minds. I am delighted with both these orators ;

“ but I confess that I am less affected by the infinite

« art and magnificent eloquence of Cicero, than bay

“ the rapid simplicity of Demosthenes.”

The reign of eloquence among the Romans was

very short. It expired with Cicero. Nor can we

wonder at this : for liberty was no more, and the

government of Rome was delivered over to a succes

sion of the most execrable tyrants that ever disgrac

ed and scourged the human race .

In the decline of the Roman empire the introduc

tion of Christianity gave rise to a new kind of elo

quence in the apologies, sermons, and pastoral writ

ings of the fathers. But none of them afforded very

just models of eloquence. Their language, as soon

as we descendto the third or fourth century, becomes

harsh ; and they are generally infected with the taste

of that age, a love of swollen and strained thoughts,

and of the play of words .

As nothing in the middle ages deserves attention ,

we pass now to the state of eloquence in modern times.

Here it must be confessedthat in no European nation

publick - speaking hasbeen yalued so highly,or cultivat

ed with so much care, as in Greece or Rome . The

genius of the world appears in this respect to have

undergone some alteration . The two countries,where
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we might expect to find most of the spirit of elo .

quence, are France and Great-Britain ; France, on

account of the distinguished turn of its inhabitants to

ward all the liberal arts, and of the encouragement

which more than a century past these arts have received

from the publick ; Great Britain , on account of its free

government, and the liberal spirit and genius of its

people . Yet in neither of these countries has oratory

risen nearly to the degree of its ancient splendour.

Several reasons may be given ,why modern eloquence

has been so confined and humble in its efforts . In

the first place , it seems, that this change must in part

be ascribed to that accurate turn of thinking, which

has been so much cultivated in inodern times . Our

publick speakers are obliged to be more reserved than

the ancients , in their attenipts to elevate the imagina

tion , and warm the passions ; and by the influence of

preyailingtaste, their own genius is chastened perhaps

in too great a degree. It is probable also, that we as

cribe to our correctness and good sense , what is chief

ly owing to the phlegm and natural coldness of our

disposition . For the vivacity and sensibility of the

Greeks and Romans, especially of the former, seem

to have been much superiour to ours, and to have giv

en them a higher relish for all the beauties of oratory ."

Though the Parliament of Great Britain is the no

blest field which Europe at present affords to a publick

speaker, yet eloquence has ever been there amore fee

bleinstrument than in the popular assemblies ofGreece

and Rome. Under some foreign reignstheiron hand

of arbitrary power checked its efforts ; and in later

times ministerial influence has generally rendered it

of small importance. At the bar our disadvantage in
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comparison with theancients is great. Among them

the judges were commonly numerous ; the laws were

few and simple ; the decision of causes was left in a

great measure to equity and the sense of mankind .

Hence the field for judicial eloquence was ample .

But at present the system of law is much more com

plicated. The knowledge of it is rendered so labori

ous, as to be the study of a man's life. Speaking is

therefore only a secondary accomplishment, for which

he has little leisure .

With respect to the pulpit it has been a great dis

advantage, that the practice of reading sermons in

---stead of repeating them has prevailed so universally

in England . This indeed may have introduced ac

curacy ; but cloquence has been much enfeebled.

Another circumstance has been prejudicial. The

sectaries and fanaticks before the restoration used a

warm, zealous, and popular manner of preaching ;

and their adherents afterward continued to distinguish

themselves by similar,ardour. Hatred of these sects

drove the established church into the opposite extreme

of a studied coolness of expression . Hencefrom the

art of persuasion, which preaching ought ever to be,

it has passed , in England, into mere reasoning and

instruction .

Eloquence of Popular Assemblics.

T E foundation of every species of eloquence

is good sense and solid thought. It should be the first

study of him, who means to address a popular assem



142 ELOQUENCE OF POPULAR ASSEMBLIES.

2

bly , to be previously master of the business on which

he is to speak ; to be well provided with matter and

argument ; and to rest upon these the chief stress .

This will give to his discourse an air of manliness

and strength , which is a powerful instrument of per

suasion . Ornament, if he have genius for it , will

succeed of course , at any rate , it deserves only sec.

ondary regard .

To become a persuasive speaker in a popular as

sembly , it is a capital rule, that a man should always

be persuaded of whatever he recommends to others.

Never, if it can be avoided , should he espouse that

side of an argument, which he does not believe to be

the right. All high eloquence must be the offspring

of passion . This makes every man persuasive , and

gives a force to his genius which it cannot otherwise

possess .

Debate in popular assemblies seldom allows a

speaker that previous preparation which the pulpit

always , and the bar sometimes, admits . A general

prejudice prevails, and not an unjust one, against set

speeches in publick meetings. At the opening of a

debate they may sometimes be introduced with pro

priety ; but, as the debate advances, they become im

proper ; they lose the appearance of being suggested

by the business that is going on . Study and ostenta

tion are apt to be visible ; and, consequently, though

admired as elegant, they are seldom so persuasive as

more free and unconstrained discourses .

This, however, does not forbid premeditation, on

what we intend to speak . With respect to the matter

we cannot be too accurate in our preparation ; but

with regard to words and expressions itis very possible
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so far to overdo, as do render our speech stiff and prea

cise . Short notes of the substance of the discourse

are not only allowable, butof considerable service, to

those especially, who are beginning to speak in pub

lick . They will teach them a degree of accuracy,

which, if they speak frequently, they are in danger of

losing. They will accustom them to distinct arrange

ment, without which , eloquence, however great, can

not produce entire conviction .

Popular assemblies give scope for the most animat

ed manner of public speaking. Passion is easily ex

cited in a great assembly, where the movements are

communicated by mutual sympathy between the ora

tor and the audience . That ardour of speech, that

vehemence and glow of sentiment, which proceed

from a mind animated and inspired by somegreat and

publick object, form the peculiar character of popular

eloquence in its highest degree of perfection .

The warmth , however, which we express, must be

always suited to the subject; since it would be ridicu

lous to introduce great vehemence into a subject of

small importance, or which by its nature requires to

be treated with calmness. We must also be careful

not to counterfeit warmth without feeling it . The

best rule is , to follow nature ; and never to attempt a

strain of eloquence which is not prompted by our own

genius. *A speaker may acquire réputation and influ

ence by a calm , argumentative manner. To reach

the pathetick and sublime of oratory requires those

strong sensibilities of mind , and that high power of

expression , which are given to few .

Even when vehemence is justified by the subject,

and prompted by genius ; when warmth is felt, not
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feigned ; we must be cautious, lestimpetuosity trans

port us too far. If the speaker lose command of

himself, he will soon lose command of his audience.

He must begin with moderation, and study to warm

his hearers gradually and equally with himself. For,

if their passions be not in unison with his, the discord

will soon be felt. Respect for his audience should al

ways lay a decent restraint upon his warmth , and pre

vent it from carrying him beyond proper limits.

When a speaker is so far master of himself, as to

preserve close attention to argument, and even to some

degree of accurate expression ; this self command,

this effort of reason in the midst of passion , contri

butes in the highest degree both to please and to per

suade . The advantages of passion are afforded for

the purposes of persuasion without that confusion and

disorder which are its usual attendants .

In the most animated strain of popular speaking we

must always regard what the publick ear will receive

without disgust . Without attention to this, imitation

of ancient orators might betray a speaker into a bold .

ness of manner, with which the coolness of modern

taste would be displeased . It is also necessary to at:

tend with care to the decorums of time, place and

character. No ardour of eloquence can atore for

neglect of these . Noone should attempt to speak in

publick without forming to himself a just and strict

dea of what is suitable foliis age and character ; what

is suitable to the subject, the hearers, the place , and

the occasion. On this idea he should adjust the whole

train and manner of his speaking.

What degree of conciseness or diffuseness is suited

to popular eloquence, is not easy to determine with
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precision . A diffuse manner is generally considered

as most proper. There is danger, however , of erring

in this respect ; by too diffuse a style publick speakers

often lose more in point of strength , than they gain

by fulness of illustration . Excessive conciseness in

deed must be avoided . We must explain and incul

cate ; but confine ourselves within certain limits.

We should never forget that , however we may be

pleased with hearing ourselves speak, every audience

may be tired ; and the moment they grow weary, our

eloquence becomes useless . It is better in general ,

to say too little , than toomuch ; to place our thought

in one strong point of view, and rest it there, tlian by

showing it in every light, and pouring forth a profu

sion of words upon it , to exhaust the attention of our

hearers , and leave them languid and fatigued.

Eloquence of the Bar.

THE ends of speaking at the bar and in pop

ular assemblies are commonly different. In the latter

the orator aims principally to persuade; to determine

his hearers to some choice or conduct , as good , fit,

or useful. He, therefore, applies himself to every

principle of action in our nature ; to the passions and

to the beart, as weli as to the understanding . But at

the bar conviction is the principal object. There the

speaker's duty is not to persuade the judges to what

is good or useful, but to exhibit what is just and trúe ' ,

and consequently his cloquence is chiefly addressed to

the understanding

At the bar speakers address themselves to one, or

to a few judges, who are generally persons of age,
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gravity, and dignity of character. There those ad

vantages which a mixed and numerous assembly af

fords for employing all the arts of speech are not en

joyed. Passion does not rise so easily. The speaker

is heard with more coolness ; he is waiched with more

severity ; and would expose bizzself to ridicule by at

tempting that high and veliemeot tone, which is suit

ed only to a multitude. Beside, at the bar, the field

of speaking is confined v.ithin law and statute. Im

agination is fettered. The advocate has always before

him, the line, the square, and the compass. These

it is his chief business to be constantly applying to

the subjects under debate.

llence the eloquence of the bat is of a much more

limited , more sober and chastised kind, than that of

popuiar assemblies ; and consequently the judicial

orations of the ancients must not be considered as

exact models of that kind of speaking which is adapt

ed to the present state of the bar. With them strict

law was much less an object of attention , than it is

with us. In the days of Demosthenes and Cicero the

municipal statutes were few , simple and general ;

and the decision of causes was left in a great measure

to the equity and common sense ofthe judges. Elo

quence, rather than jurisprudence, was the study of

pleaders. Cicero says that three months' study would

make a complete civilian ; nay , it was thought that a

man might be a good pleader without any previous

study. Among the Romans there was a set of men ,

called Pragmatici, whose office it was to supply the

orator with all the law knowledge his cause required ;

which he risposed in that popular form , and decorat

ed with those colours of eloquence which were most

fitted for influencing the judges .
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It may also be observed , that the civil and criminal

judges in Greece and Rome were more numerous

than with us , and formed a kind of popular assembly.

The celebrated tribunal of the Areopagus at Athens

consisted of fifty judges at least: In Rome the Judices

Selecti were always numerous, and had the office and

power of judge and jury . In the famous cause of

Milo, Cicero spoke to fifty -one Jiudices Selecti , and

thus had the advantage of addressing his whole plead

ing, not to one or a few learned judges of the point

of law, as is the case with us , but to an assembly of

Roman citizens . Hence those arts of popular elo

quence, which he employed with such success .

Hence certain practices, which would be reckoned

theatrical by us, were common to the Roman bar ;

such as introducing not only the accused person dress

ed in deep mourning, but presenting to the judges his

family and young children , endeavouring to excite

pity by their cries and tears.

The foundation of a lawyer's reputation and success

must be laid in a profound knowledge of his profes

sion . If his abilities, as a speaker, be ever so emi

nent ; yet if his knowledge of the law be superficial,

few will choose to engage him in their defence . De

side previous study and an ample stock of acquired

knowledge, another thing inseparable from the suc

cess of every pleader, is a diligent and painful atten

tion to every cause with which he is entrusted ; to all

the facts and circumstances with which it is connect

ed . Thus he will in a great measure be prepared for

the argument of his opponent ; and, being previously

acquainted with the weak parts of his own cause , he

will be able to fortify them in the best manner against

the attack ofhis adversary.

多&
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Though the ancient popular and vehement manner

of pleading is now in a great measure superseded, we

must not infer that there is no room for eloquence

at the bar, and that the study of it is superfluous:

There is perhaps no scene of public speaking, where

cloquence is more requisite. The dryness and sub

tilty of subjects usually agitated at the bar, require ,

more than any other, a certain kind oï eloquence, in

order to command attention ; to give weight to the

arguments employed, and to prevent what the plead

er advances from passing unregarded . The effect of

good speaking is always great. There is as much

difference in the impression made by a cold , dry and

confused speaker, and that made by one who pleads

the same cause with elegance, order and strength ,

as there is between our concepuion of an object, when

presented in twilight, and when viewed in the efful.

sence of noon .

Purity and neatness of expression is in this species

of eloquence chiefly to be studied ; a style perspicuous

and proper, not needlessly overcharged with the ped

antry of law terms, nor affectedly avoiding these,

when suitable and requisite. Verbosity is a fault of

which men of this profession are frequently accused ;

into which the habit of speaking and writing hastily ,

and with little preparation, almost unavoidably betrays

them . It cannot therefore be too earnestly recom

mended to those, who are beginning to practice at the

har, that they early guard against this, while they have

leisure for preparation . Let them form themselves to

the habit of a strong and correct style ; which will

become natural to them afterward , when compelled

by multiplicity of business to compose with precipita
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tion : Whereas, if a loose and negligent style have

been suffered to become familiar, they will not be

able, even upon occasions when they wish to make an

unusual effort, to express themselves with force and

elegance.

Erd
Distinctness în speaking at the bar is a capital pron .

erty . It should be shewn firstin stating the question ;

in exhibiting clearly the point in debate ; what we ad

mit ; whiat we deny ; and where the line of division

begins between us and the adverse party . Next , it

shouldappear in the order and arrangement of all

the parts of the pleading . A clear method is of the

highest consequence in every species of oration ; but

in those intricate cases, which belong to the bar, it is

th infinitely essential.

Narration of facts should always be as concise as

the nature of them will admit . They are always very

necessary to be remembered ; consequently unnecessa

ry minuteness in relating them overloads the memory .

Whereas, if a pleader omit all superfluous circum

stances in his recital , he adds strength to the material "

facts ; gives a clearer view of what he relates, and

makes the impression of it more lasting . In argu

mentation, however, a more diffuse manner seems

requisite at the bar than on some other occasions.

For in popular assemblies, where the subject of debate

is often a plain question, arguments gain strength by

conciseness. But the intricacy of law points frequent

ly requires the arguments to be expanded and placed

in different lights, in order to be fully apprehended .

1 Candour in stating the arguments of his adversary

cannot be too much
reconed

to every pleader.

If he disguisethem ,or place them in a false'light, the
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artifice will soon be discovered ; and the judge and

the hearers will conclude, that he either wants dis

cernment to perceive,or fairness to admit the strength

of his opponent's reasoning. But if he state with ac

curacy and candour the arguments used against him ,

before he endeavour to combat them, a strong preju

dice is created in his favour. He will appear to have

entire confidence in his cause, since he does not at

tempt to support it by artifice or concealment. The

judge will therefore be inclined to receive more readi

ly the impressions made upon him by a speaker whe

appears both fair and penetrating .

Wit may sometimes be serviceable at the bar, pars

ticularly in a lively reply, by which ridicule is thrown

on what an adversary has advanced. But a young

pleader should never rest his strengthon this daz

zling talent. His office is not to excite laughter, but

to produce conviction ; nor perhaps did any one ever

rise to an eminence in his profession by being a witty

lawyer .

Since an advocate personates his client, he must

plead his cause with a proper degree of warmth . He

must be cautious however of prostituting his earnest

ness and sensibility by an equal degree of ardeur on

every subject. There is a dignity of character, which

it is highly important for every one of this profession

to support. An opinion of probity and honour in a

pleader is his most powerful instrument of persuasion

He should always, therefore, decline embarking in

eauses which are odious and manifestly unjust ; and ,

when he supports a doubtful cause , he should lay the

chief stress upon those arguments which appear tohin

Bo be most forcible ; reserving his zeal and indigna.

tion for cases where injustice and iniquity are flagranti
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HAVING treated of the eloquence of popur

lar assemblies, and that of the bar, we shall now

consider the strain and spirit ofthat eloquence which

is suited to the pulpit. This field of publick speaking

has several advantages peculiar to itself. The dignity

and importance of its subjects must be allowed to be

superiour to any other. They admit the highest em

bellishment in description, and the greatest warmtha

and vehemence of expression. In treating his subject

the preacher has also peculiar advantages . He speaks

not to one or a few judges, but to a large assembly.

He is not afraid of interruption . He chooses his sub

ject at leisure : and has all the assistance of the most

accurate premeditation . The disadvantages,however,

which attend the eloquence of the pulpit, are not in

considerable. The preacher, it is true, has no conten

tion with an adversary ; but debate awakens genius,

and excites attention . His subjects, though coble ,

are trite and common. They are become so familiar

to the publick ear , that it requires no ordinary genius

in the preacher to fix attention. Nothing is more

difficult than to bestowon what is common thegrace

of novelty. Besides, the subject of the preacher usu

ally confines him to abstract qualities, to virtues and

vices ; whereas, that of other popalar speakers leads

them to treat of persons ; which is generally more in

teresting to the hearers, and occupies more powerful

1y theimagination. We are taught by the preacher

to detest only the crime ; by the pleader to detest the

criminali Hence it happens that, though thenumber

DUS
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of moderately good preachers is great , so few have

arrived at eminence. Perfection is very distant from

modern preaching. The object , however, is truly ,

noble and worthy of being pursued with zeal .

To excel in preaching, it is necessary to have a fix

ed and habitual view of its object. This is to per

suade men to become good. Every sermon ought

therefore to be a persuasive oration . It is not to dis

cuss some abstruse point, that the preacher ascends

the pulpit. It is not to teach his hearers something

new, but to make them better ; to give them at once

clear views and persuasive impressions of religious

truths .

The principal characteristicks of pulpit eloquence,

as distinguished from the other kinds ofpublick speak

ing, appear to be these two , gravity and warmth . It

is neither easy nor common to unite these characters

of eloquence. The grave, when it is predominant,

becomes a dull, uniform solemnity. The warm, when

it wants gravity, borders on the light and theatrical .

A proper union of the two, forms that character of

preaching, which the French call Onction ; thataf

fecting, penetrating, and interesting manner , which

flows from a strong sense in the preacher of the im.

portance of the truths he delivers, and an earnest de

sire that they may make a full impression on the

hearts of his hearers.

A sermon , as a particular species of composition ,

requires the strictest attention to unity . By this we

mean that there should te some main point to which *

the whole tenor of the sermon shall refer. It must

not be a pile of different subjects heaped upon each

other ; but one object must predominate through the

-
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whole . Hence, however, it must not be understood,

that there should beno divisions or separateheadsin

a discourse ; nor that one single thought only should

be exhibited in different points of view . Unity is

not to be understood in so limited a sense ; it admits

some variety ; it requires only that union and con

nexion be so far preserved,as to make the whole con

cur in some one impression on themind. Thus, for

instance, a preacher may employ several different

arguments to enforce the love ofGod ; he may also

inquire into the causes of thedecay of this virtue

stiil one great object ispresentedto the mind. But

ifbecause his text says, “ He that loveth God ,must

<< love his brother also ,” he should thereforemix in

the samediscourse arguments for the love of God

and for the love of our neighbour, he would grossly

offend against unity and leavea very confused impres

sion on the minds of his hearers.

Sermons are always more striking , and generally

more useful themore precise and particular the subject

of them is. Unity can never be so perfect in agen

eral, as in a particular subject. General subjects, in

deed, such as the excellency of the pleasures of relig

ion, are often chosen by young preachers,as themost

showy, and the easiestto behandled ; but these sub

jects produce not the high effects of preaching. At

tention is much more commanded by taking somepars

ticular view of a great subject , and employing on that

the whole force of argument and eloquence. To re

commend someone virtue, or inveigh against a partic

ular vice, affords a subject not deficientin unity or

precision. But if that virtue or vice be considered

as assuming a particular aspect in certain characters
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or certain situations in life, the subject becomes still

more interesting. The execution is more difficult,

but the merit and the effect are higher.

A preacher shonld be cautious not to exhaust his

subject; since nothingis more opposite to persuasion ,

than unnecessary and tedious, fulness. There are al

ways some thingswhich he may suppose to be known,

and some which require only brief attention . If he

endeavour to omit nothing which his subject suggests,

he must unavoidably encumber it and diminish its

force.

To render his instructions interesting to his hearers

should be the grand object of every preacher. He

should bring home to their hearts the truths which he

inculcates, and make each suppose himself particular

ly addressed. He should avoid all intricate reasonings ;

avoid expressing himself in general , speculative prop

ositions ; or laying down practical truths in an abstract,

metaphysical manner . A discourse ought to be car

ried on in the strain of direct address to the audience ;

not in the strain of one writing an essay, but one

speaking to a multitude, and studying to connect

what is called application , or what immediately refers

to practice, with the doctrinal parts of the sermon .

It is always highly advantageous to keep in view

the different ages, characters, and conditions of men ,

and to accommodate directions and exhortations to

each of these different classes . Wheneveryou advance

what touches a man's character, or is applicable to his

circumstances, you are sure of hisattention. No study

is more necessary for a preacher, than the study of

human life, and of the human heart . To discover a

man to bimself in a light, in which he never saw his
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character before , produces a wonderful effect. Those

sermons, though the most difficult in composition,

are not only the most beautiful , but also the most

useful, which are founded on the illustration of some

peculiar character, or remarkable piece of history in

the sacred writings; by pursuing which we may trace,

and lay open , some of the most secret windings of the

- human heart. Other topicks of preaching are become

trite ; but this is an extensive field which hitherto has

been little explored , and possesses all the advantages

of being curious, new , and highly useful. Bishop

Butler's sermons on the character of Balaam is an

example of this kind of preaching:

Fashion , which operates so extensively on human

manners has given to preaching at different times a

change of character. This however is a torrent vlich

swells to -day and subsides to -morrow . Sonetimes

poetical preaching is fashionable ; sometimes philo

sophical. At one time it must be all pathetick ; at

another all argumentative ; as some celebrated preach

er has set the example. Each of these modes is very

defective ; and who conforms himself to it , will both

confine and corrupt his genius. Truth and good

sense are the sole, basis , on which he can build with

safety, Mode and humour are feeble and unsteady.

No example should be servilely imitated . From va

rious examples the preacher may collect materials

for improvement; but servility of imitation extin

guishes all genius, or rather proves entire want of it .
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Conduei of a Discourse in all its parts .... Introduction ,

Division , Narration , and Explication .

HAVING already considered what is pecu

liar to each of the three great fields of publick speak

ing, popular assemblies, the bar, and the pulpit, we

shall now treat of what is common to them all , and

explain the conduct of a discourse or oration in

general.

The parts which compose a regular oration are

these six ; the exordium or introduction" ; the state or

the division of the subject ; narration or explication ;

the reasoning or arguments ; the pathetick part ; and

the conclusion . It is not necessary that each of these

enter into every publick discourse, nor that they al

ways enter into this order. There are many excellent

discourses in which some of these parts are omitted.

* But, as they are the constituent parts of a regular

oration , and as in every discourse some of them musť

occur, it is agreeable to our present purpose to ex

amine each of them distinctly .

The design of the introduction is to conciliate the

good will of the hearers ; to excite their attention ;

and to render them cpen to persuasion . When .

speaker is previously secure of the good will, atten

tion , and docility of the audience ; a formal introduc

tion maybe omitted . Respect for his hearers will in

that case require only a short exordium, to prepare

them for the other parts of his discourse.

The introduction is a part of a discourse , which re:

quires no small care . It is always important to begin
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well ; to make a favourable inpression at first setting

out, when themindsofthe hearers, as yet vacantand

free , are more easily prejudiced in favour ofthe speak

We must add also that a good introduction is

frequently found to be extremely difficult. Few parts

of a discourse give more trouble to the composer, or

require more delicacy in the execution .

An introduction should be easy and r:atural. It

should alwaysbe suggested bythe subject. Thewrit

er should not plan it before he hasmeditated in his

own mind the substance of his discourse. By taking

the opposite course, and composing in the first place

an introduction, the writer will often find that he is

either led to lay hold of some conimon -place topick ,

or that instead of the introduction being accommodat

ed to the discourse, he is under the necessity ofac

commodating the discourse to the introduction ,

In this part of a discourse correctness of expression

should be carefully studied . This is peculiariy requi

site on account of the situation of thehearers: At the

beginning they are moredisposed to criticise, than at

any other period ; they are then occupied by the sub

ject and the arguments ; theirattention is entirely di

rected to the speaker's style and manner. Care there

fore is requisite to prepossess them in his favour' ;

though 100 much art must be cautiorkiy avoided ,

since it will then be more easily detected, and will

derogate from that persuasion, which the other parts

of the discourse are intended to produce .

Modesty is alsoan indispensable characteristick of a

good introduction. If the speakerbegin with an air"

of arrogance and ostentation , the self-love and price

of his hearers will be presentiy awakened , and wilow

sed
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him with a very suspiciouseye through the rest of his

discourse. His modesty should appear not only in his

expression , put in his whole manner ; in liis looks, in

huis gestures, and in the tone of his voice. Every au

dience is pleased with those marks of respect and awe

which are paid by the speaker. The modesty how

evor of an introduction shculd betray nothing mean

or absurd . Together with modesty and deference to

his hearers, theorator should show a certain sense of

dignity , arising from persuasion of the justice or im

portance of his subject.

Particular cases excepted , the orator should not put

forth all his strength at the beginning ; but it should

rise and grow upon his hearers, as his discourse ad

vances. The introduction is seldom the place for ve

hemence and passion. The audience mustbe gradual

ly preparedbefore the speaker venture on strong and

passionate sentiments. Yet , when the subject is such

that the very mention of it naturally awakens some

passionate emotion ; or when theunexpected presence

ofsome person or objectin a popular assembly inflames

the speaker ; either of these will justify ap abrupt and

vehement exordium . Thus the appearanceof Catiline

in the senate renders the violent opening of Cicero's

first oration against him very natural and proper.

" Quousque tandem , Catalina, abutere patentiâ nos

4 trâ ?” Bishop Atterbury, preaching from this text,

4 Blessed is he,whosoever shall not be offended in me,"

ventures on this bold exordium: “ And can any man

“ then be offended in thee, blessed Jesus ?" Which

address to our Saviour he continues, till he enters on

the division of the subject. But such introductions

should be attempted by very few , since they promise
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so much vehemence and ardour through the rest of

the discourse, that it is extremely difficult to satisfy

the expectation of the hearers.

An introduction should not anticipate any material

part of the subject . When topicks or irgumeris

which are afterward to be enlarged upon are
hinicdat,

and in part exhibited in the introduction ;, they lore',

upon their second appearance , the grace of novelty.

'The impression, intended to be made by any capital

thought, is always made with greatest advantage,

when it is inade entire, and in its proper place .

An introduction should be proportioned in length

und kind to the dişcourse which follows it . In length,

as nothing can be more absurd than to erect a large

portico before a small building ; and in kind, as it is

no less absurd to load with superb ornaments this

portico of a plain dwelling-house ; or to make the ap

proach to a monument as gay as that to an aibour.

After the introduction, the proposition or enunci

tion of the subject, commonly succeeds ; concerning

which we shall orly observe, that it should be clear

and distinct, and expressed without affectation , in the

most concise and simple manner. To this generally

succeeds the division, or laying down the method of

the discourse ; in the management of which the fole

lowing rules should be carefully observed .

First, The parts, into which the subject is divided,

must be really distinct from each other. It were an

absurd division , for example, if a speaker should pro

pose to explain first the advantages of virtue, and pex !

those of justice or temperance ; because the first head

plainly comprehends the second, as a genus does the

species . Such a method of proceeding involves the

subject in confusion .

1
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Secondly, We must be careful always to follow the

order of nature ; beginning with the most simple

points ; with such as are most easily understood, and

necessary to be first discussed ; and proceeding to

those which are built upon the former, and suppose

then to be known. The subject must be divided in

to those parts into which it is most easy and natural

y resolved .

Thirdly, The members of a division oughtto ex

Daust the subject ; otherwise the division is incom

plete ; the subject is exhibited by pieces only, with

wit displaying the whole. ,

Fouthis, Let conciseness and precision be pecu

Jarly studied . A division always appears to most ad

vantage, when the several heads are expressed in the

clearest, most forcible, and fewest words possible.

This never fails, to strike the hearers agreeably ; and

contributes also to make the division more easily re

membered .

Fiftly, Unnecessary multiplication ofheadsshould

be cautiously avoided. To divide a subject into many

minute parts, by endless divisions and subdivisions,

produces a bad effect in speaking. In a logical treatise

his may be proper ; but it renders an oration hard and

Iry, and unnecessarily fatigues the memory. A ser

men inay admit from three to five or six heads, in

cluding subdivisions ; seldom are more allowable .

The next constituent part of a discourse is narra

tion or explication. These two are joined together,

because they fail nearly under the same rules, and be .

cause they generally answer the samepurpose ; serve ?

ing to illustrate the cause, or the subject, of which one

treats, before proceeding to argue on one side or the
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other ; or attempting to interest the passions of the

hearers :

To be clear and distinct, to be probable , and to be

concise , are the qualities which criticks chiefly require

in narration . Distinctness is requisite to the whole of

the discourse,but belongs especially to narration ,which

ought to throw light on all that follows. At the bar,

a fact, or a single circumstance, leſt in obscurity, or

misunderstood by the judge, may destroy the effect of

all the argument and reasoning which the pleader ema

ploys. If his narration be improbable, it will be dis

regarded ; if it be tedious and diffuse, it will fatigue

and be forgotten . To render narration distinct, par

ticular attention is requisite in ascertaining clearly the

names, dates, places, and every other important cir

cumstance of the facts recounted . In order to be

probable in narration, it is necessary to exhibit the

characters of the persons of whom we speak, and to

show that their actions proceeded from such motives

as are natural, and likely to gain belief. To be as

concise as the subject will admit, all superfluous cir

cumstances must be rejected ; by which the narration :

will be rendered more forcible and more clear.

In sermons, explication of the subject to be dis

coursed on occupies the place of narration at the bar,

and is to be conducted in a similar manner .

be concise, clear, and distinct; in á siyle correct and

elegant, rather than richly adorned . To explain the

ctrine of the text with propriety ; to give a fulland

clear account of the nature of that virtue orduty

which forms the subject of discourse, is properly the

didactick part of preaching ; on the right execution of

which much depends. In order to succeed , the

It must

02
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preacher must meditate profoundly on the subject; G

as to place it in a clear and striking point of view ,

lle must consider what light it may derive from other

passages of scripture ; whether it be a subject nearly

allied to some other, from which it ought to be dis

tinguished ; whether it can be advantageously illus

trateil by comparing or opposing it to some other

thing ; by searching into causes, or tracing effects ; by

pointing out examples, or appealing to the hearts of the

hearers ; that thus a precise and circumstantial view

may be afforded of the doctrines inculcated . By dis

tinct and apt illustrations of the known truths of re

ligion , a preacher may both display great merit, as a

composer, and , what is infinitely more valuable , ren

der his discourses weighty, instructive , and useful.

The Urgumentative Part ofa Discourse, the Pathetic

Part, and the Peroration .

As the great end for which men speak on

any serious occasion , is to convince their hearers that

something is true , or right, or good, and thus to in

fluence their practice ; reason and argument must

constitute the foundation of all manly and persuasive

eloquence.

With regard to arguments , three things are requi

site . First, invention of thein ; secondly,proper disse

sition and arrangement of them ; and thirdly , express

ing them in the most forcible manner. Invention is un

doubtedly the most material, and the tasis of the rest:

But in this, art can afford only small assistance. It
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can aid a speaker however in arranging and express

ing those arguments which his knowledge of the sub

ject has discovered.

Supposing the arguments properly chosen , we must

avoid blending those together that are of a separate

nature . All arguments whatever are intended to

prove one of these three things ; that something is

true ; that it is right or fit ; or that it is profitable

and good. Truth , duty, and interest are the three

great subjects of discussion among men . But the ar

guments employed upon either of them are generally

distinct ; and he who blends them all under one top

ick which he calls his argument, as in sermons is too

frequently done, will render his reasoning indistinct

and inelegant.

With respect to the different degrees of strength

in arguments, the common rule is, to advance in the

way of climax froin the weakest to the most forcible .

This method is recommended when the speaker is

convinced that his cause is clear, and easy to be prov

ed. But this rule must not be universally observed.

Ifhe distrust his cause and have but one material ar”.

gument, it is often proper to place this argument in

the front ; to prejudice his hearers early in his favour,

and thus dispose them to pay attention to the weaker

reasons which he may afterward introduce. When

amid a variety of arguments there is one or two more

feeble than the rest, though proper to be used , Cicero

advises to place them in the middle, as a situation less

conspicuous, than either the beginning or end ofthe

train of reasoning.

When arguments are strong and satisfactory,

the more they are separated the better. ' Each can
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then bear to be introduced alone, placed in its full

light, amplified and contemplated. But, when they

are of a doubtful or presumptive nature, it is safer ta

crowd them together, to form them into a phalanx ,

that , though individually weak, they may mutually

support each other.

Arguments should never be extended too far, por

multiplied too much . This serves rather to render a

cause suspicious, than to increase its strength. A

needless inultiplicity of arguments burdens the me

mory, and diminishes the weight of that conviction

wbich a few well chosen arguments produce. To

expand them also beyond the bounds of reasonable

illustration is always enfeebling . When a speaker

endeavours to expose a favourable argument in every

light possible, fatigued by the effort , he loses the spi

rit , with which he set out ; and ends with feebleness,

what he began with force.

Having attended thus far to the proper arrange

ment of arguments , we proceed to another essential

part of a discourse , the pathetick ; in wliich if any

where, eloquence reigos and exerts its power . On

this head the following directions appear useful.

Consider carefully whether the subject admit the

pathetick , and render it proper ; and, ifitdo, what part

of the discourse is most fit for it . To determine these

points belong to good sense . Many subjects admit

not the pathetick ; and even in those that are suseep

tible of it,an attempt to excite the passions in a wrong

place may expose an orator to ridicule. It may in

general be observed, that, if we expect any emotion

which we raise, to have a lasting effect we must se

cure in our favour the understanding and judgment.
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The hearers must be satisfied that there are sufficient

grounds for their engaging in the cause with zeal and

ardour . When argument and reasoning have pro

duced their full effect, the pathetick is admitted with

the greatest force and propriety.

A speaker should cautiously avoid giving his hear

ers warning that he intends to excite their passions.

Every thing of this kind chills their sensibility . There

is also a great difference between telling the hearers

that they ought to be moved, and actually moving

them . To every emotion or passion nature has adapt

ed certain corresponding objects ; and without setting

these before the mind, it is impossible for an orator to

excite that emotion . We are warmed with gratitude,

we are touched with compassion, not whena speaker

showsus that these are noble dispositions, and that it

is our duty to feelthem ; por when he exclaimsagainst

us for our indifference and coldness. Hitherto he has

addressed only our reason or conscience . He must

describe the kindness and tenderness of our friend ;

he must exhibit the distress suffered by the person

for whom he would interest us. Then, and not be

fore, our hearts begin to be touched, our gratitude or

compassion begins to flow . The basis, therefore, of

all successful execution in pathetick oratory , is to

paint the object of that passion which we desire to

raise, in themost natural and striking manner ; to

describe it with such circumstances as are likely to

awaken it in the minds of others.

To succeed in the pathetick, it is necessary to at

tend to the proper language of the passions. This, if

we consult nature , we shall ever find is unaffected and

simple . It may be animated by bold and strong fig .

!

1



166
THE PERORATION.

ureş, but it will have no ornament, or finery. There

is a great difference between painting to the imagina

tion and to the heart. The one may be done with de

liberation and coolness ; the other must always be

rapid and ardent. In the former, art and labour may

be suffered to appear ; in the latter no proper effect

can be produced, unless it be the work of nature only .

Hence all digressions should be avoided which may

interrupt or turn aside the swell of passion. Hence

comparisons are always dangerous, and commonly

quite improper in the midst of the pathetiek. It is

also to be observed, that violent emotions cannot be

lasting. The pathetick therefore should not be pro

longed too much . Due regard should always be pre

served to what the hearers will bear ; for he wlio al

tempts to carry them farther in passiou than they

will follow him , frustrates his purpose. By endeav

ouring to warm them too much, he takes the sprest

method of freezing them completely.

Concerning the peroration or conclusion of a dis

course,a few words will be sufficient. Sometinies the

whole pathetick part comes in most properly at the

conclusion , Sometimes when the discourse has been

altogether argumentative, it is proper to conclude

with summing up the arguments, placing them in

one view, and leaving the impression of them full

and strong on the minds of the hearers. For the

great rule of a conclusion , and what nature obviously

suggests , is , place that last on which you choose to

rest the strength of your cause.

In every kind of publick speaking it is important

to hit the precise time of concluding ; to bring the

discourse just to a point; neither ending abruptly and
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unexpectedly, nor disappointing the expectation of

the hearers,when they look for the end of thediscourse.

The speaker should always close with dignity and

spirit, that the ininds of the hearers may be left warm,

and that they may depart with a favourable impression

of the subject and of himself.

Prorunciation or Delivery,

such grace

THE great "objects to which every publick
speaker showirect his attention in forning his deliv

ery, are, first , to speak so as to be fully and easily under

stood by his hearers ; ând next, to express hinı self with

and energy as to please and to movethem .

To be filly and easily understood, the chief requi

sites are, a due degrue of loudness of voice , distinct

ness , slowness, and propriety of pronunciation.

To be heard is undoubtedly the first requisite . The

speaker must endeavourtofill with his voice thespace

occupiedby theassembly. Though this power ofvoice

is in a great measure a natural talent, itmay receive

considerable assistance from art .Muchdepends on the

proper pitch and managemento
f
the voice. Every man

has three pitches in his voice ; the high, the middle,

and the low . The high is used in calling aloud to

some one at a distance ; the low approaches to a whis

per ; the middle is that which is employed in common

conversation , and which should generally be used in

publick 'speaking . For it is a great error to suppose

that the highest pitch of voice is requisite to bewell

heard by a great assembly , Thisis confounding two
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things materially different, loudness or strength of

sound with the key or note on which we speak. The

voice may be rendered louder without altering the

key ; and the speaker will always be able to give most

body , most persevering force of sound , to that pitch

of voice to which in conversation he is accustomed .

Whereas, if he begin on the highest key he will fa

tigue himself and speak with pain ; and , whenever a

man speaks with pain to himself, he is always heard

with pain by his audience . Give the voice therefore

full strength and swell of sound, but always pitch it on

your ordinary speaking key ; a greater quantity of

voice should never be uttered than can be afforded

without pain, and without any extraordinary effort.

To be well heard , it is useful for a speaker to fix his

eye on some of the most distant persons in the assem

bly, and to consider himself as speaking to them . We

naturally and mechanically utter our words with such

strength , as to be heard by one to whom we address

ourselves, provided he be within the reach of our voice .

This is the case in publick speaking, as well as in com.

mon conversation . But it must be remembered , that

speaking too loudly is peculiarly offensive. The ear is

wounded when the voice comes upon it in rumbling,

indistinct masses ; beside, it appears as if assent were

demanded by mere vehemence and force of sound.

To being well heard and clearly understood,distinct:.

ness of articulation is more conducive, perhaps, than

mere loudness of sound . The quantity ofsound requi

site to fill even a large space, is less than is commonly

supposed ; with distinct articulation a man of a weak

voice will make it extend farther than the strongest

voice can reach withoot it . This therefore demands
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peculiar attention . The speaker must give every sound

its due proportion , and make every syllable , and even

every letter, be heard distinctly . To succeed in this ,

rapidity of pronunciation must be avoided . A lifeless .

drawling-method, however, is not to be indulged. To

pronounce with a proper degree of slowness and with

full and clear articulation cannot be too industriously

studied , nor too earnestly recommended . Such pro

nunciation gives weight and dignity to a discourse.

It assists the voice by the pauses and rests which it

allows it more easily to make ; and it enables the

speaker to swell all his sounds with more energy and

more musick . It assists him also in preserving a due

command of himself ; whereas a rapid and hurried

manner excites that flutter of spirits which is the

greatest enemy to all right execution in oratory.

To propriety of pronunciation nothing is more con

ducive than giving to every word which we utter,

that sound which the most polite usage appropriates to

it, in opposition to broad , vulgar,or provincial pronun

ciation . On this subject,however ,written instructions

avail nothing. But there is one observation which it

may be useful to make. In our language every word

of more syllables than one , has one accented syllable .

The genius of the language requires the voice to mark

that syllable by a stronger percussion,and to pass more

slightly over the rest . Thesame accent should be given

to every word in public speaking and in common dis

course . Many persons err in this respect . When they

speakin publick and with solemnity ,they pronounce dif

ferently from what they do at other times. They dwell

upon syllables, and protract them ; they multiply ac

cents on the same word, from a false idea that it gives

P
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gravity and force to their discourse, and increases the

pomp of publick declamation . But this is one of the

greatest faults which can be committed in pronuncia

tion ; it constitutes what is terined a theatrical or

mouthing manner, and gives an artificial, affected air

to speech , which detracts greatly from its agreeable

ness and its impression .

We shall now treat of those higher parts of delivery,

by studying which a speaker endeavours not merely to

l'ender himselfintelligible, but to give grace and force

to what he utters. These may be comprehended under

four heads, emphasis, pauses, tones, and gestures.

By emphasis is meant a fuller and stronger sound of

voice, by which we distinguish the accented syllable

of some word, on which we intend to lay particular

stress, and to show how it affects the rest of the sen

tence. To acquire the proper management of empha

sis, the only rule is, study to acquire a just conception

of the force and spirit of those sentimens which you

are to deliver. In all prepared discourses it would

be extremely useful if they were read over or re

hearsed in private , with a view of ascertaining the

proper emphasisbefore they were pronounced in pub

lick ; marking atthe same time the emphatical words

in every sentence, or at least in the most important

parts of the discourseand fixing them well in memory.

A caution,however,must be given against multiplying

emphatical words too much . They become striking,

only when used with prudent reserve . If they recur

too frequently ; if a speaker attempt to render every

thing which he says of high importance, by a multi

tude of strong emphases, they will soon fail excite

the attention of his hearers.
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Next to emphasis , pause demands attention . They

are of two kinds ; first, emphatical pauses ; and sec

ondly, such as mark the distinctions of sense . An

emphatical pause is made after something has been

said of peculiar moment, on which we wish to fix

the hearer's attention . Sometimes a matter of im

portance is preceded bya pause of this nature . Such

pauses have the same effect with strong emphases,

and are subject to the same rules ; especially to the

caution just now given , of not repeating them too

frequently, For, as they excite uncommon attention

and consequently raise expectation, if this be not fully

answered , they occasion disappointment and disgust.

But the most frequent and the principal use ofpauses

is, to mark the divisions of the sense , and at the same

time to permit the speaker to draw his breath ; and

the proper management of such pauses is one of the

inost nice and difficult articles in delivery. A proper

.command of the breath is peculiarly requisite. To

obtain this, every speaker should be very careful to

provide a full supply of breath for what he is to utter.

It is a great mistake to suppose that the breath must

be drawn only at the end of a period, when the voice

is allowed to fall. It may easily be gathered at the

intervals of a period ; when the voice suffers only a

momentary suspension . By this management a suffi

cient supply may be obtained for carrying on the

longest period without improper interruptions.

Pauses in publick discourse must be formed upon the

manner in which we express ourselves in sensible con

versation, and not upon the stiff, artificial manner,

which we acquire from perusing books according to

common punctuation . Punctuation in general is very
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arbitrary ; often capriciousand false ; dictating a uni

formity of tone in the pauses, which is extremely un

pleasing . For it must be observed , that, to render

pauses graceful and expressive they must not only be

made in the right places, but also be accompanied by

proper tones of voice ; by which the nature of these

pauses is intimated, much more than by their length ,

which can never be exactly measured . Sometimes

only a slight and simple suspension of the voice is pro

per ; sometimes a degree of cadence is requisite ; and

sometimes that peculiar tone and cadence which mark

the conclusion of a period. In all these cases a speaker

is to regulate himself by the manner in which he

speaks,when engaged in earnest discourse with others .

In reading or reciting verse, there is a peculiar diffi

cuity in making the pauses with propriety . There

are two kinds ofpauses ,which belong to the musick of

verse ; one at the end of a line, and the other in the

middle of it . Rlyme alipays renders the former sen

sibie, and compels observance of it in pronunciation.

Ja blank verse it is less perceivable ; and when there

is no suspension of the sense, it has been doubted,

whether in reading such verse any regard should be

paid to the close of a line . On the stage, indeed,

where the appearance of speaking in verse should be

avoided, the close of such lines as make no pause in

the sense should be rendered perceptible to the ear.

On other occasions we ought, for the sake of melody,

to read blank verse in such manner as to make each

line sensible to the ear. In attempting this, however,

every appearance of sing-song and tone must be cau

tiously avoided. The close of a line , where there is

pause in the meaning, should be marked only by
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$0 slight a suspension of sound , as may distinguish the

passage from one line to another, without injuring the

sense .

The pause in the middle of the line falls after the

4th , 5th, 6th , or 7th syllable , and no other . When

this pause coincides with the slightest division in the

sense, the line may be read with ease ; as in the two

first verses of Pope's Messiah :

Ye nymyhs of Solyma, begin the song ,

To heavenly themes sublimer strains belong.

But if words, that have so intimate a connexion ,

as not to admit even a momentary separation , be di

vided from each other by this cæsural pause ; we then

perceive à conflict between the sense and sound,

which renders it difficult to read such lines gracefully ,

In such cases it is best to sacrifice sound to sense .

For instance, in the following lines to Milton :

What in me is dark ,

Illumine ; what is low , raise and support.

The sense clearly dictates the pause after “ illu ,

mine," which ought to be observed ; though, if mel

ody only were to be regarded, “ illu ne" should be

connected with what follows, and no pause made be

fore the 4th or 6th syllable.. So also in the following

line of Pope's Epistle to Arbuthnot :

I sit ; with sad civility I read .

The ear points out the pause as falling after “ sad,"

the fourth syllable. But to separate “ sad ” and

“ civility ", would be very bad reading . The sense

allows no other pause than after the second syllable,

“ sit ;" which therefore is the only one to be observed .
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We proceed to treat of tones in pronunciation

which are different both from emphases and pauses ;

consisting in the modulation of the voice , the notes or

variations of sound which are employed in publick

speaking. The most material instruction which can

be given on this subject, is to form the tones of pub

lick speaking upon the tones of animated conversation .

Every one who is engaged in speaking on a subject

which interests him nearly , has an eloquent or per

suasive tone and manner. But, when a speaker de

parts from his natural tolle ofexpression, he becomes

frigid and unpersuasive . Nothing is more absurd

than to suppose that as soon as a speaker ascends a

pulpit , or rises in a publick assembly, he is instantly to

lay aside the voice with which he expresses himself in

private ,and to assume a new ,studied tone,and a cadence

altogether different from his natural manner. This

has vitiated all delivery , and has given rise to cant and

tedious monotony . Let every publick speaker guard

against this error. Whether he speak in private, or

in a great assembly, let him remember that he still

speaks. Let him také nature for his guide, and she

will teach him to express his sentiments and feelings

in such manner, as to make the most forcible and

pleasing impression uponthe minds of his hearers.

- It now remains to treat of gesture, or what is call

ed action in publick discourse . The best rule is, at

tend to the looks and gesture in which carnestness,

indignation , compassion , or any other emotion, discopy

ers itself to most advantage in the common intercourse

of men ; and let these be your model . A publica

sp ker must, however, adopt that manner which is

most natural to himself. His motions and gestures
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quglit all to exhibit that kind of expression which na

ture has dictated to him and, unless this be the

case, no study can prevent their appearing stiff and

forced . But, though patung is the basis on which

every grace of gesture must be founded, yet there is

room for some improvemants of art. The study of

action consists chiefly in guarding against awkward

and disagreeable motions, and in learning to perform

such as are natural to the speaker, in the most grace

ful manner. Numerous are the rules which writers

have laid down for the attainment of a proper gesticu

lation . But written instructions on this subject can be

of little service . To become useful , they mustbe ex

emplified. A few ofthe simplest precepts, however,

may be observed with advantage . Every speaker

should study to preserve as much dignity as possible

in the attitude of his body . He should generally pre

fer an erect posture ; his position should be firm ,

that he may have the fullest and freest command of

all his motions. If any inclination be used, it should

be toward the hearers, which is a natural expression

of earnestness . The countenance should correspond

with the nature of the discourse ; and, when no par

ticular emotion is expressed, a serious and manly look

is always to be preferred . The eyes should never be fix

ed entirely on any one object,but move easily round the

audience . In motion , made with the hands, consists

the principal part of gesture in speaking . It is natu

ral for the right hand to be employed more frequently

than the left. Warm emotions require the exercise

of them both together. But whether a speaker gestic

ulate with one, or with both his hands, it is important

that all his motions be easy and unrestrained . Nara
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row and confined movements are usually upgraceful ;

and consequently motions made with the hands ,

should proceed from the shoulder, rather than from

the elbow . Perpendicular movements are to be avoid

ed . Oblique motions are most pleasing and grace

ful . Sudden and rapid motions are seldom good.

Earnestness can be fully expressed without their as

sistance.

We cannot conclude this subject without earnestly

admonishing every speaker to guard against affecta

tion , which is the destruccion of good delivery . Let

hismanner, whatever it be, be his own ; neither im

tated from another, nor taken from some imaginary

model, which is unnatural to him . Whatever is na.

tive, though aitended by several defects, is likely to

please , because it shows usthe man ; and because it

has the appearance of proceeding from the heart. To

aitain a delivery extremely correct and graceful, is

what few can expect ; since so many natural talents

inust concur in its formation . But to acquire a forci

ble and persuasive manner, is within the power of

inost persons. They need only to dismiss bad habits,

Follow nature , and speak in publick as they do in pri

vate, when they speak in earnest and from the heart.

Means ofimproving in Eloquence.

To( ) those who are anxious to excel in any of

the higher kinds of oratory ,nothing is more necessary

than to cultivate habits of the several virtues, and to

Tęfine and improve their moral feelings. A true ora.

tor must possess generous sentiments, warin feela.
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ings, and a mind turned toward admiration of those

great and high " objects which men are -by nature

formed to venerate . Connected with the manly vir

tues, he should possess strong and tender sensibility

to all the injuries, distresses, and sorrows of his fel

low - creatures .

Next to moral qualifications, which is most requisite

for an orator, is a fund of knowledge . There is no

art by which eloquence can be taught in any sphere,

without a sufficient acquaintance with what belongs to

that sphere . Attention to the ornaments of style can

only assist an orator in setting off to advantage the

stock of materials which he possesses ; but the mate.

nals themselves must be derived from other sources

than from rhetorick . A pleader must make himself

completely acquainted with the law ; he must possess

all that learning and experience which can be useful

for supporting a cause, or convincing a judge . A

- preacher must apply himself closely to the study of

divinity, of practical religion , of morals and of human

nature ; that he may be rich in all topicks of instruc

tion and persuasion . He who wishes to excel in the

supreme council of the nation, or in any publick as

sembly, should be thoroughly acquainted with the

business that delongs to such assembly ; and should

attend with accuracy to all the facts which may

the subject of question or deliberation .

Beside the knowledge peculiar to his profession , a

publick speaker should be acquainted with the general

circle of polite literature. Poetry he will find useful

for embellishing his style for suggesting lively images,

or pleasing illusions. History may be still more ad

vantageous ; as the knowledge of facts, of eminent

3

be

1 .



178 MEANS OF IMPROVING IS ELOQUENCE .

characters, and of the course of human affairs, finds

place on inany occasions. Deficiency of knowledge

even in subjects not immediately connected with his

profession, will expose a publick speaker to mary dis .

advantages, and give his rivals, who are better qual

ified , a decided superiority.

To every one who wishes to excel in eloquence,

application and industry cannot be too much recom

mended. Without this it is impossible to excel in

anything . No one ever became a distinguished plead

er, or preacher, or speaker in any assembly, without

previous labour and application . Industry indeed is

not only necessary to a very valuable acquisition , but

it is designed by Providence as the seasoning of every

pleasure , without which life is doomed to languish .

No enemy is so destructive both to honorable attain

ments, and to the real and spirited enjoyments of life,

as that relaxed state of mind, which proceeds from

indolence and dissipation. He who is destined to

excel in any art will be distinguished by enthusiasm

for that art ; which, firing his mind with the object

in view , willdispose him to relish every necessaryla .

bour. This was the characteristick of the great men

of antiquity ; and this must distinguish moderns who

wish to imitate them . This honourable enthusiam

should be cultivated by students in oratory . If it be

wanting to youth , manhood will flag exceedingly.

Attention to the best models contributes greatly to

improvement in the arts of speaking and writing .

Every one indeed should endeavour to have something

that is his own, that is peculiar to himself , and will

distinguish his style . Genius is certainly depressed,

er want of it betrayed, by slavish imitation . Yet no
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genius is so original , as not to receive improvement

from proper exemples in style, composition , and de

livery : They always aſford some new ideas, and

serve to enlarge and correct our own . They quicken

iba current of thought and excite emulation .

In imitating the style of a favourite author, a mate

rial distinction should be observed between written and

spoken language. These are in reality two different

modes of communicating ideas. In books we expect

correctness , precision , all redundancies pruned, all

repetitions avoided , language completely polished .

Speaking allows a more easy , copious style, and less

confined by rule ; repetitions may often be requisite ;

parenthesesmay sometimes be onamental; the same

thought must often be placed in difcant points of

view ; since the hearers can caich it only from the

mouth of the speaker, and have not the opportunity ,

as in reading, of turning back again, and of contem

plating what they do not entirely comprehend. Hence

the style of many good authors would appear stiff, af

fected , and even obscure, if transferred into a popular

oration . How unnatural, for instance , would Lord

Shaftesbury's sentences sound in the mouth of a pub

lick speaker ? Some kinds of publick discourse indeed,

such as that of the pulpit, where more accurate prepa

ration and more stuillea style are allowable , would

admit such a manner better than others, which are

expected to approach nearer to extemporaneous speak

ing . But still there is generally such a difference be

tween a composition , intended only to be read, and

one proper to be spoken , as should caution us against

a close and improper imitation .

The composition of some guthors approaches near

er to the style of speaking than that of others, and
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they may therefore be imitated with more safety. In

our own language, Swift and Bolinguroke- are of this

description . The former, though correct, preserves

the easy and natural manner of an unaffected speaker.

The style of the latter is more splendid ; but still it is

the style of speaking , or rather of declamation .

Frequent exercise both in composing and speaking is

a necessary mean ofimprovement. That kind of com

position is most useful which is connected with the

profession , or sort of publick speaking, to which per.

sons devote themselves. This they should ever keep

in view , and gradually inure themselves to it . At the

same time they should be cautious not to allow them

selves to compose negligently on any occasion. He

who wishes to write or speak correctly, should in the

inost trivial kind of composition , in writing a letter ,

or even in common conversation , study to express

himself with propriety. By this we do not mean that

he is never to write or speak, but in elaborate and ar

tificial language. This would introduce stiffness and

affectation, infinitely worse than the greatest negli

gence . But we must observe, that there is in every

thing a proper and becoming manner ; and on the

contrary, there is also an awkward performance of the

same thing . The becomingmanner is oftenthe most

light, and seemingly most careless ; but taste and at

tention are requisite to seize the just idea of it . That

idea, when acquired, should be kept in view, and up

on it should be formed , whatever we write or speak .

Exercises in speaking have always been recommend

ed to students ; and, when under proper regulation,

must be of great use . Those publick and promiscuous

societies in which numbers are brought together who
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are frequently of low stations and occupations ; wlio

are connected by no common bond of union , except

a ridiculous rage for publick speaking, and have no

other object in view than to exhibit their supposed

talents ; are institutions not oniy useless, but injuri

ous . They are calculated to become seminaries of

licentiousness, petulance, and faction . Even the al.

lowable meetings into which students of oratory may

form themselves, need direction in order to render

them useſul. If their subjects of discourse be improp

erly chosen ; if they support extravagant or indecent

topicks ; ifthey indulge themselves in loose and flimsy

declamation ; or accustom themselves withoutprepa

ration to speak pertly on all subjects ,they will unavoid

ably acquire a very faulty and vicious taste in speaking.

It should therefore be recommended to all thyse who

are members of such societies, to attend to the choice

of their subjects ; to take care that they be useful and

manly, either connected with the course of their stud

ies, or related to morals and taste, to action and life.

They should also be temperate in the practice of

speaking , not to speak too often, nor on subjects of

which they are ignorant ; but only when they have

proper materials for a discourse, and have previously

considered and digested the subject. In speaking they

should be cautious always to keep good sense and

persuasion in view , rather than a show of eloquence.

By these means they will grudually form themselves

to a manly ,correct,and persuasive manner of speaking

It
may now be asked , of what use will the study of

critical and rhetorical writers be to those who wish to

excel in eloquence ? They certatnly ought not to be

neglected ; and yetperhaps very much cannot bee
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pected from them . It is, however, from the original

ancient writers that the greatest advantage may be

derived ; and it is a disgrace to any one, whose pro

fession calls him to speak in publick , to be unacquaint

ed with them . In all the ancient rhetorical writers

there is indeed one defect ; they are too systematical.

They aim at doing too much ; at reducing rhetorick

to a perfect art, which may even supply invention with

materials on every subject ; so that one would sup

pose they expected to form an orator by rule, as they

would form a carpenter. But in reality all that can

be done is to assist and enlighten taste, and to point

out to genius the course it ought to hold .

Aristotle was ihe first who took rhetorick' out of

the hands of the sophists, and founded it on reason

and solid sense. Some of the profoundest observa

tions, which have been made on the passions andman

Ders of men , are to be found in his Treatise on Rhet

orick ; though in this, as in all his writings, his great

conciseness often renders him obscure. The Greek

rhetoricians who succeed him , most of whom are now

lost , improved on his foundation . Two of them still

remain, Demetrius Phalerius, and Dionysius of Hali

carnassus. Both wrote on the construction of senten

ces , and deserve to be consulted ; particularly Diony

sius, who is a very accurate and judicious critick .

Toto recommend the rhetorical writings of Cicero is

saperfluous. Whatever on the subject of eloquence

is suggested by so great an orator, must be worthy of

attention . His most extensive work on this subject is

that De Oratore. None of his writings are more

highly finished than this treatise. The dialogue is

polile ; the characters are well supported, and the
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management of the whole is beautiful and pleasing .

The Orator ad M. Brutum is also a valuable treatise ;

and indeed through all Cicero's rhetorical works are

displayed those sublime ideas of eloquence, which are

calculated to form a just taste , and to inspire that en

thusiasm for the art, which is highly conducive to ex

cellence.

But of ail ancient writers on the subject of oratory

the most instructive and most useful is Quintilian .

His institutions abound with good sense , and discover

a taste in the highest degree just and accurate .

most all the principles of good criticism are found in .

them . He has well digested the ancient idcas con

cerning rhetorick , and has delivered his instructions

in elegant and polished language.

Comparative Meril of the uncienie and Modernos

A VERY curious questicn ijas been agitated

with regard to the comparative merit of the ancients

and moderns. In France, this dispute was carried on

with great heat between Boileau and Madame Dacier

for the ancients, and Perrault and La Motte for the

moderns. Even at this day , men of letters are divid

ed on the subject. A few reilections upon it may be

useful.

To decry the ancient classicks is a vain attempt .

Their reputation is established upon 100 solid a found

ation to be shaken . Imperfections may be traced in

their writings ; but to discredit their works in general

can ,belong only to peevishness or prejudice. The
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approbation of the publick through so many centuries

establishes a verdict in their favour, from which there

is n.o appeal.

In maiters of mere reasoning, the world may be

long in error ; and systems of philosoplio often have

a currency for a time, and then die. But in objects

of taste there is no such fallibility ; as they depend

not on knowledge and science, but upon sentiment

and feeling. Now the universal feeling of mankind

must be right ; llomer and Virgil therefore must

continue to stand upon the same ground which they

have so long occupied.

Let us guard however against blind veneration for

the ancients , and insutute a fair comparison between

them and the moderns. If the ancients had the pre

eminence in genius , yet the moderns must have some

advantage in all arts which are improved by the nat

ural progress of knowledge.

Hence in natural philosophy,astronomy,chymistry,

and other sciences,which rest upon observation of facts

the moderns have a decided superiority over the an

cients. Perhaps too in precise reasoning, philosopher's

of modern ages are superior to those of ancienttimes ;

asa more extensive literary intercourse hascontributed

to sharpen the faculties of men . The moderns have

also the superiority in history and in political know

ledige ; owing to the extension of commerce , the dis

covery of different countries, the superiour facility of

intercourse, and the multiplicity of events and revolu

lions whicłı have taken place in the world. In po

etry likewise some advantages bave been gained in

point of regularity and accuracy . In dramatick per

formances, improvements lave certainly bech mode
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upon the ancient models. The variety of characters

is greater ; greater skill has been displayed in the

conduct of the plot ; and a happier attention to prob

ability and decorum . Among the ancients we find

higher conceptions, greater simplicity , and more ori

ginal fancy. Among the moderns there is more of

artand correctness, but less genius . But though this

remark may in generalbejust, there are some excep

tions from it ; Milton and Shakespeare are inferiour

to no poets in any age.

Among the ancients were many circumstances fa

vourable to the exertions of genius. They travelled

much in search of learning and conversed with priests,

poets, and philosophers. They returned home full

ofdiscoveries, and fired by uncommon objects . Their

enthusiasm was greater ; and few.being stimulated to

excel as authors, their fame was more intense and

fattering. In modern times good writing is less priz :

ed. , We write with less effort. Printing has so mul

tiplied books, that assistance is easily procured.

Hence mediocrity of geniusprevails. To rise beyond

this, and to soar above the crowd, is given to few .

In epick poetry , Homer and Virgil are still uprival

led ; and orators , equal to Demosthenes and Cicero, we

have none. In history , we have no modern narration

so elegant,so picturesque, so animated,and interesting,

as those of Herodotus, Thucydides, Xenophon, Livy,

Tacitus and Sallust. Our dramas, with all their ini

provements, are inferiour in poetry and sentiment to

those of Sophocles and Euripides. We have no comic

dialogue that equals the correct , graceful and elegant

simplicity of Terence . The elegies of Tibullus, the

pastorals of Theocritus,and the lyrick poetryofHorace ,

છે ?
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are still unrivalled . By those, therefore, who wish to :

form their taste , and nourish their genius, the utmost

attention must be paid to the ancient classicks, both

Greek and Roman .

After these reflections on the ancients and moderns,

we proceed to a critical examination of the most dis

tinguished kinds of composition , and of the characters

of those writers , whether ancient or modern , who

have excelled in them . Of orations and publick dis

courses much has already been said. The remaining

prose compositions may be divided into bistorical

writing , philosophical writing , epistolary writing,

and fictitious history.

Historical Irriting .

HISTORY is a record of trìth for the insruc

tion of mankind. Hence the great requisites in a his

torian are impartiality, fidelity , and accuracy.

In the conduct of historical detail the first object of

a historian should be, to give his work all possible

unity . History should not consist of unconnected

parts. Its portions should be united by some con

necting principle, which will produce in the mind an

impression of something that is one, whole and entire.

Polybius, though not an elegant writer, is remarkable

for this quality.

A historian should trace actions andevents to their

sources. He should therefore be well acquainted with

human nature andpoliticks. His skill in the former

will enable him to describe the characters ofindividu

als ; and his knowledge of the latter to account for
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the revolutions of government, and the operation of

political causes on publick affairs. With regard to po

itical knowledge,the ancients wanted some advantages

which are enjoyed ty the moderns. In ancient times

there was less communication among neighbouring

states ; no intercourse by established posts,nor by am-

bassadors at distant courts. Larger experience too of

the different modesof government has improved the

modern historian beyond the historian of antiquity .

9. It is however in the form of narrative, and not by

dissertation ,that the historian is to impart his political

knowledge. Formaldiscussions expose him to suspi

cion of being willing to accommodate his facts to his

theory . They have also an air of pedantry, and evi

dently result from want of art . For reflections,

whether moral, political, or philosophical, maybe

insinuated in the body of a narrative.

Clearness , order , and connexion are primary vir

tues in historical narration . These are attained when

the historian is complete master of his subject; can

see the whole at one view ; and comprehend the de.

pendence of all its parts. History being a dignified

species of composition , it should also be conspicuous

for gravity. There should be nothing mean nor vul,

gar in the style ; no quaintness, no smartness, no af

fectation, no wit. A history should likewise be inter

esting ; and this is the quality which chicfly distin

guishes a writer of genius and eloquence.

Tobe interesting,a historianmust preservea medf

um between rapid recitaland prolix detail. He should

know when to be concise, and when to enlarge . He

should make a proper selection of circumstances.

These give life , body ,and colouring to his narration .

They constitute what is termed historical painting.

.
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In all these virtues of narration , particularly in pic

turesque description, the ancients eminently excel.

Hence the pleasure ofreading Thucydides, Livy, Sal

lust, and Tacitus. In historical painting there are

great varieties. Livy and Tacitus paint in very dif

ferent ways . The descriptions of Livy are full, plain ,

and natural; those of Tacitus are short and bold,

One embellishment, which the moderns have laid

aside, was employed by the ancients . They putora .

tions into the mouths of celebrated personages. By

these, they diversified their history , and conveyed

both moral and political instruction . Thucydides

was the first who adopted this method ; and the ora

tions with which bis history abounds, are valuable re

Inains of antiquity. It is doubtful, however, whether

thisembellishment should be allowed to the historian ;

for they form a mixture, unnatural to history, of truth

and fiction . The moderns are more chaste when on

great occasions the historian delivers.in his own per

son the sentiments and reasonings of opposite parties.

Another splendid embellishment of history is the

delineation of characters. These are considered as

exhibitions of fine writing ; and hence the difficulty.'

of excelling in this province. For characters may be

too shining and laboured . The accomplished histo

rian avoids here to dazzle too much . He is solicitous

to give the resemblance in a style equally removed

from meanness and affectation . He studies the gran

deur of simplicity .

Sound morality should always reign in history. A

historian should ever show himself on the side ofvirtue.

It is not , however, his province to deliver moral in

structions in a formal manner. He should excite in
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dignation against the designing and the vicious ; and

by appeals to the passions, he will not only improve

his reader, but take away from the natural coolness

of historical narration .

In modern times historicalgenius has shone most

in Italy . Acuteness, political sagacity, and wisdom

are all conspicuous in Machiavel, Guicciardin , Davila,

Bentivoglio, and Father Paul . In Great -Britain histor

ry has been fashionable only a few years. For though

Clarendon and Burnet are considerable historians, they

are inferiour to Hume, Robertson , and Gibbon .

The inferior kinds of historical composition are an

nals, memoirs, and lives. Annals are å collection of

facts in cronological order ; and the properties of an

annalist are fidelity and distinctness . Memoirs are a

species of composition in which an author pretends not

to give a complete detail of facts, but only torecord

what he himself knew , or was concernedin, or what

illustrates the conduct ofsome person , or some trans »

action which he chooses for his subject. It is not

therefore expected ofsuch a writer , that he possess the

same profound research , and those superiour talents

which are requisite in ' a historian. It is chiefly re

quired of him that he be sprightly and interesting.

The French during two centuries have poured forth a

flood of memoirs ; the most of which are little more

than agreeable trifles. Wemust, however , except

bom this censure the memoirs of Cardinal de Retz,

and those of the Duke of Sully. The former join to

a lively narrative great knowledge of human nature .

The latter descrve veryparticular praise . They ap

proach to the usefulness and dignity of legitimate his

tory. They are fullofvirtue and good sense ; and are

well calculated to form both the head sand hearts of
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those who are designed for publick business and high

stations in the world .

Biography is a very useful kind of composition ;

less stately than bistory ; but perhaps not less instruc

tive. It affords full opportunity of displaying the char

acters ofeminentmen , and of enteringinto a thorough

acquaintance with them. In this kind of writing,

Plutarch excels ; but his matter is better than his

manner ; he has no peculiar beauty nor elegance.

Hisjudgment and accuracy also are sometimes taxed .

But he is a very hamane writer, and fond of display

ing great men in the gentle lights of retirement.

Before we conclude the subject, it is proper lo ob

serve, that of late years a great improvement has been

introduced into historical composition. More particu

lar attention than formerly , has been given to laws,

customs, commerce, religion , literature, and to every

thing that shows the spirit and genius of nations. It

is now conceived that a historian ought to illustrate

manners as well as facts and events. Whatever dis

plays the state of mankind in different periods; what

eyer illustrates the progress of the human mind, is-

more useful than details of sieges and battles.

Philosophical Writing and Dialogue.

OFF philosophy the professed design is instruc::

tion . With the philosopher therefore style, form

and dress are inferiour objects. But they must not

be wholly neglected . The same truths and reason

ing's, delivered with elegance, will strike more than

in a dull and dry manner.
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2. Beyond mere perspicuity , the strictest precision

and accuracy are required in a philosophical writer ;

and these qualities may be possessed without dryness.

Philosophical writing admits a polished , neat and

elegant style. It admits the calm figures of speech ;

but rejects whatever is florid and tumid . Plato and

Cicero have left philosophical treatises, composed

with much elegance and beauty. Seneca is too fond

of an affected , brilliant, sparkling manner. Locke's

Treatise on Human Understanding isa model of a

clear and distinct philosophical style . In the writings

of Shaftesbury, on the other hand, philosophy is

dressed up with too much ornament and finery:

Among the ancients , philosophical writing often as

sumed the form of dialogue. Plato is eminent for the

beauty of his dialogues. In richness of imagination

no philosophick writer, ancient or modern, is equal to

him . His only fault is the excessive fertility of his

imagination, which sometimesobscures his judgment,

and frequently carries him inta allegory , fiction , en

thusiasm , and the airy regionsof mystical theology

Cicero's dialogues are not so spirited and characteris

tịcal as those of Plato . They are however agrecable,

and well supported ; and show us conversation , carri

cd on among some principal persons of ancient Rome

with freedom , good breeding, and dignity. Of the

light and humorous dialogue, Lucian is a model; and

he has been imitated by several modern writers. Fon

tenelle has written dialogues, which are sprightly and

agreeable ; but his characters,whoever his personages

be, all became Frenchmen. The divine dialogues of

Dr. Henry More, amid the academick stiffness of the

age, are often remarkable for character and vivacity ,

BishopBerkley'sdialogues are abstract,yet perspicuous.
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Epistolary Writing

I v epistolary writing we exp : ct ease and famil

iarity ; and much ofitscharm depends on its introduc

ing us into some acquaintance with the writer. Its

fundamental requisites are nature and simplicity,

sprightliness and wit. The style of letters, like that

of conversation, should fow easily. It ought to be

neat and correct , but no more . Cicero's épistles are

the most valuable collection of letters, extant in any

language. They are composed with purity and ele

gance, but without the least affectation . Several let

ters of Lord Bolingbroke and of Bishop Atterbury are

masteliy. In those ofPope thereis generally toomuch

&udy ; and his letters to ladies in particular are full

of affectation . Those of Swift and Arbuthnot are

written with ease and simplicity . Of a familiar cor

respondence, the most accomplisired model are the

letters of Madam de Sevigne . 'Phey are easy , varied,

lively and beautiful. The letters of Lady Mary Wort

iey Montague, are perhaps more agreeable to the

epistolary style, than any in the English language .

Fictitious History .

This species of composition includes a very

Thumerous, and in general a very insignificant class of

writings , called romances and novels . Of these how

ever the influence is known to be great both oir the

morals and taste ofa nation, Notwithstanding the bad

ends to which this mode of writing is applied, it might

be employed for very useful purposes. Romances and
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novels describe human life and manners, and discover

the errors into which we are betrayed by the passions.

Wise men in all ages have used fables and fictions as

vehicles of knowledge ; and it is an observation of

Lord Bacon, that the common affairs of the world

are insufficient to fill the mind of man , He must

create worlds of his own, and wander in the regions

of imagination .

All nations whatsoever have discovered a love of

fiction , and talents for invention . The Indianss Per :

sians , and Arabians, abounded in fables and parables .

Among the Greeks, we hear of the Ionian and Mile:

sian tales . During the dark ages, fiction assumed

an unusual form , from the prevalence of chivalry

Romances arose, and carried the marvellous to its

suminit. Their knights were patterns not only of

the most heroic courage, but of religion , generosity,

courtesy and fidelity ; and the heroines were no less

distinguished for modesty, delicacy, and dignity of

manners. Of these romances , the most perfect mo

del is the Orlando Furioso. But as magick and en

chantment came to be disbelieved and ridiculed, the

chivalerian rornances were discontinued , and were

succeeded by a new species of fictitious writing,

Of the second stage of romance writing the Cico

patra ofMadame Scuderi and the Arcadia of Sir Philip

Sydncy are good examples. In these, however, there

was still too large a proportion of the marvellous ;

and the books were too voluminous and tedious.

Romance writing appeared therefore in a new forms

and dwindled down to the familiar novel. Interesting

situations in real life are the ground vork of novel

writing. Upon this plan , the French have produced

R
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some works of considerable merit. Such are the Gil

Blas of Le Sage and the Marianne of Marivaux .

In this mode of writing, the English are inferiour

to the French ; yet in this kind there are some per

formances which discorer the strength of the British

genius . No fiction ' was erer better supported than

the Adventures of Robinson Crusoe . Fielding's no

vels are highly distinguished for ' humour and bold

ness of charac:er . Richardson , the writer of Claris

sa , is the most moral ofall our novel writers ; but he

possesses the unfortunate talent of spinning out pie

amusement into an immeasurable length . The

trivial performances which daily appear under the

title of lives, adventures, and histories, by anonymous

authors, are most insipid , and, it must be confessed ,

often tend to depuave the morals, and to encourage

dissipation and idleness .

ces of

Mature of Poctry.... Its Origin and Progress....

Versification .

What, it may be asked,is poetry ? and how

does it differ from prose ? Many disputes have been

inaintained among criticks upon these questions.

The essence of poetry is supposed by Aristotle,

Plato , and others, to consist in fiction . But this is

too limited a description . Many think the character

istick of poetry lies in imitation . But imitation of

manners and characters may be carried on in prosa

as well as in poetry.

Perhaps the best definition is thïs, poetry is the

« language of passion, or of enlivened imagination,

ti forincd most cominonlvi nto regular numbers." As
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the primary object of a poet is to please and to move,

it is to the imagination and the passions that he ad

dresses himself. It is hy pleasing and moving, that

he aims to instruct and reforın.

Poetry is older than prose . In the beginning of

society there were occasions upon which men met

together for feasts and sacrifices , when musick , danc

ing , and songs were the chief entertainment. The

meetings of American tribes are distinguished by

musick and songs . In congs they celebrate their re

ligious rites and martial achievements ; and in such

songs wetrace the beginning of pocuick composition.

Man is by nature both a poet and musician. The

same impulse which produced a poctick style, promp

ted a certain melody or modulation of sound, suited

to the emotions of joy or grief, love or anger. Níu

sick and poetry are united in sons , and mutually as.

sist and exalt each other . The first poets sung their

own verses. Hence the origin of versification , or the

arrangement of words to tune or mclody.

Poets and songs are the first objects that make their

appearance in all nations. Apollo , Orpheus and

Amphion were the first tamers of mankind among

the Greeks. The Gothick nationshad their scalders,

or poets . The Celtick tribes had their bards . Poems

and songs are among the antiquities of all countries ;

and, as the occasions of their being composed are

nearly the same, so they remarkably l'esemble each

other in style . They comprize the celebration ofgods

and heroes, and victories. They abound in fire and

enthusiasm ; they are wild, irregular, and glowing.

During the infancy of poetry , all its different kinds

were mingled in the same composition ; but in the
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progress of society, poems assumed their different

l'egular forms. Time separated into classes the sev

eral kinds of poetick composition. The ode and the

elegy , the epick poem and the drama, are all redue

ed to rule, and exercise the acuter.css of criticism .

English Vereification,

Nations, whose language and pronuncia

tion were musical , rested their versification chiefly on

file quantities of their syllables ; but mere quantity

has very little effect in English verse. For the differ

ence , vaade between long and short syllables in our

mnanner of pronouncing them, is very incotisiderable .

The only perceptible difference among our syłables

arises from that strong percussion of voice which is

termed accent. This accent however does not always

make the syllable longer, but only gives it mere

force of sound, and it is rather upon a certain order

and succession of accented and unaccented syllables,

than upon their quantity , that the melody of our verse

depends.

In the constitution of our verse there is another

essential circumstance . There is the cæsural pause,

which falls near the middle of each line . This pause

may fall after the fourth, fifth , sixth , or seventh sylla

hle ; and by this mean, uncommon variety and rich

1.ess are added to English versification .

Our English verse is of lainbick structure , compos

ed of a nearly alternate succession of unaccentedand

accented syllables. When the pause falls earliest,that

is, after the fourth syllable , the briskest melody is
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thereby formed. Of this, the following lines from

Pope, are a happy illustration :

On her white breast I a sparkling cross she wore,

Which Jewsmight kiss , and infidels adore ;

Her lively looks / a sprightly mind disclose ,

Quick , as her eyes , and as unfix'd as those .

Favours to none, i to all she smiles extends ;

Oft she rejects, but never once offends.

When the pause falls after the fifth syllable , dividing

the line into two equal portions, the melody is sensi

bly altered . The verse, losing the brisk all of the

former pause, becomes inore spiooth and ſlowing,

Eternal sunshine of the spotless mind ,

Each prayer accepted, 1'and each wish resign'd .

When the pause follows the sixth syllable , the mel

ody becomes gråve. Tire movement of the verse is

more solemn and measured.

The wrath of Peleus son, | the direful spring

Ofall the Grecian woes, 1 goddess, sing.

The grave cadence becomes still more sensible

when the pause follows the seventh - syllable. This

kind of verse however seldom cccurs ; and its effect

is to diversify the melody .

And in the smooth descriptive murmur still ,

Long lov’d , ador’d ideas , ; all adieu .

Ourblank verse is a noble , bold and disencumbered ,

mode of versification . It is free from the full close

which rhyme forces upon the ear at the end of every

couplet. Hence it is peculiarly suited to subjects of

dignity and force . It is more favourable than rhyme

to the sublime and highly pathetick. It is the most

Chat

R ?
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3

proper for an epick poem and for tragedy . Rhyme

finds its proper place in the middle regions of poetry ;

and blank, verse is the bighest .

The present form of our English heroick rhyme in

couplets is modern. The measure used in the days of

Elizabeth , James, and Charles I. was the stanza of

eight lines. Waller was the first who introduced

coupleis ; and Dryden established the usage . Waller

smoothed our verse , and Dryden perfected it . The

versification of Pope is peculiar. It is flowing, smooth

and correct in the highest degree . He has totally

thrown aside the triplets so common in Dryden. In

ease and variety, Dryden excels Pope. He frequently

makes his couplets run into one another with some

what of the freedom of blank verse .

Pastoral Poetry .

It was not before men had begun to assemble

in great cities, that the bustle of courts and large soci

eties was known that pastoral poetry assumed its pre

sent form . From the tumult of a city life, men look

ed back with complacency to the innocence of rural

retirement. In the court of Ptolemy, Theocritus

wrote the first pastorals with which we are acquaint

ed ; and in the court of Augustus,Virgil imitated him .

The pastoralis a very agreeablespecies of poetry

It lays before us thc gay and pleasing scenes of nature.

It recals objects which are commonly the delight of

our childhood and youth . It exhibits a life with which

we associate-ideas ofinnocence, peace and leisure. It

transports us into Elysian regions . It presents maný
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objects favourable to poetry ; rivers and mountains,

meadows and hills , rocks and trees, flocks and shep

herds void of care .

A pastoral poet is careful to exhibit whatever is

most pleasing in the pastoral state . He paints its

simplicity , tranquillity, innocence, and happiness";

but conceals its rudeness and misery . If his pictures

be not those of real life , they must resemble it . This

is a general idea of pastoral poetry . But, to under

stand it more perfectly, let us consider, 1. The

scenery : 2. The characters ; and lastly, the subjects

it should exhibit.

The scene must always te in the country ; and the

poet must have a talent for description. In thisres

pect , Virgil is excelled by Theocritus, whose descrip.

tions are richer and more picturesque . In every pas

toral a rural prospect should be drawn with distinct

It is not enough to have unmeaning groups of

roses and violets, of birds, breezes and brooks thrown

together . A good poet gives such a landscape as a

painter might copy . His objects are particularized.

The stream , the rock , or the tree, so stands forth as

to make a figure in the imagination , and give a pleas

ing conception, of the place where we are.

In his allusions to natural objects as well as in prom

fessed descriptions of the scenery,the poet must study

variety. He must diversify his face of nature by pre

senting us new images . He must also suit the

scenery to the subject of his pastoral ; and exhibit

nature under such forms as may correspond with the

emotions and sentiments he describes . Thus Virgil,

when he gives the lamentation of a despairing lover,

communicates a gloom to the scene .

ness .
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Tantum inter densas, umbrosa cacumina, fagos,

Assidue veniebat ; ibi hæc incondita solus

Montibus et sylvis studio jactabat inani .

With regard to the characters in pastorals, it is not

sufficient that they be persons residing in the country .

Courtiers and citizens who resort thither occasionally,

are not the characters expected in pastorals. We

expect to be entertained by shepherds ,or persons whol

ly engaged in rural occupations. The shepherd must

be plain and unaffected in his manner of thinking.

An amiable simplicity must be the ground -work of his

character ; though there is no necessity for his being

dull and insipid . He may have good sense , and even

Tivacity ; tender and delicate feelings. But he must

never dcal in general reflections, or abstract reason

ings; nor in conceits of gallantry; for these are con

sequences ofrefinement. When Aminta in Tasso is

disentangling his mistress' hair from the treeto which

a savagéhad bound it, he is made to sày Cruel tree,

* how couldst thou injure that lovely hair, which did

thee so much honour ? Thy rugged trunk was not

* worthy of so lovely knots. What advantage have

- the servants of love, if those precious chains are

common to them and to trees ? "? Strained senti

ments, like these, suit not the woods. The language of

rural personages is that of plain senseand natural feel

ing ; as in the following beautiful lines of Virgil :

Sepibus in nostris parvam te roscida mala

(Dux ego vester eram ) vidí cum matré legentem ;

Alter ab undecimotum me jam ceperat annus,

Jam fragiles poteram a terra contengere ramos.

Ut vidi, ut perii , ut me malus abstulit error !

2. The next enquiry is,whatare the proper subjects of

pastorals ? For it is not enough that the poet give us
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shepherds discoursing together. Everygood poem

has a subject that in some way interests us. In this

lies the difficulty of pastoral writing. The active

scenes ofcountry life are too barren of incidents. The

condition of a shepherd has few things in it that ex

site curiosity or surprize . Hence of all poems the

pastoral is most meagre in subject, and least diversi

fied in strain . Yet this defect is not to be ascribed

solely to barrenness of subjects. It is in a great mea

sure the fault of the poet . For human nature and

human passions are much the same in
every

situation

and rank of life. What a variety of objects within

the rural sphere do the passions present ! The strug .

gles and ambition of shepherds ; their adventures ;

their disquiet and felicity ; the rivalship of lovers ;

unexpected successes and disasters ; are all proper

subjects for the pastoral muse.

Theocritus and Virgii are the two great fathers of

pastoral writing. For simplicity of sentiment, har .

mony of numbers, and richness of scenery, the for

mer is highly distinguished. But he sometimes de

scendsto ideas that are gross and mean, and makes

his shepherds abusive and immodest. Virgil on the

contrary , preserves the pastoral simplicity without

any offensive rusticity.

Modern writers of pastorals have in general imitat.

ed the ancient poets. Sannazarius, however, a Latin

poet, in the age of Leo X. attempted a bold innova

tion , by composing piscatory eclogues , and changing

the scene from the woods to the sea, and the character

from shepherds to fishermen . But the attempt was

so unhappy that he has no followers. The toilsome

life of fishermen has nothing agreeable to present to
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the imagination. Fishes and marine productions

have nothing poetical in them . Ofall the moderns ,

Gesner, a poet of Switzerland, has been the most

happy in pastoral composition. Many new ideas are

introducedin bis Idyls. His scenery is striking, and

his descriptions lively. He is pathetick , and writes

to the heart. Neither the pastorals of Pope, nor of

Philips, do much, honour to English poetry. The

pastorals of Pope are barren ; their chiefmeritis the

smoothness of the numbers. Philips attempted to

be more simple and natural than Pope ; but wanted

genius to support the attempt. His topicks, like

those of Pope, are beaten ; and , instead of being nat

ural or simple, he is flat and insipid . Shepstone's

pastoral-ballad is one of the most elegant poems of

the kind in the English language.

In latter times pastoral writing has been extended

into regular drama ; and this is the chief improve

ment the moderns have made in it. Two pieces of

this kind are highly celebrated,Guarini's Pastor Fido,

and Tasso's Amintá. Both possess great beauties ;

but the latter is the preferable poem , because less in

tricate, and less affected ; though Eot wholly free

from Italian refinement. As a poem , however, it has

great merit. The poetry is pleasing andgentle, and

the Italian language confers on it muchof that soft

ness which is suited to the pastorał.

The Gentle Shepherd of Allan Ramsay is a pasto

ral drama which will bear comparison with any com

position of thekind in any language. To this admi

rable poem it is a disadvantage, that it is written in

theold rustick dialect ofScotland ,which must soon be

obsolete ; and it is a farther disadvantage, that it is
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formed so entirely on the rural manners ofSck

that none, but a nativeofthat country, can thord

understand and relish it . It is full of natural descrip

tion , and excels in tenderness of sentiment. The

characters are well drawn , theincidents affecting, the

scenery and manners lively and just.

Lyrick Poetry

THE ode is a species of poetry, which has

much dignity, and in which many writers in every

age have distinguished themselves. Ode in Greek is

the same with song or hynın ; and lyrick poetry im

plies that the verses are accompanied with a lyre , or

musical instrument . In the ode , poetry retains its

first form , and its original union witli musick . Sen

timents commonly constitute its subject. It recites

not actions. Its spirit and the manner of its execu

tion markits character , It admits a bolder and more

passionate strain than is allowed in simple recital.

Hencethe enthusiasın that belongs to it . Hence that

neglectofregularity, those digressions, and that dis.

order, it is supposed to admit.

All odes may be classed under four denominations,

1.Hymnsaddressed to God, or composed on religious

subjects. 2. Heroick odes, which concern the cele

bration of heroes and great actions. 3. Moral and

philosophical odes, which refer chiefly to virtue ,

friendship and humanity. 4. Festive and amorous

odes, which are calculated merely for amusement

and pleasure.

Enthusiasm being considered as tlie characteristick

of theode , it has often degenerated intolicentiousness.
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This species of writing has, above all others,been in

fected by want of order, method , and connexion .

The poet is out of sight in a moment. He is so ab

rupt and eccentrick , so irregular and obscure, that we

cannot follow him . It is not indeed necessary that the

structure ofthe odebe so perfectly regular as the epick

poem . But in every composition there ought to be a

whole ; and this whole should consist of connected

parts . The transition from thought to thought may

be light and delicate, but the connexion of ideas should

preserved ; the author should think, and not rave .

: Pindar, the father of lyrick poetry, has led his imi

tators into enthusiastick wildness. They imitate his

disorder without catching his spirit. In Horace's odes

every thing is correct, harmonious, and happy. His

elevation is moderate, not raptuous. Grace and ele

gance are his characteristicks. He supports a maral

sentiment with dignity, touches a gay one with felici

ty , and has the art of trifling most agreeably. His

language too is most fortunate .

3- Many Latin poets oflater ages have imitated him .

Casimir, a Polish poet of the last century, is of this

number ; and discovers a considerable degree ofori

ginal genius and poetick fire. He is, however, far

inferiour to the Roman in graceful expression . Bu

chanan in some of his lyrick compositions is very ele

gant and classical.

In our own language, Dryden's ode on St. Cecilia

is well known. Mr. Gray in some of his odes is cel

ebrated for tenderness and sublimity ; and in Dods

ley's Miscellanies are severai very beautiful lyrick po

ems. Professedly Pindaric odesareseldom intelligible .

Cowley is doubly harsh in his Pindaric compositions.
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His Anacreontick odes are happier, and perhaps the

most agreeable and perfect of their kind of all his

poems .

Didactick Poctry.

Or didactick poetry, it is the express intention

to convey instruction and knowledge. It may be ex

ecuted in different ways . The poet may treat some

instructive subject in a regular work, he may inveigla

against particular vices, or make some moral obser

vations on human life and characters .

The highest species of didactick poetry is a regu

lar treatise on some philosophical, grave , or useful

subject. Such are the books of Lucretius de Rerum

Natura, the Georgićks of Virgil, Pope's Essay on

Criticism , Akenside's Pleasures of the Imagination,

Armstrong on Health , and the Art of Poetry , by

Horace, Vida , and Boileau .

In all such works, as instruction is the professed

object, the chief inerit consists in sound thought, just

principles, and apt illustrations. It is necessary how

ever that the poet enliven his lessons by figures , inci

dents , and poetical painting. Virgil in his Georgicks

embellishes the most trivial circumstancesin rural life .

When he teaches that the labour of the farmer must

begin in thespring, he expresses himself thus :

1. Vere novo gelidus canis cụm montibus humor :

Liquitur, et Zephyro putris se gleba resolvit ;

Depresso incipitat jam tum mihi. Taurus arọtro

Ingemere, et sulco attritus splendescere vomer.

S
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In all didactick works such method is requisite, as

will clearly exhibit a connected train of instruction .

With regard to episodes and embellishments, writers

of didactick poetry are indulged great liberties. For

in a peetical performance a continued series of in

struction without embellishment soon fatigues. The

digressions in the Georgicks of Virgil are his princi

pal beauties. The happiness of a country life , the

fable of Aristeus, and the tale of Orpheus and Eury

dice, cannot be praised too much.

A didactick poet ought also to connect his episodes

with his subject. In this, Virgil is eminent. Among

modern didactick poets, Akenside and Armstrong

are distinguished . The former is rich and poetical ;

but the latter maintains greater equality, and more

chaste and correct elegance .

Of didactick poetry, satires and epistles run into

the most familiar style . Satire seems to have been

at first, a relick of ancient comedy, the grossness of

which was corrected by Ennius and Lucilius. At

length, Horace brought it into its professed end ; and

vice and vicious characters are the objects ofits cen

sure. , There are three different modes in which it

has been conducted by the three great ancient satir

ists, Horace, Juvenal , and Persius.

The satires of Horace have not much ekvation.

They exhibit a measured prose. Ease and grace

characterize his manner ; and he glances rather at the

follies and weaknesses of mankind, than at their vices.

He smiles while he reproves. He moralizes like a

sound philosopher, but with the politeness of a cour

tier, Juvenaļ is more declamatory and serious ; and



DESCRIPTIVE POETRY . 207

has greater strength and fire. Persius has distin

guished himself by a noble and sublime morality .

Poetical epistles, when employed on moral or crit

ical subjects, seldom rise into a higher strain of poet

ry , than satires . But in the epistolary: form, many

other subjects may be treated ; as love, poetry , or

elegiack . The ethical epistles of Pope are a model ;

and in them he shows the strength of his genius.

Here he had a full opportunity for displaying his

judgment and wit, his concise and happy expression,

together with the larmony of his numbers. His im .

itations of Horage are so happy, that it is difficult to

say, whether the original or the copy ought to be

most admired.

Amongmoral and didactick writers, Dr. Young

ought not to be passed over in silence . Genius ap .

pears in all his works ; but liis Universal Passiga ma

be considered as possessing the full merit of that an

imated conciseness, particularly requisite in satirical

and didactick compositions. At the sametime it is

to be observed , that his wit is often too sparkling , and

his sentences too pointed . In his Night Thoughts

there is great energy of expression, several pathetick

passages, many happy images, and many pious re

Aections. But his sentiments are frequently over.

strained and turgid, and the style harsh and obscure.

In descriptive poetry the highest exertions of

genius may be displayed. In general , indeed, descrip ..

tion is introduced as an embellishment, not as the
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subjeet of a regular work . It is the test of a poet's

imagination , and always distinguishes an original

from a second rate genius . A writer of an inferiour

class sees nothing new or peculiar in the object he

would paint ; his conceptions are loose and vague ;

and his expressions feeble and general. A true poet

places an object before our eyes. He gives it the col

ouring of life ; a painter might copy from him .

The great art of picturesque description lies in the

selection of circumstances. These ought never to be

vulgar or common. They should mark strongly the

object. No general description is good ; all distinct

ideas are formed upon particulars. There should

also be uniformity in the circumstances selected. In

describing a great object, every circumstance brought

forward should tend to aggrandize ; and in describing

a gay object, all the circumstances should tend to

beautify it. Lastly, the circumstances in description

should be expressed with conciseness and simplicity .

The largest and fullest descriptive performance in

perhaps any language, is Thomson's Seasons; a work

which possesses very uncommon merit. The style is

splendid and strong, but sometimes harsh and indis

tinct. He is an animated and beautiful describer ;

for he had a feeling heart and a warm imagination.

He studied nature with care ; was enamoured ofher

beauties ; and hud the happy talent of painting them

like a master. To show the power of a single well

chosen cireumstance in fieightening a description ,the
TONTOWIng passage may oc TOTTEGA ITOMT

mer, where, relating the effects of heat in the torrid

zone, ile is led to take notice of the pestilence that

destroyed the English fleet at Carthagena, under Ad

miral Vernon .
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You, gallantVernon , saw

The miserable scene : you pitying saw

To infant weakness sunk the warriour's arm ;

Saw the deep racking pang ; the ghastly form ;

The lip pale quivering, and the beamless eye

No more with ardour bright ; you heard the groans

Of agonizing ships from shore to shore ;

Heard nightly plung'd amid the sulten waves

The frequent corse , som om

All the circumstances here selected tend to height

en the dismal scene ; but the last image is the most

striking in the picture.

Of descriptive narration there are beautiful exam

ples in Parnel's Tale of the Hermit. The setting forth

of the hermit to visit the world, his meeting a coin

panion, and the houses in which they are entertained,

of the vain man , the covetous man , and the good man ,

aré pieces of highly finished painting. But the rich

est and the most remarkable of all the descriptive

poems in the English language , are the Allegro and

the Penseroso of Milton . They are the store -house

whence many succeeding poets have enriched their

descriptions, and are inimitably fine poems. Take,

for instance, the following lines from the Penseroso :

I walk unseen

On the dry, smooth -shaven green ,

To behold the wandering moon

Riding near her highest noon ;

And oft, as if her head she bow'd ,

Stooping through a fleecy cloud.

Oft on a plat of rising ground ,

I hear the far off curfew sound ,

Over somę wide watered shore

Swinging slow with solemn roar ;

Or, if the air will not permit;

Some still removed place will sit,

s 2
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Where glowing embers through the room

Teach light to counterfeit a gloom ;

Tar from all resort of mirth ,

Save the cricket on the hearth ,

Or the bellman's drowsy charmy,

To bless the doors from nightly harm ;

Or let my lamp at midnight hour,

Be seen in somehigh lonely tower ,

Exploring Plato , to unfold

What worids, or what vast regions hold

Th’immortal mind, that hath forsook

Her mansion in this fleshy nook ;

And of those demons, that are found

In fire, air, flood , or under ground .

Here are no general expressions ; all is picturesques

expressive and concise. One strong point of view is

exbibited to the reader ; and the impression made, is

lively and interesting ,

Both Homer and Virgil excel in poetical descrip

tion . In the second Æneid, the sacking of Troy is

so particularly described , that the reader finds him

self in the midst of the scene. The death of Priam is

a master-piece of description . Homer's battles are

all wonderful . Ossian , too, paints in strong colours,

and is remarkable for touching the heart. He thus

portrays the ruins of Balclutha : “ I have seen the

« walls of Balclutha ; but they were desolate. The

64 fire had resounded within the halls ; and the voice

*“ of the people is now heard no more. The stream

« of Clutha was removed from its place by the fall of

« the walls ; the thistle shook there its lonely head ;

" the moss whistled to the wind. The fox looked

4 out of thewindow ; the rank grass waved round his

« head . Desolate is the dwelling of Moina ; silence .

« is in the house of her fathers. "
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Much of the beauty of descriptive poetry depends

upon a proper choice of epithets. Many poets are

often careless in this particular ; hence themultitude

of unmeaning and redundant epithets. Hence the

Liquidi Fontes' of Virgil, and the « Prata Canis

" Albicant Pruinis " of Horace. To observe that water

is liquid, and that show is white , is little better than

mere tautology. Every epithet should add a new idea

to the word which it qualifies. So in Milton :

Who shall tempt with wandering feet

The dark unbottomed, infinite abyss ;

And through the palpable obscure find out

His uncouh way ? Or spread his airy flight,

Upborne with indefatigable wings,

Over the vast abrupt ?

The description here is strengthened by the epi

thets . The wandering feet, the unbottomed abyss,

the palpable obscure, theuncouth way, the indefati.

gable wing, are all happy expressions.

The Poetry of the Hebrews.

IN treating of the various kinds of poetry , that

of the scriptures justly deserves a place. The sacred

books present us the most ancient monuments of

poetry now extant, and furnish à curioussubject of

criticism . They display thetasteofa remote age and

country . They exbibit a singular, but beautifulspe

eies of composition , and it must give great pleasure

if we find the beauty and dignity of the style adequate

to the weight and importance of the matter. Dr.
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Lowth's learned treatise on the poetry of the He

brews ought to be perused by all. It is an exceeding

valuable work both for elegance of style and justness

of criticism. We cannot do better than to follow the

track of this ingenious author .

Among the Hebrews, poetry was cultivated from

the earliest times. Its general construction is singu

lar and peculiar. It consists in dividing every period

into correspondent, for the most part into equal mem

bers, which answer to each other, both in sense and

sound. In the first member of a period a sentiment

is expressed ; and in the second the same sentiment

is amplified ; or repeated in different terms,or some

times contrasted with its opposite. Thus, " Sing

* unto the Lord a new song ; sing unto the Lord all

“ the earth . Sing unto the Lord , and bless his name ;

* show forth his salvation from day to day . Declare

" his glory among the heathen ; his wonders among

* all people."

This form of poetical composition is deduced from

the manner in which the Hebrews sung their sacred

hymns. These were accompanied with musick, and

performed by bands of singers and musicians, who

alternately answered each other. One band began

the hymn thus : “ The Lord reigneth , let the earth

“ rejoice ;" and the chorus, os semi chorus, took up

the corresponding versicle ; « Let the multitudes of

" e isles be glad thereo
f."

But, indepen
dent of its peculia

r mode of constru
os

tions, the sacred poetry is disting
uished

by the highest

beautiesof strong,concise ,bold ,and figurativ
e
expres

sion . Concisen
ess

and strength are two of its most -

remarka
ble

characte
rs

. The sentence
s
are always
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short. The same thought is never dwelt upon long

Hence the sublimity of the Hebrew poetry ; and all

writers, who attempt the sublime, might profit much

by imitating in this respect the style of the old testa

ment. No writings abound so much in bold and an

imated figures, as the sacred books . Metaphors,,

comparisons, allegories, and personifications, are par

ticularly frequent. But , to relish these figures justly,

we must transport ourselves into Judea, and attend to

particular circumstances in it. Through all that re

gion little or no rain falls in the summer months,

Hence, to represent distress , frequent allusions are

made to a dry and thirsty land , where no water is ;

and hence, to describe a change from distress to

prosperity, their mctaphors are founded on the fall

' ing of showers , and the bursting out of springs in a

desert . Thus in Isaiah , " The wilderness and the

" solitary place shall be glad, and the desert shall re

6 joice and blossom as the rose . For in the wilder

“ ness shall waters break out, and streams in the des

« ert ; and the parched ground shall become a pools

“ and the thirsty land springs of water ; in the habi

“ tation of dragons there shall be grass, with rushes

16 and reeds. "

Comparisons employed by the sacred poets, are

generally short, touching only one point of resem

blance. Such is the following : “ He that ruleth over

men, must be just, ruling in the fear ofGod ; and

i sentiseth'; avehea limbonifighe thout clothesthe

“ tender grass springing out of the earth by clear

4 shining after rain ."

Allegory is likewise frequently employed in the sa

cred books ; and a fine instance of this occurs in the
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kuxxth Psalm , wherein the people of Israel are com

pared to a vine. Of parables, the prophetical writ .

ings are full ; and, if to us they sometimes appear ob

scure , we should remember that in early times it was

universally the custom among all eastern pations, to

convey sacred truths under mysterious figures.

The figure, however, which elevates beyond all

others the poetical style of the scriptures, is personi

fication . The personifications of the inspired writers

exceed in force and magnificence those of all other

poets . This is most particularly true when any ap

pearance or operation of the Almighty is concerned.

“ Before him went the pestilence . The waters saw

“ thee, O God, and were afraid . The mountains saw

“ thee, and they trembled . The overflowings of the

“ waters passed by ; the deep uttered his voice, and

lifted up his liands on high ." The poetry of the

scriptures is very different from inodern poetry . It

is the burst of inspiration . Bold sublimity, not cor

rect elegance, is its character.

The several kinds of poetry, found in scripture,

are chiefly the didactick, elegiack, pastoral and lyrick .

The book of Proverbs is the principal instance of the

didactick species of poetry. Of elegiack poetry, the

lamentation of David over Jonathan is a very beauti

ful instance . Of pastoral poetry , the Song of Solo

mon is a high exemplification ; and of lyrick poetry ,

the Old Testament is full. I'he whole book of

Psalmsica

Among the composers of the sacred books there is

an evidentdiversity of styler Of the sacred poets, the

most eminent are the author of the book of Job , Da.

vid, and Isaiah . In the compositions of David theré

e . fcanvad ocna
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* is a great variety of manner. In the soft and tender

he excels ; and in his Psalms are many lofty passages.

But in strength of description he yields to Job ; in

sublimity , to Isaiah . Without exception , Isaiah is

the most subiime of all poets . Dr. Lowth compares

Isaiah to Homer, Jeremiah to Simonides, and Ezekiel

to Eschylus. Among the minor prophets, Hosea,

Joel, Micah, Habakkuk, and especially Nahum , are

distinguished for poetical spirit . In the prophecies

of Daniel and Jonah there is no poetry .

The book of Job is extremely ancient ; the author

uncertain ; and it is remarkable, that it has no con

nexion with the affairs or manners of the Hebrews

It is the most descriptive of all the sacred poems. A

peculiar glow of fancy and strength of description

characterize the author ; and no yriter abounds so

much in metaphors. He renders visible, whatever

he treats . The scene is laid in the land of Uz, or

Idumæa, whieh is a part of Arabia ; and the imagery

employed differs from that which is peculiar to the

Hebrews.

Epick Poetry.

Or all poetical works the epick poem is the

most dignified. To contrive a story which is enter

taining, important, and instructive ; to enrich it with

happy incidents ; to enliven it by a variety of charac

ters and descriptions ; and to maintain a uniform pro

priety of sentiment, and a due elevation of style, are

the highest efforts of poetical genius.

An epick poem is the recital of someillustrious en

terprize in a poetical form . Epick poetry is ofa more
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al nature ; and tends to the promotion of virtue .

With this view it acts by extending our ideas of per .

fection , and exciting admiration. Now this is ac

complished only by proper representations of heroick

deeds and virtuous characters. Valour, truth, justice ,

fidelity, friendship , piety, and magnanimity, are ob

jects which the epick muse presents to qur minds in

the most splendid and honourable colours.

Epick composition is distinguished from history by

its poetical form , and its liberty of fiction . It is a

more calm composition than tragedy. It requires a

grave, equal, and supported dignity. On some occa

sions it demands the pathetick and the violent ; and

it embraces a greater compass of time and action than

dramatick writing admits.

The action or subject of an epick poem must liave

three properties. It must be one ; it must be great;

it must be interesting . One action or enterprize must

constitute its subject. Aristotle insists on unity as

essential to epick poetry ; because independent facts

never affect so deeply , as a tale that is one and con

Dected . Virgil has chosen for his subject the estab

lishment of Æneas in Italy; and the anger of Achil

les, with its consequences, is the subject of the Iliad.

It is nothowever to be understood, that epick unity

excludes all episodes. On thecontrary criticks consider

then as great ornaments of epick poetry. They di

versify the subjects, and relieve the reader by shifting

the scene. Thus Hector's visit to Andromache in the

Iliad, and Erminia's adventure with the shepherd in

the seventh book of the Jerusalem , affords us a wella

judged and pleasing retreat from campsand battles.

Secondly, the subject of an epickpoem must be so

great and splendid, as to fix attention , and to justify
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the magnificent apparatus the poet bestows on it.

The subject should also be of ancient date. Both Lu

cán and Voltaire have transgressed this sule . By con

fining himself too strictly to historical truth , the for

mer does not please ; and the latter has improperly

mingled well -known erents with fictions. Hence

they exhibit not that greatness which the epick requires .

The third requisite in an epick subject is, that it be

interesting. This depends in a great measure upon

the choice ofit . But it depends inuch more upon the

skilful management of the poet. He must so frame

his plan , as to comprehendi many affecting incidents.

He must sometimes dazzle with valiant achieve .

ments ; sometimes he must be awful and august ;

often tender and pathetick ; and he must sometimes

give usgentle and pleasing scenes of lore, friendship,

and affection.

"To render the subject interesting, much also de

pends upon the dangers and obstacles which mustbe

encountered . It is hy the management of these, that

the poet niust rouse attention , and hold his reader in

suspense and agitation .

" It is generally supposed by criticks, that an epick

poem should conclude successfully ; as an uniappy

coaclusion depresses the mirr Indeed it is on the

prosperousside, that epick poets generally conclude.

But two authors of great nane, Milton and Lucan ,

hold the contrary course . The one concludes with

the subversion of Roman liberty ; and the other with

the expals on of man from Paradise.

No precise lioundaries can be fixed for the duration

of the epick action . The action of the Iliad iasts, ac

cording to Bossu , only forty-seven days. The action

T
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of the Odyssey extends to eight years and a half ; and

that of the Æneid includes about six years.

The personages in an epick poem should be proper

and well supported. They should display the features

of human nature ; and may admit different degrees

of virtue, and even vice ; though the principal char

actors should be such as would raise admiration and

love. Poetick characters are of two sorts, generaland

particular. General characters are such as are wise,

brave, and virtucus, withoutany further distinction .

Particular characters express the species of bravery,

of wisdom , and of virtue, for which any one is remar

Kable . In this discrimination of characters, Homer

excels . Tasso approaches the nearest to him in this

,respect ; and Virgil is the most deficient.

Among epick poets it is the practice to select some

personage as the hero of the tale . This renders the

unity of the subject more perfect, and contributes

Sighly to the interest and perfection of the species of

writing. It has been asked , Who then is the hero of

Paradise Lost ? The devil , say some críticks, who af

Tect to be pleasant against Milton . But they mistake

laisintention by supposing that whoeveris triumphant

in the close, must be the hero of the poem . For Ad

am is Milton's hero ; that is, the capital and most

interesting figure in his poem .

In epick poetry there are beside human characters

gods and supernatural beings . This forms what is

called the machinery of epick poetry ; and the French

suppose this essential to the nature of an epick poem .

They hold that in every epick composition the main

action is necessarily carried on by the intervention of

gods. But there seems to be no solid reason for their



EPICX POETRY . 2199

opinion. Lucan has no gods, nor supernatural agents.

The author of Leonidas also has no machinery.

But, though machinery is not absolutely necessary

to the epick plan, it ought not to be totally excluded

from it. The marvellous has a great charm for most

readers. It leads to sublime description , and fills the

imagination. At the same time it becomes a poet to

be temperate in the use of supernatural machinery ;

and so to employ the religious faith or superstition of

his country , as to give an air of probability to erents

most contrary to the common course of nature .

With regard to the allegorical personages, fame,

discord, love, and the like, they form the worst linii

ofmachinery . In description they may sometimes be

all wed ; but they should never bear any part in the

action of the poem . As they are only mere names of

general ideas , they ought not to be considered as per

sons ; and cannot mingle with buman actors without

an intolerable confusion of shadows with realities.

In the narration of the poet , it is of little conse

quence , whether he relate the whole story in his own

character or introduce one of hispersonages to relate

a part of the action that passed before the poem opens .

Homer followsone method in his Iliad, and the other

in his Odyssey . It is to be observed however that, if

the narrative be given by any of the actors , it gives

the poet greater liberty of spreading out such parts of

the subject as he inclines to dwell tipon in person ,

and of comprising the rest within a short recita !.

When the subject is of great extent, and comprehends

the transactions of several years, as in the Odyssey and

Æneid, this method seems preferable. But, when

the subject is of smaller compass and shorter duration,
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as in the Iliad and Jerusalem, the poet may, without

disadvantage, relate the whole in his own person .

What is of most importance in the narration is,

i har it be perspicuous, animated, and enriched with

every poetick beauty. No sort of composition'res

suires more strength , dignity, and fire than an epick

poem . It is the region in which we look for every

thing sublim u in description, tender in sentiment, and

bold or lively in expression . The erraments of cpick

poetry are grave and chaste . Nothing Icose, ludi

crous, or affected , finde place there . All the objects

it presents ought to be great , tender, or pleasing .

Descriptions of disgusting or shocking objects are to

be avoided . Hence the fable of the Harpies in the

Encid, and the allegory of Sin and Death in Paradise

lest, should bave been omitted .

Homer's liad and Odyssey.

THE futlier of epick poetry is llomer ; and în
order to relish hiin , we must divest ourselves ofmod

ern ideas of dignity and refinement, and transportour

imagination almost three thousand years back in the

history of mankind. The reader is to expect a pic

ture of the ancient world . The two great characters

of Homer's poetry are fire and simplicity . But, to

have a clear idea of his merit, let us consider the liad

under the three heads of the subject or action, the

characters and the narration .

The subject of the Iliad is happiiy chosen ." For no

subject could be more splendid than the Trojan war.

great confederacy of the Grecian states and ten
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war .

years ’ siege of Troy must have spread far abroad the

renown of many military exploits , and given an ex

tensive interest to the heroes who were concerned in

them . Upon these traditions, Homer grounded bis

poem ; and, as he lived two or three centuries after

the Trojan war, he had full liberty to intermingle fa

ble with history . He chose not, however, the whole

Trojan war for his subject; but with great judgment

selected the quarrel between Achilles and Agamem

non, which includes the most interesting period of the

He has thus given greater unity to his poem .

He has gained one hero, or principal character , that

is, Achilles ; and shown the pernicious effects of dis

cord among confederated princes.

The praise of high invention has in every age leen

justly given to Homer. His incidents, speeches, char

acters, divine and human ; his battles, his little histo

ry pieces of the persons slain , discover a boundless

invention . Nor is his judgment less worthy of praise.

His story is conducted with great art. He rises upon

us gradually . His heroes are introduced with exqui

site skill to our acquaintance. The distress thickens

as the poem advances ; every thing serves to aggran

dize Achilles, and to make him the capital figure.

In characters, Homer is without a rival . He

abounds in dialogue and conversation , and this pro

duces a spirited exhibition of his personages. This

dramatick method , however, though more natural,

expressive, and animated, is less grave and majestick

than narrative. Some of Homer's speeches are un

seasonable, and others trifling. With the Greek via

vacity he has also some of the Greek loquacity.
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In no character perhaps does be display greater art,

than in that of Hele ) . Notwithstanding her frailty

ard crimes. be contrives to make her an interesting

object. The admiration with which the old generals

behold her when she is coming towards them her

veiling herself and shedding tears in the presence of

Priam ; her grief at the sight of Menelaus ; her up

braiding of Paris for his cowardice , and her returning

fondness for him , are exquisite strokes, and worthyof

a great master .

Homer has been accused of making Achilles too

brutal a character ; and criticks seem to have adopted

this censure from two lines of Horace :

"

Impiger, iracundus , inexorabilis, acer ,

Jura negat sibi nata ; nihil non arrogat armis .

It appears that Horace went beyond the truth . A.

chilles is passionate ; but he is not a contemner of

taw. He has reason on his side ; for, though he dis

covers too much heat, it must be allowed that he had

been notoriously wronged . Beside bravery and con

tempt of death , he has the qualities of openness and

sincerity . He loves his subjects, and respects the

gols. He is warm in his friendships , and through

out ke is high -spirited , gallant and honourable.

Homer's gods made a great figure ; but his machine

ty was not his own invention . He followed the tra ;

clitions of his country . But, though his machinery is

often lofty and magnificent, yet his gods are often de

ficient in dignity . They have all thehuman passions ;

they drink and feast, and are vulnerable , like men .

Whilé, however, he at times degrades his divinities,

We knows how to make tliem appear with most awful
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ous ;

majesty. Jupiter for the most part is introduced with

+ great dignity ; and several of the most sublime con

ceptions in the Iliad are founded on the appearances

of Neptune, Minerva, and Apollo .

The style of Homer is easy , natural , and highly art

imated . Of all the great poets, he is the most simple

in his style, and resembles most the style of the poet

ical parts of the Old Testament. Pope's translation

of him affords no idea of his manner. His versifica

tion however is allowed to be uncommonly melodi

and to carry beyond that of any poet resem

blance of sound to sense .

In narration , Homeris always concise and descrip ,

tive . He paints his objects in a manner to our sight.

His battles are singularly admirable. We see them

in all their hurry, terror, and confusion . In similes

no poet abounds so much . His comparisons, howev

er, taken in general, are not his greatest beauties ;

they come upon us in too quick succession ; and often

disturb his narration or description. His lions, bulls,

eagles, and herds of sheep, recur too frequently .

Thecriticism of Longinus upon the Odyssey is not

without foundation ; that in this poem Homer may

1. be likened to the setting sun , whose grandeur remains

without the heat of his meridian beams. It wants the

vigour and sublimity of theIliad ; yet possesses so many

beauties, as to be justly entitled to high praise. It is

a very amusing poem , and has much greater variety

than the Iliad . It contains many interesting stories

and pleasing pictures of ancient manners. Instead of

the ferocity which pervades the Iliad , it presents us

mostamiable images of humanity and hospitality. It

entertains us with many a wonderful adventure , and
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1

many a landscape of nature ; and instructs us by a

rich vein of morality and virtue, running through

every part of the poem .

There are some defects, however, in the Odyssey

Many of its scenes fall below the majesty of an epick

poem . The last twelve books are in many places.

languid and tedious ; and perhaps the poetis not hap

py in the discovery of Ulysses to Penelope. She is

too cautious and distrustful ; and we meet not that

joyous surprize, expected on such an occasion ,

The Æneid of Virgil...

THE distinguishing excellencies of the Eneid

are elegance and tenderness . Virgil is less animated

and less sublime than Homer ; but he has fewer neg .

ligences, greater variety, and more dignity, The

Æneid has all the correctness and improvements of

che Augustan age... We meet no contentionof her

roes about a female slave ; no violent scolding, nor

abusive language ; but the poem opens with the ut

most magnificence .

The subject of the Æneid, which is the establish

ment of Æneas in Italy ,is extremely happy. Noth

ing could be more interesting to the Romans than

Virgil's deriving their origin from so famous a hero

as Æneas. The object was splendid itself ; it gave

the poet a theme, taken from the traditionary history

of his country ; it allowed him to adopt Homer's

mythology ; and afforded him frequent opportunities
of glancing at all the future great exploits of the Ro

mans,and of describing Italy in its ancient and fabu .
lous state .
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ures.

Unity of action is perfectly preserved in the Æneid .

The settlement of Æneas in Italy by order of the gods

is constantly kept in view . The episodes are proper

ly linked to the main subject ; and the nodus or in

trigue of the poem is happily formed. The wrath of

Juno, who opposes Æneas, gives rise to all his diffi

culties , and connects the human with the celestial op

erations through the whole poem .

Great art and judgment are displayed in the Æneid,

but even Virgil is not withouť his faults. One is,

that he has so few marked characters. Achates,

Cloanthes, Gyas, and other Trojan heroes who ac

companied Æneas into Italy , are undistinguished fig.

Even Eneas himself is not a very interesting

hero. He is described , indeed, as pious and brave ;

but his character is not marked by those strokes that

touch the heart. The character of Dido is the best

supported in the whole Æneid. Her warmth of pas.

sion , keenness of resentment, and violence of charac ..

ter , exhibit a more animated figure than any other:

Virgil has drawn.

The managementof the subject also is in some re

spects exceptionable. The six last books received

not the finishing hand ofthe author ; and for this rea

son he ordered his poem to be committed to the

flames. The wars with the Latins are in dignity in

feriour to the more interesting objects previously

presented to us ; and the reader is tempted to take

part with Tnrnus against Æneas.

The principal excellency of Virgil, and what he

possesses beyond all poets is tenderness . His soul was

full of sensibility : He feit himself all the affecting

circumstances in the scenes he deseribes , and knew
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how by a single stroke to reach the heart . In an epick

poem , this merit is next to sublimity. The second

book of the Æneid is one ofthe greatestmaster -pieces

ever executed . The death ofold Priam ,and the fam .

ily pieces of Eneas, Anchises, and Creusa, are as

tender as can be conceived. In the fourth book ,the

unhappy passion and death of Dido are admirable.

The interview of Æneas with Andromache and He

lenus inthe third book ; the episodes of Pallas and

Evander, of Nisus ard Eurylaus,ofLausus and Me

zentius, are all striking instances of the power of

raising the tender emotions. The best and mostfin

ished books are the first, second , fourth , sixth , sev

enth , eighth , and twelfth .

Virgil's battles are in fire and sublimity far inferi

our to Homer's. But in one important episode, the

descent into hell, he has outdone Homer in the Odys

sey by many degrees. There is nothing in all anti

quity, equalinits kind tothe sixth book of the Æn

eid . The scenery , theobjects, and the description ,

are great, solemn and sublime.

With regard to thecomparative merit of thesetwo

great princesof epick poetry, it mustbe allowed that

Homer was the great genius , and Virgil the more

correct writer. Homer is more original, morebold ,

more sublime, and more forcible. In judgmentthey

are both eminent. Homer has all the Greek vivaci

ty ; Virgil all the Roman stateliness. The imagina

tion of Homer is the most copious ; that of Virgil

the most correct. The strength of the former lies in

warming the fancy ; that of the latterin touchingthe

heart. Homer's style ismore simple andanimated ;

Virgil's more elegant and uniforin .
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Lucan's Pharsalia .

LUCAN is inferiour to Homer and Virgit;

yet he deserves attention . There is little inrention

in his Pharsalia ; and it is conducted in too historical

a manner to be strictly epick . It may be arranged,

however in the epick class, as it treats of great and

Heroick adventures . The subject of the Pharsalia

has all the epick dignity and grandeur ; and it pos

sesses unity of object, viz. the triumph of Cæsar over

Roman liberty.

But, though the subject of Lucan is confessedly

heroick , it has two defects. Civil wars present ob

jects too shocking for epick poetry , and furnish odi

ous and disgusting views of human nature . ButLu

can's genius seems to delight in savage scenes.

The other defect of Lucan's subject is, that it was

too near the time in which he lived. This deprived

him of the assistance of fiction and machinery ; and

thereby rendered his work less splendid and amuse

ing . The facts on which he founds his poem, were

too well known, and too recent to admit fables and

the interposition of gods.

The characters of Lucan are drawn with spirit and

force. But, though Pompey is his hero, he has not

made hinn very interesting. He marks not Pompey

by any bigh distinction, either for magnanimity or

valour. He is always surpassed by Cæsar. Cato, is

Lucan's favourite charactér ; and, whenever he in

troduces him , he rises above himself.

In managing his story, Lucan confines himself too

much to chronological order. This breaks the thread

B
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of his narration , and hurries him from place to place.

He is also too digressive ; frequently quitting his sub

ject, to give us some geographical description , or

philosophical disquisition.

There are several poetical aad spirited descriptions

in the Pharsalia ; but the strength of this poet does

not lie either in narration or description. His narra

tion isoften dry and harsh ; his descriptions are often

overwrought, and employed on disagreeable objects .

His chief merit consists in his sentiments ; which are

noble, striking, glowing, and ardent . Heis themost

philosophical, and the most patriotick poet of antiqui

ty. He was a stoick ; and the spirit of that philoso

phy brcathes through his poem . He is elevated and

bold ; and abounds in well- timed exclamations and

apostrophes.

As his vivacity and fire are great, he is apt to be

carried away by them . His great defect is want of

moderation. He knows not where to stop. When

he would aggrandize his objects, he becomes tumid

and unnatural. There is much bombast in his

poem . His taste is marked with the corruption of

his age; and , instead of poetry, he often exhibits

declamation .

On the whole, however , he is an author of lively

and original genius. His high sentiments and his fire

serve to atone for many of his defects. Hisgenius

had strength , butno tenderness, nor amenity . Com

pared with Virgil, he has more fire and sublimersen

timents ; but in every thing else falls infinitely below

him , particularly in purity, elegance,and tenderness.

Statius ard Si.ius Italicus, though poets of the

epick class, are too inconsiderablefor particular crit

icism .



TASSO'S JERUSALEM . 229

Tasso's Jerusalem .

JERUSALEM DELIVERED is a strictly reg

ular epick poem, and abounds with beauties . The

subject is the recovery of Jerusalem from Infidels by

the united powers of Christendom . The enterprize

was splendid , venerable, and heroick ; and an interest

ing contrast is exhibited between the Christians and

Saracens . Religion renders the subject august, and

opens a natural field for machinery and sublime de

scription . The action too lies in a country , and in a

period of time , sufficiently remote to admit an inter

mixture of fable with history .

Rich invention is a capital quality with Tasso . He

is full of everts, finely diversified . Henever fatigues

his reader by mere war and fighting. He frequently

shifts the scene ; and from camps and battles trans

ports us to more pleasing objects . Sometimes the

solemnities of religion ; sometimes the intrigues of

love ; at other times the adventures of a journey, or

the incidents of pastoral life , relieve and entertain the

reader. The work at the same time is artfully con

nected ; and, in the midst of variets , there is perfect

unity of plan .

Many characters enliven the poem ; and these dis

tinctly marked and well supported . Godfrey , the

leader of the enterprize, is prudent, moderate , and

brave ; Tancred amorous, generous, and gallant. Ri

naldo , who is properly the hero of the рост,
is

pas

sionate and resentful ; but full of zeal. honour, and

heroism . Solyman is high minded ; Erminia tender ,

Armida artful and violent, and Clorinda masculine ,

U
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In drawing characters, Tasso is superiour to Virgil,

and yields to no poet but Homer.

. Hic abounds in machinery. When celestial beings

interpose, his machinery is noble . But devils, en

chanters, and conjurors act too great a part through

out his poem . In general, the marvellous is carried

to extravagance. The poet was too great an admirer

ofthe romantick spirit of knight -errantry.

In describing magnificent objects, his style is firm

and majestick . In gay and pleasing description, it is

soft and insinuating. Ermina's pastoral retreat in the

serenth book , and the arts and beauty of Armida in

the fourth book , are exquisitely beautiful. His bat

tles are animated , and properly varied by incidents.

It is rather by actions, characters, and descriptions,

that he interests us, than by the sentimental part of

his work . He is far inferiour to Virgil in tender

ness ; and , when he aims at being sentimental and

pathetick, he is apt to become artificial .

It has been often objected to Tasso , that he abounds

in point and conceit ; but this censure has been car

ried too far. For, in his general character, he is mas

culine and strong . The humour of decryinghim pass

ed from the French criticks to those of England . But

their strictures are founded either in ignorance or

prejudice. For the Jerusalem is , in my opinion , the

third regular epick poem in the world ; and standsnext

to the Iliad and Æneid . In simplicity and fire Tasso

is inferiour to Homer , in tenderness to Virgil ; in sub

limity to Milton ; but for fertility of invention , vari

ety of incidents, expression of characters, richness of

description , and beauty of style , no poet, except the

three just named, can be compared to him.
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BO
The Lusiad of Camoens .

The Portuguese boast of Camoens, as the

Italians do of Tasso . The discovery of the East- In

dies by Vasco de Gama , an enterprize alike splendd

and interesting, is the subject of the poem of Camo

ens . The adventures, distresses and actions of Vasco

and his countrymen, are well fancied and described ;

and the Lusiad is conducted on the epick plan. The

incidents of the poem are magnificent ; and , joined

with some wildness and irregularity , there is display - :

ed in it much poetick spirit , strong fancy, and bold

description. In the poem , however, there is no at

tempt toward painting characters. Vascois tliebero,

and the only personage that makes any figure .

The machinery of the Lusiad is perfectly extrava

gant ; being formed ofan odd mixture of Christian

ideas and Pagan mythology . Pagan divinities appear

to be the deities ; and Christ and the Holy Virgin to

be inferiour agents. One great object, however, of the

Portuguese expedition is to extend the empire of

Christianity, and to extirpate Mahometanism . In this

religiousundertaking the chief protector of the Portu

guese is Venus, and their great adversary is Bacchus.

Jupiter is introduced , as foretelling the dowpfal of

Mahomet. Vasco during a storm implores the aid of

Christ and the Virgin ; ard in retinn o this prayer

Venus appears, and, discovering the storm to be the

work of Bacchus, complains to Jupiter, and procures

the winds to be calmed . All this is most prepo: ter.

ous ; but, toward the end of his work , the poet offers

an awkward apology for his mythology ; making the
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goddess Thetis inform Vasco, that she and the

other heathen divinities are no more than names to

describe the operations of Providence .

In the Lusiad, however, there is some fine machine

ту

of a different kind . The appearance of the genius

of the river Ganges in a dream to Emanuel king of

Portugal, inviting him to discover his secret springs,

and acquainting him that he was the monarch, destin

ed to enjoy the treasures of the East, is a happy idea.

But in the fifth canto , the poet displays his noblest

conception of this sort , where Vasco recounts to the

king of Melinda all the wonders of his voyage. He

tells him that, when the fleet arrived at the Cape of

Good Hope, which had never been doubled before by

any navigator there appeared to them suddenly a huge

phantom , risingout of the sea in the midst of tempest

and thunder, with a head that reached the clouds and

a countenance that filled them with terror. This was

the genius of that hitherto unknown ocean ; and he

menaced thein in a voice ofthunder for invading those

unknown seas ; foretelling the calamities that were to

befal them , if they should proceed ; and then with a

mighty noise disappeared . This is a very solemn and

striking piece of machinery ; and shows that Camoens

was a poet of a bold and lofty imagination .

The Telemachus of Fenelon .

It would be unpardonable in a review of epick

poets to forget the amiable Fenelon . His work,

though in prose, is a poem ; and the plan in general
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is well contrived, having epick grandeur and unity of

action . He employs the ancient mythology ; and ex

cels in application of it . There is great richness as

well as beauty in his descriptions. To soft and calm

scenes , his genius is mere peculiarly suited ; such as

the incidents of pastoral of life, the pleasures of vir

tue, or a country flourishing in peace .

His first books are eminently excellent . The ad

ventures of Calypso are the chiefbeauty of his work .

Vivacity and interest join in the narration . In the

books which follow , there is less happiness in the

execution , and an apparent languor. The author in

warlike adventures is most unfortunate .

Some criticks have refused to rank this work among

epick poems. Their objection arises froin the minute

details it exhibits of virtuous policy , and from the dis

courses ofMentor,which recur too frequently , and too

much in the strain of common place morality. To

these peculiarities, however, the author was led by the

design with which he wrote , that of forming a young

prince to the cares and duties of a virtuous monarch .

Several epick poets have described a descent into

hell ; and in the prospects they have given us of the

invisible world, we may observe the gradual refine

ment in the opinions of men concerning a future state

of rewards and punishments . Homer's descent of

Ulysses into heil is indistinct and dreary. The scene

is in the country of the Cimmerians, which is always

covered with clouds and darkness ; and , when the

spirits of the dead appear , we hardly know whether

Ulysses is above or below ground . The ghosts 100,

even of the heroes, appcar dissatisfied with their con

dition .

u 2
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In Virgil the descent into hell discovers great re

finementcorresponding to the progress ofphilosophy .

The objects are more distinct, grand, and awful.

There is a fine description of the separate mansions

of good and bad spirits. Fenelon's visit of Telema

chus to the shades is still much more philosophical

than Virgil's. He refines the ancient mythology by

his knowledge of the true religion, and adorns it with

that beautiful enthusiasm , for which he is so remarka

ble . His relation of the happiness of the just is an

exccilent description in the mystick strain .

The Henriade of Voltaire.

THEHE Henriade is without a doubt a regular

epick poem . In several places of this work , Voltaire

discovers that boldness of conception , that vivacity

and liveliness of expression, by which he is so much

distinguished . Several of his comparisons are new

and happy. But the Henriade is not his master -piece.

In the tragick line he has certainly been more suc

* cessful, than in the epick . French versification is

illy suited to epick poetry . It is not only fettered by

rhyme, but wants elevation . Hence not only feeble

ness, but sometimes prosaick flatness in the style.

The poem consequently languishes ; and the reader

is not animated by that spirit which is inspired by a

sublime composition of the epick kind .

The triumph of Henry IV . over the arms of the

League is the subject of the Henriade . The action of

the poem properly includes only the siege of Paris. It

is an action perfectly epick ; and conducted with due
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regard to unity, and to the rules ofcriticks. But it has

great defects. It is founded on civil wars ; and pre

sents to the mind those odious objects massacres and

assassinations. It is also of too recent date , and too

much within the bounds of well -known history . The

author has further erred by mixing fiction with truth ."

The poem, for instance , opens with a voyage of Hen

ry's to England, and an interview between bim and

Queen Elizabeth ; though Henry never saw England,

nor ever conversed with Elizabeth .
In subjects of

such notoriety a fiction of this kind shocks every in

telligent reader .

A great deal of machinery is employed by Voltaire

for the purpose of embellishing his poem . But it is of

the worst kind, that of allegorical beings . Discord,

cunning, and love appear as personages, and mix

with human actors . This is contrary to all rational

criticism . Ghosts, angels, and devils, have a popular

existence ; but every one knows that allegorical beings

are no more than representations of human passions

and dispositions ; and ought not to have place , as act

ors, in a poem which relates to human transactions.

In justice however it must be observed, that thema

chinery of St. Louis possesses real dignity. The pros

pect of the invisible world, which St. Louis gives to

Henry in a dreamis the finest passage in theHenriade .

Death bringing the souls of the departed in succession

before God, and the palace of the destinies opened to

Henry, are striking and magnificentobjects.

Though someofVoltaire'sepisodes are properly exa

tended, his narration is too general. The events are

superficially related , and too much crowded . The

strain of sentiment, however, which prevades the Hen

riade, is high and poble.
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Milton's Paradise Lost .

Milton chalked out a new and very extra

ordinary course . As soon as we open his Paradise

Lost, we are introduced into an invisible world, and

surrounded by celestial and infernal beings. Angles

and devils are not his machinery, but his principal

actors . What in any other work would be the inarvel

lous , is in this the natural course ofevents ; and doubts

may arise,whether his poem be strictly an epick com

position . But whether it be so ornot it is certainly one

of the highest efforts of poetical genius ; and in one

great characteristick ofepick poetry, majesty and sub

limity, is equal to any that bears this name .

The subject of his poem led Milton upon difficult

ground. If it had been more human and less theolog

ical ; if his occurrences had been more connecred

with real life ; if he had afforded a greater display of

the character and passions of men ' : bis poem would

have been more pleasing to most readers. His subject

however was peculiary suited to the daring sublimity

of his genius. As he alone was fitted for it, so he

has shown in the conduct of it a wonderful stretch of

imagination and invention . From a few hints given

in the sacred scripture, he has raised a regular struc

ture , and filled his poem with a variety of incidents .

He is sometimes dry and harsh ; and too often the

metaphysician and divine. But the general tenor of

his work is interresting, elevated and affecting. The

artful change of his objects, and the scene, laid now in

beaven, now on earth ,and now in hell , afford sufficient

diversity ; while unity of plan is perfectly supported.
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Caim scenes are exhibited in the employments of

Adam and Eve in Paradise ; and busy scenes, and

great actions in the enterprizes of Satan , and in the

wars of angels. The amiable innocence of our first

parents, and the proud ambition of Satan , afford a

happy contrast through the whole poem , which gives

it an uncommon charm . But the conclusion perhaps

is tco tragick for epick poetry.

The subject naturally admits no great display of

characters ; but such as could be introduced, are

properly supported. Satan makes a striking figure ;

and is the best drawn character in the poem . Milton

has artfully given him a mixed character, not altoge

ther void of some good qualities. He is brave, and

faithful to his troops . Amid his impiety, he is not

without remorse. He is even touched with pity for

our first parents ; and from the necessity of his situa

tion justifies his design against them . He is actuat

ed by ambition and resentment, rather than by pure

malice . The characters of Beelzebub,Moloch , and

Beliel , are well painted . The good angels, though

described with dignity , have more uniformity of cha

racter . Among them , however, the mild condescen

sion of Raphael , and the tried fidelity of Abdiel, forin

proper characteristick distinctions . The attempt to

describe God Almighty himself was too bold , and ac

cordingly most unsuccessful. The innocence of our

first parents is delicately painted. In some speeches

perhaps Adam appears too knowing and refined for

his situation . Eveis hit off more happily . Her gen

tleness, modesty , and frailty , are expressively charac

teristick of the female character.
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Milton's great and distinguishing excellence is his

sublimity. In this, perhaps, he excels even Homer.

-The first and second books of Paradise Lost, are al

most a continued series of the highest sublime . But

his sublimity differs from that of Homer ; which is al

ways accompanied by impetuosity and fire. The sub

Jime of Milton is a calm and amazing grandeur. How

mer warms and hurries us along ; Milton fixes us in a

state of elevation and astonishment. Homer's sublim

ity appears most in his description of actions ; Mil

ton's in that of wonderful and stupendous objects.

But, while Milton excels most in sublimity, his

work abounds in the beautiful , the pleasing, and the

tender. When the scene is in Paradise, the imagery

is gay and smiling . His descriptions show a fertile

imagination , and in his similes he is remarkably hap

py. If faulty , it is from their too frequent allusions

to matters of learning, and to ancient fables. It must

also be confessed that there is a falling off in the lat

of Paradise Lost.

The language and versification of Milton havehigh

merit . His blank verseis harmonious and diversified ;

and his style is full of majesty. There may be found

indeed some prosaick lines in his poem . But in a work

so long and so harmonious these may be forgiven.

Paradise Lost ,amid beauties of every kind,hasmany

inequalities. No high and daring genius was ever uni

formly correct. Milton is too frequently theological

and metaphysical; his words are often technical; and

he is affectedly osientatious of his learning. Many of

his faults however are to be imputed to the pedantry

of his age . He discovers a vigour, a grusp of genius

ter part
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equal to every thing great ; sometimes he risesabove

every other poet ; and sometimes he falls below him

self.

Dramatick Poetry . Tragedy.

In all civilized nations dramatick poetry has

been a favourite amusement . It divides itself into the

two forms of tragedy and comedy. Ofthese, trage

dy is the most dignified ; as great and serious objects

interest us more than little and ludicrous ones . The

former rests on the high passions, the virtues, crimes,

and sufferings of mankind ; the latter on their hu

mours, follies, and pleasures ; and ridicule is its sole

instrument.

Tragedy is a direct imitation of human manners

and actions . It does not , like an epick poem, exhibit

characters by description or narration ; it sets the

personages before us, and makes thiem" act and speak

with propriety . This species ofwriting therefore re

quires deep knowledge of the human heart ; and,

when happily executed , it has the power of raising

the strongest emotions.

In its generalstrain and spirit , tragedy is favourable

to virtue . Characters of honour claim our respect and

approbation ; and , to raise indignation, we must paint

a person in the odious colours of vice and depravity :

Virtuous men , indeed , are often represented by the

tragick poet as unfortunate ; for this happens in real

life . But he always engages our hearts in their be

half ; and nerer represents vice as finally triumphant

and happy. **Upon the same principle , if bad men
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succeed in their designs, they are yet finally conduct

ed to punishment. It may therefore be concluded

that tragedies are moral compositions.

It is affirmed by Aristo'le, that the design of trage.

dy is to purge our passions by means of pity and ter

ror. But perhaps it would have been more accurate

to have said , that the object of this species of compor

sition is to improve our virtuous sensibility. If a

writer excite our pity for the afficted , inspire us with

proper sentiments on beholding the vicissitudes of

life, and st mulate us to avoid the misfortunes of

others by exhibiting their errors, he has accomplish

ed all the moral purposes of tragedy.

In a tragedy it is necessary to have an interesting

story, and that the writer conduct it in a natural and

probable manner. For the end of tragedy is not so

much to elevate the imagination, as to affect the

heart . This principle, which is founded on the

clearest reason , excludes from tragedy all machinery,

or fabulous intervention of gods . Ghosts alone from

their four dation in popular belief, have maintained

their place in tragedy .

Topromote an impression of probability , the story

ofa tragedy ,according to some criticks,should never be

a pure fiction , but ought to be tuilt on real facts.

This, however, is carrying the matter too far. For a

fictitious tale, if properly conducted, will melt the

heart as much as real history . Hence the tragick poet

mixes many fictitious circumstances with well known

facts. Most readers never think of separating the his

torical from the fabulous. They attend only to what

is probable, aed are touched by events , that resemble

nature. Accordingly some of the most affecting trag
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edies are entirely fictitious in their subiccis. So

are the Fair Penitent, Douglas, and the One

In its origin;tragedy was rude and imperfect .

mong the Greeks it was at first nothing more than the

song which was sung at the festival of Baccioz.

These songs were sometimes sung by the rbole com

pang, & sometimesbyseperate bands,answering aiter

nately to each other, and making a chorus. To give

this entertainment some variety, Thespis,who lived a

bout five bundred years before theChristain era ,
in

troduced a person between the songs , who made a re

citation in verse. Æschylus, who lived fifty years af

ter bim , introduced a dialogue between two persens

or acters,comprehending some interesting story ; and

placed them on a stage adorned with scenery. The

dramanow began to assumea regular form ; and was

soon after brought to perfection by Sophoclcs and

Euripides.

It thus appears that the chorus was the foundation

of tragedy . But, what is reinarkable, the dramatick

dialogue,which was only an addition to it, at length

became the principal part of the entertainment ; and

the chorus lusing its dignitycame to be accounted on

ly an accessary in tragedy . At last, in modern trag

edy, it has entirely disappeared ; and absence from

the stage, forms thechief distinction between the an

sient and modern drama .

The cliorus, it must be allowed , rendered tragedy

more magnificent, instructive and moral . But on the

otherhand it wasunnatural, and lessened the interest

of the piece . It removed the representation from the

resemblance of life. It has according! been withi

propriety excluded from the stage.
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The three unities of action , place, and time, bave

been considered ,as essential to the proper conduct of

dramatick fable . Of these three,unity of action is un

doubtedly most important . This consists in the rela

tion which all the incidents introduced bear to some

design or effect. combining them naturally into one

whole . This unity of subject is most essential to trag.

edy. For a multiplicity of plots, by diracting the at

tention ,prevents the passionsfrom risingto any height,

Hence the absurdity of two independent actionsia

the same play . There may indeed be underplots

but the poets should make these subservent totho

main action . They should conspire to bring forward

the catastrophe of the play .

Of a separateand independent action , or intrigue ,

there is a clear example in Addison's Cato . The sub

ject of this tragedy is the death of Cato, a noble per

sonage , and supported by the author with much ini

ty . But all the love -scenes in the play , the passion

of Cato's two sons for Luca,and that of Juba for

Cato's daugliter , are mere episodes. They break thes

unity of the subject, and form a very unseasonable

junction of gallantry with high sentim ents of patri

otism .

Unity of action must not , however, be confounded

with simplicity of plot . Unity and simplicity import

different things in dramatick composition. The plot is

simple, when a small number of incidentsis introdnc

ed into it . With respect to plots, the ancients were

more simple than the moderns. The Greek trage

dies appear, indeed, to be too naked, and destitute of

interestingevents. The moderns admita much great

cr variety of incidents; which is certainlyan improre .
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ment, as it tenders the entertainment more animated

and more instructive . It may, however, be carried

too far ; for an overcharge ofaction and intrigue pro

duce perplexity and embarrassment . Of this, the

Mourning Bride of Congreve is an example . The in

cidentssucceed each other too rapidly ; and the catas

trophe, which ought to beplain and simple , is artificial

and intricate .

Unity of action must be maintained, not only in

the general construction of the fable, but in all the

acts and scenes of the play . The divisions of every

play into five acts is founded merely on common

practice, and the authority of Horace :

Neve minor, neu sit quinto productior, acta

Fabula,

There is nothing in nature which fixes this rule.

On the Greek stage the division by acts was unknown.

The word actnever occurs once in the Poeticks of

Aristotle . Práctice, however, has established this dia

vision ; and the poet must be careful that each act

terminate in a proper place . The first act should

sontain a clear exposition of the subject. It should

, excite curiosity, and introduce the personages to the

acquaintance of the spectators. During the second ,

third, and fourtin acts,theplots shouldgradually thick

en . The passions should be kept constantly awake.

There should be no scenes of idle conversation or

mere declamation . The suspense and concern of the

spectators shouldbe excited more and more . This is

the great excellency of Shakespeare. Sentiments,pas

siod , pity, and terror, should pervade every tragedy.

In the fifth act, which is the seat of the catastrophe,

the author shoull fully display his art and genius .
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The first requisite is , that the unravelling of the plot.

be brought about by probable and natural means. Sec

ondiy , the catastrophe shouldbe simple,dependingca

ſew events, and including but few persons. Passionate

sensibility languishes when divided among many ob

jects . Lastly,in the catastrophe every thing should be

warm and glowing ; and the poet niust be simple,serious,

and pathetick ; using no language butthat of nature .

It is now essential to the catastrophe of a tragedy

that it end happily . Sufficient distress and agitation,

with many tender emotions, may be raised in the

course of the play . But in general the spirit of trag .

ody leans to the side of leaving the impression of virtu

ou3 sorrow strong upon the mind.

A curious quesiton here occurs : How happens it

that the emotion of sorrow in tragedy affords gratifi

cation to the mind ? It seem to be theconstitation of

our nature that all the social passions shouldbe attend

ed with pleasure. Hence nothing is more pleasing

than love and friendship. Pity is for wise ends a strong

instinct; and it necessarily prodaces some distress on

account ofits sympathy with sufferers. The heart is

at the same moment warmedby kindness and afflicted

by distress. Upon the whole, the state of the mind ,

is agreeable: We are pleased with ourselves not on

ly for our benevolence, but for our sensibility. The

pain of sympailiy is also diminished by recollecting

that the distress is not real ; and by the power of

actions and sentiment, of language and poetry .

After treating of the acts of a play it is proper to

Jodice thescenes . The entrance of a new person up

on the stage,forms whatis called a new scene. These

scenes, or successive conversations, sliculd be closely
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connected ; and much of the art of dramatick compo

sition consists in maintaining this connexion . For

this purpose two rules must be observed . 1. During

the course of one act the stage should never te left

empty a moment, for this would make a gap in the

representation . Whenever the stage is evacuated ,

the act is closed . This rule is generally observed by

French tragedians ; but it is much neglected by the

English. 2. No person should come upon the stage ,

or leave it, without some apparent reason . If this

rule be neglected , the dramatis personæ are little

better than so many puppets ; for the drana profes

ses imitation of real transactions.

To unity of action , criticks have added the unities

of time and place. Unity of place requires the scene

never to be shifted ; that the action of the play con

tinue in the same place where it began , Unity of

time, strictly taken, requires that the timeof the ac

tion be no longer than the time allowed for the rep

resentation of the play. Aristotle, however, permits

the action to comprehend a whole day . These rules

are intended to bring the imitation nearer to reality .

Among the Greeks there was no division of acts .

In modern times thepractice has prevailed of suspend

ing the spectacle some little time between the acts .

This practice gives latitude to the imagination , and

renders strictconfinement to timeand place less neces

sary . - Upon this account therefore too strict an ob

servance of those unities should not be preferred to

higher beauties of execution , nor to the introduction

of more pathetick situations . But transgressions of

these unities, though they may be often advantageous,

ought not to be too frequent , nor violent. Hurrying

W 2
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the spectator from one distant city to another, or

making several days or weeks pass during the repre

sentation, would shock the imagination too much, and

therefore cannot be allowed in a dramatick writer .

Having examined dramatick action, we shall now

attend to the characters most proper to be exhibited

in a tragedy. Several criticks affirm that the nature

of tragedy requires the principal personages tobe al

ways of high or princely rank ; as the sufferings of

such persons seize the heart the most forcibly . But

this is more specious than solid. For the distresses

of Desdemona, Monimia, and Belvidera, interest us

as much as if they had been princesses or queens.

It is sufficient, that in tragedy there be nothing de

grading or mean in the personages exhibited . High

rank may render the spectacle more splendid ; but it

is the tale itself, and the art of the poet, that make it

interesting and pathetick.

In describing his characters, the poet should be

careful so to order the incidents which relate to them ,

as to impress spectators with favourable ideas of

virtue, and of the divine administration . Pity should

be raised for the virtuous in distress ; and the author.

should studiously beware ofmaking such representa

tions of life as would render virtue an object of

aversion .

Unmixed characters, either of good or ill men , are :

not , in the opinion of Aristotle, fit for tragedy. For

the distresses of the former, as unmerited,hurt us ;

and the sufferings of the latter excite no compassion.

Mixed characters afford the best field for displaying,

without injury to morals, the vicissitudes of life .

They interest us the most deeply ; and their distresses
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are most instructive when represented as springing

out of their own passions, or as originating in some

weakness incident to human nature .

The Greek tragediesareoften founded on mere des

tiny and inevitable misfortunes . Modern tragedy aims

at a higher object, and takes a wider range ; as it

shows the direful effects of ambition , jealousy, love ,

resentment, and every strong emotion . But of all the

passions which furnish matter for tragedy, love has

most occupied the modern stage . To the ancient the

atre love was almost unknown. This proceeded from

the national manners of the Greeks, which encourage

ed a greater separation of the sexes than takes place in

modern times ; and did not admit female actors upon

the ancient stage ; a circumstance which operated

against the introduction of love stories . No solid

reason , however, can be assigned for this predomi

nancy of love upon the stage. Indeed it not only

limits the natural extept of tragedy, but degrades its

majesty . Mixingit with the great and solemn revo

lutions of human fortune, tends to give tragedy the

air of gallantry and juvenile entertainment. Without

any assistance from love, the drama is capable of

producing its highest effects upon the mind .

Beside the arrangement of his subject, and the con

duct ofhis personages, the tragick poet must attend to

the propriety of his sentiments. These must be suits

ed to the characters of the persons to whom they are

attributed, and to the situations in which they are

placed. It is chiefly in the pathetick parts, that the

difficulty and importance of this rule are greatest.

Wego to a tragedy, expecting to be moved ; and, if

the poet cannot reach the beart, he has no tragick mera
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it ; and we return cold and disappointed from the

performance .

To paint and to excite passion strongly, are prero .

gatives of genius. They require not only ardent sen

sibiliiy , but the power of entering deeply into charac

ters . It is here that candidates for the drama are least

successtul. A man under the agitation of passion

makes known bis feelings inthe glowing language of

sensibility . A man under the agitation of passion

makes kauwn his feelings in the glowing language of

sensibility . He does not coolly describe what his

feelings are ; yet this sort of secondary description

tragick poets often give us instead of the primary and

native language of passion . Thus in Addison's Cato,

when Lucia confesses to Portius her love for him, but

swears that she will never marry him, Portius, instead

of giving way.to the language of grief and astonish

ment, only describes bis feelings :

Fix'd in astonishment, I gaze upon thee,

& Like one just blasted by a stroke from keaven ,

Who pants for breath , and stiffens yet alive

In dreadful looks ; a monument of wrath .

This might have proceeded from a bystander, or an

indifferent person ; but it is altogetherimproper in the

mouth of Portius. Similar to this descriptive language

are the unnatural and forced thoughts, which tragick

poets sometimes employ, to exaggerate the feelings of

persons whom they wish to paint, as strongly moved .

Thus, when Jane Shore on meeting her husband in

distress , and finding that he had forgiven her, calls on

the rains to give her their drops, and to the springs to

lend her their streams, that she may have a constant

supply of tears ; we see plainly that it is not Jane

at speaks ; but the poet himself, who is strain
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ing his fancy , and spurring up his genius, to say

something uncommonly strong and lively .

The language of real passion is always plain and

simple. It abounds indeed in figures, that express a

disturbed and impetuous state of mind ; but never em

ploys any for parade and embellishment. Thoughts,

suggested by passion, are natural and obvious ; and

not the offspring of refinement, subtilty, and wit .

Passion neither reasons, speculates , nor declaims ; its

language is short, broken, and interrupted . The

French tragedians deal too much in refinenițnt and

declamation, The Greek tragedians adhere most to

nature, and are most pathetick. This too is the great

excellency of Shakespeare. He exhibits the true lan

guage of nature and passion.

Moral sentiments and reflections ought not to recur

very frequently in tragedy. When utiseasonably

crowded, they lose their effect, and convey an air of

pedantry . When introduced with propriety, they

give dignity to the composition . Cardinal Woolsey's

soliloquy on his fall is a fine instance of the felicity

with which they may be employed. Much of the

merit of Adalison's Cato depends on that moral turn

of thought which distinguishes it.

The style and versification of tragedy should be

free, easy, and varied. English blank verse is happily

suited to this species ofcomposition . It has sufficient

majesty, and can descend to the simple and familiar ;

it admits a happier variety of cadence, and is free

from the constraint and monotony of rhyme. Ofthe

French tragedies it is a great misfortune, that they

are always in rhyme. For it fetters the freedom of

the tragick dialogue, fills it with languid monoions,

and is fatal to tlie power of passion .
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With regard to those splendid comparisons in

rhyme and those strings of couplets, with which it

jokes some time ago fashionable to conclude the acts

of a tragedy, and sometimes the most interesting

scenes, they are now laid aside, and regarded not only

35 childish ornaments, but as perfect barbarisms.

Greek Tragedy

THE plot of Greek tragedy was exceedingly

simple ; the incidents few ; and the conduct very

exact with regard to the unities of action, time, and

place. Machinery, or the invention of gods, was em

· ployed ; and , what was very faulty, the final unravel

: ling was sometimes made to turn upon it. Love , one

or two instances excepted, was never admitted into

Greek tragedy . A vein of morality and religion al

. ways runs through it ; but they employed less than

the moderns, the combat of the passions. Their

plots were all taken from the ancient traditionary

stories of their own nation.

Æschylus, the father of Greek tragedy, exhibits

both the beauties and defects of an early original

writer. He is bold , nervous, and animated ; but very

obscure, and difficult to be understood . His style is

highly metaphorical, and often harsh and tumid . He

abounds in martial ideas and descriptions, has much

fire and elevation , and little tenderness. Healso de :

lights in the marvellous.

The most masterly of the Greek tragedians is Son

phocles. He is the most correct in the conduct of
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his subjects ; the most just and sublime in his senti

ments. In descriptiye talents he is also eminent,

Euripides is accounted more tender than Sophocles ;

he is fuller ofmoralsentiments ; but he is less correct

in the conduct of his plays. His expositions of his

subjects are less artful ; and the songs of his chorus, in

though very poetick , are less connected with the

principal action, than those of Sophocles. Both of

them, however, bave high merit, as tragick pocts,

Their style is elegant and baautiful ; and their senti

ments for the most part just. They speak with the

voice of nature ; and in the midst of simplicity they

are touching and interesting.

Theatrical representationon the stages of Greece

and Rome was in many respects very singular, and

widely different from that of modern times . The

songs ofthe chorus were accompanied byinstrument

al musick ; and the dialogue part bad a modulation of

its own , and might be set to notes. It has also been

thought that on the Roman stagethe pronouncing

and gesticulating parts were sometimes divided , and

performed by differentactors. The actors intragedy

wore a long robe ; they were raised upon cothurni,

and played in masks ; these maskswere painted ; and

the actor by turning the different profiles exhibited

different emotions to the auditors. This contrivance,

howeyer, was attended by many disadyantages ***

French Tragedy.

In the compositions of someFrench dramatick

writers, tragedy has appeared with great lustre ; par
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ticularly Corneille, Racine, and Voltaire. They have

improved upon the ancients , by introducing more in

cidents, a greater variety of passions, and a fuller dis

play of characters . Like the ancients, they excel in

regularity of conduct ; and their style is poetical

and elegant. But to an English tasté they want

strength and passion, and are too declamatory and re

fined . They seem afraid ofbeing too tragick ; and it

was the opinion of Voltaire, that to the perfection of

tragedy, it is necessary to unite the vehemence and

action of the English theatre with the correctness

and decorum of the French

Corneille, the father of French tragedy, is distin

guished by majesty of sentiment and a fruitful imagi

nation . His genius was rich , butmore turned to the

epick than the tragick vein . He is magnificent and

splendid, rather than touching andtender. He isfull

of declamation , impetuous and extravagant.

In tragedy, Racine is superiour to Corneille. He

wants, indeed, " he copiousness of Corneille ;but he is

free from his bombast, and excels him greatly in ted .

derness. The beauty of his language and versifica ..

rion is uncommon ; and he hasmanaged -liis rhymes

with superiour advantage.

Voltaire is not inferiour to his predecessors in the

drama , and in one article he has outdone them , the

delicate and interesting situations he has introduced .

Here lies his chief strength. Like his predecessors,

Irowever, he is sometimes deficient in force, and some

times too deelamatory . His characters, notwithstand

ing, are drawn with spirit, his events are striking, and

lais sentiments elevated .
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English Tragedy.
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IrT has often been remarked of tragedy in

Great Britain , that it is more ardent than that of

France , but more irregular and incorrect. It hus,

therefore, excelled in the soul of tragedy. For the

pathetick must be allowed to be the chiefexcellence

of the tragick muse .

The first object on the English theatre, is the great

Shakespeare. In extent and force of genius, both

for tragedly and comedy,he is unrivalled. But at the

same time it is genius shooting wik !, deficient in taste,

pot always chaste, and unassisted by art and knowl

edge. Criticisin has been exhausted in continentaries

upon him ; yet to this day it is undecided , whether

his beauties or defects be greatest. In his writings

there are admirable scenes and passages without num

ber ; but there is not one of his plays which can be

pronounced agood one . Beside extreme irregulari

ties in conduct , and grotesque mixtures of the serious

and comick , we are frequently disturbed by unnatural

thoughis, harsh expressions, and a certain chscuro

bombast, and play upon words . These faults are ,

however, compensated by two of the greatest excel

iencies a tragick poet can possess, his lively and di

versified painting of character, and his strong and

natural expressions of passion. On these two virtues

his merit rests . In the midst of his absurdities he

interests and moves us ; so great is his skill in human

Dature , and so lively his representations of it,

He possesses also the merit of having created for

himself a world of preternatural beings . His witches
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ghosts, faries, and spirits of all kinds, are so awful,

inysterious, and peculiar, as strongly to affect the im

agination. His two master -pieces are his Othello

and Macbeth. With regard to his historical plays

they are neither tragedies, nor comedies ; but a pe

culiar species of dramatick entertainment, in which

he describes the characters, events, and manners of

the times of which he treats.

Since Shakespeare , there are few Fnglish dramatick

writers, whose whole works are entitled to high praise.

There are several tragedies, however, ofconsiderable

merit. Lee's Theodosius has warmth and tender

ness, though romantick in the plan, and extravagant

in the sentiments . Otway is great in his Orphan

'and Venice Preserved . Perhaps, however, he is too

tragick in these pieces. He had genius and strong

passions, but was very indelicare.

The tragedies of Rowe abound in morality and in

elevated sentiments. His poetry is good, and his lan

guage pure and elegant . He is , notwithstanding,

too cold and uninteresting ; and flowery, rather than

tragick . His best dramas are Jane Shore and the

Fair Penitent , which excel in the tender and pathetick .

Dr. Young's Revenge discovers genius and fire ;

but wants tenderness, and turns too much on the

direful passions. In the Mourning Bride of Congreve

there are fine situations and much good poetry .

The tragedies of Thomson are too full of a stiff

morality, which renders them dull and formal. His

Tancred and Sigismunda is his master-piece ; and for

the plot, characters and sentiments, justly deserves

a place among the best English tragedies .

A Greek tragedy is a simple relation of an interest

ing incident. A French tragedy is a series of artful
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and refined conversations . An English tragedy is a

combat of strong passions , set before us in all their

violence , producing deep disasters, and filling the

spectators with grief. Ancient tragedies are more

natural and simple ; modern more artful and com.

plex .

Comedy

THE strain and spirit of comedy discriminato

it sufficiently from tragedy . While pity , terror, and

the other strong passions form the province of the

latter, the sole instrument of the former is ridiculex

Follies and vices, and whatever in the human charac .

terisim proper,or exposes to censure and ridicule, are

objects of comedy . As a satirical exhibition of the

improprieties and follies of inen ,itis useful and moral..

It is commendable by this species of composition to

correct and to polish the manners of men . Many

vices are more successfully exploded by ridicule,than

by serious arguments. It is possible however to em

ploy ridicule improperly ; and by its operation to do

mischief instead of good . For ridicule is far from

being a proper test of truth . Licentious writers there

fore of the comick class have often cast ridicule on

objects and characters which did not deserve it . But

this is not the fault of comedy , but of the turn and

genius of certain writers. In the hands of loose men,

comedy will mislead and corrupt ; but in those of

virtuous writers , it is not only a gay and innocent ,

but a laudable and useful entertainment. English

comedy, however, is frequently a school of vice .
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The rules of dramatick action, that were prescribed

for tragedy, belong also to comedy. A conick writer .

must observe the unities of action , time, and place .

He must attend to nature and probability. The imi

tation of manners ought to be even more exact in

comedy than in tragedy ; for the subjects of comedy

are more familiar and better known .

The subjects of tragedy are confined to no age

nor country ; but it is otherwise in comedy. For the

decorums of behaviour, and the nice discriminations

of character which are the subjects ofcomedy, change

with time and country ; and are never so well unders .

stood by foreigners, as by natives. We weep for the

deroes of Greece and Rome ; but we are touched by

"The ridicule of such manners and characters only as

.We see and know . The scene therefore of comedy

should always be laid in the author's own country

and age . The comick poet catches the manners live

ing as they rise .

It is true , indeed , that Plautus and Térence did not

follow this rule. The scene of their comedies is laid

inGreece, and they adopted the Greek laws and

customs . But it is to be remembered , that comedy

*was in their age a new entertainment in Rome, and

that they wire contented with the praise of translat

ing Menander and other comick writers of Greece.

In posterior times the Romans had the “ Comedia

Tógata, ” or what was founded on their own manners,

as well as the “ Comedia Palliata , " which was taken

from the Greeks.

There are two kinds of comedy, that of character ,

and that of intrigue .' In the last, the plot or action of

the play is the principal object. In the first, the disa
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play of a peculiar character is the chief point; and to

this the action is subordinate. The Fyench abound

most in comedies of character. Such are the capital

pieces of Moliere. The English have inclined more

to comedies of intrigue . Such are the plays of Con

greve ; and in general there is more story , action ,

and bustle in English , than in French comedy .

The perfection of comedy is to be found in a prop

er mixture of these two kinds, Mere conversation

without an interesting story is insipid . There should

ever be so much intrigue as to excite both fears and .

wishes. The incidents should be striking, and afford .

a proper field for the exhibition of character. The

piece however should not be overcharged with in .

trigue ; for this would be to convert a 'comedy into

a novel. s

With respectto characters it is a common error of

comick writers, to carry them much beyond real life ;

indeed it is very difficult to hit the precise point,

where wit endsand buffoonery begins . The comedi

an may exaggerate ; but good sense must teachi him

where to stop .

In comedy there ought to be a clear distinction in

characters. The contrast ofcharacters, however, by

pairs, and by opposites , is too theatrical and affected .

It is the perfection of art to conceal art . A masterly

writer gives us his characters, distinguished rather

by such shades of diversity, as are commonly found

in society, than marked by such oppositions, as are

seldom brought into actual contrast in any of the cir

cumstances of life.

The style of comedy ought to be pure, lively , and

elegant, generally imitating the tone of polite conver

* 2
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sign. ever descending into gross expressions .

Khy? ' is not suitable to conick composition ; for what

has poetry to do with the conversation ofmen in

common life ? The current of the dialogue should be

easy without pertness, and genteelwithout flippancy

The wit should never be studied nor unseasonable .

ancie

Ancient Comedy.

T HE ancient comedy was an ayowed satire a

gainst particular persons, brought upon the stage by

Dame. Such are the plays of Aristophanes; and

compositions of so singular a nature illustrate well the

turbulent and licentious state of Athens. The most

illustrious personages,generalsandmagistrates,were

then made the subjects of comedy. Vivacity, satire,

and buffoonery are the characteristicks of Aristo

phanes. On many occasions he discovers genius and

force ; but his performances give us no idea of the

attick taste for wit in his age. His ridiculeisextrare

agant ; his wit farcical ; his personal raillery cruel

and biting, and his obscenity intolerable.'

Soon after the age of Aristophanes the liberty of

attacking persons by name on the stage was prohibe

ited by law. The middle comedy then took its rise .

Living persons were still attacked , but under fictic

Of these pieces we haveno remains

They were succeeded by the new comedy , when it?

became as it now is, the businessof thestage to èx

hibit manners and characters, but not those of parti

cular persons. The author of this kind most celebra

ted among theGreeks, was Menander; buthis writte
tgs are perished .

OUS names .
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Of the new coinedy of the ancients, the only re

mains are the plays of Plautus and Terence. The

first , is eminent for the vis comica , and for an expres

sive phraseology. He bears, however, many marks

of the rudeness of the dramatickart in his time. He

has 100 much low wit and scurrillity ; and is by far

too quaint and full of conceit . He has more variety

and more force than Terence ; and his characters

are strongly marked , though sometimes coarsely .

Terence is polished, delicate , and elegant. His

seyieis a model of the most pure and graceful latinity .

His dialogue is always correct and decent , and his

relations have a picturesque and beautiful simplicity .

His morality is in general unexceptionable ; his situ

ations are interesting ; and inany of his sentiments

touch the heart. He may be considered as the found

er of serious comedy. In sprightliness and strength

he is deficient. There isa sameness in his characters

and plots ; and he is said to have been inferiour to

Menander, whom he copied to form a perfect

comick author, the spirit and fire of Plautus ought to

beunited with the grace and correctness of Terence

Spanish Comedy.

Themost prominent object in modern come:

dy is the Spanish theatre . The chief comedians of

Spaint rare Lopez de Vega, Guillen and Calderon .

The first, who is the most famous of them , wrote

above a thousand plays ; and was infinitely more irre

gular than Shakespeare. He totally disregarded the

three unities, and every established rule of dramatick

1
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writing . One play often includes many years, and

even the whole life of a man . The scene, during the

first act is in Spain ; the nest in Italy ; and the third

in Africa . His plays are chiefly historical, and are a

mixture of heroick speeches, serious incidents, war

and slaughter, ridicule and buffoonery. He jumbles

together Christianity and Paganism , virtues and vi

ces, angels and gods. Notwithstanding his faults, he

possessed genius, and great force of imagination.

Many of liis characters are well painted ; many of his

situations are happy ; and from the source of his

rich invention , dramatick writers of other nations

have frequently drawn their materials . He was con

scious himseli of his extreme irregularity , and apol

ogized for them from the prevailing taste of his

countrymeile

French Comedy .

THE comick theatre of France,isallowed to

uc correct, chaste , and decent. The coinick author,

in whom the French glory most, is Moliere. In the

judgment of French criticks he has nearly reached the

summit of perfection in his art . Nor is this the de.

cision ofmere,partiality. Moliere is the satirist only

of vice and folly. His characters were peculiar to

his own times ; and in general bis ridicule was justly

directed. His comick powers were great , and his

pleasantry is always innocent . His Misanthrope, and

Tartuffe are in verse , and constitute a kind of digni

fied comedy, in which vice is exposed in the style of

elegant and polite satire . In his prose comedies there
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iš a profusion of ridicule ; but the poet never gives

aların to modesty, nor casts contempt on virtue .

With these high qualities however considerable defects

are mingled . In unravelling his plotshe is unhappy ;

as this is frequently brought on with too little prepa

ration, and in an improbable manner . In his verse

comedies he is notalways sufficiently interesting, and

he is too full of long speeches . In his risible pieces

in prose he is too farcical. But upon the whole it

may be affirmed , tiiat few , writers ever attained so

perfectly the true end of comedy. His Tartuffe and

Avare are his two capital productions.

English Conicdy.

w

- ใช้

FROM the English theatre is naturally expect

ed a great variety of original characters in comedy ,

and bolder strokes of wit and humour than from any

other modern stage. Humour is in some degree pe

culiar to England. The freedom of the government,

and the unrestrained liberty of English manners, are

favourable to humour and singularity of character In .

France the influence of a despotick court spreads uni

formity over the nation . Hence comedy has a more

amplified and a freer vein in Britain than in France.

But it is to be regretted , that the comick spirit of Brit

ain is often disgraced hy indecency and licentiousness.

The first age, however, of English comedy was not

infected by this spirit. The plays of Shakespeare and

Ben Jonson have no immoral tendency . The com

edies of the former display a strong, creative genius ;
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but are irregular in conduct. They are singularly

rich in characters and manners ; but often descend to

please the mob. Jonson is more regular, but stiff

and pedantick ; though notvoid of dramatick genius.

Much fancy and invention , and many fine passages,

are found in the plays of Beaumont and Fletcher.

But in general they abound in romantick incidents,

unnatural characters and coarse allusions .

Change of manners has rendered the comedies of

the last age obsolete . For it is the exhibition of pre.

vailing modes and characters, that gives a charm to

comedy. Thus Plautus was antiquated to the Ro

mans in the days of Augustus . But to the honour of

Shakespeare, bis Falstaff is still admired, and his

Merry Wives of Windsor read with pleasure.

After the restoration of Charles II, the licentious

ness which polluted the court and nation , seized upon

comedy, The rake became the predominant charac

ter. Ridicule was thrown upon chastity and sobriety.

At the end of the play , indeed , the rake becomes a

sober inan ; but through the performance he is a fine

gentleman , and exhibits a picture of the pleasurable

enjoyments of life. This spirit of comedy had the

worst effect on youth of both sexes, and continued to

the days of George II .

In the comedies of Dryden there are many strokes

of genius ; but he is hasty and careless. As his ob

ject was to please , he followed the current of the

times, and gave way to indelicacy and licentiousness.

His indecency was at times so gross, as to occasion

a prohibition of his plays on the stage .

After Dryden flourished Cibber, Vanburgh, Far.

quhar, and Congreye. Cibber bas sprightliness and a
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pert vivacity ; but his incidents are so forced and un

natural ; that his performances hare all suok into ob

scurity, excepting the Careless Husband and The

Provoked Husband . Of these the first is remarka

ble for the easy politeness of the dialogue ; and is

tolerably inoral in its conduct. The latter. in which

Cibber was assisted by Vanburgh, is perhaps the best

comedy in the English language ; and even to this

may be objected that it had a double plot . Its char

acters however are natural , and it abounds with fine

painting and happy strokes of humour.

Wit, spirit, and ease , characterize Sir John Van

burgh ; buthe is the most indelicate and inimoral of

all our comedians . Congreve undoubtedly possessed

genius . He is witty and sparkling, and full of char

acter and action . Indeed he overflows with wit ; for

it is often introduced unseasonably ; and in general .

there is too much of it for well bred conversation .

Farquharis a light and gay writer ; less correct and

less brilliant than Congreve ; but he has more ease,

and much of the vis comica . Like Congreve he is

licentious ; and modesty must turn from them both

with abhorrence . The French boast with justice of

the superiour decency of their stage, and speak of the

English theatre with astonishment . Their philosophi

cal writers ascribe the profligate manners of London

to the indelicacy and corruption of English comedy.

Of late years a sensible reformation has taken place

in English comedy. Our writers of comedy now

appear ashamed of the indecency of their predeces

sors . They may be inferiour to Parquhar and Con

greve in spirit, ease , and wit ; but they have the merit

of being far more innocent and moral.
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To the French stage we are much indebted for this

reformation. The introduction within a few years of

a geåver comedy in France , called the serious or ten

der comedy, has attracted the attention and approba- :

tion of our writers . Gaiery and ridicule are not ex

cluded from this species of comely ; but it lays its ;

chief stress on tender and interesting situations . It

is sentimental , and touches the heart . It pleases not

so much by the laugher it excites, as by the tears of

affection and joy which it draws forth .

This form of comedy was opposed in France, as an

unjustifiable innovation. It was objected by criticks !

ahat it was not founded on laughter and ridicule ;

but it is not necessary that all comedies be formed å

on one precise model. Some may be gay ; some se..

rious ; and some may partake of both qualities. Se.

rious and tender comedy has no right to exclude gats

ety and ridicule from the stage . There are materials

for both ; and the stage is richer for the innovation ,

Ingeneral-it may be consideredas the mark ofin

creasing politeness and refinement , when those the

atrical exhibitions become fashionable, wirich are free

from indelicate sentiments and immoral tendency,

1
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